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WILDENSTEIN 

LOAN EXHIBITION 

FRENCH 

EIGHTEENTH CENTURY 

PAINTERS 
For the Benefit of 

The Education Program of 

The Minneapolis Institute of Arts 

Through December 11th, 1954 

Admission 60 cents tax incl. 
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FLOWERS 
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EUGENE SPEICHER 
December 7th to 3lst, 1954 

10—5 :30 Closed Sundays 
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A Rare 

Find 
For 

Christmas of Modern 
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PICASSO’S 
“Harlequin and 
His Mate” 
is one of his most 

striking and decora- 
tive. In vivid blue, 
purple and yellow 
with black accents. 
271%)" high, 1914” 
wide. M. Mourlot =. ' 5 
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ernand Mourlot, the lithographer of these limited edition posters by 

Picasso and Toulouse-Lautrec, is acknowledged the world’s greatest 

printer. He is the official lithographer to The Louvre. He is the one 

imprimateur every great French Contemporary artist insists do his work. 

These rare posters demonstrate the incomparable skill and passion for 

faithfulness to the artist’s original that have made M. Mourlot world 

famous. Mourlot executes these posters by hand, using the age-old stone 

lithography process. Every subtle color, every fine stroke of the artist is 

captured by Mourlot’s stone. Each poster is, in fact, the original painting 

reborn! 

ONLY 200 OF EACH POSTER 

Mourlot has printed only 200 of each of these two posters. As is his 

custom, he has erased the stone. There will never be any more of these 

particular Picasso and Lautrec posters. Mourlot makes certain the posters 

will have increasing value as the years go ou. Naturally they are ex- 

tremely difficult to find. We are fortunate to have even this small quantity 

available for a discriminating few of ARTNeEws readers. 

ARTISTS’ FINEST WORKS 

They represent two of the finest works of Picasso and Toulouse-Lautrec. 

They were selected by the National Museum of Modern Art and the 

House of French Thought to announce the opening of exhibitions in 

Paris featuring these two legendary painters. picasso’s “Harlequin and 

His Mate” is beautifully decorative. The colors are vivid blue, purple and 

yellow with black accents. LAUTREC’s “Portrait of A Lady” is an ex- 

tremely rare and intriguing sketch done in rich sepia on a grey back- 

, ground. It is a striking, sensitive portrait, an extremely unusual work 

by ’ autrec. Both are 271%” high, 1914” wide. 

DECEMBER 1954 

Monsieur Fernand 

LIMITED EDITION POSTERS 

French 

Mourlot’s 

Masters 

TOULOUSE- 
LAUTREC’S 
“Portrait of 
A Lady” 
is an extremely rare 
and sensitive sketch. 
It is executed in 
rich sepia on a grey 
background, 2744” 
high, 19%” wide. 
There are only 200 
of these limited edi- 

tion posters by M. 
Mourlot. 

*“*CONVERSATION PIECE’? GIFTS 

These can well be two of the most striking pictures you will ever hang 

in your home or present as gifts. Certainly, the most provocative! Frame 

the poster as you receive it, or crop the wording and frame only the 

print. Either way, you will have a truly “conversation piece” masterpiece. 

Order immediately. These are limited editions. Orders will be filled in 

the order we receive them. 5-day inspection, money cheerfully refunded 

if not completely satisfied. $7.95 each, postpaid. 

FREE INSPECTION PRIVILEGE 

You have the privilege of inspecting the fine limited edition posters 

you order for 5 days, if you wish. Then if you’re not completely satisfied, 

put them back in the tube in which they’ve been mailed to you, and 

return them for a prompt, cheerful refund. 

Wilson-Irvyng Co., Room 811A, 17 E. 49th Street, New York 17, N. Y. 

We Ship Air Mail for Christmas Delivery 

meee ee ee Mail This Coupen Teday ———-——-—-——— ’ 

1 Wilson-Irvyng Co., Room 811A 1 

| 17 E. 49th Street | 
| New York 17, N. Y. | 
| Please send me postpaid __. Picasso posters, at §7.95 ] 
| each La ! 

| Please send me postpaid . Toulouse-Lautrec posters, j 
| at $7.95 each Diercnteeeems , 

i Please send me postpaid both posters, at the special price of i 
$14.95 EE 

| I enclose check or money order for the total $ ’ 

| New York City residents, please add 3% Sales Tax. \ 

| I understand that if I'm not completely satisfied with my purchase I may return | 
| it after a 5-day inspection period for a prompt refund. j 

| Name ! 

Address 

| City Zone State j 
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“Portrait of a Man” CAREL FABRITIUS (1624-1654) 

Canvas: 31 x 23 inches 

From the Rothschild Collection, Vienna 

43 OLD BOND STREET, LONDON W.1 
CABLES: RESEMBLE, LONDON 
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This month 

José Gudiol is one of Spain’s most distinguished 

archeologists, as were his father and grandfather 

before him. He heads the Instituto Amatller de Arte 

Hispanico, Barcelona, and became familiar with 

American collections in his fields during a teaching 

stay here Duncan Phillips, Washington’s 

unique combination collector, scholar and museum 

director, is one of the most discriminating buyers as 

well as critics of Monticelli’s art . . . Ad Reinhardt 

studied Oriental painting under Salmony, at N.Y.U.; 

he is better known as a painter of cool abstractions 

George L. K. Morris, an artist dedicated to 

the Cubist traditions, doubles as a critic and cham- 

pion of advanced styles . . . Pierre Schneider, Ger- 

man-born, Harvard-trained young Parisian man-of- 

letters, is at work on “a book on the five seasons.” 

Next month 

Delaunay, the Orpheus of Cubism, revived at the 

Guggenheim Museum . . . Classic Greece and Rome 

in the Orient, a fabulous mixture of styles unraveled 

by Benjamin Rowland of Harvard, which holds a 

major exhibition on this little-known subject 
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Specially designed for ARTNews’ 

Christmas cover is this buoyant, 

powerful design by Hans Hofmann. 

one of the most influential modern 

abstractionists, and also one of the 

most inspired art teachers of today. 

Painting more creatively than ever 

in his seventy-fifth year, his latest 

New York one man show is at the 

Kootz Gallery [see review on p. 51). 

13th-century Spanish illumination, colorplate 



PAUL ROSENBERG & CO. 
Established 1878 

LOAN EXHIBITION OF PAINTINGS 

by 

ADOLPHE 

MONTICELLI 
(1824 - 1886) 

Through December 11th 

December 13th to January 15th 

19th CENTURY 

FRENCH PAINTINGS 

20th CENTURY 

AMERICAN ano FRENCH 

PAINTINGS 

20 EAST 79th STREET 

NEW YORK 

Editor’s letters 

oir: 

I read with pleased astonishment 
the article on drawings lent from 
the Besancon museum for an Amer- 
ican tour [A.n., Nov. °54]; espe- 
cially enjoyable was the description 
of the “little town on the Doubs, 
famous for its clocks and for the 
drawings bequeathed to it, some 

hundred and thirty-five years ago, 
by the architect Pierre Adrian 
Paris.” This must be the first time in 
a century that Besancon has been 
applied a brief label from which the 
fact was omitted that it is the birth- 
place of Victor Hugo. I congratulate 
your author, Michel N. Benisovich, 

on his refreshing innovation. 
Pierre L’Enfant, 
Montreal, Canada 

Sir: 

I should like to commend the staff 
of ARTnews for their splendid work 
in creating a truly outstanding mag- 

azine, 

In your October issue, under a 
colorplate of a mural by Henry Var- 
num Poor, these words appear: 
“Works of art from the Metropoli- 
tan include a ‘Titian’ that had to be 
done over due to bad color on the 

first firing.” 
May I suggest, in the kindest 

spirit, that the phrase due to is an 
adjective construction and should 

not be used adverbially as a substi- 
tute for because of? 

Charles Law, 
Philadelphia, Penna. 

Sir: 

The time has now arrived for all 
galleries and museums of art to be 
divided into two parts, namely: 

Traditional / Non-Objective 
And Ill bet a dollar that the tra- 

ditional “gets the bigger play”? 
This does not prove the traditional 
is better, I agree—at one time all 
the people believed the earth was 
flat or square. 

However, is it not a fact that our 
eyes in a real world deal daily and 
everlastingly with objects all of 
which do have Form and Substance? 
Doesn’t this condition most of us 
irrevocably? 

Wendall Haas, 
New York, N. Y. 

Sir: 

In the November issue of ARTNeEws, 
there is an error in the review of 

Peter Ostuni’s exhibition. The Par- 
sons gallery is credited with the ex- 
hibition instead of the Panoras gal- 

lery. 

E. Panoras, 
New York, N. Y. 

Sir: 
Regarding Graham Carey’s letter in 
the October issue in defense of Mam- 
mon: It is odd to read these thoughts 

from a man who claims to be an ad- 
viser to a religious art quarterly. It 
is stranger still that he should attrib- 
ute the division of the arts of beauty 
and use to “misapprehensions [that] 
lie deep in several centuries of West- 
ern thought.” Can it be that he is 
unacquainted with Matthew VI, 24: 

“No man can serve two masters: for 
either he will hate the one, and love 
the other; or he will sustain the one, 
and despise the other. You cannot 
serve God and Mammon.” This was, 

of course, Near Eastern thought to 
which he, as a Catholic, owes his 
loyalty. 

Strangely enough, these things he 
has to say are believed by the social- 
ist-communist forces of the world 
and not by devout Christians or 
Jews, Moslems or Hindus for that 
matter, Can it be that Mr. Carey 
would approve the placing of adver- 
tisements (for foot plasters) over the 
Stations of the Cross? 

John J. Conroy 

New York, N. Y. 

Sir: 
Concerning the cover of the October 
1954 ARTnews, the detail from St. 
Francis at the Christmas Crib at 
Greccio by Giotto, I wonder if this is 

not simply a cross rather than a 
crucifix? A crucifix is usually a cross 
with a corpus of the Christ fixed 
to it. 

Perhaps this is a crucifix, but if it 
is we are looking at the rear side of 

it, and there is supposed to be a 
corpus on the other side? 

Eleanor H. Griswold, 

Durham, N. C. 
[Miss Griswold’s supposition is cor- 
rect.—Fd.] 

Sir: 

Thanks to ARTNews for resurrecting 
the Brooklyn Bridge—on its Novem- 
ber cover. Engineers will probably 
go on putting new bridges and new 
and danker tunnels across the rivers, 
but as Stella reminds us, this old 
landmark will probably remain the 
most colorful way to get across town. 

Malvina Prout 
Brooklyn, N. Y. 

Sir: 
The Jewish Center of Buffalo is em- 
barking on a program of purchasing 
paintings and art objects by Jewish 
artists or dealing with Jewish sub- 
jects, themes and idioms for its per- 
manent collection. Anyone interested 
please contact me at 787 Delaware 
Avenue, Buffalo 9, N. Y. 

Mrs. Samuel Yochelson 
Buffalo, N. Y. 

Sir: 
As a member of the teaching staff of 
a small college I am attempting to 
build a collection of reproductions 
to be used as material for the im- 
provement and illustration of my 
courses. Having to work with a nar- 
row budget, 1 am, aside from my 

own collection, dependent on mate- 
rial contributed by well-wishers. 

If any of your readers could spare 
their old issues of ARTNEws or 
other art reproductions that they no 
longer have use for, I should be very 
grateful if they should care to send 
them to me for the above-mentioned 
purpose. 

Dr. Martin Swart 
Iowa Wesleyan College 
Mount Pleasant, Iowa 

ART NEWS 
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Exelusive to ARTnews Readers: 

Fine art books at greatly reduced prices 
66. FRENCH PAINTING by R. H. Wilenski. Long rec- 

ognized as the most authoritative book on French 

painting, this brilliant study in art criticism has just 

been reissued in a new edition enriched with 206 

new plates, including twelve in full color. This com- 

pletely revised edition incorporates the results of 

recent scholarly investigations and provides the 

reader with a reliable and well-documented survey 

that has been called “the most intelligent history 

of French painting that has thus far appeared.” 

List price $8.50. A.N.B.S. special price $6.95 

70. VERVE, The French Review of Art No. 8. A lush and lovely issue of this 

great French publication that has a striking cover design by Matisse; a 

Bonnard color lithograph, a series of beautifully colored fifteenth century 

French miniatures illustrating the months of the year with their modern 

counterparts by André Derain and a host of other stunning color plates by 

Rouault, Matisse, Braque, Miro, Leger and Derain. There is only a limited 

number of copies of this magnificent issue in print and available. 

List price $10.00. A.N.B.S. special price $4.95 

71. CHINESE COLOR PRINTS OF TODAY, Selected and 

Introduced by Jan Tschichold. A unique and lovely 

book printed in Switzerland in the Chinese manner 

of bookmaking, and bound by silken thongs and 

boxed. It is one of the very few authoritative ac- 

counts of a vital art form and reproduces in soft 

glowing colors, fourteen of the finest contemporary 

color prints in their original size. The introduction 

is a learned history and critique of the medium. 

List price $8.50. A.N.B.S. special price $7.95 

14. THE DECORATED LETTER in Manuscripts from the 

Eighth to the Twelfth Century by Emile-A. Van Moe. 

Art historians have written of these exquisite manu- 

script paintings, heretofore presented only in rare 

editions. Now, in this large and beautiful volume, 

with an explanatory text by a noted art scholar, these 

beautiful decorations have been reproduced, twenty- 

five in full color and fifty-five in black-and-white. 

List price $18.50. A.N.B.S. special price $5.95 

21. AESTHETIC by Benedetto Croce. A special commemorative reissue of the 
famous Second Edition containing not only the great philosopher’s theory 
but his History of Aesthetic as well. Long out of print, this great work has 
influenced both theoreticians and practitioners of the Arts. 
List price $6.50. A.N.B.S. special price $4.95 

5. ABSTRACT PAINTING, Background and American Phase 

by Thomas B. Hess. A brilliant and eloquent expla- 
nation of American abstract art of the last decade, by 
the Managing Editor of ARTNnews. It is illustrated 
with 107 plates, including 12 in full color. Donald 
Bear of the Santa Barbara Museum writes, “The entire 
book is lively and convincing writing based on straight 
and unaffected thinking and much experience.” 
List price $7.50. A.N.B.S. special price $5.95 
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4. FANTASTIC ART, DADA, SURREALISM, Edited by 

Alfred H. Barr, Jr. An exciting Museum of Modern 

Art book by the Director of the Museum Collections. 

It presents with clarity and understanding three of the 

principal movements of modern art. The 222 plates, 

six in full color, reproduce the work of Dali, Chirico, 

Arp and many other important 20th-century pioneers 

as well as fantastic art since the fifteenth century. 

List price $6.00. A.N.B.S. special price $4.95 

DECEMBER 1954 

68. A GALLERY OF WOMEN 

by Henri Matisse. Intro- 

duction by Walter Pach. 

This. handsome portfolio 

presents eight recent litho- 

graphs of women by Ma- 

tisse that can be said to 

sum up in a few perfect 

strokes the essence of his 

life’s work. They have been 

reproduced with the utmost care on a heavy stock paper suitable for fram- 

ing and measuring approximately 13” x 18” each. They are contained in a 

portfolio of heavy board, with ribbon tie-string. Walter Pach, noted educator 

and art critic, has written a perceptive appreciation to accompany the plates. 

List price $8.50. A.N.B.S. special price $6.95 

13. THE INDEX OF AMERICAN DESIGN, Text by Erwin 

O. Christensen, with Introduction by Holger Cahill. 

This is the famous record of folk arts and early crafts 

in America, the result of years of government-spon- 

sored research, 378 plates, including 177 in full color 

have been faithfully reproduced from the original 

paintings of hundreds of artists. One of the most 

unusual art books ever published in America. 

List price $15.00. A.N.B.S. special price $7.95 

69. TOULOUSE-LAUTREC by Francis Jourdain. A large and impressive book 
that is both an excellent critical and biographical study of the artist and a 

finely reproduced gallery of his work consisting of 128 full page plates, 

twenty-five tipped-on plates in full color. The book was printed and published 
in Paris and the text is in French. There is also an authoritative catalogue 

of Lautrec’s complete works by Jean Adhemar, noted curator and scholar. 
List price $15.00. A.N.B.S. special price $8.95 

6. ADVANCED PHOTOGRAPHY, Methods and Conclu- 

sions—By Andreas Feininger. The expert guide to the 

highest aspects of photography as an art by the 

famous Life photographer. With the aid of many 

excellent plates, Feininger analyzes scores of orig- 

inal photographs and discusses black-and-white, line, 

contrast, form, space and other picture components. 

List price $7.50. A.N.B.S. special price $5.75 

ART NEWS BOOK SERVICE 

654 Madison Avenue, New York 21, N. Y. 

I wish to take advantage of the exclusive benefits of A.N.B.S., 

available to me as an ARTNEWS reader. Please send me 

postpaid the books circled below: 

4 5 6 13 14 21 66 68 69 70 71 

Name (print) _—____ — 

Street Address_ 

City santa Zone ee 

I enclose payment of $____ sitiieiatiaietaiiaaia 
(N.Y.C. residents, add 3% sales tax.) 

[] Please bill me $_— 
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Renowned for First Class Service 

FINE SELECTED SPECIMENS OF 

ORIENTAL CARPETS And RUGS 
SAVONNERIES ANDTAPESTRIES 
ANTIQUE AND SEMI-ANTIQUE 

One quarter of a magnificent Millefleur Needlework Carpet 
in rich natural colouring on a black ground. Size 18'9" x 14 10" 

Aubussons €® Needleworks 
A SPECIALTY 

ENQUIRIES CORDIALLY INVITED 
COLOUR TRANSPARENCIES SUPPLIED 

The House of Perez 
Famous for Fine Carpets 

162-168 BROMPTON ROAD, LONDON, S.W.3 
and at GLASGOW * MANCHESTER «+ BRISTOL * FRINTON 

ENGLAND 

Amateur standing 

Dutch in Toledo and Toronto 

In almost any show of work by pas- 

time painters it is easy to spot a 
number admiration for the 

golden age of Dutch painting is ap- 
parent. This mean that 

pictured sunny 
vignettes of family life, the fun of 
a skating party, children’s pranks 

topsy-turvy 

Ww hose 

does not 

evervone who has 

or kitchens with 

table, swears by de 

Hooch, van Ostade or Jan Steen. But 
precisely because painters have be- 
come acquainted With these subjects, 
attitudes and styles in the work of 
later and artists, the 
chance to see the work of those who 

were the originators of these modes, 

at a time when it was fresh and ad- 
venturous, is not to be missed. Now 

that the largest Dutch New 

York has seen in years [A.N.. Nov. 
54] is being exhibited at the Metro 
politan Museum of Art, and thence 

traveling to Toledo and Toronto, 
pastime painters will want to see the 
hundred-odd pictures assembled from 
private and public collections here 
and abroad. 

Any visitor to this exhibition must 
wonder why it is that artists like 
Vermeer, de Hooch and Metsu were 

able to bring to the everyday subject 
a dignity that later artists (except 
Chardin) seldom approached. Our 
speculations in this direction lead us 
first to technique, for there is no 
doubt that one of the first reactions 
to this show for either amateur or 
professional is the feeling of an in- 
superable distance their 
technical accomplishments and any- 

thing possible for us today. But if 
dexterity and secrets of medium ex- 
plain some of the exquisite surface 
quality, it does not account for the 
incredible intensity of observation, 
which gives Coorte’s alabaster-like 
bunch of asparagus an almost Sur- 
realist made the in- 
terior of a lemon a revealing world 

for the eyes of three different paint- 
ers. But Kalf, Claesz and van Beyer- 
en fell in love less with a lemon than 
with the light that moved in and 

around it. They were fascinated by 

its translucency in the dark, succu- 
lent meat of the fruit, the way it 

scintillated along the brilliant edge 

of the rind. And they saw that this 
light was not static: it followed the 

corkscrew descent of the paring over 
the table edge and spiraled off to 
touch the edge of a glass and the 
lid of a beaker on a different level, 
before taking off into the remote 
space of the picture, perhaps through 
the window into the sky. Returning 
to reality, you may find yourself 
looking at a lemon with new respect, 
even though you know that it was 
not entirely the physical lemon that 
inspired the Dutch artist. 

The different levels and turnings 

of a typical Dutch kitchen seem per- 
fectly suited to provide a playground 

for lights of varying intensities. It 
was no accident that the beautifully 
simple doors in a Vermeer or de 
Hooch are always open, leading the 
eye back through layers of space to 
windows in the rear. But it was a 
felicitous circumstance that the gent- 

vege- 

necessarily 

often lesser 

show 

between 

mystery and 

ly angular planes of curving stairs 

or the squares of closet doors pro- 

vided such a perfect foil of darks, 
continuing, as they so often do, the 

checkerboard patterns of the tiled 

floors. But if there is no molding or 
door to direct the observer’s eye in 
the right rhythm and direction, the 

artist easily contrives a fallen mop, 
a tilted chair or discarded shoe. 

\ handful of Dutch masters ex- 
celled in a comparatively serene 
style. De Witte and Saenredam were 
attracted to church interiors as sub- 
jects, less for their religious signifi- 

cance it appears than because they 
discovered there a precise geometry 
among the lights and darks of col- 
umns and high-vaulted naves. Their 

work suggests that some of the Dutch 

have always responded to the lure 
of the intersecting 

lines that later engaged Mondrian. 
A lemon, a woman in a kitchen, 

the interior of a church—all these 
the Dutch artist was seeing for the 

rectangles and 

first time, not as objects, but as sub- 

jects for his painting. The wealthy 

merchants who bought his pictures 
were delighted with the artist’s abil- 

ity to give appealing form to their 

possessions and it was said that 
there were artists in some 

Dutch cities than bakers or butch- 
ers. Nevertheless, if the new middle- 

class patron paid the piper he did 

more 

[a 

In the Photo-Engravers’ show: Otto Wac- 

kernagle’s Spirit of New York, engrav- 

ing, and Maurice Bilton’s Still-life. 
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not altogether call the tune. Once 
the artist had become obsessed by 
light and ways of representing its 
range and movement, he turned to 
the out-oi-doors and began to pic- 
ture the rural subjects for which 
there was far less demand. 

The picturesque 

As the Dutch artists studied the 
hide-and-seek of light through foliage 
and over water and clouds, they de- 
veloped forms in which broken, 

twisting rhythms are especially pro- 
nounced. Although individual dif- 
ferences are extreme, most Dutch 
landscapes share qualities we group 
together under the term picturesque. 
A roomful of landscapes is impres- 
sive in the magnificent irregularity 
which pervades the most diverse 
scenes. Never were trees so gnarled, 
so charged with energies, from the 
turbulent foliage masses of Ruisdael 
to the delicate leafy groves of Hob- 

icately bends the trees, animates the 
rest of the picture as well, as if all 
the forms were dancing to the same 
measures. 
Hobbema found some farmers to 

buy his little vistas, but it was more 

dificult for Rembrandt and the pro- 
found but less known Seghers to 
market their vast panoramas. Both 
opposed lights and darks in rugged 
masses with a sweep that is universal 
in its reference. 

Old and young humanity 

In Dutch portraits, asymmetry, ir- 
regularity and informality open the 
door to a new range of human per- 
sonality. The Dutch artist, in fact, 
triumphs in perceiving and accen- 
tuating just those particularities 
which most evade any idealized pro- 
portions—the lined cheek, the wrin- 
kled brow, the drooping eyelid, the 
twisted or open mouth. Thus it was 
possible for Terbrugghen, Ferdinand 

been the bravura style of Rem- 
brandt’s youthful self-portrait than 
the profound and disquieting pene- 
tration of his last known portrait of 
himself. Dr. Fabritius’ moving Study 
of an Old Man, makes clear that 
Rembrandt was not alone in his 
probing of human psychology. 

Still-life that never was 

Still-life and flower subjects must 
have been very popular and profit- 
able—judging by their opulence. To 
be convinced that Dutch realism and 
camera realism are very different 
things, a study of these will bring 
reward. Anyone with much experi- 
ence in painting will easily detect 
the distortions of perspective and 
contrived lighting. Experts speculate 
that the blossoms in the elaborate 
flower pieces by de Heem and van 
Huysum must have been painted sep- 
arately and fitted into the large 
scheme during the weeks or months 

Rouault and others. But artists, ama- 
teur and professional alike, will go 
back again and again, not in the 
hope of ever duplicating the outloek 
of that time but because in the new 
sensibility of our own time we con- 
stantly discover new aspects of its 
meaning. 

Engravers’ eighth annual 

Among those professional groups 
who exhibit annually in New York, 
the Photo-Engravers Art Society is 
certainly closest in spirit to the 
Dutch both in the emphasis on sub- 
jects from familiar, everyday sur- 
roundings and the preference for 
the most meticulous techniques. This 
year, however, a number of bold de- 
partures toward more abstract or 
decorative styles gave the show an 
added variety. Perhaps because of 
the importance of technical back- 
ground and training in the skills in- 
volved in their work of translating 

r bema. Never were roads so rutted, Bol, Nicolaes Maes and Rembrandt it took to paint one. Generally built artists’ work into the colors and 

i fallen logs so prominent, fences so to produce some of their noblest around the plan of a cross, these tones of the printed page, they are 
e zigzagging, cottages so groaning work in portraits of older people and = compositions are constructed in lay- a more stable group than most. One 
y with gables. And the movements in for painters like Michiel Sweerts, ers of alternately luminous and shad- notes the same names and distinctive 
\. the earth masses are carried into the Jan Steen and Verspronck to arrest owed shapes, like the wings of a_ styles turning up year after year, 

1, great luminous skies which often oc- a chidd’s expression at the most re- stage set. The artist often gives you _ usually with more refined techniques 
e cupy two-thirds of the picture space. vealing flicker of a glance or gri- a snail’s-eye-view of the bouquet so and an increased subtlety in point 
e Clouds, in turn, relay the light mace. That forthright naturalism of that a poppy becomes a lighted cave, of view. It is natural that those 
)- across fluid horizons—as in Ruis- expression, which is so endearing in flower stems, a forest. whose eyes are trained to detect the 

ry dael’s A Village near the Dunes, the family portraits of Frans Hals, If we seldom see direct influences most. delicate changes in_ tones 

s where they sweep across an infinity has often been attributed to the from Dutch art in advanced contem- should also be delighted by changes 
1. of space to underline the loneliness _ pressures on the artists to satisfy the porary exhibitions, this is partly be- of light in nature. In Prospect Park, 
ir of a horseman and windmill. In Hob- requirements (and preference for cause vital elements in Dutch style Armand Moreda sees only a shad- 
at bema’s little millstream pictures we realism) of his clientele. But some passed into other, later painting- owy lamp post and trees defining 
1e see the prototype of all those ponds of Dutch portraiture so far tran- its luminous effects into the work of the edges of a sun-flooded path 
h- and winding paths that turn up by | scends these demands as to make the Goya, Turmer and Constable; the which dissolves into the sky. L. 
e- the dozens in every amateur (and result far too penetrating for the searching, troubled humanity of Chersky may have been inspired by 
id some professional) shows. But here average taste. How much more ac- Rembrandt, Seghers and Fabritius Ryder when he painted two light- 

the same irregular rhythm that del- ceptable to his patrons must have’ is apprised via Daumier, Soutine, [Continued on page 71] 
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Innovations and expansions 

The opening in November of thirty 
new galleries of European decorative 
art of the Post-Renaissance and four 
18th-century French and English 
period rooms, completed the Metro- 
politan’s building program and re- 
stored to view thousands of works 
of art not seen since the war. In- 
stalled as they might be seen in pal- 
aces and chateaux of Europe—but 
with superior lighting—are examples 
of woodwork, furniture, tapestries, 
ceramics, metalwork and glass from 
many European countries. The pe- 

riod rooms are: a Parisian salon, a 
circular salon from Bordeaux, a mir- 
rored boudoir from the Hétel de 
Crillon in Paris and the dining 
room from Lansdowne House in 
London built after designs by Rob- 
ert Adam. Among the items shown 
in the newly reconstructed galleries 
are many new acquisitions, including 
more than one hundred important 
pieces of European pottery and 
porcelain added by R. Thornton 
Wilson of New York to earlier gifts 
of some four hundred items, exam- 

ples of sixteenth-, seventeenth- and 
eighteenth-century ceramic art, em- 

phasizing the French and German. 
New York State treasures un- 
buried: To dedicate the new Rob- 
erson Memorial Center at Bing- 
hamton, N. Y., its director, Keith 
Martin, has assembled for December 
showing material from more than 
thirty museums in the State includ- 
ing the finest items representative 

of the primary purpose and fields of 
interest of each institution. Fields 
covered are painting, sculpture, nat- 

ural science, Indian lore, folk art, 

ancient civilizations, glass, ete. 
Modern San Antonio: Largely de- 
voted to modern paintings, a new 
art institute opened in November in 
San Antonio with a $1,000,000 en- 

dowment, a collection of 275 paint- 
ings and a spacious residence on a 
23-acre estate bequeathed by Marion 
Koogler McNay on her death in 
1950. Primary concentration is on 
the first generation of the Post-Im- 
pressionists, with Cézanne’s Portrait 
of Henri Gasquet and paintings by 

Gauguin, van Gogh, Toulouse-Lau- 
trec and Pissarro, and examples of 
work by Seurat and Signac. From 
the 20th century are examples of 
most of the School of Paris masters: 
Picasso, Matisse, Rouault, Modigli- 
ani, Derain, Soutine. Mrs. McNay 
also collected American watercolors 
by Homer, Prendergast, Hassam, 
Cassatt and Marin. In addition to 
showing the collection, the new mu- 
seum will conduct loan exhibitions, 
lecture and film programs. 
Archives and puppets: The Ar- 
chives of American Art have been 
established as a national foundation 
by the Detroit Institute of Arts to 
collect in a central place original 
records of American painters, sculp- 
tors and craftsmen, to assemble all 
documents of all periods that may 
throw light on the arts in America. 
At the same time the Institute is 
embarking on a puppet theatre proj- 
ect with monthly shows, an interna- 
tional festival and workshops aiming 
to make Detroit the American center 
of puppet research and activity. 

Movie and television studies 

The first non-profit organization to 
develop the film as a fine arts form 
is the Creative Film Foundation, just 
established in New York to “give as- 
sistance to film-makers whose primary 
aim is creative artistic achievement.” 
Its international board includes Jean 
Cocteau, Sir Herbert Read, Martha 
Graham, Frederick Kiesler, James J. 
Sweeney and Meyer Schapiro. 

To see and study outstanding films 
of the past, documentaries and ex- 
perimental work, a Film Center is 
beginning at the New School for 

People in the art news 

Recently awarded an honorary doc- 
tor’s degree of technical sciences by 
the Berlin Senate, Richard J. Neu- 
tra, architect, is invited to inspect 
German progress in housing and city 
planning and to meet with the Ger- 
man President, Theodor Heuss. 

The current annual “Life in Bal- 
timore” exhibition at the Peale Mu- 

Social Research, with evening series 
dating back to D. W. Griffith, and 

discussions by professional critics. 
A Saturday television program on 

the culture and customs of colonial 
America began last month under the 
joint auspices of New York Univer- 
sity and the Metropolitan Museum 
with funds from the Ford Founda- 
tion. Objects from the Metropolitan 

illustrate “America in the Making,” 
and the series will be distributed as 
kinescopes to educational television 
stations throughout the U. S. 

seum produced the largest number 
118 works—of contributions in its 

fourteen-year history. Prizewinners 
were: for oils, Peggy Arnold, Jo- 
seph A. Falzone, Jr., Gustav 

Highstein; for a drawing, Reuben 
A. Kramer; for a print, Amalie 
Rothschild; for a watercolor, Rob- 
ert Wirth. 

Foreign guests join art directors 

This year’s Art Directors Club’s An- 
nual, to appear in December, makes a 
new departure into foreign work. Be- 
sides its selection of American adver- 
tising and editorial art, work chosen 

by foreign experts from six Euro- 
pean countries will be included. This 
well illustrated volume was edited 
and designed by Bradbury Thomp- 
son, Design Director of ARTNEws. 
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Coming auctions 

Interesting auction returns 

Considerable interest was shown in 
the Arthur Bradley sale of modern 

paintings at  Parke-Bernet last 
month, which rang up a total of 
$162,620. The top price was $20,500 
for Soutine’s Old Mill near Cannes, 

followed by $19,000 for Cézanne’s 
Water Can, $15,250 for Modigliani’s 
Raimondo, $13,750 for Matisse’s 
Nude in Armchair, $12,000 for his 
Blue Interior, $9,800 for Picasso's 
Compotier, $9,750 for Braque’s Still- 
life. Top prices in the sale of mod- 
ern paintings, drawings and prints 

from the Bruette and other collec- 

tions—which netted a total of $87,- 
820—were: $14,000 for Bonnard’s 
The Yellow Screen, $8,000 for Corot’s 

Willows by a Pond, $7,250 for Re- 
noir’s Young Woman Seated, $3,000 

for his Oranges, $2,800 for Vla- 

minck’s Still-life. 

A spot report of October sales at 
Sotheby’s, in London, shows such 

prices as $4,060 for Reynolds’ Por- 
trait of Sir Thomas Humbold, $3,220 

for Turner’s Edinburgh, $3,080 for 
his Great Fall of the Reichenbach, 

Switzerland, $560 for Samuel Palm- 
er’s The Dell of Comus, $1,512 for a 

Ch-ien Lung famille rose armorial 

dinner service. 

French antiques 

A notable assemblage of French an- 

tique furnishings from the estate of 
the late Millicent A. Rogers, of 

Taos, N. M., together with property 
belonging to Mrs. Mabel Gilman 
Corey, New York, and other own- 

ers, is coming under the hammer at 
Parke-Bernet on December 2, 3 and 
4 after current exhibition. Many 
signed pieces of Louis XV cabinet- 
work are listed, such as an exquisite 

palisander (Brazilian 
dressing table by Léonard Boudin; 

an inlaid tulipwood and kingwood 
desk; an amaranth and rosewood 
marquetry writing table by Chris- 
tophe Wolff; a palisander and tulip- 
wood kidney-shaped “table a maquil- 
lage”—prized examples which had 
their specific uses in their day, and 
for which uses, if purely decorative, 
can be found today. 

Other categories of Louis XV cabi- 

network include a pair of inlaid 
tulipwood and kingwood corner cup- 
boards; an amaranth and satinwood 
secretary by G. Joubert; a variety of 

armchairs and sofas, in suites or in 
pairs. Notable also is a Charles X 
carved mahogany suite consisting of 
three pieces of case furniture and 
alcove bed by Jacob-Desmalter, ca. 
1825. 

Biedermeier 

rosewood ) 

and other cabinet- 
work is likewise listed, including a 
George II carved mahogany architec- 
tural cabinet in the manner of Wil- 
liam Kent; a New Hampshire Queen 
Ann shell-carved and inlaid cherry- 
wood highboy; and other English 
and American’ eighteenth-century 
pieces, as well as Empire, Régence, 
Directoire and Louis Philippe. The 
Biedermeier group includes chairs, 
small sofas, an applewood vitrine 
cabinet, several consoles and a num- 
ber of decorative objects. 

On the same level of quality are 
the decorative art objects, such as 

an Empire gilt-bronze and crystal 
lustre twelve-light “waterfall” chan- 
delier; other chandeliers, candela- 
bra, mirrors and wall sconces; a 
Pajou terra-cotta portrait bust of 
Mme. de Wailly, 1784; an exquisite 
Louis XVI wrought gilt-bronze man- 
tel clock by J. F. Imbert (Paris, ca. 
1785). K’ang Hsi porcelains are also 
featured, among which can be found 

a famille verte baluster-form beaker 
of large size formerly in the J. P. 
Morgan Collection. Among precious- 
metalwork can be noted a Fabergé 
hammered gold cigarette box set 

with sapphires, among French eight- 
eenth- and early nineteenth-century 
gold snuff boxes, and a set of twelve 
Russian gilded-silver and niello vod- 
ka cups (Moscow, 1868). 

The most important rug offerings 

are a Louis Philippe gold- and 
silver-woven Aubusson carpet (ca. 

1835): a Louis XIV Savonnerie car- 
pet; Kirman and other Oriental 
weaves. On view also are three Lille 

Tenier tapestries by G. Wernier (ca. 
1720); decorative paintings and 

drawings, and French eighteenth- 
century prints; Rouen, Marseille 
and other old faience; marble, lacy 

and other pressed pewter; 
and Georgian silver. 

glass; 

English eighteenth-century 

Antiques from the ever-popular 
Georgian period will come up for 
sale on December 9, 10 and 11, at 

Parke-Bernet, after being on view 
from December 4. These represent 
for the most part holdings from the 
estate of the late Mrs. Charles D. 
Draper, of New York and South- 

ampton, with a few additions from 
other private owners. The furniture 
includes fine George II and Chippen- 
dale armchairs and side chairs, 
Chippendale, Hepplewhite and Sher- 
aton occasional tables, chests of 
drawers, torchéres, pole 
screens and a half-moon sideboard. 

The drawing-card promises to be a 
notable collection of Bow, Chelsea 
and Worcester porcelains, particular- 
ly a Bow potpourri bowl and cover 
by Tebo, with bagpipe figure after 
Giovanni da Bologna; a pair of Har- 
lequin and Columbine musicians 

and bocage figures, ca. 1755; and 
a pair of Chelsea boxes in the forms 
of lemons with encrusted blossoms. 
Dr. Wall Worcester porcelain—tea- 
pots, creamers, etc.—in the rare 
apple green is listed, as also a scale- 
blue covered chestnut basket, deco- 
rated with exotic birds on the inside, 
and a very rare dessert service with 
exotic birds in landscape settings, 
ca. 1770. Other exceptional porce- 
lains include a group of Oriental 
Lowestoft, rare Jesuit plates with 
scenes from Boccaccio’s Decameron, 

besides Flight, Barr & Barr Worces- 
ter, Spade and Coalport table serv- 

ices; also K’sang-Hsi porcelains. 

settees, 

Chrysler library 

A collection of American first edi- 
tions, autographs, letters and manu- 
scripts, formed by Walter P. Chrys- 
ler, Jr., will be sold at Parke-Bernet 
on December 7 and 8, after current 
exhibition. 
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4CA tags oils by its gallery roster 
(Evergood, Burliuk, Prestopino, etc.) 
$50 to $100. Prints and watercolors, 
though, come as low as $10. Con- 

temporary American is the genre. 
Assoc, Amer. Artists opens its racks 
of paintings, prints, ceramics and 
sculptures—$15 is minimum for wa- 
tercolors, $2,000 is top for oils. The 

American contemporaries here in- 

clude Doris Lee, Arnold Blanch, 

Raphael Soyer and many others in 
Realist or Romantic veins. Works 
in other mediums run from $1.95 
for an Aaron Bohrod ceramic tile, 
to $200 for a copper weather vane. 
Babcock has both contemporaries 
and old masters—all American. Holi- 
day prices range from $75 to $1,200: 
the former for a Lee Jackson, the 

latter for Winslow Homer or Ryder. 

