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SOTHEBY’S OF LONDON 
announce the Sale by Auction 

on Wednesday, 28th of November, 1956 

of 

IMPORTANT OLD MASTER AND FRENCH NINETEENTH CENTURY PAINTINGS 

From the Estate of Mr. JAKOB GOLDSCHMIDT, of New York and LADY KEPPEL 

inches 

Camille Pissarro 174% x 21% inches Eugene Delacroix 173% x 215 inches 

Also fine paintings by Aelbert Cuyp, Honoré Daumier, Francesco Guardi, El Greco, 

Fantin-Latour, Bartolomé Esteban Murillo, Hendrik Terbrugghen, Slingelandt, Van 

Dyck, Van Beyeren, etc. 

“Le Forgeron” black chalk and wash by Daumier, etc. 

Illustrated Catalogue, (19 plates) 1 dollar 56 cents. 

Telephone: 34/35 New Bond Street, London, W.1. Telegrams: 

London New York Office: 61 Broadway, N. Y. Abinitio, Wesdo 
Hyde Park 6545 London 

Telephone: Bowling Green 9-0765 
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est book is on Piranesi . . . Poet, critic Harold Rosenberg 

coined the phrase “Action Painting” in these pages a few 

years ago. It has by now crossed several oceans and is part 

of the professional language he here discusses Ad 

Reinhardt, well-known abstract painter and teacher, is 

having his twelfth one-man show in New York this month 

.. . Paul Georges, a young artist who began as an abstrac- 

tionist and then turned to a poetic realism, made an im- 

pressive New York debut last year . .. Theodore Bolton, 

librarian of the Century Association, is a veteran authority 

on byways of early American art and its social history 
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One of the greatest rarities in the 

notable “Prints 1400-1800” exhibition 

organized by the Minneapolis Insti 

tute of Arts is this hand-colored 

woodcut, Christ on the Cross between 

Mary and John, by Firabet of Rap- 

perswil, ca. 1465. One of two known 

impressions, it is unique in that the 

artist signed it and added his home 

address, the little Swiss town of Rap 

perswil. It is lent by Miss Tessie 

Jones [see article on pages 



Stuart Davis |[Downtown; Nov. 6- 

Dec. 1], now producing (on reliable 

about three-and-a-half 
works a year, has added them up to 
authority) 

9 oils and 5 gouaches for viewing; 

included is the prize-winning sketch 

meant for a mural in the United Na 

tions Conference Room, but appar- 
ently destined not to be thus real 

ized. Following his familiar, 

much Americanization of 

Paris School flat (void of 

any chiaroscuro), 

has applied it to up-to-date themes 

and adver- 

long 

polished 

Cubism 

Davis currently 

such as teen-age revolt 

tising’s “package deals” yet without 

once losing the old beat or the old 

if anything, the stark 

bearing the word 

is more rigorous than ever 

virtuosity ; 

Stele, 

“tabac,” 

with sliced curves and magnetically- 

poled stresses. A lyric 

key, have 

derived from Léger’s later linear and 

nostalgic 

new minor- 

however, seems to been 

figure motifs. Substantially, as an 

old master of decorative Cubism, 

Davis fails to surprise—but that is 
the privilege of one just beginning 

to enjoy being an old master. $450 

$8,000. P.T 

“Drawings ([Durlacher; to Nov. 
24] from the Fifteenth Century to 
Today,” in this gallery's annual pres 
entation of graphic work, is more 

than half devoted to British work 

this year. The latter, ranging in 

Reviews and previews 

date from the eighteenth century 

to the moderns, leads off with a mag- 
nificent Gainsborough wooded land 

scape in the watercolor browns and 
blues of his Bath period. Rococo 
mannerisms become almost sub- 

merged in light sparkling through 
foliage. A diffuse Samuel Palmer 

pen-and-ink study of a farm house 
among trees is an extreme instance 

of this individuality. Other mani- 
festations of it are the sublime 

naturalism of a Landseer Pig, the 
eccentric Romanticism of John Mar- 

tin’s “Classical” scene, the shrewd 

simplification of Millais’ Girl Seat- 
ed and the contradictory alloy of 

form and homely detail in 

Henry Moore's recumbent figure. 
Even Fuseli’s ambitious composi- 
tion, The Winds Emerging from a 

Cavern, imbued with the shadow of 

Michelangelesque grandeur, is an 

instance of the same individualism, 
disdainful of the 

conventions of his epoch. In contrast, 
the crystalline purity of a pair of 
Israel Silvestre topographical river 

abstract 

oblivious if not 

and-chateau ‘scapes establishes an 

immediate cousinship with Callot; 
while, from Gainsborough’s century, 

Claude Louis Chatelet’s View of 

Messina for the Abbé Saint-Non’s 
Voyages Pittoresques remains com 

within the ambience of Ro 

coco mannerisms despite its patently 
documentary intention; and Greuze’s 

pletely 

Henry Fuseli’s The Winds Emerging from a Cavern, ca. 1795, 

among “Drawings from the Fifteenth Century to Today” 

powerfully resolved Head of a Sleep- 
ing Child in red chalk follows ef- 
fortlessly the conventions of eight- 
eenth century draftsmanship. Prices 
unquoted. H.L.F. 

Earl Kerkam [Poindexter] takes 
himself for the subject of his paint- 

ing, subject is the act of 

painting itself. It is as though you 
looked through a mirror on whose 
surface the artist sees himself gradu- 

ally assemble the fractures of pig- 
ment that will give concreteness to 

his image and to the shallow illusion 

of depth. Kerkam is always in the 
act of translating a post-Cubist style, 
not unlike that of Villon, 
own Abstract-Expressionism. Without 
breaking the surface tension, there is 

a movement toward and 
scribing a depth about that of heavy 
mirror glass. The gain over academic 

post-Cubism is great: Kerkam does 
not arrest and analyze motion, he 

$350-$900 1s 

whose 

into his 

away, de- 

creates it 

Nov. 1- 

exhibition 

Mare Chagall [Chalette; 
Dec. 1] is 
of previously 

shown in an 

unseen gouaches and 
wash drawings made in the last sev 

en years. Also in the gallery there 

is a portfolio of etched illustrations 
to the Old Testament, which this 
reviewer prefers to Rouault: the 

feeling is simpler and stronger. The 
other exhibits are full of Chagall’s 

personal and general symbolism. He 
uses art autobiographically, not for 

what are the painter’s concrete and 
properly painterly concerns. When 
the subject is neither fantasy nor 
memory, the lovers seem to stand for 
the artist and his inspiration. As in 
Byzantine art or in Russian icons 
the drawing is symbolically ade- 
quate, without forma! intuitions. He 
shows a recurrent female profile, or 
the roofs of his native village, now 
covered with the snow of distance. 

He has said that flowers mean his 
mother to him, and candles mean 
his father. What does the crescent 
shape, in which the lovers’ bodies 
echo the moon, mean to him? The 
crucifixion is a favorite symbol, 
probably of the persecution of the 
Jews. His subject is not any more 
pictorial, nor even visual, than the 

Prices un- 
F.P. 

subject of a lyric poet. 

quoted 

Henry Schnakenberg {| Kraushaar; 
Nov. 5-24] shows for the first time 

in several years. His pictures ac- 

quire stature as they become official 
(Portrait of Van Wyck Brooks) or 
are controlled in a plain studio tra- 
dition (Three Objects, 1). Sue- 

cessful in its own way, too, is a big, 

studied, Renoiresque Picnic. $125- 

$2,000. JS. 

Founder's show [Grand Central: 
to Nov. 8], the thirty-fourth annual 

event at this gallery, comprises 112 
paintings and pieces of sculpture, 
including a lively watercolor by 
Sargent, The Woodchopper, among 

a large selection of very competent 
realist pieces. At a drawing in 
November each lay member of the 

Foundation of Grand Central Art 
Galleries will receive a work of art 

from the show. H.C. 

André Lhote (Galerie Moderne; to 
Nov. 7] is perhaps best known to 
Americans as a writer and popular 
teacher of Parisian modern art. This 
exhibition is retrospective, begin- 
ning with a Fauve portrait of 1910. 
In 1914 he painted Cubistically in a 
gentler version of what Léger was 

doing at the same time. Then he 

settled down into a Cubist manner, 
using pleasant milky-bright colors 
and graphic symbolic detail for a 
quick and practical identification of 
those parts that do not count as 
“design.” A rug-like pattern, mostly 
of triangular areas, produces con- 
ventionalized variations on an ordin- 
ary vision of still-life, landscape and 
the nude. The subject is irrelevant. 
He is a picture-maker with a single 
color scheme. $275-$2,500. F.P. 

Joseph Cornell [Wittenborn; Nov. 
1-15] opens new premises with an 
“unauthorized biography” of the 



ballerina Fanny Cerrito (1821-1898) 
titled Portrait of Ondine. The group 
of engravings, photographs, post- 
cards, key passages from books and 
other things continues a series ex- 
hibited at the Museum of Modern 
Art in 1945. He leaves the door ajar 
for further additions and a later ex- 
hibition. Cornell can discern the 
most poetic ideas in the most dis- 
dained of objects and the least 
sophisticated of subjects — for ex- 
ample, the photograph of Shriners 
walking up Broadway, the colored 
postcard of skyscrapers. Also, by 
finding the right things to go to- 
gether and leaping forwards and 
backwards in time to find them, he 
explains more clearly than any book 
on the subject the essence of Ro- 
manticism. Prices unquoted. L.c. 

Reginald Pollack [ Peridot; to Nov. 
17], who sends his fourth exhibition 

from France, unlike the other for- 
eigners in Paris, who contribute to 

the diversity of French art, is a 
painter whose contribution is to make 

a single thing out of French modern 
art. He is a conservative member of 
the School of Paris. He has always 

been influenced by Bonnard. He has 
shown the successive influences of 
Giacometti, Matisse and Cézanne; 

and in this year’s show the added in- 
fluences of Braque and Dufy. Also 
he is influenced by the French mid- 
dle-class interior that is the special- 
ity of Braque, and plays a large role 

and Bonnard. There 
are those oyster-shell curves of 

French late Victorian furniture, the 
sideboard of Giacometti, the window 
of Bonnard, the blueness of Dufy. 
In this show there is a merging of 
the figures with background, which, 
either as portraits or as lay figures, 
loom out of the wall, which takes 
the place of the air. Their Giacometti 
anatomy is defined by color instead 
of being squeezed into a graphic 
analysis. Prices unquoted. F.P. 

in Giacometti 

George Mathieu's {Kootz; to Nov. 
17] painting language is now, as it 

truly linguistic—spring- 

ier, suddener, slighter—like last 
year—in scope of action, but with 
an added convulsive quaver, as 
though his gifted seismograph of 
the sign were set helplessly jiggling. 

Not that he has lost control, but 
rather has he gained more painterly 
modulation of his live-wire calli- 
graph. Now, too, it is content to 

behave off-center or toward a corner 

of the given space, leaving a bril- 
liant red or a lyric grey ground as 
dialectically restful in asymmetry as 
the Orientals left them. The sump- 
tuousness of the paint is even more 
urgent and one appreciates the im- 
pact of close yellows or the aerial 
expletive of a stopgap curve. There 
is a gold-grounded work nearly 13% 

feet wide, where the dashing glyph- 
ices are anchored by a_ horizontal 
mauve band and some of the strokes 
are picked from the gold with an 
acid-dipped brush. For sheer skill 
it is a superlative sign for the word 

Prices unquoted. P.T. 

were, more 

“luxury.” 

Everett Shinn (Davis; to Nov. 17] 
was a playwright as well as an il- 
lustrator and mural painter, and 
member of such famous groups as 
“The Eight” and “The Five.” 
Sketches for murals that he execut- 

ed are shown, and illustrations for 
his own play, The Dump. Somewhat 
like Thomas Benton a generation 
later, to an interest in the second 
rate (for a socially conscious artist 
the dwelling place of Truth) he 
added a formality that comes from 
the art of the past. Shinn got his 
grandiloquent composition and green 
cast from eighteenth-century French 
painting. Both are, from the point of 
view of “reality,” entirely inappro- 
priate and synthetic. And the color 
and the fluent commercial drawing 
give his characters and landscapes 
an equivocal existence. Prices un- 
quoted. F.P. 

Vieira da Silva [{Saidenburg; to 
Dec. 1], who exhibited for the second 
time in New York two years ago, is 
accomplished in an idiom gauged 
flexibly between architectural ab- 
straction (of both the bird’s-eye view 
and weathered-wall kinds) and a 
pure hieroglyphic employed like Far 
Eastern decorative suggestion. That 
the formal inspiration of her recent 
oils and gouaches typically arose 
from a trance of disorientation is 
hinted by Homage to Kafka, which 

also illustrates the characteristic ten- 
sion of the artist’s simultaneously 
shuttled viewpoint: from-above and 
street-level. In that work, one might 
be looking at an abstract cityscape 

or at a labyrinth as Daedalus saw 
his after his escape. A meticulous 
colorist, with a fine hand for closed 
dabs and spaced flecks, Miss da Silva 
defines her vistas with maplike criss- 
crosses or lets them fade into isolat- 
ed hieroglyphs. Despite nice control. 
hers is a “texture” rather than a 
“form” art; that is, the perspectives 
are not so much composed as re 
strained. Prices unquoted. P.T 

Jennings Tofel [Artists], veteran 
exhibitor, presented his latest pe- 
riod which is of figure arrangements 

treated formally in terms of a mod- 
erate Expressionism (“typed” faces 
being prominent) and in content as 
variations on universal and mythi- 
cal human dramas: shiprecked peo- 
ple, Noah, Spring, a sphinx. He 
uses a high-keyed prismatic palette, 
and, despite the uniformity of his 
physical types, is absorbed in pre- 

situations and their psycho- 
logical overtones. Weakness of com- 
position and want of clarity in his 
dramatic aims spoil an otherwise in- 
teresting dissonance in the contem- 

porary medley. Prices unquoted. P.t. 

cise 

Robert Jay Wolff (Borgenicht; to 
Nov. 17], head of the art department 
at Brooklyn College, has been an 
Abstract-Expressionist painter at 
least since 1937, when he collaborat 
ed with Moholy-Nagy to found the 
Institute of Design in Chicago. His 
painting is closer to the Expression- 
ist model than that of most Abstract- 
Expressionists, and he has the same 
weaknesses in color that “realist” 
Expressionists have: muddy blue 
darks contrasted to luminous lights 

an insensitivity to value that de- 
stroys the surface. There is a mor- 
ality about abstract painting that is 
equal and opposite to the realist mor- 
ality, a concern with subject, which 
must be absent, as in realist painting 
it must be present. Those paintings 
which seem to this reviewer unsuc- 
cessful do not transcend the subject, 

Reginald Pollack’s Still-life, 1956: 

“influenced by the French interior” 

as declared in the title. The Fisher- 
man, for instance, is brightened and 
abstracted from analytical Cubist 
painting. But Soliloquoy, an O’- 
Keeffe-like shape that represents 
nothing, has an interest transcending 

the subject that an O'Keeffe does 
not have. The White Circle has a 
subjective interest like a hind of ma- 
terial structure, such as floor tiles, 
that have also an organic content, 
namely a suggestion that the struc- 
ture was not always as you see it 
now, but has been remade, as the 
body renews its molecular make-up, 
while keeping approximately the 
same organization. The Broken 
Wheel, Grey Light and Silent In- 
terlude all, in the same way, fuse 
content and form. $400-$1,500. p.r. 

Edward Dugmore’s (Stable: to 
Nov. 3] wall-challenging statements 
in magniloquent brush-strokes might 

well occasion the proposition that 
a danger incurred nowadays by a 

great deal of valid painterly sen- 
sibility is its alliance with a corres- 
ponding quota of naif, if courageous, 
primitivism. Dugmore’s 
“delta of paint” layout of two years 
ago has complicated itself into par- 
ticolored, margin-ignoring paint 

streams bringing to mind Democri- 
tus’—and Lucretius’-—“rain of the 
atoms.” The primitive intuition of 
that theory of explaining matter 
seems to suggest the faith of many 

contemporary artists that all things 
are made of brush-strokes. Dugmore 
seems “casual” in both color and 
form, and so would seem to be 
realizing in paint a mere principle 

structure rather than a 
complete work of art. Prices un- 
quoted. P.T. 

vigorous 

of cosmic 

A curtain raiser [ Babcock: to Nov. 

30] of recent works by this gallery’s 
artists opens its new premises. The 

gallery has been on the New York 
more than a hundred years 

and is particularly noted for its 
paintings by members of the Society 
of American Artists and the group 

which seceded from it, the Ten 

American Painters. Works by these 
artists in one room make the latter- 
day artists in the others seem timid 
and gentle, except for John McCoy 
who can take the simplest theme 
and distill from it the essentials of 

scene 

peril. Leo Manso, now Abstract- 

Impressionist, has a pleasing paint- 
ing. Robert Munford, Jean Liberté, 
Harold Weston, Sol Wilson, have 
characteristic offerings. But the eye 

keeps wandering into the other room 
where the Blakelocks, J. Alden Weirs 
and Theodore Robinsons are. Prices 

unquoted. 2. 

Pierre Soulages’ [Kootz] world of 
shadow, custom-made of broad, 
straight swatches at a rhythmically 
sustained speed and with whisper- 
ing accessories of earth- and sky- 

tints (to show off its elegant gloom), 

was again found hard to minimize. 

He impresses, he even exalts a lit- 
tle. And picture for picture, he 

holds his own with almost any com- 
petition where and 
statement are conclusive. His spatu- 

Homerically _ straight- 

scale positive 

la brush, 
armed as it is, 
“feminine” curves 

coaxed into artful diagonals 
is made to relax at the climaxes so 

that it prints addled mementos of 
the bristles. This means is stark in 
its simplicity and so audaciously 
casual as to look like Paris 

One supposes it is just that, 
the fact that one of the more hiero- 

glyhically patterned works looks like 
a sign for the “Gate of Hell” makes 

it more so. Prices unquoted. P.T. 

is susceptible to 
and may be 

also, it 

‘ hic 

and 

Nov 26- 

water- 

Cecil Beaton (Sagittarius; 

Dec. 8], in drawings and 

colors, shows the ground-work for 
the successful mountings of such 

plays as The Second Mrs. Tanque ray, 

Labors Lost and My Fair 

several portraits of familiar 
Love's 

Lady: 

theatrical figures; 
of flowers; and, in some acerb pen- 

and-ink work on America’s club 
he knows how to bite 

fed him. Prices un- 

H.D.H. 

some: watercolors 

women, that 

the hands that 

quoted. 

Kenzo Okada [Parsons; to Nov. 3] 
shows new works which again treat 

both the tradition of his old world, 

and the advanced art of his new one. 

And 
seem 

world, 

outstanding in 

his own sensitivities 

tuned to the forme 

that tradition are 

show. In 
screens and 

texture 

because 

more 

works in 

this these, 

space ot 

bland 
where, as on depthless silk, 

space is the 
scrolls extended, 

paint 



Reviews and previews continued 

hes or 1 flat plane The more to 

ipproximate textures of the Japa- 

nese tradition, Okada lightly splat 

ters and drips his pale colors, used 

very thin, so that soaking into the 

canvas they suggest aged silks. Even 

his colors imitate old textiles—faded 

blues, rusting rose, the stain of tea 

These are decorative panels, at a 
far remove from Western abstract 

paintings: shapes—spheres, bubbles, 
arcs and shades—are manipulated 

into their most reposed situations 
and there adjusted forever, without 

the kind of interior stress and strain 

which set the Western abstraction 

into perpetual activity. And as such, 
Okada’s paintings are superior ex- 
umples in taste, balance and graci- 
ousness. In contrast, the several can- 

vases where he tries to endow empty 
background space with the dynamism 

of Abstract-Expressionism, and, by 

paring out beauty, simplify his 
palette to monotonous structural 
hues, seem paradoxically lifeless. 

Prices unquoted E.C.M. 

Toti Scialoja [| Viviano; to Nov. 10), 
Italian abstractionist who brings to 
New York for the first time the re- 
sults of his pursuit of a “space-light 
ideal” [see A.n., Summer °55], has 

relaxed his technique into broken 
and more easily accommodated, if not 

any less precise, rhythms. The new 
American line—open and spontane- 
ous but tense—has reconditioned his 
whole approach. While his present 
surfaces are distinctive for constant 

and particular relations among line, 
shading, contour and mass, it is per- 
haps their lyrically expressed but 
limited color-range that proves most 
winning. When one senses the female 

nude as his usual starting-point, 

Scialoja’s skilled capacity for coax- 

ing nature into abstract sensual 

forms is instantly apparent. Prices 

unquoted P.T 

Philippe Hosiasson [Kootz; Nov. 
19-Dec. 8], Russian-born but Parisian 

by adoption, and making his first ap 
pearance here though he has worked 
in Paris for many years, reveals a 

rugged abstract style which, in re- 

lation to nature, conveys a sense of 

geological time. Sand in his ridged 

paint—whose color-schemes interest 

ingly combine rock and earth hues 

with Old-Master darkness adds 

concreteness to his frequent illusion 
of painting relief-maps of seacoasts 

as they might look today or have 
looked thousands of years ago. Other, 

stalactite-like, works are remarkably 
like cave interiors. Such of his titles 

as Counterspace and The Descent 
indicate the abstract way he grasps 
natural forms and rhythms, positing 

them in terms of dynamic movements 
and yet betraying with impasto the 
natural sources of their inspiration. 
Prices unquoted. P.T. 

Mathias Goeritz [Carstairs; to 
Nov. 3], a young sculptor and archi- 

tect, is well known in Mexico. This 
is his first exhibition in New York. 
Most of these pieces of sculpture 
are of soft Mexican wood richly 
charred and smoked to lend expres- 

siveness. One, however—and a par- 
ticularly apt one, The Open Mind 

is a 7-inch bronze. Much solem- 
nity and carefulness has gone into 

this work, some of which has a 
rare strength. Wit and irony are 
exemplified by the various versions 
of Me, and by The Hero, scored 
horizontally, its midriff transfixed 

Philippe Hosiasson’s Dominant Blue 

“a sense of geological time” 

Of various sizes, these nails 

are scarcely ordinary but possess an 
eloquence equal to the rough slash 

ing knifemarks in the wood, which 

not only shape but lighten or dark 
en the figure. The Neurotic 

is magically caught in intri 

cately irregular swirls of white wire 

Influenced at one time 

Expressionists 

frightening 
prophet, the angel, the crucified, the 

self-introductory 
quality; they rise before one 

mysterious 

space-men or voodoo effigies made 

ceremonial i 

cluded are nine wash drawings as 

well as an example of this artist's 

“Emotional Architecture” in painted 
Prices unquoted. 

Robert Andrew Parker’s (RoKo; 
to Nov. 14] paintings display great 
technical skill combined with a wide 
range of interest. His materials are 

of inks, watercolors, dyes 
and shelf (or bond) paper, and he 
usually works on the floor Chinese- 
fashion. What results from this quite 
simple procedure are—among other 

(such as those of King Gustav of 
and Napoleon); 

mechanical 
(planes, battleships, fac 

or somber cityscapes. 
appears to overlay color on an image 
more or less completely drawn in 
pencil Often the battleships, sud- 
denly transposed, come out as ma- 

terializations in pink or an exquisite 
fuchsia. A kinetic dog is well-defined 

purple and 

renderings 

structurally 

amber. In the portraits of jazz mu- 
sicians and A Poet of Some Years 
Ago, Parker executes the face with 

a concern not so much for its 
volume as for the most transitory 
emotional expression, insofar as the 
two can be separated. He has done 
a series on a military invasion of an 
imagined island, he has also looked 

on trains, motorcyclists and monu- 
ments in a way no one has before. 
He works figuratively and abstractly 
at the same time, with no terrible 
strain. Quite equally he seems to 
have a postic feeling for subject 
matter as well as for the potentiality 
of his expanding technique. $50- 
$350. H.C. 

Modern masters |Rose Fried; to 

Nov. 30] is a show of compelling 
elements: no soupcon of standard 
articles. Two tiny Picassos, a draw- 

ing and an oil on paper that used to 
be Gertrude Stein's, are like art 
under the microscope, so little does 

eac h seem composed of Kupka, one 

of the fathers of abstract vision, 

notates the historic moments when 
Orphism took flight out of the Cub- 
ist chrysalis. Osear Schlemmer’s ar- 
resting design, Group through a 

Keyhole, exemplifies the best Mid- 
dle-European figure Cubism, to 
which the English variety of Ben 
Nicholson (with its nostalgia for 

Greek columns) makes an engaging 

contrast. Kandinsky’s gouache, with 

spray and late-sunset tones, is a rare 
case of gentle lyriciem in this artist. 

There are two Severinis, Arp and 
Miro in orthodox form, Metzinger, 

Schwitters, Tobey at his best, Gabo's 
mesmeric plexiglass, and five of ten 
Léger illustrations (never published) 
for Rimbaud’s /iluminations. My 
favorite of the show is Picabia’s 

large merging figures covered with a 
shower of conventionalized flowers 

like a textile pattern’s: Spring—a 
metaphor-painting, true, but as dis- 
tinguished as a stanza by Apollinaire 
(who, by the way, first used the term 

“Orphism” in speaking of Kupka). 
$500-$8,000. P.T. 

International prints [LG.AS.; 
Nov. 1-Dec. 31], exhibited singly with 
the balance from each edition going 
to members of this society, are dom- 
inated by James Forsberg’s wood- 

cut, a black and white arrangement, 

a primitive image of flints suspend. 
ed in a cement of open space. The 
other striking print is Tea House, 

also a woodcut, by Hodaka Yoshida, 
member of a distinguished family of 

Japanese print-makers. Arthur De- 

shaies’ Hornets’ Nest demonstrates 
some of the possibilities of engrav- 

ing on lucite. Charles Childs’ col- 
ored etching has a gently evocative 
calligraphy. Marco Richterich, a 
Swiss living in Spain, is represented 
by colored lithographs, one a cater- 

pillar image which may have for its 
motif Gaudi’s cathedral in Barce- 

lona. $8.50-$9.50. LC. 