Barone, a new gallery, makes it an 
Italian Christmas, with paintings of 
Capri alleys by Nino Falanga ($100 

to $300), woodcuts of Ischia by 

Incisione Mascolo ($25 to $40) and 
flower pictures by Linda Berardi 
($300 to $800). 

Borgenicht’s abstract paintings and 
prints—Ernst, Peterdi, Muller, ete. 

are $75-$275. Small sculptures too. 
Brown Stone, Scandinavian gallery, 
inaugurates its program with seven- 

teen Danish artists—painters and 

sculptors. The genre is Romantic 
Expressionism, though some abstrac- 

tions are included. $100 to $750 are 

the limits here. 

Contemporary Foreign Art pre- 
sents a collection from Israel, mostly 

Paris-influenced but some are in a 
regional vein. $100 to $400 for most 

of these works. Asheim, Vitkin, Eis- 

enberg and Alwail are the artists. 
Creative calls its holiday collection 

“Young Expressionists’—bright col- 

ors, tumbling rhythms and gentle 

fantasy mark these works, from $150 
to $500. Joe Gans, Norman Narotzky, 

Fred Haucke and Haim Mendelson 
are included. Some smaller works 
here can be bought for only $10. 
Crespi says ceramics for Christmas: 

German ceramist Helene Taterka has 
made jewelry, plaques and all kinds 
of decorative bibelots of bright cloi- 

sonné—$4 to $75. 

Davis gathers small landscapes by 
its group of young Americans, paint- 

ing in eclectic styles generally de- 
rived from the nineteenth century. 

Seymour Remenick, David Levine, 
Harvey Dinnersteen and others are 
represented. $15 to $100 are the 
extremes here. 
Delius’ drawings by old masters 
Maes, Boucher, the Tiepolos and so 
forth—begin at $100 and skip sky- 
wards in price. This gallery has 
paintings by Picasso, Matisse, Pascin 
and other modern masters, too, but 

the prices for these are unquoted. 
Downtown’s American panorama 
has Dove, Marin, Pascin, etc., and 
some 19th-century and 1954 masters: 
$100 to $500. 
Rose Fried tempts serious collectors 
of modern masters with twenty 
works, alphabetically from Braque 
to Severini. For a beginner, $175 

will put a Schwitters collage under 
the tree; or if that is slim pickings, 

$10,000 will bring home a Mondrian 
charcoal. 
Galerie Moderne suggests that 
paintings make music: small can- 
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Exhibitions for Christmas 
vases evoke the sounds of a piano, 
or crickets in moonlight, or a Span- 
ish trumpeter. These are decorative 

works by European contemporaries 
Dayez, Chabor, Llort, ete. $150- 

$800. 
Gallery G makes a December debut 
urging, instead of a cruise to, a pic- 

ture from Haiti. Twenty native art- 
ists contribute works in a more or 

less primitive vein, many based on 
magic and ritual. The painters in- 
clude Micius Stephane, E. Gourgue, 
Toussaint Auguste and Fernand 

Pierre; and their labors are priced 

$200 to $300. 
Ganso puts a top price of $100 on 
works by its artists: Edward Chavez, 
Ethel Magafan, Tobias Schneebaum, 

etc. The latter has silk-screened a 
portfolio, The Girl in the Abstract 

Bed, text by Vance Bourjali, for $5. 
Watercolors and drawings here, un- 

framed, are priced under $50. 
Heller’s roster of Expressionist and 
semi-abstract Americans — Vasilieff, 

Lichtenstein, Kallem, Slobodkina, 
etc.—have contributed works under 
$200 for special gifts. 

Jacobi invites holiday browsers to 

look through woodcuts, etchings and 

lithographs by Scharl, Si Lewen, K. 

Saito, etc. $10 is the low price here. 

But sculptures by Ernest Guteman 

skip from $300 upwards. 
Janis has original ceramics by Lé- 
ger; they cost from $400 to $1,500. 

Jorgen is another new gallery in- 
troducing younger Americans: ab- 
stractionist Paul Hollister, Jr.; 
expressionists Tamara Kerr and 
Jacques Sierra, with Harry Mathes 
and V. J. Morpuzo, comprise the 

first gallery group. $50 to $1,500. 
Karnig has works by its artists 

Federico Pallavicini, Roger Baker. 

Richard Reberts, etc.—and none of 
them are over $300. Various styles 

can be seen here—abstraction, Ex- 
pressionism and Realism. 

Kogei has a group of woodcarvings 
by North Japanese folk artists- 
these are only $1. Woodcuts, also by 
native artists, start at $20. 
Kootz will hang a bronze medallion 

by Lassaw around a lady’s neck for 
$50. Or, for a Christmas bookshelf, 
a limited edition of Goll’s Elegy of 

Ihpetonga, with four Picasso litho- 

graphs, $100. 

Kottler has reunded up watercolors 
and oils by gallery regulars: Sey- 
mour Goldberg, Marie Wilner, Paul 
Hollister and others contribute semi- 

abstract and Expressionist works for 
$100 to $250. 

Loft’s eight member painters, work- 
ing in primitive to non-objective 
veins, have contributed paintings un- 

der $100 and drawings under $50. 

Jack Beck, Edward Rager, Mac- 
donald Stewart and Andrew Warhol 

are an the roster. 

Tibor de Nagy’s drawings, collages 

and paintings by notable young van- 
guard painters Larry Rivers, Helen 
Frankenthaler, Jane Freilicher, Grace 
Hartigan, Robert Goodnough, and 
others are specially priced for the 

eagle-eyed at $25 and lower. 
Parsons goes no higher than $200 
for oils by Sari Dienes, Richard 
Pousette-Dart, Jose Guerrero and 
others. Watercolors by Reinhardt, 
Hugo Weber, etc., range between 

[Continued on page 61] 
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EUGENE 

BERMAN 
RECENT PAINTINGS OF ITALY 

December 7-23 

NEW YORK 

by Ludwig Krug 

14 EAST 57th STREET 

LONDON 
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PARKE-BERNET GALLERIES - Inc 
980 MADISON AVENUE ° NEW YORK 21 

Public Cuction Sales 
APPRAISALS FOR TAX AND OTHER PURPOSES 

Public Cuction Sale December 9, 10 and 1, at 1:45 p.m. 

ENGLISH XVIII CENTURY FURNITURE 

Bow, Chelsea and Worcester Porcelains 
Oriental Lowestoft 

GEORGIAN SILVER AND SHEFFIELD PLATE 
ENGLISH XVIII CENTURY AND OTHER PAINTINGS 

OTHER ART PROPERTY 

Of the Estate of the Late 

MRS CHARLES D. DRAPER 
New York and Southampton, L. I. 

WITH A FEW ADDITIONS e ALL FROM PRIVATE OWNERS 

Illustrated Catalogue $1.00 

ON VIEW FROM SATURDAY, DECEMBER 4 

Public Sale December 7 and 8 at 8 p.m. 

FIRST EDITIONS « AUTOGRAPHED 
LETTERS AND MANUSCRIPTS 

Of American Authors 
The Distinguished 

Collection Formed by 

WALTER P. CHRYSLER, Jr. 
SOLD BY HIS ORDER 

Illustrated Catalogue $1.00 

ON VIEW FROM NOVEMBER 27 

DIAMOND AND OTHER 
PRECIOUS-STONE JEWELRY 

A Small Group of Furs 

Cll Private Owners 

Estates of the Late 

MRS FRANK V. STORRS 
MILLICENT A. ROGERS 

Illustrated Catalogue 50¢ 

Lestiz A. Hyam, President 

ArTHuUR SWANN . Louis J. Marion . Vice-Presidents 

Antuony N. Bang, Assistant Vice-President ° Max BarTHOLet, Secretary and Treasurer 

Hiram H. Parke, Chairman of the Board 

Public Sale December 8 at 1:30 p.m. 

Including MABEL GILMAN COREY 

ON VIEW FROM DECEMBER 3 
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On the very last day of this year, 

Henri Matisse—who died, as the 

world knows by now, on Novem- 

ber 3—would have celebrated his 

eighty-fifth birthday. There al- 

ways seemed something curiously 

appropriate about the New Year's 

Eve birthday (without any knowl- 

edge of its astrological signifi- 

cance). Solemn gaiety—solemn 

in the sense of being bound to 

time and custom; the color of 

carnivals; the incisive, introspec- 

Last photograph of Matisse, made 

a few months ago, and [below] 

his last work, an initialed collage. 

tive moment isolated in the midst 

of the festivities—the clock strik- 

ing midnight, whereat even the 

flightiest human figure has to ask himself what has really 

counted and what will; above all, the sense of life and of living 

quickened by simplification and concentration in one time and 

place: is this analogy with his art too forced or too personal? 

It is hard to be other than personal about Matisse’s art. It has 

always had a private face, even in the most public places. 

Now, strange how quickly since November 3, it looks differ- 

ent. Only four or five days later, the undersigned happened 

to be seeing again a large group of Matisses he had known 

well for years, a dozen or so of the relatively late canvases of 

the Lasker Collection. The artist’s death was, of course, in the 

forefront of one’s mind—yet almost as much as his long illness 

had been for the last year or two. But now imminence was 

replaced by finality. And the point is that the finality had 

already made the works into Classics: something of the per- 

sonal rapport had to go—perhaps only temporarily, but none- 

theless had to go, to make room for immortality. Right now one 

sees a Matisse, like a mountain peak, through the thinner, 

rarefied air that implies altitude yet defies measurement. 

But could one now really take measurement, be completely 

the critic? It is early, and the history of art, like the history 

of history, is in reality the record of judgments revised 

and revised again. Apart from that, there is also the personal 

touch. That phrase’s banal aspects never existed for Henri 

Matisse: his characteristic personal austerity, which helped 

him toward the eminence from which alone he could operate 

as « poet of human sentiment, simultaneously excluded all 

sentimentality from the man as it did from his art. Still, per- 

sonal touch there remains for anyone who ever sat alongside 

Matisse in the Paris apartment on the Boulevard Montparnasse 

or in one of the several successive studios in and near Nice. To 

a visitor who both cared for and worked at art, the white- 

bearded artist who spoke, in his cautious lawyer's way, with a 

low voice but with inescapable authority, could easily become 

a sort of professional paternal image. He certainly awakened 

the respect due venerability and, always with it, a spark 

kindled by his often sharp eyes and sudden, witty smile. And 

though his reticence and deliberateness were constant pre- 

ventives to any unreal demonstration of affection, it was im- 

possible not to form a deep and serious attachment for him. He 

Editorial 
Henri Matisse, 1869-1954 

spoke of art with a love and understanding that one could 

wish for from more people who make, study or own pictures. 

At least one can today try to estimate Matisse’s place. It 

looks bigger now, and has for ten years, than at any time in 

his life. His use of color toward the most lyrical form of emo- 

tional expressionism is the basic impulse for the strongest of 

younger painting movements in the world today. Since this 

attraction of his for youth is a post-war reversal of the long- 

enduring adulation of youth for the angular polemics of 

Picasso, it is difficult to say when a new reversal will take 

place, as some day it must. Meanwhile Matisse’s place, as the 

author. of his own poetry and as the stimulant of others in its 

wake—is more than secure, it has been and is shaping the 

twentieth-century way of seeing. Matisse has done this by a 

curious gift of his for communication over and past ordinary 

barriers that few if any modern painters have possessed, despite 

this age of easy communication by way of the press and color 

reproductions. His activity in this respect began early in the 

century with his attraction for immensely perceptive Russian 

collectors long before the Revolution. Then, through either the 

same kind of perception or through Matisse’s actual pupils from 

abroad, came the beginnings of his influence in, respectively, 

Scandinavia, Germany, England and even Japan. Like Rubens, 

though by entirely different means, he became one of the great 

international catalysts of living with and in the art of his time. 

Like Rubens, too, time placed Matisse in a generation directly 

behind one of the greatest original painting movements in the 

history of the Western world. The giants of the Renaissance 

forced Rubens from the epic—on which they had said all that 

could be said for centuries—to the lyrical. The Impressionist 

masters just before Matisse had made—at least for our civili- 

zation of the camera—the last realistic visual records that need 

to be made for a millenium. Matisse, of whom one must con- 

stantly again remind oneself that he was born a mere five years 

after Toulouse-Lautrec, has shown men that they could paint 

the landscape and the anatomy of their emotions as well as the 

% 
reflected light of sea, sky and 

land. This is by no means the 

whole road of modern painting, 

but it is an essential stretch of 

it. It was pioneered, built and 

made into a thing of exquisitely 

beautiful perfection in the sixty- era AINE? 

odd-year painting career of a 

man who also dared, in a narrow % 

time when tragedy has become 

the sole symbol for profundity, to 

call his major works by such de- 

liberate and appropriate titles as 

La Danse and Joie de Vivre. 

In return, life itself, the life of 

the twentieth and following cen- 

turies, owes Matisse a vast debt, 

over and beyond his being one of 

the two greatest painters his age 

has produced. A.F. 



By Jose Gudiol 

Basic Spanish in the Middle Ages 

Carved in Cubist-like abstraction, this l2th-century Romanesque 

capital from Palencia depicts an obscure medieval legend about 

the vicissitudes of conjugal love. Limestone, 1 foot high Walters Art Gallery, Baltimore 
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A. a result of the assiduous studies and the initiative of 

Dr. Walter W. S. Cook, scarcely a monument of medieval Spain 

remains undocumented, and the essential problems of Spanish 

art have been highlighted by the astonishing quantity of photo- 

graphic material available. His publications and his teachings 

have, in addition, made his role among the students of the 

history of Spanish art a brilliant one. So it is most appropriate 

that an exhibition of Spanish medieval art has been arranged 

in his honor at The Cloisters of the Metropolitan Museum, to 

open December 15. 

The character of Spanish art has not been sufficiently under- 

stood; a revised approach and further exploration are unques- 

tionably necessary. Some avenues can be suggested here even 

though it would be impossible, in a brief space, to explain 

all its characteristics. 

In Spain, perhaps more than elsewhere, art presents the prob- 

lem from the viewpoint of the spectator. On him depends the 

selection of values, determined by his preference. It is clear that 

Spanish art cannot be considered in the same spirit as Italian 

or Flemish, any more than a modern painting can be judged by 

the standards of the Renaissance. In contrast to Flemish, Ger- 

man and Italian art, Spanish art has qualities which can be 

defined negatively. It lacks fidelity to objective vision, to 

imaginative and diabolic dynamism, and to a serene monu- 

mentality which distinguish the other European groups. On the 

other hand, it is profoundly concerned with human values, with 

human emotions and their effective representation. Moreover, 

it shows a propensity for caricature and the dramatic, on occa- 

sion even falling into an exaggeration of theme. 

The influence of foreign schools, which can be observed with 

such frequency and regularity in Spanish art, is limited to the 

importation of formula and external accoutrements of style, the 

manner or the mode, but it almost never affects inner or psy- 

chological meanings. The Spanish artist trained abroad or in- 

fluenced by a foreign style uses the technique he learned, but 

remains dominated by an original concept arrived at through 

the progressive abandonment of esthetic subtleties and through 

preoccupation with emotive elements. He practices a type of 

distortion, not studied in detail, but very different from French 

elegance and German exaltation. All these qualities are mani 

fest not only in the foremost masters, whose exceptional talents 

were the gift of nature, but in most of the secondary masters, 

in whom such features actually are heightened. Whereas in 

other countries, second- and third-rate painters usually degen- 

erate into the popular vein, this does not happen in Spain. Here 

artists of popular appearance have a force and originality which 

exceed the capacities of many first-rate masters. 

The causes of this can be found in the preference for human 

values and the relative contempt for refinement and technical 

perfection. The reverse happens with Spanish artists trained 

abroad. like Pedro Berruguete, or foreigners who came to work 

The Cloisters 

Adoration of the Magi (detail, top] ca. 

1188, from a church in the Burgos region. 

A 14th-century Catalan interpretation of 

St. Peter, polychromed wood, 6% feet high. 

Metropolitan Museum 
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Pantocrator, 1lth-century ivory from San 

Millan de la Cogolla. 85 inches high. 

18 

Cooper Union Museum, New York Advanced Arab techniques appear in this 12th-century 

Hispano-Moresque silk depicting The Lion Strangler. 

in Spain, such as Jorge Inglés, Juan de Flandes, El Greco and 

so many others. If any quality in their work increases, it is 

the emotional, while, by contrast, the execution grows more and 

more crude. Reasons due to environment explain the rest; 

reasons such as the poverty of resources in which Spanish artists 

have always developed, and the bad taste of their patrons, who 

made up for this negative condition by demanding intense emo- 

tion in the work. As a result there was an increase of the values 

of content over those of form. To this process of relative distor- 

tion, of humanity exalted, and of disregard for the niceties of 

execution, we must give the name Hispanicizing. It is a process 

Dumbarton Oaks, Washington, D. C. 

Book cover with carved ivory Crucifixion set in filagree frame, 

1063-83, made for Queen Felicia, wife of Sancho I of Aragon. 

Basic Spanish continued 

that is verifiable in hundreds of artists whose late works appar- 

ently become more archaic, but also more intense, than their 

early ones, especially if the latter were produced under the 

tutelage of a foreign master. 

This point of view must be understood and assimilated by 

those who view Spanish art with the desire to arrive at an 

understanding of its message and to observe what has been 

the Spanish contribution to the inheritance of mankind. The 

qualities of religious fervor, the dramatic environment, the 

poignant realism of many of the works realized in Spain com- 

pensate for those discarded qualities which are, perhaps, of 

lesser worth. Preference for one or the other is a question of 

taste, but not a motive for bringing an indictment against 

that which constitutes the style or constant of a national art. 

It is impossible to avoid a certain chauvinism when referring 

to the art of one’s own country but, without falling into an 

insincere indifference, I would like these reflections to be 

removed from that position of partiality which systematically 

grants pre-eminence to its own importance, disparaging that 

of another. I say this because it has been impossible for me 

not to react to such an assertion as that of Panofsky in his 

admirable book, Early Netherlandish Painting, when he cites 

one of the best Spanish artists of the transition between the 

Middle Ages and the Renaissance and says, “the mediocre 

Virgin from Tahull [detail right] 

The accent on pure line, the frontal silhou- 

ette and even the gesture of the hand of this 

Metropolitan Museum 

striking parallel with Far Eastern art. Prob- 

ably once part of a Crucifixion group, it 

is a typical example of 12th-century Py- 

renean sculpture. Painted wood, 5 feet high. 

Fogg | 
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The Cloisters 

purely Arabic are represented by a group from the Metropol- 

itan; those made by Christian hands, such as the cover of the 

book belonging to Queen Felicia (1063-1083), from the same 

museum, and the superb Pantocrator from San Millan de la 

Cogolla, loaned by Dumbarton Oaks. Naturally it is the Morgan 

Library which contributes the grand examples showing the 

work of the manuscript illuminators. Nothing can better repre- 

sent the extraordinary art of the Spanish painters of the tenth 
A fantastic Lion, ca. 1220, from San Pedro de Arlanza, century than the famous Beatus Commentary on the Apocalypse 

near Burgos. The white specks are pickmarks to hold decorated with marvelous miniatures [see below]. Nothing 
plaster later smeared over the fresco. 744 feet high. 

can reflect with greater clarity the Spanish spirit which, with- 

out solving continuity, yet creates a unity between paleolithic 

| rock paintings and modern art. 

; . : Miniatures and ivories aflord a link between the vivacity 

Basic Spanish continued which animates the applied arts and the monumentality of 

painting and sculpture. The racial personality, the chromatic 

originality and the narrative force, which are seen in the works 

. . ~ ye aa of the minor arts, persist, naturally acquiring new qualities, in 
Spanish painter, Pedro Berruguete.” I believe this disdainful ; 

' : a the creations of the twelfth-century painters who decorated 
expression, parallel in a certain way to the sarcastic judgment 

of Michelangelo regarding Flemish painting (cited by Panofsky The Fall of Babylon, 10th century, a full-page illu- 

mination from the earliest known manuscript of St. 

tion, up to the present, of these basic characteristics of Spanish Beatus of Liébana’s Commentary on the Apocalypse. 

painting, sculpture, architecture and the minor arts. 

himself), arises fundamentally from lack of convincing clarifica- 

The exhibition of Spanish medieval art at The Cloisters con- 

firms what everyone devoted to the study of medieval European 

art knows well—the selective discernment and the wealth of Amer- 

ican collections. In spite of the fact that the exhibition includes 

only a small part of what has arrived in America during the past 

thirty years, the result is a representative group of the various 

aspects of Spanish art from the sixth to the fifteenth centuries. 

The intermingling of many civilizations and stylistic currents is 

crystallized in the works of art. Thus we see the forceful sim- 

plicity of Visigothic design in the group of gold jewels, fore- 

most of which are the famous eagle fibulae, from the Walters 

Art Gallery, and in the horse bit of iron and silver. loaned by 

the Metropolitan. Romanesque techniques in the arts of metal 

and enamel are illustrated by the reliefs on St. Adrian’s reli- ne 

quary, from the Art Institute of Chicago, and by the series of ’ 

enamels and the bronze crosses, from the Metropolitan. This 

same museum also presents a group of fourteenth-century 

jewels which, with other pieces in copper, from the Walters 

Art Gallery, complete the evolution of metalwork in the late 

Middle Ages. 

Certainly this is a unique occasion for studying the much 

discussed origin of the beautiful Hispano-Islamic textiles now 

that the Cleveland and Boston Museums, Cooper Union and 

the Metropolitan have assembled their finest pieces from the 

twelfth and thirteenth centuries in the present exhibition. These 

fabrics reveal the advanced and intricate techniques of the 

Arabic weavers and the role played by the Iberian peninsula 

in the penetration of West European art by Oriental currents. 

Spanish ivories also played a prominent part in this; those 

The Pierpont Morgan Library 



The Four Horsemen, a full-page illumination (20% inches 

Spanish distortion in high), in a copy of Beatus’ Commentary on the Apoca- 

lypse. Done in 1220, possibly for the Cistercian Convent 

the Middle Ages of Las Hueglas, Burgos, it is lent by the Pierpont Morgan 

Library to The Cloisters’ show of Spanish medieval art. 

churches and monasteries located along the ancient pilgrimage 

routes in northern Spain. Here we have the excellent animal 

grotesques of Arlanza, which show a complex mode, the ante- 

cedents of which may be seen in the magnificent decoration of 

Sijéna and in English miniature painting. By contrast and as 

a pedagogic complement to the lesson which this mural in The 

Cloisters gives us, the Worcester Museum shows an altar frontal 

of the second half of the twelfth century, a work which main- 

tains Spanish qualities unchanged, gaining in expressive force 

what it loses in technique and refinement. The one shortcoming 

in this exhibition—and not because American museums have 

no works of first quality in this class—is the lack of paintings 

from the fourteenth and fifteenth centuries. 

There is nothing better than the Virgin of Tahull and the 

column from the altar of Santiago de Compostela, both from the 

Fogg Museum, to illustrate the styles which vitalize twelfth- 

century Spanish sculpture. The former is a typical example of 

the surprising Orientalism found in the art of the Pyrenean 

sculptors; the latter of sophisticated stylizations in the art of 

Compostela which is intimately related to the marbles of Tou- 

louse. If the large crucifix from the Metropolitan Museum were 

unquestionably Spanish, we would have an incomparable ex- 

ample of that artistic current which closely unifies Spanish 

and French sculpture during the first half of the twelfth cen- 

tury. On the other hand, the large crucifix from the Rhode 

Island School of Design, the Epiphany and the polychromed 

stone lion from the Metropolitan—all three of Castilian origin 

give a perfect idea of the plastic qualities characteristic of 

the second half of the twelfth century. The Apostles, a relief 

sent by Kansas City’s Nelson Gallery, and a series of poly- 

chromed Virgins complete this remarkable group of Roman- 

esque sculptures. Few museums in the world possess such 

examples of Spanish medieval sculpture as The Cloisters. The 

selection from its best pieces would [Continued on page 69] 



Monticelli’s Fruit and Wine, 1874-75 (18 inches high). demon 

strates his link between Delacroix and van Gogh: this canvas 

is lent to the Rosenberg show by Mr. and Mrs. Leigh Block 

A niche for Monticelli 

By Duncan Phillips 

Adolphe Monticelli, 1824-86 
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In his New York revival, this neglected master 

is found to be a vital link connecting 

19th-century Romanticism and the Expressionists 

T.. revival of Monticelli in the middle of the twentieth century 

may be said to have started with the appropriate and long over- 

due exhibition of his paintings in his birthplace, Marseille. The 

date was 1936, just fifty years after his death in 1886. This 

belated tribute from his native land restored him to favor and 

to fashion, leading as it did to the Orangerie Exhibition in Paris 

in 1952 and now to the Paul Rosenberg gallery exhibition in 

New York. There is no mistaking a most significant trend. 

Credit must be given again, as it was in the Scottish Art Review, 

1954, to the extraordinary prescience of the Scots. Fifty years 

earlier than the Marseille exhibition, in fact immediately after 

the artist had died in Marseille, in poverty and almost for- 

gotten, eight of his paintings were placed on view at the Edin- 

burgh International Exhibition and created a sensation. Then 

it was that the poet and critic W. E. Henley wrote for the cata- 

logue a short estimate of Monticelli which is a literary classic 

and which it is next to impossible not to quote. “His clangors 

of bronze and gold and scarlet... his fairy meadows and 

enchanted gardens are, so to speak, that sweet word Meso- 

potamia in two dimensions—their parallel the verse one reads 

for sound’s sake only. There is rhythm, color, music, everything 

but meaning. If this be painting then is Monticelli’s the greatest 

of the century.” Henley went on to add that color was not 

enough, Yet he had been enraptured. “Magic!” he exclaimed, 

there was no other word for it. The poet Arthur Symons fol- 

lowed with a tribute and in Europe Meier-Graefe, in his Develop- 

ment of Modern Art, ventured to state that in his opinion “the 

great man of the post-Rembrandt following, worthy to rank with 

Delacroix, was Monticelli.” Focillon was as always generous 

in looking for the best. Monticelli, he wrote, “continues the 

great lyric tradition of 1830 but without any literature and sick- 

ness of soul. He painted as one breathes and he created a world 

that is iridescent and yet solid. He was the last and most 

Art Institute of Chicago 

The basic realism of Monticelli’s vision survives 

in this late work, The Artist’s Mother, ca. 1882. 

detached word of Romanticism just as it became transmuted 

into the audacities of modern technique.” 

In the British Isles, Monticelli had triumphed in spite of the 

early skepticism of the French. Nineteen of his paintings are 

now in the Glasgow Gallery. Scottish, Canadian and American 

collectors had led the way, and in time the French were im- 

pressed with their own Provencal fantasist. There was a wide- 

spread vogue for him at the turn of the century but it subsided 

suddenly with the rise of his fellow countryman, Cézanne, whose 

early work with the palette knife had [Continued on page 64] 

In a complex of Romantic influences, Monticelli’s admiration for Watteau is evident in The Greyhounds, 

1872 [left]; whereas Midsummer, 1871, stems directly from the Barbizon School, via his friend Diaz. 

Toledo Museum ef Art The Phillips Gallery, Washingtoa, D. C. 



By Ad Reinhardt 

Cycles through 

the Chinese landscape 

A modern look at Oriental antiquity 

in the Cleveland Museum's 

huge show of Chinese landscape painting 

T.. occasion of the Western world’s first major exhibition 

of one of the greatest achievements in art and human history. 

Chinese landscape painting, at the Cleveland Museum of Art. 

currently presents us with a proper opportunity to rush into the 

“Question” and the “Cycle” of Chinese painting, where so many 

in the past have feared, and many still fear to tread. 

One hundred and seventeen captioned works show a two- 

thousand-year chronologically arranged history, along with some 

photographs of Chinese countrysides and a few Western old 

master drawings for comparison, and are accompanied by an 

impressive catalogue-book by Sherman F. Lee, who assembled 

this important exhibition. 

Included in the show are: 

An example of the earliest landscape representations in 

China, an incised decoration on a late Chou (fifth to third 

century B.c.) bronze ewer. 

One of the earliest remaining painted landscape settings in 

the history of Chinese painting, a painted Han (third century 

B.c. to third century A.p.) brick tomb tile. 

The “first” “pure” landscape in Chinese history (a seven- 

teenth-century copy of the eighth-century T’ang “lost” original) 

by the father of landscape painting, Waug Wei, who was the 

founder of the Southern School and the inventor of monochrome 

painting. (Shih Huang invented painting between 2697 and 

2597 B.c., and it is said that Méng T’ien invented the brush in 

the third century B.c., which is doubtful. The earliest known 

treatise on the art of landscape painting is titled How to Paint 

the Cloud Terrace Mountain from the fourth century B.c., by Ku 

K’ai-Chih, “whose art gained the highest fame in history”.) 

A few examples of the first great style of Chinese landscape 

painting, of the “Classic” Northern and Southern Sung in the 

tenth and eleventh centuries, which belong to the “most pure, 

most beautiful and most noble schools that ever existed.” Even 

if someone should prove some way that these may be later copies Cleveland Museum Cloudy Mountains, 6 feet long, by Mi Yu-Jen, ca. 1150. The 

“To make known that the gentleman has 

artist inscribed it: 

” 

I am leaving traces of my brush in your house. 

been here, 
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The Chinese landscape continued 

of earlier, lost originals, still, here, now, “ours” is “the glory 

that is Sung and the grandeur that is Yiian.” 

And a large selection from the various schools and styles of 

Ming (fourteenth to seventeenth century) and Ch’ing (seven- 

teenth to nineteenth century) which represent later tendencies 

toward Mannerism, Naturalism, individualism and even Sur- 

realism. There are Expressionist performances here that would 

warm the cockles of the heart of the coolest contemporary Ab- 

stract-Expressionist enthusiast. 

It seems to be true that in that “Cycle” for all times and 

places, there is much to say and write on Early, Primitive and 

Archaic “attempts,” and even more to say and write on Late, 

Realist and Expressionist “developments,” while on “high” 

Class'c “climaxes” there seems to be almost nothing to say, 

and sometimes nothing much to see, certainly nothing to “heave 

the bosom” for, like the calligraphies, colors and qualities that 

commonly move art-lovers. Anyway the nothingness to see there 

can be “all seen in one glance,” and maybe the empty, quiet, 

pervasive Classic Sung paintings have something to do with 

the Ch’an “Doctrine of Great Emptiness,” the “Great Peace of 

Buddha” and the “Tao in All Things,” but I doubt it. 

The cycles within that Cycle, not to be overlooked, have 

Renaissance and Neo-Classic returns to the “strong virtues” and 

“fine feelings” and Neo-Romantic and Neo-Primitive advances 

into the realm of brush manipulation. Painters in cycles, too: 

early pioneers and honorable ancestors, Classic scholars and 

hermits, and Late spontaneity experts and professional irration- 

alists. The Early paintings may be efforts at understanding 

things; Classic paintings, matters of meditation and contempla- 

tion, and Late paintings, an active sport and physical gesture. 

often The Early Chinese painters are legendary “heroes,” 

The first representation of Chinese landscape is seen in 

the symbolic “cloud-mountains” stamped above a base line 

on this Han Dynasty tomb tile (2nd-3rd century a.p.). 

Cleveland Museum 

anonymous, often with several names, often with no existing or 

even ever known works of art. Western museums are so full of 

stuff that exists that it is refreshing to think about paintings that 

do not exist. (The old Yin-Yang dualism includes the existent 

and non-existent, the seen and the unseen.) “In painting land- 

scapes,” writes Wang Wei, “the idea should exist before the 

brush is taken up.” A painter summoned to court “took off his 

clothes and sat cross-legged” and that was “the true way of an 

artist.” “The room where the artist paints should be a wide 

and secluded chamber, warm in winter and cool in summer.” 

The Classic 

aloof contemplatives who live “reserved lives among small cir- 

painters are “sage-scholar-hermit-gentlemen,” 

cles of congenial friends, decline to accept official positions, 

refuse to take payment for their pictures and are kind to every- 

one.” They feel superior to the “professionals” who are “rene- 

gades and hateful collaborationists, whose status forced them 

to paint whether they felt like it or not.” Kuo Hsi writes: “Un- 

less I dwell in a quiet house, seat myself in a retired room with 

the windows open, the table dusted, incense burning and ten 

thousand trivial thoughts crushed out and sunk, I cannot have 

a good feeling for painting .. .” 

The Late painters win great fame as “brush-men.” They are 

variously labeled Experimentalists, Traditionalists, Eclectics and 

Eccentrics—“flung-ink” specialists, “running-brush” masters 

and “sudden-inspiration” virtuosos. The “most peculiar” person- 

alities of a Ch’ing school are called the “Strange Masters of 

Yangchou,” and many of their best pictures may be found in 

Japan, “where extremes are more easily acceptable.” 

Early landscape elements are isolated, decorative symbols on 

an empty ground or base line. A mountain is a “wave-cloud- 

artichoke-whorl” and a tree, a “petal-plant-sign’”—flat, linear, 

The first Chinese landscape painting is found on such tomb 

tiles as this one, in black and red on a grey slip, from 

the Late Han or Early Six Dynasties (3rd-5th century A.p.). 

Cleveland Museum 



Collection D. R. Breuer, Beirut 

A late Chinese sketch by Chang Feng, ca. 

1645-70, is painted in an Expressionist style with 

“thrashes and slapdashes, twists and wrinkles.” 

Musée Guimet, Paris 

silhouette forms that create a fairy-tale setting for action. Land- 

scape “settings” become “space-boxes” or “space-tents” for 

storytelling, and develop into vast, panoramic, map. space- 

stages and series of “concentric-chimney-mountain” chains with 

high and low, far and near spaces. These constructions use 

“parallel” and “reversed” perspective, the opposite of Western 

perspective, in which things get smaller as they recede away into 

the distance from the onlooker who, starting with his boundless 

ego-self, finishes by finding (losing?) himself at a precise van- 

ishing point. The Eastern perspective begins with an awareness 

of the “immeasurable vastness” and “endlessness of things” 

out there, and as things get smaller as they get closer, the 

viewer ends up by losing (finding?) himself in his own mind. 

The “mountain-water-scene” elements, originally decorative, 

descriptive and symbolic, become standard, abstract pre-fixed 

forms and are piled on top of one another into towering systems 

that grow boundless and infinite, and seem to “correspond” to 

the vastness and majesty of nature and the universe. “Nature is 

vast, high, deep, intelligent, infinite and eternal.” “The art of 

painting consists of four characters: vertical and horizontal, 

combining and scattering.” 

Classic Chinese paintings range from rich complexes of 

brush-strokes to formless washes and dissolved spaces. They can 

look organized and organic, atmospheric and airless, immanent 

and transcendent, ideal, unreal and most real. They are com- 

plete, self-contained, absolute, rational, perfect, serene, silent, 
‘ monumental and universal. They are “of the mind,” pure, free, 

true. Some are formless, lightless, spaceless, timeless, a “weight- 

less nothingness” with no explanations, no meanings, nothing to 

point out or pin down, nothing to know or feel. The least is the 

most, more is less. 

The rich, deep, dark, warm, brown monochrome is actually 

“icy white silk” or paper, turned by time, with variations of 

black ink. 

Vertical hanging scrolls are to be seen more publicly, stat- 

ically, reverently, standing. Horizontal handscrolls are to be 

Collection Frank Caro, New York 

A hanging scroll, ink 

Miracles of Avalokites-Vara, dated 943, 32%4 

inches high, is to be seen publicly, reverently. 

on colored paper, 

Yin (1470-1524) is a hanging scroll upon which 

the virtuoso artist twirled crisp Surrealist cliffs. 

unrolled, and seen more privately, sitting, as a close-by moving 

picture. Album leaves of square, round and fan shapes are to 

be read more intimately and closer, like book-pages. 

Late landscapes “decline” and become more lyrical and more 

literary, more spontaneous and dramatic, more poetic, pictur- 

esque and grotesque, more theoretical, more theatrical. Interest 

increases in the sentimental and the temperamental, in the par- 

ticular and the irregular, in exaggeration and extravagance, in 

the active and the violent. The brush thrashes and slapdashes, 

twists and wrinkles. 

“Fortunately or unfortunately,” writes a sixth-century Chinese 

artist, “things grow worse and then mend; men pass through 

periods of rise and fall.” 

“Towering systems that grow boundless and in- 

finite”: lower section of a hanging scroll, The 

Pao-en Temple by K’un ts’an, dated 1663. 

Collection Kanichi Sumitomo, 

Oiso, Japan 

Scholar in a Summer Landscape [detail] by T’ang 



By Milton Gendel 

Photographs by Josephine Powell 

Burri in the Umbrian landscape at Citta di 

Castello, his native town, and leaning against 

the wall of its cathedral. The worn, pocked 

et 2 ae s s oF: > -xtures is ic »s ANS ee wae tones recall the textures of his pictures. 
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i, to traditional classification is a commonplace in 

all art and has become almost a professional mannerism in 

modern art. Post-lmpressionist mixed mediums, Cubist collage, 

the assorted materials of Dada and Surrealism, two-, three- and 

four-dimensional constructions, the cult of the objet-trouve, 

all progressively reduced the formal distinctions between paint- 

ing, drawing, relief, mosaic and sculpture that had withstood 

even the insistent fusions of the Baroque. By now the distinc- 

tions have become so blurred that the jury of a recent interna- 

tional drawing competition felt obliged to include a definition 

of drawing in its invitations to candidates—a celluloid and wire 

“drawing” might have copped one of the prizes, to the dis- 

comfiture of the approved pen-pencil-and-paper contestants. 

The attempts of critics and historians to “explain” artists by 

. analogy or by cramming them into neat pigeonholes, instead of 

makes a picture aiming to re-create the individual physiognomy of their work, 

are defeated by Houdini-like evasions. The artist may be 

bagged, but if he is alive, with an effortless motion he'll be 

out of sight in the underbrush the next moment, clearing new 

ground while the critic or historian holds the bag. 

The Italian painter Alberto Burri often “paints” pictures 

The miller in Citta di Castello keeps \ wire form is fitted to the back of the Burri in his studio in Rome consults his 

old sacks and bags for the artist. canvas to make bumps in the picture plane. palette of rags before starting a picture. 



that have little or no paint in them. Expert in the ways of 

underbrush, particularly its cast skins and tissues, he has 

created many pictures in a medium of old sacks, bits of rag 

and string. which he redeems with a sort of Franciscan piety. 

Although the incorporation of actual materials in a picture is 

a familiar practice, the nature of Burri’s materials still occa- 

sions shock or protest. A Milanese collector who prides him- 

self on the completeness of his collection of contemporary 

Italian painting has steadfastly resisted the idea of including 

a Burri. To defend his judgment he has classified Burri as a 

non-painter: “Painting? Filthy sacks! Mold! Garbage!” Even 

appreciative art chroniclers are apt to be amused by his tech- 

nique (which sometimes includes sewing) and the materials 

employed. Reviews of his shows have been titled “Burri Patches 

a Picture” or “The Doctor-Painter Sticks to Sutures.” 

Solitary by temperament, Burri is indifferent to categoriza- 

tions of himself or his work. Tranquilly convinced that he has 

come home to painting, he treats references to his abandoned 

career as a physician without a tinge of regret, and rejects 

suggestions that his was a romantic decision. With playful 

humor he will reply to an acquaintance’s apologetic or provo- 

cative request for medical advice by saying that he is always 

\ glad to prescribe but cannot promise the latest remedies. Ten 

years ago, while a prisoner of war in Hereford, Texas, he made 

up his mind to be a painter and quit medicine. His serenity 

about the rightness of his choice survived the barrage of pro- 

tests from family and friends that greeted him on his home- 

coming to the ancient walled town of Citta di Castello, in 

| Umbria. It was counted tragic to write off, at the age of twenty- 

nine, years of study and the status of a professional career, 

particularly that of a doctor, for something so uncertain as 

| painting. “For his own good” he was urged to think it over, 

to set up practice and paint on the side—evenings and Sundays. 

His reply, which must have taxed the patience of his advisers. 

was, “I will not be a Sunday painter.” One ally, a cousin who 

| is a musician, accepted Burri’s decision, invited him to Rome 

, and tried to put him in touch with art circles. 

Never gregarious, and shy of prepared positions—as a medi- 

cal student at Perugia he had decided to specialize in tropical 

| The red field 

tifs—is laid on with a house-painter’s Lrush. 

one of the picture’s main mo- 
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medicine, with a view to practicing in Africa—he remained 

outside the usual orbits of the Roman art world. As his painting, 

begun as a recreational activity in the prisoner-of-war camp, 

rapidly changed from the first nostalgic Umbrian landscapes 

and figures to the early examples of his non-figurative work, he 

gradually got to know the few friends he has today, who in- 

clude a chemist, a physicist and an architect. Although marked 

traces of the clinical eye may be discerned in some of Burri’s 

paintings, his scientific training has not given him any special 

interest in his technique. If anything, by some obscure dis- 

placement, science is reflected in his affinity for scientists, and 

it is his friend the chemist who goes searchingly into the prop- 

erties of the glues and plastic cements used in the paintings, 

while Burri casually accepts the recommendations. 

Aside from Burri’s seclusive bent, he literally has no time 

for social life, since he spends most of his waking hours paint- 

A coat of liquid plastic is laid 

over the upper swelling made by 

the wire. After it is partly dry, 

the top is pulled away [left], leav- 

ing an opening like a raw wound. 



ing. He lives and works in a neon-lighted three-room basement 

studio in the Porta Pinciana section, a part of Rome whose 

fashionableness does not figure on his personal horizon. Not 

a frequenter of cafés, he rarely goes to sit among the movie 

folk, the oilmen and the exquisites of nearby Via Veneto, but 

has his caffé espresso at a modest bar around the corner from 

the studio or, for visitors from the outside world, telephones to 

have it brought in. In keeping with Burri’s air of dedication, 

the studio is thick-walled, whitewashed, neat and ascetic. Stacks 

of canvases lean against the walls. Two finished paintings are 

propped on an easel; another easel carries a record-player 

loudspeaker. Jazz and modern concert-music records lie on 

a table next to a book on musical theory. The only decoration 

in the room is a lyre hanging on the wall. The neatness makes 

an island of the heap of rags and scraps that Burri consults 

like a reference library of shapes and textures as he works. 

Generally he has several pictures going at the same time. A 

nail in the center of the far wall serves to hang the canvas he 

is working on, not so much for the painting and cementing, 

Burri continued 

The “mosaic” of bits of rags in the low 

er left section is cemented into place. 

which is most often done with the picture flat on the floor, but 

to get a clear view of what has been accomplished. He backs off 

through the arch that divides the studio and sits on a couch, the 

position farthest from the canvas. 

This summer Burri, who had been working on a series of 

compositions in variations on black, decided to do a sacco rosso. 

a painting in sacking and red. (In speaking about his work he 

has adopted a simple terminology that covers the major direc- 

tions explored in his ten years of painting. He refers to his 

“sacks” [sacchi|, “molds” [muffe|, “blacks” |neri|, “whites” 

| bianchi), “reds” [rossi|, “crackles” {craquelés|, and to com- 

binations of any of these.) While he was selecting a large rec- 

tangular stretcher from a stack against the wall, the idea of 

working with a very large red area insistently presented itself, 

and just eluding consciousness was a correlated idea which 

emerged as he stretched and fastened a piece of thin black 

cloth, bought in a dress-material shop, horizontally across the 

stretcher. The second idea was to vary the red area with pro- 

tuberances. Before stretching and [Continued on page 67] 



Progressive stages 

of Red 1, 1954 

Ihe development of this painting, which Bur- 

ri has nicknamed “red hunchback,” is re- 

vealed in five stages and the completed work 

labove]. The artist keeps several pictures 

going at the same time, and interrupts paint- 

ing for long periods of contemplation. Red 

1, 1954 will be in Burri’s second New York 

exhibition, next May, at the Stable Gallery. 



In contrast to the newer forms of American Expressionism (see De Kooning, 

p. 36, and Sam Francis, p. 35) is Lee Gatch’s The Flame, 1950, lent to 

the Chicago annual by the Addison Gallery of American Art, Andover, Mass. 

The museum and the drugstore 

By George L. K. Morris 



One of three jurors for the big annual exhibition of 

American art at the Chicago Art Institute 

meditates on the achievements and problems of today 

T.. Chicago Art Institute offered the jurors of its “Sixty-first 

American Exhibition, Paintings and Sculpture” an experience 

beyond the call of duty. The job is of course an appraisal of 

specific works. But something more vital awaits any one inter- 

ested in current values here—a rare opportunity for gauging the 

stature of contemporary American art as a unit. 

I am not referring to the display itself, which can be approxi- 

mated elsewhere. In Chicago there is a difference. Other mu- 

seums also present America en masse, but as something sepa- 

rate and apart. At the Art Institute American paintings and 

sculptures—for six weeks, at least—are right down the middle. 

And (this is what makes it unique) just across the corridors on 

either side hang masterpieces from other times and places. 

Every so often the jaded juror can steal away unnoticed; he may 

measure our general impact against the Grande Jatte, for in- 

stance; or the panels by G. B. Tiepolo which ornament the 

back-stairs. 

Competition of this caliber is pretty stiff. On two counts 

it might be disputed as deliberately unfair. The American show, 

to begin with, was culled largely from works produced within the 

past year or two; so we really have no business pitting the results 

against selected spoils of the ages. Secondly, the museum com- 

mittee that assembled the exhibition has taken pains to announce 

a further limitation; these are personal choices, and not intended 

as a complete cross-section. No one will deny, I am sure, that 

posterity may reserve its acclaim for artists who were not rep- 

resented here at all. Nevertheless, there are denominators com- 

mon to art everywhere; and sometimes a new perspective will 

emerge from unsolicited comparisons. 

We need qualify no longer; as far as mass effect is con- 

cerned—this is it. We find here a digest of what reputable cir- 

cles have been presenting all over; the personal additions 

(usually local) in no way disturb the apportionment of “ten- 

dencies.” One might go a step further, and note that this pro- 

portion (about a third of the 155 exhibits lean toward abstrac- 

tion) approximates that of any recent [Continued on page 61 | 

By a younger New York painter who works in the direc- 

tions established by the Cubists and post-Cubists of the 

20s and °30s: Fannie Hillsmith’s House of Shadows. 

Corrado Marca-Relli’s untitled collage won the first 

prize—a medal and $2,000—awarded by juror G. L. K. 

Morris and his colleagues in the current Chicago annual. 
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By Pierre Schneider 

Laocoon ’54 

Lessing s classic essay on the distinctions 

between literature and painting is brought up to date 

for the generations after Picasso and Joyce 

W... danger threatens us, nothing matters any more except 

saving our skins, or at least trying to. It is as if we were torn 

from a deep slumber. Our dreams are shattered on the sharp 

edge of waking reality. We find ourse!ves reduced, as by dis- 

enchantment, to our fundamental nakedness. Yet how easy it is 

to let go! A thousand habits which seemed indispensable only 

a moment earlier, while the margin between us and our undoing 

was still wide, now melt away under its urgency. And I do not 

know what is more surprising: that so little is left us or that 

this little is all we now need. 

What it is, at any rate, we know: it has always had a name. 

But only now do we rediscover its significance—I mean the 

taste, odor and touch of its presence and also the horror of its 

possible disappearance. It is called life. As in a room where 

people are busy at various occupations, one sewing, another 

reading or dreaming, others still talking, all eyes are lifted and 

become fixed with solicitude upon the fire the moment it begins 

to falter; so we now become conscious of life. It has been 

necessary for it to run the danger of going out for us to recog- 

nize in it the wellspring of what we took for granted. Now there 

is no room save for this truth: we are alive. Why? Because it 

may be that in an hour we no longer shall be. That which may, 

that which perhaps will mean our loss, first makes us find our- 

selves. The blinders are swept from our eyes. Dispelled are the 

delusions of sleep: how we thirsted for this light! So much so 

that we deliberately ran into the arms of our doom. 

Until the menace began to rise from all sides, what did these 

men have in common, except at best a few false relations? Now 

they recognize each other, thanks to this one and only possession 

which they trust to the fragile boat, in the hope that it may 

save it: their life. The same holds true for the arts, whose 

existence is being questioned in a dozen ways: 

rectly through us, but in itself 

not only indi- 

by commercialism, indifference, 

frantic craving for distractions or simple stupidity. They, too, 

find themselves reduced to the barest essentials: namely, the 

bold statement, despite every obstacle, of that which lay hidden 

in them and which the perilousness of the situation has brought 

to light—something at once thriving and perishable. For what 

the arts proclaim is, again, life. They are, precisely speaking, 

signs of life, of that limited human existence which the horrible 

abundance of time and space encircles and overwhelms. As 

Noah sent forth his bird, like a probe into the unknown, to see 

if it would survive there, so we cast upon the infinite a finite 

Painting for painting’s sake in an old master and a young Parisian modern: Detail 

National Gallery, London from Constable’s The Hay Wain, 1821 [left] and an untitled watercolor by Riopelle, 1953. 

Matisse Gallery 



“As for painting, it is discovering that it had no need at all to speak”: Detail of Tintoretto’s Ascension ca. 1580 

[right] in the Scuola di San Rocco, Venice; and Saturated Blue by a young Californian now in Paris, Sam Francis. 

gesture that carries our hope and a parcel of our being. There 

is nothing else we can do. The waters are rising. Houses, gar- 

dens, luxuries, we must abandon all and embark, no matter how 

precarious the ship. How real, again, all of a sudden, seem the 

ancient concerns: the solidity of the keel, the resistance of the 

sail. To understand one’s origins, one must be close to one’s 

end. Inescapably, we are led back to basic truths. This one to 

begin with: when we are up against disaster, our distinctions 

of personality and background vanish, leaving only men. In a 

similar way, at the root of all works of art, whatever their 

medium, we discover the same small gesture put forth as an 

offering to the world’s measurelessness. 

The fatality which forces us to acknowledge our fundamental 

brotherhood, brings out no less brutally our fundamental dif- 

ferences. The mask of conventions drops away. There are some 

people who, for the first time, seem alike; others, who had elbowed 

all their life, and thought they understood each other, suddenly 

discover deep mutual hostilities. The gentleman who used to 

kiss your hand is about to bite it off. A harsh wind tears our 

illusions to shreds. The unleashed elements probe us to the bone 

and operate their irrevocable selection; there are those who 

swim and those who only try to cling to the boat: those who 

yield to the storm without being harmed and those whose only 

escape lies in resistance. 

Thus the false peace that used to rule among the arts ends 

by disintegrating. Their understanding had been staged in a 

theater of illusions. They would trade tales, all based on the 

same body of material which, according to whether we were 

dealing with writing or painting, was called the Word or the 

Figure. Men were sure of themselves in those days. There was 

no room for doubt. Only one program existed, to be exemplified 

by all. Encouraging individual avocations was unthinkable. The 

left-handed would write with the right hand or not write at all. 

\s a ma‘ter of fact, writing was the only road proposed. Every- 

one wrote, more or less crudely. The artist was intrusted with 

the menial task of spelling out the analphabet’s Bible: a kind 

of reading aloud, one might say, and of a simplified version of 

the text at that. What van Eyck or Orcagna could boast that 

te was telling us as much about hell or heaven as Dante? At 

any rate, why should writers not have found it perfectly natural 

to talk about pictures, since pictures aspired to be talking? 

Would Chardin have thought of pointing out to Diderot, lost in 

admiration before his plums, that the succulence he was faced 

with had nothing to do with cooking? Painting was like a 

studious pupil, attentive to his teacher’s voice; but its mind 

roamed far from school. Obediently, painting took down the 

imposed dictation, perhaps not even realizing that its heart was 

not in it. Only, from time to time, it would wonder at the fre- 

quency of its slips-of-the-tongue, its fatigue, its awkwardness, 

its reluctance. The lesson weighed too heavily on painters for 

them to shake it off from one day to the next. At times, someone 

would guess that, at bottom, the real business of painting lay 

elsewhere; as one suddenly sees a face in the fabric of a tree’s 

bark. Baudelaire, for instance, noticed one day that Delacroix’s 

pictures moved him at a distance, before the figures had be- 

come recognizable and effective. But then he stepped nearer; 

the face in the bark would vanish again. Only the tree remained. 

But now that we have been reduced once more to basic truths, 

it becomes obvious that the fate of writing is unshakably tied 

to that of figures and words, whereas painting can do without 

them. The gravity of the situation brings out everyone’s specific 

nature: one swims, another must cling to the boat. We can no 

longer deny evidence or delude ourselves. If anywhere, salvation 

lies in total acceptance: remedies, too, must be specific. Besides, 

what do our wishes matter, when we no longer have the choice? 

The bubble of literature has burst, and we are left with a bit of 

soapy water. Literature, once proud of its words, which it be- 

lieved masters of the world, now knows that it is nothing but 

words, words cut off from the world. As for painting, it is dis- 

covering that it had no need at all to speak. 

Painting that does not speak is also painting of which nothing 

can be said: words converse only with words. Or rather, the 

writer knows henceforth that whatever he might say about a 



Formerly collection Dr. Viau, Paris Collection Mrs. Maurice E. Culberg, Chicago 

The figure transcending an exercise in painting from nature: Delacroix’s Rose, 1821 [left]. The figure 

transcending a modern concept of Abstract-Expressionism: Woman, 1953, by Willem De Kooning, 

picture will not bring him into intimate contact with it. Thus, 

at first sight, it would appear that the road to painting lies 

barred for the critic. Yet this very refusal of the Word by paint- 

ing tells us much. 

We note, first of all, that although he is aware of the radical 

impossibility which confronts him, the writer persists in his 

effort to “corner” painting. Just as he stubbornly continues 

to seek to capture—without more success—the whisper of a 

tree or the savor of an apple, the shape of a body or the state 

of a soul: in short, that world whose existence our senses and 

feelings attest. At last we begin to suspect that, since the world 

and painting confront us with an identical refusal, there must 

be something identical in them. That is the point where we 

start to grasp the basic truths: language is by nature excluded 

from the world, whereas painting participates in it. The writer 

hurls out words in conquest of the object of his desire; yet none 

of them brings him any closer to that object, for words are 

absence—the body of absence. Still, he goes on, because silence 

would mean the end of him as a writer. On the other hand, 

when painters today set out toward silence—no word occurs 

more frequently in their halting explanations—they do reach 

land (I mean to say that it shall be given to some to reach it). 

For silence, to them, is not merely the absence of words—that 

absence which is words—but the presence of the world: just as 

when at nightfall, on the veranda, we remain speechless because, 

suddenly, there is room in us only for the admirable, poignant 

inexhaustibility of sky and earth. The downfall of our illusions 

will have taught us that, while literature is irremediably captive 

of the words created by the mind, painting henceforth has access 

to a reality-before-names. It partakes in the richness of the 

universe, whereas literature is tied to the poverty of man. 

Why is it that of two beings of the same origin and similarly 

cast overboard, the one swims and the other drowns: that of two 

arts corresponding to the same necessity, the one should be 

emptiness, the other fullness? But is not man himself composed 

of two dissimilar halves: at once body and soul, to put it 

crudely? By the one, he is an integral part of the world’s life, a 

little space in boundless space, a little time in the expanse of 

time: it is from this side of him that painting springs. His other 

side distinguishes him from the universe, sets him apart from 

it, makes him specifically and exclusively human: that part of 

him is represented by language. 

These two tendencies contradict and oppose each other. Man 

is the place of their conflict. They define him, as geometrical 

co-ordinates define a unique point. This does not mean, how- 

ever, that man is satisfied with being a battlefield. Throughout 

our life we strive for the impossible reconciliation. Since an iron 

bond holds together our two conflicting components, can we not 

at least bring them to an understanding? Does not the very 

extent to which they differ contribute to such an understanding? 

Exchanges best take place between opposite poles. Vacuum 

hungers for fullness. Hence we are constantly delegating the 

spirit as ambassador to the body. The writer’s speech sets out 

time and again to conquer painting’s silence, with a sort of des- 

perate envy—as a beggar presses his nose against the window 

pane of a restaurant—for writing is absence and yearning. 



while painting is presence and fulfillment. Literature speaks 

toward things, painting speaks for them. In their efforts to join, 

we may contemplate the fate of man seeking to fuse his jarring 

halves into peaceful unity. 

Since we have discovered that language is hopelessly cut off 

from the object of its desire—literally abstracted—many writers 

have sought to make it into its own end. They empty it of its 

meaning, of the allusions it contains to those things of which 

it is deprived. Literature then boils down to a game, a delightful 

arabesque: as the signs on an ancient stone are no longer 

writing but merely a decorative design if we do not know the 

language in which they were evolved. Everything is reduced 

to a question of inner proportions, of composition. Literature 

becomes the business of engineers, craftsmen, miniaturists. A 

nobler conviction, sprung from the idea of a Pythagoras or a 

Descartes, sometimes redeems this bitter frivolity. It asserts 

that we must dig into the domain of the Word until we reach 

its crystalline essence, and that this essence is also the essence 

of the world. Thus, by fleeing the world’s appearances, we would 

only more surely come upon its true reality. 

To my mind, such a belief is false. The Word is absence, but 

also nostalgia for presence: absence with a purpose. The Word 

exists only through the desire of that which it can never be; 

and if you say that this is nothing, you will have to admit that 

this nothingness has more meaning than if it were devoid of 

desire. Its absence shapes the desired presence like a sort of 

photographic negative. The Word is thus marked by the thing. 

but without drawing any benefit from it. 

Still, there is room for discussion on that point. But when 

painters are indifferent to the revelation which their art has had 

in recent days of its uncompromising concreteness, when they 

continue to cling to the Word—thereby creating works truly 

and solely abstract—and submit the Figure to a treatment paral- 

lel to that which the writer inflicts upon the Word, emptying 

the Figure of its meaning, of its allusions, turning it into its 

own end, a mere question of composition according to some 

golden or pleasure-giving rule: then we can say without fear 

of going wrong that they are unfaithful to the true nature of 

painting. When the ship is sinking, it is madness to hang on, if 

you can swim. 

What a prodigious adventure! Natural freshness flows again, 

without restriction, from the barren rock whence, for ages, ran 

only a miserly trickle. The brush is the magic wand that 

awakened the dormant spring. At last all that which within us 

and around us was throttled—since the language which we 

applied to it meant its death—now finds expression: autumn 

without Fontainebleau, sea without Honfleurs, skies without 

Batterseas, ecstasy without Saint Jeromes, love without Venuses. 

And all this has been achieved by the hand of man: as if he had 

at last discovered the gesture that does not scare nature away. 

As a result, the world, once upon a time inaccessible, indifferent, 

hostile, becomes beneficent, invigorating. 

How simple it all was! Nothing distinguishes the space of 

the picture from space in general, the picture’s light from the 

Laocoon °)4 continued 

light of real space. The ground-up stones which go into its colors 

do not differ from those that go into the landscape. The hand 

prolongs, without betraying them, the fury, exultation or despair 

that fill the artist’s heart. Of course, these are only prerequi- 

sites, not guarantees; roads, not the goal. And it isn’t the road 

that reaches the goal, but he who knows it and dares to follow 

it to the end. The fact remains, however, that these roads do in- 

vite painters to go toward concreteness and that they enable 

some to reach it. 

Whereas, as if by a decree of fate, the writer is kept away 

from it. Between him and the silent world rise up insurmount- 

able barriers. The pen does not prolong the emotion. The spirit 

of the Word, that is its meaning, and its body, the script, no 

longer have any connection: so-and-so, in a letter, will tell you 

a gay soirée, and yet his handwriting testifies to some incurable 

boredom. But writing itself, as its history shows, tends toward 

total abstraction: ideograms succeed pictograms and are suc- 

ceeded in turn by ever more general and bare symbols: the 

characters of the alphabet. The hand disappears from the writ- 

ing: words are typed or printed. Matter, texture are suppressed 

by the writer at his task, because they might hold him back 

in his race toward abstraction; engraving on stone, for example 

would imply a need for economy, a [Continued on page 63] 

“The painter may create a work free of images, but he 

cannot prevent himself from believing that it illustrates 

some kind of vision of the world”: Malevich’s Houses under 

Construction, 1914 [right]. Art “will end by consenting to 

be figurative again, no matter how painful this decision 

will prove to those who rediscovered the silent world 

behind the screen of words”: Giacometti’s Nude 3, 1953. 
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St. Peter Damian, one of 30 polychromed pieces by F. I. Giinther 

(1722-75) at the Victoria and Albert’s “Rococo Art from Bavaria.” 

Art news from 

London by Lawrence Alloway 

| is not, of course, adjusted to the idea of being 

visited. Attempts are being made to encourage tourism, some 

of which get spoiled by ambivalence of economy. For example, 

the Edinburgh Festival, one of our tourist attractions, usually 

economizes on art. This year, however, two important exhibitions 

were arranged which have now come to London. 

St. Paul 

One of these was a Cézanne exhibition of sixty-five paintings 

from the middle 1860s to ca. 1906. It was shown at the Tate for 

a month where it was visited by 62,000 people. The critics were 

as enthusiastic as the public and the number of writers who 

called the artist a saint suggests that Billy Graham reached all 

types when he was in England. The collection of paintings made 

no particular contribution to Cézanne studies, as perhaps “Hom- 

mage a Cézanne” at the Orangerie did, with its rich assembly of 

early paintings. What was especially interesting about the show, 

over and above the works on view, was the changing attitude to 

the artist it revealed. 

In the first third of this century Cézanne was regarded in Eng- 

land as the Master of Significant Form. Roger Fry, for example, 

thought that in Cézanne you found “form considered in its pure 

essence.” Now he is being interpreted as a genius who was also 

a person. Lawrence Gowing, responsible for the exhibition, takes 

up this position in his introduction to the catalogue. He is look- 

ing for “human meaning” and interprets the great oeuvre with 

an involved, cautious, neo-Jamesian subjectivity. He suggests 

that Cézanne destroyed the image of the world in his obstreper- 

ous early paintings. Then, Gowing writes, “the mature style 

enfolded the visible world in an embrace which was itself 

a reparation, a lasting re-creation of the object of love.” The 

later works are “a symbolic re-creation of an unbroken plane.” 

rather than “a direct embodiment” of the world. Thus Gowing 

invests with psychological meaning Cézanne’s struggle to recon- 

cile space and surface. 

This view of art as reparation for destructive fantasies comes 

from Melanie Klein in England and from Harry B. Lee in 

America. Adrian Stokes, who has influenced Gowing, has ap- 

plied the foot of art to the Kleinian shoe, though not in the case 

of Cézanne himself. It is good that Cézanne is no longer frozen 

by formalist art criticism. 

Criticism and Hogarth 
Art criticism in England has been dominated by Roger Fry and 

Clive Bell for years. Apart from the formal bias in their inter- 

pretation of Cézanne, they also viewed English painting through 

colored spectacles—dark ones. It was their strategy to find the 

important British artists deficient in their high and mighty 

canon of ideal form. These influential critics discouraged a gen- 

eration, and by their disdain they left English art to cultish and 

provincial romantics. England is now full of people who think 

more highly of Samuel Palmer than William Hogarth, for 

example. Hogarth use to come under [Continued on page 60] 



Art news from 

Los Angeles by Jules Langsner 

ak to the Art Department of the University of California 

at Los Angeles, this community is enjoying a sweeping view of 

the paintings, drawings and photographs of Charles Sheeler 

in this artist’s first retrospective exhibition since 1939, when 

the Museum of Modern Art did the honors. The exhibition will 

be discussed at length in a subsequent issue of ARTNeEws. 

Bow to Helen Wurdeman 

A well-deserved tribute recently was made to Helen Wurdeman. 

Director of the Los Angeles Art Association, at a testimonial 

dinner. Almost the entire art community here turned out to 

honor this warm energetic woman who almost single-handedly 

has provided scores of local artists with a showcase for their 

work. In addition to housing a continuous series of exhibitions, 

the Art Association, under Helen Wurdeman, has become the 

gathering place where persons concerned with art exchange ideas. 

Another of the services rendered this community by the Art 

Association is its recurrent “Artists You Should Know” exhibi- 

tions. These group shows enable us to see what the emerging 

talent of the area is doing, as well as painters and sculptors 

recently settled here. 

The welcome given to artists of all esthetic persuasions can 

be seen in the current “Artists You Should Know” exhibition. 

Such diverse approaches as Palmer Cox’s flights into fantasy, 

Evelyn Kane’s refined semi-abstractions, and former movie 

tycoon David Loew’s preoccupation with exterior reality are at 

home with Fred Powell’s massive carvings of figures. These 

artists are seriously at work here in Southern California, and it 

is at the Art Association that their contributions can be related 

to the living art of this region. 

Watercolor revival 

Some years back it appeared as if watercolor, always a favored 

medium here, was succumbing to progressive arteriosclerosis, at 

least in so far as the annual exhibitions of the California Water- 

color Society was concerned. These surveys consisted of endless 

minute variations in a kind of bravura documentary style of sea- 

scapes, landscapes and cityscapes—known locally as the Califor- 

nia Watercolor Society Style. The exhibitions had deteriorated 

into listless displays of competence. It is heartening to report, 

therefore, that the latest sortie of the Society, its thirty-fourth 

annual, at the Fine Arts Gallery of San Diego, discloses not 

merely the presence of life in the organization, but more than a 

little joi-de-vivre. 

This vitality results from the infusion of pictorial inventions 

that are personal rather than conformist, running the gamut 

from Delmer Yoakum’s strangely archaic We Three Kings to 

Jules Engel’s vividly-hued abstract improvisation. In between 

there are poetically imaginative departures from the given 

object—like John Christo’s Fish Nets, Douglas McClellan’s 

luminous Toys, G. Powell Harding’s sea-drenched Wild Sonoma 

Coast, the stylized architectural facades of Patricia Morris’ 

Ocean Buildings and of Roger Barr’s Paris Rooftops, Number 1. 

Richards Ruben’s Circumstance at Me- 

ridian II, California Watercolor Society. 

In the San Gabriel Valley’s sixth 

annual: Eric Gibberd’s Spanish Farm. 
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Another California Watercolor Society 

award winner: Douglas McClellan's Toys. 

This freedom to exploit the potential of watercolor makes for 

an enlargement of what the diplomats are fond of calling “the 

sense of possibility.” That sense of possibility allows Ynez 

Johnston to elaborate her charming fantasy world of castles 

and fabled creatures in Blue Voyage, and also enables Dorothy 

Jordan to fuse organic-like blotted passages with strips of 

mounted paper in her coliage, First Night on a Safari. 

San Gabriel 
The increase in local creative vitality, as seen in the watercolor 

annual, apparently is not an isolated phenomenom. It is matched 

by marked improvement over preceeding years of the sixth 

annual San Gabriel Valley exhibition, at the Pasadena Art 

Museum. These artists may live in small towns, but the mystique 

of Abstract-Expressionism now can be found in Monrovia, 

where Ruth Codman painted her Morphological Interpolation, 

as well as in major art centers around [Continued on page 66] 
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Art news from 

Chicago by Marilyn Robb Trie: 

Wiener: a national show is selected by the Art Institute, 

Chicago artists and newspaper critics begin to how] about rep- 

resentation of indigenous work. In the case of the 61st American 

exhibition [see also page 32}, the fact that it is an invited show 

by the museum’s painting departmem brought shouts of “un- 

fair” and rumors that only two local artists had been asked to 

participate. This has been proved false. Twenty-one of the 156 

works displayed are by Chicagoans. Then came complaints that 

the Eastern prize jury, consisting of painters George L. K. Mor- 

ris and Stuart Davis and Guggenheim Museum director James 

Johnson Sweeney, would give awards only to Easterners. This 

seems to be correct. They awarded only one prize to a Chi- 

cagoan and the terms of this prize forced them to do this. 

The Chicago stamp 

But putting provincial chauvinism aside. how many Chicagoans 

deserved awards in competition with the artists of the nation? 

The jury missed one contribution, Cosmo Campoli’s laconic 

and brutal Jonah and the Whale. Compare his remarkable 

lead sculpture with Keith Monroe’s steel work on a similar 

theme, Leviathan. There is a directness and lack of sophistica- 

tion in the Chicago entry, a crudeness and force, made all the 

more noticeable when juxtaposed with the Monroe concep- 

tion. So it is with almost all the local pieces in the exhibition. 

Their unglossed, rude vigor seems almost a regional character- 

istic. Leon Golub’s glowering and glowing Burnt Man [A.N.. 

May, °54|, which won the $100 Florsheim prize; Miyoko Ito’s 

stubborn, slow-moving Rivers, winner of the $100 Cahn prize; 

Harry Broby’s The Newest Angel, which appears to have flown 

straight from Hell; and Eugene Bennett's explosive Ferris 

Wheel have that curious Chicago stamp. 

The only Chicago miss made by the museum’s Committee 

on Painting and Sculpture award jury was in passing up Joseph 

Goto’s welded stainless-steel Landscape for his more imposing 

but totem-haunted Family Tree in distributing the $600 Blair 

award. That Julia Thecla’s coy play on words, //lusions in Space, 

caug'it the attention of the Art Institute Alumni jury for the 

French Gold Medal seems a little surprising, considering the 

number of former Art Institute students represented in the 

exhibition, both expatriates and local residents. 

Expatriate vs. local talent 
The fact that expatriates far outnumber the artists who stay in 

Chicago has become a cause célébre, with Artists Equity hold- 

ing a round table on “Why Artists Leave Chicago” and the 1020 

Art Center—now under the jurisdiction of Ellen Borden Steven- 

son—importing Mrs. Edith Halpert’s exhibition, “Artists of 

Chicago,” from New York. Ostensibly, Mrs. Halpert’s choice, 

with its New York cachet, should give Chicago collectors more 

courage to buy local works. However there seems to be a 

hopeful change in the local art climate that stems from many 

more sources than the galleries. The spread of the street art 

fair with its monetary success has been augmented by the Evans- 

ton Art Center's first Artists’ Fall Festival. The results of this 

fair are now on view at the center [to Dec. 18], having been 

judged as best of the show by Joseph Shapiro and Paul Wieg- 

hardt. Because an excellent and little exhibited sculptor, Bunni 

Sovetski, has a number of his most flowing and humorous works 

in this exhibition, and because the little seen plaster and wire 

constructions of Si Gordon are also included, this show should 

be on every Chicagoan’s list. Other winners shown at the center 

are Marian Witt, Ted Frano, Irving Titel and Roger Sprigings. 

There is a new public interest in local art collections as evi- 

denced by the early and surprising response to the Radcliff bene- 

fit tour of the Nathan Cummings. Earle Ludgin, Samuel Marx 

and Jay Steinberg collections in the homes of their owners on 

December 4. In addition, for the first time in the city’s history, 

attention has been focused on local talent that is creating much 

of the best work being done in the field of industrial design. 

This was the successful 250-product exhibition of Chicago de- 

signers at the Illinois Institute of Technology. 

Two architectural sculptures 
There seems to be a new confidence in the ability of local sculp- 

tors to undertake major assignments. Across from a fat com- 

mission given to a non-Chicagoan, Lincoln Park’s monstrous 

Alexander Hamilton monument, Egon Weiner’s twin, four-figure 

bronzes have been unveiled on the steps of the Amalgamated 

Meat Cutters’ and Butcher Workmen’s building. The building 

is squat and emtered through a circular entrance block of con- 

trasting material. Weiner’s sculptures echo the architectural 

construction—the figures are half-kneeling and arranged in 

a circle. Cast in Norway, the two groups are 90 inches square 

and 5 feet 3 inches high. They were inspired by the line in Schil- 

ler’s Ode to Joy, “Oh ye millions—I embrace you,” used in the 

last movement of Beethoven’s Ninth. The musical source is quite 

evident in the rhythm of the figures, but it also accounts for an 

uncomfortable, transitory character in the poses. Symbolic of 

four continents, the two men and two women of each group 

are almost banally stylized, yet retain a certain amount of 

fresh meaning. 

In the South Shore Temple at Seventy-second and Jeffery, Mil- 

ton Horn’s sculptured ark has just been consecrated. Probably 

the first figural holy ark to be installed in a synagogue in mod- 

ern times, it is carved directly in mahogany. The texture of the 

wood and abstract flamelike forms which surround the ark doors 

create an impression of levitation. 

Tour of the galleries 
Now fragmented into the usual Christmas mélanges at the gal- 

leries are several important recent shows. Outstanding was 

Abbot Pattison’s exhibition of paintings and sculpture at the 

Charles Feingarten Gallery. Since leaving the University of 

Georgia, Pattison has begun working in rolls and curls of steel. 

The new cadences and rhythms of such pieces as The Horsemen 

and Young Child have a sparkling spon- {Continued on page 66| 
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John Tenniel’s Cheshire Cat, in Alice 
in Wonderland by Lewis Carroll. 

ture-books taught reflected this concern 
with the paths to a parent’s paradise. 
Little gentlemen don’t spit at their 
mothers [No. 24], said one. Gentlemen 
don’t go around looking like porcupines 
[No. 21]; nor do they hoist their snack 
through the chimney [No. 16]. Even 
when children were introduced to fan- 
tasy, that fantasy involved a shift of 
possible happenings in the real world. 
Drawings and engravings were faithful 
to the rules of the tale. The Cheshire 
Cat sat with his grin in a real tree; 
Pinocchio, in a real whale’s gullet; and 
the wind in the willows, though it car- 
ried the voices of Rat and Mole, was 

like any wind in a real tree. So with 
illustrations for Aesop and Grimm, for 
Miss Muffet and Tom Thumb. 

But in recent decades, art made for 
children has changed. It has become 
Juvenile Art. The trend may have 
begun with Gauguin, but it has far 
more to do with professional Creative 
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Children’s Book 

Illustration 

By Eleanor C. Munro 

Ie the child is really father to the man, 
it would be hard to tell from the looks 
of the world he lives in today. It is dis- 
tinctly labeled “for children” and only 
grown-ups must keep off the grass. The 
industries which keep it a stylish world 
keep it stylishly childish, and this ap- 
plies to the pictures which are made for 
the books for the children. 

Children’s books and their illustra- 
tions used to be cast in terms of the 
adult world, to which their readers 

aspired. Most people had fewer theories 
about the nature of childhood. Children 
were looked at as rather serious begin- 
ners at adulthood; the lessons their pic- 

A. Birnbaum illustration in his Green Eyes 
(Capitol, Irvington-on-Hudson, N., Y.). 
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Bruno Munari illustration in his Gigi Cerca il suo Ber- Garth Williams illustration in Charlotte’s 
retto (Mondadori, Milan, 1945, at Museum Books, N. Y.). Web by E. B. White (Harper & Bros., N.Y.). 
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Play. To select the illustrations on 
these pages, ARTnews’ editors scanned 

some hundreds of picture-books of the 
past three years. Classics still in print 
and their ancestors in early editions at 
the Pierpont Morgan Library—where 
its exhibition of children’s books 
through history is assembled [to Feb. 
28 ]|—-suggest comparisons. 

The most obvious conclusion is one 
which applies also to many other minor 
arts today: where theories accumulate, 
style is apt to grow stereotyped. The- 
orists in the field today are many. The 
juvenile editor is a newcomer to pub- 
lishing ; even newer is the psychologist- 
adviser to the editor. Further advice is 
sought from librarians, teachers, seman- 
ticists and psychoanalysts: many cooks 
busy reporting on the vitamin content 
of a new soup. 

The visual stereotypes are not hard 
to find. One kind of “progressive’”’ illus- 

° . . Gitz-Johansen illustration in his Gaba (Gylden- 

tration is borrowed from modern paint- dal, Copenhagen, 1947, at Museum Books, N. Y.). 
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ing since Cézanne, based on the same 
superficial elements which advertising 
and much editorial art have borrowed 
to make pages into bright, chic patterns. 
Flat areas of startling colors are pieced 
together. Themes of free lines play 
against the flat patches. Contours be- 

wa come angular, “Cubist.” To these ele- 
weal ments are added clichés from primi- 

tive painting: profile-full-face figures, 
stunted arms and legs, schematic fea- 
tures, patterned landscapes, tipped-up 
perspectives. The mélange looks half- 
sophisticated, half-juvenile. Cubist- 
equals-esthetic, and primitive-equals- 
childlike are rules of thumb. 

Another popular genre mimics the 
child’s own style and might call Expres- 
sionism its parent. Here mistakes which 
a five-year-old makes—distortions of 
drawing, color, anatomy or scale—are 
made on purpose, to this solemn end: 

— sa to “exercise the imaginative muscle.” 
Rowland Emett illustration in his New Chris Jenkyns illustration in Andy Says . J i 

World for Nellie (Harcourt, Brace, N. Y.). Bonjour! by Pat Diska (Vanguard, N.Y.). A third group of illustrations, usually 
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Leonard P. Kessler illustration in his Irene Haas illustration in The Mysterious Leaf 
What's in a Line? (William R. Scott, N. Y.). by Richard Banks (Harcourt, Brace, N. Y.). 

10 

Roger Duvoisin illustration in Tell Me Little Boy by 
Doris van Liew Foster (Lothrop, Lee & Shepard, N.Y.). 
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together. Themes of free lines play 
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tive painting: profile-full-face figures, 
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drawing, color, anatomy or scale—are 
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Roger Duvoisin illustration in Tell Me Little Boy by 
Doris van Liew Foster (Lothrop, Lee & Shepard, N.Y.). 

14 

Ludwig Bemelmans illustration in his 
Madeline’s Rescue (Viking, N. Y.). 

13 

Dr. Seuss illustration in his Scrambled 
Eggs Super! (Random House, N. Y.). 
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Wilhelm Busch illustration m 

his Max und Moritz (Braun 
und Schneider, Munich, 1865). 

16 

Alice and Martin Provensen illustration in their 
The Animal Fair (Simon & Schuster, N. Y.). 

18 

“ae Jill went & the Aa. 

fetch a = of water; 
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jill came , 

Joseph Low illustration in his Mother Goose 
Riddle Rhymes (Harcourt, Brace, N. Y.). 