Sophy Regensburg (Jackson; to 
Nov. 10], who shows for the second 
time, is a deliberate primitive. A 
primitive paints what he knows, in- 
stead of ignorantly what he sees, or 
as he sees. A primitive accepts 
prejudice, and this very decision in 
advance produces its shocks or sur- 
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prises, for the conceptual clarity 
does not reproduce appearances, but 
competes with them, and the appear- 
ance of the painting is brighter 
(when the painting is as good as 
Mrs. Regensburg’s) than the ap- 
pearance of nature, and it is inde- 
pendent of temporal things like 
light. It savs that reality is a fact. 
Mrs. Regensburg, who is sophisti- 
cated about modern art, is most 
vivid in still-life, and weakest when 
she introduces active human beings. 
But one of the stronger pictures is 
of a New York street corner. Paint- 
ing interests her, not social or il- 
lustrative ideas, and this reviewer 
does not know of any better primi- 
tive painter of today than she. $75- 
$350. F.P. 

Opening show (Boissevain] of a 
new gallery that has its own gar- 
den, introduced three young paint- 
ers. Marion Carry, an engineering 

draftsman during the war, in her 
least over-designed oils suggested 

comparisons with Morandi and in- 

tarsia perspectives. Marcel Cardinal, 
a Canadian, relies on his taste in 
bright color to make pictures that 
look imitative but sometimes attain 
their own tension: Between Heaven 
and Earth pays its debt to Mother- 
well and Hare. Tom Vincent puts his 
warm close-keyed colors on with a 
silky effect, most originally in the 
still-lifes, least so in the empty 
looking figure painting, although his 
subjects seem almost always irrele- 
vant to what is best in his work. 

Prices unquoted. Js. 

fivin Most (James; to Nov. 8) con- 
tinues his craftsmanlike ventures 
into the New York abstract style. 

Hofmann’s digital] strokes and Moth- 
erwell’s restful spheres alternate the 
motifs in oil, while pastels—when 
the subject-matter is more apparent 

call forth pleasanter colors, more 
personality, and greater realization 
than the ‘vils. $75-$400. P.T. 

Luciano Minguszzi [Viviano; Nov. 
12-Dec. 8], recently introduced to 
New York by Andrew Ritchie's “New 
Decade” show of twenty-two Eu- 

ropeans at the Museum of Modern 
Art, is accorded his solo debut here. 
Candidly displaying an honorable 
lineage, his bronze sculpture is un- 
mistakably post-Picasso and, like 
others, shows signs of heeding Henry 
Moore's explorations of archaic 
simplicity and the hieroglyphic effigy. 
Veering from figurine to heroic in 
scale, Minguzzi likes to shift his 
plastic apprehension from filigree 
and void to centripetal mass and 
rugged geometric facet and from 

inertia to poised activity. As master 
or pupil, he stands firm in a re- 
freshing assurance of statement 

whether he does miniature, stylized 
acrobats or titanic, severely Cubist 
roosters. He has the touch that 
makes bronze a servant so that even 
in an amazingly simple statuette 
group, Adam and Eve, that classic 
metal seems to reassimilate from his 
impact some of its old grandeur. 
Prices unquoted. P.T. 

New names [City Center; to Nov. 4] 
show up on the catalogue of this 
group juried by Larry Rivers, Hans 
Moller and Russell Cowles, who 
are also represented. The paintings 

are fewer and better. Some unex- 
pectedly talented works are by Dar- 
rie Hammer, Freda Magram, Mary 
Bayne Bugbird, Donald Brigham, 
Gregory Litinsky, V. Zussin, Philip 
Cherry, Erik Johns, Wolfgang Beck, 
Audrey Flack, Thomas Peterson, 
Carole Friedman, Louis Catusco, 
Harvey Cohen—in fact, quite a 
long list to which other names 
might be added. $60-$1,500. L.c. 

Budd Hopkins [ Poindexter], young 
New York painter who made his 
debut with watercolors and an oil, 
has a clever calligraphic line and a 
rich sense of earth and plant colors. 
He does not compose from nature, 
however, but invents compositions 
based on an organic grasp of its 
forms. It is as though he suppresses 
consciousness of dealing, even ab- 

stractly, with anything objective, 
therefore joining what may be chris- 
tened the new school of “Automatist 
Abstraction.” $30-$150. P.T. 

Fay Lansner [Hansa; Nov. 19-Dec. 
10], in her second one-man show, 
might have used the words “clarity 
out of ambiguity” written under 
one of the drawings—as a title for 
her show. For the ambiguities in her 
work are like those in poetry when 
two or more opposing meanings, 
though reconciled at one level, are 
continually pulling apart at another, 
making you want to read the lines 
over and over again. Uncertain that 

the work itself is able to communi- 
cate, she sometimes writes its mean- 
ing directly on it. But one finds 

oneself overlooking this, turning the 

scratchy writing into an additional, 
integral element in the picture. The 
expressions of the faces can be read 
as smiles or, indeed, as leers; or as 

Alvin Most: Still-life with Gourds, 2, pastel: 

“craftsmanlike ventures” 

denoting cruelty or passivity. The 
result is also that of something ex- 
pressed in time. The small pastels of 
landscapes are happier than the 
drawings, and beautiful. The paint- 
ings are less successful, but a land- 
scape of blue disks ahd red grass, 
and a face in which the ambival- 
ences of expression are matched by 
ambiguities of paints, are outstand- 
ing. $50-$700. L.c. 

Ruth Cikow [(Rehn; Nov. 5-24] is 
a Social-Realist who delivers her 
messages with considerable lightness 
and apparent poetry. The title of 
Sans-Sougi is embedded in the paint- 
ing—the name of a run-down apart- 
ment house. There is a kosher poul- 
try shop, an old man reading scrip- 
ture in a window, beyond the sup- 
ports of an El the bombed-out 
looking rubble of a vacant lot. The 

large heads and the articulations of 
the people are doll-like (“we are 
victims”), but they are in a larger 
scale than their setting (“we are 
more worthy than things”). Muted 
City, a woman at a window up close 
and a deep view of a city, achieves 
dreaminess by indicating distance 
only by scale and perspective. $175- 
$1,200. J.s. 

José de Creeft [Contemporaries; 
to Nov. 17], like Zorach, has been 
associated with direct carving, a 

technique which, for many sculptors, 
until recently was thought the only 
“honest” way of making sculpture. 
Times have changed but the Spanish- 
born artist, now seventy-three, but 

appearing much younger, continues 
to carve. The show, his first in nine 

years (he was busy for four of them 
on the 9-foot granite figure yet to be 

unveiled in Fairmount Park, Phila- 

Fay Lansner’s Hat of Flowers, pencil and charce 

delphia), consists of some twenty- 
five stone pieces of different sizes. 
There is also a large portrait of 
Bernard Shaw in lead repoussé, and 
Picador, a construction of stove 
pipes originally shown in Paris in 
1925. De Creeft’s carvings seem to 
accept what Michelangelo said about 
anything ‘knocked off a sculpture 
rolling down hill. They are solid, 
compact. The rounded forms seem to 
flow inward to the core. The figures 
are entranced or asleep. Although 
there are more textures than in the 
past, the attitudes — Mother Earth, 
resignation, etc.—appear unneces- 
sarily stylized for this nervous gen- 
eration. But they are solid pieces of 
work and De Creeft has chosen to 
stay with what he is able to de best. 
$500-$8,000. L.c. 

Edward Millman [{Alan; to Nov. 
10] in his latest show of oils and 
drawings carries forward his calm in- 
ventions, his abstract metaphors for 
the violence of nature. The warm and 
cold shapes folding in space in Grey 
Terrain are like looking at a Baroque 
sculpture in which the skill of ex- 
ecution takes the explosion a safe 
step away from the viewer. Prospect 
of the Garden generalizes the experi- 
ence but brings it nearer—greenery 

and flowers melting in heat, bent 
stems and trunks shimmering and 

damp. The grey and ocher drawings. 

that look like projects for the 
chiaroscuro of paintings, imply the 
resemblance between floral images 

and other, not specified matrices. 
Prices unquoted. JS. 

Thirty-first annual [Downtown; to 
Nov. 3] again bring. on the scene 
the gallery’s big guns of American 
art, all trained on their traditional 

“ . ” 
something expressed in time 



Paul Cadmus’s Bar /talia 

“the gesticulation of the millions” 

subjects but with, in some cases, 

noticeably deflected Georgia 
O’Keeffe’s spacious severity has, odd- 

ly, a dryness other than the desert’s; 
in fact, the paint’s. Some rhythm- 
styled trees speak of either abstract- 
ness or climate, or both, while a door 
seen through a window has the 

literal dewlessness as well as the 

pattern of sun-dried tiles. Sheeler’s 
much-pruned planes take on both 
Feiningeresque and Cubist accents; 
Max Weber's Imaginary Portrait 

looks like his memory-print of a 
Picasso woman. Each of these paint- 
ers has his own “trademark”: I don’t 

mean to imply the contrary. Yet con- 
sidering Zorach’s statuette, a female 
nude, one may reflect on how much 
excellent American talent has been 
a translation of Paris schools into 

idioms. Ben Shahn's seems 
the outstanding case because, of all 
here (including Stuart Davis) , Shahn 

seems to have discovered, in 
caricature based on the news photo- 
graph, something not only truly 
American but also original as form. 

Yet observe his Folk Song: the 

colors are “enticing” rather than in- 

teresting; the form, paradoxically, 
has relaxed through rigid stylization 
and the human com7:-at is vague. 

He has become his own mannerist. 

Prices unquoted. P.T. 

aims. 

native 

alone 

John Levee (Emmerich: Nov. 12- 

30], a young Californian in Paris, 
has met with some successes before 

this first New York one-man show: 
he is the only American to have 
been three times invited to the Sa- 
lon de Mai, and he has found a 
place in several American collections 
and invited exhibitions. Some of this 
must be due to his work looking so 
tasteful, so certain, so assured, so 
French. It looks like de Staél, 
Menessier, Bazaine, Soulages, etc., 
particularly the finished paintings. 
In the gallery are some photographs 
of earlier abstract paintings, clum- 
sier, less complete, but at least 
something of himself was being com- 
municated, then. $50-$700. wT 

Lily Harmon [Assoc. Amer.: to 
Nov. 17) in her fourth show 

achieves a more abstract and a finer 
plastic expression than in her earlier 
work. Her landscapes of northwest 
Canada eschew line drawing in a 
winning effort to keep all the ele- 
ments on one plane in brushed and 
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“ Aesthetic 

“vividness 

smudged paint. Stagey, but all the 
same convincing, Lonesome Pine 

leans against and seems to push aside 
a dense sky of blues and greens. 
Lightly handled ink-stick drawings 
are included. Prices unquoted, J.s. 

Paul Cadmus [Midtown; to Nov. 
11], after an absence of seven years, 

offers a big painting, Bar Italia, 
a group of preliminary sketches 
for this tempera work (which cu- 
riously suggests a parody of Vero- 

nese’s Marriage at Cana), and some 

small temperas: trompe-l’oeil still- 
lifes and not so trompe-l’oeil nudes. 

The fermer are very pretty, the jat- 
ter are either academic or embarass- 

ingly intimate. Cadmus’ strength is 

undoubtedly that of a trompe-l-ceil 
Hogarth of American folk vulgarity, 

and this he exploits in Bar Italia as 
the local article in a foreign trans- 
formation, since most of the packed 
figures are American tourists. With 

a new, vignetted stroke and dab, like 
prismatic Pointillism, and used with 
finesse, he has composed the work 
in a sort of post-Michelangelo Man- 
nerism and wittily succeeds in evok- 

ine beth the Eternal City and the 

Eternal City Folk: the gesticulation 
of the millions salted and peppered 

with his own private conceits. $150- 
$17,000. P.T. 

Louis Bunce [{Meltzer: to Nov. 19), 
who has been teaching at the Port- 
land Museum of Art School for the 

past decade and was originally in- 
troduced to New Yorkers in a 
Modern Museum “New Talent” 
show, has his second one-man ex- 
hibition. His work has been steadilv 
changing and developing. Several 
paintings start off with experiences 
of beaches, shores, cliffs and seas. 
Mysteriously flowing, ectoplasmic 
forms unite sky with ground. Con- 
crete things turn vaporous, and mist 
and atmosphere are converted into 
solids. Prices unquoted. L.c. 

Realists [Terrain: to 

Nov. 15] and Friends” have got up 
and signed a manifesto no more 
pompous than most. They seem to 
believe in a philosophy of opposites. 

which at least is not exclusive. All 
were students of Eli Siegel. Chaim 

and Dorothy Koppelman are showing 
respectively symbolic etchings and 
pen-and-ink studies of the demolition 
of Wanamaker’s. Regina Dienes, in 

Stephen Etnier's Study: 

of sharpness” 

watercolor and oils, shows abstract 
still-lifes and lands.apes. Of the 
friends, William Gambini has oils of 
night scenes, Gerson Leiber and 
Robert Conover, abstractions. The 
Aesthetic Realist philosophy is like 
the oils and watercolors in the show: 
it doesn’t mix much, but contains a 
few acid elements of incontrovertible 

truth. $30-$400. H.D.H. 

Stephen Etnier [| Milch; Nov. 6-26) 
shows landscapes, mostly water- 
fronts, painted in Nassau and Maine, 
whose impact derives from the 
significance of the vividly insignific- 
ant detail. The paintings are about 
the partial—-what one does not pause 
over. The near and large is con- 
trasted with the far and small. There 
is the vividness of sharpness. But 
the relationship between near and 
far is weakened by the general ab- 
sence of interior drawing: he con- 
trasts silhouettes, and the silhouettes 
are those of the palette knife touch. 
The interior textures are generalized 
and monotonous, which diminishes 
their reality and the reality of the 
contrasts. $275-$1,200. F.P. 

Laura Ziegler {[Duveen-Graham; 
Nov. 6-25] studied under Pericle 
Fazzini and has been in Rome for 
the last five years. She is showing 
a variety of good-humored bronzes, 
mostly small, which demonstrate a 
serious and accomplished preoccupa- 
tion with mass. Her subjects are 
familiar city people with their ac- 
coutrements in candid poses. Re- 
clining figures and Moses and Jere- 
miah are equally likeable. Prices un- 
quoted. H.D.H. 

Dan Haugaard (Hansa; to Nov. 
10] is a Danish-born sculptor-paint- 
er who studied with Leo Amino at 
Black Mountain and at the San 
Miguel Allende Institute in Mexico. 
The abstract paintings in this first 
one-man show in New York are 
loosely-painted constructions which 
refer to the movements the eye at- 
tributes to natural things. Several 
paintings with diagonal streaking 
movements are the way walls and 
windows look when you see them 
from an unusual angle. A landscape 
painting is about how the ground 
seems to be stretching out; another 
seems to refer to the unfurling of 

flowers. The sculptures are equally 
decided and although he avoids mix- 

ing up the two mediums, paintings 
and sculptures are well suited to 
each other. He twists, turns or 
thrusts the wood into the idea. Each 
unit seems to be in the act of be- 
coming. Some lying-down pieces have 
bulbous extremities—the only trace 
of the Amino influence—and he uses 
concavities, holes and rods. Torso, 
which has the ready-made determina- 
tion of a shoe-tree, has an interesting 
use of space in the center—it is in 
two parts—with a kind of torsion 
exerted by the outer pieces upon the 
inner space. Prices unquoted. Lc. 

Edward Chavez (Heller; Nov. 6- 
24], in a quieter color scheme, con- 
tinues his examinations of New Mex- 
ican scenery. After establishing his 
color in these abstractions he intro- 
duces very crisp geometric shapes 
which vanish in the midst of his gen- 
eral exuberance. Thornbush in black 
and white is perhaps the most calcu- 
lated of them. Prices unquoted. #.0.H. 

Wang Chi-Yuan [China House; to 
Nov. 9], previously seen at the Met- 

ropolitan, has taught Western paint- 
ing in China and is teaching Chinese 
painting in New York City. Though 
his paintings and ink calligraphy are 

authentic, his native manner shows 
a certain freedom, as visible in the 
washes of some wet peonies. There 
are also some needle-fine bamboo 
leaves and touch-soft plum blossoms. 
Included in the show are two book- 
scrolls that, when upright, unfold 
like a screen rather than like the 
traditional scroll. Wang believes 

earnestly in the value of the already 
advanced exchange between the Oc- 
cidental and Oriental art cultures. 
He is a liberal Classicist of Chinese 
art. Prices unquoted. P.T. 

Vernon Bobbitt (Weyhe; to Nov. 

14], teaching at Albion College, 
Michigan, is showing abstract mo- 
saics. Distribution, 1 has tesseras of 

different depth mounted separately 
on a gilt background; another ex- 
ample uses pebbles. Exhibited with 
these are photographs by Brett 
Weston. Prices unquoted. H.D.H. 

American Negro art [ Marino; Nov. 
1-24] is an exhibition of ten con- 
temporary artists with a surprisingly 
high ratio of talent. Mostly Impres- 
sionist in feeling, the exceptions are: 
for those who like jokes, Ted Jones’ 
Results of Afro-desia, Edgar Fitt's 
screaming Jazz Aggregation and Clif- 

ford Jackson's dark faceted Pigeons. 
Serge Francis King has made some- 

thing useful out of the coffee-houses 

with his Young Man at the Rienzi. 
$50-$150. H.D.H. 

Three New Yorkers (Bodley; Nov. 
12-Dec. 1] show together. Anna 
Walinska’s caseins and oils base 

themselves on natural motifs and 
even when all trace of subjects has 

been emptied from the picture, the 
sediment remains. One is looking at 
figures, landscapes, interiors of un- 
usual eloquence and mystery in sub- 
dued greys, whites and blacks. Ahron 
Ben-Shmuel, once well-known as a 
sculptor, offers recent abstractions. 
These are, except one—the most re- 
cent—small, compact, rather bright 
[Continued on page 55] 
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Editor’s letters 

Sir: 

Alfonso Ossorio’s review of Modern 

Art U.S.A. by Rudi Blesh [A.n., 
Oct. 56] attempts to correct a few 
of the misrepresentations he found 
in the book. In his review of the 
same book in the Saturday Review, 
Thomas B. Hess states that “it is im- 
possible in fewer pages than Mr. 
Blesh uses to correct all his errors.” 

It is an unfortunately prejudiced 
book that at times (and I hope 
through lack of knowledge rather 

than through malice) makes state- 

ments that can be highly prejudicial 
to the reputations of artists. I par- 
ticularly want to point out the fact 
that only two younger French artists 
are mentioned in the book—Mathieu 
and Soulages—both of whom happen 
to be represented by my gallery. Mr. 
Blesh, in an attempt to minimize the 
originality of these two artists, goes 
out of his way to assert that each 
derives specifically from an American 
artist. To be exact, he states that 

Soulages saw a painting by Franz 
Kline exhibited in Paris in 1951, 
which became the origin of his own 

style. This is obviously untrue as 
Soulages was exhibiting his large 

black-and-white paintings as early as 
1947 and had. even shown several of 
these paintings in America in 1949 
and 1950—-before he had even heard 
of Franz Kline. It seems curious in- 
deed, since Mr. Blesh reproduces ¢ 
catalogue of the Janis Gallery for 

1950 showing a Soulages and a Kline 
side by side. It is my belief that 
neither Soulages nor Kline owes any- 

thing to the other, and I find it 

provincial indeed that Mr. Blesh has 
to attack Soulages in order to ad- 

vance Kline's stature. Neither artist 
requires this sort of public relations 
job. 

Mr. Blesh quotes Leo Castelli as 
saying that Mathieu asked him about 
Jackson Pollock's work and that 
Mathieu thus derives from Pollock. 
It would be hard to devise a more 

far-fetched statement. In my frequent 
trips to Paris in 1946 and 1947, all 

the Paris artists I met, including 
Picasso, wanted to know what was 
going on in America. And, equally 

interested, American artists eagerly 

asked me what was going on in 

France. This was natural indeed, 
with no art communication having 

been possible during the war period. 
I believe Mathieu's to be a distinctly 
different statement from Pollock's 

and I believe each artist developed 
independently of the other. 

I also think it very unfortunate 
that Mr. Blesh chose to dismiss (in 
one sentence each) the very creative 
efforts of Betty Parsons and Charles 
Egan who did so much to advance 

American painting during the 1940s. 
In reading Mr. Blesh’s book, the 
implication is that Sidney Janis ad- 
vanced the movement almost single- 

handedly, whereas, in that decade 
the Egan, Parsons and Kootz gal- 
leries consistently were displaying 
the following artists: Pollock, de 

Kooning, Rothko, Hofmann, Mother- 
well, Gottlieb, Kline, Newman, Bazi- 
otes, Still and others who were the 
real leaders of Abstract-Expression- 
ism, while the Janis Gallery was ex- 

hibiting Lucia, Hirshfield and Model, 
Mr. Blesh devotes the last chapter 

of his book to modern American 
sculpture and is so disparaging in his 
account that I can only believe he 

never saw the sculpture. 
Samuel M. Kootz 
New York, N, Y. 

Sir: 

Lawrence Alloway’s column on the 
“Critic’s Choice” exhibition in Lon- 
don [A.Nn., Oct. 56] does not explain 
what the selections were by Sir 
Herbert Read, although he did 
manage to squeeze in a few names 
at the end of the paragraph. 

I, for one, would have been inter- 
ested in getting a report or a review 

of the paintings by the various Brit- 
ish artists represented. I would not 
mind Mr. Alloway’s analyzing and 
attacking the artistic sensibility of 
Sir Herbert if he had given us a full 
report of what was being shown in 
the gallery. 

Shizuko Murakami 
New York, N. = 

Mr. Alloway noted that the “prob- 
lem” of the exhibition was made 

“acute” by “Sir Herbert's eminence 
and long record of service to the 

the problem 
being, exactly, a discussion of “prob- 

lems” rather than pictures.—Ed.] 

modern movement” 

Sir: 

The setting by Leon Bakst repro- 
duced on page 4% of your October 
issue is not for Shéhérazade, as stated 
in your caption, but for the ballet 
Tamar. 

Charles Alan 
New York, N. Y. 

oir: 

Thank you for mentioning Sue Mit- 
chell’s forthcoming one-man show in 
your editorial of October, 1956. How- 
ever the wrong gallery was given 

her show will be at the Peridot Gal- 

lery. 

Louis Pollack 
New York, N. Y. 

Sir: 

Please reproduce the Matisse which 
George Of owned and which was, as 

Walter Pach says [A.n., Oct. °56] 
the only one in America for years. 

Leon A. Tower 

Philadelphia, Penna. 

Nude in Wood, ca. 1905, given by George 

F. Of to the Brooklyn Museum in 1952. 
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Art news international 

Italian master pieces U.S. tour canceled 

A great exhibition of Italian art, 
consisting of such anthology pieces 
as Raphael's Madonna of the Chair, 
Botticelli’s newly cleaned Minerva 
Taming the Centaur, Michelangelo's 
bust of Brutus and many other mas- 
terpieces, was scheduled to come to 

America, opening at the National 
Gallery, Washington, D. C. on 
November 21 and then traveling to 

the Metropolitan Museum, New 
York, in January. The announcement 
made front-page news in Italy as 
well as America, and in Florence a 
number of protests have now been 
published, attacking the project as 
“absurd” and “criminal.” Experts 

in Florence, including Bernard Ber- 
enson, claim that atmospheric 
changes and improper handling 
might submit the objects to danger- 
ous stresses, and one artist has 
brought out that the eighteenth-cen- 
tury will of the last Medici donor 
stipulated that none of the treasures 
bequeathed should ever be removed 
from that city. The U.S, Navy had 
agreed to transport the exhibition 
to America. Bui finally protests be- 
came so strong that the Italians 
who had chosen the pictures in the 
first place—decided to re-examine 
their selections and “suspend” the 
exhibition. 

Croup exhibitions, North and South 

From the Berkshire hills to the Berk- 
shire Museum in Pittsfield came 

this month 332 paintings and forty- 
six sculptures by regional artists; 

one-man jury Perry T. Rathbone 
chose the seventy paintings and six 
sculptures for the fifth annual ex- 
hibition of the Berkshire Art As- 

sociation. Award winners include 
Fannie Hillsmith, Thomas Blagden, 
Virginia Webb, John D. Maziarz and 
ten other artists. 

Organizational enter prises 

The print-makers and collectors of 
America are group-minded: this 
month two major organizations were 
incorporated to “encourage and stim- 
ulate interest and appreciation” for 
this medium. The Print Council of 

America was set up by museum 
curators, collectors, artists and deal- 

ers; its immediate expectations in- 

clude an exhibition and a publica- 
tion. Officers elected were Lessing 
J. Rosenwald, president, and Henry 

Sayles Francis, Bartlett Hayes, Wil- 

liam Lieberman and Paul J. Sachs, 
four of the twenty-one directors. 

A society is being organized in 
Ohio to aid and encourage artists, 

especially print-makers, of that state 
by promoting exhibitions, lectures, 
newsletters and exchange of informa- 

tion. This is the Society of Ohie 
Print-makers, just organized at the 

Art Department of Bowling Green 

V enetian esthetics 

The Third International Conference 
of Esthetics was held this September 
in Venice, sponsored by the Cini 
Foundation which turned over the 
facilities of the Isola S. Giorgio to 

the more than 200 convening critics, 

art historians and estheticians. Par- 
ticipants ¢ame from as far us Poland, 

Obituaries 

Charles R. Henschel, chairman of 
the board and president of Knoedler 
& Co., New York art dealers, died 

in September, aged 71 [see p. 21]. 
Talbot F. Hamlin, teacher, critic 
and historian of architecture, whose 
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The eighteenth annual Texas 

Painting and Sculpture Exhibition 
opened at the Dallas Museum of 
Fine Arts this month [to Nov. 18]; 
it will travel to four other Texas 
institutions until April. Francis 
Henry Taylor selected the sixty 
paintings and ten sculptures. Pur- 
chase prizes went to Kelly Fearing, 
Dickson Reeder, William Lester, 
David Brownlow, Stephen Rascoe 
and Ethel Brodnax. 

State University under the chairman- 

ship of Philip R. Wigg. Persons in- 
terested in the society and its first 
annual meeting, to be held November 
3 at the Dayton Art Institute, should 
write Mr. Wigg. 

America’s first museum devoted to 
handicrafts—the Museum of Con- 
temporary Crafts—opened this fall at 
29 West Fifty-third Street, New 
York. Thomas S. Tibbs, director, 
planned the first exhibition, titled 
“Craftsmanship in a Changing 
World,” presenting the work of 250 
professional and amateur craftsmen. 
The museum will be open every 
afternoon. 