17 

more closely bound to a brief, semi- 
didactic text, give lessons in juvenile 
semantics. These try to coax the child 
graphically into understanding abstract 
concepts. What, for instance, does 

Round mean, what is a Line [No. 10], 
how heavy is Heavy, how high is Big? 
What children actually learn from these 
books—new patterns of thinking and 
visualizing, new sensitivity to graphic 
expression, to symbolic abstractions— 
has not yet been clearly established by 
psychological researches. 

What does the captive audience say 
about these vanguard efforts in their 
behalf? Apparently it is easily dis- 
gruntled and not too easily led to good 
medicine. The youngest, up to about 
five years, make the most specific de- 
mands. Though their taste is hardly 
formed and their inhibitions reportedly 
least rigid, they are unanimously curi- 
ous about the real world and ask that 
their pictures inform them about it. The 
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Heinrich Hoffman-Donner illustration in his Struwwelpeter 
Hans Fischer illustration in his (original manuscript, early 19th century. Lent by the Ger- 

Pitschi (Harcourt, Brace, N. Y.). man National Museum, Nuremberg, to the Morgan Library). 

Tove Jansson illustration in his Moomin, Mymble and Egon Mathiesen illustration in his Aben Osvald (Gy]l- 
Little My (Benn, London, at Museum Books, N. Y.). dendal, Copenhagen, 1947, at Museum Books, N. Y.). 
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Bank Street School has made some in- 
formal studies; here are the things 
their play-schoolers object to: “partial’’ 
pictures—where only half a house or 
three-quarters of a table is shown; pic- a 
tures distorted either in contour or Pe : 

color; pictures drawn from shifting — ata ——— - 
vantage points—a room seen once from klattra, klinga, rensa sill, 
a doorway, for instance, and then from anche erases op hen ofl. 

a bird’s-eye perch; double-page spreads ; 
treated not as units but as two separate 
episodes—where, for example, Mr. Bear 
turns up twice, involved in two differ- 
ent tricks. How does a hand look, ask 
these children who have only lately 
learned that it has five fingers. If it is 
drawn askew, they want to know why 
and plainly have little respect for the 
artist who bumbled. 

Once over the hump, and for a few 
years after six, children apparently be- 
come less demanding. For a short while, 

Ludwig Herzmann illustration in their tastes are catholic as they will 
his Muster der Hoflichkeit (K. ae . a a sieid vs Stig Lindberg illustration in ABC by Britt 

A. Hartlegen, Budapest, 1815). never again be. Almost any style will G. Hallquist (Natur och Kultur, Stockholm). 
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Maurice Sendak illustration in A Very Special Juliet Kepes illustration in her Five Little n he André Francois illustration in The Magie Cur- 
House by Ruth Krauss (Harper & Bros., N. Y.). Monkeys (Houghton Mifflin, Boston). rant Bun by John Symonds (Lippincott, N. Y.). 
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APAN kan med sina fétter 

klia sig och knacka néter, 

klattra, klanga, rensa sill, 

sticka strumpor om hon vill 

& 

Stig Lindberg illustration in ABC by Britt 
G. Hallquist (Natur och Kultur, Stockholm). 

André Francois illustration in The Magic Cur- 
rant Bun by John Symonds (Lippincott, N.Y.). 
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do, though a few basic elements never 

lose fascination: bright colors, many 
objects alike——millions of cats, a parade 
of Madelines [No. 13]—diminutive 
scale. Green Eyes [ No. 3], introduced as 
a tiny cat in a huge box, is a favorite. 
So are the scampering children drawn 
by Maurice Sendak [No. 26] with their 
endless details of action, gesture, cos- 
tume and expression. 

“Pictures and conversations,” speci- 
fied Alice. But plainly, in a book of pic- 
tures, colors and lines make their own 
conversation with the tuned-in reader. 
Look how a walrus swims [No. 7], they 
say; look how a pig jumps [No. 5]; this 
is what you see when a cat yawns, his 
tongue, whiskers, teeth and toes all in 
place [No. 9]. What silent conversa- 
tions may go on about form, graphic 
expression, the motive power of colors, 
we only imagine; because the child soon 
forgets to understand that language, 
and waits for Art to reword it for him. 

Zo 

Jean de Brunhoff illustration in his The 
Story of Babar (Random House, N. Y., 1933). 
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Henry Moore |Curt Valentin; to 
Dec. 4] is considered, wrongly in 

the opinion of this reviewer, in the 

U.S. and Great Britain to be one of 
the world’s great sculptors. The in- 
flation of his reputation is mainly 
the achievement of British intellec- 

tuals who, at the end of the last 
war, needed chefs-d’école who would 
be: native, yet Continental in style; 

metaphysical for metaphors, yet nat- 
ural (i.e. connected with a county 
garden of the soul) ; verbally Socialist 
in human sympathies yet aristocrati- 
cally aloof in stance. Britten in music, 
Sutherland in painting, and Moore 
had the luck to fit the bill perfectly. 

Official Arts Council exhibitions, 
essays by everyone from geologists 
and lay analysts to Post-Keynesian 

new-Scottish poets 
presented them as the 

fortune of the King- 
Everest-climb- 

ers on the private range of scientific 

but ever holy Albion. Like the paint- 
er and the composer, Moore has 
been chivvied with honor and flat- 
tery into attempting architectural 
commissions far beyond the capaci- 

ties of his dainty, eclectic style and 
his neat but limiting concepts of 

the work of art. Even when he 
models on a small scale, his need 

to appear more sensitive and com- 

economists and 

eloquently 

flowers and 

dom’s new Empire 

plex than he can be spoils most of 
the results. In this exhibition of 

sculptures of 1951-53, bits and tags 
from prehistoric China, Etruria, 
Alexandria, the Gold Coast, the 
Cyclades widen the reference of his 

figures only for those who look at 
them with an open history book in 
their book whose pages 

block the glance from eye to object. 
A few little bronzes and sketches 

escape the cul-de-sac of Official 
Modernity and offer carefully ob- 
served human gestures translated in- 
to variations on Picasso. In them 
are hints to the possibilities of a 
lost Henry Moore. For the rest, the 

exhibition is an ebject lesson for 
the next generation of British art- 
ists the Thomas Scotts and Fran- 
cis Bacons. The enemies of promise 
will knight you if you don’t watch 
out. Prices unquoted. T.B.H. 

mind—a 

Frederic Remington [Knoedler: 
to Dec. 6] was a sort of American 

This exhibition 
his paintings from the Remington 

Memorial 

Meissonier. shows 

Gallery at Ogdensburg, 

New York, as well as some bronzes 
of cowboys on rearing horses, a 
painting of the interior of his studio 
in New Rochelle by Lyell Carr, and 
the hunting trophies and camping 
equipment he kept in his studio. 

Meissonier painted one soldier, and 

as Degas said, his textures were all 
steel except the breastplates. In 
The Charge up San Juan Hill, Rem- 
ington paints different faces, but 
there is only one body in various 
positions. Remington was an illus- 
trator and correspondent, and the 
painting tries to tell the story. There 

is no tragedy though, war does not 
differ from basic training with live 
ammunition. Both Meissonier and 
Remington were realists who disliked 
the material world: their realism 
was only an idea. It is the realism 

of the time of Theodore Roosevelt, 
which imagines that discomforts and 
denials which have to be sought out 
must be truer than the comfort you 
escaped from. This idea suits the 
painting of the Indian initiation 
ceremony depicting the torture en- 
dured by the young braves. Here 
there is only one face as well as 

body. Remington’s boy- 
scout morality finds a broader outlet 
in Old Times Plains Fight, which 
could have illustrated a story told 
by his father, who was a cavalry of- 
ficer in the West. Nature remains 
unsubdued, which leads to distaste. 
He seems to have painted what he 
did not like but thought was good. 
Only the little picture of his house 
in New Rochelle shows pleasure in 
the colors of the subject. Prices un- 
quoted. F.P. 

only one 

Karl Zerbe [ Alan; Dec. 7-31] brings 

a fresh manner to town, aptly con- 
centrated in Fifty-Seventh Street, a 

ground-plan fantasy done on one of 
the ink-saturated mulberry papers in- 
variably used by the artist for these 
abstractly slanted, highly 
tive gouaches. The numerous, mask- 
like Indian motifs are derived from 
Zerbe’s recent sojourn in the North- 
west. The colors, in light shades 
emerging from dark grounds, are 

brushed on with uniform transpar- 
ency and usually achieve a single- 

plane effect. This is an art calculably 
pleasing to those who want their mod- 
ernism soothing; that is, a way of 

making living interiors bright and 
diverting. For others, its image may 
fade from the mind rather rapidly. 

$300-$550. P.T. 

decora- 

Matisse [Chalette; to Dec. 31] graph- 
ics are shown, consisting of twenty- 
three examples, aquatints, lithographs 
and linoleum cuts made between 1929 
and 1952, including one of his few 
color lithographs, Marie-José in a 
Yellow Dress, 1952. There are five 
lithographs completely modeled with 
a full color equivalent in black and 
white. Matisse was not a notable 
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draftsman, and this graphic manner, 
closest to painting, is for this reviewer 
his most satisfactory. In this manner 
are The Fox Fur, 1929, and Odalisque 
in a Tulle Skirt, an artist’s proof. 
The aquatints are just heads in a 
single line about three-quarters of 
an inch wide, most elegantly placed 
on the paper, the simplicity of which 
is ruffled by any frame. The linoleum 
cuts and the latest lithographic heads 
made during his last illness are of 
interest more because they are by 
Matisse than in themselves. Prices 
unquoted. F.P. 

Larry Rivers [De Nagy; Dec. 7- 
Jan. 8] has already served notice that, 
in the serious sense, he is counter- 
current to the age, and it is now clear 
that he has found in human contacts 
a touchstone by which to project his 
admiration for the traditional nude. 
It is as though he could transport 
himself into Courbet’s allegoric paint- 
ing, where we find the studio model 
along with the artist and other social 
types of Courbet’s time. By clairvoy- 

ance, so to speak, Rivers has at- 
tained that timeless point where the 
romantic imagination begins to scru- 

tinize the facts of life. As though by 
a dilation of the eye’s pupil, the 
O’Hara figure and heads, the face of 
the Widow Burger, present them- 
selves to us as baroque compliments 
to the human, the purveyor of which 
has profited from the formal analysis 
by Cézanne. The planes of this artist, 
however, are concerned with those 

passages of the flesh which loiter on 
personal accents amidst the grand 
(louder than life) declamation of 
muscles and limbs and the monolithic 
presence of the head. And Rivers’ 
work in sculpture has made him sen- 
sitive to the head as a single block, 
the portraiture of which has added 
that finesse which grasps the sub- 
ject’s inward person: traps the very 
shine from the eyes. Something obses- 
sive has maintained Rivers’ beautiful- 
ly modeled flesh in its rather dry pink- 
and-grey gamut — admiration, I am 
told, for his masters. Circumstantially 
it helps to disclose his weakness, 
which is the reporting of a photograph 
in which the figure (like a nude from 
life-class) asserts itself through and 

beyond that space which is the all- 
powerful domain of the painting: 

the pure circumscribed plane. Rivers 
should become as tenderly aware of 
void shapes as he is of solid shapes. 
He seems to have tackled the prob- 
lem of the former in Washington 
Crossing the Delaware and to have 

been bored by it before finishing the 
work. But on the bared planes of flesh, 
lyric amplitude gambols, and in the 

passivities of the posed figure there is 
the majesty of a sweet passion rest- 
ing. Where will Rivers’ deeply moved 
reverence take him? Let us hope 
that in the deepening shadows of 
these bodies there lurks a highway 
to some new heroism of our esthetic 
age. $100-$2,500. P.T. 

Oskar Kokoschka’s [St. Etienne; 
te Dec. 11] prints, drawings and 
watercolors are full of surprises. 
Some 1908 watercolors, with the 
deep glow of jewels imbedded in 
heavy black lines, which would not 
readily be recognized as O.K.s, are 

under the influence of his admired 
teacher Klimt, himself involved with 
Jugendstil. They are also reminiscent 
of Beardsley, and were painted at 
the same time as a set of color- 
lithographs which are illustrations 
for Die traumenden Knaben, a fairy- 
tale Kokoschka wrote when he was 
in love with das fremde Maedchen 
as he still calls her today. The 1910 
drawings on brown paper are of 
scrawny bodies of work-worn yet 
sensual girls, sometimes in scanty 
chemises, delineated with great deli- 
cacy. Views of jagged Cape Miseno 
and other places in the Bay of 
Naples are rather angular and North- 
ern in conception and date from 
1912. The sanguine, pencil and litho- 
graph portraits range from 1915 to 
1935 and give an excellent idea of 
Kokoschka’s “view of estimating per- 
sonality.” He first did this by stretched 
cobwebs of line, indicating the un- 
derlying facial bone structure, and 
appealed to sentiment and sympathy. 
Later the lines thickened, ran into 
whorls and eddies of Baroque cur- 
rents and eventually became strokes 
that storm at you with the artist’s 
expression of his sitter’s inner self. 
The Bach Cantata lithographs, 1914, 
start off with the well-known elon- 
gated self-portrait, continue with vi- 
sionary groups of nudes among 
rubble and rocks, and end triumph- 
ant with an eagle perched in sunlit 
mountains. Prices unquoted. E.B. 

Ralston Crawford |Borgenicht; to 
Dec. 4], born in Ontario, a photog- 
rapher as well as a painter, shows 
new pictures resembling Sheeler’s, 
Stuart Davis’ and Niles Spencer’s. He 
has more grace than Davis, more con- 

trol than Sheeler, and he is happier 
than Spencer. James J. Sweeney truly 
says of his composition that “it bal- 
ances on the verge of emptiness,” but 
to say further that “the onlooker is 
always left with an appetite for just 
a slightly warmer tone, for a stronger 

. more emphatic line,” is to fail 
to appreciate Crawford’s accurate 
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eye. The accuracy is not a matter of 
observation of nature, but of observa- 

tion of the picture, in an exact place- 
ment and careful, alive and under- 
stated color. Davis makes a picture of 
an image, Crawford designs the whole 
space. The abstract artists whom 
Ralston resembles have thought of 
painting as derivative from still-life, 
but Crawford’s New Orleans Still-life 
has none of the centralized bunching 
in the composition characteristic of 
still-life. All his pictures derive from 
industrialism; the elements are rec- 
tangular and mechanical, but subor- 
dinate to art: the machine is under 
control. Prices unquoted. F.P. 

Milton Hebald [Grand Central Mod- 
erns; to Dec. 10], whose 16-foot, 

award-winning group decorates the 
facade of the new East Bronx Tuber- 
culosis Hospital, teaches sculpture 
and has won a number of prizes. His 
best piece in this show, composed 
mostly of small bronzes (some of 
them “sculpture to play with”), is 
Reclining Figures, portraying an elo- 
quent kiss. Unfortunately his prevail- 
ing style falls decidedly within com- 
mercial modernism—here a dubious 
alliance between Manship and Lip- 
chitz, with the Manship uppermost. 
But at least, as in Jam Session and 
some pendant gongs, Hebald has 
rhythm. $200-$2,000. P.T. 

Rembrandt and his Circle [Schaef- 
fer; to Dec. 15], in this group of 
drawings which includes a number of 
well-known examples, offers an un- 
usual lesson in attribution. No less 

than seventeen different hands are 
represented, many of which are so 
close to the master that a half-cen- 
tury ago they might easily have been 
given to him. Yet Rembrandt, seen 
here in the rich variety of his oeuvre 
in about a third of the drawings in 
the show, remains the focus of an 
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inimitably deeper, more poignant 
humanity than almost any of his 
colleagues. Almost, because occasion 

ally a more autonomous expression 
emerges—in Barent Fabritius’ mys- 
teriously illuminated Twelfth Night 
Scene, the evocation of space in Jan 

Ruijscher’s pen and bistre Landscape, 

the inflection of a deeply significant 
human situation in Pieter Lastman’s 
Abraham Sending away Hagar. Such 

storytelling as the latter’s seemed in- 
deed the most captivating Rembrandt- 
esque formula to his admirers, to such 
a degree that the phenomenon of imi- 
tation too well done—‘‘more Rem- 
brandt than Rembrandt”—appears 
in Ferdinand Bol’s over-theatrical 
Annunciation, or Nicolaes Maes’s 
Blind Tobit Cured by His Son, where 
delineation tends toward pedantic 
illustration. In contrast stands the 
springlike vitality of Rembrandt’s 
line in The Matchmaker, ca. 1633, 
formerly in the Liechtenstein Collec- 
tion, the piercing characterization in 

the sketch of Jan Cornelisz Silvius 

—on which Rembrandt based his 
posthumous portrait of the famous 
preacher—the dabs and smudges of 
pen and sepia unerringly abstracting 
volume and light in The Astronomer, 

ca. 1665. Prices unquoted. H.L.F. 

William [Parsons; to 
Dec. 18] exhibits paintings of 
Athens, Istanbul, Indian temples, 
French cathedrals and Italian and 
Ceylonese landscapes. He is an Ex- 
pressionist of a pure sort, accurately 

rendering his feelings about what he 
has seen. He makes no distinction 

between drawing and painting, paint- 
ing is drawing with paint. These paint- 
ings cannot be prepared, they have to 
come off at once or never, and if 

successful, it is the same way that 
a sketch may be successful. The ar- 
tist is a medium and his discipline 
must be inner and psychological, not 

Congdon 

a matter of training the hand and 
eye. The quality of a rapid and suc- 
cessful sketch gives these large paint- 

ings a perfect scale, the detail is not 
too small; it is as if a sketch had 

been accurately “blown up,” every- 
thing enlarges together, as under a 
magnifying glass. One of the ele- 

ments being the painting’s freshness, 
so the larger the picture, the fresher 
it is. They are all of a piece, the 

unity is that of a single exhalation. 
$200-$2,000. F.P. 

Old master drawings |Durlacher}, 

an annual event at this gallery, testi- 
fied once again to the inevitable in- 

dulgence granted craftsmen of anti- 

quarian charm as well as the true Old 
Masters. Admirers of Greuze could 
find their tidbit; similarly, those of 

Boucher. For myself, I was magne- 
tized by a very small representation 
of a bat, a bat with character, much 
preferring it to the dress-parade Cana 
letto. I envied the collector who might 
acquire the stunning wisp of a Degas, 
a portrait sketch with a glance that 
goes straight out of the paper into 
the future. A Jordaens head (female 
and in cheerful russet) seemed tire- 
lessly fresh, while a choreographic 
battle scene by Jorg Breu must have 
riveted more than one visitor on his 
way out. Oh, yes!—and that high- 
flown Romantic, John Martin, was 
present with a small-scale but prodi- 
gal landscape containing minute he- 

roes and a distant acropolis as vision- 
ary as a half-dozen wedding cakes. 
Blake’s little man with a serpent’s 
tail, in comparison, was sobering. 
Prices unquoted. P.T. 

Paul Burlin’s [Stable] abstractions 
seem to express an irritated evasion 
of direct expression. The almost rec- 
tangles are curved, the circles be- 

oval, the oval pointed, the 
parallels diverge, a layer of opaque 
paint turns transparent, the strong 

colors mix into muddiness, and very 
often a decisiveness is lost. The 

black lines and framework do not 
always focus your attention, and he 
expresses and change, 

without specifying or generalizing. 
But in Primeval Figure, which domi- 
nates the exhibition, there is a reso- 
lution, and even more in the pre- 
dominantly red and black Crystalli- 
zation of Forces, the name of which 

tells you that here he has found an 
answer. This painting has a quality 
of the parts holding on to each 
other. Prices unquoted. F.P. 

come 

restlessness 

Charles Burchfield (Rehn], vet- 
eran American landscapist, brought 
the knowledge of a lifetime to his 
latest man show, and_ these 
watercolors of fields, flowers and 
trees in high, cold color recalled the 
daring of his earliest efforts. Then, 
as now, there was something of the 
Grimms’ fairy tales about his work. 
He ladles out the shivering land- 
scape and allows some of it to drip 
over the edge. The flaming skies, the 
glaucous lights, the agitated trees 
express something that Burchfield 
has always sensed in his subject. No 
European landscape ever looked 
wilder than Salvator Rosa. But there 
is something unconquerable, hostile 
about America which the Indians 
knew about before the Europeans ar- 
rived. Love an American field and it 
will sting you or blow off in a dust 
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storm. Love it idealistically and the 
results are as absurd as Crévecoeur’s 
Letters before the Indians burned 

down his farm. Love it like Burch- 
field and it is a bitter brew but a 
real one. Very few painters have 
managed to seize upon this quality, 
and among the few, he is of the 
elect. $750-$1,800. LG. 

Joseph Floch’s | Assoc. Am. Artists; 
Dec. 6-24] canvases demonstrate ar- 
tistic maturity: the painter achieves 
that harmony of purpose and result 
which is a frustrating stumbling block 
to many a younger artist. He is not 

an innovator on a grandiose scale, 

nor a daring experimenter, but he 
has evolved a few basic pictorial ex- 
pressions into his own, highly individ- 
ualistic vocabulary. He sees two types 
of lines and forms in nature—the 

straight ones and the curved ones 
and around this fundamental concept 
he has constructed paintings of mood 
and scene. The sharply emphasized 
perspective of windows, doors, build- 
ings and unfinished steel skeletons 
suck the softly curved forms of his 
human figures into postures and atti- 
tudes of isolation. He approaches in- 
terior pieces and cityscapes with the 
calmness of a still-life painter, defin- 
ing the family On the Terrace quietly 
undisturbed. $400-$2,000. G.T.M. 

John Myers (Myers; to Dec. 31], 
an English-born businessman who 
has established a foundation that 
awards scholarships at the New 
School for Social Research, is a 
part-time painter. His five versions 
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of Madonna and Child, in styles 
ranging (according to the: cata- 
logue) from the primitive to the 
abstract, are displayed at one end 
of the gallery in a room-sized 
shadow box of black velvet framed 
at the top by three arches of painted 
board. In front of the pictures, on 
a table, is a large candlestick and 
an open Bible. Music—more pro- 
fane than sacred at the time of the 
visit—is piped into the gallery. This 
reviewer would have liked to have 
examined the pictures in detail but 
a black rope stretched across the 
front of the decor prevented him 
from doing so. The gallery attendant 
was helpful in pointing out which 
picture was in which style. To judge 
by the other pictures in the gallery, 
Myers’ natural style is a “primitive” 
one ——- genus Washington Square’s 
outdoor shows. Prices unquoted. L.c. 

Lois Dodd [Tanager; to Dec. 16] 
feels the unity of landscape very 
strongly, so her forms are simpli- 
fied, her color organic, her tone ab- 
stract. In this, her debut, she em- 
ploys subtle emotional responses to 
the scene to reinforce her grasp of 
the situation in a presentation which 
is never forced—this emotional 
energy seems to free the color in 
Maine Landscape and make it sing 
quietly to itself, in contrast to an- 
other landscape where architectural 
blues, greens and whites have si- 
lenced the forms. Mussel Pickers 
performs a traditional motif with au- 
thority and without danger of a 
digressive representation, while a 
virtuoso abstraction, resembling a 
large head, employs violent passages 
of color with candid feeling. A large 
studio interior, its whiteness thick- 
ened by areas of grey and brown 



and with a certain blueness of 
drawing, shows a striking spatial 
balance and sensitivity, exploring a 
muteness which is the result of washes 
partially revealing the underpainting 
in an ambiguous and suggestive 
way. Prices unquoted. F.O’H. 

Emlen Etting [Midtown; to Dec. 
4], well-known Philadelphia painter 
and illustrator, is showing for the 
first time in three years. His oils 
are of flowers, fruit, dancers, con- 

ductors and singers, The twist of the 

brush into lance-shaped strokes often 
sets the scale for these clear-colored 

paintings. On a small canvas, two 

tulips rise naively from a simple 
little glass. Once a cherub takes the 
place of the vase customary in flower 
painting, and holds together an 

abundance of silver-green willow 
leaves; another time a spray of jew- 
el-blue iris lies lightly across the 

canvas. In the portrait of a singer, 
her open mouth is still dainty, and in 
Dress Rehearsal, the muscles of the 
dancers are handled the way the 
leaves and petals are in the flower 
pieces. $100-$1,000. E.B. 

Hans Hofmann [Kootz: to Dec. 11], 
the old abstract geometer (Vermeer 
was a geometer in concretions), has 

not lost a bit of his veteran fortis- 
simo palette nor swerved—as so many 

have—from devotion to an empiric 
idea: the power and the glory of 
color. There is a happiness (it is the 

only word) to the king-size Scintillat- 
ing Space, recalling that truly royal 
confidence in primary colors which 
the Fauves showed the world, and 
which still pops, in opulent and ara- 
besque doses, onto Hofmann’s can- 
vases. The rectangular canon of his 
fervid stroking is like a gospel 

preached from many-colored pages: a 
letter of the Cubist law in which the 
spirit has never ceased to delight. 
Not always formally secure in the 

past (at least to the eye of this be- 
holder) , Hofmann, in such new things 
as Studio No. 2 and Orchestral Domi- 
nance in Green, proves that his tor- 
ridities, however torrential, can al- 
ways be held in check, and that the 

body of form he believes hidden in 

color can always be delivered to the 

light. That one of the most eloquent 
things about his work is its naive 

pleasure in the luxury of the paint is 
perfectly revealed by what might pass 
for a mere charm piece, but in which 
the severely controlled riot of free 
forms (no “objects” being discernible 

in it but the dimensions and shapes 
of the paint-deposits) makes a lyric 
passage that only a virtuoso would 

dare or care to invent: The Ravine. 
This single small piece contains the 
exquisite tension that, per se, is that 
sensation of liberation from the world 
of objects which is to be taken, myth- 

ologically, as the abstractionist’s 
final, no less than first, goal. Prices 

unquoted. P.T. 

William Thon (Midtown: Dee. 
Jan. 1] has a way with surfaces that 
appeals to the public. The effect of 
enchantment is achieved, when it is 
as if sheets of glass were stretched 
through the space within the paint- 
ing. Italian cityscapes are Cubist in 
composition and their arched walls 
have changed into shimmering panes 

in the afterglow of memory. But in 
the seascapes of Maine, where Thon 
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lives now, the sharp sober light of 
the north breaks through the veil 
over the surface, particularly in 
Hurricane, where even the broiling 
sea, played over by preternatural 
odd rays of light, splashes out at 
you. The pointed firs are grass-thin 
and about to dissolve in the lumi- 
nous mist of a spring morning in 
Maine, and here the outermost layer 
of paint has the same texture as the 
very lichen and granite that grows 
in those woods. $900-$2,500. E.B. 

Andrew Martin {| Hansa; to Dec. 18] 
was born in France, and his parents 

immigrated to this country when he 
was five. He studied at the Chicago 
Art Institute and at the Paris Ecole 
des Beaux-Arts, and he has lived in 
Seattle. This is his first exhibition. 
His paintings reflect influences of 
German Expressionism — especially 
Kirchner — and Soutine and Léger. 
The color is predominantly red and 
green. In pictures of unemployed men 
on benches or on the sidewalk there 
is something cf the last period of 
Hélion. He likes an intricate and un- 
focused composition, based on look- 
ing along it—the unifying principle 
is sequence, a flow. Though he has a 
vision in which a crowd is the sub- 
ject only because they are there, in 
a restaurant, or in the park, he con- 
structs better than the Briicke Expres- 
sionists. When he paints from the sub- 
ject before him instead of from ideas, 
the result is fresh and relaxed. $150- 

$800. F.P. 

James Russell Summers’ |New; to 

Dec. 18] show of sculptures in sev- 
eral mediums, with oils, pastels and 
drawings, features animals and themes 

of human interest and the circus. It 
is a pity that his work goes in so 
many directions in terms of style and 
approach, for he can be a conscien- 
tious draftsman. However, only a few 
pieces (such as the marble, Owls, and 
a pastel faintly recalling Toulouse- 

Lautrec’s singers) suggest that Sum- 

mers ever wishes to transcend the 
decorative and_ illustrative. Prices 
unquoted. P.T. 

Japanese screens | Willard; to Dec. 

3] is a survey of the art which the 
Japanese have been accustomed to 
seeing around them from day to day. 

The examples, almost all in first- 
rate condition, range in time from 

the silk paintings of the Fujiwara 
period— single panels done in the 

twelfth and thirteenth centuries—to 
the six-fold paper screen of the Se- 
tatsu School in the eighteenth cen- 
tury, with its combed billows, ex- 
quisitely drawn water-wheel and 

herons silhouetted against a_back- 

ground of dull gold. The bold, al- 
most oppressive design of the sev- 

enteenth-century Momoyami screen, 

attributed to Hideoshi Hideori, 

seemed more European than Japa- 
nese, and other comparisons could 
be made between the painting of 
the horse-race and its spectators on 
the six-fold seventeenth-century Tosa 
screen and the comic genre of the 
Flemish and Dutch of the same age. 

And how handy the “Suni” cloud 
effects must have been for the art 
ist telling a story! The gold leaf on 
raised rice paste clouds on the Genji 

Monogatori screen from the six- 
teenth century were used both plas- 
tically as well as for establishing a 

compartition for telling the dif- 

ferent episodes in a famous Japanese 
historical romance. This was more 
than Baroque drapery could have 
done. The screens with flowers in- 
clude a_ superb sixteenth-century 
Monogama period two-fold affair de- 
picting peonies. There are also 
framed paintings and Kakemono 
scrolls. $1,600-$2,500. LL. 

A. Douglas (Kennedy; to Dec. 26), 
a captain in the Air Force, has 
studied Navaho sandpainting for fif- 
teen years, has dug for, pounded and 
strained the native ore and rocks of 
the region, and is said to duplicate 
the original Indian design which he 
preserves on masonite by a special 
method devised by himself. The In- 
dian has the most delicate control 
over the fine sand sifting from an 
interstice between his calloused, 
crooked fingers into patterns of re- 
silient velvety surface—to be de- 

stroyed as soon as the ritual function 
is over. The texture of the objects 
made by Capt. Douglas however, 
signed with his own initials, is not 
pleasant, and their Indian flavor is 
frozen into a sandpaper plus candy 
quality. $65-$700. E.B. 

Chen-Chi [Grand Central; to Dec. 
4] shows new watercolors, for the 
most part cityscapes in a series rang- 
ing from dawn to night, delicate 
studies of the way people in streets 
flow together while the facades stand 
stationary above them, of cracks 
moving from the pavement into the 
sky, of stairways and landings ap- 
pearing at intervals on tenements 
partially obscured by mountainous 
mists. Though the nature pieces be- 
come professionally oriental in their 
distinctions, the city scenes bring a 
nice understatement of meaning to 

these scenes of the “downtown real- 
ists.” Prices unquoted. F.O'H. 

Jimmy Ernst [{Borgenicht] exhib- 
ited paintings that look like the work 
of the Bauhaus at Dessau, for which 
there was no such thing as painting, 
only art. In the language of an image 

of needley crystals, an ordered glitter 
of glassy metallic splinters, he ex- 
presses the weather (Zero Plus One, 
March Wind) as well as ideas of liter- 

Hans Hofmann’s Opulence: 

“‘a gospel preached from many-colored pages” 

ary criticism (Fable, Contemporary 
Ikon) and astronomy and anthropol- 
ogy. This is like the attempt of the 
Bauhaus to make art express the most 
significant aspect of the culture of 
which it is a part. If Ernst achieves 
this, it is by seeing the world as 
neither organic nor inorganic, but 

pre-organic—that is, crystalline. $150- 

$300. F.P. 

Charles Semser [Hacker] hits one 
like a sledge hammer with forceful, 

juicy color and seductive textures. 
This graduate of the Barnes Founda- 
tion and the Pennsylvania Academy 
who won a Cresson Fellowship for 
study in Paris, where he continues to 
work, uses a white paint usually used 
by construction workers for painting 
on stone. Its properties include a 
masonry-like appearance that is very 
pleasing. An intimist. Impressionist 
in his earlier work, he retains this 
quality to some extent in this second 
one man show, in the ideographs and 
symbols of birds, cannons, boats. 
moons, battle-scenes and scrawled 

faces which have the emotional direct- 
ness of a child’s drawing although no 
child could have done them. The im- 
pact is rather like that of Appel, the 
Dutch painter. But Semser’s sketch 
books, also in the gallery, revealed a 
more personal side to a most talented 
young painter. $150-$225. Lz. 

Efrem Weitzmann’s (4 Directions; 
to Dec. 31] stained glass windows, 
specially worked to gallery size for 
this exhibition, show a happy fusion 
of modern design with an ancient 
craft. The biblical subject matter, 
both Old and New Testament, often 
is subjugated to the exploitation of 
the medium. The brilliantly colored 
glass is leaded into geometric pat- 
terns—the square, the trapezoid or 
curve—from which the Pieta, Jonah 

and the Whale or The Face of Christ 
emerge with the minimum of actual 
painting on the glass surface. Work- 
ing in a basically rigid medium, the 
artist is able to bring an amazing 
amount of fluidity to his composi- 
tions; the lead binders move as free- 
ly as a heavily applied brush stroke, 
creating a searing, upward crescendo 

in Eternal Flame or a relaxed, fan- 
like interpretation of a hand in The 
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George McNeil’s Oblique Surge: 

“as of roughly calcined walls” 

Joseph Solman’s Byron Browne: 

“the sitters were well understood” 

Reviews and previews continued 

Kiss of Judas. Included also in the 

show are sketches for these and other 

windows, which are of interest be- 

cause they show the relationship of 
sketches to finished work in reverse. 
The artist’s initial designs are much 
more conservative than the final re- 
sults where the actual handling of the 
medium is a stimulus to his creative 

abilities. Prices unquoted. G.T.M. 

George McNeil [Egan] had his third 
one man show at this gallery. Taking 
off from still-life arrangements, he de- 

velops his themes quickly into bold, 
free portrayals of the formal idea as 
an abstraction. His habit of heavy im- 
pasto, as of roughly calcined walls be- 
neath the color surfaces, the ample 
swaths and long thrusts of his designs, 
and his casually combined colors, con- 
vey with each work the air of an exer- 
cise or “étude.” The modernist sensi- 

bility can only welcome McNeil’s ap- 
proach as genuine currency, but such 
a conventional world of vision—to 
this viewer—tends to wear down its 
own grooves. $175-$900. P.T. 

Joseph Solman [A.C.A.; Dec. 13- 

25], among the most thoughtful and 
poetic of American painters, is rep- 
resented by a group of portraits in 

this latest one man show. It is sup- 
posed that it is impossible to be true 
both to sitter and to the demands of 
modern paiming. But a reconcilia- 
tion between the two can be made, 

and this strong exhibition shows how. 
First, the sitters were well understood 
before the pictures were painted. In 
posing them Solman was able to find 
the characteristic stance or gesture. 
Second, figures and surroundings 
were thoroughly planned so that in 

color as well as in plastic movement, 
both foreground and _ background, 
even if conceived in volumes, are ex- 
perienced as one surface. ‘ihen the 
forms were elaborated, hair against 
face, face against or with neck, shirt 
front against necktie (as in Byron), 
padded shoulder against sleeve, and 
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the whole eventually discovered as a 
play of arabesque with a character- 

istic hard-soft black-green line nar- 
rowing and thickening in its resting 
place between them. The paint itself 
was applied to establish its own par- 
ticular rhythms complementing the 
others so that when examined under 
a magnifying ghass every inch is trans- 
formed into little glowing abstrac- 

tions, Apart from his ability to get a 
compelling likeness (to which this 

reviewer, knowing some of his sitters, 

is able to attest) and the formal and 
human aspects of his work, it is the 
haunting color varying from local to 
atmospheric and synthetic, that make 

- ome 
the show memorable. $250-$750. _L.c. 

Vincent Campanella |Rehn: to 

Dec. 18], now head of Park College’s 

art department near Kansas City, 
offers watercolors of Monhegan sub- 

jects, in this first show in New York 
since 1951. They are so close in size 

and tone, so sombre in hue, so unre- 
lievedly dark-blue and black they are 
hard to take in singly and almost im- 

possible to hang together. Only in 
Purple Depth does the white paper at 

the edge of the picture flare up and 
set hight to the darkness. But these 

mysterious, abstract appraisals of 
trees, forests, rocks and water, so 

roughly handled in rude, inchoate 
masees of dark stuff, are rewarding 
on careful examination. $250. Lit. 

Mitchell Siporin [Alan; to Dec. 4], 
since his first show six years ago, has 

won a Prix de Rome. These works 

cover the intervening period, in which 
he has moved into subtly broken col- 

or of luminescent vividness, well con- 
trolled and making complexly pat- 

terned fields. His unusual personality 
is expressed by large headed, diminu- 
tive bodied people of a sculptural, 
immobile and vertical cast, who never- 
theless are grouped in all sorts of 

occupations from opera-going to a 

barber’s trade, and from carrying 
flares in a parade to the acting profes- 

sion and shopping in a super-market. 
['wo ink drawings, among all the oils, 

reveal the artist’s susceptibility to the 
human grotesque. This is perhaps the 
source of his inspiration, which com- 
position and chiaroscuro, in the more 

“finished” works, dialectically put in 
restraint. Something elusively hieratic 
about this art prevents its remaining 
as obvious and static as at first it 
may seem. $250-$2,000. P.T. 

John Koch [Kraushaar] is a sue- 

cessful portrait painter. The show 
last month was composed for the most 
part not of portraits but of interiors 
and landscapes in which he paints the 
light as was done before Impression- 
ism in the nineteenth century. Though 
his light is the best of this pre-Im- 
pressionist treatment, it shows why 
Impressionism began. At a distance 

across the room the color vanishes, 
and what remains is tone. Close by, 
the color of cool daylight and warm 
electric light is subtle and interest- 
ing. The large paintings generally 
have somewhat less vitality than the 
small ones, for it seems that there is 
trouble with the scale in this manner 
of painting which does not carry far. 

The smallest element, the touch of 
the brush, has less brightness in the 

large paintings than in the small 

ones where physical detail gives a 
brilliance which the paint by itself 
lacks. $650-$2,500. F.P. 

Ruth Asaw [Peridot; Dec. 6-31], 
though previously seen at this gal- 
lery in group shows, is a San Fran- 
cisco artist who is accorded her first 
New York one man show. Her filigree 

sculptures, woven of brass, enameled 

copper and black and white iron and 
wire, are the kind of objets-d’art ab- 

strait that eventually may take on a 

vital spiritual life indispensable to 
the environments they inhabit. Bi- 
laterally symmetric and of rhythmic 
involuted movement (at times six feet 
tall and always suspended from the 
ceiling), they have a silent, fulfilling 

beauty that enjoins one to be as still 
as they are or to tremble when they 
tremble. Prices unquoted. P.T. 

Calvin Albert |Borgenicht; Dec. 7- 
31] exhibits charcoal drawings which 
do not seem to be for sculpture. 
though one, Galleon, may be after 
one of his favorite sculpture subjects. 

Most of them use light in a way that 
tells of disintegration, much as Ana- 
lytical Cubism does, but the disin- 
tegration is psychological rather than 
physical. The cubes which Cézanne 
found in Impressionism have gone 
back to pre-Impressionist light, to 
tone. The disintegration is not neces- 

sarily pathological, except in Fright 

(which is less fear-inspiring than 
Profile). It is the disintegration caused 
by the selectiveness of memory, fol- 

lowing its own laws, which do not 
respect the object. As it does not 
respect the physical object, at the 
same time it adds a very intricate mys- 
tery to the subject which is deepened 
and complicated by the distortions. 
$150. F.P. 