$50,000 in trust has been left to 

the Santa Barbara Museum of Art, 
by Mrs. Rosalind Buell Thayer. The 
sum is in memory of Mrs. Thayer's 
son, Buell Hammett, founder and 
first president of the Museum. 

Japan, Czechoslovakia and Greece; 
over a hundred scholarly papers were 
delivered. Organizers of this meet- 
ing were Luigi Pareyson, Gillo Dor- 
fles and Luciano Anceschi of Italy, 
Etienne Souriau and André Veinstein 
from France, and from the U. S., 
H. Hungerland and Thomas Munro, 

biography of Benjamin Henry Lat- 
robe this year won a Pulitzer Prize, 
died in October aged 67. Mr. Hamlin 
was the author of Greek Revival 
Architecture. in America and other 

books. 
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Amat mateur standing 

i linear project 

For the present discussion, | should 
like to suggest that the reader get 

reproductions of modern paintings 

and try to identify in them the types 
analyzed here. Of all the 

artist, 

of lines 

means at the service of the 

until recently the line has been the 

least exploited. Reasons for this may 
be found in Goya's famous dictum 

that no lines exist in nature, and the 

artists, therefore, should not use 

them. This prohibition is still obeyed 

regard 

pictures as faithful 

Fortunately all art has 

by those who continue to 

their nature’s 

facsimiles 

not been so restricted, for through- 

out most of history, artists were con- 

with the linear language of 

art, and in handled it 

independently, for its inherent beau 
like the Orientals. 

The cause of our rekindled inter- 

est in the line may be found in such 

cerned 

most cases 

ties, 

a statement as the following, by 

Werner Haftmann: “Line, with its 

abstract expressive qualities and its 
power of psychic communication, 
was the very element which interest- 

ed the avant-garde artists [in Ger- 

many 1900].” The line re- 

turned when the artists began to re- 

gard their art as a visual, symbolic 

language, not as a reproduction. 

For clarification and identification, 
lines can be divided into several 
categories, according to their uses. 

Lines of contour. The contour 

line has a long lineage, reaching 
back to earliest art history. It is 
simply the outline which defines the 
shapes of objects. Contour lines are 
used by muralists and such artists 
as Gauguin, who with the line and 

the flattened color plane tried to re- 
vive the decorative element in paint- 
ing. In contemporary usage, it 
reaches from the extremes of Pi- 

magnificent line drawings, 
where it weaves with such brilliant, 

masterful control about sculptured 
form, to Walt Kelly’s comic-strip 
Pogo, where it expresses a tender 
humor and insight. 

Lines of movement. These lines 

are the new language of modern art. 
They are more difficult to grasp, and 
are not confined to 

move freely through the space of the 
picture. They are dynamic to the 
degree that they define the harmoni- 

rhythmic and 
sions which hold forms together. In 

nature (or science) their 

equivalents are the lines which define 
axes, gravitational pulls and stresses 

within “magnetic” polarities. They 
are thus necessarily abstract, for they 
do not identify with external forms 
but relate to the invisible world of 

dynamics and tensions, which we 

know beneath nature's ap- 
pearances. As in Cubist painting, 
or an abstraction by Picasso, or a 

Non-Objective Kandinsky, these lines 
when successfully related (to idea 
and space) construct into a pictorial 
order. 

Calligraphic lines. The diction- 
ary defines calligraphy as beautiful 
and expert handwriting. This term 
refers specifically to the Orientals, 
who considered their writing an art 
and their artists as expert calligra- 

about 

casso § 

contours, but 

ous, movements ten- 

closest 

exists 
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phers. The same strokes used by the 
Chinese for writing also defined 

trees, mountains, landscapes, to be 

admired not only for their magical 

draftsmanship but their 
style and beauty. When lines appear 

to move over the picture’s surface in 
such rhythmic intervals, with variety, 

apparent 
then the term cal- 

ligraphy The calligraphic 
line can be abstract and define space, 

also for 

balance and ease, “as 

though written,” 

applies. 

or it can be graphically symbolic, 
and define contour, but it is seldom 

decorative. Fashion artists have de- 
veloped a stylized calligraphy. In 

their heyday, the fashion artists Eric 

and R. W. Williams used a brilliant 

liae, somewhat resembling the Ori- 
entals. However their work, possibly 
more indebted to Matisse than to 

the Orientals, and aimed with an 
eye to reproduction, in many cases 

looks better on the page 
than in the original. In contrast, 
Matisse’s line was devoted to the 

more serious purpose of structural, 
pictorial design. It is therefore more 

functional than facile. The quality 

magazine 

of a line is conditioned by its in- 

tent, its meaning. If we turn to a 

Cézanne, we find lines with still a 

different quality. Cézanne’s lines are 
deeply serious as they search out the 
existence of form in space. They are 
austere, severe, and in their quest to 

carve into the picture-space equiva- 

lents to the structural 
forms in nature, there is allowed no 
room for charm and 

Calligraphy in modern painting, 
while being essentially symbolic—a 
shorthand notation of “an act of ex- 

existence of 

taste. 

istence”—also acts independently as 
a rhythm which moves harmoniously 
in balanced placement and intervals 
within an over-all integrated com- 

position. 

I should like to suggest that the 

student experiment with the lines 
defined here. First try the contour 

line, outlying the shapes of the 
forms. This line 
which, when flattened (with a mini- 

mum of modeling) and filled in with 

colors, results in a decorative pic- 

outlines planes 

ture. Sometimes when shaped out 

factually, however, it is found that 
the planes do not always balance 

pattern. It 

expedient to change the shapes from 
nicely for then becomes 

their natural appearance, and “dis- 
tort” them for a better over-all design 

historic rea- which is one of the 

sons for “distortion” in painting. 
Next try to free lines from their 

bondage to contour, and organize 

them, not for their descriptive 
shapes, but for the expression of 
harmonious movements in space. This 
is the line of movement. Line de- 
tached from objects, but moving 
freely through space as a symbol of 
the dynamic tensions and forces 

within a manifold picture field, is 
possibly the most difficult of all to 
master, and therefore takes the most 
time for experiment and study. 

McGraw-Hill’s annual 

The seventh annual McGraw-Hill arts 
and crafts show, juried this year 
by Dore Ashton, Leo Manso, Ed- 

ward Steichen, Frederic Whitaker 
and this writer, was organized by the 
chairman of the art show, Pat Du- 

densing. The more than one hundred 

and forty paintings, photographs, 
sculptures and crafts by employees 
of this publishing firm again brought 
out hidden talents. These annual 
shows are encouraged by an en- 

lightened management, which knows 

the benefits of an occasional letting 

off of artistic, as well as physical, 
steam. The annual, during its five 

day display, drew an audience of 
eight hundred people, who awarded 
the popular prize to Margaret Red- 
field’s Inland Water, which also won 

the first prize in watercolors. Other 
awards: best in show ($50) to the 
vigorously painted but reserved in 
color Snow and Pines by Alice 
Palmer and to the excellent photo- 
graphs Oil Men—British Columbia 

by Robert Isear; first awards ($25) 
went to Sonia Levinthal’s terra-cotta 
Mother and Child; Mary Kelly's 
Masquerade; Al Hanson's photo- 
graph, Chamode; William Oster- 
berg’s charcoal drawing, Jimmy; and 
Zoe Gregory's Grecian Cross Stitch. 

Among the other entries special men- 
tion must be made of the second 
prize-winners, Fighting Game Cocks 
by Everett Hoffman and Flowers and 
Forms by Louis Dufault, and Harry 
Jensen’s third prize-winner, Still-life. 

Diamond trade show 

In the heart of New York's diamond 
trading district on West Forty-seventh 

Members of the Diamond Trade Associa 

tion held a show of members’ paintings 

in their New York clubhouse. Among the 

this 

group were: Argumgnt by Zita Querido 

Still-life by 

unusually competent entries in 

[right] and Louis Pressel 

Street, a first showing of paintings 
by members and their families of the 
Diamond Trade Association was held 

in their clubhouse. The show was on 
a high level, more than is expected 
from usual amateur shows; several 
of the exhibitors take their painting 
seriously and are highly trained. 
Samuel Kornberg, for instance, has 
no professional claims. But after 
many years of devoting all possible 
time to his painting, he complains: 
“Where does one such as I stand? 

I cannot be considered a professional 
artist, but I devote as much time to 
painting as most professionals do, 
and possibly take it as seriously as 
many of them. But while I may be 
a diamond merchant by profession, 
I also like to consider myself a 
serious painter—and therefore don't 
like to be considered an amateur, 
with all that it implies .. .” There 
are other painters in this group who 
find their status equally confusing. 
Zita Querido, for instance, also a 

serious painter, at present hard at 
work developing a personal style, 

was represented in this show with 
two sensitively rendered works which 
possibly justify professional aspira- 
tions. Other commendable displays 
included: The Negro Problem by 
Louis Pressel; a portrait, Kim, by 
Max Finn; a primitive Hills of 
Judea by Isidore Morgenstein; Harry 
Torezyner’s satiric Ghosts; and ab- 
stractions by Eileen Tolkowsky and 
Manuel N. Fuss. 

Aaron Berkman 
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Art in antiques 

Kakiemon style, East to West 

The element of sparseness which 
marks so much of Japanese art 

reached perfection in the ceramic 

decoration of Kakiemon, a_ potter 

from the of Imari, who in- 

d true porcelain from China 

prov nee 

troduce 

via Korea in the 

teenth century. He 

middle of the seven- 

used one or more 

floral sprays or plants, with possibly 
both, to com- a bird or animal or 

plement the pure white porcelain 

than to cover it. 

Although the motifs as 

well as the Kakiemon 
of Chinese inspiration, the Japanese 

so adapted his themes to their own 
taste that indigenous. 

Sore of the these 

ground rather 

many ot 

style of was 

they seem 

best-known of 
the bamboo, plum and 
known as “the three 

friends”; the tiger, which on Japa- 
nese ware is apt to be more natural- 
istic; the quail and the phoenix. One 

design however, which is unquestion- 

motifs are: 

pine tree, 

ably of Japanese origin, is the “band- 
ed hedge,” so-called after an ancient 
device of Japanese landscape garden- 
ing used to screen and protect plants. 

in Chinese adaptations of this par- 
ticular design the plant usually 
seems to be growing out of the 

hedge, showing that the designer 
misunderstood its function. Kakie- 
mon porcelain is similar to Korean 
sixteenth-century ware, which may be 
the reason why the French referred 
to Kakiemon ware as “Corée a la 
haye.” 
Kakiemon ware, which members 

of his family continued to make after 
his death in 1666 and kept on a 
high standard until about 1720, was 
also copied by other Japanese pot- 

ters. But the small spur marks which 
were found on the bottom of Kakie- 
mon’s pieces present on 
those of the copyists; the products 
of all were exported to Europe. 
Japan then, as today, exported to the 

Western world, and Western crafts- 
men had difficulty trying to compete 

with the Japanese market. But as 
soon as the Western potters con- 
quered the mystery of porcelain, they 

began to copy the Kakiemon pat- 
and before long there were 

were not 

terns, 
more copies than originals. 

Meissen Kakiemon 

During the late seventeenth century, 
the Dutch East India Company 
brought pieces of Kakiemon 
ware to Europe, where examples can 

now be seen in various palace and 
museum collections. By 1725, at 
royal command, Meissen the 
first Western porcelain factory copy- 
ing Kakiemon styles and such shapes 
as bowls with out-turned rim, lobed 

and octagonal 
Herold, be- 

of Meissen in 

many 

was 

cups and saucers, 
vases and plates. who 
came artist-director 

1720, produced some excellent en- 
underglaze 

until 1728 
first made 

this 

colors, although 

blue had to be 

when blue enamel 

successfully; in fact 

amel 

used 

was 
once was 

perfected it was also used for the 

crossed-swords mark, quite a depar- 
ture as that symbol was customarily 
in underglaze blue. Meissen painters 
were careful in copying the Japa- 

which nese designs, were mostly 

16 

asymmetrical, but as usual copyists 

inject a little something of their own 

into the work; one result was that 
the “banded-hedge” frequently re- 

sembled a sort of wheat sheaf. A 

yellow tiger lurking around the bam 

boo was a favorite subject. As in 

the Japanese pieces, human fgures 

are not often found, but there are 

some delightful designs of children 

at play. By 1735 the vogue for Kakie 
mon was dwindling as Meissen artists 

style of their began originating a 

own. 

Viennese and French 

In Vienna, du Paquier was influenced 
by Kakiemon at the same period as 
Meissen, but for the most part the 
designs seem crowded, as though the 

decorators were afraid of plain open 
spaces and simplicity. This may be 
due in part to the fact that European 

Japanese designs 

cases instead of 
pattern-books of 

were used in many 

the original models. 
Some very faithful of the 

Kakiemon style were produced at 
Chantilly. Undoubtedly there was an 
advantage in the interest of the 

founder, the Prince de Condé, in 
collecting Japanese porcelain. Cirou, 
the director, had been trying for 
ten years to make porcelain similar 
to the Japanese. By 1735, when he 

was given a 

copies 

finally produced it, he 
license to continue imitating it for 
the next twenty years; no wonder 
most Chantilly ware is in the Kakie- 
mon style. Although the original 

models were at hand, some of the 
designs were obviously copied from 
Meissen adap*ations. However the 
wares produced during Cirou’s man- 
agement have an individuality due 
partly to the tin-glaze which gave a 
milky whiteness and smoothness to 
the soft-paste. Besides the flowering 
plants, the “banded-hedge,” the 
quail or partridge and the phoenix 
seem to be among the most popular 

designs. Saint-Cloud, Mennecy and 
Vincennes each copied some Kakie- 
mon patterns, but examples of these 

are rare. 

British Kakiemon 

Just as royalty and wealthy noble- 
men on the Continent were avid col- 
lectors of Oriental imports, so were 
the British, Hampton Court and 
Windsor Castle, as well as the Brit- 

ish and the Victoria and Albert Mu- 
seums, have splendid examples of 

Kakiemon. 
As soon as the English 

mastered the art of making porce- 
lain, they also entered the competi- 

tion with the foreign trade. In ixs 
red anchor period, Chelsea featured 

Kakiemon designs, the catalogues of 
and °56 referred to them as 

“wheatsheaf and pheasant,” “tyger 

and wheatsheaf,” “tyger and rock” 
and “nurl’d partridge pattern.” Some 
of these were copied directly from 
the originals, others were taken from 
Meissen versions. At the same time 

Bow was turning out quantities of 
this fashionable style. Both in ad- 
vertisements and in Bowcocke’s 

papers (1756) “parteridge octagon 

potters 

1755 

[Continued on page 64] 

Chantilly 

Kakiemon 

Kakiemon-inspired Arita dish with tiger 

Philadelphia Museum of Art pattern 

The “banded hedge” motif on a Meissen 

oval box, ca. 1720. Jas. A 

cachepot, ca. 

style. 

1740, in the 

Rosenberg & Stiebel. 

Lewis & Son 

phoenix-and-flower on a 
Museum 

Oriental The 

Chelsea vase. Metropolitan 

Bow peach-shaped dish with quail 

pattern, 1755. D. M. & P. Manheim. 



Art in antiques: London 

Chinese art for Oxford 

By far the most important museum 
news of the year—certainly the most 
noteworthy since the collection of 

mainly European works of art be- 
longing to Sir William Burrell was 
given to the city of Glasgow two or 
three years ago—is the announce- 
ment of Sir Herbert Ingram’s gift of 
his great collection of Chinese art 
to the University of Oxford, where 
it will in due course occupy a con- 
siderable area of the Ashmolean 

Museum. As this note is being writ- 
ten the collection, built up with af- 
fectionate care during the past thirty 
years or so, is being gradually trans- 

ferred from Sir Herbert’s home in 
the Cotswolds to a temporary rest- 
ing place in the building near the 
Bodleian Library which used to be 
known as the Indian Institute and 
is now the Museum of Eastern Art 
under the administration of the 
Ashmolean, Plans are on paper for 
the complete reconstruction of the 

ground floor of the Ashmolean build- 
ing so that this splendid collection, 
together with the excellent examples 
of later porcelain already owned by 
the University, can be shown in a 
worthy setting; and it is hoped that 
this work will be completed within 
three or four years. Sir Herbert's 
main interest—apart from bronzes, 
of which he has many superb ex- 
amples—has been in the early wares, 
and particularly in the so-called 
proto-porcelain, in Yiieh ware, T'ang 
Dynasty white pieces and so forth, 
which preceded the subtle triumphs 
of the Sung potters. He has himself 
contributed to the elucidation of 

various problems bound up with 
this fascinating and still somewhat 
obscure field of investigation, and 
has gathered together a series of 

some three thousand items which il- 
lustrate the gradual development of 
the craft from its earliest beginnings 

in Neolithic times. It is possible 
perhaps to pin-point the value of this 
magnificent gift to the University by 

saying that if it is ever possible to 
decide with anything like exactitude 

just when and how the Chinese pot- 
ters, by chance or design, achieved 
a true porcelain as distinct from 

pottery or stoneware, the evidence 
will be sought in Oxford. 

lvories in the light 

As the years slip by and the rarest 
objects of art become more and more 
difficult to find, we are occasionally 
brought up short by the realization 
that the national collections contain 
an extraordinary variety of riches 
which, for one reason or another, if 
not wholly unseen since before the 
war, have been tucked away in more 
or less inaccessible corners. While 
the greatest masterpieces of Eu- 
ropean and other ivory carvings have 

always been on view at the Victoria 

and Albert Museum, a new arrange- 

ment of its study collection has been 

to most of us a revelation. The series 
begins with a group of Egyptian ivory 
and bone carvings ranging from the 

Old Kingdom to Coptic work under 
the Umayyad Dynasty shortly after 
the Arab conquest in 641 a.v. Islamic 
civilization is represented by a series 
of Spanish and Siculo-Arabic caskets 
and a selection of carvings executed 
under the Mameluk Sultans of Egypt 
and under the Ottoman Turks. A 
group of Byzantine works, mostly 
from the twelfth century, and many 
Romanesque carvings from Western 
Europe illustrate the diversity of high 
medieval art while a series of re- 

ligious polyptychs and statuettes, a 
netable sequence of mirror-cases and 
caskets showing hunting parties and 
scenes of courtly love, represents the 
culmination of Gothic art as inter- 
preted in France, England, Italy, 
the Rhineland, Spain and Norway. 
A small group of sixteenth-century 
ivories shows the impact of the 
Italian Renaissance on Spain and 
the Northern countries, while in the 
two following centuries interest is 

mainly concentrated on the Nether- 

lands and Germany. 

A Louis XVI snuff-box 

Of all the many French contribu- 
tions to the minor arts during the 
eighteenth century, the work of the 

Paris jewelers in making and deco- 

rating gold snuff-boxes is by no 
[Continued on page 63] 

Carlton House table, ca. 1790, mahogany, 5 feet wide, 

attracted attention at the recent Antique Dealers Fair. 
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DO YOU 

LIKE TO DRAW 

OR PAINT? 

It can help you discover how much tal- 

ent you really have. Do you want a suc- 

cessful, money-making art career? 

Would you like the rich rewards of 

painting really fine pictures? America’s 

Most Famous Artists say: “ind out 

with our Famous Artists Talent Test.” 

Thousands paid one dollar for this test, 
but now it’s yours free of charge. Mail 

coupon for FREE ART TALENT TEST. 

This FREE test reveals your sense of design, 
composition, observation and picture sense. 
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Famous Artists Schools 
Studio 27-M, Westport, Conn. 

Send me, without obligation, your 
Famous Artists Talent Test 
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PLEASE PRINT 

Address 

City, Zone, State 
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C.T.LOO 
CHINESE ART 

Terra Cotta Pheasants 

NEW YORK 
FRANK CARO, successor 

41 East 57th Street 

PARIS 
48, Rue de Courcelles 



GRUMBACHER 
4228 PRE-TESTED BRUSHES 

Secrets of a truly magnificent 
Artists’ White Bristle Brush 

Expertly hand cupped. Just 
the right amount of edgetaper. 
Full width and thickness. 

Interlocking natural in- 
ward-curve construction. 
Each bristle, taken only 
from the back ridge of the 
hog, curves naturally in- 
ward and interlocks with 
its neighbor. 4228 brushes 
retain their shape even 
after repeated washings. 

Deep firm setting—the vital 
7/5 of brush solidly secured 
deep in the ferrule. This is 
why a 4228 brush will 
stand up to years of hard, 
constant use. 

A A NE See NT 

Firm crimping driven deep 
into the long polished 
handle holds the 4228 
brush head tightly secure. 

Full flag-tip bristles that 
interlock with each other 
provide the perfect means 
of applying color by brush. 

4228 B — Brights 
4228 F — Flats 
4228 R — Rounds 

1—$ 55 8 — $1.50 
4— .90 12— 2.90 

M. GRUMBA CHER, ... 
474 W. 34th ST., NEW YORK 1, N. Y. 

Coming auctions 

Chinese porcelains 

A wide variety of K’ang Hsi ce- 
ramics, along with bronzes, enamels, 
jades and paintings in a sale of Far 
Eastern art from two well-known col- 
lections will be offered at Parke- 
Bernet on November | and 2, after 
current exhibition. In a full range of 
K’ang Hsi single-color porcelains— 
apple green, peachbloom, blue and 
red lang yao, Imperial yellow—can 
be seen a full array of famille verte, 
including a rare pair of three-color 
baluster-form “bamboo” vases with 
covers and stands. Other exceptional 
offerings are: a famille-noire quad- 
rangular vase; a rare garniture of 
three aubergine, Imperial yellow and 
apple-green oviform jars; and a pair 

of three-color dragon dishes with 
yellow ground. 

French, English furniture 

Eighteenth-century French and Eng- 
lish furniture and decorations, in- 

cluding silver and porcelain, the 
property of Milton A. Kimmelman, 
Mrs. John Godfrey Saxe and other 
New York collectors, will be offered 

at Parke-Bernet on November 3. The 
objects are currently on exhibition. 

Rococo again 

The inescapable lure of Louis xv 
crops up in a sale of French eigh- 
teenth-century art from two estates, 
the late Ethel Tod Humphreys of 
New York and a Long Island private 
collector. On view at Parke-Bernet 
from November 3, the sale is sched- 

uled for November 8, 9 and 10. 
Probably the most important single 
piece is a tapestry from the famous 

series of Royal Beauvais chinoiserie 
weavings, Les Grotesques chinoises, 
designed by Jean Baptiste Bérain 
around 1720. The furniture pieces 
include a Louis xv tulipwood and 
lemon-wood marquetry commode, and 

two writing tables: one in tulipwood 

and sycamore marquetry, the other, 

a signed piece by Léonard Boudin, 
M. &. 1761, is of amaranth and tulip- 
wood. Paintings are also listed, 
among them a pair of handsome 
Hubert Robert landscapes, Colon- 
nades Antiques and Les Lavandiéres, 
signed and dated Rome, 1761 and 

1764 respectively. Here also are 
Nattier’s Mme. de Bourbon-Conti 
and Hoppner’s Mrs. Frances Hen- 
rietta Jerningham, ajterwards Lady 
Stafford. A Clodion terra cotta, 
Cupid Admonishing Venus, leads off 
the objets-d’art, in a sale which also 
includes Georgian and other silver, 
Cauldon, Crown Derby and other 
porcelain, English and Irish cut 
glass, Chinese porcelains and Ori- 

ental rugs. 

Metropolitan Museum, part IV 

American furniture and silver, arms 

and armor, Georgian silver and Eng- 
lish porcelains are the offerings as 
the Metropolitan Museum, by order 
of the Board of Trustees, continues 
selectively to weed out its vast hold- 
ings. The sale will take place at 
Parke-Bernet on November 15 and 
16, after exhibition from November 
10. A New England Chippendale 
block-front secretary cabinet former- 

ly belonging to Gen. Henry Knox, 
George Washington's Secretary of 

War, is, historically at least, an im- 
portant piece. Almost contemporary 
with it is a Perks County, Penna., 
decorated dower chest, dated 1784, 

with the original owner’s name in- 
scribed at top. In a small selection 
of silver are two flat-top tankards, 
one by one of New York's better 
known silversmiths, Adrian Bancker, 
the other by the Bostonian Benjamin 

Burt. The armor offerings range in 
date from the sixteenth to the eigh- 

teenth centuries; in categories, from 
polearms and swords to Japanese 
suits of armor. Blue Staffordshire 
[Continued on page 64] 

Hubert Robert’s Colonnades Antiques, 1761, 

in French 18th-century sale at Parke-Bernet. 
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America’s foremost selection of 

wan ournt ea 
AT GREATLY REDUCED PRICES! 

1577. Bernard Berenson—RUMOR AND 
REFLECTION. 

This is the wartime diary kept by the celebrated humanist and 
art historian, during four fateful years, 1941 to 1944. Reading 
this candid, searching and luminous book, we share direct 
and intimate communication with one of the most civilized 
minds of our time. 472 pages. Pub. at $6.00. Oni, 2.98 

P-5. BRAQUE: Still Life With Flowers. 
Each subtle color shading and vibrant line is reproduced with 
amazing fidelity in this exquisite Albert Urban “Ecran”™ repro 
duction done directly from the original painting. The subject 
is a Braque favorite—flowers in a vase, fruit in a bow! and a 
sheet of music against a patterned background. Each dynamic 
brushstroke of green, orange, mauve, black and yellow is 
duplicated in three-dimensional relief by imported oil paints 
applied by silk-screen. Its size is ideal for amy decor—22” high 
x 27” wide. Your home will gain added distinction with this 
decorative masterpiece. Pub at $3 M Only 9.95 

P-123. FRIEZE FROM A CHINESE TOMB. 
A unique and exotic silk-screen recreation in red pigment by 
Albert Urban of a Chinese stone rubbing made more than 
1800 years ago by some unknown Chinese master of the Han 
Dynasty, depicting a procession of strange beasts, fantastic 
creatures oad hunters in action. The print measures 1444” x 
52” and its panel shape makes it blend equally with modern 

wb. at $20.00 or traditional settings 

Very special, only 4,95 

P-110. JAPANESE SCROLL PAINTINGS. 
An enchanting pair of paper scroll paintings—graceful, color 
ful and exciting masterpieces of the famous Tokugawa Period 
Each panel — rint depicts an episode from an ancient 
Japanese legen and exhibics interesting motifs of contempor 
ary architecture, costumes and landscapes. Scroll 1—Procession 
Attached By A Demon. A spirited scene in brilliant red, green 
blue, gray, tan and black, on a buff background. Scroll Il— 
Child Frightened By A Monkey. An amusing domestic scene in 
green, red, tan, light blue and black, on a buff background 
Each print measures 15” high x 40” wide, is reproduced in 
flawless collotype, and is singularly appropriate for modern or 
traditional settings. Origsnally $36.00 for the pair 

Now, only 5.95 
P-158. GRECIAN ART. 
Unique portfolio of 10 beautiful color plates, reflecting the 
classical uty and rich colors of Grecian art at its highest 
peak. Reproduced by silk screen, and rendered from decora- 
rations on ancient pottery and wall plaques. Each place meas- 
ures 1144” x 16”. Pab. a $7.50 Only 2.98 

P-157. VAN GOGH. 
A portfolio of 8 full-color masterpieces—Portrait of 
4 Young Boy, Wheat Fields, Landscape With Wind 
mill, Portrait of Dr. Gachet, The Farm House, Bed 
room at Arles, Iris and Flowers in Copper Bowl— 
reproduced directly from the originals hanging in the 
leading museums of the world. 16” x 20”. Pab. a 

wae Only 2.98 

P-48. LAUTREC: MOULIN ROUGE. 
Absolutely perfect facsimile of Moslin Rowge—the famous 
Lautrec dance-hall poster. This faithful silk-screen reproduction 

3144" high x 23” wide. Pub. at $20.00 

Now, 1.98 

measures & giant 

only 

P-168. FRENCH POSTERS: Picasso, 
Chagall, Leger, Miro, Matisse. 