Wallace Putnam [Passedoit; to 
Dec. 11], previously not quite so 

abstract a painter, grasps simplicity 
firmly, ideographically as a pictorial 

virtue. Patient and loving observation 
of nature and animals on his farm 
has imparted to a fish an Egyptian sil- 
houette or reduced it to a comma; 
given a duck the unducklike aspect of 

a weapon that might kiil it. Clear, 
economically colored space surrounds 
the groups of images as would a cave’s 

wall or open sky. A fragile sense of 
private meditation invests these ex- 
cursions into a non-naturalistic view 
of nature: their direct strength lies 

neither in line, paint quality nor com- 
position, but in a witty, spare, informal 
sort of poetry, perhaps best communi- 
cated in the digital fantasy, Skaters. 
Prices unquoted. P.T. 

Lyman E,. Kipp, Jr. (Parsons; to 
Dec. 18] is a New Yorker who 

studied at Cranbrook. He exhibits in 

his first show small abstract sculp- 

tures of brazed steel plates and 

wires that typically make a group of 
figures, usually three. The forms are 

all diamond shapes and triangles; 
the figures are joined as if to indi- 
cate the hiearchy of affections in 
the group, one may stand alone, the 

favorite is joined by triangles to all 
the others—or rarely, they are all 
free standing. Prices unquoted. F.P. 

Three Austrian painters | DeBraux; 

Dec. 23-Jan. 15], Alfred Wickenburg, 
Peter Pallfy and Hugo Schénborn, ex- 

hibit abstract canvases showing a va- 

riety of influences from the German 
avant-garde at the early part of the 
century. Wickenburg recalls Franz 
Marc in his solidly constructed an- 
gular planes which capture animals 
or mask derivations. Pallfy creates 

Kiee-like monotype compositions in 
somber colors where fish float in the 
sky, a series of kites expand like an 

accordion, and sweeping subterra- 
nean growths encircle a_ glowering 

eye. Schénborn paints incisively with 
clear black lines, circumventing and 
compressing bright color areas into 
egg shapes. $80-$300. C.T.M. 

The December show [City Center; 
to Jan. 2], juried by I. Rice Pereira, 
Leon Kroll and Julian Levi, looks 



like the aftermath of an irreconcil- 
able conftict. The pictures that have 
finally been dragged in by the scruffs 
of their necks, are in only because 
the others stirred up too much con- 
troversy. No one tendency is ade- 
quately represented, and the worst 
represented is the Realist. Samuel 
Koch’s primitive Lewisohn Stadium, 

Walter Williams’ defiantly patterned 
Under the El, B. Boltman’s eccen- 
tric, utterly individual Selma Burke 
and her Geese, Juanita Marbrook’s 
romaatic painting, Fumi Kumetsu’s 
subtle, restrained landscape, Elspeth 
Halvorsen’s abstraction, Landscape, 
are the better works. The jurors are 
represented by one work apiece. $85- 
$650. 2. 

Ralph Dubin |Kraushaar; to Dec. 
24] shows for the fourth time. A fre- 
quent subject of these paintings is 
various aspects of work in a candy 
factory. He paints in flat lovely col- 
ors, and his adults and children have 
large heads, giving their bodies the 
proportions of a baby’s. The factory 
pictures as well as The Mother, New- 
born, Men of the Family, seem to il- 
lustrate ideas not close to his heart, 
however close to his experience. But 
Shopper, seen from behind, is soft 

and glittering, and Gym, which is 
well put together, is without affecta- 
tion. Spring is in two scales: a huge 
man coming down a path from a 
bridge under which a tiny couple are 
disappearing. Here the distortions 
add fun, instead of looking like a 
substitute for unfelt interest. $150- 
$400. F.P. 

Helen Beling’s | Heller; Dec. 7-18] 
sculptured nudes and quasi-nudes 
might be a fabulous race of human 

beings partly owing their origin to 

the praying mantis. The limbs of the 
figures are about as long and thin as 
those of the mantis, and in the case 

of the head—usually a tiny, feature- 
less knob— it is as small if not as ex- 
pressive eas the mantis’ head. Actu- 
ally, in physique, since the obtuse 
curve determines the artist’s chief 
structural line, her pieces have the 
fanciful appearance of extraordinary 
flowers. On a scale tall for plants 
while small for humanity, they stand 
or attitudinize in hothouse grace 
and a certain coddled dignity. One 
glimpses echoes of Picasso’s beach 
nudes and Henry Moore’s complacent 
genre groups, as well as of Nadel- 
man’s eurhythmic dance figures. How- 
ever cleanly accomplished, her work 
seems not to divest itself of a look of 
mannerism. Prices unquoted. P.T. 

Helen Frankenthaler [De Nagy; 
to Dec. 4] refuses to abandon her 
sensitivity to nature or any other 
force external to the act of painting. 
Although there is a vague feeling of 
landscape about many of her new pic- 
tures, she goes no further towards 
representation than her experience 
leads her—the “interests” of many 
other young painters are obviously 
digressions in the light of her expe- 
rience. On the other hand, she will 
not “make a picture” in the technical 
sense: she is the medium of her ma- 
terial, never polishing her insights 
into a rhetorical statement, but rather 
letting the truth stand forth plainly 
and of itself. The colors in these 

abstractions cover a subtle range, 
seldom approaching the primary or 
ecstatic. There is understatement in 
many, such as Plateau, where the in- 
side of the pile seems to be ex- 
pounded, or The Desert, where the 
busy area to the left is pushed and 

Stephen Etnier’s Caribbean Moon: 

“clearer and cooler than ever” 

Helen Frankenthaler’s Passport: 

“a natural violence” 

pulled imto activity by the ponder- 
ous masees (brownish white and 
grey) in the center and right, as 
a mountainside will seem to have 
composed suddenly a rocky declivity 
out of its tensions, with resultant 
eye-consuming and _ eye-narrowing 
details. In Passport she explores the 
depth of her page with a violent 
blue chasm in the middle and writ- 
ing (yellow, red and olive drab) 
coming up on both sides; and in 
a couple of the heavily painted pic- 
tures she does not hesitate to deal 
with her subject with a frankness 
approaching sordidness, for the pow- 
er of their impact is that of natural 
violence evoked in a lofty and im- 
maculate tone—the compacted sor- 
didness of one of those “unspeak- 
able” chapters in Henry James. In 
all the paintings there is an original 
use of the artistic temper, a disdain 
of appearances, and sometimes a pri- 
vate unpleasantness of tenor which 
is made beautiful by its unimpeded 
self-assertion—which is to say that 
then the artist disappears and we 
have a fact of experience. Prices un- 
quoted. F.O'H. 

Jean Fournier [Contemporary Arts] 
is a Breton showing for the first time 
in his life. He came here from India, 
where he spent the past three years. 
His large simplified paintings are 
usually in two colors, the white of 
cattle silhouetted against the green 
spaces between them, surrounded by 
black lines, or the black bodies of 
men against the blue water. The broad 
design is like textile design, that is, 
it could be larger than the canvas 
(but it could not be smaller). $250- 

$650. F.P. 

Stephen Etnier [Milch; to Dec. 4), 
who last showed two years ago, still 
paints landscapes of Maine and the 
West Indies; they are lonelier and 
clearer and cooler than ever. On the 
water a flat calm prevails, the time 
is afternoon at the end of winter or 
summer, the buoys and lobster-pots 
are beached. The moon rises over a 
wall on which two fishermen are 
waiting. An early train is coming. 
The clarity of the sky is enhanced 
by the dirty color near the horizon 
of suspended dust that has not 
blown away. The mood of his paint- 
ings is like the mood in Inness with- 
out rhetoric, or the mood in Hopper 

without despair. Prices unquoted. F.P. 

Allied Artists of America [National 
Academy of Design; to Dec. 5] are 
holding their forty-first annual ex- 
hibition of paintings, watercolors and 
sculptures. Of the 276 entries, 125 
are by non-members and the rest by 
members and associates. Although 
there are occasional surprises, the 
tenor of the show and of the awards 
is conservative. Among the paintings 
singled out by the jury for prizes 
are Cecil Larson’s Melting Snow, a 
Vermont canvas patterned with peep- 
holes of sunshine, and Thomas Yerxa’s 
descriptive Philadelphia Nostalgia. 
Also worthy of special mention are 
Arnold Hoffmann’s elongated, emaci- 
ated figures in Bewildered, which are 
seen as paper peeling from an old 
billboard, and James W. Kerr’s Coll- 
yer House, a study of neglect and 
gloom in the big city. Of the water- 
colors selected for awards, Laselle 
Ripley’s lucid representation of a 

New England town, Skating near the 
Tracks, is one of the most competent, 
and Joseph W. Arcier’s Queen Anne’s 
Lace shows another house of decay. 
Actually, if one were to single out 
any one tendency in this year’s show, 
it would be the penchant for crum- 
bling houses and mansions in a Burch- 
field vein. The sculpture selection is 
relatively small. Polar Bear, by the 
award winner Albino Carvallito, is 
bound in mass by the size of the 
marble block; Julie MacDonald’s 
wooden sculpture, Cat, is simplified 
into highly polished, smoothly flowing 
curves; and Zera Eliash’s Dreaming 
lends introspection to a female nude. 
Prices unquoted. C.T.M. 

Ethel Magafan [Ganso] studied at 
the Colorado Springs Fine Arts Cen- 
ter, and her third exhibition shows 
mountain landscapes in cool yellows 
and warm greens, with horses. But in 
every case there is a second “secret” 
picture, as it were, of animate shapes 
which have more vitality than those 
the paintings are ostensibly about. 
The dark spot projects, the green 
strip of meadow is a person. This sec- 
ond picture, which is on top of the 
first, seems completely to escape the 
artist’s awareness and control. Prices 
unquoted. F.P. 

Blanche Phillips [RoKo; Dec. 6-29] 
makes her New York debut with 
metal sculptures, mostly attenuated 
brass figures with negligible heads 
and spidery fingers, mounted on 
wooden boards in frieze-like compo- 
sitions. With file and fire, the artist 
achieves varied texture in the metal 
— sometimes mottled, sometimes 
raised as though covered with a 
white, mildewed residue. For more 
formal elements of abstraction, as in 
Cactus Growth, she arranges strips 
of brass into regularly tiered ladders. 
Another, Fighting Cocks, is less rigid 
and composed with an intuitive per- 
ception of form in motion; the effect 
of flying feathers, beating wings and 
cluiching talons is obtained without 
representing any of the features 
realistically or individually, but by 
welding brass rods into a jumble 
of movements and counterbalancing 

lines. $100-$700. C.T.M. 

Heidi Lenssen [(Kottler; Dec. 13- 
24], who has shown at this gallery 
before, paints gentle, personal pic- 
tures, sometimes with rather vague 
symbolism (figures gently clasping 
each other in soft blues, ochers and 
browns) but to greater advantage 
when the personal element oper- 
ates on an external image, such as 
the two freely-drawn dancers, the 
scrubbed, darkened and _ strangely 
over-drawn portrait of a painter, and 
the flower picture with landscape be- 
hind it. Prices unquoted. F.O'H. 

Maurice Becker [(Hartert; to Dec. 
31], who in the early part of this cen- 
tury became associated with the Ash- 
can school of painting, exhibits a 
number of remarkable drawings, never 
shown before, which the artist exe- 
cuted in 1915 and 1916 while he was 
on the staff of the then New York 
Tribune. The main bulk of these por- 
tray courtroom sketches of famous 
personages involved in the hearings 
of the Industrial Relations Commis- 
sion of 1915—sometimes known as 
the Frank Walsh hearings; J. P. 
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in Group of four 

Eugene Berman’s The Stairway in the Pink Palazzo 

“skeleton of civilization” 

Reviews and previews continued 

Morgan, Jr.; August Belmont: Mayor 

John Purroy Mitchel; Louis Brandeis 
and Samuel! Untermeyer as attorneys. 
The artistic style, like the subject 

matter, now seems dated, a piece of 

American folklore of the day-before- 
yesterday. The satirical features—the 
craggy profile, the pursed lips, the 
crooked nose, the dainty bespatted 
feet, the elegantly drooping mustache 

seem mild indeed when compared 
to some of the vicious caricaturing of 
today. Although there is no doubt 
that Becker is an able draftsman, his 
drawings, which cling to a tight 

three-dimensional style even when 
quickly put down on the drawing 
pad in the courtroom, will survive 
mostly for their historical interest. 
Prices unquoted. G.T.M. 

Group of four (B. Schaefer: Dec. 
6-24] artists—the sculptor Robert 
Cronbach and the painters Ilse Getz, 
Angelo Ipollito and Paul Williams 
makes a lively exhibition. Cronbach 
shows one suspended construction 
of celastic and aluminum, which ap- 

plies the physical principles taught 
by Buckminster Fuller: that mysteri- 
ously rigid balance of compression 
members which are collapsed tetra- 
hedrons with wires in tension, unbe- 
lievable even when you see it. Ilse 
Getz’s paintings are almost complete- 
ly white with roughness or thickness 
below the surface which becomes 

the visual end of a development. The 
picture lives because you see its 
growth. Ipollito is one of a few 

Non-Objective artists who uses bril- 

liant color as his material instead of 
something to dress the painting up 
with. Williams makes the collages 
from abstract paintings that he cuts 
into rectangles about the shape of 
piano keys and rearranges to be- 
come like meter in verse or rhythm 
in music. Prices unquoted. F.P. 

Eugene Berman (|Knoedler; Dec. 
6-24] shows an idyll of Italy. Most 

of the paintings are inspired by 
Naples and Ischia and, more spe- 
cifically, the late and _ popular 
Baroque architecture with round 
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and clover-leaf unglazed windows 

and doorways and open outside 
stairways, which have become tene- 
ments, and which resemble shells 
secreted and cast in a former period 
of grandeur. The buildings are pink 
or mustard against somber cerulean 
skies. They and the organic, bone- 

and shell-like winches and _ boats, 
even the curved laundry floating in 

the still air, are firmer than the limp 
people exhausted by centuries of 
creativeness. All trees have left the 

landscape, and the dominant vegeta- 
ble life is lichen that makes a 
patina over walls and boats, over 
statues and fragments of statues 
frozen in immortal gestures, finally 
to become a layer of mold even over 

the sky and moon, even over the 

canvas itself. And perhaps after all 
the people are not exhausted, but 

full of continuing or potential vi- 
tality that, like the lichens, inhabit 
the skeleton of civilization. $200- 

$2,500. F.P. 

Beatrice Jackson |Van Diemen 

Lilienfeld; to Dec. 4] has studied and 
traveled abroad and now lives in Ver- 
mont, Her lands« apes are competent 

if not always spontaneous. The best 

observed is a panorama where sun- 
light on a blustery day behind driven 

clouds throws strong shadows of chim- 
ney tops over the roofs of Manhattan. 
There is a Paris canal in soft grey 

light and a Mexican village baking 
under a hot sky. Among the Ver- 
mont scenes, Arlington, with a spring 

stream tumbling downhill in the fore- 

ground and a wooded knoll with the 
subtle color gradations of new foliage 
among the hills in the distance, is 
skilfully done in a gentle vein. Prices 

unquoted. E.B. 

Earl Pierce (James; to Dec. 19] 
and a group of other young painters 
(James; Dec. 21-Jan. 9], who have 
all until lately studied with Hans 
Hofmann, bring to mind that if sub- 
ject matter has been used up, “shape 
matter” and paint quality might 
some day be drained of meaning 
too. The struggles with the proper- 

Ange lo Ippolite’s Vv mintar } illage 

ties of paint, the handling of ten- 
sions within the bounds of the four 

sides of the canvas, are engrossing 

problems in the studio. In the gal- 
lery, however, the sincerity of this 
struggle is not enough. In the group 
show, the abstractions of Henry, Lit 
tler, Most, Gahagan and Freed, some 

with vestiges of still-life, others with 
circumscribed or loose squares of 

rougher shapes, vary in their ex- 
pression, but all take a_ positive 
stance toward the challenge of the 

canvas. Some months ago, Earl Pierce 
painted brittle, pure rectangles in 
primary colors, almost but never 
touching. Gradually he came to a 
looser handling of similar shapes un- 
til they sometimes do not mind over- 
lapping; the most recent composition 

even contains a circle. As the palette 
knife is used less, the feeling grows 

larger; the blacks and sooty whites 
of the latest canvases make them 
look straight and confident. $100- 
$500. E.B. 

Helene Taterka | Crespi; Dec. 6-18} 
shows jewelry to be worn or hung 

framed on the wall. If the purpose of 
jewelry is to call attention by catch- 

ing the light, then her small porcelain 
or enameled copper tiles and plaques 
that are hung up are as much jewelry 

as the necklaces and pendants of 
enamel ware; one catches the light 

on a woman, the other in a csrner of 
the room. There is no repetition in 
any of her things, which can roughly 

A bstract-Surrealist. 
They also look like colored illustra- 
tions to tales in the Aubrey Beards- 
ley-Jugendstil tradition. $8-$65. F-.P. 

be classed as 

4. M. Guerin |Gallery 75; to Dec. 

31], frequently exhibited abroad, is 

of the Paris School of Modern Primi- 

tives and is introduced here to this 

country. Individually convinced that 
primitives are never “primitive” in 
the historical sense but simply a per- 
ennial school of vision, he has joined 

Vivin and others in emulating a sort 
of Utrillo’s-eye view of Paris streets 

and old buildings. At the same time, 
Guérin and his colleagues have more 

of a “self-taught” look than Utrillo. 

Not that this is to their discredit. 

Views of famous Parisian landmarks, 
such as cathedrals and bridges, are 
sometimes attractively personal in 

Guérin’s oils (painted on masonite), 
and as usual one can perceive in the 

typical patterns of the modern primi- 
tive. sensitive shadows of those severe 

abstract plans that Cubism brought 
with it. In substance, with their me- 
ticulous detail and genre atmospheres, 
these naive-sophisticated works have 
their own cachet. $300-$1,000. nt. 

Dorothy Paris | Barzansky; Dec. 13- 

27). painter of long experience and 
recipient of several awards, has been 
viven Paris shows. Without brilliant 
qualities, she has—like better-known 

artists authentically assimilated the 

Cubist heritage and employs it for 

abstractly simplified versions of Lat- 
in village and Mexican idol, church 

interior and peasant portrait; all very 
warm, with well-handled contrasts of 
color and density. Her pictures usu- 
ally hang together and stay in place; 
a minimum esthetic requirement, by 

all means, but never to be underesti 
mated, Prices unquoted, PF. 

Hugh Weiss (Hacker; to Dee. 31) 

appears to have a Cox-and-Box re- 
lationship, at least in his work, with 
Charles Semser, also reviewed in this 
issue. The friends studied at the 
same places, are winners of the Cres- 

son Scholarship, live in Paris and 
both have shown before at this 

gallery. Weiss’s color has less éclat 

than Semser’s, and the pictures are 

less gay. Instead of Semser’s School 

of Paris iconography, Weiss appears 
to be making a direct, awkward ex- 

pression of something brutal and 
furious. They are less pleasing at 
the moment. But they appear to have 
in them seeds that will eventually 
sprout and produce a very different 

kind of plant than that of his friend. 
$50-$300. Lt 

fra Klausner |Perdalmal, young 
New York abstractionist, has aban- 

doned the more or less unmodu- 
lated crystalline planes of his first 
one man show for a manner which 
suggested an Impressionism of ab 

straction. Self-contained, withdrawn, 
these embroidered rectangles in 
autumnal greens, browns, purples 

and oranges were like sections of 

landscape in which natural forms 
are not clearly recognizable (for ex- 
ample, a mass of leaves, or a section 

of distant woodland), and yet one 
was aware of the nature of the 
things that were before one. Some 
of the untitled works seemed to 
refer to such landscapes, others to 
under-water life, still others to the 
insides of churches with light fall- 
ing through a rose window. He has 
achieved these mysterious, agreeable 

and personal statements by working 
his textures wet-in-wet and by care- 
fully adjusting his forms and com- 

partments. $150-$400. Lt. 

Beverly Pepper | Barone; to Dec. 4) 
opens a brand new gallery with her 
first one man show in New York of 
paintings executed in Italy where this 
young New Yorker has spent several 
years. Her particular brand of Ro- 
mantic Realism shading into Expres- 
sionist distortion is related to the 
work of some of the younger French 



painters in its mood of compassion. 
But her manner, her way of placing 
the black forms of her figures in 
much lighter settings of bare walls or 
expanses of pavement is an_inter- 
esting blend of both European and 
American attitudes. Most of these 
stylized figures of working people in 
the act of mending nets, washing 

floors or selling vegetables are pre- 
sented from above as though from 

a window. A few of the earlier and 
possibly more stylized works were 
done from sketches originating from 
a stay in Virginia. $150-$600. Lt, 

Richard Stankiewicz | Hansa; Dec. 
20-Jan. 15] continues to use rusty 
pieces of junk to make his sculpture. 
It is to be expected that sculpture 
should use rubbish materials—what 
could be more humble than mud? 
Stankiewicz uses the mud of this 
civilization. Like an avant-garde 
writer using the mud of speech 
those broken inexpensive phrases 

that result from the erosion of lan- 
guage—to create new and unex- 
pected meanings, so he takes apart 
old refrigerators and wrecks of cars, 
broken beds and stoves, using the 
irreducible pieces from which mean- 
ing has disappeared; but because 
they once had meaning they have re- 
tained a mystery and an emotion 
that their inventors would not have 
thought of. A Young Lady is put to- 
gether from the filler plate for the 
back fender of a car and two ex- 
haust pipes, with bends originally 
used as the shortest path around the 
gears and transmission but here used 
to express elegance. A Family Group 
seems to be assembled from pipes and 
bathroom plumbing. Some other ex- 
hibits suggest people, and there are 

animated assemblies of pieces of 
housings, springs, hooks, gears and 
ornamental castings. The rust and 
zine oxide from the combustion of 
the zinc coating of a piece of gal- 
vanized iron under the welding torch 
mean the erosion of life. There is 

one rusty abstraction made of weld- 
ing rods, cylinders and bars, that 
can be viewed from any angle. Stan- 
kiewicz is not the only sculptor to 
use old iron, nor even the only one 
to use it with wit, but he is the one 
who makes objects that touch one’s 
emotions most deeply. He is more 
than clever, he creates on several 
levels of significance. Prices un- 
quoted. F.P. 

Isamu Noguchi [Stable; to Jan. 8] 
shows ceramics made in Japan dur- 

ing the summer and fall of 1952, 
along with sculpture that has been 
seen before—stone and wood carv- 
ings made in this country. This 
makes it possible by comparison to 

assess the growing Japanese influence 
on his work, which to this reviewer 
looks like a happy one. For one 
thing, working directly as he did 
(except for some hanging wall sculp- 
ture of grey cast-iron), and working 
with Japanese clays in the regions 
where they are found, the vases, 
plates or figures have the sponta- 

neous and improvisational character 
of sketches; he has had to work fast 
and second thoughts were ruled out. 
For another thing, he seems to have 
gotten away from the Western artist's 

concern about the place in the world 
of what he makes. His objects are 
his surroundings quite literally. 

There is no nonsense about use of 
objects because apparently in Japan 

art does not exist apart from life, 
but is a form, a ceremony of daily 
existence. He says of things that 
could be considered flat dishes, 
“sculpture may lie down.” The vases 
do not have to have water in them, 
they do not have to contain grasses 
or flowers. There are frogs and cen- 
tipedes and Japanese figures ex- 
pressed in the terms required by the 
language of curved sheets of clay, 
that have an ease, grace and appre- 
ciation and respect for the earth, for 
the mineral as well as animal and 
human world that this reviewer has 
not seen in modern Western ceramic 

art, including Picasso. All the care- 
ful calculation that was needed in 
his stone carving has turned into 
something that, because it includes 

and admits and loves actuality in- 
stead of an ideal, has an elegance 
that is of the sort that is looked for 
in what passes for perfection. The 
price range of the ceramics only, is 
$50-$1,000. F.P. 

Harry Mathes [Jorgen], who has 
had three one man shows in recent 
years, broke the ice for a new gallery 
with his fourth. Originally a conser- 
vative painter, who was also influ- 
enced by Synthetic Cubism, Mathes 
was unable, for business reasons, to 
paint at all for twenty years; his re- 
turn marks a break with the past. 
Areas of tan, brown and pale colors 
commonly associated with pottery 
loosely underly other elements and 
accents of drawing. The latter is 
roughly indicated with a fluent, black 
calligraphy as well as by scratching. 
Except for Antique Nude and a small 
collage of colored paper, these modest 
works communicate an anonymous 
anxiety and suffer from too many 
small, confusing forms. $50-$350. L.c. 

Wu Tsai-Yen [Amity House; to 
Dec. 8], applies pigments—ground 
and mixed with water by his wife— 
with the index finger of his right hand, 
which is insured for $10,000 by Lloyd’s 
of London. In this method, called Tse 

Hua, the fingertip, the nail, the ball 
of the hand, are supposed to be under 
more rigid control than the brush. 
The resulting scrolls, of Pekingese 
under cherry blossoms, of roost- 
ers, chrysanthemums and bamboo, 
look a bit rougher at close range than 
the traditional Chinese brush paint- 
ing on such themes. $50-$3,000. _ E.B. 

Four painters | Morris; Dec. 16-30), 
Paul Hollister, Don Bloom, Sylvia 
Newborn and Bret Morse exhibit their 
variously near-abstract canvases. Hol- 
lister’s black-on-white or blue-on- 

white studies of church exteriors and 
interiors collapse inward like papier- 
maché; Bloom, the best contributor 
to the show, sees bold, striking pat- 

terns in Greenwich Village meat and 
vegetable markets or at a peanut stand, 
described with carefully controlled 
color; Newborn paints Mexican flow- 
ers, fields and forests with too much 

pigment and too little variation in de- 

sign; and Morse obliterates boxers, 
interiors and city streets in a fog of 
pale impasto. $60-$250. G.T.M. 

Alfred Chadbourn [Grand Central 
Moderns; Dec. 11-31] has found re- 

markably sure footing amidst Braque, 
the Post-Impressionist heritage (he 

inclines to lozenged color-units in 
checkerboard grouping), and an im- 
pulse to conceive a typewriter as an 
Expressionist object. He is a Turkish- 
American who resumed study in Paris 
after serving as a soldier in the 
last war. Now teaching in Westport, 
Conn., he favors still-lifes, slices of 

Parisian interiors and the summer 
outdoors, cleverly catching a beach 

scene through an abstract mode and 
bland, sotto voce tones that, run- 
ning neatly throughout the palette, 
seem saturated with the shade to be 
found under umbrellas pitched in 
glaring sand, $75-$800. P.T. 

Saul Borisov’s [RoKo; Dec. 6-29] 
tapestries are not only designed and 
woven by the artist, but he also dyes 
the wool to fit his brightly hued de- 
signs. The New York painter-turned- 
weaver now lives in Mexico and un- 
derstandably some of his patterns 
include the standard Indian triangu 
lar shapes, but his most successful 
compositions consist of gay curvi- 

linear figures—three nudes playing 
recorders, Adam and Eve, or a circus 
scene for a child’s room—transferred 
from the drawing board to the loom 
without any loss of spontaneity. The 
thick, coarsely textured wool re- 
tains a rich color which the artist 
occasionally alternates with the flat- 
ter shades found in cotton or nylon 
thread, thus giving the surface a 
depth and textural variation uncom- 
mon in tapestry. $30-$300. C.T.M. 

Chi Kwan Chen [Weyhe: to Dec. 
18], a former native of Peiping and 
at present a teacher of architectural 
design at M.I.T., has a second exhi- 
bition of wash drawings and water- 
colors. As in his show two years ago, 
the artist uses Chinese traditional 
technique the scroll composition, the 

vocabulary of finely tapered brush 
stroke—as a frame of reference from 
which he branches out into the West- 
ern abstractionist’s vocabulary. In 
Boats Floating in the Window he uses 

two perspective vantage points simul- 
taneously; in Sun-tan the flat, full 

brush stroke defines a strictly West- 
ern concept of the female nude, and in 
Tiger and Mother and Child, revert- 

ting to the economy of Chinese callig- 
raphy, he expresses, nevertheless, a 
symbolism more understandable to 
the West. Prices unquoted. — G.T.M. 

Jane Wasey’s [Contemporaries] 
wooden sculptures consist mostly of 
amusing weather vanes, brightly col- 
ored and carved into a curvaceous 
mermaid, a plump angel, a fish or 
an antique musket, which are sup- 
posed to be as much at home indoors 
as on the roof top. $25-$800. ¢.T.M. 

Conrad Wienk (Friedman; to Dec. 
31], art director of Pageant Maga- 

zine, offers small tempera paintings 
and a few oils in his first one man 
show. An irregular network of black 
ink lines, representing matchstick 
figures of dancing girls, children 

jumping rope or a pixy running across 

a beach, holds the variedly textured 
surface in place with pleasing re- 
sults. Prices unquoted. C.T.M. 

Peter Heinemann [RoKo; to Dec. 
31], twenty-three-year-old Californian 
now living in New York, has his first 
one man show with canvases in 
which he struggles to evolve a style 

Isamu Noguchi’s Apartment, terra cotta, 

37 inches high [below] and Richard Stan- 

kiewicz’ Seated Lady, steel, 4 feet high. 
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of his own. He has looked at paint- 
ings by Matisse, and attempts the 
flat, decorative approach to subject 
matter, but with subdued colors. 
His New York street scenes show 
more clarity of statement with a 
slightly self-conscious eye on the 
tectonic. It is in his portraits, par- 
ticularly those of his wife, Gisella, 
that he demonstrates the most prom- 
ise. Understating and often decom- 
posing everything but the face, he 

creates a mood of repose in the play 
of light and shadow across brow or 
cheek bone. $75-$450. G.T.M. 

Tillie Landy [Coeval; to Dec. 11] 
is a self-taught lady who neither 
indulges in the cuteness nor the 
starkness of the primitive but speaks 
directly to you in her idiomatic 
homespun poetry. First Seder is a 
glimpse into Jewish family life, into 
a candlelit room full of rosy people, 
varnished furniture, plush carpets, 

with a door open to the spic-and- 
span kitchen. In a watercolor of 

the family Chevrolet in the Moon- 

light, the car is fortunately subdued 
under the fruit trees basking in the 
summer night. Several landscapes of 
the Catskills are well ordered and, 
though private, Mrs. Landy invites 
you to trespass. The Manhattan 
skyscrapers look like toys of col- 
ored paper, and seem easier to live 
with than they are in reality. Prices 

unquoted. E.B. 

Peter Takal [Artists; to Dec. 24] 
shows drawings and watercolors of 

figures, landscapes and abstract in- 
vestigations which end up more or 
less as landscapes (even if by double- 
meaning). Without ignoring Sur- 
realism, the line in the ink draw- 
ings finds the space keenly and with 
unusual comments on scale, the ten- 
dril of a vine becoming a feeler into 
the void, probing the surface of its 
white depth with not so much fear- 
ful as prudent hesitancy—the more 
realistic flowers and city rooftops gain 
a special quality thereby, whereas 
the more “pure” are lacking in am- 
biguity. The watercolors are more 

harshly angular and authoritative 
but lack in color by comparison with 
the drawings, oddly enough, though 
their planes lead the light on and 
off the forms in knowing fashion. 
Prices unquoted. F.O'H. 

Three young Americans |[Kor- 
man; Dec. 13-31] all had their first 

one man shows at this gallery last 
year. For some reason, modesty of in- 
tention among them—at least here 

and now—has succeeded somewhat 
too emphatically. At the same time, 

none is without interest. In Vincent 
Longo’s ink drawings, closely paral- 
lel, delicate or virile, strokes enunci- 
ate in astronomic spirals of light those 
cosmic commotions that can be trans- 

lated into our interior moods of feel- 
ing and intellect. Lester Johnson's 
Yellow Tree is the most capably han- 
dled of his watercolor studies of Prov- 
incetown painted last summer; his 
Impressionism, on the whole, is so 

casual of form as to verge on the limp. 
Pat Adams’ abstract chains of move- 
ment, occupying small areas in quasi- 
Pointilliste (outsize) dabs of varicol- 
ored oil paint, concentrate and dif- 
fuse in rhythmic interpretation of 
natural moods and festive or dolorous 
occasion (Holiday and Damnation). 

$20-$75. P.T. 

Sabina Teichman [Salpeter], here 
in her fourth one man _ exhibition, 
continued to show wistful, emotional 
people in thickly applied paint, but 
in a higher key of color than here- 
tofore. Grey backgrounds and som- 
ber tones have now developed into 
predominantly blue perspectives and 
warm, bright foreground patterns. 

In a few canvases and a drawing new 
tendencies toward abstraction are 
apparent, especially in the two land- 
scapes without figures. Prices un- 
quoted. B.C, 

César Martinez Serra |Crespi| is 
a Uruguayan painter who has designed 
for the stage in Montevideo, and 
has been living for the past two years 
in Connecticut. He exhibited land- 
scapes of Connecticut and still-lifes. 
All his work has a tender fresh 
touch, and the color expresses a gentle 
delight in fruit, flowers, leaves and 

snow. He conveys light without using 
shadows. There is an innocence to his 
paintings which is not the same thing 
as naiveté, but is probably the happi- 
ness of maturity. $250-$500. F.P. 

Sidnee Livingston |Wellons; Dec. 
13-31] Chicago-born artist who has 
shown several times in New York, 
offers monotypes of figures, still- 
lifes and children. This technique 
of painting and drawing on glass, 
then transferring the whole thing by 
pressure, before the color dries, to 
paper, permits her many freedoms. 

She handles these unpretentious, 
modest works with sensitivity and 
aplomb. $40-$100. bie. 

Tom Hardy |Kraushaar; to Dec. 4] 
lives and works in Oregon, and shows 

Vincent Longo’s Stirring, pen and ink, 

in Three young Americans 
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here for the first time. His sculp- 

tured animals are, most of them, made 

of welded sheet steel. The sheets of 

metal are to the three-dimensional fig- 
ures what the line is to a two-dimen- 

sional drawing: the volume is defined 

by a series of surfaces. He also uses 
silver, copper and bronze, and an 
Otter is carved from bone. Within the 

conventions of his materials his work 
is strictly realistic and determined by 

natural fact. $60-$1,000. F.P. 

George Russin [Little Studio], 
whose father is the portrait painter, 

Herbert Russin, had his third one 
man show of clowns, musicians and 
scenes of Haiti. His semi-abstract 

manner is rooted in realism. A shat- 
tering of the surface into many smal] 
planes does not disturb the essen 

tial contours. In a few of the later 
works, notably Trumpet Blues, he has 
worked out a more personal means of 
expression, and the planes are re- 
placed by dabs of color to give a flick- 

ering, vibrant quality. $65-$175. —_L.c. 

Stanley Boxer [Perdalma; to Dec. 
10], who studied at the Art Students 

League and was, for a time, much 
taken with English Romantic paint- 
ing, has his first one man show. He 
begins with formal, idealized figure 
compositions and, having established 
his drawing, proceeds to confect an 
elaborate, and at times beautiful, em 
broidery. He drenches the surface 

with textures like the insides of fox- 

gloves or sweet-peas or gashes it into 
rivulets of madder. Eventually the 

figures are almost swallowed and sur- 

vive only as attenuated reminders. 

Among the thirty-three works in all 

shapes and sizes—they include tondos, 
diamonds and vertical panels—are a 
number with real distinction in color. 
$150-$1,000. i. 

Karel Appel [Jackson; Dec. 7-31] 
is a well-known young Dutch artist 

who is introduced to the New York 

public in a show of gouaches and 
oils. His paintings are like children’s 
paintings, although, unlike a child, 
he thinks of the whole paper or 

canvas as much as of the subject. 

They are like Dubuffet without bit- 
terness, and with happy color. Gro- 
tesques, like Dubuffet even in color, 

expresses Hallowe'en instead of con- 
tempt. Small Dogs is a tender and 
humorous caricature. The subjects 

are frequently crude, large-headed, 
toothed birds, a symbolic monster 
feared by a little boy. The gouaches 
are mostly better than the oils, 

which for all of their red, yellow 

and green boldness have a certain 
care and uncertainty—except Per- 
son in a Tempest, (who looks like 

the owl in Pogo) painted with a 
sweeping spatula. $75-$975. F.P. 

Sylvette Engel |Wellons; to Dec. 
11} lives in Rockville Center and 
offers, in her debut, a group of real 

istic paintings of New York. Pier 68, 
showing the ill-fated Normandie 

lying on her side, appears naive and 

fumbling next to the more recent 

works of which Broadway and |} 

Station are the best. She adopts 

vantage points which a more expe- 
rienced painter of this genre might 

have avoided—for example, a frontal 
view of tenement houses. But she 

has made them credible as pictures. 
Prices unquoted. Lez. 

Ruth Gikow [{Ganso] in her fifth 
exhibition celebrates, in her own 
words, the beauty and wistfulness of 

adolescence. The girls, sometimes 

hard-boiled, are more observed than 
the boys, who, somewhat sentimentally 
wistful, seem to represent some ideal 
that is not present to the outer eye. 
Her style comes distantly from Cu- 
bism, which is used to enhance the 
specific appearances of things. Het 
color is neon, gay and sometimes 

sparkling, especially in Wedding on 
St. Mark’s Place. The Cubist aspect 
works very well in Tea and Traffic, 

in which the depths are ambigu 
ous, dominated by the gold letters. 

Prices unquoted. F.P. 

Wolfgang Roth [Galerie Moderne: 
Dec. 16-Jan. 15] was born in Berlin 
and his drawings, gouaches and col 
lages technically are somewhat in 
fluenced by the early George Grosz. 

But there is no social criticism here, 
rather the slightly acid humor of 
that small intimate stage, the caba 

ret. A nostalgia for the circus mani- 
fests itself in the many clowns, one 

cavorting on stilts, another enter- 

taining you with his deadpan ex- 

pression. The color between the thin 

strong lines is gay and agreeable. 

Prices unquoted. E.B. 

Other shows noted this month: 

Whitford Carter [Eggleston: to 
Dec. 4] shows watercolors of West 

Indian seascapes, Negroes dancing 

under palms, and scenes in Maine 
[$25-$200] gE. B.... Jane Freeman 

[Barzansky; to Dec. 11] shows por- 
traits in an academic vein for her 
first one-man exhibition [$500-$1,500] 

Karel Appel’s Fantastic Animal: 

“like children’s paintings” 
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19th century England produced such 

original and magnificent buildings 
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THE WORLD’S FINEST 

ARTISTS’ COLORS 

ARE SUPERIOR IN 

PERMANENCY —COLOR INTENSITY—CLARITY OF 

HUE—AND CHEMICAL PURITY TO COLORS THAT 

CONFORM TO FIXED COMMERCIAL STANDARDS 

AND SPECIFICATIONS. 