A portfolio of 8 brilliantly colored posters that will 
add a sophisticated sparkle to your library, den, office 
or living room. Reproduced directly from the original 
lithographs, their large size (16” x 20”) makes them 
ideal for hanging singly or in a group. Pad. at $8.00 

Only 2.98 

332. FROM CAVE PAINTING TO 
COMIC STRIP. 

By Lancelot Hogben. Frim the cave paintings of 20,000 B.C 
© present-day newspaper and magazine, ‘‘paper-backs, cinema 
ood television, the author of ‘Marhematics for the Millions 
presents a kaleidoscope of human communication. 20 color 
plates and over 200 monochrome illustrations. Pub. at $5.00 

Only 1 .98 
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1621. SEURAT. 
A portfolio of ten full-color plates by the great master of 
pointillism. English text and notes on the plates by Herman 

13” Jedding. 942” x Special, 1.00 

1601. HAN TOMB ART OF WEST CHINA. 
By Richard C. Rudolph and Wen Yu. A magnificent book 
reproducing in collotrype, 100 examples of the pictorial art 
of Szechwan, as represented in stone and clay reliefs. The 
introduction outlines the early archaeology of Szechwan Prov- 
ince and recent contributions to our knowledge of early Chi- 
mese art. A detailed description accompanies cach plate 
944” x 12%”. Pub. at $8.50. Onls 4.95 

1462. MANET’S PASTELS. 
By John Rewald. Forty-five of the sparkling pastels of the 
mature Manet, creating in a medium peculiarly congenial to 
him. Color frontispiece. 74” x 10” Special, 1 00 

1454. HISTORY OF THE WORLD’S 
ART. 

By Hermann Leiche. Traces the evolution of artistic 
expression from the cave paintings and bone carvings 
of the glacial epoch to the architecture, painting and 
sculprure of today. 487 illustrations, including 5 full- 
color plates. 744” x 10”. Pub. at $7.50. 

Only 4.95 

1622. ROUSSEAU. 
A porrfolio of ten full-color plates by the great French 
Primitive,”” Henri Rousseau. English text and notes on the 

plates by G. F. Hartraub. 914” x 13” Special, 1.00 

1521. ART DIRECTORS ANNUAL: 
Annual of Advertising and 
Editorial Art and Design. 

33rd Edition, large and beautiful book on the adver- 
tising arts, with the most polished and successful ads 
of the season reproduced in color and in black and 
white. 423 award winning exhibits from the 33d 
National Exhibition of Advertising and Editorial Arc 
Design, Photos, Drawings, Prints, Water-Colors. 408 

pp. 836" x 1114”. Pub. at $12.50 Only 4.95 

1600. GIOVANNI BATTISTA PIRANESI. 
By A. Hyatt Mayor. An absorbing study and biography of 
Piranesi, one of art’s most fascinating figures. His monumental 
etchings of fantastic prison scenes, Roman ruins and poweiful 
pictorial records of decay and dissolution, have earned him 
the title, “the Rembrandt of antique ruins." 129 of bis most 
famous prints are flawlessly reproduced im gravure Pub. at 
$12.00 Only 5.88 

1453. PREHISTORIC ART. 
By Poulik and Forman. 197 gravure illustrations and 
22 full-color plates illustrate this valuable history of 
prehistoric culture from the Middle Palaeolithic Period 
to Roman times. An example of fine bookmaking 
bound in natural linen and measuring 944” x 12”. 

Handsomely boxed. Pad. at $17.50 

Only 9.95 
Imported 

514. GREAT PAINTINGS FROM THE 
NATIONAL GALLERY OF ART. 

Edited by Huntington Cairns and John Walker. Acclaimed by 
America’s foremost critics as “‘one of the finest art books ever 
published,”’ this large and handsome book contains 85 ful 
color plates chosen from every important school of art in our 
National Gallery. Opposite each plate an accompanying text 
illuminates each painting’s meaning. 11144” x 15%”. Pub 
at $15.00 Onis 7.95 

P-171. BOMBOIS: LAKE SCENES. 
i lyrical paintings by the great modern French primitive paint 

er. “Mood pieces” of lakes, foliage, boats and houses, all in 
truly enchanting orchestrations of blues, yellows, pinks, reds, 
greens, and white. Each plate was reproduced by color lithog 
raphy from the original paintings in the Perils Gallery, and 
measures 1144” x 15”. All 4 pub. at $12.00 

1.98 Entire set, now only 

P-143. HANS ERNI: FAUN AND NUDE. 
A sensitive and lyrical figure drawing, lithographed in black- 
and-white and arranged on an orange background. A hand- 
some addition to any wall in your home. 2854” x 22” 
Pub. at $10.00 Now 4.95 

P-139. CEREMONIAL MASKS. 
Matching pair of ceremonial masks of the Senofo Tribe, Ivory 
Coast, Wese Africa. These bizarre masks are silk screened in 
black against a color tint background on tan paper. They 
make wonderful decorations for any wall in the house. Each 
measures 1244” x 19”. Pub. a $5.01 N 2.98 

P-155. DEATH OF ACHILLES. 
A superb frieze in sienna, black and white depicting the 
great Bronze Age battle of Hector and Aeneas and other heroes 
of Troy over the body of Achilles. Rendered in silk-screen from 
a copy in the collection of the Vatican. 1544” x 42”. Pub. 

at $10.00 Only 2.98 

P-154. KLEE: TROPICAL GARDEN. 
Delightful garden motifs in pastel green, viclet and black, ,are 
arranged in horizontal bands that reflect the subtle integration 
of form and color and the lyrical calligraphy characteristic of 
the artist. This bright silk screen print measures 21” x .12”’ 

Pub. at $6.00 Only 1.98 

P-173. JAPANESE PRINT ON SILK: 
THE MONKEY BRIDGE. 

By Hiroshige. One of the rare masterpieces of the Ukiyo-ye 
school depicting three men and a horse crossing over the 
vaulted bridge that is suspended between two umber pine 
studded cliffs. A beautiful sapphire blue river flows beneath 
and a small village and mountains are seen in the distance 
Breathtakingly beautiful” Reproduced from the original by 
silk-screen directly on silk, it measures 3414” high x 131 
wide—the traditional Japanese panel shape. Pab. «@ $15.00. 

4.95 

P-116. KLEE: THE FAIRY TALE CASTLE. 
Wonderland” castles recede into the dark depths of. some 

fairytale land. This simple motif is rendered by lee’s 
inimitable line in rose, indigo, gray, sienna, violet, blue and 
black. This unusual silk-screen print measures 6” x 47%” and 
is mounted on a handsome 84)” x 11” mat ready fram- 
ing. Pub. at $3.50 

Only 
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PARAE-BERVET GALLERIES - Ive 
980 MADISON AVENUE - NEW YORK 21 

Public Auction Sales 
APPRAISALS FOR TAX AND OTHER PURPOSES 

Sale November 8, 9, 10 Sale November 20 

at 1:45 at 8 p.m. 
IMPORTANT XVIII CENTURY 

FRENCH FURNITURE ea EN 
PAINTINGS ® OBJECTS OF ART PAINTINGS 

From Two Estates «+ The Late AND SCULPTURES 

ETHEL TOD HUMPHRYS From the 
and WILLIAM MARCH CAMPBELL 

A LONG ISLAND ESTATE COLLECTION & OTHER SOURCES 

PAINTINGS include notable works by Hoppner, Boating at Argenteuil by Caillebotte; The Hay: 

Nattier, Hubert Robert, van Loo, Choultse, Wat- field by Winslow Homer; S#i// Life by Louis 

teau the Elder and other artists Valtat; Nw by Renoir; Kelp Covered Rocks, Isle 

TAPESTRIES—a Royal Beauvais) Chinoiserie, of Shoals by Childe Hassam; Paysage Biblique by 

| 
| 

| 
| 

tapestry, after Jean Baptiste Bérain from the fa- Georges Rouault; Le Poulet Mort by Chaim Sou- 

mous Grotesques Chinoises; two Brussels tapes- tine; Paysage et Personnage by Edouard Vuillard 

tries, after Lucas van Leyden. and works by other French and American modern 

A terra cotta, Cupid Admonishing Venus by painters. 

Clodion and other objects of art; also Chinese A group of African and South Seas sculptures 
porcelains; Oriental rugs; and other property 

Illustrated Catalogue $1.00 Illustrated Catalogue 75¢ 

ON VIEW FROM NOVEMBER 3 ON VIEW FROM NOVEMBER 16 

Sale November 15 and 16 at 1:45 p.m. 

Part IV. From the Collections of 

THE METROPOLITAN MUSEUM OF ART 
Sold by Order of the Board of Trustees 

Arms and armor; American, Georgian and other silver; Staffordshire ware; cut and blown glass; gold 

and enamel carnets de bal, rock crystal and other objets de vertu; Renaissance and other bronze medals, 
wood and stone sculptures, bronzes; majolica; XVI-XIX century laces. American and other furniture. 

Illustrated Catalogue 75¢ —ON VIEW FROM NOVEMBER 10 
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Is Turner-about fair play? 

a as today’s fluctuations in Wall Street become the world 

economics of tomorrow, so the topical quotations and vagaries 

of the art market turn into the future history of taste. A notable 

case in point is last month's auction sale at Parke-Bernet of 

British paintings, including two important Turners which are 

now on their way back to England after having been in this 

country for longer than a century [see p. 18]. The object lesson 

stretches, in fact, a good deal beyond the mere matter of money 

values. 

The paintings were the property of the New York Public 

Library which had been bequeathed them a long time ago and 

decided to sell them to raise money for purchases of what, after 

all, amounts te its primary concern—books, especially old, rare 

and expensive ones. Besides the two Turners, the sale included 

an excellent landscape by John Constable, captured at the 

auction with a bid of $30,000 by Agnew of London (also the 

purchaser of the Turners), and a Gainsborough landscape, bid 

in at $20,500 by the John Nicholson Gallery of London and 

New York, presumably, too, for repatriation. 

The two Turners are very distinguished paintings indeed. 

One, Staffa, Fingal’s Cave, off the West Coast of Scotland was 

perhaps the first work by the artist to be purchased for Amer- 

ica—in 1845, directly from the artist, by James Lenox one of 

the New York Public Library's founders and whose gift it was; 

it fetched $47,000 in last month’s sale. The other, Scene on the 

French Coast, purchased by Mr. Lenox in the last year of the 

painter's life (1851) from an English collector who had ac- 

quired it in the Royal Academy the year it was painted (1831), 

just fetched $56,000. 

In both cases, the purchaser—as Geoffrey Agnew, who bid on 

behalf of his firm, permits himself to be quoted—was prepared 

to bid more than fifty percent higher if the necessity arose. That 

no competition forced this is the first part of today’s lesson. If 

it was worth half again what they paid for the British to have 

these pictures back, it should have been worth at least as much 

to an American museum or collector. Is this perhaps an evi- 

dence of the single-minded, blind fashion-following of Amer- 

icans who would bid today with such energy exclusively for 

French Impressionist or Post-lmpressionist paintings? And is 

not this undiscriminating insistence upon a single vogue a prim- 

ary characteristic of provincial taste? 

The fact is that, in an age when every other country with 

national art treasures is imposing stricter and tighter restrictions 

upon their exportation, America has let slip out two first-class 

works by a great master of whom we do not have as many as a 

dozen equally important ones on this side of the Atlantic. To 

say this is not to argue for similar governmental restrictions 

here—for more than ever do we believe in a free international 

market in culture—but only to plead for a broader, deeper level 

of taste among the collectors and curators who are shaping the 

taste levels of our civilization. It takes more than dollars and 

Dulles to build an international power, as keen competition else- 

where in the world is proving daily. 

The second, or corollary, lesson pertains to today’s ease with 

which public institutions, especially American ones, are market- 

ing their possessions. Again one can speak freely, for the Public 

Library happens to be the one exception that cannot be re- 

Editorial 

proached for selling pictures which have become a problem in 

maintenance at the very moment their monetary value can. be 

exchanged for much-needed books. But the question to ponder 

for museums who are thinking of selling, not duplicates of what 

they already possess but simply what incumbent curators be- 

lieve is out of fashion, is: would the Library ever sell an undu- 

plicated book, however unfashionable it might momentarily be? 

Charles R. Henschel 

Charles R. Henschel, for thirty years the head of M. Knoedler 

& Company, who died on October 2, carried on not only the 

distinguished spirit of a century-old firm but also the best tradi- 

tions of the art trade. As the successor of his uncle and grand- 

father, Roland and Michael Knoedler respectively, he directed 

activities which, when he became the firm’s president in 1927, 

were as heavy in Paris and London as they were in New York. 

Thus he was one of those international figures, of whom scarce- 

ly any now remain, who shaped the taste and artistic wealth that 

have now gravitated to America as a world power. Art dealing, 

as he interpreted and lived it, meant personal responsibility as 

well as courtliness. He was frankly and engagingly a master 

salesman—on the basis of reticence instead of extrovert dramat- 

ics—as well as a wise buyer and merchant. As one grew to 

know him better—it took long but rewarding years—one had 

ever increasing pleasure at his knowledgeable yet boyish zest 

in calling one to see a newly-arrived masterpiece; then at his 

controlled, agreeable silence after producing the picture on the 

easel in his paneled office on Fifty-seventh Street; and finally at 

the light in his eyes when one’s own enthusiasm confirmed his. 

C. R. H. had adventurousness, not for the avant-garde but an 

equally courageous one for quality in old masters—involving, 

if anything, bigger risks in money and in reputation. In this 

sense he really was, in the old-fashioned term, a gentleman and 

an ornament to his profession. He died much too young, at 71, 

and those of us who knew him also as bon-vivant, urbane fellow- 

traveler and friend will miss him in a unique way. ALF 

Notice to subscribers 

With this November issue is being mailed, to those who ordered 

it in advance, the 1957 ARTNeEws ANNUAL. The twenty-sixth in 

this now celebrated series of Christmas supplements to ART 

NEWS, this new edition expands their tradition as leader and 

recorder of American taste, and at the same time is a testimony 

to outstanding graphic craftsmanship in monochrome and full- 

color printing. In addition to its series of monographs by dis- 

tinguished critics and other authors, the new ANNUAL’s compila- 

tion of Art news of the year has for the first time been enlarged 

to include a series of condensations of reviews of important 

one-man shows of the 1955-56 season. 

Subscribers are reminded that their subscriptions are incom- 

plete without this ANNUAL, since it is Part Il of Volume 55, 

Number 7 (Part I being this November monthly issue). It can 

be added to current subscriptions by sending an order, with 

remittance for $2.75, to: Circulation Department, ARTNeEws, 32 

East Fifty-seventh Street, New York 22, N. Y. 
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Anonymous German: 

Madonna Nursing, 

.. he : wm fifteenth-century, 
By A. Hyatt Mayor Real wali 

fee only known example, 

private collection 

Great prints 

are rare 

Unique examples, famous rarities and graphic 

masterpieces assemble in 

Minneapolis for America’s greatest print show 

The Minneapolis Institute of Arts has organized the largest 

assemblage of rare prints ever gathered from American col- 

lections. The exhibition, “Prints, 1400-1800,” will open in Min- 

nesota this month and then travel to museums in Cleveland and 3 

Chicago. or ce hicago 
Martin Schongauer 

Prints were among the first works of art to interest Ameri- 

cans, and our great public collections of today would not exist 

were it not for the gifts and bequests of dozens of remarkable 

collectors, beginning with Francis Calley Gray in Boston in the 

(1430-91) : 

One of the 

Foolish Virgins, 

engraving, 

1840's and ending (probably) with the most grandly compre- private collection 

hensive of them all, Lessing J. Rosenwald. 

Like most American enterprises, print collecting for any- 

thing beyond interior decoration has passed out of private 

hands into professional corporations. The transfer has taken 

some of the personal zest out of print collecting, but it has 

opened the collection to a wider public and has designed it 

for public needs. The private collector used to ask himself: 

2 
Israhel van Meckenem: 

The Artist and His Wife Ida, 

late fifteenth-century, 

the first self-portrait engraving, 

private collection 

Master of the Housebook: 

A Mother with Two Children and 

a Blank Shield, 

late fifteenth-century, 

drypoint, only known impression, 

rivate collection 

.Jdetail opposite] 
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Andrea Mantegna (1431-1506): 

Vadonna and Child, engraving, 

private ¢ ollection 

Great prints are rare continued 

“Does this make the top of my head go cold?” Whereas the 

keeper of a public collection asks himself: “Will this fit into 

an exhibition? Will this answer a question from the public?” 

This exhibition demonstrates the success of a century of pri- 

vate and public print collecting in America. No one could have 

believed that so many rare and often unique prints could 

have been assembled without by any means exhausting the 

great public collections and without even touching the treas- 

ures of the Fogg or the National Gallery. 

Some notes on a group of the more unusual exhibits follow: 

1. Housebook master: The unidentified artist who is known as 

the Master of the Housebook is the freshest and most expres- 

sive personality among the early German print-makers. The 

enlargement on page 22, from a detail as big as two thumb- 

nails, shows up his line as lively and controlled, exact and 

casual, 

2. Meckenem: During the Renaissance in Italy the arts of- 

fered scope enough to absorb an artist’s whole energy, but in 

Germany and Flanders (as in eighteenth-century America) the 

artist had to spread himself to other pursuits. Cranach was 

mayor of Wittemberg and its chief apothecary; Paul Revere 

rode and filled teeth. Such a diversified civic personality ap- 

pears in this first self-portrait of an engraver and his wife. 

3. Schongauer: Schongauer discovered the swinging, selling 

line that has ever since been the basis of engraving. He had 

a sophisticated taste for sweet disorder, and a delicacy that 

Hans Burgkmair the Elder: 

St. George, 1508, color woodcut, 

private collection 
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Rembrandt: 

Arnold Tholinx, ca. 1656, etching and drypoint, 

private collection 

is often called feminine—though it rarely appears in the work 

of women 

4. Dotted Madonna: The fascinating homeliness of this Ma- 

donna mingles humanity with distinction as in the best of 

Flemish medieval art. Rogier van der Weyden himself might 

have drawn the Child's wizened and elegant dislocations. 

5. Mantegna: Perhaps as early as the 1460s Mantegna en- 

graved the first prints that have nothing quaint about them 

and need no historical knowledge to understand. His basic, 

violent art is indestructibly here. 

6. Burgkmair: The Emperor Maximilian, who commissioned 

this woodcut, has been called the last knight. The picture is 

a romantic farewell to an already superannuated chivalry that 

is sinking under the burden of caparison and plumage. 

7. Rembrandt: Probably few of Rembrandt's sitters had re- 

markable faces or personalities, but he made their portraits 

unforgettable by the solid life in the head, the character in 

the grasp of the hand and the inkdrop sparkle of thought in 

the eye. 

8. Goya: When Goya made this print toward the end of his 

long life, age was deepening instead of diminishing his in- 

ventiveness. Half a century after he had begun his career as 

a Rococo decorator, Goya shaped this vision of power in the 

coming time. 

Goya (1746-1828) : 

The Giant, aquatint, one of four examples, 

lent by the Metropolitan Museum 



By Harold Rosenberg 

A lettuce is not a wild rose, yet the public 

continues to be regarded as a primitive organ- 

ism, a kind of untouched Nature, with which 

the fine arts ought to commune. 

The ape on the doorstep 

An easy way to appear thoughtful is to set up 

an opposition between the raw responses of the 

average man and the intellectualism of modern 

books, paintings and music. Elaborations of 

this opposition as a sickness of the age abound 

among the paperback philosophers. I quote a 

simple version from a recent book on the 

theater by Walter Kerr, critic of the New York 

Herald-Tribune: “These men”—he is referring 

to Shakespeare, etc.—“found greatness because 

of their communion with the universal audi- 

ence; the presence of the uncultivated mass 

im the theater is an indispensable prerequisite 

for drama of genuine stature.” In contrast with 

the Giants of Other Ages, contemporary play- 

wrights have abandoned the Calibans (note 

that with Kerr “universal” was synonymous 

with “uncultivated”) and turned the theater 

into a hothouse of technical and ideological 

experiments. 

Those familiar with similar polemics in 

painting (covered in my article in the 

February, 1956 ARTnews) will be amused to 

learn that on Broadway, according to Kerr, 

super-intellectuality, over-emphasis on tech- 

nique, in a word, “formalist” art, is represented 

by Realism. What keeps the aborigines from 

the $5.50 seats is a stage on which tele- 

phones ring, shades are drawn, meals served 

and eaten, kids sent off to school, just like in 

life. In the theater Reality makes art unpopu- 

lar, while in painting it is its absence in the 

form of abstract art that is supposed to chase 

away the common geist. Kerr even goes so far 

as to claim that Realist plays are not only un- 

popular but antipopular; the Realists ring 

those bells at every plausible moment for the 

same reason that the Action Painters squeeze 

their tubes and smear their stains: on purpose 

to irritate and repel the general mind. 

I am inclined to concur with Kerr that Real- 

ism has become repellent. But I do not believe 

its lack of appeal is owing to disproportionate 

baseball crowds, too, are shrink- brainpower 

Everyman a professional 

Has the public become a mass of quarreling professions, 

and, if so, how does this affect the artist 

and the situation of the arts and sciences as of 1956? 

ing and the circus has gone out of business. 

The trouble with Broadway Realism, as with 

the Realism in painting, is that both its ideas 

and its reality have lost their character. Too 

much vermouth. The phony look, the look of 

Style and nothing else, comes not from indif- 

ference to the public but from an excessive 

confidence of having it in the bag through these 

particular tricks. Big league ball fields have 

come to resemble stage-sets, and the circus 

before it died turned into a nightclub. The 

contemporary Realists fail not because their 

ideas overleap the limits of the common men- 

tality but, on the contrary, because they are 

ideas only for The Public; their authors them- 

selves are not otherwise interested in them. 

The image of the simple layman on the door- 

step of art is a morbidity of modern thought. 

In actual fact there exists no such thing as an 

“uncultivated mass.” If there is anyone in 

America who has managed to elude being 

educated by free compulsory schools and by 

the millions of pictures and written and 

spoken words poured into every crevice of this 

country hourly, he can be written off as pros- 

pective audience material. Today everybody is 

already a member of some audience. And in 

the sense that they are literate, selective and 

self-conscious in their tastes, all audiences are 

audiences of intellectuals. Science-fiction pulp, 

tabloid sports columns, rock ‘n’ roll gossip, the 

New Criticism, assume various levels of tech- 

nical preparation and familiarity with termi- 

nology on the part of their readers (I am not 

saying which way is up). Even an afternoon 

broadcast designed for the suburban housewife 

addresses itself to an expertise gained through 

womansday and digest journalism with its 

encyclopedic how-to-do-it training and inside 

stories on the great in all things. Such an au- 

dience differs from that of a Museum of 

Modern Art first-night less in intellectual 

capacity and educational background than in 

the form of its interests and their social ex- 

pression, which are the effects of chance, en- 

vironment and publicity. Moreover, American 

audiences interlock and thetr components pass 

over from one to the other. 

The public is not a single entity of high or 

low intelligence, but the sum of unnumbered 

groupings, each with its own mental focus. 

Which intellectual category an individual be- 

longs to is not decided by his appreciation of 

the fine arts—all geniuses are known to read 

detective stories and one doubts that Einstein's 

violin repertory included Schénberg or Varése. 

The existence of a mass of generic art appreci- 

ators is a myth left over from European aristo- 

cratic and pseudo-aristocratic meditations on 

lost peasant millions and forgotten factory 

villages. Its application in America today 

serves the purposes not of art nor of the public 

but of political propaganda—one who speaks 

on behalf of The Public is trying to recruit one 

from existing publics. 

The novelty about the situation of the fine 

arts in the twentieth century is that, for the 

first time in history, no one is sure who the 

art audience is. Today, the question, For 

Whom Do You Paint (or Write)? can only 

be the beginning of a speculation, if not of 

an angry controversy. Proust’s idea that the 

real audience of any original work is slowly 

made by the work itself merely confirms the 

presence of the enigma. For the tattoo artist 

on Melville’s Pacific island covering the village 

headman with an over-all design, the problem 

did not present itself; his audience was there 

in advance. The same for the painters and 

poets commissioned by the princes of church 

and court and even for those whom the edu- 

cated bourgeoisie of the nineteenth century 

felt obliged to know. The new twist in the 

art situation begins in earnest when the typical 

art audience is no longer recognizable by the 

insignia of its social function. The turnout at 

a current art show, which consists almost ex- 

clusively of artists and of practitioners of 

closely allied professions—art teachers, deco- 

rators, architects, designers, photographers 

is by comparison with the elites of other days 

a very strange group; not only does it fail to 

represent social authority, it does not even 

represent its own social function, since other 

artists and members of the same professions 

as those present, with an education, income, 

prestige, equivalent to theirs, despise this art 

or regard it as irrelevant to their work; as a 

New Yorker novelist once said to me, “Kafka 



is interesting, but of course he’s not in my 

field.” 

The new audience is truer esthetically than 

former ones to the extent that it comes into 

being through the magnetic attraction of the 

work upon random human particles. On the 

other hand, this audience is a social amalgam 

charged with currents of its own. Both the 

gratuitousness of its interest and the conditions 

of its existence contribute to the formation of 

certain moods, concepts and assumptions which 

it diffuses upon the arts. The study of these 

influences is a proper ground work for criti- 

cism, rather than theories about how art might 

communicate with an audience of everybody or 

how it ought to shock or defy this phantom. 

Notes on the new public 

The intellectualistic character of all current 

audiences is an effect of the steady transforma- 

tion of the whole populace into professionals 

and semi-professionals; sociologists who clas 

sify people by the colors of their collars find a 

spectacular trend toward white and blue. 

The professional mass keeps expanding and 

as it expands it divides. Old professions break 

up and each fragment becomes the center of a 

new constellation—it is not only that all doc- 

tors have become specialists, but that the 

practice of medicine, like that of warfare, in- 

volves scores of other professions. At the same 

time the trades keep propelling themselves 

upwards into the professions; as the dentist 

not so long ago suppressed his past as a barber 

and assumed the rank of surgeon, the kitchen 

manager becomes a dietian, and stockbreeders 

and policemen set up academic qualifications 

und conduct “prestige” campaigns to convince 

society of the learned nature of their pursuits. 

Bricklayers, I am told, now lay exclusively on 

a fee basis, and their public-relations repre- 

sentatives will soon, no doubt, have traced their 

craft back to Amenhotep’s mayricians and have 

it placed in the same rank as performance on 

the dulcimer, that is, assuming that there are 

still bricks . 

exorable liquidation of the proletariat into the 

. . Traditionalists resent this in 

intellectual caste. They might console them 

selves with the thought that the process makes 

obsolete Lenin’s conception of a vanguard of 

professional revolutionists hustling a semi 

literate mass in this direction, and that the 

change of collars is probably the fundamental! 

reason for the failure of Bolshevism in tech 

nologically advanced nations. 

A practice establishes itself as a profession 

not only through the complication of its tech- 

nique—many of the ancient crafts involved 

more complex recipes than their counterparts 

today—but through self-consciousness with 

regard to that technique. A cop stops being a 

mere armed watch when he is aware of the 

general reasons for his way of lounging on 

street corners. The essential mark of a pro- 

fession is its evolution of a unique language 

or jargon in which its methods, purposes and 

relations to other arts and sciences are formu- 

lated. The more incomprehensible this lingo is 

to outsiders, the more thoroughly it identifies 

the profession as such and elevates it out of 

the reach of mere amateurs and craftsmen. 

One of the effects of the “universal audi- 

ence” illusion is that while esoteric language 

is taken for granted in the sciences and in 

newer modes of study, its use in the arts is 

treated as if we were still in an age where all 

craftsmen bent silently over their tools. It 

would not, for instance, occur to the human- 

ists of the picture weeklies to object to the fol- 

lowing observation on method in social an- 

thropology : 

When it is asserted that a certain behaviour is 

“typical” in a certain culture, it is not implied that 

there is no other culture in which it is, at the same 

er some other time, equally “typical.” What has 

hitherto turned out to be rather unique is the 

syndrome of each culture (the ensemble of its 

regularities), but not each element of the syndrome. 

[Psycho-Cultural Hypotheses About Political Acts, 

by Nathan Leites.] 

Yet anyone who talked in a comparable lingo 

(no one goes that far) about painting would 

be treated as a genocide by audience builders. 

In their turn, artists, responding to the sur- 

rounding professionalization, become convinced 

that the secret of art, as weil as its honor as 

a calling, resides in the jargon of the studios. 

In any case, incomprehensibility in the arts 

is inseparable from the fragmentation of the 

public through the expansion of professional 

ism. The segregation of occupations within the 

mazes of their technical systems increasingly 

demolishes the old cohesions of class and na 

tion. Outside each profession there is no social 

body to talk to, and apart from the forms in 

which the thought of the profession is em- 

bodied there is nothing to say. One who calls 

for mass communication in the arts is like an 

old-time sergeant who wants to go back to the 

good old simple methods in what the Defense 

Department calls “our new professional army.” 

The normal relation of each profession with 

others contiguous to it is border warfare 

architects seek to subdue and subjugate paint 

ers and sculptors; engineers brush architects 

under the table; clergymen and psychiatrists 

battle each other or enter into uneasy and 

unprincipled mutual assistance pacts; public 

relations experts clash with advertising men, 

Federal investigators with district attorneys. 

The Balkanization of the professions is perhap- 

best illustrated by Hollywood, whose products 

are the mangled remains of a battle royal 

among the crafts it has corralled. 

Each segment of the professional mass fights 

the rest for status, cash und satisfaction of 

vanity; but beyond these a metaphysical issue 

is involved. In contrast with the “clerk” of 

former times, the modern intellectual has no 

myth which he shares wit! the community at 

large; nor does he inherit the customs of a 

class nor the gravity of material possessions. 

His world is neither of the imagination, nor 

of society, nor of physical objects; it is a 

world of ways and means. Having no identity 

other than the one he creates for himself 

through his métier, he is compelled to regard 

the rank of his profession, and of himself in it, 

as the measure of his actual existence. The 

painter cannot acknowledge the inferiority of 

painting to some other intellectual discipline 

without abasing himself as an individual. When 

in the 30's, poets, historians, physicists, under 

the atmosphere of social breakdown and mass 

violence, lost confidence in the absolute value 

of their work and acknowledged the supremacy 

of the new art of history-making, the effect 

was panic and dissolution of personality. Seek- 

ing the revolutionary idea, they discovered 

themselves in the presence of another band of 

professionals, became entangled in an un- 

familiar jargon and were assigned apprentice 

tasks, Ezra Pound’s broadcasts for the Italian 

Fascists showed no trace of the language mas- 

ter. But without poetry what was Pound? A 

man of the crowd, a member of today’s mass 

audience, that is to say, a professional echoing 

the jargon of another profession which he 

only partly understands. The same self-loss 

overtook all who surrendered their calling to 

the pretensions of insurrectionary politics. 

Once the misery inherent in this self-estrange 

ment had been thoroughly experienced a re 

versal occurred. The galley slaves of the 

ideologies scampered back to their vocations 

declaring the self-sufficiency of each in tones 

louder than ever. Painting for the revolution 

set the dial for painting as revelation 

Absolute intellectual claims on the part of 

painting are consistent with the notion of 

thought that prevails in a_professionalized 

society. In each profession an “idea” means 

an operating concept, e.g., a ventriloquist’s or 

bareback rider’s idea for a new act. When a 

novelist says that he has an idea about the 

war, it is naif to expect an explanation of the 

war, a prediction concezning its effects, an 

image of its suffering and heroism. By an idea 

the author means that he has figured out a 

way of doing a war book that takes into a 

count that it can’t be The Naked and the Dead, 

War and Peace, A Farewell to Arms, La 

Chute nor The Iliad, yet makes use of them 

all. A painter’s idea may be, No more black, 

or, No straight lines, as a plumber’s (sanita 

tion engineer’s?) that running the hot water 

pipe through the toilet [Continued on page 65] 
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primarily oils [Janis; to Nov. 20]. Though Schwitt 

promulgated a method of mocking bourgeois pretensions t 

centration of fifty-seven collages, several of wh 

a Dadaist who, in making art works out of detri 

An arch-pioneer in scuttling the grand-manner of twenti 

century art, Kurt Schwitters is seen in a formidal 

loyal to the Cubist layout) have a sublimity, conspicuous 

lyric, of their own. To Schwitters, from 1919 to 1947, cast- 

off bus-tickets and candy-wrappers, old envelopes and 

stamps, disintegrating bits of textile, flotsam of the studio 

and the gutter, had the demonic [Continued on page 67] 

= . = ee ~~ 2 2 L a © s 
3 

§ E g = — os ¢ > a 3 E > £ 3 x 

O
O
P
 

R
A
K
 
2
 
O
e
 

S
a
,
 

e
e
 

c
a
 

a 
e
F
O
C
e
 
e
e
e
 
O
L
S
 

@
<
@
"
<
 

P
O
L
S
 
B
O
O
S
 
E
S
 
R
O
L
Y
 

Y
S
 

Y
G
 

shwitters’ Net Drawing, collage of pasted paper, 1923. 

Gustav-F inzler-Portrait, relief, 1936. 
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One of Jawlensky’s late “Meditation” pictures, Hour of Burial, 1936. 

Jawlensky as a Fauve: Woman, ca. 1912. 

The local art world finally is being introduced to A. von 

Jawlensky [Kleemann; Nov. 12-Dec. 15], Russian-born 

painter who died in 1937 and who, with Klee, Kandinsky 

and Feininger, formed The Blue Four in 1924; he was part 

of the famous Blue Rider Cubist-Expressionist group prior to 

World War I, and in 1905 called turns on the Fauves. With 

out the high distinction of the other members of The Blue 

Four, Jawlensky nevertheless possessed energy and _ skill, 

as examples in oil and watercolor from virtually all his 

periods evince—even to one of the last things from his 

paralyzed hand, Pink Sweet Peas, simple but oddly evoca 

tive of some of the latest Abstract- [Continued on page 67] 
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Klee: fashionable irrational 

His mixture of methods and symbols is seen 

in a large exhibition which 

opens in Chicago, lent by a London collector 

i shall have staked out a small but uncontested territory of my 

own,” said Klee, aged twenty-three, and “I shall have created 

the beginnings of a style.” For better or worse, the latter has 

not come true. Eleven years have passed since Klee’s death: in 

that time, painting has followed instead the prophecies of Klee’s 

Bauhaus associate, Kandinsky. But as his importance to the 

métier has waned, public enthusiasm has skyrocketed, until 

today Klee is one of the most avidly collected of modern artists 

and the sales of his reproductions rival van Gogh's and Gauguin’s. 

This month U. S. audiences, beginning in Chicago, will see one 

of England's first important Klee collections: the forty-eight 

pictures amassed by Mrs. Edward Hulton [Chicago Arts Club, 

Nov. 8-Dec. 6 Klee’s oeuvre is enigmatic and coquettish: his 

pictures flirt with the educated sensibility, holding forth some- 

times more, often less than the manner and reputation suggest. 

Of the literally thousands of works ue made, only rare ones re- 

late the image to the promised impact. Apparently Klee had 

many times to see the line fall short to achieve one fantastic 

connection across the mind’s spaces. But percentage of failure 

does not make him any the less popular for the looking audience; 

by mid-century, nostalgia for revelation, the breathtaking aware- 

ness, has become common currency, and even those pictures 

patently unsuggestive or tentative hold out promises of poetic 

revelations. At the same time, many abstract painters and ad- 

vance-guard connoisseurs tend to see Klee as a phenomenon be- 

vend the bounds of painting. Long. [Continued on page 65) 

early lithograph: River View, 1912. 
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poet-scholar, just 

Titian: Portrait of Cardinal Bembo. 1537-39 lent to the Metropolitan Museum by The Putnam Founda 

From this portrait of the famous Humanist 

tion, was engraved the frontispiece to his History of Venice 



Countrywide loans from California 

The Putnam Foundation of San Diego lends 

masterpieces to museums in 

Washington, D.C., New York and Chicago 

The acceleration in the transmigration of art, which history 

teaches follows wars and political changes, emphasizes the role 

and responsibilities of cultural agencies like The Putnam 

Foundation of San Diego, whose immediate objective has been 

to acquire old masters of the highest quality. Current loans to 

three major museums show the fruit of its recent activities. Now 

on loan at the Metropolitan Museum are four brilliant examples, 

each of a different school: Francois Clouet’s Comte de Laval; 

litian’s Cardinal Bembo [facing page|; Jacob van Ruisdael’s 

View of Haarlem; and The Adoration of the Magi by the Mas- 

ter of the Lucia Legend. To the Petrus Christus Death of the 

Virgin and Rembrandt's St. Bartholomew already on loan at 

the National Gallery are added Paolo Veronese’s Virgin and 

Child with Saints and Corot’s View of Volterra. And the 

Chicago Art Institute is showing Fragonard’s Colin Maillard 

Paolo Veronese’s Virgin and Child with Saints, 1555-60, 40'2 by 63 

inches, at Washington's National Gallery from The Putnam Foundation. 

Once in the Stroganoff Collection, Jacob Ruisdael’s Vieu 

of Haarlem, newly cleaned, is lent to the Metropolitan. 



Collated by Ad Reinhardt 

The art-politics syndrome: 

| -SSEEMES~ a project in integration 
Punch, 1952 

Cin ctne Election Day, these documents, borrowed from 

extensive collections of memorabilia accumulated by painter 

Ad Reinhardt [see p. 37], may be used to test a few hypotheses: 

Do the cartoons reflect an image of art in the collective mind 

of the readers of mass-circulation newspapers ? 

In this image, is true “Art” a species of Barbizon-School 

open-air painting, with the artist at work in front of a pleasing 

prospect or sitter? And is “Modern” art thus nuts? 

Or is this equation a stereotype in the collective minds of 

popular cartoonists? 

In fact, observing the five situations in as many cartoons by 

lalburt, is the “artist” confronting his “picture” a simple noun 

in a vocabulary of popular images that has nothing to do with 

art itself? 

And does this relate to the eternally recurrent news-item 

about a prize-winning picture at a county-fair turning out to 

be some dirty paint rags, or to have been executed by a cow 

with brushes attached to its tail, or by a four-year-old grand- 

child with brushes attached to its fingers, or by some other com- 
Plocing Them in Proper Perspective 

parably docile animal? 

Arit in the Or does this relate to an idea in the minds of editors? 
Vew York Herald-T ne hod 

Or is it only an indication of how affectionately the com- 

mercial artist feels towards received and digested ideas? 

BV Cray Y 

Se 

Th Imitators Borrow: |rom the Old Wosters drt Cleve 

Dowling in the Dowling in the Arlt in the 

New York Herald-Tribune, 1954 New York Herald-Tribune, 1951 New York Herald-Tribune, 1953 



Talburt in the PW orld-Telegram lalburt in the World-Telegram Talburt in the VW orld-Telegram Talburt in the World-Telegram Talburt in the World-Telegram 

and Sun, March, 1948 and Sun, May, 1948 and Sun, Dec., 1948 and Sun, June, 1951 and Sun, March, 1952 

“It better be good!” 

Long in the Marcus in Bimrose in the 

Minneapolis Tribune, 1953 The New York Times, 1955 Portland Oregonian, 1949 

Made in U.S.A. 

Green in Alexander in the Mitelberg in 

The Providence Journal, 1954 Philadelphia Bulletin, 1956 L’Humanité, Paris 



T wo T omen mm Balcomb Creene ‘s latest and perhaps hest show 

Four 

recommended 

for 

November 

The Trial, pasted and painted canvas, 11 feet wide, by Marca-Relli. 

Balcomb Greene 

Ghosts of the future 

Balcomb Greene is having possibly his best show in a career 

which included his election in 1937 to the first presidency of 

the American Abstract Artists [Bertha Schaefer; to Nov. 17]. 

Apart from a sensation of increased tempo, the difference be- 

tween this show and the last is in the definition of volume. It 

was there before but now it is more. He is like a Roman watch- 

ing the empire falling apart and the Christians destroying the 

statues of the gods. The ghosts of the future are invading his 

villa. These extraordinary, often terrifying figures, mouldering 

into fire and surf, flood the mind with associated ideas. Shad- 

ows are ready to break from their bonds. There is the presence 

of absent things——Baroque and Hellenistic sculpture, nineteenth- 

century painting. A scarf around the neck of a woman becomes 

the scars left by a whip. The end of [Continued on page 67] 

Corrado Marca-Relli 

Stately collages 

Reappearing in his new style after its introduction a year ago, 

Corrado Marca-Relli has added to his scale and his formal 

vocabulary [Stable; Nov. 5-Dec. 1]. Even though two years 

ago he had already begun to make collages by cutting and past- 

ing (instead of drawing and painting on) canvas, he serves 

notice that he was not content merely to exploit his remarkable 

abstract conception of single and dodble figures. Now his vision 

broaches mural limits, and in the new group conceptions (whose 

nature is conveyed by titles such as The Trial and The Battle), 

he has enlarged his modulative means with the burn, the 

smudge and the brush-dab—these qualifying the concours of 

the usual blond canvas pieces pasted against dark grounds. A 

consistent change, furthermore, is the fact that, now looking into 

the center of his pictures, one ap- [Continued on page 67] 



One of Reinhardt’s dark, almost invisible new paintings (it is untitled). 

Manny Farber 

Writing as painting 

Manny Farber has been painting for ebout twenty years, has 

been included in a number of group exhibitions along with 

younger members of the New York School, but somehow never 

got around to a one-man show until this month [de Nagy; Nov 

6-24]. He made a reputation about five years ago as a particu- 

larly vivid art critic as well as commentator on films and in 

terior design (for The Nation). In the past few years he has 

devoted almost full-time to painting. The pictures are abstract 

A maze of color is written on top of color, sometimes forming 

letters or bits of words (one painting says “Matisse” )—-palimp 

sests, to use a lately fashionable dactyl. But the writing is 

painting, not calligraphy (as it is in the case of, say, Tobey). 

The stroke is turning, long, juicy with pigment. Passages are 

caressed. Farber’s colors are clean as Parisian color is clean; 

page 67 earth hues set off cadmiums and [Continued on 

Ad Reinhardt 

Portraits of Ahab 

In his twelfth New York exhibition, Ad Reinhardt presents a 

series of very dark pictures [Parsons; Nov. 5-24]. Some were 

painted six years ago when his flat shapes had flaked edges. A 

few pictures date from around 1953; the shape has become a 

small rectangle repeating vertically up a background. The most 

recent paintings continue the schemas of his 1955 exhibition: 

canvas-filling cross- or -shapes equally made up of background 

and foreground, neither of which thus exists. Such simple 

symmetry eliminates “balancing” because the shapes are pre- 

balanced. The closeness of hues, in a way, eliminates color, for 

in extreme closeness violet or brown or green act the same. The 

paint surfaces are flat, mat, even, pure, i.e. non-existent. What is 

left is the private artist appearing in a public place with paint- 

ings from which almost everything but the mystery of art has 

been removed. This is theory. Actually Reinhardt’s dark paint- 

ings are like . . . a night-world; a storm is breaking-up, blackest 

clouds scud beneath lighter black [Continued on page 67] 
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In a veteran painter’s first one-man show: Manny Farber’s Painting, 



By Paul Georges 

A painter looks at T. damn any painting which has held the attention of a great 

number of people for a long period of time is a dangerous oc- 

cupation. If someone genuinely enjoyed a painting at one time 

a) the nude, b) Corot the chances are that someone will enjoy it again. 

This is illustrated by the story of Corot’s fame, which is 

somewhat similar to Picasso’s. He was an avant-garde painter, 

Five centuries of the nude much respected by the younger artists of his time, and much 

followed, to the point where his imitators became very tiresome. 

Six pictures give a toenail sketch of art history since the They had their effect in lumping Corot in history with an 

Renaissance; all are from the exhibition, “The Nude in academic tradition. Here propaganda is a strong factor and 

Painting,” for the benefit of Recording for the Blind, Inc., this is an instance where it has worked to the detriment of an 

at Wildenstein. From Venetian luxury and Baroque melo- artist. 

drama, through Rococo cosmetic charm and 19th-century In all probability though, without any propaganda art would 

\cademic classicism, to Renoir and the distortions of not be as important as it is, consequently the life of an artist 
Matisse—not a definitive survey, perhaps, | a chee ne _ : 

ore ne PS, SS 6 Gea oe would be a great deal more difficult. On the other hand, if there 

were no propaganda, then possibly there would be no art, and 

Se ee a eo life, though not so enjoyable, would be simple indeed. 

Fortunately among Corot’s followers were the Impressionists, 

who revered him and pursued the more valid directions in his 

painting. They saw in him the Air, that truly French atmosphere 

which helped to catapult the Impressionists to a position of 

unchallenged greatness. 

Corot thought seriously about color and it shows in his work [a 

selection of which is exhibited at the Rosenberg galleries|. The 

darks are rich, luminous and actually colorful. His color came 

out of the dark, which is a phenomenon in every respect as real 

as twentieth-century color, which in general comes out of light. 

In his concepts, Corot is one of the fathers of modern art. His 

COLLECTION FORSYTH WICKES 

JOHNSON COLLECTION, PHILADELPHIA MUSEUM 

Guercino (1591-1660) : Joseph and Potiphar's Wife. 

Charles-André van Loo (1705-65) : Woman on a Couch. 

RINCLING MUSEUM, SARASOTA 
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“One painting that has something of the greatness for 

which I am striving”: Cézanne’s Female Nude, ca. 1895. 

influence has come down to us today, through Braque, Matisse, 

Bonnard and Vuillard, to such younger American painters as 

Seymour Remenick, Grace Hartigan, Felix Pasilis, Wolf Kahn, 

Fairfield Porter and Larry Rivers, and to the newly-titled Ab- 

stract-Impressionism of Guston, Brach and Michael Goldberg. 

Because of Old Harbor at Honfleur, Corot reminds me very 

much of Seurat. The situation is similar, yet so different. Wil- 

lows at Marissel is a most unusual landscape. I see Ingres and 

Picasso in The Blond Gasconne. Path at Méry is pure Impres- 

sionism. The House and Factory of M. Henri is Italian primitive 

and Utrillo. I see small Braque beaches in Fishing Boats, Hon- 

fleur, and Girl in Front of an Easel (Corot’s studio), 1865-68, 

look surprisingly like Cézanne’s Stove in the Studio, painted in 

the same years. Here surely must be a direct influence. 

Looking back and forth in the history of art, it is very easy to 

find Corot’s place in the mainstream. 

an ; ‘ : ‘ ‘ Matisse (1869-1954): Pink Nude. 
The time in which Corot lived was a non-technical age com- 

pared to today. The sailboat, the house of stucco and stone, the 

mandolin, the spinning wheel and drawing water from a’ well 

have been banished by the machine. An artist who tries to use 

them must be called old-fashioned. One encouraging thing is 

that though all of these subjects are outmoded, something tran- 

quil remains, perhaps the most subtle, ingratiating and com- 

plicated being—the female nude. 

Though one would not guess it from looking about the twenti- 

eth century, she is still here to be looked at and appreciated. 

I hope she will not be replaced in the years to come by some 

automatic device. If that should happen I think painting will 

CLEVELAND MUSEL™M 

BALTIMORE MUSEUM 

Renoir (1841-1919): Reclining Nude. 

Thomas Couture (1815-79) : Odalisque. 

COLLECTION IRA HAUPT 
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1 painter looks continued 

be finished, and until then I think a painter of nudes can claim 

to be just as modern as the next fellow. 

rhe reasons that impel an artist to paint a nude are as com- 

plicated as the very instinct that makes him paint. To be nude 

is to be closer to nature, closer to our origins, without the en- 

cumbrances of the short-term influences of fashion. A woman 

s eternal and fleeting at once, she changes in time and mood, 

but she returns again in the form of another. I know this does 

not explain why we paint her. 

In painting, a woman cannot be simply stylish or the painting 

fails, rather it is the painter who must have style, to look 

through his model in order to see himself in a true light. 

Painters, like true lovers, are seeking gratification for them- 

selves but in the form of immortality. Few know who posed for 

these paintings of nudes [in the Wildenstein exhibition], but 

it is well known who painted them 

Devious means are required to render her if one wants to 

show a nude truly. She must be free in space, she must belong 

Willows at Marissel, 1855-65 to it, she must relate to it. If one thinks of her as an object all 

is lost, if one does not think of her as an object all is lost. There 

is the same contradiction in painting of this kind as there is in 

woman herself. If one paints the relations one does not have the 

essence, and if one paints the thing the essence eludes you. 

There are those who have solved the problem by eliminating the 

model or integrating her in the space until she becomes part of 

the totality but undistinguishable from it. This has served to 

free us from the object and to gain experience with freedom 

itself, but it can become as academic as concerning oneself with 

only the object. Interesting and even beautiful paintings have 

been done when the primary concern has been with either ex 

treme, but in my opinion true art lies in grappling with the 

contradiction. 

Almost every time I see an exhibition I am influenced by it to 

some extent—not necessarily directly. The influence creeps in 

often without my knowing it and often to the advantage of my 

painting. Usually it is one painting that [Continued on page 60] 

COLLECTION JEROME HILL 

Cirl with Red Vest Holding a Mandolin, 1868-70 

Corot cross-section 

Among 32 oils by Corot at the Rosenberg Gallery—*“In his 

concepts, Corot is one of the fathers of modern art,” 

and his influence is still strong among today’s painters. 

Nymph Calling Cupid Back, 1850-55. 



Corot: Gypsy at the Fountain, 1865-70 

“His color came out of 

every respect as real 

eral comes out of light” 
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ve dark, which is a phenomenon in 

20th-century color, which in gen- 

(lent by the Philadelphia Museum). 



Vanderlyn 

and his V ersailles 

John Vanderlyn, the only imp t Ameri 

the Federal period trained in is, was 

David. A more sophisticat t than 

1! across the Channel under Benjamin countrymen school 

West, his strongly modeled Self-Portrait [above]. ca. 1802, 

belonging to the Metropolitan Museum, is an early work 

painted for his friend and patron Aaron Burr. The Ver- 

sailles panorama, acquired by the Museum from the 

Kingston Senate House Association and restored over 1 

period of two years, was first exhibited in 1819 in the 

dome-topped Rotunda [above right] built from Vanderlyn’s 

own designs in a corner of New York City Hall Park. A 

contemporary engraving he plan [right] shows the 

scheme of the p r with a circumference of 165 feet. 
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By Theodore Bolton 

Vanderlyn and American panoramania 

The American mania for huge, panoramic murals 

is recalled by the Metropolitan’s new 

installation of Vanderlyn’s 165-foot “V ersailles” 

The vast Panorama of the Palace and Gardens of Versailles, 

painted in 1818-19 by John Vanderlyn, has been opened to the 

public in one of the first-floor galleries of the Metropolitan Mu- 

seum. On almost two thousand square feet of canvas, measuring 

165 feet in length, the picture is certainly the largest, and prob- 

ably the most unusual, ever to be exhibited at the Museum. 

It is apparently the only extant panorama of the period of 

erry i crcw, py Seen te ey = 

ceaqQere 

the Early Republic. In its day, an anonymous writer of a 

memoir on Vanderlyn, without specific reference to the Ver- 

sailles panorama, criticized panoramas as “magical deceptions.” 