For name of nearest dealer, write: 

SHIVA 
CREATOR COMPOUNDER 

of colors for the most critical artist 

433 WEST GOETHE STREET, CHICAGO 10, ILLINOIS 

DEVOE’S 7ec OILS 
OFFER THE ULTIMATE IN QUALITY 

The World's Most ad- 
vanced Artists’ oil colors 
—formulated by Amer- 
ica's oldest and largest 
maker of artists’ materials 
bring you matchless per- 
manence, consistency, 
workability, brilliance, 
purity and texture. 

Tube Sizes 
Yee 

Va" x4" 
Read the Complete Story on 
the Reverse of Every Tube 

* Ask your dealer for these finest quality artists’ oil colors at 
prices you would expect to pay for just ordinary colors. 

Hew DEVOE on corors 
ONE QUALITY - THE FINEST 

DEVOE & RAYNOLDS CO., INC., LOUISVILLE, KY. 

PAs. 6445 Amy Mendelsohn’s [ Mat- 
rix; to Dec. 11] non-objective paint- 
ings are experiments with brush 
stroke; areas of green, red and yel- 

low move amorphously in centrifugal 
directions [prices unquoted] 6.T.M. 

Vincent La Gambina [Grand 
Central; Dec. 7-18] exhibits new 

paintings, flower pictures, portraits 
and rural and urban scenes, fresh 
in color and traditional in approach 
[ prices unquoted] F.o'H.... Thomas 
Blagden [Milch: Dec. 6-24], who 

teaches art at the Lakeville (Conn.) 
School, exhibits oils and watercolor 

landscapes in a manner of Marin 
and John Whorf [prices unquoted] 

F.pP. . . . Cathe Wallendahl [Van 
Diemen-Lilienfeld; to Dec. 4] was 
born in Norway and now lives in 
Virginia. Apart from several pieces 
of garden sculpture her work con- 
sists chiefly of portrait busts of fa- 
mous personages [prices unquoted] 
E.B.... Four murals (Grand Cen- 
tral Moderns] include Byron Browne's 

Armageddon, Howard Cook’s Man’s 

Responsibility to Man for the Mayo 
Clinic, Fred Conway’s Man and His 
Home, also for the Mayo Clinic, 
and Seong Moy’s Undermarine Life, 
a private commission [prices un- 

London continued from page 38 

the ban on narratives pronounced by 
the formalists. But now, with our 
eyes sharpened by historians, who 

are finally working seriously on Eng- 
lish art, we can see his greatness. 

The City Art Gallery, Manchester, 

organized an exhibition of Hogarth 
which showed his powers as engraver 

and painter. The engravings included 

4 Harlot’s Progress and A Rake’s 
Progress in which Hogarth achieved 

a synthesis between two alien bodies 
of experience. He was learned in the 
Grand Manner and he had a journal- 

istic flair for the topical. He recon- 
ciled the complex style of the Baroque 
with popular modern subjects. This 
brought dynamic realism to hitherto 

schematic popular art and gave the 
vocabulary of the Baroque what it 
most needed—something important 

to say. As a portraitist Hogarth was 
capable of a range that included Ro- 
coco conversation pieces in the early 
1730s, massive individual likenesses in 
the early '40s, and studies in pre- 
Romantic psychology in the late 50s. 

No picnic 

At the Victoria and Albert Museum 
is an exhibition to persuade London- 
ers that the Rococo is a great style 
and not only a matter of flirtations at 

picnics. “Rococo Art from Bavaria,” 
sponsored by the Bavarian State, 
though it is limited to portable ob- 
jects, represents the sensuality and 
elation of South German eighteenth- 

century art as never before in Eng- 

land, There is a selection of vivacious 

sketches for decorative paintings, but 
it is the sculpture which is engross- 
ing. Though the sculptor’s manipu- 

lation of light is lost in the gaunt 
Victorian gallery, the inherent vi- 
tality of Rococo form, with its refer- 
ences to shells, roots and foliage, can- 

not be robbed of life. Franz Ignaz 
Giinther (1722-1775) steals the show 
with thirty pieces, mostly of poly- 
chromed limewood. There are such 
major works as the rapturous St. 
Kunigunde, the somber late Pieta and 

quoted] p.T.... | Mary Coles [(Cres- 
pi; to Dec. 3] shows landscapes and 

still-lifes in a mixed pastel and ink 
medium [$100-$250] F.p. .. . Jane 
Peterson [Barbizon] showed oils 
and watercolors of hollyhocks, peli- 
cans and a garden party [$40-$450] 
E.B. .. . Elsie Kaye’s [Serigraph] 
pen and watercolor sketches describe 
the Italian scene—canals, a meadow 
and the quicksilver of a_ lagoon 
[prices unquoted] G.t.m. ... Wil- 
liam Sirosahl [Grand Central; 
Dec. 8-19] shows academic and pic 
turesque watercolors {$125-$300] 

F.O.H. . . . Louis Hill [Hansen; 
to Dec. 31] started to paint as a Ma- 

rine in the South Pacific and shows 
palette knife landscapes of New 
Hampshire [$110-$290]  F.pP. 
Pang Tseng Ying (Argent; to Dec. 
24], a former lecturer on painting 
at the Peiping Academy of Art, now 
living in Formosa, makes his N. Y. 
debut with unoriental oil paintings 
on paper [$50-$200] c¢.1.m. ... Olive 

Bohannon [Kottler; Dec. 13-24] 
describes landscapes and _ flowers 
with knife and brush to emphasize 
the rich paint texture [prices un- 
quoted ] F.O'H. 

| Continued on page 70] 

the St. Peter Damian—which intro 

duces strong psychological statement 

into the ecstatic, graceful and grace- 
endowed religious Rococo. 

Rigidified light 

I'chelitchew seems to belong very 
much to New York these days, but a 

show of his new paintings at the 
Hanover Gallery recalled the years 
before the war when he had many 
links with England. Edward James 

and the Sitwells were among those 
who collected his work, and Dame 

Edith Sitwell opened this new show. 
From her notebooks she produced a 
typical piece of curious learning: 
I'chelitchew’s work reminded her of 
words by an eighteenth-century Swiss 
philosopher and_ scientist, Lorenz 
Oken, who said, “matter is rigidified 
light.” This evokes the quality of the 
1954 Tchelitchews, with their intri- 
cate crystalline forms defined by hard 

glowing lines which are like, to quote 
Dame Edith again, “the secret rays 

of the universe.” 
The theme common to the paint 

ings is fruit, but fruit opening out 

into luminous and arbitrary systems. 
They are, as Parker Tyler observed 

of one of Tchelitchew’s anatomies, 

reversible, showing in- and outside 
This continual interplay of expanding 
surface and revealed interior gives 
a kind of transparency-universality 

equation. At one moment the crystal 

lines are like a diagram of Gothic 
vaulting, at another moment they are 

like Baroque penmanship—with ra 
dioactive paint. The encasing of fruit 
in ambiguous charts of ideal propor 

tion gives a typical Tchelitchewian 

paradox of schematic fertility. 

Spectacle 

The other exhibition from the Edin- 
burgh Festival was a large show of 

works and documents connected with 

Diaghilev. It was theatrically dis- 
played in a suite of colored rooms, 

reached by fancy staircases, punctu- 
ated by street scenes and murals, in 
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an Edwardian mansion near Hyde 
Park Corner. It consisted mainly of 
drawings for ballets. The organizer, 

Richard Buckle, located and borrowed 
item after item which had somehow 
survived the hazards of working draw- 
ings. More than four hundred draw- 
ings gave a continuous picture of the 
style of the productions from 1909 
for the next twenty years and almost 
all the ballets are represented. 

Diaghilev’s taste is fascinatingly 
displayed. The series begins with al- 
ternative nostalgic Rococo or exotic- 

ism (Le Pavillon d’Armide and Shé- 
hérazade respectively). The Russian 
folk elements are strong, of course, 
in designs by Bakst and Benois and 
also in Natalie Gontcharova, who in- 
troduced modernist geometry (ap- 
plied Blaue Reiter) in her 1915 proj- 
ect for Spanish Rhapsody. Her later 

Exhibitions for Christmas 

25 and $150. Or, enamels by Dor- 

othy Sturm and brasses by Pousette- 
Dart are on display, between $25 
and $100. 
RoKo’s low price is only $5: draw- 
ings, watercolors and prints by Dor- 
othy Block, Ann Freilich, Walter 
Williams and others range between 

this and $50. 
St. Etienne has unearthed a few 

color lithograph postcards which Ko- 
koschka made in 1908. Eight differ- 

ent subjects, some in only a few 
copies, turned up in Vienna last 
summer. They are offered, specially 
matted for Christmas, at $5. 
Salpeter’s December potpourri in- 
cludes ceramic plates by Irving Leh- 
man ($20), Daumier prints ($5), 

watercolors and gouaches by Kallem, 
Kaplan and others (from $45), 
drawings, monotypes and oils with 
a top price of $500. 

Schatzki again opens his cupboards 

for a lavish Christmas bazaar of 
prints, paintings and mss. pages. 

Daumier prints, hundreds of them, 

are only 75 cents. Fifteenth-century 
hand-colored woodcuts from incuna- 
bula are $3.50 to $10. Original wa- 
tercolors on vellum from the library 

of Josephine are $10 to $30. Old 
prints are as low as 10 cents; old 

drawings, $1.; and a mountain of 

old-fashioned Christmas cards, three 

to 15 cents. 

Segy’s exotic Christmas tends to 

amulets, magical statues, ritual masks 
and cups, and Ashanti gold weights 

all from African tribes. Prices 

range from $10 to $100. 

Serigraph balances its usual show- 
ing of contemporary American and 

European works in this medium with 
watercolors, drawings and _ prints 
from under $75 to $500. It also offers 

Japanese woodblock prints from $15 
to $1,200. Jewelry, textiles, ceramics 

ind miscellaneous — stocking-fillers 
range from $2.50 to $250. 

Gallery Seventy-five presents a trio 
of artists: De Hirsh Margules, Char- 
lotte Howard and Hansegger. Miss 
Howard’s prints range from $15 to 

$30. Paintings range between $300 

works, on the contrary, are quiet and 
reticent. The development from lush- 
ness to simplicity leads to Picasso’s 
Tricorne, 1918, with its pleasant pseu- 
do-Classicism of décor which was 
continued by Derain, Survage and 
Laurencin. Even Romeo and Juliet by 
Ernst and Miro has a certain dry 
spareness about it. Finally, Chirico’s 
Ball and Tchelitchew’s metaphysical 
drawings for Ode complete the series, 
the latter belonging more to the future 
than to Diaghilev’s personal style. 
The biggest exception to this evolu- 
tionary line is Bakst’s Sleeping Prin- 
cess, 1921, which balletomanes treas- 

ure but which seems stylistically a 

labored and stale Rococo revival. 
Apart from their theatrical interests, 
these drawings, taken together, con- 
stitute one of the finest exhibitions of 
modern drawings ever seen in London. 

continued from page 13 

and $1,000. 

Sculpture Center’s copper, bronze, 
steel or stone constructions might 
not leave room for a pine tree by the 

fireplace, but a small piece is only 
$75. Ilse Erythropel, De Spirito, 
William White, Nickford and Bras- 
toff are some of the names here and 
their top price is $2,000. 
Sculptor’s Gallery asked sculptors 
for drawings, and here they are at 
$35 to $200, by Otto Hitzberger, 
Krebs, Behl, Facci as well as Archi- 
penko and Marini. They are small, 
more or less realist. 
Weyhe’s second-floor gallery holds 
a hoard of prints, from $5 to over 
$45. Low price, for Chinese wood- 
cuts from the Mustard Seed Garden; 
high, for Matisse lithographs. Goya, 
Frasconi, Derain and Rouault are 
represented too. 
Wittenborn’s tiny print gallery has 
Japanese posters, bright and arrest- 
ing, at $2 to $15. The main shop 
underlines its portfolio of Masson 
drawings ($6), a portfolio of Honeg- 
ger lithographs ($15) and a Matisse 
poster, made shortly before his death 

($4.50). 
Contemporaries suitably selects 
prints by Sisters from the Inmacu- 
late Heart College in Los Angeles— 
all on religious themes influenced 

by medieval woodcuts, these range 
from $5 to $50. 
Parma takes this occasion to intro- 
duce new artists: young abstraction- 
ists all, Sanford Greenberg, Neal 
Scully, Alexis Lumin and others 

price their works $125 to $600. 
Matrix’ members have made new 
paintings and prints for the season: 
mostly abstract or expressionist, 
these are by Max Kahane, Gerson 
Leiber, Bruce MacGibeny and others. 
Only $25 to start with, but going 

to $200. 

Heller’s eight young Americans 
have all shown before, received prizes 
and several have shown abroad. They 
all paint in varieties of abstraction 
or expressionism. Around $200 for 
most of the works, but a tryptich by 
Byron Goto is $500. 

Museum and drugstore continued from page 33 

season along Fifty-Seventh Street. It 
runs the gamut from Albers to Wy- 
eth, a gamut that is re-run nowadays 

at most of the big national shows. 
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I take it to be of some significance 

that a year of American art can stand 
up at all in a test such as we are 
about to give it. For me it would not 

LAING 
TORONTO 

Portrait of Miss Jane Alinutt by Sir Thomas Lawrence, P.R.A. 
Canvas 17%" x 157" 

Collection: John Allinutt of Clapham .Village for whom it was painted 
Also: H. A. Knox, Esq., Waycroft, Tyrrell’s Wood, Leatherhead, Surrey 

Mentioned: Kenneth Garlick’s, “Lawrence” 

Galleries: 194 Bloor Street West 
—opposite Royal Ontario Museum 

It has been requested 
by both religious and art circles 

that the exhibition of the 

5 Madonnas 
from the primitive to the modern school 

painted by 

John Myers 

be extended until after Christmas. 
These paintings are part of the one-man 
exhibition now being held, and which 
will be continued. 

All proceeds from the sale of 

paintings by John Myers are used 

to create scholarships for the benefit 

of underprivileged young artists 

JOHN MYERS GALLERY 
32 West 58th Street, New York 

(Opposite Hotel Plaza) 

10 A.M.—6 P.M.; Saturdays 11 A.M.—5 P.M. 
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FINE MODERN 

PAINTINGS Auguste Renoir 

Canvas 18 x 2114 inches 

Since 1906 the 

BRUMMER GALLERY 
Has never stopped dealing in 

FINE WORKS OF ART 
Collection of Ernest Brummer 

383 PARK AVENUE, NEW YORK 

FOR 

SALE 
“The Pupil’ Diego Rivera Idol's Head Cyprus 

10x 8 1100 B.C. Height: 51/2” 

@ CLASSICAL ANTIQUITIES (Esyptian, Archaic, Mediaeval) 

@ EARLY AFRICAN ART 

e@ FINE MODERN PAINTINGS 

This outstanding European Collection to be privately dispersed in the 

USA. Mail inquiries invited. Write to Box 1135, GPO, New York 1. 

CHNEIDER ART GALLERY 
American Management 

Modern Italian Masters 

of Painting and Sculpture 
Dr. Robert E. Schneider, Director 

Representative for Museum Directors and Collectors 

| Rampa Mignanelli, 10 Rome, Italy 

have seemed feasible at any much 
earlier date. Ryder and Eakins, to 
choose from another epoch at ran- 
dom, we hear frequently extolled; 
but who would fail to mark their 
skimpiness and drab provincialism 
in the presence of a Veronese? Cer- 

tain of our primitives were superb; 
but I have no wish to see them next 
to Cimabue. 

That is all over now. A new art is 
born, appropriate to its time—an art 
born of defiance. It takes on all 

comers, without caring what ony one 
thinks. In fact. there is not much 

obeisance to restraint of any kind, 
least of all to provincial limitations. 
Moreover no one can deny, after 
stepping into these galleries from the 
comparative sobriety of the Renais- 
sance—or even our European con- 
temporarics—that there is an_ in- 
delible native accent. As one re- 

enters the American galleries the 
clamor becomes deafening. This is 
vitality of a sort. Freedom of choice 
has never been more tellingly exem- 
plified. Even technical virtuosity is 
apparent here and there. We would 
seem to have around us all the ele- 
ments for a great indigenous art 

cycle. Yet we return uneasily from 
our measuring-rods; there is a sus- 
picion that, despite its wealth of 
assets, the mass impact of American 
art today still doesn’t quite do. 

I can remember once quoting Cé- 
zanne’s famous dictum: that his 
preference lay with still-life paint- 
ing, because an apple was “quieter” 
than a face; and Kandinsky, in a 
later generation, added that he pre- 
ferred abstraction, because a circle 
was “quieter” than an apple. Ben 

Nicholson put his finger on it, when 
he wrote me: “Poor old Kandinsky 

—if he could only have kept his 
circles as quiet as an apple!” 

That is the problem with noise. 
Not many painters and sculptors can 
control a fortissimo; in abstraction 
particularly it has a way of break- 
ing through the artist’s intentions. 
To judge from Chicago, there would 
seem to be a general fear among us 
that our voices might not carry if 
lowered for an instant. And so it 
was significant, I think, that the top 

prizes went to works executed large- 
ly in grisaille. From studying art 
history it appears as though, for 

everyone, there must be a particular 

slot. For some it may be wide, for 
others narrow, and for each it is 
different. To fit his work through 

successfully, every artist must find, 
by sharpest sensibility, his own com- 
binations of noise and quietness, 
Too much of one, and the result is 
cathartic. Too much of the other, 
and there is no sound at all. 

Across the corridor, in times that 
were less fraught with opposing forces, 

that essential ingredient of art could 
be very instinctively grasped. Today 

it requires vigilance, for dangers 
lurk over anything that comes too 
easily. We would do well to concede 

that modern art does present a pit- 
fall; it can be relatively easy—if 
one doesn’t care too much about how 

it looks. But, if the artist stays alert 
to every aspect, difficulties crowd in 
rapidly that demand solution. Today's 
greater freedom takes a forward step, 
but it stands in danger of losing all 
contact with the other end. My gen- 
eration, for instance, groped its way 
along and reached abstraction as a 
logical necessity. And now we have 
students everywhere who start right 
off from it, with a facility that is 
deadly, sure and callous. 

I must reiterate that the dis- 
turbing effect of ‘“bonelessness” 
(structural, not anatomical) which 
pervades American art as seen here, 
is only a mass impression. There 
were obvious exceptions. The bal- 
ance might have shifted a little with 
the inclusion of a few Neo-Plasticists 
(the ones who are often dismissed 
as “Mondrian-derivatives”), but they 
seem to be social ostriches at the 
moment. So we return again to a 

striking juxtaposition: where the 
rear staircase, mentioned above with 
its Tiepolo panels, confronts the last 
of the exhibition galleries. Tiepolo 
was surely not one of the most pro- 
found in his expressive range; in 
certain respects he may even seem 
a little silly. Yet how massive his 
murals remain nonetheless; despite 
inconsequential subject matter, they 
carry through, as with a_ unified 
thrust: the “fit” is precise, beneath 
the seeming abandon. A _ world is 
represented that was even more ex- 
ternal than ours, yet no one can dis- 
pute that it was interpreted by a 
man of character. 

Does a suspicion arise that it may 
be the orientation of modern art 
which is at fault? One need not go 
far to note how superbly the Cubists, 
and Mondrian, too, can hold their 
own despite the School of Rem- 
brandt’s close proximity. The con- 
trasting American impact seems 

A prizewinner in the Chicago Art Institute’s annual of 

American painting and sculpture: Solstice by Kenzo Okada. 
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curiously short on quality. For a 
while I had difficulty in pinning 
down an atmosphere that I found to 
recur in so many sections. Finally it 
came over me clearly—the familiar 
character that emanates from a drug- 
store. Not the old-fashioned country 
type, but some modernistic Liggett’s. 

The representational works gravi- 
tate toward the prescription counter; 
the abstractions press closely around 
the soda fountain. It may be argued 
that the drugstore is a thoroughly 
American institution, and that no 
expression could be more authentic. 
I can only answer that one step 
more is needed here; art can be “in- 
teresting,” it can be enchanting or 
exciting, but in addition art must 
alwavs be distinguished. (If my con- 
fréeres are disgusted with me by now, 

I can assure them that in my own 
contributions | noticed markings of 

the drugstore too.) 

Throughout the exhibition, works 
that have been pacified into their 
structure provide inevitable points 
of arrest. The Stuart Davis Midi, 
for example, kills everything else in 
its gallery, not only through clam- 
orous color, but because it was put 
together. Marca-Relli’s collage as- 
serts itself in this milieu with a sort 
of ponderous Roman stability. More 
than physical weight carries to the 
spectator. (Marca-Relli informs me 
that he can usually tell by weight 
when a work is completed. As I had 
to carry it personally from one 
gallery to another, I can report that 
it was completely finished.) 

The awards went mostly to abstract 
works, as has been acidly noted 

Laoco6én *54 continued from page 

ing on stone, for example, would 

imply a need for economy, a solemn- 
ity to which our thought processes 
would not long remain immune (are 

not memorial inscriptions engraved 
on stone? ). Similarly, calligraphy, as 
Chinese poetry proves, must sooner 
or later entail meditativeness, pon- 

deration, and probably fineness if 
not preciousness of style. 

However it seems as if the Word 

were attempting to pare itself down 
to its essential task: to give us a 

sense of exile; whereas painting, 

no less straining toward its own ab- 
solute, offers us a sense of belong- 

ing. Not that it becomes lost in form- 
lessness. It possesses order, but an 

order sprung from within, not dic- 
tated from outside: water as it is 

spilled in puddles, not that of a 
vase whose form it accepts when 

poured into it. Or again, one might 

say that painting is a skater who 
prefers the free to the imposed fig- 
ures. It is the countryside where 
one escapes, away from the man-cre- 
ated artificiality of the city. Today 

literature constantly reminds us of 
our bondage and our duties; paint- 
ing offers us a holiday. 

Let us take advantage of it: holidays 
don’t last long. The summer season 

is quickly over. And if by chance it 
lingers on, we ourselves—no matter 
how deep the rest it gave us—grow 
weary of it. There comes a time 

when we have had our fill of holi- 

days, of nature, and we want to go 
back to town, although we are aware 
of the troubles held in store for us. 
Sooner or later, the moment ar- 
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in several quarters. In this con- 
nection I am convinced that Chicago 
followed the only course that is 
valid in selecting a jury. Unless the 
individual judgments can establish 
some point of contact, it all be- 
comes a fairly senseless procedure. 
Prizes that are prompted by swaps 
and compromises habitually are 
dumped on middle ground. We our- 
selves had natural disagreements; 

but at least the results present a 
positive point of view, for which each 
of us would be willing to vouch. 
That provided another feature that 
was unique for me. It was a source 
of regret to the jury that the terms of 
so many prizes earmarked them for 

paintings only. Without such restric- 
tion the sculptors would doubtless 
have received greater acclaim. 

Certainly few appreciable signs of 
frustration are evident in the works 
in Chicago. Every one is after some- 
thing and makes no compromises. 
That is an essential basis for a start. 
The time has now arrived when cer- 
tain issues must be faced anew and 
foundations sunk more deeply. I re- 
call the words of Léger, who used 
to tell his pupils: “The world is 
full of painters who can turn out 
good beginnings. But there are al- 
ways only a few who can carry 

them through to a resolution.” 
Chicago abounds in good begin- 

nings. The difficult step is to cre- 
ate things of character, to push 
them through with the final stages 

of self-discipline. Some other year, 
perhaps, and Tiepolo mght no longer 

face us with a poise that seems so 
unassailable. 
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rives when silent painting becomes 
unendurable. It has got to speak, 

were it to utter weightless words. 

And if it refuses to comply, we will 
manage to make its very silence 
sound like an answer. Does the can- 
vas refuse to represent some basket 

filled with fruit, some Harlequin, 
some Rape of the Sabines, some 

Honfleur or Fontainebleau? We shall 
soon see into it “the feeling of un- 

derwater expanses,” “sun filtering 
through the underbrush,” or simply 
sky, water, spring. Man wants to 
name, at any cost. He hates name- 
less purity. He will not rest before 
he has civilized it, baptized it. Free- 

ly or by force. If it doesn’t accept to 
take a name, he will impose one 

upon it. Painting must signify. This 
is demanded not only by the spec- 
tator, but by the painter himself: he 

may create a work free of “images,” 
but he cannot prevent himself from 
believing that it illustrates, point by 
point, some kind of vision of the 

world, whether mystical or meta- 

physical. There is no getting away 
from it: when we don’t see a thing, 
we figure that we do. 

What then is the Figure, which rep- 

resents in painting that which names, 

the words, do in literature? That 
side of us which is part of universal 
life has no need for the Figure: you 
only ask the names of people you 
don’t know. The need for figures 
stems from the exiled, abstract and 
specifically human side of man. They 
embody our efforts to come closer to 
that within and without us which, 
being part of the world, escapes us. 
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They are the splints whereby we try 

to bind down the painful duality of 
human nature, to establish between 
“body” and “soul” a relationship 
that would reconcile them. 

That relationship exists. When I 
am told: “Call John,’ I don’t go 
running after Peter. When I am 
asked to pass the salt, I don’t reach 
for the pepper. But what lies behind 
this description? We know that it 
identifies a certain object rather than 

another. It allows recognition; but as 
far as cognition—and also feeling 

is concerned, we are no better off 

than before. 
It seems as if things, aware of our 

rage for naming, yield us a negligi- 
ble part of themselves and, thanks to 
that sacrifice, remain inviolate: as a 
lizard escapes, leaving in our hands 
a piece of his tail. Things allow 
themselves to be designated, defined. 

But these definitions, which they 
permit us to tear from them, become 

at once hollow, lifeless skins. For 
only that which is definitive can be 
defined. Life moves and defies the 
camera’s eye. It is undefinable, un- 
figurable. We are unable to describe 
the people we love and frequent. 
That gesture—the Figure—which we 
make toward life to conciliate it, 
strikes it dead. We make it nonethe- 
less. Such is human nature. Though 
they know that they will pay dearly 
for it, Psyche asks Cupid, Elsa asks 
Lohengrin for his name. 

Painting will end, one day, by 
consenting to be figurative again, no 

matter how painful this decision will 
prove to those artists who rediscov- 
ered the silent world behind the 
screen of words. That is because we 
cannot bear, we who are fallen, to 
see an unpolluted paradise; we who 
are eaten by absence, to be faced 
with a fullness without fault: we 

who are perishable, to contemplate a 
work where finiteness does not cast 

its shadow. The Figure sows in this 
too vivid art the seed of mortality. 
From that moment on, we will wel- 
come it, for it will be im our like- 
ness: its sin will be imperfection. 

But though this imperfection is nec- 
essary, we do not cherish it: it is 
like a pass, obtained at the price of 
a heavy sacrifice, opening for us the 
gates to the perfect land of our de- 
sires, a land of which one half of 
our being brings us an 

intimation. 

Thus the Figure is at once the 
promise and the demise of the world. 
It is the essential crossroads of the 
two great currents whose _intersec- 

tion defines us, where absence and 
presence, void and fullness meet. It 
is the freezing point where the si- 
lence of the world is congealed into 

human words; but the freezing point 
is also the melting point. Still, it is 
neither a synthesis nor a solution. A 

point is the product of two passings, 
two motions which their encounter- 
ing each other does not stop. Look- 
ing at figurative painting, we yearn 
for the melting of that pane behind 
which sleep so many unsuspected 
treasures. Looking at non-figurative 
painting, we are eager to see the 
apparition of the flaw which will en- 
able that part of us which resents 
being excluded to enter into the 
work. The Figure, perpetually emerg- 

ing, perpetually threatened and 
drowning, is the place, the sign of 

an equilibrium of conflicting forces, 
a marriage of enemies who desper- 
ately need each other. Thereby, it 
corresponds precisely to another fig- 
ure: that of man who created art in 
his image and thus finds in it a 
faithful picture of his paradoxical 
condition. 

incessant 

A niche for Monticelli continued from page 23 

an equally heavy impasto 
with far less vibration. 

Cézanne soon outgrew pigment for 

its own sake and became the great 

pioneer of three-dimensional design 
and directly functional color draw- 
ing, generating experimental theories 
inspired by his fundamental research. 
When Cubism was in the process of 
analysis, about 1908-10, Monticelli 
came to be regarded as little better 
than a sensuous decorator. But now 
he has come back by way of his best 
and, incidentally, his most realistic 
work—and because of the enthusias- 

tic admiration of the much read and 
much reproduced hero of Post-Impres- 
sionism, Vincent van Gogh. Even 
before Monticelli’s death in 1886, 
Vincent had thrilled to his color at 
Goupil’s. From Arles, Vincent kept 
writing to his brother Theo that he 
thought of Monticelli as a kindred 

spirit and as a good investment. With 
Theo in the Goupil firm at Paris was 
a young Scottish dealer, Alexander 
Reid. He it was who sold those Monti- 
cellis to Glasgow, having been fired 
with belief in his greatness by the 
two van Gogh brothers. Even during 
the long years of comparative eclipse, 
1908-36, panels by Monticelli were in 
important collections, ready for re- 
turn to glory. And now the astute 
Paul Rosenberg has assembled twenty- 
four of the best examples owned in 
America together with a few splendid 

though ones from France. 
What had become an almost leg- 

endary name associated with the Sec- 
ond Empire in France—the name of 
a good painter desecrated even in 
great galleries by vulgar forgeries, 
the name of a painter not only dated 
but discarded in our minds from any 
estimation of eminence—today has 
become one of the important names 
in art’s historical evolution. How 
could we have failed to see that Mon- 
ticelli at his best, even in his fétes 

galantes during the 1870s, is the link 
connecting the Romanticism of Dela- 
croix with the Expressionism of van 
Gogh and with all subsequent Ex- 
pressionists down to our own day? 
It was van Gogh himself who first 
sensed this truth. From letters to 
his brother Theo, I must string to- 
gether, out of context, a few sen- 

tences selected from the many refer- 
ences Vincent made to Monticelli: 

“I did not think when I left Paris 
that I would find Delacroix and Mon- 
ticelli so true. ... There was a sunset 
one evening. It could not have been 
more like Monticelli with the yel- 
low rays pouring over the bushes in 
a golden rain. . . . Sometimes I have 
thought that I am the continuation of 
Monticelli here. . . . I will walk in his 
steps. What I do will be in his line 
and I will prove that he did not die 
sprawled over the café tables at Can- 
nebiére—I will prove that the good 
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In the Monticelli show: Stil-life, Flowers, 1875, 

lent to the Rosenberg gallery by Leonard C. Hanna. 

old fellow is still alive and the thing 

will not end with us. We shall keep 
it going... . I have finished a vine- 
yard. ...I think you will be able to 
put this canvas of mine with some of 
Monticelli’s landscapes.” 

Van Gogh's reference to the truth 
of observation in those oddly dis- 

similar yet typical Romantics, Dela- 
croix and Monticelli, reveals his 
understanding of that romance of 

vividly felt reality in nature which 

underlies and unites the Baroque of 
the cultivated grand seigneur in 
Paris and of the music-mad vagabond 
of Provence. Detacroix was the leader 

of a rebellion of artists not against 

realism at all but against the acad- 
emy of the Neo-Classic, its restraints 
and rules. His passion was for the 
right of painters to be impassioned 
and to express themselves with dy- 
namic freedom and a dramatic dis- 
play of their mastery of their medium. 
Great moments of history, poetry, fic- 
tion, drama and apera afforded Dela- 
croix pictorial themes which required 
from him intensity and complex ac- 
tion in his arabesques of line and 
color. Before painters would be free 

to see the drama inherent in design 

itself, or in the very substance of pig- 
ment and brushwork, the appeal of 
the other arts to the imagination could 

serve as his inspiration and example. 

We know that Delacroix repainted 
an ambitious canvas after seeing a 

landscape by Constable, seeking to 
give his dramatic story a sharper 

sense of actual existence. And we 

know that at the mention of Dela- 
croix’s name, Monticelli always took 
off his hat. The common denominator 
of these three very different men 
was their exuberant and vibrant re- 
sponse to the exhilarations of the 

art of painting. The painter’s greatest 

privilege in the mind of each of 

them was to heighten visual experi- 
ence, to add to the thrill of being 
alive. Even Constable was an Ex- 

pressionist in the exaggereted scintil- 
lation of his harger landscape sketches. 
In Monticelli’s Midsummer, 1871, 
there is a dramatic chiaroscuro worthy 

of Constable and Delacroix, com- 
bined with a shimmering sunlight 

in the meadow worthy of Constable 
and van Gogh. No less comparable to 
van Gogh are Monticelli’s Fruit and 

Wine (p. 22], and his five gloriously 
alive flowerpieces, superbly existent 

in space, their nuance of many col- 

ors magically united in resonant tone. 

Exciting as it is now to rediscover 

DECEMBER 1954 

Monticelli as a great painter of flow- 
ers, fruits, landscapes and portraits, 
distinguished by a terrifically intense 

and transcendent realism, we must 
never forget that most of his paint- 
ings are fantasies out of Watteau— 

that dreamer whose wistful reveries 
about palace gardens the young Mon- 
ticelli loved at first sight. He was 

also in debt to the earlier Provencal 
romantic, Fragonard, and to the great 
Venetians he always claimed as his 

ancestors. His family had actually 
moved from Venice to Marseille. The 
formative influences of his youth were 
the teachings of Loubon, head of the 
local art school, the strong crisp land- 
scapes of Paul Guigou and graceful 
sensitive portraits of Gustave Ricard. 
In the mid-40s he moved to Paris 
and studied with Paul Delaroche. 
Through a friendship with Diaz he 
came to know and to grow through 
the firmer structure and richer darks 

of that other master of Barbizon, 
Théodore Rousseau. Just what ener- 
vating influence made him for awhile 

a popular painter of pictorial confec- 
tions who can tell? Perhaps just the 

glamor, for a poor provincial, of for- 
mal gardens of Versailles and St. 

Cloud, and, we are told, a glimpse 
one day in the park of the Empress 

Eugénie with her ladies. Royal favor 

followed to the extent of commis- 
sions. Some of the early fétes galantes 

are charming in their delicate lyrical 
drawing of lute-strumming trouba- 
dours and graceful princesses against 
backgrounds of castle walls or palace 
stairways. Often there is a white horse 
or a pair of greyhounds. Always 

there is a sense of music in the air. 
It is well known that he revolted 

against his own facility and took to 
dissipation. Denied by fortune, to 
which he had catered, and frightened 

by the siege of Paris in 1870, he took 
to the road, walking all the way to 
Marseille, paying for his bread and 
wine with his paintings. The realistic 
landscapes, flowers and portraits of 
1871-72 are the finest of his career. 
In Provence he became a local ec- 
centric, living in one bare room where 

the light fell through a red curtain. 
In the Rosenberg exhibition, out- 

standing examples of his poesies, all 
but one from the best period, are: 
The Greyhounds, Féte in the Garden, 
Reunion in the Park and As You Like 
It, which picture I have loved for 
forty years, not because it is Shakes- 
peare’s Forest of Arden but because 
it is a symbol of amybody’s dream of 
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sunshot forest depths, with a scarlet 
jester at the center of a feast of fine 

colors. There are three well-known 

portraits in the New York exhibition, 
all recalling Delacroix. In the Por- 

trait of Mme. René of the Lyon mu- 
seum, even in the black and white 
reproduction in Lionello Venturi’s 
article in the Burlington Magazine, 

I can feel the profound sympathy 
and understanding of the character- 

ization and the subtle and sparkling 
Venetian texture, qualities which 
caused Venturi to call it a master- 
piece worthy of a place with the best 
portraits of all time. 

The Abstract-Expressionists of the 

1950s could claim the impetuous and 
ambiguous rhapsodies of Monticelli 
during the last period as prophetic 
of their own subconscious improvisa- 
tions. They should also read what 

Henley added to his praise of Monti- 
celli’s magic. He called it “dabbling 
exquisitely with raw material.” He 
warned that “glimpses into the ro- 
mance of color can be only the be- 
ginning of pictures,” that “undue 
development of a special faculty can 
be fatal to the general growth.” Mon- 
ticelli was an impassioned virtuoso 
who is said to have loved music 
madly and to have rushed away from 

concerts to paint by candlelight, 
scarcely seeing what his brush and 
palette knife were doing to the panel. 
In the best period however and, if 

Los Angeles continued from page 

the country. In fact the élan of these 
exhibitions is due in large measure 
to modes of expression not as yet 

codified into conventions. Influences 
are not always assimilated. That is to 
be expected. Nevertheless, in paint- 
ings like Paul Sarkisian’s Time Will 

Tell, Abstract-Expressionism is au- 
thoritatively Sarkisian. This assimi- 
lation of points of departure in 
order to arrive at personal state- 

ments is seen in such works as 
David Schnabel’s Fragment and 
Roger Kuntz’s glowing red atmos- 

pheric Sunset at Chester. Other art- 

ists to note are Arnold, Dann, Dar- 
row, Edmondson, Emlyn, Johnson, 
McClellan and Tracy. 

Pictorial equivalents 

The Pasadena Art Museum’s gallery 
for one man shows by local artists 
presently houses oils and watercol- 
ors by Eric Gibberd [to December 
12]. Gibberd has traveled exten- 
sively—to England, France, Spain, 
Minorca, Arizona—in search of sub- 
jects. This search proved worth while 
in those instances when locale could 

Chicago continued from page 40 

taneity lacking in the forced and 
deliberate thrusts of his Builders in 
the Art Institute’s American exhibi- 
tion. Whereas the latter was given an 
artificial excitement through yellow 
and orange paint, the recent steel 
works have been allowed to rust. 

Pattison’s latest experiments in 
painting are less fulfilled. His series 
of huge enamels baked in a re- 
frigerator oven are really blown-up 
sketches in carnival colors. The best 
of these is the more muted Henry 
on Cap Cod, but even this retains 
a cartoon quality which sets a limit 

the portrait of his mother is correctly 
dated 1882, even in the last tormented 
years there was a sharp and sober 
awareness of the visible world and 
a respect for the amenities of his art. 
I have stressed his intense yet truth- 
fully observed landscapes, still-lifes 
and portraits, as Romanticism which 
dared to be realistic. He seems to 

have known that he celebrated not 
only the romance of his color and 
the glorious chaos of his palette but 
the pulsing ardors of life _ itself. 
Therefore although he is the link 
connecting the turbulent Romanti- 

cism of Delacroix with the poignant- 
ly emotional calligrapher of loaded 
brush strokes, Vincent van Gogh, and 
with all other subsequent Expression- 
ists down to our own day, there was 
nevertheless a basis of conscious con- 
trol and of well remembered obser- 
vation under his most dreamlike 
imagery conservative nine- 

teenth-century critics and collectors 
respected. In the heavily pigmented 
panels of his last years, when mad- 
ness and death were approaching, 
the uncontrolled automatism of his 
color was a kind of rage, as in 
Dylan Thomas’ poem against the dy- 
ing of the light. Then it was that 
he claimed that he painted for thirty 
years later. Seventy years later the 
Abstract-Expressionists of today can 
acknowledge his clai:: that he was 
a pioneer. 

which 
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be transmuted, as in the emotive 
Cornella, with its row of gnarled, 

leafless trees set against sunburnt 
sky and cool shaded tones of the 
church and houses of a Spanish vil- 
lage. In his desert pictures, Gib- 
berd is overwhelmed by what he saw. 