This is hardly true of Vanderlyn’s. One stands inside a huge 

cylinder of canvas painted not as a deception, but as an illusion 

representing the Sun King’s immense Classic-Baroque structure 

facing the boundless perspectives of its gardens. on a fine day 

The vast scale of Louis xiv's palace is heightened by the contrast 

of tiny figures in this detail of Vanderlyn’s Versailles panorama. 
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PHOTOCRAPH FROM THE FRENCH EMBASSY 

Vanderlyn and American panoramania continued 

during the early afternoon when the shadows are lengthening, 

and the fountains are playing. Strolling in the park are groups 

of little figures in brightly colored costumes, forming delightful 

conversation pieces. Considered as a succession of figures in 

action against a static architectural setting, they form the 

rhythmic elements of the composition, pleasantly “leading the 

eye,” as Hogarth wrote in his treatise on design, “a kind of 

chase from one position to another.” Thus the seemingly solitary 

figure of a young man dressed in the latest Regency fashion, 

who views a statue at the edge of one of the fountain-lakes, is 

related to the five figures behind him: one’s eye is led from 

this English visitor to his friends, along the slightly upward 

slanting marble brim of the lake. The pictorial relationship is 

emphasized by repetition: the costume of the single figure, 

wearing a top hat, is repeated by the costumes of two men in 

the group beyond him. In short: the panorama is not a helter- 

skelter composition painted pour tromper l'oeil; but, rather, a 

skillfully designed artistic illusion. There is a holiday spirit 

about it, similar to that in the many pictures Canaletto painted 

of St. Mark’s piazza filled with fashionably costumed figures. 

The tone is light and gay; the mood, Surrealist. 

An account of the circumstances leading Vanderlyn to paint 

the panorama involves a brief summary of his life. Born at 

Kingston, N. Y., in 1775, he studied painting in Paris as the 

protégé of Aaron Burr. After a second residence in that city, 

lasting twelve years, he returned to the United States in 1815, 

having gained an European reputation with his paintings: The 

Death of Jane McCrea, 1803; Marius Musing over the Ruins of 

Carthage, 1806, for which he received a medal at the Salon 

by order of Napoleon; and Ariadne, 1812, considered at the 

time a daring picture of the nude. As a gifted artist recognized 

in Europe, Vanderlyn had every reason to expect that when 

Congress appropriated funds to buy historical paintings for the 

Rotunda of the Capitol, he might be given one of the com- 

missions. However he soon found in John Trumbull an open rival 

who, with powerful political influence, had obtained a virtual 

monopoly on the work. Vanderlyn did not receive any of the 

commissions. 

In desperation he decided to import panoramas which, he 

had noticed, were extremely lucrative to exhibit in London as 

well as in Paris. With this in mind, he designed an attractive 

little Neo-Classical temple with a [Continued on page 52] 

Vanderlyn’s stereoscopic projection, in the detail of Le 

Nétre’s breathtaking vista [center], almost exactly corre- 

sponds with a modern photograph [top]. The extreme care 

with which he laid out the scene is evident in his working 

drawing [bottom], plotted and squared for greater accuracy. 

LENT TO THE METROPOLITAN BY THE KINGSTON SENATE HOUSE ASsOx 



Conversation piece 

at Versailles 

By juxtaposing figures and receding planes [detail above] 

Vanderlyn dramatized the scenic effect. His distant views, 

bathed in atmospheric glow, have a width and sweep of vision 

which influenced the next generation of American paint- 

ers. The Hudson River School took the panoramic land- 

scape and reduced it to the popular easel-scale picture. 
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Art news from 

London by Lawrence Alloway 

ke English have had almost no 

access to American art until very 

recently. The American artists in the 

Tate Gallery, for example, are Cop- 
ley, Whistler, Sargent and Bernard 
Perlin. Fashions, films, science-fic- 

tion, popular music, all these reach 
London from America promptly and 
win quick acceptance. Art, on the 
other hand, travels slowly and is 
covered patchily so that public re- 
action is inevitably diffuse and con 
fused. During the past year, however, 

there has been an improvement in 
communication through exhibitions 

imericans in London 

The United States Information Serv- 

ice’s exhibition of John Marin at the 
Arts Council Gallery is important 

as one of the few one-man shows of 

a modern American artist to be seen 

in Lendon (two others, Mark Tobey 

and John Hultberg, have been ar 

ranged by the Institute of Contem- 

porary Arts). Marin surprised the 
English who think of Nature as a 
Crown Colony which has not yet 

demanded independence. Here was 
an American whose vigorous steno- 

graphic style depicted landscapes as 
enthusiastically as cities (‘it is a 

firm European belief that American 
art is urban art). Marin's strongest 
appeal in his own country seems to 
have been to high-falutin’ critics and 

it was probably a mistake to use one 
of their pieces of exalted Americana 
in the catalogue—Duncan Phillips’ 

reprinted from last introduction, 

year's memorial show catalogue. His 
picture of Marin as Yankee and 
Ancient Mariner was hard to follow 
and his comparison of Marin and 
nineteenth-century American painters 
may not have meant much to a 
public to whom Homer is a poet. 
John Hultberg, in Europe on a 

Guggenheim Fellowship, stopped at 
St. Ives, Cornwall, where, with the 
speed that Europeans associate now- 
adays with the New World artists, he 
completed a dozen oils, shown later 
at the Institute of Contemporary 
Arts. Although surrounded by Ben 
Nicholson, Barbara Hepworth, the 
sea and the rocks, he did not pro- 
duce St. Ives’ art. He continued his 

series of somber perspectives by an 
ex-Navy man, with forms from ships 
and Chirico as spatial counters. The 
influence of Clay Spohn, one of his 
teachers in California, lingers in his 
play with fantastic machine forms. 
These able paintings are the first 
case of a prompt London presenta 
tion of new work by an American, 
canceling the usual time-lag. The 
quality of Hultberg’s work shows 
that commercial art galleries here 
would gain if New York and London 
could have two-way communications. 
At present the traffic in modern art 
is nearly all from Europe to the U.S. 
But there are many difficulties, of 
course, from lack of information 
about American art in England to 

the relative altitude of U.S. prices. 
Curiosity about American art is 
[Continued on page 611 

Manet’s Bouquet of Peonies, formerly owned by the 

poet Paul Valéry, in the French show at Marlborough. 
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Art news from 

Pa ris by Pierre Schneider 

N ostalgic historians may recognize, 

in the Galerie Arnauld’s group show, 

titled “Divergencies,” the old bat 

tle between Ingres and Delacroix 
Only the 

( perhaps, too, the stake of the fight 

weapons have changed 

and the scope of the combatants) 
Here is structure, represented by 

Deyrolte’s cold curves. Deyrolle still 

belongs to the ascetic age of ab 

straction. The younger generations 

tend to warm and loosen up the pre- 
ceding period's puritan figures. Tepid 

abstraction is represented here by 

Guitet, Gauthier, Lago, Trygvadottir, 

Carrade, etc. De Sta#l is the mentor 
in the background. Others, after the 
example of Bazaine, laminate the 

surface of the canvas, a hieving ef 

fects not untike geological forma- 

tions (Coppel, Starisky, Koenig) or 
the faded patchwork of old walls 

( Noser) Delacroix’s 

partisans of color, is made up today 

of the 

organic gesticulative 

(van Haardt, Corneille), the erup 
tive (Istrati), the evanescent (Lau 

camp, the 

impulsive, compulsive or 
artists: the 

biés"’ waxen rub-downs). If any 

thing, the gap between Ingres and 

Delacroix seems to be narrowing day 

by day—convergences rather than 

divergences: already geometry bub 

bles gently and gestures espouse 

vectors. Increasingly, they meet on a 

middle 

out to be a mid-century style. It is 

rround which may well turn 

that “style.” so familiar now, which 

reassures us. As if “having style.” in 

this fashion, were the proof of 

validity 

To the greater glory 

Generality, however, is no guarantee 

of validity. In fact, it is the excel 

lence of individual works sharing 

certain traits their style which 

lends the latter its value. Still, the 

style is important: know the enemy's 

name and he is half defeated. To find 

today’s, investigation of average pro 

duction may perhaps prove more 

fruitful than that of exceptional 

works. The exhibition “Reconstruct 

ed French Churches” (Musée d'Art 

Moderne) is a good instance. Here 

is generality: three thousand 

churches rebuilt since 1949—more 

than ever raised in any other period 
and one thousand more to come. 

Yet all this variety (in some cases, 

eccentricity) conveys a certain im 

pression of what we might call 

stylistic unity. One is struck by the 

Protestant well, let us say the 

Jansenist 
these Catholic 
are all clear, economical to the point 

atmosphere created by 

constructions. They 

of barrenness, spic-and-span, with 
something relentlessly frank (struc- 

tural elements are highlighted) and 

pragmatic in their piety: immaculate 

conceptions that make one wish to 
wipe away human presence within 

them. This would seem paradoxical, 
in view of the architects’ proclaimed 

intention to make the service more 

accessible to the faithful by means 

of a simplified space, including both 
priest and worshipper, effective light- 
ing of the altar, ete. 

one’s adhesion is solicited rather 

than obtained. Why the reluctance? 

The answer is unwittingly given by 
“Everything takes 

And, indeed, 
there is no room here for spontaneous 

Yet, somehow, 

one architect 

place as on a stage.” 

effusion. Spiritual bliss is planned, 

just as Le Corbusier and his col- 

leagues impose the module to insure 

earthly happiness. The margin of 
spontaneity here has shrunk to non- 

existence. These modern houses of the 

Lord, like the modern houses of men, 
reveal the emblem of our style: the 

antiseptic operating room. “Clinics 

for the soul, purifying swimming- 

pools, solaria,” one enthusiast actu- 
ally called them. But they are more 
fortunate than their profane count- 

erparts in that, to quote the presi- 

lent of an architects’ co-operative in 
charge of church construction, “even 

though the style may be mediocre, 

the sanctuary is always authentic.” 
A dangerous because excellent ex 

cuse, Church builders have several 

such facilities at their disposal: 
economic necessity (as if esthetic 

poverty were a mere matter of bud- 
get): then, too, symbols, thanks to 

which, for instance, a paralyzing, 

tentacular underground basilica at 

Lourdes (the largest in the world: 

it will admit 20,000 people) is made 
to signify “the radiating galery of 

Christ in majesty.” 

While the new 

doubtful quality, the restorations of 

edifices are of 

damaged churches are usually tact- 

ful and good: a proof that the his- 

torical sense thrives at the expense 
of the creative sense. The latter's 

sickly state is demonstrated by the 

more specifically artistic part of the 

show: painting, stained-glass and 
sculpture. The Church has long been 

charitable to unsuccessful artists; 

countless third-rate Cubists and ab- 

stractionists have found refuge in its 

bosom. As for the sculptors, they 

favor a manner which one might de- 

fine as streamlined Saint-Sulpice or 

trimmed-down bathos. To be sure, 
there are some exceptions: contribu- 

tions from outsiders such as Matisse, 
Léger or Richier. Precisely: they are 

not so much Christian as baptized. 

International sculpture 

A useful survey was provided by an 
International Show of Sculpture held 
in the gardens of the Musée Rodin. 
The presence of Rodin was singularly 
meaningful, for he represents the 

last vigorous flare-up of a tradition 
which modern sculpture was forced 
to renounce in order to survive, What 
happens when it refuses to make the 
break is only too clear from the con- 
tributions sent by Northern and Cen- 

[Continued on page 52] 
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UNUSUAL art books at - 
remarkably law prices 

for the first time -. an extraordinary collection of serious works 

on aesthetics, art history, art anatomy - many less than. $2.00 

T7238. THE SENSE OF BEAUTY », 
Written by the most brilliant philosophical writer since 

Plato this fascinating document draws upon art, history, an 
thropology to establish “why, when, how beauty appears 
what conditions an object must fulfill to be beautiful Easy 

2 Paperbound $1 .00 interesting reading. 284 pr xs 

George Santa 

yana 

T25. PRIMITIVE ART by Franz Boas. America’s fore 

authoritative coverage of 
metal of all primitive 

text, burt “she 

exhaustive 
leather 

most anthropologist in 
ceramics, wood, textiles 
world. Not simply pictures plus perfunctory 
soundest, moist penetrating, and probably mos: comprebensive 
work AMERICAN ANTHROPOLOGIST Covers theories 
of primitive art, historical depth, symbolism and ornamenta 
tion, unconscious patterning, styles; also literature, music, ex 
Truly definitive. More than 900 illustrations. Index. 376 pp 

5% x 8 Pcperbound $1.95 

stone 

NOW READY—3rd enlarged edition, 
Hornung’s EARLY ADVERTISING ART 
Enlarged by more than $3,000 worth of new ma 
terial’ Pictorial volume contains more than 2100 
illustrations: eagles, Christmas motifs, food, drink 
trade, trains, horses, coaches, mortised cuts, novelty cuts 

46 new. Typographical volume has over 2000 spec 
imens: type faces, ornaments, initials, pancls, scrolls- 
enlarged by 52 new plates, mostly of rare carly 
European material 
UNIQUE! Most of this 
tore. All entirely copyright free 
permission or payment. Used by thousands of artists 
agencies, printers, ceachers——TIME, LIVING. RR 
Donnelley, DuPont, Schlitz, NEWSWEEK, etc. Superb 
reproduction. Vol pictorial, over 2100 illustrations 
3356 pp.. 9 x 12, dothbound. Vol. 2, Typographical 
ornamental sil pp. 9 x 12 

clothbound 

material never reproduced be 
reproducible without 

overt 00 specimens 

$18.50 $10.00 volume set, T! 

Vol. 2, T1235 $10.00 

T204. THE HUMAN FIGURE IN MOTION 
by Eadweard Muybridge. Largest selection ever published from 
the original Muybridge plates of human motion! 4390 full-page 

than 5OO action strips 789 photos of 

women hildren, in 163 different 
types of action: running, leaping, climbing, throwing, et 
Photos are taken in time-interval serie with as many as ( 
per action, at speeds up «& 6000th of a second. Original 

size! This is both a of American art and photography 
und an unexcelled aid for figure study, art directors, students 
wmmercial artists, and illustrators. 4789 photos ill pp 

@ x 1034. Dilaxe binding, pap Clothbound $10.00 

more 
; 

plates, with 

mostly undrape men 

Lassic 

T7202. STICKS AND STONES by Lewis Mumford 

Famous survey of American architecture and cultural back 
ground now enlarged by 21 illustrations and additional text 
Discusses such matrers as medieval tradition in New England 
villages, Renaissance influence of early colonies, Jefferson's 
classicism, and later architecture. Extensive discussion given & 
Richardson, Sullivan, FRANK LLOYD WRIGHT A ivuly 
remarkable book SATURDAY REVIEW. 2nd enlarged edi 
tion. 21 illustrations. xviii 228 pp. 5% x 8 

Paperbound $1 .50 

T20. THE UNIVERSAL PENMAN by George Bick 
classic unabridged! English round-hand of 

Dove, Champion, Bland, 22 others. Over 2000 flourishes, 122 
specimens, 23 complete alphabets. Unexcelled swipe-file for 
all interested in fine handwriting effects; no permission, no 
payment needed for reproduction. 212 full-page plates. 224 
pp. 9x 13% Clothbound $8.50 

ham. 18th century 

T84. DESIGN MOTIFS OF ANCIENT MEXICO 
by J. Enciso. Wealth of symbolic material—gods, animals 
calendrical elements from Aztec, Maya, Toltec carved stamps 
Over 90% unavailable elsewhere. A boon to craftsmen of all 
sorts, full of beautiful, new designs. Originally published ar 
$17.50. 766 illustrations, thousands of submotifs. Printed in 

3 colors. 192 pp. 7% x 104 Clothbound $3.95 

NOVEMBER 1956 

T162. THE BOOK OF SIGNS», & Koch. Form 
erly $25! 493 different symbols from monuments, cathedrals, 
catacombs, etc; Roman, Saracen, Early Christian. Cross. mono- 
grams, alchemical, astrological, masonic, runes, etc. Carefully 
classified with historical cext. Wonderful source of motifs for 
handcrafts, weaving, leather erc. 493 illustrations. 104 pp 
Gla x 9% Paperbound $1.00 

T7276. PRINCIPLES OF ART HISTORY by Hein 
rich Wilfflin. Not primarily a history of art, or aesthetics 
but a study of principles underlying art eras: what really 
happened in art berween the late middle ages and the present 
apart from technical advances; why artists like Rembrandt, 
Direr differ. “Worth the whole spate of recent popularizing 
bustories,”” NEW REPUBLIC. Analyzes 164 works of are. 150 

25 1 1 . illustrations. 250 pp. 6% x 914 Paperbound $1.95 

T378. CHRISTIAN AND ORIENTAL PHILOS- 
OPHY OF ART by A. K. Coomaraswamy. Stimulating, 

provocative discussions by great oriental art historian. Ana 
lyzes ideal background of Hindu & Medieval Christian art 
philosophic basis of aesthetics, importance of symbolism,. role 
of traditional culture in art, relations of primitive & modern 
art, stylization in portraiture, exc. Crammed full of insighrs, 
odd learning’ ; Paperbound $1.25 148 pp ex 8 

T200. THE BROWN DECADES by Mum 

ford. Classic study of the buried renaissance in America from 
1865-1895. One of greatest cultural historians analyzes the 
work of such men as Roebling, Root, L. N. Sullivan, Richard 
son, Winslow Homer, Eakins, Ryder, and others. Written 
with the author's usual scholarship and imagination, this will 
make the American past leap into new perspective Deserves 
high praise N. Y. Times. 2nd enlarged edition. 1? illus 

trations. xiv + 266 py x Paperbound $1.65 

Lewis 

TS3. LETTERING & ALPHABETS 1) 5. Alber: Cas 
reproduction of LETIERING, by famous 

American letterer. Full analysis, illustration of 89 full al 
phabets; styles from Roman, Caslon, Bodoni, script, old 
fashioned, etc. Technical details not usually found in books 
white areas, expanded lettering; analysis of specimens. Ail 
reproducible without permission. 89 alphabets. 121 pp. 944 
x 8 Paperbound $1.00 

anagh. Unabridged 

7241. ATLAS OF ANATOMY FOR ARTISTS 
by Fritz Schider. This standard text, now 
plates, provides precise information of surgical accuracy. | 
full-page plates of skeletal material; 54 plates, mostly in 
color, of muscies. Posterior anrerior, lateral, medial 
dissections of important portions of body. Photographs of 
eyes, noses, hands, breast forms; muscles identified on photos 
action photos, growth photos. Also, 54 plates reproduce ana 
tomical sketches, finished work of Leonardo, Michelangelo 
Direr, Vesalius, Goya, 13 others Excellent AMERICAN 
ARTIST Final cour appeal QUARTERLY REVIEW 
OF BIOLOGY. 163 plates, 593 illustrations. 192 pp. 7% 

x 10% Clorbbound $6.00 

enlareed by 85 new 

views 

T7. SHAKER FURNITURE by & ow. and 
drews. Far and away the 
furniture and principles of craftsmanship 
chronology, craftsmanship, furniture, houses, shops, technical 
methods. Photos illustrate 200 chairs, tables, desks, benches 
cupboards, boxes, beds, clocks, while 36 pages analyze these 
photos dn artistic revelation ART DIGEST! Every se 
rious student of American design should study this,"” DESIGN 
18 full-page plates. Bibliography. 192 pp. 77% x 10% 

Clothbound $6.00 

Faith An 
illuminating study of Shaker 

Covers completely 
most 

T30. ON THE LAWS OF JAPANESE PAINT- 
ING by Henry Bowie Inspirational study based on 9 years 
experience in Japan at end of 19th century, before tradition 
had perished. Technical hints, theory; how striking effects 
are due t psychological, philosophical concepts: sei do, or 
artist feeling himself object aolaeel. etc. Laws of composition 
use of line, dots, etc. Excellent introduction to appreciation 

>> > 
best sebstieure for lessons from master. 220 illustrations. 132 
pp. 64% x 9% Paperbound $1.95 

T82. AN ATLAS OF ANIMAL ANATOMY 
FOR ARTISTS »y Ellenberger, Baum, Dietrich Highly 
recommended as one of the very few books worthy of being 
used at an authoritative guide,’ DESIGN. Enlarged, revised 
with 288 illustrations, new plates from Stubbs’s ANATOMY 
OF THE HORSE, Cuvier. Seraus-Durckheim. Horses, cows 
bulls, stags, roes, goats, cats, dogs, lions, monkeys, bats 
seals, etc. Shown in skeleton, muscles, externals, progressive 
dissections. 288 illustrations. 153 pp. 11% x 

Paperbound $6.00 

T215. FOUNDATIONS OF MODERN ART 
by A. Ozenfant. Stimulating appreciation of all human crea 
tivity—painting to science. religion to writing. Isolates great 
principles under all art from paleolithic to present. Nor history 
but imprisonment of creative process in prose. The avrhor 
was one of founders of purist school. “Central Lewis Mum 

» >»? » 26 5 ford. 226 illustrations. 368 pp 8 X 8. Paperbound $1.95 

1274. DESIGN FOR ARTISTS AND CRAFTS- 
MEN by Louis Wolchonok. Create your own design by using 

rechniques taught in this enormous volume. Taking you step 
by step into the creation of more than 1400 original designs 
it shows you how design is made from plants, animals 
humans, objects, etc. Also teaches arrangement, composition 
nm many techniques, from near naturalism to compiete abstrac 

tion. Linear designs, free forms, block forms, rmbbon forms 
Modern, with awareness of Leger, Moore, Picasso. 113 exer 
cises. “Invaluable ART IN FOCUS. Over 13400 illustrations 
xv 207 pp gs x 10% Clothbouna $4.95 

7125. HANDBOOK OF DESIGNS & DEVICES 
by ©. P. Hornune. Complete thesaurus of design, working col 
lection of motifs, all reproducible without permission. 18 34< 
basic designs, tormed from circles, squares, diamonds nher 
motifs, all classified Necessity to every designer ARTIST 
“ND ADVERTISER i full-page plates 8 designs + 

e 3 Paperbound $1.90 

T7212. THREE CLASSICS OF ITALIAN CALLIG- 
RAPHY Orcar Ogg. Exact reproduct Renaissance 

handwriting Arrighi, Tagliente alatin Scores of 
alphabets, hundreds of specimens; ltaliac hancery hand ts 
basic, but dozens of other contemporary and earlier alphabets 
and lettering specimens. Dozens of cartouches rs, de 
signs, all lettered by the best letterers of all cin sands 
of motifs, all reproducible without paymen: mission. 24 

_s nd $1.95 

books by 

full-page plates S2 pr Bs x 

Dept. 79, Dover Publications, 

920 Broadway, New York 10, N. Y. 

Please send me the books circled below. | ar 
ing $ n full payment Payment 
must accompany all orders except those from 
or public institutions, who may be billed 
postage, handling charges for each book 
low $5.00. Dover pay 

when payment a 
postage 

r more ompanies 

Name 

Address 

ity Zone State 

T7 20 125 130 T53 T82 T84 TI21 T122 

T123 T125 T162 T200 T202 1204 T212 1215 1238 

7241 7274 1276 1378 

Unconditional guarantee: Your satisfact 
teed. All Dover books returnable within 
full and immediate cash refund 



BEMELMANS 
“In an Old House 

in Paris” 

AN EXHIBITION of the original paintings by 

Ludwig Bemelmans for his “Madeline's Christmas” to be 

published as a special Book Supplement to McCall's 

Magazine for December 1956. 

Also the original paintings for his book “Madeline and the 

Bad Hat’ to be published for Easter 1957. 

And other of his recent paintings. 

ON VIEW NOVEMBER 20 to DECEMBER 22 

s1e.s7 st. HAMMERGALLERIES new vorx 

MARLBOROUGH 
FINE ART LTD. 

AUTUMN SALE EXHIBITION 

OF 

FINE FRENCH MASTERS 

BOUDIN PASCIN 
CASSATT PICASSO 

CEZANNE PISSARRO 
COROT PUVIS DE CHAVANNES 
COURBET e180T 

— ROUAULT 
panerine RENOIR 

GUILLAUMIN SISLEY 
HARPIGNIES SEGONZAC 
JONGKIND SOUTINE 
MANET UTRILLO 

MATISSE VAN GOGH 
MODIGLIANI VLAMINCK 
MONET VUILLARD 

NOVEMBER 

Catalogue 40 illustrations 4 Colour-plates—Price $2 

17-18 OLD BOND ST. LONDON W.1 
Cables: Bondarto, London 

Art news from 

Los Angeles by Jules Langsner 

L. the space of three weeks some- 
thing like a million spectators have 
wedged their way through the art 
galleries at the Los Angeles County 
Fair. This year juries in New York, 
Chicago and Los Angeles selected 
paintings, sculptures and prints for 
the Fair's nationwide exhibition and 
awarded $8,000 in prizes. 

Cleavage of styles 

It can scarcely come as a surprise 
that in this age of ambivalence the 
painting section splits down the mid- 

dle. Works redolent of the w.pr.a. 
era of American painting stand 
cheek by jowl alongside abstractions 
of the ‘fifties. What is surprising is 
that the schism seems geographic. 
The American-scene contingent — 
Isabel Bishop, Colleen Browning, 
Louis Bouché, Philip Evergood, 
Joseph Hirsch, Fletcher Martin, 
Doris Rosenthal, Mitchell Siporin 
for the most part emanate from East 
of the Pecos. For a view of what 
latter-day painters are doing you 
generally have to turn to artists from 
this neck of the woods—Sam Amato, 
Dorothy Bowman, William Brice, 
Hans Burkhardt, James Grant, James 
Jarvaise, John Paul Jones, Douglas 
McClellan, Richards Ruben, Sueco 

Serisawa and Jack Zajac—to spot 
Westerners who caught my eye. 
Obviously the different juries invoked 
different criteria. The exhibition is 
conspicuous by the absence of New 
York School abstractionists. A cer- 
tain malaise characterizes the real- 
ist pictures, as if (with some excep- 
tions) they are merely going through 

the motions of repeating earlier suc- 
cesses, or jazzing their paintings by 
incorporating “new” devices. 