The transformation of nature into 
pictorial equivalents also occurs in 
the oils and drawings of Douglas 
Snow at Paul Kantor Gallery. Snow, 
an instructor at the University of 
Utah, has responded to the impres- 
sive qualities of the Western desert. 
In his drawings, a thickly brushed 
calligraphy renders the subject with 
economy and_ spontaneity. Snow, 
who is emerging as an artist of 
penetrating 

struggling to find ways of incorpo- 
rating the human figure in an idiom 
that realizes itself through the in- 
teraction of surface forces. Bath- 
sheba, for example, part De Koon- 
ing, part Picasso, part Snow, has 

not yet resolved the dilemma of in- 
tegrating the human figure, which 
tends to destroy the validity of his 
statement. But it is a valiant attempt. 

vision, seems to be 

to greater effectiveness. 
The June Lukosh-Carl Kahler 

(husband and wife) show at La 
Boutique Fantasque proved that 
both these artists have been neglect- 
ed by local galleries in the past few 
years. Kahler’s work is marked by 
crew-cut vigor of stroke; Miss Lu- 
kosh is a painter who has no claws, 
a trusting, delightful romantic. In her 
gouache, Foreboding, the city rest- 
ing in a soft haze of smoke seems 
serene instead of terrifying. Most of 
the Kahler pieces, on the other 
hand, are slashed through with 

“God Rest Ye, Merrie Gentlemen” 
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black to create a thorough storm 
and stress effect. His wax crayon, 

The Village, and stormy ink and 
watercolor, The Pier, are strong 
works. 

Ann Roman’s year by year devel- 
opment, as seen in her annual 
Palmer House Gallery exhibition, is 
toward the abstract into freer evo- 
cations of nature. The angles and 
tensions of Daybreak and Morning 
are reminiscent of Feininger, but 
The Stillness is a better representa- 
tion of her own painting personality. 

Fred Lowe, at the Findlay Gal- 
leries, tends to over-paint rather 
than simplify his works. A student 
of Yoga and mystic religions, Lowe 

attempts to inject the mood of his 

studies into his paintings by hack- 
neyed symbols—the clown, the 
harlequin, the dove. Actually he 
succeeds in invoking mysticism only 
in the straight moody landscape, 
Wheat Fields, where the textures are 

not overplayed. 
Among the December shows to 

note are Don Stewart at the Rafilson 
Gallery, the original “Miniatures in 
Art” at Mandel’s Art Gallery, and 
Leonard Linn’s Scandinavian deco- 
rative arts survey. Don Stewart ex- 

Burri continued from page 30 

securing the cloth vertically, he 

twisted a length of thick wire into a 
double curve, inserted it behind the 
fabric and nailed it to the stretcher. 
The cloth now swelled up in two 
places on the right. 

It first occurred to Burri to cre- 
ate real swellings in the picture 
plane in 1949, when he spent several 
months painting in a shepherd’s hut 
at Le Fienaie, a lonely spot in the 
mountains near Citta di Castello. To 

increase the effect of tension he was 
aiming at in a painting composed 
of ovaloid and parabolic forms in 
grey, black, brown and white, he 
inserted two small branches cross- 
wise between the stretcher and the 
canvas. Drum-head taut and highly 
varnished, the canvas came forward 
in a prominent hump, conveying the 
desired feeling of strain. Burri 
added this procedure to his tech- 
nical repertory and_ frequently 
makes use of it. For one thing, it is 

a logical extension of his practice of 
punching holes in some of his pic- 
tures, either literally or by sugges- 
tion; for another, it is a major ex- 

pression of his treatment of the 
picture as an object in itself, and 
in this sense his paintings verge on 
constructions and sculpture, inviting 
the spectator to walk around them. 

Burri’s paintings are seen most 
clearly as manipulated objects while 
he is working on them. He rejects 
the usual formal relationship be- 

tween painter and painting, where 

the canvas remains fixed and the 
painter moves around. With Burri, 
both he and the canvas are in move- 
ment. The canvas is laid on the floor, 
dragged across the room, propped 
up in a corner or hung on the wall. 
It is attacked from the front and 
from the rear. Often it is a canvas 
only in the generic sense, consisting 

of untreated fabric 
built up with cement, 
tempera. 

After Burri created the two swel- 

lings for his sacco rosso picture, he 
placed the canvas on the floor and, 

progressively 

sacking and 
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plores what René Magritte has called 
L’empire des lumiéres in his pic- 
tures of the effects of lamplight in 
Paris streets. His exhibition at 
Rafilson’s is haunted with variations 
of yellow, transparent shadows and 
loneliness. Mandel’s “Miniatures in 
Art,” a show of small prints, oils, 
watercolors and ceramics, ranges in 

date from the present to pre-World 
War I. Bertha Jacques’s San Fran- 
cisco before the Fire, a sensitive 

aquatint; Hildegarde Melzer’s two- 
inch-high ceramic sculpture, Owl at 
Night; and James Cassell’s arro- 
gant woodcut, Two Cats, are out- 

standing lilliputs. 

Picasso prints 

Of museum caliber is Allan Frum- 
kin Gallery’s survey of Picasso 
graphics. There are excellent ex- 
amples from every period, including 
rare prints of 1933-35. The etchings 
of The Sculptor’s Studio have never 
been shown in Chicago. Four Wom- 
en Menaced by a Winged Beast, a 
forecast of the theme later fulfilled 
in Minotauromachy, and Two Drink- 
ers are among the most exciting of 
the etchings. Lithographs and post- 
ers are also included. 

using a house painter’s one-inch 
brush, quickly laid in a large red 
area, covering the right-hand side. 
The red, a washable tempera put out 
as a house paint under the trade 
name “Idrol,” was a matt scarlet, 
and the hasty brushwork allowed 
the black ground to come through. 
Burri then consulted his heap of 
rags and sacks and pulled out a 
large remnant of a burlap bag torn 
partly up the middle, with a long 
vertical split on the right and a 
pink “R” stenciled at an angle in 
the center. This he cemented on 
the left side of the canvas, using 

“Vinovil,” a plastic cement that 
dries transparent. Stretched toward 
its upper right corner, the weave 
of the burlap formed an irregular 
pattern further varied by wrinkles, 
and the vertical split opened in a 
double parabola. Dangling thread 
were removed except along the 
split, where they were cemented in- 
to place. Above he cemented a nar- 
row rectangular piece of warmer- 
hued, coarser-grained, raveled sack- 
ing. A long trailing end of this 

Piece was carried roughly parallel 
to the main burlap area and was 
left in high relief, to cast a shadow. 

When the plastic cement had 
dried, the canvas was hung on the 
wall and the red area was repainted 
to make an even surface. Below the 
R-figure the left-hand edge of the 
tear was folded back and cemented 
under the burlap. In the vertical 
space created, Burri tried a long 
narrow strip of white cloth he had 
smeared with dark red. At this 
point one of the rare visitors to the 
studio appeared and disconcerted 
Burri by asking whether the R-fig- 

ure and its appendage were meant 
to suggest the head and neck of an 

animal or bird. Although a number 

of the sacchi composed in the past 
utilized literary associations, par- 
ticularly one painted in 1949, which 
is built up of stenciled burlap frag- 
ments from American-aid shipments, 
Burri has tended to eliminate what 
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he calls “extraneous factors”; if he 
does still occasionally use a piece 
of sacking with a stenciled letter or 
word (as in the case of a composi- 
tion which includes the word 
“GENOA”) he maintains that only 
formal considerations are involved 
in his choice and that no reference 
to anything outside the picture is 
intended. 

Mulling over the disturbing sug- 
gestion that he had created a zo- 
omorphic figure, he pulled the red- 
smeared “neck” away from the can- 

vas and tore it to bits. This was not, 
however, to remove the offending 
figure, for he had not yet decided 

on the merits of the allegation. He 
pasted the pieces back in place in a 
sort of mosaic “to obtain a surface 
in the same plane,” since the whole 
strip with its accidentals created an 
undesirable movement in depth. 
The red area on the right was then 
extended to cover all the canvas be- 
tween the lower edge of the burlap 
and the bottom of the picture, ex- 
cept for a patch at the upper right 
of this area, left as a black ground 
for a small semi-circular tear. While 
the paint was drying Burri replaced 
the canvas on the floor and opened 
a can of American plastic which he 
had been told—and this appears to 
amuse him—is used to make air- 
tight envelopes for storing airplanes 
and vehicles. With a spatula he laid 
a mass of the viscous plastic on each 
of the two mamelons created by the 
wire form behind the canvas. The 
new red area was then given a sec- 
ond coat. The picture was put back 
on the wall and Burri backed away 
to study what had been accom- 
plished. The black ground on the 
right reached into the red field to a 
point below the upper mamelon and 
down along an irregular line broken 
by brush strokes. Reacting to the 
tentative relationship between the 
large section of burlap, still set in a 
black field, and the red field, Burri 
considered eliminating all the re- 
maining black on the right side of 

the picture. To begin with, he paint- 
ed out, in red, the small arm of 
black ground reaching to the upper 
mamelon. The plastic blobs on the 
protuberances had become tacky 
and it was time to proceed to their 
“slabbramento,” a term often used 

in the sense of “opening a wound.” 
With a palette knife incisions were 
made in the blobs along the curving 
ridge of the swellings, and the 
edges of the plastic were retracted 
and secured with straight pins 
(later removed). On the lower 
swelling the slabbramento had cre- 
ated a firm glutinous ring that sug- 
gested the viscid secretions of bud- 
ding water-plants; the ring above, 

also reminiscent of organic proc- 
esses, looked like proud flesh. Dis- 
satisfied with the upper slabbramen- 
to, since the plastic had dried im- 
properly and could not be manipu- 
lated into a suitable shape, Burri 

scraped away the entire ring and 
laid on a fresh mass. The black 
ground remaining on the right side 
of the picture was now painted red, 
which established the composition 
as a large red plane balancing a 
smaller black ground, broken by 

areas of sacking and linked to the 

red by the pink R-figure and the 

red and white scrap mosaic. But 
after some reflection on the couch, 

Burri took the first step to eliminate 
the black as a ground functioning 
in depth, by extending the red into 
the small semi-circular tear in the 
lower left corner of the large burlap 
area. He also cemented a dangling 
edge of burlap across the mouth of 
the tear. 

Several days elapsed while Burri 
made one of his periodic visits to 
Citta di Castello, to which he is 
drawn regularly by sentiment and 
his passion for hunting, as well as 
by the fact that it is one of his 
major sources of supply for ma- 
terials. A friendiy mill-owner of the 
town saves worn sacks for him, and 
these are particularly useful when 
finds have been rare in the streets 

of Rome. When he got back to work 
on the sacco rosso not only did it 
strike him that the R-figure “did not 
look but he saw that its 
pink hue clashed with the rest of 

the composition. He cut the burlap 
straight up along the right-hand 
edge of the scrap mosaic, and tear- 

ing the fabric left along the top of 
the R he folded under and cemented 
the flap in a curve, thus leaving an 
irregular black pentagon at the top 
of the mosaic. The remaining part 

serious, 

of the R was covered by a piece of 
deeper-hued burlap, with 
resinous plastic and cut so as not to 
impinge on the pentagon or the 
black parabolic shape to the right. 
An intricate had 

established between the pentagonal 
and parabolic forms, linked by the 

overlaid band of sacking but pulling 
away from each other and each act- 

smear ed 

play now been 

ing as the dominant form in_ its 

half of the burlap area. In turn 
the mosaic strap tied these areas in- 
to the red the two 
swellings made a counterpoint to 
the shadowy pentagonal and para- 

plane, where 

bolic hollows. 

Continuing the progressive elim- 
ination of the black ground, Burri 
extended the red plane to include 
the narrow horizontal space 
tween the upper edge of the large 
burlap area and the curling strip 

of sacking Before 

tinuing the red plane to include the 
wider this strip, he 

studied the upper left corner of the 
picture for time. There the 

black ground was broken by the 
ragged ends of a band of burlap 

be- 

above it. con- 

above space 

some 

following the upper edge of the 

canvas as far as the median line. 
Burri pulled away loose bits, ce- 

mented in a flat piece which re- 
duced the black corner to a narrow 
horizontal strip, and by manipulat- 
ing and cementing raveled edges 
created a rough whorl of burlap 
tangential to what remained of the 
black ground. Still dissatisfied with 
this section of the picture, he left 
it to take care of other details. 

A thick was ap- 

plied to the mosaic to make it shine 

and sparkle in key with the glutin- 
ous mamelons. To preserve and fix 
it permanently, the main area of 
sacking received a thin coat of 

Vinovil, which darkened it slightly 
without making it shiny and to 
some extent flattened the texture. 
The burlap areas above were treated 
the same way. Where the R-figure 
had been pulled back to make a new 
shape, the black ground remained 
glue-mottled. Except for the upper 
edge, this was painted over with 

coat of Vinovil 
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opaque black water-base paint. The 
black paraboloid was also painted 
in this way, leaving only a small 
mottled half-moon at the bottom. 
Burri now saw that the dark red 
of the mosaic strip went badly with 
the prevailing scarlet of the picture. 
It was “too obvious . . . too bold 

. . too crude.” He brushed in a 
rough vertical of the scarlet along 
the right edge and center of the 
strip, and painted across its tail so 
that in color, if not in surface and 
texture, it fused with the entire 
field. Little more than a suggestion 

of the original white mottling re- 
mained. The whole of the mosaic 
was given another thin coat of 
Vinovil so that in certain lights it 
would appear darker red. 

Meanwhile Burri decided that, 
unlike the mosaic strip, the upper 
left-hand corner was not too bold, 
but too uncertain. It drew attention 
without being able to hold it, and 

upset the balance of the composi- 
tion. He painted a piece of burlap 
scarlet, and fitted it into the corner. 
After reflection he removed 
half this piece, leaving the corner 
black. By rearranging the strands 

of the burlap whorl below, and 
adding a patch of red to its center, 
he made it strong enough to func- 
tion in the system of relationships 
established by the glutinous mame- 
lons and the black shapes. 

For several days the picture hung 
on the wall while Burri worked on 
other canvases. Occasionally he 

would study it from the couch. An 
elusive dissatisfaction finally 
tallized in his decision to remove 

the shiny plastic from the swelling 
in the upper center. Made promi- 
nent by the plastic, the swelling 

“crowded the canvas and pushed it 
to the left.” He the 

some 

crys- 

repainted 

Basic Spanish continued from 

alone suffice to justify the impor- 

tance of the present exhibition. The 
reunited the Counts of 
Urgel are the creation of a highly 
refined school of sculptors active 

around 1300. The plastic qualities of 
Romanesque figure 
keenly expressed in 

tombs of 

sculpture are 

these figures, 

carved with intense simplicity. The 
St. Peter of polychromed wood from 
the Metropolitan is another distin- 
guished example the same 
school. The exaggerated expression- 

ism of popular interpretations re- 
mains evident in the thirteenth- 

century worked in stone, 
from the same museum. 

I do wish to conclude this 

article on the exhibition of Spanish 
medieval art at The Cloisters with- 
out declaring, what has already been 

expressed, how much the history of 
medieval art in Spain owes to 
American Their contribu- 
tion rests not alone in their actual 
accomplishment but equally in their 
admiration and high esteem for the 

field. 

from 

images 

not 

scholars. 

Newly purchased by the Metropolitan and 

The 

13th-century 

shown in Cloisters’ exhibition: 

late Spanish Virgin and 

Child, polychromed wood, 59 inches high. 

scraped area and set about framing 
the completed picture with narrow 
strips of wood. The last problem 
connected with the painting was 
whether to frame it in red or black. 
Burri painted one strip red and an- 
other black, and tried them alter- 

nately. The black compressed the 
composition and “matched” the 
black shapes too neatly. The red 
looked right and was adopted. The 
picture was then titled Rosso I, 
1954. 

As in many of Burri’s works, the 
content of the picture may evoke 
connections with the healer’s art. 
Materials in the process of dissolu- 
tion are arrested in their decay. 

The organic suggestions are ofiered 
in a variety of straining tissues, 

stained, pitted, erupting, rugose, 

glabrous and fuzzed. Whether these 
refer to the operating room, the 
stretched skins and masks of ani- 
mals slain in the hunt, or the pe- 
culiar relics of unknown martyr- 

doms, the points of reference remain 
glimmering. Though Burri may un- 

expectedly reinforce an associative 
link by speaking of Rosso 1, 1954 

as a Gobbo Rosso, or “Red Hunch- 

back,” on the whole he 
that the manifest content of his 
painting must take care of itself; 
he is a painter, a solitary, a hunter, 
who eschews conjecture on his un- 
conscious “The 
don’t mean anything to me; they 
talk the What I 
have to express appears in the pic- 
ture. In this one | worked 
with a big red that is ex- 
panding forward and in all direc- 

With the 
is involved in a whole chain of pulls 
and this is only the 

architectonic structure. For the rest 
add.” 

considers 

processes: words 

around picture. 

have 

space 

tions. other elements it 

tensions. But 

nothing to I have 
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Reviews and previews continued from page 60 I 

Israeli artists [Contemporary For- 
eign Art; to Dec. 31] do not include 
the best-known names. Margot L. 
Asheim, R. Vitkin, van den Berg and 
R. Blass have been influenced by 
Paris and look as though they had 
studied with Lhote. Asheim’s figures 
are sensitive and restrained. Vitkin 
and Blass’s modified Cubism is in ex- 
cellent taste and outstanding in col- 
or. Van den Berg, the most vigorous 
of the four, offers emphatically pat- 

terned landscapes and still-life which 
tell us more about the artist than 
about Israel. Only Arieh Alwail, an 
art professor in Tel Aviv, and Jacob 
Eisenberg, both more conservative 

than the others, with roots in Eastern 
rather than Western Europe, paint pic- 
tures that could not have been paint- 
ed anywhere but in Israel. The 

former’s widely reproduced Barnyard 
in Shfeyah and the latter’s descrip- 
tive Impressionism give us an insight 

which the more sophisticated, cere- 
bral paintings, reflecting international 
attitudes, cannot do. $100-$400. _L.c. 

else 

Rebels [Rose Fried; to Dec. 31] of 

the twentieth century, shows exam- 
ples of the work of most of the 
leaders or originators of the esthetic 
movements that started in Europe 
before and immediately after the 
first World War. Schwitters’ collages 
and Picabia’s diagrams of carbure- 
tors illustrate Dada; Balla and Sever- 
ini, Futurism; Picasso, Braque and 
Metzinger, Cubism; and there are 

examples of Klee, Matisse and Mon- 
drian. The exhibition shows how 
lively and serious, even in its silli- 
ness, the intellectual life of the first 
third of this century was; how much 
was going on and being invented. 
Picabia threw away more and was 
more contemptuous than Ad Rhein- 
hardt, and Schwitters took more 
chances than painters today; and he 
and Klee and the first Cubists redis- 
covered an elegance that in official 
painting was turning to muddiness. 
It does not follow that the way to 
liveliness is through copying these 
artists in spirit: there can be no for- 
mula. Of the classifiable movements 
Futurism is one that seems to have 
failed; it was not reckless enough 
and lead nowhere, not 
end, as Mondrian does. 
quoted. 

even to an 

Prices un- 
F.P. 

Art of the insane [Segy; to Dec. 
26], contrasted with African sculp- 
ture, establishes no resemblances but 
suggests certain parallels for com- 
parison. If the art of creation is to 
express what one basically is, then 
its procedure must be an attempt to 
exclude intellectual control. This in- 
ner emotional compactness is re- 
vealed, to some extent, in both these 
arts. With the schizophrenic the di- 
vorce from the real world permits 
the expression of the uninhibited 
inner self. With African sculpture, 
although the conventions were strict, 
they were imposed by custom and 
not for esthetic or artistic 
Within these limits—as eloquently 
witnessed here by the Basonge fig- 
ures—the carver was free to express 
himself. The most interesting of the 
schizophrenic art in this exhibition 
is from the hand of a one-time en- 
graver. There are also paintings and 
collages. All these works were col- 

reasons, 

lected for a research project of the 

University of Heidelberg and came 
from insane asylums in France. 
Prices unquoted. Le 

Eight Young Americans (Heller: 
Dec. 21-Jan. 8] might be termed 
a cross-section of today’s academic 
ways and means in reputable mod- 
ernism. Six painters and two sculp- 

matured in the cults of 
institutional notice, grants and prizes: 
they have not been neglected and 
they have not neglected to work (sev- 

eral in the Army); Paris and Rome 
as well as America have seen some of 
them; ale all have had one man 
shows. In degree of talent, they do 

not vary much. The feature of the 
show is likely to be Hawaiian-Amer- 
ican Byron Goto’s horizontal deep- 
city triptych, a skilfully contrived 
Impressionist illusion in predomi- 
nating blacks—some thinned to at- 
mospheric transparency — and bril- 
liant lights. Rassie Gifford reveals 

some intensive research into Cubist 

form and analytical color, rather neu- 
tral in personality but with prowess. 
The most individual of these ar- 
tists is probably Alan Wood-Thomas, 
American of Scottish-French extrac- 
tion, with a milieu of incandescent 
reds in studied proportions through 
which a Cubist grasp of forms articu- 
lates itself as through a glare. In the 
abstract cityscapes by George Haber- 
gritz, their space rather overcrowded, 
color takes on light and light tends 
to break up as well as define the 

tors have 

Cubist patterning. Felrath Hines 
(N.Y.U. teacher) signs some sensi- 
tively vague oil landscapes “Felrath.” 
One of Josh Fendall’s abstractions 

is a strong Stuart Davis-like design, 
personal in color sense. Vance Hunt 
contributes two small, highly ortho- 
dox geometric sculptures based on lin- 
early defined rectangles; Jean Wood- 

ham offers several radically — and 
cleverly—stylized abstract figures of 
humorous intonation. Altogether, 
nothing to stimulate the bloodstream, 
but nothing to hinder it, either. Art 
prevails! Prices unquoted. P.T, 

Realist drawings [Davis; to Dec. 

18] are offered by a group of young 
eclectics. When artists turn their 

backs upon the experiments and 
anxieties of the present and delib- 
erately reconnoiter the past, one of 

Beverly Pepper’s Behind via Gregoriana: 

see review on p. 54 
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e Amusing gifts and cards by American artists 

SERIGRAPH GALLERIES 38 W 57 

PINKING SHEARS 

Only $1.95 postpaid. Chromium 
plated, precision made. Manufac- 
turer’s Christmas overstock. Guar- 
anteed $7.95 value or money re- 
funded. Order by mail. Lincoln 
Surplus Sales, 1704 W. Farwell 
Avenue, Chicago 26, Milinois. 

GROUP SHOW eeeeeeeeeee 
* 

oil f Nov. 29 thru $ 

paintings | Dec. 23rd 

e@ V. JORGEN GALLERY - 24: €. 6ost., ° 

* 

NYC 

ROSENBERG 
& STIEBEL INC. 

PAINTINGS * PORCELAINS 
OBJETS D’ART * FURNITURE 

32 East 57th St., New York 

—— —J 

SCHAEFFER GALLERIES 
52 East 58th Street, New York 22 

Finest Collection of 
Japanese Art 
in New York 

JOSEPH U. SEO 
756 Madison Ave., N.Y. ® EL 5-1470 

for SWIFT —-RELIABLE 

SHIPPING & MOVING 



SCHOLARSHIPS 
Four $1320 merit awards for 
1955-56 school year avail | 

able to painters, sculptors, architects, | 
designers, ceramists, weavers and 
metalsmiths. Applications received until 
March 1. Degree candidates who qualify 
receive B.F.A., M.F.A. or M. Arch. Dor- 

mitories for resident students. 

CRANBROOK 
ACADEMY OF ART 

| 121 Academy Rd., Bloomfield Hills, Mich. l 
“ SUUDETSSTETERERECORSRS EEE ET EEE reeeEreeneSeT Se SetE ttt ——————————————EEEEYE, 

B.S. and M.S. 

INSTITUTE Degree COURSES 

in PRODUCT 
DESIGN 

OF DESIGN VISUAL | 
DESIGN (adv. etc.) 

: OF ILLINOIS INSTITUTE] "NOTOSRAPHY 

, OF TECHNOLOGY | ART 
° 

EDUCATION 

(M.S. only) 

0 WRITE FOR CATALOG E | 

by Day and Evening Classes begin February 14, 
er February 7 to 11, 1:00 to 

: .M, 

632 N. Dearborn St., Chicago 10, Illinois 

1) THE FNINSTITUTE 
'i™ e#se@e 

. OF CHICAGO 
- PROFESSIONAL 
<i SCHOOL 

Fine, Industrial, Ad- 
n vertising Arts, Teacher 
1] Training, Diploma and 

Degrees. Accredited. | 

Michigan Ave. at Adams St., Chicago 3, I1I., Box 129 

TAXCO SCHOOL OF ART 
offers year round study in quaint 
surroundings and delightful climate. 
Inexpensive living and tultion. Write 
for folder. Fidel Figueroa, Director. 
Box 54, Taxco, Gro. Mexico. 

The finest collection of antique 
carved wood frames in America 

SCHWEITZER 
205 E. 54 St., New York 

PL 3-6750 

MODERN 
FRENCH PAINTINGS 

Galerie Art Vivant 
72 Bivd. Raspail 

PARIS 

EARL STENDAHL 
GALLERY 

ANCIENT AMERICAN ART 

MODERN PAINTINGS 

a i ed | Ld | © OOOOOOOOOO 7055 Hillside Ave., Hollywood 28, Calif. 

E. & A. SILBERMAN 
GALLERIES, INC. 

ve 

DECEMBER 1954 

PAINTINGS WORKS OF ART | | 

32 East 57th Street, N. Y. | 

two things can happen: (1) nothing, 
or (2) an explosion producing a re- 
shaped point of view. Number 2 is 
what could well happen to Seymour 
Remenick (on several occasions ap- 
preciatively reviewed in these pages) 
who is obviously more than an erudite 
and tasteful landscapist in the man- 
ners of the nineteenth century most 
acceptable to the moods of today; 
and it could happen to David Levine 
at present working with cross-hatch- 
ing and vigorous darks and lights. 
The others appear less certain. Har- 
vey Dinnersteen and Norman Sasow- 
sky (the latter’s drawings show a 
discretion and a finesse at present ab- 
sent from his realist oil paintings) 
dig back as far as the sixteenth cen- 
tury for their ideas and Richard Sy]- 
bert’s tastefully tinted views make of 
the Palisades a Venetian lagoon. 
Other works noted included Bert Sil- 
verman’s sensitive silverpoint por- 
traits and A. A. Shikler’s sketches 
like fin-de-siécle illustrations. $15- 

$100. Le. 

Art Discoveries |Barone: to Dec. 

31] is a non-profit organization which 
will exhibit the works of unknown 
artists in one of the rooms of this 
new gallery and in other parts of the 
country. Each subscribing member 

will receive an original work of art 
in December previously selected by 
a Board consisting, at present, of 

Abraham Rattner and Yeffe Kim- 
bali, painters, and Stewart Klonis, 
Director of the Art Students League. 
The four in this opening exhibition 
are Venantino Venantini, a young 

Italian who makes light, carefree 
sketches of the Italian scene; Her- 
bert Flugelman, an Australian-trained 

artist who has shown previously in 
London; Robert Daley, a Realist; 
and Albert Marcus, an art director 
whose paintings done in a synthetic 
Cubist vein were, reportedly, made 
in his after-work hours and free 
moments. $5-$100. tz. 

Prints by members of the Im- 
maculate Heart College, Los An- 
geles (Contemporaries; to Dec. 31] 
include lithographs, linoblocks and a 
large number of serigraphs by faculty 
members and students, all influenced 
by the style of Sister Mary Corita, a 
former first prize winner at the Met- 
ropolitan’s Watercolor and Print Ex- 
hibition. This is a style which deter- 
minedly exploits the abstract ele- 
ments of religious medieval woodcuts, 

deriving the utmost in symbolic ex- 
pression by the most economical 
means, Sister Matthias’ figures in the 
Supper at Emmaus are integrated in 
the spontaneous arrangement of col- 
or patterns; Lita Rocha’s The Wed- 
ding Feast at Cana employs the tra- 
ditional figure of the blessing Jesus 
in a repetition of forms; and Mar- 
garet Russell’s Medieval Images is 
as whimsically arranged as a tapestry 
with Klee-like overtones. A series of 
collages, consisting of mounted clip- 
pings from magazines and newspa- 
pers, have been screened over with 
serigraphs, bringing additional depth 
to the colors and an almost infinite 
variety to the surface composition. 

$5-$50. G.T.M. 

Amateur standing continued from page 9 

etched horses in a mysterious moon- 
lit landscape. Ray Jones skilfully 
records every nuance of light over 
anchored boats and rippling water in 
his Old Hand Bridge, Staten Island, 
and Irving Milan, in a looser style, 
likes the play of soft light over lobster 
pots and beams that frame the bay. 
In News, a watercolor, Thomas Tu- 
fanajian has used a sharp concentra- 
tion of light to pick out the colors 
of a newsstand against shadow en- 
veloped skyscrapers. 

For another group light is color, 
expressed by juxtaposed spots rather 
than by changes of tone. Karnig 

Ignatius uses this Impressionist 
method vigorously in two figure sub- 
jects, both large compositions. This 
artist combines bold color touches 
in strong patterns which dramatize 
the sober reflections of a brooding 
elderly woman. Jack Palmer’s and 

Karl Bartel’s flower subjects are also 
in the more decorative Impressionist 
vein. 

The interest in prints noted in sev- 
eral amateur shows recently, is espe- 
cially notable here. In a skilful 
etching Otto Wackernagle has broad- 
ly contrasted the vast canyon of an 
excavated site with massed skyscrap- 
ers in the background. Andrew Un 
found in the woodcut’s terse opposi- 
tions of dark and light, a style which 
perfectly suited his stark but un- 
sentimental concept of Worker. 

At the opposite and more radical 
poles of the show are Theodora 
Mould’s arrangements of keys and 
city vistas, which is Surrealist in 
technique but not in spirit, and 
Maurice F. Bilton’s Cubist-inspired 
still-lifes in which he achieves a 
decorative effect by dividing forms 
into alternating light and dark halves. 

In the Photo-Engravers’ exhibition: Ray 

Jones’s Old Hand Bridge, Staten Island. 

141 w. 54 st. 
new york 19 

P.0. BOX 496 ANACORTES, WASHINGTON 

SUMMER 

SCHOOL 

OF ART 

June 20—July 29 

FIDALG 

Weaving « Painting « Ceramics 

Metal Design e¢ Textile Printing « 

Mexico's 

INSTITUTO ALLENDE 
courses in arts, 

Master of Arts de- 
Special courses for hobbyists 

. Field trips 
. ++» Amazingly low living costs in Mexi- 

Year-round accredited 
crafts, Spanish .. . 
gree... 

- Perpetual sunshine . . 

co’s most beautiful colonial town. 
Free illustrated prospectus: 

INSTITUTO ALLENDE, Box 7 
San Miguel de Allende, Guanajuato, Mexico 

BOSTON UNIVERSITY 
COLLEGE OF FINE AND APPLIED ARTS 
Courses leading to the degree of Bachelor of 
Fine Arts, combining professional training in 
art with a strong liberal arts background. 
Major programs in fashion illustration, adver- 
tising design, painting, art teacher training, 
interior design, and illustration. For catalog 
write D. L. Oliver, Director of Admissions, Rm. 
210, 705 Commonwealth Ave., Boston 15, Mass. 

PENNSYLVANIA ACADEMY OF 
THE FINE ARTS 

The oldest and most distinguished Fine Arts school 
notable 

artists offering professional training in Painting, 
and 

Graphics. Coordinated with the University of Penn- 
sylvania for the B.F.A., M.F.A. and B.S. in Edu- 

in the United States with a faculty of 

Sculpture, Illustration, Mural Decoration 

cation degrees. Day, evening. Summer 
Write for Catalogue to R. R. Entenmann. 

114 WN. Broad St., Philadelphia 2, Pa. 

institute of Art 

eS 
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Movie and TV animation artists earn $500 
to $1,500 a month! Interesting jobs open in 

cities all over the nation . . . mail coupon 
TODAY and find out how YOU can cash in 
on your talent and creative ability! 

FREE $20 Animation Drawing Board 
given FREE if you enroll 

| patisletmigytieesicod evecchuagestecte tgs Vo 40 

p ANIMATED CARTOONING SCHOOL of AMERICA® 
= Dept. IN-12, Box 2109, Hollywood 28, Calif. : 
' Send at once without obligation complete informa- 
' tion about your Animated Cartooning Course and 
' Free gift certificate. 

1 NAME 
" spores 
' 

8 CITY, STATE 
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REDWOOD 

PICTURE 

FRAMES 

— at “ordinary” frame prices 

Now, for the first time, we can offer you 
nature's masterpiece, genuine California 
redwood, made into picture frames! Light 
in weight and beautiful in its own natural 
reddish finish — these frames will comple- 
ment any painting. An unusual combed tex- 
tured finish adds to its natural beauty. And 
best of all, these genuine redwood frames 
ore priced os low as “ordinary wood” 
prices. 

Size (A) 1¥_" (C) 2g" (E&) 3%" 
Wide Wid Wide 

9x12 1.45 . a 
12x16 1.80 ; 3.75 
16 x 20 2.25 ; 4.95 
18 x 24 2.45 5.40 

(Minimum mail order, $3.00) 

America's Largest 
Art Supply Center 

ARTHUR BROWN & BRO., INC. 

2 W. 46 5t., New York 36, N.Y. 

WRITE TODAY fe 
your copy. Send yew: 

me, address, and 10+ 
to cover cost of mailing | 

E.H.SACFRIEDRICHS CO! 
140 Sullivan St., N. Y.12, 4.17 | 

Nete te Dealers and Scheels 
Simply order on business ot- 
tlenery. 

i Hg te 
59 UNION SQUARE W.NY.3NY 

GARBER S 
0h St. & 3rd Ave.,N.Y: 
12” x 16” Sketch Bex 

Special: $3.95 

Frames * Canvas * Oils 
Brushes * Books °* ete. 

225 WEST 39m orneay NEW wore NY. 

72 

New sources, new materials 

Slide-rule pencil combination may 
be just the thing for overburdened 
engineers, designers, typographers, 
etc. Conventional measuring and cal- 

€ = 

culating scales are clearly and per- 
manently marked along the bar-slid- 
ing parts. The item includes an indi- 
cator-cursor, a detachable straight- 
edge, a lead chamber and a pocket- 
clip. It measures in inches and centi- 
meters and comes with full slide-rule 

instructions. For price and details, 
write: Device Development Co. [D-4], 
c/o ARTnews, 654 Madison Ave.., 

New York 21, N. Y. 

Paint set, to introduce newcomers 
to Becker “A” oil colors, includes 
seven studio size tubes, bottles of 
turpentine and linseed oil and three 
Delta brushes. For a short time, this 
kit will be available at a special 
price. For details, write: Delta Brush 
Mfg. Corp. [D-2], c/o ARTNEws. 

Spray coatings now come in thir- 
teen colors, all pressure-packaged. 
The company suggests spraying 
Christmas trees with them; artists 
may think of other subjects. The 
same company packages clear Plexi- 
glas in spray cans, for protecting 
anything from pine cones to garden 
sculpture. For information about the 
company’s complete line of fixatives 
and colors in spray cans, write: 
Krylon Inc. [D-8], c/o ARTNEws. 

Plastic sheet, paper thin, swells 
into three dimensions when it is ex- 
posed to an ordinary light bulb. 
Children, hobbyists and designers 
may have fun experimenting with 
this gimmick: patterns drawn on the 
sheets, for instance, and cut out with 
ordinary scissors, become solid orna- 

ments, figurines, etc. after the heat 
treatment. For information about this 
material, and the special kits in 
which it is available, write: Art Craft 
Co. [D-3], c/o ARTNEws. 

Charcoal pencils, precisely graded 
in hard, medium, soft and extra soft, 
are suggested by this company for 
schools, etc. as individual 
artists who prefer the neat, compact 
paper-wrapped pencils to ordinary 
charcoal sticks. The core is made of 
ground, grit-free charcoal, without 
knots or kinks. For details about 
those pencils and/or the company’s 
catalogue-booklet called “Have You 

a Marking Problem?” write: Blais- 
dell Pencil Co. [D-5], c/o ARTNEWs. 

well as 

Booklet on how to paint with 
casein colors also goes into more 
technical questions of ingredients 
and methods of preparing and using 
them. For this free, thirty-page book- 
let, written by Henry Gasser and 
John Newman, write: Grumbacher 
[D-7], c/o ARTNews. 

Gemologists’ aid should be a boon 
to anyone whose profession is find- 
ing flaws. This liquid is said to have 
the same index of light refraction as 
quartz gems: therefore, a stone im- 
mersed in it and held to the light 

reveals instantly its flaws, color 
characteristics and vertical axis. The 
wide-mouth jar containing “Gem- 
Vue” has been designed to allow the 
gems to be viewed and judged with- 
out even removing them. The liquid 
can be used over and over again. 

For more details about this material, 
write: [D-91, c/o ART- 

News, 654 Madison Ave., New York 

al, Ms 7. 

Gem-Vue 

Silk screen kits—for 

paper, or on textiles 

with 

printing on 

are complete 
printing unit, 

silk, knife, brush, 
watermask and tusche. Each is pack- 
aged in a durable container with a 
special handle. An instruction book- 
let comes with each box. For more 

seven colors, 

squeegee, film, 

information about this item, write: 

Color Magic Co. [D-6], c/o ART- 
NEws, 654 Madison Ave., New York 

hy IMs Xe 

Commercial paint products are an- 
nounced in three flyers sent out by 
this company. A new oil-base alkyd 

(plastic) enamel for walls 
comes in twenty-five colors, dries to 
a semi-gloss when mixed with a spe- 
cial one-to-four blender. Either the 
flat or the gloss finish is washable. 
As an extra attraction, the makers 
announce that this paint is “pleas- 
antly scented.” 
Rust preventer is said to stop cor- 
rosion and protect the surfaces from 
rust with just one coat. This is 
called “Adelphia One-Coat Counter 
Rust.” 
W eather and waterproofing paint, 
“Protex-oil,” can be used on metal, 
brick, cement, wood, stucco, plas- 
ter, concrete, cement, wood, stucco, 
plaster, concrete, composition board. 

resin 

It is suggested as a primer, sealer 
and paint extender as well as for 

flyers on all 
and a free guide to 

write to: Adelphi 

Works, Inc. (H-3), 

rust prevention. For 
these products, 

color harmony, 

Paint & Color 

» ARTNews. 

Trestle for 

boards, 

balancing drawing 

table tops, planks or teeter- 
totters is now made in a new design 
by this company specializing in wood 

products. The “Glenwood” trestle is 
stained walnut, with holes pre-drilled 
for assembling. It is 35 inches long 
and 37 inches high. With it can be 
used the “No. 609-Norwood” slope; 

this allows the drawing board, etc. 
to be tilted to almost any angle. For 

information abeut these and other 
wood items, write: Anco Wood Spe- 
cialtes (D-1], c/o ARTNews, 654 
Madison Ave., New York 21, N. Y. 