Ethel Magafan’s quiet, sparse, 
semi-abstract landscape, Snows of 

West-Coast Expressionism: Woman in 

Landscape [right], woodcut, 1918, by Alois 

Wach, German pioneer being revived at 

the Los Angeles County Museum; and un 

titled painting by Sonia Gechtoff, of 

San Francisco, in the “Action, 2” show 

Yesteryear, won the $2,000 purchase 
prize. Among $200 honorable men- 
tions, William Brice’s immense Frac- 
tured Land achieves an impressive 
monumentality, not merely because 
of scale but also because of its inter- 
locking forms, suggestive of organic 
fragments of nature. 

Rico Lebrun: ten years 

A selection of oils, drawings and 
collages by Rico Lebrun is on view 
at Pomona College [to Nov. 30). 
Spanning the last decade, the pic- 
tures vary in scale from modest-sized 
drawings to Cyclopean oils like the 
1950 Fragment of a Tank, its bulky 
machinery eerily transmuted into 

spectral husks. The exhibition neat- 
ly balances Lebrun’s tour de force 
draftsmanship and his more con- 
tained pictorial style. 

By temperament and by convic- 
tion Lebrun is impelled towards the 
agonal event, seen here in pictures 
from his 1950 Crucifixion series and 
in the current Buchenwald paintings. 
In the latter, Lebrun again works 
larger-than-life size. In the savage, 
black-and-white, _ night-illuminated 
Three Hostages, the shanks, arms, 
torsos and heads of three amply- 
proportioned nude females are flat- 
tened, twisted and compressed; flat 
black shadowy areas alternate in 
jagged sequences with cold, harshly- 
lit sections of the figures. 

Sandwiched between Lebrun’s pas- 
sionate protestations are some of the 
enormous collages that engrossed the 
artist for a couple of years after his 
return from Mexico. These exuber- 
antly-colored, abstract collages by Le- 
brun disclose another side of his 
talent—his capacity for spontaneous 
improvisation. The pictures are ab- 
[Continued on page 62] 

ART NEWS 



AUCTION SALE 
IN BRUSSELS (BELGIUM) 

UNRESTRICTED PRICES 

Monday November 19, 1956 at 3 p.m. 

IMPORTANT PRIVATE COLLECTION 

OLD MASTER PAINTINGS 

REMBRANDT 

(reference Bode No. 15) 

AELST (Evert van)—BEERSTRATEN (Anthonie)—BELLINI (Giovanni)—-BENSON (Ambrosius)— 

BINOIT (Peter)—-BOCKSBERGER (Hans)—BRUEGHEL (Jan)—CLOUET (Jean, called Jehannet)— 

COSTER (Anne Vallayer)—-CRANACH (Lucas)—CRIVELLI (Carlo)—-DESIDERIO (Francesco, 

called Monsi)—-DESPORTES (Alexandra-Francois)—-FUNK (Hans)—-GAINSBOROUGH (Thomas)— 

GOZZOLI (Benozzo de Lese di Sandro) —-HUGUET (Jaime)—ISENBRANT (Adrianen)—KLOMP 

(Albert-Jansz)—-LELY (Pieter)—-LEVRAC-TOURNIERES (Robert)—-MASTER OF LUBECK— 

MASTER OF LUXEMBOURG (MARTIGUES)—MASTER OF PICARDY—MASTER OF WESTPHALIA 

(called the Wesel)—-MANSUETI (Giovanni di Niccolo)—-NEEFS (Pieter)—-NETSCHER (Caspar)- 

OCHTERVELT (Jakob)—-PALAMEDES (Anthonie)—-POURBUS (Frans I1)—-REMBRANDT (illustrated) - 

ROTTENHAMMER (Johann)—RUBENS (Peter-Paul)—STELLA (Jacques de)—-TENIERS (David 

II)——-TERBORCH (Gerard)—-VAN CLEVE (Joos)—-VALKENBORCH—VAN DAEL (Jan Frans)— 

VAN NICKELE (lIsaak)—-VERBRUGGEN—WORMS-JACOBLER (Edith). 

18TH CENTURY FRENCH FURNITURE 

WOOD SCULPTURES OF THE 14TH, 15TH, 16TH, 

17TH CENTURIES ART OBJECTS 

Experts: MM. Ernst BUCHNER, Munich—Nino CORDOVADO, Paris—Dr. FIOCCO, Padua 

Dr. FRIEDLANDER, Amsterdam—Pau!l GANZ, Zurich-—~HOFSTEDE de GROOT, Amsterdam- 

Robert LEBEL, Paris—Antonio MORASSI, Milan—TLouis REAU, Paris—Dr. VENTURI, Milan. 

PRIVATE SHOWING—Friday November 16 from 6 to 11 p.m. and 

Sunday November 18, from 3 to 11 p.m. 

PUBLIC SHOWING—Saturday November 17 from 10 a.m. to 9 p.m. and 

Sunday November 18 from 10 a.m. to 1 p.m. 

GALERIE TRUSSART 
28, avenue de la Toison-d’Or, BRUSSELS 

Tel. 12-26-54 — 11-00-30 

Cable address: Trussart-Brussels 

CATALOGUE WITH 75 PLATES: 100 Belgian Francs prepaid (on request) 

NOVEMBER 1956 
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Vanderlyn continued from page 44 

wall, which 
built, with the financial help of some 
friends, in 1818 on a corner of New 

York’s City Hall Park, and 

known as “The Rotunda.” The rental! 

Vanderlyn paid for the plot was a 
peppercorn a year 

Writing in 1824, Vanderlyn states: 

“Three pictures preceded the exhibi- 

cylindrical inside was 

soon 

tion of my painting of Versailles, 

before the public in the 
[1819] about the sex 

the 

Among the panoramas he 

brought 

month of July 

ond year of the 

Rotunda.” 

placed 

his 

of other 

Paris, 

and hgure compositions of 

battles: Lodi, Waterloo and At the 

Gates of Paris. All these panoramas 

opening of 

on display, before and after 

were the work 

showing 

own Versailles, 

artists views of 

Athens, Mexico and Geneva: 

also 

were financial failures, his 

Possibly 
was a 

Vexico, painted by Robert Burford 
of London, 

Bullock, 

next 

own as 

well as the others the lat 

est to be shown View of 

drawings by W 

1828. The 
receive d 

after 

and exhibited in 
1829, 

1 formal notice 

Rotunda 

To continue 

year, Vanderlyn 

of eviction from The 

the chronology of the 

after Vander 

the 

Catherwood 

panorama in America 

lyn’s failures: his successor in 

held Frederic k 

(1799-1854). an 

under 

was 

English artist who 

Robert Burford. 

was successful with his 

was trained 

Catherwood 

Jerusalem, exhibited in 

January, 1838, he 

Rotunda on Prince 

But by November, 

left for Lon 

remains best 

panorama, 

1835. In 
} nis 

»pened 

own Street 

and Broadway 

1838 he had 

don { 

tor 

already 

itherwood 

water olors his accurate 

1¢ accompanied the ex 

known 

made when 

Stephens on his ex 

[A.n., 

plorer John L. 

pedition to Central America 

Feb. "50)). 

While 

were 

both Vanderlyn and Cather 

wood pr fessional artists, the 

panoramists of the mid-century, who 

followed them, were scene-painters 
Apparently all the 
ed by 

save one of the Mississippi River 
their work in 

panoramas paint 

scene-painters have perished 

Thus an estimate of 

the Eastern states depends on rec 

ords of the rather than 

on the Per- 

haps the engraved Panorama of the 

Hudson River, published in 1845, 
gives a fair idea, in miniature, of 

like.- It is 

with 

panoramas 

panoramas themselves. 

what one of them was 

simply a folding pocket-map, 
covers, “drawn 

William Wade.” and 

tints of watercolor, presenting views 

and engraved by 
colored with 

of the scenery along the river banks 

from New York to Albany. The en 

graving has slight artistry; the map 
intended primarily to 

for 

obviously is 

convey information 

the Hudson. 

That the painted panoramas were 
likewise designed primarily to con- 
vey stated by the 

anonymous memorialist of John Van- 

voyagers up 

information is 

One of Vanderlyn'’s drawings for his panorama 

of Versailles; Kingston Senate House 

derlyn when he wrote, in substance, 

that the had the 

of conveying” accurate “topographi 

information” to “all 

study or cultivated 

fully to 

The chief merits of the 

panoramas “power 

cal classes” so 

that “no 

was “required 

their merits.” 

panoramists was that their paintings 

taste” 

appreciate 

conveyed information concerning the 

American scene, and thus made the 

general public increasingly aware of 
grandeur. One may 

guess that 

with all his artistry, 

American scenic 

hazard the Vanderlyn 

failed because, 

he exhibited foreign views; whereas 

the artless scene-painters succeeded 
because they showed American 

views. 
Not only the American public, but 

also the English was becoming in 

the 

landscape 

creasingly curious as to what 

American 

looked This one gathers from 

the the 

ramists working in the West. 

varied 

like 
records of a 

greatly 

few of pane 

There, 

a group of scene-painters called at 

tention to the splendors of the Mis 

sissippi River. One was painted, in 
1839, by a scene-painter named John 
Rowson Smith; another, by John 

Banvard, in 1847. Their paintings 
were on long strips of canvas rotating 

between huge vertical cylinders; and 

they became so popular in England 
that the painters were invited to un 
roll their before 

Queen Victoria. Virgil Barker notes 
that Banvard’s 

reached Boston, Longfellow was writ- 

and he attended 
performances so as to be 

correctly the 

scenic exhibitions 

“when panorama 

ing Evangeline, 
several 

write about 

landscape he 
able to 

Louisiana had never 

seen.” 
Of this mid-century panorama dis- 

play work, apparently only one ex 
ample survives: a canvas about 320 

feet long painted by a scene-painter 
named John J. Egan. But, in view of 

the fact that great crowds came to 

Art news from Paris continued from page 48 

tral Europe; Rodin’s exaggerations 

turn into a vulgarity that grotesque- 
ly emphasizes realistic convention or 
Expressionistic anecdote (one Polish 

artist pushed parody so far as to be 

named Puget). A rescuer was badly 

needed: enfin Brancusi vint (his 
bird here soars in defiance to Ro- 
din’s Gate of Hell). It was he who 
oriented sculptors toward the liberat- 
ing essences: Platonic “forms” in his 

case, minimums in Giacommetti’s 

A sso 

there is no 
doubt that the scene-painters exerted 
view the panoramas, 

an influence on the development of 
a public taste for native subject mat- 
ter in a panoramic style. They pre- 
pared the way for an appreciation of 
the Hudson River School of painters. 
Such artists as Asher B. Durand, 
John F. Weir and Frederick E. 
Church painted panoramic easel 
pictures with skill, not for 
exhibition before audiences 

“cultivated but for 
parlors im the homes of discriminat- 

great 

rooms 

without taste,” 

They also paved the 
Western 

Thomas 

ing collectors 

way for the expansive 

scenes of Bierstadt and 

Moran. 

Eight years after Vanderlyn’s fail- 
ure with his exhibitions 

in The Rotunda, he finally received 

a commission for a mural in the 

rotunda of the United States Capitol. 
In 1837 Congress allotted funds for 

The Landing of Columbus, probably 

work. He 

panoramic 

known died in 

Kiagston in 1852. 

The Versailles 

many vicissitudes, was finally cut into 

Twenty-four 

his best 

panorama. after 

pieces and stored away 

sections of it remained when, during 

the centenary celebration of Vander- 
lyn’s death, in 1952, it was acquired 
by the Metropolitan Museum as a 
gift from the Kingston Senate House 

Association. Its restoration, a major 
undertaking extending over a period 
of two years, adds new stature to 

Vanderlyn as a painter. The installa- 
tion at the Metropolitan Museum is 
supplemented with engravings of 

early views of Versailles; and inside 

the canvas cylinder, mannequins in 
early nineteenth-century dress from 
the Museum's Costume-Institute are 
grouped against the setting. A num- 

Vanderlyn works are 

including a striking 

a number of his 

other 

view, 

ber of 

also on 

self-portrait and 
preliminary drawings. 

starved figures, in Stahly’s skeletal 

shapes, or Noguchi’s ovoid bonds; 

archetypes or archaic prototypes 
(Marini; also the proliferation of 
totem poles: one came from Italy, 
another from America, and another 
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was manufactured on the banks of 
the Seine). In time, Brancusi him- 
self was to block the horizon as 
Rodin once had done (viz. the pol- 
ished but flaccid masses by Gilioli). 
The way out lay either in carrying 
his monotone to the abstract extreme 
where it would dissolve into mathe- 

matical multiplicity (Gabo), or in 
returning to the variety of appear- 

ances by means of Surrealist and 
pest-Surrealist mythologies (Richier, 

Roszak, Cesar), as well as playful 
ness (Smith, Hare, Calder). 

Another pattern is evident. Sculp- 

ture is the animation of space. This 
Brancusi as well as Rodin sought to 
achieve by making space revolve 
around a closed form. Volume was 

the key. But already Maillol con- 

fused volume and voluminousness 
(just as more than one of the artists 

in the show tended to confuse inge- 

niousness with genius). The resulting 
reaction was the attempt to enclose 

space in the work: Mairée Mannik’s 
caged bird is a naive example, Las- 

saw’s delicate cubes a graceful one. 

David Smith has contributed a speci- 
men of “spacewriting,” rather than 
“open sculpture.” Halfway between 
open and closed sculpture stand 
Moore's perforated volumes. 

The soul of color 

The memorial exhibition of Henri 

palus, ca. 

Delacroix’s study for the Death of Sardana- 

1827, in the Louvre’s pastels show. 

Matisse is the most inm-portant event 
of the young season. It has already 
been discussed in the pages of this 
magazine [Oct. '56]. I shall merely 
add that its reception demonstrated 
how Matisse continues to suffer from 

a misunderstanding. The joyous ap- 
pearance of his work hides the res- 
onant gravity of an effort which, 

from the early explesion of sensibil- 
ity to the intellectual fire of the last 
cut-outs, has remained constant. 

To convey the radiance of color 
without the material presence of the 
latter was the purpose of the cut- 
outs. It was also that of pastel, which 
one might call the soul of color 

freed from its textural body. Pastel 
is an abstract medium (its invention 

in France—Fouquet first used it 
around 1450—is perhaps no matter 
of chance). What is certain is that 

its greatest vogue occurs in the 
eighteenth century, when it corre- 
sponded admirably to the age’s in- 
tellectual aspirations, and in the 

late nineteenth century, when its 

abstract lightness made it the fitting 
medium for Impressionist ephemer- 
idae and Symbolist réveries. A splen- 
did show of nineteenth-century 
pastels, organized by the Louvre’s 
Cabinet des Dessins, illustrates these 
traits: Quentin de Latour’s rational 
perfection (echoed by Manet’s Mme. 
Wanet); airy studies of skies by 
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Delacroix and Boudin, a newly ac- 
quired Boudinesque Degas. The lat- 
ter, appropriately enough, rules over 
the exhibition, displaying, within 
the narrow limits of the pastel, the 
incredible range of his gifts. Redon, 
Puvis de Chavannes and Fantin- 
Latour use it to adumbrate delicate 
or deliquescent fantasies. The visitor 
also has the pleasure of discovering 
a practically unknown «:.inor master- 
piece: a Barbizonian landscape by 
Dupré. Covering two centuries, the 
exhibition shows conclusively that 
fragility of medium is anything but 
an obstacle to the affirmation of 
strength. 

Sung age 

The same lesson can also be derived 

from the exhibition of art in China 
under the Sungs, presented by the 
Musée Cernuschi on the occasion of 

instructions of color planes in 

which complementary colors seem to 
squelch each other, or appear to have 
arrived on the canvas by blotting or 
offset. These words suggest they are 
unpleasing. Actually they are often 
strange and intriguing. The more 

blocked-out paintings are the earlier 
ones. Lily Ente exhibits small, com- 
pressed polished stones with planes 
smoothly flowing into each other. 
When she indicates that a lump 
represents a head by putting eyes 

into it, the result is mildly annoying. 

Prices unquoted, LA 

Contemporary British art [Silber- 
man; to Nov. 10] opened shortly 
after the Museum of Modern Art's 
exhibition, “Masters of British Paint- 
ing” | A.n., Oct. '56), for the benefit 

of The British Council's collection. 

It will go on a national tour. It is 
not an “official” exhibition but sim- 

ply a compact, interesting show of 
names already known in this country 

for the most part. The exhibition 
falls into two parts. On the one hand 

are Ben Nicholson, especially his 

painting with the word “Rouen” and 

the ninth Congress of Young Sinolo- 
gists. Well-chosen photographic 
montages, completed by an exem- 
plary catalogue, throw light on the 
manifold aspects of a great humanist 
age whose richness eclipses that of 
our Renaissance. Unlike the latter, 
however, the wealth of scientific dis- 
coveries and social reforms was coun- 
ter-balanced by an interiority which 
Sung art fully embodies. While there 
were few paintings on display, as 
could be expected, an admirable en- 
semble of pottery testified to the fact 
that the Sung age is that of Classic 
perfection, the moment of equilib- 
rium between tradition and routine. 
So perfect are these frail, delicate 
yet complex, luminously discrete 

objects, that they strike one less as 
human creations than as those of 
nature—nacreous products of the 
immemorial patience of the sea. 

Reviews and previews continued from page 10 

the two flippant fish on a plate; Roy 
de Maistre’s Pietd, 1, a Gothic-Cub- 
ist study for a large wall painting 
to go into Westminster Cathedral; 
William Scott; William Gear, whose 
abstract paintings look like fugitives 
from the Whitney Museum; and, 
possibly, John Piper. On the other 

hand are painters like Graham 
Sutherland, Ceri Richards and 
Francis Bacon who seem to stretch 
painting into realms which are no 
longer painting. A great shudder- 
maker, Francis Bacon, represented 
by a large Dog, has only an image 

to offer. He may stop you cold but 
when this wears off, what have you 
left? Ceri Richards*is more of a 
painter but his fantasy is rarefied 
and chilly. The sculptors Lynn Chad- 
wick and F. E. McWilliams are also 
fantastic, but in a brutal, primitive 

way. The shapes themselves are 
rather funny. A primitive figure by 
McWilliams is like a guard taped-up 
by bank robbers. There is a sup- 
pressed outraged vitality. Lynn 
Chadwick uses comic shapes but his 
ideas seem serious and dull. Both 
these sculptors give a look of lost 

Ceri Richards’s “Do not go gentle . . . 

in the show of “Contemporary British Art” 
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Views on their work, experiences, ideas, and audience 
by 16 contemporary artists, working im a variety of 

media, from sculpture to cinema. Among the con- 

tributors: Ruth Armer, Jean Renoir, Rico LeBrun, 
Henry Moore, Ernst Barlach, Eduardo Torroja, and 
Ernest Mundt. 46 illus., $3.75 

MORRIS GRAVES 
By Frederick S. Wight 

“If, as seems probable, Graves is considered by future 
generations a truly significant artist, this handsomely 
illustrated volume will long have currency as an ac- 

count of his attitudes toward himself, and of reactions 
to his work of perceptive contemporary critics.” 

James Thomas Flexner in 
New York Times Book Revieu 

41 illus., 14 in color, $4.50 
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Oscar Bluemner’s Silktown on the Passaic, 1915: 

“his mechanistic geometry worked” 

old-world elegance to Sir Jacob 

Epstein’s small heads. The big strug 
gle in English art has been to free 

itself from domination by Continental 

ideas. The price paid has been high 
and the results, rather awful. But 

it is an English awfulness and that 

counts for something. Prices un- 

quoted L.c, 

Oscar Biuemner (Graham; Nov. 
15-Dec. 10] was born in Germany 

in 1867, and had a show of portraits 
in Berlin before he came to Amer- 
ica in 1892. He worked as an archi- 
tect and did not give all his time to 
painting until he was in his forties. 
He made a trip back to Europe and 
learned how to be a pioneer. In 
1913 he was in the Armory Show; 
Stieglitz gave him a one-man show 

in 1915. Ten years later Henry Me 
Bride wrote of his courage in the 

face of want, of the joy in his paint- 
ing in the face of apathy. He died in 
1938. The earliest pictures here are 
from 1915-16. They are the smallest, 
the most intricately organized, per- 

haps the best. Evening, South River, 
V. J. is clearly contemporary with 
Arthur B. Davies, but the nymphs 
have fled, the fierce red has evaporat- 
ed the grey dew. A_ late-starter, 

Bluemner preferred directness to 
subtlety, and his mechanistic geome 
try worked: the picture still looks 
spic-and-span. The later pictures are 
near-relatives to Arthur Dove and the 
romanticism of Burchfield. Forms are 
simpler and wavy, a clear color dies 
away in sinuous gradations of its 

own tones. Bluemner described what 
he was doing in a note on himself: 
“Or again, | compose mainly of 
lemon yellow and black to stir up an 
exquisite sensation; or by the use of 
deep violet and grey I produce a 
melancholy note.” The price of cour- 
age in the face of public apathy may 
be the enforced luxury of emoting 

for its own sake. In his best pictures 
Bluemner did what he also said he 
did: “I have succeeded by mere 

obstinacy to find form for my 

color.” $400-$2,000. j.3. 

Charles LeClair [Salpeter; to Nov. 

17], the head of the art department 
at Chatham College, Pennsylvania, 
has his first New York show of oils 
in ten years, His style at its simplest 
uses wipes of color to work against 
a bold, literal drawing of a Fighter 
in his corner. In the more complex 
Steel Valley, the black and grey 

geometry of his never-hidden draw- 
ing and the patchwork of color in- 
vest a Pennsylvania milltown with 
a sense of crowding and speed. $250- 

$750. Js. 

Maria Luisa Pacheco | Sudameri- 
cana; to Nov. 17], a Bolivian paint- 
er, shows a group of oils that seem 
to derive their flat shapes and dry, 
scraped brown-yellow colors from the 
Andean landscape. Inspired by 
mountains, uplands and the figures 
of her country, the paintings have 
solidity and simplification of form. 
$100-$350. Hs, 

Harry Sternberg [A. C. A.; to 
Nov. 10] has been teaching at the 

Art Students League and exhibiting 
oils with graphics. This is his first 
all-painting show in about ten years. 

He has reduced the size of his can- 
vases, increased the intensity of his 

colors and has begun to use gold 
leaf with a rough texture so that it 
changes its effect as you change 
your position. Many of these sixty 
works are studies of night life: 
patrons and entertainers are suf- 
fused with the iridescent lighting of 
a recessed spotlight. The rest are 
of academic subject-matter: odalis- 

ques, Europa, a Judgment of Paris, 
a Godiva. They are all outwardly 
good-humored and most of them are 
somewhat protesting: flesh surfaces 
look a bit corrupt and such, you 
are made to feel, is the society which 
assists Sternberg’s entertainers, goes 

riding in the park and lies on the 
beach. $150-$600. WDM. 

Modern paintings [(Hartert; Nov. 
1-16] may well be a surprise package 
for those not expecting the follow- 
ing: an autumn-brown Segonzac 
church; an Albert André “salon 
piece” (with nude); three Paris 
primitives of Vivin’s school; a 
Guillaumin lyric with Mediterranean 
air: the little-known Belgian Pointil- 
liste, van Rysselberghe (a friend of 
Soutine and a friend of Seurat); 

pastels by Jack J. Hartert; one of 

Grandma Moses’ most legendary 
works; and (besides others) a sketch 

of Stella's for Brooklyn Bridge, hold- 

ing up its head like a Gothic win- 
dow. Prices unquoted. P.T. 

Daniel Newman [Gallery G; Nov. 
13-Dec. 13] achieves a feeling of 
depth by the use of color but finds 

little significant relation between sub- 
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ject-matter and the organizatio; of 
space at his disposal. Rather the 
spectator is invited to plunge into a 
world undemarcated in size where the 

interest centers on the possibilities 
of light. When he deals with objects 

bridges, figures, flower constella- 
tions—they seem to re-arrange them- 

selves in a new configuration, like 
iron filings worked on by a magnet. 
As in Feininger, light and shadow 
resemble solid bedies and there ap- 

pears to be no differentiation between 

empty and filled space. Naturally this 
kind of treatment deals more suc- 
cessfully with sea-studies and flow- 
ers than with industrial construc- 
tions. Where Newman does excel is 
an extraordinary exploration of color 
where the surface is glossed only to 
be roughened, where it is abstractly 
regulated only to crust or solidify in 

concentrations of pure light. Prices 
unquoted. HG. 

Charles Baskerville | Newhouse; 
Nov. 1-21], well-known for panels, 
murals and portraits, has his latest 
one-man show with only a few of the 
portraits, several! still-lifes (a new 
departure), drawings, watercolors 
and sketches. The watercolors have 
a topographical interest. These, wh 
the drawings, are the best section of 

the show. Prices unquoted. Re. 

Jay Rosenblum [Flieischman; to 
Nov. 7], who studied at Cranbrook, 
is showing abstract oils and collages. 
Full of motion and color, his works 

seem to be divided by a struggle of 

square forms with circular ones for 
dominance; collage manifests itself 
as a rather unobtrusive referee. $150- 
$500. H.D.H. 

Prezant and Rutkowski | Cooper; 
Nov. 3-28], both graduates of the 
Cooper Union, share this gallery for 
their first New York shows. Rita 
Rutkowski washes on the thinned 
oil to make pictures like Edge of 
Spain, that hover between an hal- 
lucination and an aerial view. In 

Jack Prezant’s straight abstractions, 
influenced by masters as various as 
Tobey and Kline, a passion for 
his medium breaks through the con- 

trolled predispositions of his im- 
ages. Prices unquoted. 3s. 

Spiral Group (Riverside; to Dec. 
7) in their eleventh annual includ- 
ed a retrospective of paintings by 
one of their founders, Job Goodman, 
who died recently. Varied in style, 
all of Goodman’s work is forceful: 
forms spin and twist in the abstrac- 
tions, and come forward from the 

surface of the canvas. A_ special 

quality attached to an oblong picture 
in which black calligrams were 
slapped on a background like zin- 
nias, and to the three still-lifes, harsh 
in color, opulent in effect. About 
the other sixteen members who 
showed, one might say in general 

that specific influences Tamayo, 
Lurcat, Albers — were insufficiently 
digested. Among the paintings them- 
selves, one might single out Peter 
Blanc’s skillful battlepieces, James 

Sterling's scribbly View of the Val- 
ley and Gertrude Shibley’s Summer 

Glow. $100-$750. Is. 