33 West 17th Street, N. Y. 11, N. Y. 

HI-TEST Artists’ Oil Colors 

professional quality at sensible prices 

Write for new, FREE Color Card showing 

HI-TEST Artists’ Oil Colors 

Invaluable for planning your palette 

AMERICAN ARTISTS’ COLOR WORKS, INC. 
1] West 42nd St., New York, W Y 

Laboratories & Plant: Hazleton, Pa 

Finest Artiets’ Mavortede 

DISCOUNTS UP TO 50% 
Technical Information on Paint Chemistr 
HOW TO MAKE THE FINEST CANV 
Booklet by TAUBES & MAYER 

CATALOGUE 

FREE LINEN CANVAS SAMPLES 

Products used by, recommended by leading 

colleges, art schools, museums, and by lead- 
ing professionals such as Geerge Gress, Max 
Weber, Julian Levi, Reginald Mersh, Jack 
Levine. 

UTRECHT LINEN 119 W. 57,N.Y.19 
Plaza 7-1143 

GROUP SHOW 
PAINTINGS e« SCULPTURE e DRAWINGS 

catherine viviano 
42 e. 57 st. Thrwgh Dec. 31 

Paintings Dec. 6-26 

FLOCH 
Associated American Artists 
711 FIFTH AVENUE, NEW YORK CITY 

brushes by =" Sipe 
the finest made. . 
for every use 

in every medium. 

CaS mfg. corp. 

Eat: bleecker st., n. y. 

ust LASTELL 
CM hi Cue 
ny CM hy eee 

A.W. FABER-CASTELL PENCIL CO. INC. 

NEWARK 3, NEW JERSEY 
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GALLERY 32 E 65 

KARL ZERBE 

Gouaches 1954 

& Christmas Exhibition 

WILLIAM Thru Dec. 18 

CONGDON 
Recent Paintings 

BETTY PARSONS 

UYU EET RE 

ttn 

imi 

paintings by 

Tseng-Ying PANG 
Dec. 6-24 (11-5 p.m.) 

» ARGENT GALLERY 
Entrance 67 E. 59 St Delmonico Hotel, 

recent paintings by 

DOROTHY PARIS 
dec. 13 thru 27 

barzansky galleries 
664 madison avenue, bet. 60 & 61 streets 

/ | CHADBOURN 
GUEST SHOW 

December 11-31 

GRAND CENTRAL MODERNS, 120 E 57 

DRAWINGS —— 

ealvin albert 
Dec. 6-Jan. 1 

grace borgenicht gallery 
61 EAST 57 

PAINTINGS BY 

VINCENT 

LA GAMBINA 
Dec. 7-18 

1 Grand Central Art Galleries, Inc. 
15 Vanderbilt Ave., N. Y. C 

CHI KWAN CHEN 
paintings 

WEYHE 794 Lexington, near 61st St. 

SCULPTURE '54 

167 East 69th St.. New York 21 

i's oe Ss CoC 

JAMES R. 

SUMMERS 
Sculpture Nov. 29 - Dec. 18 

THE NEW GALLERY 
601 Madison Avenue New York 

DECEMBER 1954 

Huntington, W. Va., Huntington Gall. Feb. 
6-27. American Jewelry & Related Objects. 
Nat’l exhib. sponsored by Hickok Co. of 
Rochester, N. Y. Open to all artists, crafts- 
men in U. S. whose work includes jewelry. 
Jury. Purchase awards. Entries due Jan. 10. 
Huntington Gall., Park Hills, Huntington, 
W. Va. 
New York, N. Y., Creative Gall. Monthly 
group shows. Jury. Entries due end of each 

month. Entry fee $5 incl. photo. Creative 
Gall., 108 W. 56th St., N. Y. 
Nat'l Acad. Gall., Jan. 20-Feb. 6. Audubon 
Artists Ann’l Exhib. Open to artists work- 
ing in U. S. Oil, wter., casein, pastel, graph- 
ics, sculp. Jury, prizes. Fee $4. Entries due 

Jan. 6. Gladys Mock, Sec., 1083 Fifth Ave., 
Me Be 
Nat'l Acad. Gall. Feb. 24-Mar. 20. Ann’l 
Exhib. Oil ptg., sculp., open to members, 
non-members; graphics, wtcrs., members only. 
Entries due Feb. 10. Nat'l Acad. of Des., 
1083 Fifth Ave., N. Y. 
Nat'l Acad. Gall. Apr. 6-24. Amer. Weer. 
Soc. Ann’'l Exhib. Open to all artists. Wtcr., 
pastel. Jury. $4,000 cash prizes, other awards. 
Fee $5 for 2 labels. Entries due Mar. 24. 
Cyril A. Lewis, 175 Fifth Ave., N. Y. 
Riverside Mus.: Mar. 6-27. Knickerbocker 
Artists Ann’l Exhib. Open to all artists. 

Competitions, scholarships 

American Academy in Rome. Fellowships 
for students, artists, capable of doing inde 
pendent work in architecture, ldecp. ar 
chitecture, classical studies. Open to citizens 
of U. S. for one year beginning Oct. 1, 
1955. Applications, work due Jan. 1. Apply 
Exec. Sec., Amer. Acad. in Rome, 101 Park 
Ave., N. Y 
Corning Mus. of Glass offers one-month 
research fellowships of $500 for specialized 
training in connection with museum glas» 
collections. Open to professional museum 
glass personnel now employed within con- 
tinental limits of U. S. Candidate must be 
sponsored by dir. of museum in which em- 
ployed. Corning Mus. of Glass, Corning Cen- 
ter, Corning, N. Y. 
Cranbrook Acad. of Art offers four schol- 
arships of $1,320 each for advanced study im 
architecture, des., ptg., sculp., weaving, tex- 

| 
i 
| 
The exhibition calendar 

Beltimore, Md., Mus. of Art: Creative toys, 
Dec. 14Jan. 23. Walters Art Gall.: Me 
dieval parade, Dec. 15-Jan. 30 
Beverly Hills, Calif., F. Perils: 15 Ital 
ptrs., to Jan. 8. Silagy: 19-20th cent. Fr., 
Amer., to Dee. 31. 
Birmingham, Ala., Mus. of Art: Ma Mahon, 

to Dec. 12; 8 Americans, Laposky, Dec. 13 

Jan. 2. 

Boston, Mass., Brown: Religious art today, 
Dec. 6-31. Doll & Richards: Conway, De« 

6-24. Inst. of Cont. Arts: Des. for Christ 
mas, to Dec. 24. Little Gall.: Gale, wters., 

to Dec. 17. Mus. of Fine Arts: Masterpieces 

from ancient civilizations, Dex 15-Jan. 30 

Buffalo, N. Y., Albright Art Gall.: Lowe 
stoft, to Dec 26 

Cherokee, lowa, Sanford Mus Ethiopian 

ptg., to Jan. 3 
Chicago, Ill., Art Inst.: Rothko, to Dee 

13; Brassai, photos; Kahn; Utamaro, prints, 
to Jan. 1. Arts Club: Mathieu, Soulages, to 
Dec. 29. Boutique Fantasque: Cont. Amer., 

to Dec. 31. Chicago Gall.: Pabst; Keister, 
to Dec. 31. Feingarten: Ptgs. for Christmas, 

to Dec 31 Findlay: Lowe, to Dex 31 

Frumkin: Matta, to Dec. 31. Geller: Baskin, to 
Des 12. Lantern: Cont. Amer., to Dec. 31 

Linn: Christmas in Scandinavia, to Dec. 31. 

Main St Cont. Europ. lithos., to Dec. 31 

Mandel: Miniatures in Art, to Dec. 31. Mar- 
shall Field: Land, Abercrombie, to Dec. 31 

Palmer House: Chicago artists, to Jan. 1 

Rafilson: Stewart, to Dec. 31. Ryan: Poore, 
to Dec. 31. Soc. of Artists: Cont. Amer., to 
Dec. 30. Stevens-Gross: L. Harvey, to Dec. 31 

Cincinnati, Ohio, Art Mus: Zao Wou-Ki, 

to Jan. 4 

Cleveland, Ohio, Mus of Art Chinese 

ldscp. ptg., to Dec. 26 

Coconut Grove, Fla., Mirell: Magajan, 
Currie, to Jan. 8 

Colorado Springs, Colo., Fine Arts Center 
Des. tor Christmas, to Dee 31 

Columbia, S. C., Mus. of Art: Ital. arts, 

crafts, to Jan. 3 

Columbus, Ohio, Gall. of Fine Arts: Bod 
mer, to Dee. 12 

Ceral Gables, Fla., Rudolph: Group, to 
Dec. 13: J. Presser, Dec 14-28 
Corning, N. Y., Corning Mus Art for 

Christmas, to Jan. 1 
Dellas, Texas, Mus. of Fine Arts: Young 
Collections, to Jan. 2 
Detroit, Mich., Inst. of Arts: Cont. Fr 

prints, to Dec. 31; Besancon dwgs., Dec. 28 

Jan. 23. 
Hartford, Conn., Wadsworth Atheneum: 

Medicine man, to Dec. 12 
Houston, Texas, Mus. of Fine Arts: ]8th- 
cent. prints, to Dec. 26 
Indianapolis, Ind., Herron Art Inst New 
accessions, to Jan. 2 

Where and when to exhibit 

Oil, casein, wtcr., graphics, sculp. Jury, 
prizes. Fee $5. Work due Feb. 28. Lucille 
Sylvester, Sec., 200 W. 20th St., N. Y. 
Seattle, Wash., Henry Gall. Mar. 6-Apr. 6. 
Northwest Craftsmen’s Ann’l Exhib. Open 
to craftsmen of Wash., Ore., Mont., Idaho, 
Alaska, British Columbia. Mediums: ce- 
ramics, jewelry, weaving, metalwork, enamel, 
ceramic sculp., dec. fabrics, lamps, wood 
containers. Jury. Entries due Feb. 11-12. 
Henry Gall. Univ. of Washington, Seattle, 
Wash. 
Washington, D. C., Corcoran Gall. of Art. 
Mar. 13-May 8. Biennial of Cont. Amer. Oi 
Ptg. Open to all artists in U. S. and ter- 
ritories. Oil, oil tempera, encaustic. Cash 
prizes. Entries due Dec. 27-Jan. 14. Bien- 
nial Sec., Corcoran Gall. of Art, Washing- 
ton 6, D. C. 
Wichita, Kansas, Art Ase’n Gall. Jan. 9- 
31. Cont. Amer. Graphics, Dwgs. Ann’l Ex- 
hib. Jury. Fee $1. Entries due Dec. 18, 
Wichita Art Ass’n, 401 N. Belmont Ave., 
Wichita, Kansas. 
Youngstown, Ohio, Butler Inst. Jan. 1-30. 
Ann’l Ceramic Exhib. Open to res. & for- 
mer res. of Ohio. Sculp. in any medium. 
Jury. $550 purchase prizes. Fee $2; pack- 
ing chg $2. Entries due Dec. 19. Butler 
Inst. of American Art, Youngstown, Ohio. 

tile des., ceramics, metalsmithing. Awards 
will cover tuition, bd. for 1955-56 scholastic 
yr. Applications due Mar. 1. Secretary, 
Cranbrook Acad. of Art, Bloomfield Hills, 
Mich. 
Fulbright Traveling Scholarships. Apply 
Institute of International Education, 1 E 
67th St., N. Y. 
Huntington Hartford Foundation Fel- 
lowships. Open to all U. S. citizens, for- 
eign-born res. who have applied for citizen- 
ship. Fellowships are from 1 to 6 months, 
incl. room, bd., studio space at Founda- 
tion’s estate. Apply Dr. John Vincent, Dir., 
Huntington Hartford Foundation, 2000 Rustic 
Canyon Rd., Pacific Palisades, Calif. 
Emily Lowe Award. Open to American ar- 
tists 25-35 years old in N. Y. with no means 
of self-promotion, Four purchase awards. 
Ward Eggleston, 969 Madison Ave., N. Y 

Los Angeles, Calif., Kantor: D. Snow, to 
Dec. 31. Landau: Auazz, to Dec. 15. 

Louisville, Ky., Speed Mus.: Dutch arts, 
crafts, to Jan. 3. 
Manchester, N. H., Currier Gall.: Besancon 

dwgs., to Dec. 15; Homer dwgs., to Dec. 20 
Miami, Fla., Studio Crafts Shop: Hicken, 
serigraphs, to Dec. 13; Amoroso, Dec. 14-26 
Middletown, Conn., Davison Art Center 
Styles in Chinese ptg., Dec. 15-Jan. 15 
Minneapolis, Minn., Inst. of Arts: Art of 
Forbidden City, to Feb. 27. 
Montclair, N. J., Art Mus Amer. Indian 
wtevs., to Jan. 2 
Morris Plains, N. J., Silo: Hertz, to Dec 
30 
New Haven, Conn., Yale Univ. Art Gall.: 
Des. jor Christmas, to Dec. 15 
New Orleans, La., Delgado Mus : Emery, 
sculp., to Jan. 4 
Northampton, Mass., Smith Coll Cont 
color prints, to Dee 3 

Ottawa, Can., Nat’) Gall.: Scand. Des., De« 

17-Jan. 21. 
Pasadena, Calif., Art Mus.: Gibberd, to 
Dec. 12 
Philadelphia, Pa., Art Alliance: S. Schary, 

wters.; Horter, J. 7 drms mem., to Jan 

2: R. Robinson, Dex 10-Jan 12. Little 

Gall.: Cont. Fr., to Dec. 31. Mus. of Art 
Avensberg collec., to Dec 31. Print Club: 

Braque, to Dec. 27. Schurtz Fndn.: Aoeh/er, 
to Dec. 31. 
Pittsburgh, Pa., Carnegie Inst.: Cantini, 

to Jan 2 

Portland, Ore., Art Mus.: Cont. religious 
art; Ore. artists, to Jan. 2 
Providence, R. I., Sch. of Des.: Age of 
Chippendale, to Jan. 5. 
Richmond, Va., Mus. of Fine Arts: Master 
pieces of Chinese art, to Jan. 2 

Rockport, Mass., Art Ass'n.: K. Parsons, 
to Dec 31. 

St. Louis, Mo., City Art Mus 19th.20th 
cent. lithos., to Dec. 27 

San Antonio, Texas, Witte Mem. Mus 

Mex. folk art, to Jan. 2. 
San Diego, Calif., Fine Arts Gall Calif 
Wie. Soc., to Dec. 31 
San Francisco, Calif.. De Young Mus 

Sheeler, to Jan. 2; Kress collec., opens 
Dec. 9; Rathbone, Cino, prints, to Dec 30 
Mus. of Art: Younger Europ. pirs., to Jan 
30. Palace of Leg. of Honor: Jvanoff, opens 
Dec. 11; Duerer to Dali, opens Dec. 10 
San Josée, Calif., Rosicrucian Mus Soc 
of Western Artists, to Jan. 4 
San Marino, Calif., Huntington Lib 
Rowlandson, to Dec. 30. 
Santa Barbara, Calif., Leepa: Leepa col 
lec., to Dec. 31. Mus. of Art: Rodin, to Dec 
380. 
Santa Monica, Calif., Getty Mus.: Old 
masters, to Dec. 30. 

ruth sculpture 

ASAWA 
Pp 

dec. 6-31 

820 Madisen 
at 68 St. 

Ave. ERIDO 

ous NEW WATERCOLORS BY ou 

CHEN CHI 
G 

Nov. 23-Dec. 4 

rand Central Art Galleries, Inc. 

ques 15 Vanderbilt Ave., N. Y. C. —«»—_- 
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a} 
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BELING 
SCULPTURE 

Dec. 7-18 

GALLERY john heller 63 East 57 

uNimitit Opening December 1 stiimuinuiine 

EXHIBITION OF PAINTINGS 

Flisabeth Grinnell 
SCHONEMAN GALLERIES 

immo OF East S7th St. unm 
PPTNA DATE YOREEVOPPPE AA) POUU EHUNNU ONDE 

LENSSEN 
PAINTINGS AND DRAWINGS 

Dec. 6-18 

LYNN KOTTLER GALLERY 
108 E. 57 St., MU 8&-8436 

KAREL APPEL 

MARA JARIGON GALLERY 
22 East 66th Street, New York 

FIRST SHOWING 

OLIVE 

BOHANNON 
RECENT PAINTINGS 
Dec. 6-18 

ROTHM 

thru Dec. 18 

ZAO WOU-KI 
THE CADBY-BIRCH GALLERY 

21 €. 63 ¢ TE 87156 

LYNN KOTTLER GALLERY 

YOUNG | 
AMERICANS 

PAINTINGS ©@ SCULPTURE 

Dec. 21-Jan. 8 

john heller GALLERY 
63 East 57 

PAINTINGS 

AN 
Dec. 27-Jan. 15 

PANORAS » 62 West 56 St. 



Paintings 

PUTNAM 
November 22-December 11 

Frederick Paintings, 1954 

FRANCK 
December 14-January 8 

PASSEDOIT 121.57 ST. 

Ceramics by 

LEGER 
15 E 57 Sidney Janis 

NEW PAINTINGS BY 

ETNIER 
to Dec. 6 

Dec. 6-24 

WATERCOLORS BY THOMAS 

BLAGDEN 
MILCH 
55 East 57th St. 

Galleries 
New York City 

2500 ORIGINAL 

LITHOGRAPHS 

by 

75¢ and up 

WALTER 

127 East 56 Street 

SCHATZKI 

New York 

29:1 ANNUAL 

CHRISTMAS EXHIBITION 
SMALL MASTERPIECES 

BY AMERICAN CONTEMPORARIES 

Priced $100 to $500 

74 

The exhibition calendar | 
| 
Seattle, Wash., Dusanne Gall Bayley, to 
Dec. 30 Art Mus.: Tseng Yu-Ho, Dec. 9- 

Jan. 5. Seligmann: Cont. Amer., to Dec. 30. 
Henry Gall.: Cont. Amer., to Dec. 31 
Sioux City, lowa, Art Center: Cont. re- 
ligious arts, architecture, to Dec. 31 
Springfield, Ill., Art Center: Bradley Univ. 

print ann’l, Dec. 11-26. 
Toledo, Ohio, Mus. of Art: Karolik collec., 
to Dec. 19; Thorne, to Dec. 31. 

Toronto, Can., Art Gall.: Cont. 
to Jan. 2. 

Tulsa, Okla., 
man ceramics, to 

Canadians, 

Philbrook Art Center: Ger- 

Jan. 3. 

New York City Exhibitions are of paintings 

D. Burliuk, to Dec. 18 
Solman, Dec. 13-25 

Baranik, Dec. 27-Jan. 8 
Siporin, to Dec. 4 

K. Zerbe, gouaches, Dec. 7-31 
Alemany & Ertman, 745 Fifth 

Dali, sculptured jewels, to Dec. 30 
Argent, 67 E. 59 Pang, witcrs., to Dec. 24 
drt Students League, 215 W. 57 

Christmas show, 

Artists’ Gall., 851 Lex Takal, 
Assoc. Amer. Artists, 711 Fifth 

Floch, to Dec. 24 

Christmas show, to Dec. 31 

Babcock, 38 E. 57 
Christmas show, to Dec. 31 

Barbizon, 63 & Lex Ashley, to Dec. 31 
Barone, 202 E.51 Art Discoveries, to Dec. 31 

Barzansky, 664 Mad. J. Freeman, to Dec. 11 

A.C.A., 63 E. 57 

Alan, 32 E. 65 

to Dec. 31 

to Dec. 24 

D. Paris, Dec. 13-27 
Borgenicht, 65 E. 57. R. Crawford, to Dec. 4 

C. Albert, Dec. 7-Jan. 1 

Brooklyn Mus., Eastern Parkway 
Fr. Impressi« 

146 I 57 

nists, to Jan. 2 

Brown Stone, 

Swedish group, to Dec. 12 
Norwegian group, Dec. 12-Jan. 8 

Cadby-Birch, 21 E. 63 
Zao Wu-Ki, to Dec. 18 

Cont. Amer., to Dec. 31 

Caravan, 132 E. 65. Cont. Amer., to Dec. 31 

Carnegie Hall Gall., 154 W. 57 
De Pauw, Cagle, Rohberger, to Dec. 31 

Carstairs, 11 Ft 37 Dali, Dec. 7-31 
Chalette, 45 W. 57 

Matisse, graphics, to Dec. 31 

City Center, 131 W. 55 

Cont. Amer., to Dec. 31 
Cloisters, Ft. Tryon Pk 

Spanish medieval art, Dec. 15-Jan. 30 
Coeval, 100 W 56 Landy, to Dec. 11 

Cont. Amer., Dec. 13-Jan. 8 

Contemporaries, 959 Madison 
Christmas show, to Dec. 24 

Cont, Arts, 106E.57. Cont. Amer., to Dec. 31 
Cont. Foreign Art, 37 W. 57 

Israel artists, to Dec. 31 
Peter Cooper, 313 W. 53 

Cont. Amer., Dec. 20-Jan. 13 

Copain, 891 First Ave. 
Cont. Amer., to Dec. 31 

Creative, 108 W. 56 Cont. Amer., to Dec. 31 
Crespi, 205 E. 58 Taterka, to Dec. 18 

Cont. Amer., Dec. 20-Jan. 4 
Davis, 231 E. 60 Realist dwgs., to Dec. 18 

Christmas show, to Dec. 31 

De Braux, 131 E. 55 Group, to Dec. 13 
Cont. Austrian, Dec. 23-Jan. 15 

De Nagy, 206 E. 53 
Blaine, Frankenthaler, to Dec. 4 

Rivers, Dec. 7-Jan. 8 
Group, to Dec. 31 

Blume, to Dec. 31 
Downtown, 32 E. 51 
Durlacher, 11 E. 57 
Duveen, 18 E. 79 Old masters, to Dec. 31 
Egan, 46 E. 57 

Cont. Amer. ptg., sculp., to Dec. 31 

Eggleston, 969 Madison 
Carlin, Nov. 29-Dec. 4 

Christmas show, Dec. 6-31 

Feigl, 601 Madison V ytlacil, to Dec. 31 
Fine Arts, 41 E. 57 Fr. ptg., to Dec. 31 
Forum, 822 Madison Okla. Univ., to Dec. 8 

Mich. State Coll., Dec. 9-30 

Four Directions, 144 Fourth Ave 
W eitzman, stained glass, to Dec. 31 

Fried, 40 E. 68 Rebels, to Dec. 30 
Friedman, 20 E. 49 Wienk, to Dec. 30 
Galerie Moderne, 49 W. 53 

Pigs. of Music, to Dec. 31 
Gallery G, 200 E. 59 Haitian ptg., to Dec. 20 

Cont. Amer., Dec. 20-Jan. 4 

Gallery 75, 30 E. 75 Guerin, to Dec. 31 

Ganso, 125 E. 57 Altoon, to Dec. 18 
Cont. Amer., Dec. 20-Jan. 4 

Grand Central, 15 Vanderbilt 
La Gambina, Dec. 7-18 

Strohsal, Dec. 8-21 

Grand Central Moderns, 120 E. 57 

Hebald, sculp., to Dec. 9 
Chadbourn, Dec. 11-31 

Guggenheim Mus., 1071 Fifth 
Delaunay, to Dec. 31 

Hacker, 

Hansa, 210 ( 
24 W. 58 Weiss,to Dec. 31 

entral Park Soutt 
Cont. Amer., to Dec. 31 

Hansen, 959 First Cont. Amer., to Dec. 31 

Hartert, 22 E. 58 M. Becker, to Dec. 31 
Cont. Amer., to Dec. 31 

Heller, 63 E. 57 Beling, sculp., Dec. 7-18 

8 Americans, Dec. 21-Jan. 8 
Hewitt, 29 FE. 65 

Tolas, 46 E. 57 
Jackson, 22 E. 66 
Jacobi, 46 W. 52 

Atelier 17, prints, 

Amer. still-life, to Dec. 31 
De Menocal, Dec. 2-24 

Appel, Dec. 7-31 

to Dec. 21 

James, 70 FE. 12 E. Pierce, to Dec. 19 

Janis, 15 FE. 57 Léger, ceramics, to Dec. 31 

Jorgen, 241 E. 60 Group, to Dec. 31 
Karnig, 19% E. 62 Potpourri, to Dec. 31 

Utica, N. Y., Munson-Williams-Proctor Inst.: 
Redon, to Dec. 27. 
Washington, D. C., Circulating Gall.: Moti, 
to Dec. 31. Corcoran: Alumni show, Dec. 18 

Jan. 3. Dupont Theatre Abramowitz, to 
Dec. 31. National Collec. Fine Arts: Bod- 
mer, Dec. 26-Jan. 14. Nat'l Gall.: Kress, 
Dale collections, to Dec. 31. Phillips Gall 
Stamos, to Jan. 3. Obelisk: Cont. Amer., to 
Dec. 31. 
Woodstock, N. Cont. Amer., 
to Dec. 31. 

W orcester, 
rael, Dec 

Y., Meltsner: 

Mass., Art Mus.: Artists of Is- 

12-Jan. 15. 

unless otherwise specified. 

Kaufmann, 92 & Lex. 
Jewish motifs, to Dec. 17 

Seago, to Dec. 30 

Remington, to Dec. 4 
E. Berman, Dec. 7-23 
Hofmann, to Dec. 11 

Cont. Amer., Dec. 13-31 

Kacere, to Dec. 11 
Cont. Amer., Dec. 13-31 

108 E. 57 Group, to Dec. 11 
Bohanon, Lenssen, Dec. 6-18 

Kraushaar, 32 E. 57 Dubin, to Dec. 24 
Little Studio, 680 Madison Farbut, to Dec, 31 

Loft, 305 E. 45 Cont. Amer., to Dec. 31 
Matisse, 41 E. 57 Dubuffet, to Dec. 31 
Matrix, 26 St. Marks PI. 

Mendelsohn, to Dec. 11 
Cont. Amer., Dec. 13-31 

Mus., 82 & Fifth 
Dutch ptg., to Dec. 19 

Mi Chou, 320B W. 81 
Chi Pai Shih, to Feb. 27 

Etting, to Dec. 4 

Wm. Thon, Dec. 7-25 

Etnier, to Dec. 6 
T. Blagden, Dec. 8-24 

Kennedy, 785 Fifth 
Knoedler, 14 E. 57 

Kootz, 600 Madison 

Korman, 835 Madison 

Kottler, 

Metrop. 

Midtown, 17 E. 57 

Milch, 55 E. 57 

Morgan Lib., 29 E. 36 
Children’s literature, to Feb. 28 

174 Waverly Place 

Cont. Amer., 

of Mod. Art, 11 W. 53 
Museum collections, through Dec 

Myers, 32 W. 58 J. Myers, to Dec. 31 
Nat. Acad. of Des., 1083 Fifth 

N. Y. Soc. of Women Artists, Dec. 11-23 
drts Club, 15 Gramercy Pk. 

Wicrs., to Dec. 20 

J. R. Summers, to Dec. 18 
Courtright, Dec. 20-Jan. 8 

Old masters, to Dec. 31 

Cont. Fr., to Dec. 31 
Cont. Amer., to Dec. 31 

Rothman, Dec. 27-Jan. 8 

Parma, 107 Lex. Cont. Amer., to Dec. 31 
Parsons, 15 E. 57 Congdon, Kipp, to Dec. 31 
Passedoit, 121 E. 57 Putnam, to Dec. 11 

Franck, Dee. 14-Jan. 8 
Pen & Brush, 16 E. 10 Prints, to Dec. 27 

Morris, 
to Dec. 31 

Mus. 

Nat. 

New, 601 Madison 

Newton, 11 E. 57 
Niveau, 962 Madison 
Panoras, 62 W. 56 

Perdalma, 110 E. 57 S. Boxer, to Dec. 10 
Christmas group, Dec. 11-31 

Peridot, 820 Madison Hartl, to Dec. 4 
Asawa, Dec. 6-31 

1016 Madison Vlaminck, to Dec. 24 
D. Austin, Dec. 27-Jan. 29 

Rehn, 683 Fifth Campanella, to Dec. 18 

Riverside Mus., 310 Riverside Dr. 
Spiral Group, to Dec. 19 

RoKo, 51 Greenwich Ave 
Heinemann; B. Phillips, sculp., Dec. 6-29 

Borisov, tapestries, Dec. 6-29 

Rosenberg, 20 E. 79 . Monticelli, to Dec. 11 
19th-20th cent. Fr., Amer., Dec. 13-31 

Rosenthal, 840 B’way 
Cont. 

Saidenberg, 10 E. 77 
Ste. Etienne, 4 W. 5! 
Salpeter, 42 E. 57 Cont 
Scalamandre, 20 W. 55 
B. Schaefer, 32 E. 57 

Getz, Cronbach, Ippolito, Williams, Dec.6-23 
B. Greene, Dec. 27-Jan. 15 

Schaeffer, 52 E. 58 
Rembrandt & his Circle, to Dec. 15 

Schoneman, 63 FE. 57 Grinnell, to Dec. 31 
Sculptors Gall., 141 W. 53 

Dwgs. by sculptors, to Dec. 22 

Sculpture Center, 167 E. 69 
Group, Dec. 13-Jan. 7 

Swarz, to Dec. 10 
Segy, 708 Lex. African sculp., to Dec. 31 
J. Seligmann, 5 E. 57 

Christian art, to Dec. 31 

Serigraph, 38 W. 57 
Cont. Amer., Europ. wters., to Jan. 10 

Stable, 927 Seventh Noguchi, to Jan. 8 
Sudamericana, 866 Lexington 

R. Brown, to Dec. 11 

Tanager, 9 E. 10 Cont. Amer., to Dec. 31 
Teachers’ Union, 206 W. 15 

E. Hunter, Dec. 13 Jan 8 

Truda, 6 Morton St. Group, to Dec. 31 

Urban, 19 F.76 Fr., Amer. prints, to Dec. 31 
Valentin, 32 E. 57 Blue Rider, to Dec. 31 
Van Diemen-Lilienfeld, 21 E. 57 

Foss, Dec. 7-31 
Village Art Center, 44 W. 11 

Ann’! sculp. dwgs. exhib., Dec. 20-Jan 
Viviano, 42 E. 57 Birolli, to Dec. 31 

M. Walker, 117 E. 57. Cont. Amer., to Dec. 31 
Wellons, 70 E. 56 S. Engei, to Dec. 11 

S. Livingston, Dec. 13-31 
Weyhe, 794 Lex. Chi Kwan Chen, to Dec. 18 
Whitney Mus., 22 W. 54 

Ne uberger « oll., to Dec. 19 

Wildenstein, 19 E. 64 
Fr. 18th-cent. poers., to Dec. 11 

E. Speicher, Dec. 7-31 

Jap. screens, to Dec. 31 

Prints, to Dec. 31 

Perls, 

4mer., to Dee. 31 
Graphics, to Dee. 31 

K okoschka, to Dec. 23 
dmer., to Dec. 31 

Textiles, to Dec. 31 

Willard, 23 W. 56 
Wittenborn, 38 E. 57 

CRONBACH 
ILSE GETZ 
IPPOLITO 
PAUL WILLIAMS 

6-23 December 1954 

Bertha Schaefer + 32 E. 57 

“The Truce” 

“Incendiary” 

and other new paintings 
by 

FRANK PACK 
Dorothea P. Oppenheim 

Sole Representative 

990 President St., Brooklyn 25, N.Y. 

CHRISTMAS 
x SALE 

WINNERS 

= WARD EGGLESTON GALLERIES 

S969 Madison Avenue at 76 St. 

| DAVID BURLIUK 

JOSEPH SOLMAN 
Dec. 13-Jan. 1 

ACA GALLERY 
63 EAST 57 STREET 

GNNO4 3MO1 ATINI 2 301 

Sculpture 

NOGUCHI 
thru Jan. 8 

STABLE GALLER 

Hut 

NUN 924 7th Ave. 
at 58th St. 

Paintings 

SYLVETTE 

ENGEL 
WELLONS GALLERY 

70 E 56 Street N. Y. 22 

thru 

Dec. 11 

VYTLACIL 
ROCKS AND SEA 

Recent Oils 

To Dec. 31 

Madison Ave. 
at 57th St. FEIGL GALLERY “' 

ART NEWS 
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There’s one 

to Christmas Giving 

that each of your art-interested 

friends is certain to appreciate— 

the gift of a whole year of 

n Proust on way tas) ie a oo NEWS 

re 
= At modest cost (with reductions up to fifty 

per cent), you will delight your friends 
) with this most distinctive of Christmas gifts. 

7 

; I ive U ial Chri 2 oie . : } a rom the moment they receive the special Christmas Card an- Special Reduced Holiday Rates: , aes ra vec 
JE ; nouncing your gift of a whole year’s subscription—and continuing 

If you wish, pay after January 10, 1955 throughout the year, with the monthly arrival of each beautiful 
. f , issue of ARTNEws—your friends will appreciate your thought- 

ES FIRST GIFT SUBSCRIPTION (may be your own or its renewal) $9 7 .. , , , fulness and good taste. And you, as many letters 
, Each ADDITIONAL GIFT SUBSCRIPTION at half price ONLY 34.50 from our readers who have given ARTNeEws in 

\dd ARTNEWs ANNUAL to each gift order for ONLY $2.75 the past tell us, will be happy with your selec- 

tion of ARTNeEws as your gifts. The gift card 

and the first issue of each subscription will reach 
\ the recipient immediately before Christmas— 

our friends also will. of course. cherish the new magnifi- BY AIR MAIL, IF NECESSARY. 

cent 1955 ARTNews annuat. Add this handsomest of art as us i dk : : ; This beautiful full-color Christmas Gift Card 
volumes featuring: Leonardo da Vinci's Last Supper Resur- 

) de la Tour and Art News of the Year -to each gift at only 

82.75 for each ANNUAL. 

202 

fine 

rected, Cubism. Fantin-Latour, Poets and Pictures. Georges 

FIFTY-FIVE full-page color 

plates over 190 other 

(at left in miniature) reproducing a detail from 

ee Reunions in Paradise by Giovanni di Paolo, and 

inscribed with your name, will announce to 

each recipient your gift of a year of ARTNews. 

eeeceeeeeseeeseeseesesesesessessessese Just cut out and mail this coupon today! eeseeeeaseeeseeeeeesssessessesee 

ARTNews, 654 Madison Avenue, New York 21, N. Y. 

Please send a year of ARTNews at the Special Christmas Rates to: 

pages, 945 x 1254 inches 

] CHECK HERE 
if you wish the 
ANNUAL added 

amen ; 7 =— to this GIFT. 
Street ily one tate 

illustrations 7" (please print) 

MY GIFT CARD SHOULD READ: from . = 

see 

Fe (please print) CHECK HERE 

if you wish the 
Sire eS City Zone State ANNUAL added 

to this GIFT. 
MY GIFT CARD SHOULD READ from = eeneenenament 

—— eee 

Also renew my own subscription at these Special Christmas Rates. 

Add ARTNEWS ANNUAL thereto. 
Reduced Rates: ONLY 
$4.50 FOR EACH SUB- 

MY NAME SCRIPTION after the 
first one ordered at $9. 

Enclosed is my remittance to cover.{) Send me a bill after Jan. 10, 1955. 

ADDRESS 

CITY AND STATE 

(Use another sheet for additional Gifts) 



FAMILY PORTRAITS ¢* OFFICIAL PORTRAITS © MINIATURE PORTRAITS *¢ PORTRAITS FROM PHOTOGRAPHS 

PORTRAITS, INC. 
PORTRAIT CENTER OF AMERICA 

WAYMAN ADAMS .. LOUISE ALTSON .. GORDON AYMAR . . CHARLES BASKER- 
VILLE .. ARIANE BEIGNEUX .. FRANK BENSING .. LESTER BENTLEY . . LOUIS 
BETTS .. HELEN BLAIR . . JEAN BOWMAN . . ROBERT BRACKMAN . . GERALD 
L. BROCKHURST .. LEWIS BROWN. MARTHA MOORE BURNETT . . ORLANDO 
CAMPBELL . . JOHN CARROLL .. AMAYLIA CASTALDO .. DOROTHEA CHACE 

. LESTER CHACE . . JAMES CHAPIN .. EDWARD L. CHASE . . PAUL CLEMENS 
FHOMAS C. COLE . . BARBARA COMFORT . . WILFORD CONROW . . PETER 

COOK . . LUIGI CORBELLINI .. GARDNER COX .. RANDALL DAVEY . . GLEB 
DERUJINSKI .. SIDNEY E. DICKINSON . . WILLIAM F. DRAPER . . GUY PENE DU 
BOIS .. JERRY FARNSWORTH .. DEAN FAUSETT ..FURMAN FINCK .. KENNETH 
FORBES .. ALFRED FREUDEMANN . . GEORGE W,. GAGE. . G. H. IVES GAMMELL 

. DOUGLAS GORSLINE . . ELMER GREENE, JR... H. HARARI . . CHANNING 
a HARE .. ALEXANDRINA HARRIS . . MALTHE HASSELRIIS . . ERIK HAUPT.. 

MARGARET FOOTE HAWLEY . . CORNELIA HILDEBRANDT . . IRWIN HOFFMAN 
JAN HOOWILJ .. CHARLES HOPKINSON .. PETER HURD.. TED JACOBS . . ANNE 
MARIE JAUSS .. AMY JONES .. DEANE KELLER . . FELIX KELLY . . TRAFFORD 

THEL 
E 

KLOTS . JOHN KOCH . . DAYRELL KOR’ JER . . LEON KROLL . . BORIS 
U I..GRETA MATSON . . BETSY KUBLANOV .. ADRIAN LAMB. . LUIGI L 

FLAGG MELCHER . . HESTER MILLER .. § L MIRSKY . . ALBERT MURRAY 
‘ RAYMOND P. R. NEILSON . . GERTRUDE O’BRADY . . IVAN OLINSKY . . 
S. EDMUND OPPENHEIM .. ROY PERHAM .. ROBERT PHILIPP . . OGDEN PLEISS- 
NER .. MILDRED REILLY .. RUTH RENWICK . . CORNELIA RIVERS . . DIMITRI 
ROMANOVSKY . . EDITH ROSENOW . . MARGERY RYERSON .. ANTONIO SALEMME 

LEOPOLD SEYFFERT .. RICHARD SEYFFERT .. AARON SHIKLER .. MARCIA 

‘TH 
ICION 
AMUE 

SILVETTE MARION SIMONSON . . ROBERT S. SLOAN . . LAWRENCE BEALI 
SMITH EUGENE SPEICHER . . JEAN SPENCER . . OSCAR STOESSEL .. DUDLEY 
SUMMERS . DAVID SWASEY JEAN TABAUD . HILDA TAYLOR . . PAUL ‘ 
rREBILCOCK FREDERICK E WALLACE EDMUND WARD. . JERE WICKWIRE 

. FREDERICK W. WRIGHT . . ANDREW WYETH . . HENRIETTE WYETH. 

136 EAST 57th STREET, NEW YORK . LOIS SHAW ° HELEN APPLETON READ | 

3 
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