Lucy and William L’Engle | Bod- 
ley; to Nov. 10] have been touring 
Southern France and Spain. He ex- 
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hibits ink and watercolor studies of 
Romanesque and Gothic sculptures, 
mostly details from churches and 
monasteries. These are translations 
into the medium rather than inter- 
pretations or re-creations, and he is 
in rapport with the expression of the 
originals. Mrs. L’Engle shows decor- 
ative arrangements of glittering ob- 
jects on boards. $75-$250. L.c. 

Guido La Regina |De Braux; to 
Nov. 10], Italian painter originally 
from Naples, makes his New York 
debut. He is also known as a stage 

designer and as a painter of re- 

ligious works. He is concerned with 
structural systems, and earlier works 
appear to have come from Neo- 
Plastic analyses of natural objects 
and scenes. All here are landscape, 
city- or port-inspired but with the 
motifs reduced to small quasi-geo- 

metric forms which overlap or fit in- 
to “ach other. In some a single, or 
several colors sluice through the 

painting like water through a lock. 
They are quite even in tone and the 
eye does not always welcome the 
biting transitions between juxta- 
posed colors; and yet Times Square 
is one of these paintings, and the 
most vital. $300-$700. Lc. 

The Sculptors Guild [{ Architectur- 
al League] had its best-staged ex- 
hibition in its sixteen years. Al- 

though the works were generally 
better than in the past, the big dif- 
ference was in the room itself, also 
the arrangement and the lighting. 
Louise Nevelson’s Distant Figure is 
one of her best pieces. There was 
an unusual Chaim Gross, a Bird and 
Hound melting into each other to 
make a spire shooting to a height 
of twelve feet. Helena Simkhovitch 
had a small bronze head of unusual 
subtlety. Rhys Caparn, Polygnotos 
Vagis, Dorothea Greenbaum, Rob- 
ert Laurent, Sidney Gordin, Dina 
Melicov are some of the others well 
represented especially Caparn. 
Prices unquoted. L.c. 

Brockdorff and van Damme 
(Burr; Nov. 5-17] complement each 
other in a two man show: Herman 
Brockdorff finds in still-life and fig- 
ure motifs the divisions of hidden 
framework, while Roger van Damme’s 
illustrative portraits and North Sea 
paintings sometimes disclose an in- 
terest in Cézanne and Munch. Prices 

unquoted. Js. 

Fasano and de Marco {Wellons; 
to Nov. 10], sculptors familiar to 
the art world, are married to each 
other. Clara Fasano’s small stylized 
figures in terra cotta combine a 

certain interesting primitiveness of 

abstract plane with a certain boring 
modern streamlining. Jean de Mar- 

co's pieces are small but massy and 
echo the hieratic figures on medieval 

churches. One of them, Clown, is a 
modern variation in successfully 

adapting an amusingly self-involved 

figure with the rounded, simple form 
of a stone. Prices unquoted. _P.r. 

Marjorie Liebman [Parsons], Ten- 
nessee painter and art teacher, re- 
cently had her third exhibition. She 
showed abstractions in the palest of 
palettes: at the extreme, color dis- 
appears in a purposeless, vague, 
perpendicular brush-work; otherwise 
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| By JOHN GOLDSMITH 

PHILLIPS 

THIS handsome book, based on one of the world’s 
outstanding collections, captures the essence of the global traffic over 
centuries in China-trade porcelain. 

John Phillips vividly describes the origins of these exotic wares, 
shows their colorful role in shipborne commerce between East and 
West, traces the means by which Western ideas became incorporated 
in the Chinese product, and provides a helpful guide for dating the 
various styles of production and decoration of China-trade porcelain. 

The illustrations include 17 plates in full color and 93 in monochrome 
of objects in the distinguished Helena Woolworth McCann collection, 
plus some 75 illustrations of comparative material from other sources 
throughout the world. Published for The Winfield Foundation and 
The Metropolitan Museum of Art. 

$15.00 at your bookstore, or from 

HARVARD UNIVERSITY PRESS 

79 Garden Street, Cambridge 38, Massachusetts 

—~ oe 

JULIUS BOHLER 
12 BRIENNERSTRASSE 

MUNICH 

Antique Furniture 

Old Master Paintings Works of Art 

Telegrams: Paintings Telephone: 51529 

recent works 

Nov 13-Dec 8 

GALERIE CHALETTE 45 W. 



GALERIE DE FRANCE 

HARTUNG 
Recent Paintings 

3 Faubourg Saint-Honore 

GIMPEL FILS 
50 SOUTH MOLTON ST. 

LONDON: WI 

LEADING CONTEMPORARY 

BRITISH PAINTERS & SCULPTORS 

(AGENTS FOR BEN NICHOLSON) 

FRENCH XIXth & XXth CENTURY 

PAINTINGS PICASSO L’Arleguin 
oil 1927 31% x 25% inches 

THE LEFEVRE GALLERY 

PAINTINGS 

BY 

COMMERE 

30 BRUTON STREET LONDON WI 

The Finest Collection 

Louis XIII, XIV of Antique Frames 

——— in America 
Louis XV 

Bagiich SCIIWEITZER 
a. 205 E. 54 St., New York 
alian 

PL 3-6750 

: . PAINTINGS RESTORED 
New shipment ART APPRAISALS 
November 

the compositions are quasi-Cubist or 
quasi-Romantic. But neither hard- 
ness of form nor decisiveness of 
paint, texture, calligraphy or motif 
are present to redeem these works 
from their rather appealing insignific- 
ance. $75-$800. E.C.M. 

James Harvey [{ Parma; Nov. 12-30] 
studied at the Chicago Institute and 
has returned from a Fulbright grant 
which took him to Egypt. His high- 
ly abstract oils are either hot and, dry 
or cool and shady and suggest the 
frenzied activity of the bazaar with a 
nod to the influence of Arabic cal- 
ligraphy. $125-$500. H.D.H. 

Bird, Beast and Blossom [Wel- 
lons; Nov. 12-Dec. 1]—drawings, 
watercolors, and oils—form the un- 
even results of an infallibly pleasant 
theme, reaching from varieties of 
decoration to the painterly boldness 
of one vase of flowers (Harry Her- 

ing’s) and the painterly delicacy of 
another (Yetty’s). Otto Fried’s dec- 

oratively decisive Fighting Cock 
seems the most impressive of the 

birds and beasts. The pictorial sec- 
tion of the show graduates into the 
plastic, where Thea Tewi's almost- 
Cubist Gamecock is again the most 

commanding of the beasts; Ray- 
mond Rocklin’s Flame Flower is 
perhaps the best of all the scuip- 
tures present and (as I recall) the 
lone floral item. $30-$3,000. P.T. 

Marvin Montvel-Cohen [Morris], 
a young New York artist, shows a 

group of paintings that concentrate 
on flowers, although they also include 

several animal studies. His floral 
studies show sensitivity but his way 
with landscape is muddy and con- 
fused. Prices unquoted. H.G. 

Neil Thomas (Parma; to Nov. 9], 

a young artist from North Carolina, 

is showing bright abstractions; about 

half of them are on circular or 

shield-shaped canvases. Suggestions 

of geometric forms overlaid with 

nervous spatters give the paintings a 

casual depth. $75-$500. H.D.H, 

inita Wechsler | Wellons; to Nov. 
10] exhibits painted translucencies 
on fibre-glass, thus imparting a glor- 
ious dawn, as it were, to the pour 

and the drip. Indeed, Miss Wechs- 
ler’s Abstract-Impressionist flowers, 
earth-stirrings and “water-ballet” 

rhythms seem—from the decorative 
viewpoint—to take almost unfair 
advantage of competition in the 

same genres. $350-$500. P.T. 

Stella Mertens [(N. Y. Circulating 
Library; to Nov. 10], a Parisian and 

a self-taught painter, has her first 
show in America. Her pictures are 
painted in three stages, with drying 
between, which results in the mask- 
ing of a prismatic lay-out of her 
subject (usually, an Intimate Land- 

scape) except at the joining of the 

flat planes. The virtue of this method 
is an aliveness at the edges, as light 
appears more intense at the edges of 
a leaf. Its fault is its suggestion of 
smothering, as though the flat areas 
were imbedded in a more interest- 
ing substance. Prices unquoted. J.s. 

Frederick Wong {Mi Chou; to Nov. 
17], a graduate of the University of 
New Mexico, is showing attractive 

watercolors of landscapes with fig- 
ures in a stylish Oriental manner. 
Bright colors and elegant composi- 
tion characterize the pictures. $60- 
$200. H.D.H. 

Paintings with sketches (James; 
Nov. 9-29] by the gallery’s members 
reveal two methods of work about 
equally divided: the sketch in char- 
coal of minor size is either a model 
for the painting or else a germinal 
theme for painting a variation; 

though it may be coincidence, those 
using the former method (the two 
Billmyers, Most and Margaret Bart- 
lett) turn out the more satisfying 

works here. Prices unquoted. _P.7. 

Bernard Lamotte’s  {[Carsiairs; 
Nov. 6-24] exhibition is titled “Rain 

and Sun in Paris,” and consists of 
streetscapes done within the last 
four years. He has illustrated a 
series of books for Heritage Press. 
He loves Paris and well knows how 
to convey his enthusiasm in color 

and line. Prices unquoted. Hc. 

Amy Flemming {Ruth White; Nov. 
7-Dec. 1], a San Francisco artist, 

shows oils that use olive, deep black 
and somber red to denote emotions 

felt at witnessing the natural scene. 
They have a rather grandiloquent, 
Wagnerian quality. Prices unquot- 
ed. H.C. 

Allan Clark (Zabriskie; Nov. 5-24], 
a lecturer at City College, has taken 
Manhattan roof-tops for his theme. 
The exhibition traces a course from 
the first paintings of a water tower 
and other landmarks, to their grad- 
ual disappearance into broadly-paint- 
ed structures of intersecting bars and 
scattered accents of color. One paint- 
ing is quite large, with wheeling, 
circular movements and disks. Every- 
thing seems to be smoking at this 

point. Although some of the paint- 
ings are interesting it is hard to work 
up much excitement about the show. 
You feel that Clark could just as 
well have started with a structure 
and worked back to the motif. Prices 

unquoted. L.c. 

Six contemporaries (Sullivan; to 
Nov. 1] include Gordon Davies’ 

science-fiction moonscapes, paintings 

and mosaic by Billy Mann, Ben 
Eisner’s primitive park scenes, im- 
pressions of Mexico by Ahda Artzt, 
Mary Krasnonis’ interesting night 
scene and Jorge's slick Surrealism. 
$40-$500. H.D.H. 

Victor De Pauw (Petite; to Nov. 
10], a young Canadian who teaches 
art, shows a group of oils and paint- 
ings in mixed mediums; they are 

vigorous and extrovert in technique. 

The boldly portrayed objects are 
varied: a praying mantis, an old 
Long Island lean-to, a boy writing 
a letter. Prices rnquoted. H.G. 

André Jasmin [Collectors], recently 
seen in his first New York one-man 
show, is a talented young French 
Canadian. He creates paintings 
which build up beautifully selected 
and demarcated colors in the way 
an architect would build a wall. $75- 
$600. H.C. 

Enrico Campagnola [Gallery 75; 
to Nov. 28], young Italian living in 
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“Still-life 

Paris, follows Buffet in subject, man- 
ner and technique, in his first one- 
man show here [$100-$500) Lc... . 
A. Paris Guetersloh [ Artists’; Nov. 
3-22], Austrian painter-writer last 
seen here in 1938, returns with liter- 

ary themes done with dry-brush inks 
in a miniature romantic-Expression- 
ist style [$150-$250]. P.T. 

Donald Mapvros_[Pietrantonio], 
young Greek-born artist, showed a 
sequence of airy terra-cotta figures 
titled Family of Man [prices un- 
quoted] . . . Harry Mathes [Pie- 

trantonio; Nov. 16-30], a former stu- 
dent of Léger’s, showed oils called 

Theme on Birds (prices unquoted] 
. . « Hadgadya [Pietrantonio; to 
Nov. 15] offers a group of bright 
gouaches in a pointillist technique 

[prices unquoted] .. . Betty Klavun 
[Moskin; to Nov. 17], commercial 
artist and stage-set designer, presents 

brisk oils and drawings in her first 
one-man show [$75-$350]. H.C. 

Raymond Guerrier |Hammer; Oct. 
30-Nov. 10] has his first one-man 
show in this country of oils com- 
prising interiors, still-lifes and fan- 
ciful decorative scenes [prices un- 
quoted] .. . Jules Kirschenbaum 
[Salpeter] devoted his second New 
York show to drawings and figure 
studies, many of them inspired from 
Diirer or recalling the images of 
Bosch [$50-$200] Naondo 
Nakamura [Little Studio; to Nov. 
8], who left an established reputa- 
tion in Tokyo to study in Paris, of- 

fers Westernized scenes of Japanese 
life in egg tempera on rice paper 

[$100-$500) . . Andrew Ratou- 
cheff (Burr; Nov. 18-Dec. 1], a 
well-known actor, shows oils sug- 
gested by memories of his child- 

hood in Siberia [prices unquoted] 
Roger Selchow [Delacorte] 

showed oils, collages, sculpture and 
paintings in Bauhaus etyle, such as 
a triptych of nursery building 
blocks in a diagonal pattern [prices 
unquoted ]. Js. 

Murray Belkin (Crespi; to Nov. 1) 
in his first one man show presents 
prismatic interpretations of familiar 
rural and urban scenes [$100-$300] 
.. . Eloise Bethel (Collectors; Nov. 
5-17], a professional model in New 
York with a studio in Paris, is 
showing Surrealist heads of cruel- 
looking girls, also imaginary land- 
scapes and still-lifes in a similar 
vein [prices unquoted] . . . Niklas 
Deak [Roerich; to Nov. 18] from 
Transylvania, who studied under 
Soa tia 

Joszes Nador in Budapest and Va- 
lentia in Milan, has_ exhibited 
abroad and is now showing water- 
color landscapes that transcend into 
abstractions [$75-$300] . . . Grace 
Hamilton (Barbizon; to Nov. 1] 
shows realistic Jandscapes and still- 
lifes in oils [prices unquoted] .. . 
Allan Hart (Collectors; Nov. 19- 
Dec. 1] studied at the Art Students 
League and in Mexico. His land- 
scapes, still-lifes and figures are 
Expressionist [prices unquoted] .. . 
Dorothy Hyman and Louisa Da- 
vis [Crespi, Nov. 12-24] show to- 
gether. Miss Davis offers real- 
istic watercolors on Oriental themes. 
Miss Hyman, a former Rockette, 
shows careful sculpture, including 
a section of the Music, Hall line-up 
[$100-$150] . . . Marcia Sorchan 
[Kottler; Nov. 4-17], who studied 

at the Art Students League, offers 
calm paintings of flowers, horses and 
people in cool colors [prices un- 
quoted] . . . Ginetta Traini [Sa- 
gittarius; Nov. 1-10) is showing 
miniature landscapes of Spain and 
the Dalmatian Coast along with 
portraits [prices unquoted]. H.D.H. 

Graphics [Argent] offered repre- 
sentative work of a large number of 
women-artists, in which were noted 
in particular a color-etching, Nature 
Morte, by Irene Aronson, and a 
lithograph by Hartwell Priest, Dere- 
lict ($15-$50] . Herbert Mac- 

Donald [Panoras; Nov. 26-Dec. 8], 
from New Jersey, shows watercolors 
inspired by tree and leaf forms 
[prices unquoted] .. . Kay Metz 
and Joe Clark [| Morris; to Nov. 10), 
the first a former student at Pratt 
Institute now primarily interested in 
the effect of color on color, the sec- 
ond a young painter, influenced by 
Kline, who creates medallion-like 
shapes, are exhibiting jointly [prices 
unquoted] . . . Samuel Rothbort 
[Barzansky; to Nov. 13] shows 
crowded flower studies weighted with 
impasto [$200-$750] Reda 
Young [Panoras; Nov. 12-24] has 
a first showing of large, splashy oils 
[prices unquoted] .. . Carl Wuerm- 
er [Grand Central; Nov. 13-24] 
shows a group of landscapes in a 

conventionalized manner [$450-$900] 
. . . Stephen Csoka [Contemporary 
Arts; Nov. 5-Nov. 23], Hungarian- 
born artist who teaches at Parsons, 

has his fourth one-man show. There 

are nudes, equestrian figures and 
animal studies. The mediums in- 

clude oils and caseins, as well as a 
somber, finely executed pastel, Two 
Heads [prices unquoted]. H.c. 

Nationwide museum exhibitions 

Painting since 1470” is 

the subject of an exhibition which 
opened at the Milwaukee Art Insti- 
tute and is now at the Cincinnati 

Museum [to Nov. 6]. Included are 
important works by the Spanish 
Cotan, the Dutch Seghers, the Ger- 
man Gysbrechts and the Italian Bet- 
tera, as well as anonymous works of 

the German and French school and 
examples of Cézanne, Braque, Bon- 
nard and other moderns. The 63 
paintings were assembled by E. H. 
Dwight, Milwaukee director. 

Dutch art, post 1945, is on view at 
the Toledo Museum of Art [from 
Nov. 4] after which it will tour the 

country under the auspices of the 
Smithsonian Institution. Except for 
Karel Appel, none of the painters 
and sculptors included is well known 
in America; they work in a variety 
of styles, rarely completely abstract, 

but with, as the catalogue describes, 
“a Northern, rather rural simplicity, 
as well as a sturdy violence.” 

At the Philadelphia Museum of 
Art [to Jan. 17] is an exhibition of 

“Great Prints, 1440-1920,” culled 
from an enormous group of prints 
just placed on permanent deposit 
at the Museum from the Pennsy]- 
vania Academy of the Fine Arts, 
which had neither the facilities nor 
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the space properly to care for them. 

In exchange, the Museum has given 

its neighbor a number of American 

paintings and sculpture which had 

not been on public display. Also on 
view at the Museum is Chinese por- 
celain from the Alfred and Margaret 

Caspary Memorial Gift. 

4 painter looks continued from page 40 

has something of the greatness for 

which I am striving. It haunts me 

for days: I can see it, and analyze 

it in my mind, not exactly taking it 

apart but rather reviewing it and 

enjoying it, much as one remembers 
music. One such painting was Fe- 

male Nude by Cézanne. I saw it with 

a clarity such as one experiences in 
a revelation as a standard for 

modern art from which I have often 

slipped . I suppose that is part 
of its significance. It reawoke in me 

a desire to excel. 

rhe painting itself is, perhaps, not 
particularly important; I have never 
seen it reproduced and I don’t im 
agine any reproduction can do it 
justice. The balance and delicacy are 

so great, the space so moving, that 

even the slightest disturbance, I am 

sure, would destroy it completely. 
(It is interesting that nudes in gen- 

eral do not sell readily, perhaps be 
cause people prefer more neutral 
subjects. Abstravt painting caters to 

this public for, after all, a painting 
without a subject does not bother 

anyone and a painting with a sub 

ject is disturbing for more then one 

reason.) 

I am often dazzled by names. If 
someone shows me a Tintoretto I 
think immediately it should be good; 

I am prejudiced for him, but some- 

times when I really look at the paint- 
ing (as in the case of Samson and 

Delilah) 1 am disappointed in what 
I see. Then there is the case of the 
painting that attracts me for a reason 
that I cannot explain at all. It can 
completely contradict my experience 

and reason, but it will attract me. An 
example of this is the Modigliani 
Seated Nude which, peculiarly 
enough, is both hard and soft at 
once. 

The abstract painter who says 

“all representation looks alike” 
should go to this exhibition and if 
he can repeat that statement before 

these paintings (which are, by the 
way, only typical of the past) then 
I would be amazed. If art history 

has been capable of so many varia- 
tions on a theme, I cannot believe 

that the future is not capable of as 

nanny. 

In the Rosenberg gallery's Corot exhibition: Peasant Cirl 

Well, 1860-65, at the lent by Mrs. Michael Gavin. 
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Curry refavored 

With the revival of interest in Amer- 
ican realist painting, centered about 

the Ash-can School, Sloan and Bel- 
lows, it was only a step to a revival 
of a major figure of the American 

"thirties John Stewart Curry 

whose quasi-Expressionist paintings 
on social themes aroused enthusiasm 

at the time. The Lowe Art Center at 

People in the art news 

Noel Davis, Hugh S. Gumpel, Ri- 
naldo Paluzzi, Daniel Schwartz, 
Loren Dunlap and Ynez Johnston 
won scholarships for painting from 
the Louis Comfort Tiffany Founda- 
tion this year. Sculpture winners are 
Ira Matteson, Mitchell Fields and 
Tylden Streett. In the field of 
graphics, Jean Cassill, Chaim 
Koppelman, Nathan Oliveira, 
Keefe Baker and Cecile Holsinger 
won awards; and, for stained glass 
design, Robert Sowers and War- 
ren Jennerjahn. 
Mark Samenfeld, Edmond Cas- 

arella, John Dobbs and Irving 
Kriesberg are new instructors at 
the Brooklyn Museum Art School. 
Letterio Calapai, painter and print- 
maker, joins the faculty of the New 

School for Sox ial Research, New 

York, this term. 
Norman A. Geske has been ap- 

Syracuse University is the scene of 
Curry’s present retrospective exhibi- 
tion [to Nov. 1}; museums, collec- 
tors and the artist's widow have lent 

examples of his art which, together 
with Grant Wood’s and Thomas Ben- 
ton’s, characterized a_ well-known 
phase of that Depression decade's 
expression. 

pointed Director of the University of 
Nebraska Art Galleries; Peggy B. 
Parris becomes his assistant. 
Joseph H. Cox took the first prize 
in oils at the eleventh Southeast- 
ern Annual Exhibition, held this 
fall at the Atlanta (Ga.) Art As- 
sociation. Second prize went to Lee 
C. Fischer. Syd Solomon, Howard 
Thomas and Minerva Walker 
Goldsmith won prizes for water- 
color. 

Lester B. Bridaham assumes the 
directorship of the Chicago Histori- 
cal Society this fall, replacing H. 

Maxson Holloway, who moves to 
the directorship of the Saginaw 
(Mich.) Museum. 
Mr. and Mrs. Harris Masterson 
have given $35,000 to the Museum of 
Fine Arts in Houston, Texas, to en- 
able the Museum to proceed with its 
plans for a children’s gallery. 

Art news from London continued from page % 

increasing among British painters 

and appears both directly and in- 
directly. James Hull (Gimpel fils) 

exhibits eighteen oils done since the 

exhibition of “Modern Art in the 
U.S.” at the Tate Gallery, in which 
the influence of Kline is loud and 
clear. Under this impetus Hull has 
produced his most vigorous pictures 
yet. Patrick Heron, on the other 
hand (Redfern Gallery), has turned 
to an American in Paris, and from 
Sam Francis he has soaked up some 
superficial stains that make his 
paintings look like designs for 

splashy textiles. Elsewhere, among 
painters of various styles, American 
ways of painting are discussed in- 

formally, as an enlargement of the 

physical possibilities of paint. Ac- 
tion-Painting is getting wider cur- 

rency and it is usually slang for 

“freer painting.” An increase of 
painterliness, sensuous rather than 
existential, may result from the im- 
pact of American non-figurative art. 

Cubism in London 

Aspects of Cubism have been 

stressed in London exhibitions this 
autumn. First was a small show 
lent by the Musée d’Art Moderne, 
Paris, to the Tate Gallery, called 
“Autour du Cubisme.” It revealed the 
two most dated aspects of the move- 
ment. The stiff simplifications of 
André Lhote and Roger de la 
Fresnaye were shown up as a late 
manifestation of academic geometry 

and a group of other works represent- 
ed synthetic Cubism as an emptied 

source of between-the-wars advertis- 
ing. Almost the only picture to sur- 
vive the dispiriting effect of this low 
quality show was Marcel Duchamp’s 
Chess Players, 1911, which showed 

neither signs of covert academism 
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nor of tempting loot for popularicers. 
At Marlborough, a retrospective ex- 

hibition of Albert Gleizes (1881- 
1953) enabled a lesser Cubist to be 
seen whole, with pictures mostly 
drawn from the artist’s family. As- 

suming the Cubist front-rank is 
made up of Picasso, Braque, Gris 
and Léger, then Gleizes’ place is in 
a second-line with Marcoussis rather 
than at the bottom with Metzinger. 

His early Cubist paintings are a 
ripple of khaki planes laid on top of 
a straightforward sight of the world. 
His Cubist portraits of the war years, 
however, go further into pictorial 
structure and away from representa- 
tion. A good example is the portrait 
of Jacques Nayral, painted in New 
York in 1917 from a drawing made 

two years earlier. The collision of 
pictorial and representational ele- 
ments is so forthright that the artist 
taps the vigor of the best early 
twentieth-century art. Later, under 
the influence of Gris’ “flat, colored 

architecture,” Gleizes went through 
a picture-object period in the 1920s. 

Gleizes revealed a desire to social- 
ize Cubism when he founded a craft 
center (the Agricultural and Artisan 
Studios of Moly-Sabata) in 1927, 

away from the city. His own art 
developed to encompass both bright, 

hard 1930 abstraction and religious 
subject-pictures. In these paintings 

he achieves a kind of Byzantine 
Cubism, with Delaunay’s discs turn- 
ing into haloes, free color becoming 

symbolic (blue for Mary's dress), 
and Cubist facets making mosaic-like 
chips of color. Then, in 1941, he re- 
entered the Roman Catholic Church, 

again putting art at the service of 
society rather than leaving it to art- 

ists. Whatever one’s doubts about the 
use to which he put Cubism, what 
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Younger American artist showing at the Institute of Contem- 

porary Arts, London: Hultberg's Ss 

Gleizes attempted he achieved with 
an unfelicitous but consistent drive 

that is impressive. 

Symbolic Cubist 

The major exhibition of Georges 
Braque, which opened at the Royal 
Scottish Academy and now is at the 
Tate Gallery, has about the same 
number of paintings as the Braque 
exhibition at the Museum of Modern 
Art in 1949. Arranged by Douglas 
Cooper, it presents a clear picture of 
Braque’s career, though he has ex- 
cluded some of the postwar pictures 
in which Braque experimentally 
pushed beyond the Cubist room to 
paint garden chairs, cornfields and 
bicycles. These are missed as they 
supplement the expansion Cooper 
traces of the scenes of Braque’s still 
life, from shallow table tops, to tall 
mantelpieces and guéridons, to open 
windows and, finally, to the full 
space of a room. 

Differences between Braque, the 

“lucid Frenchman,” and Picasso, the 
“searching Spaniard,” as Kahn- 
weiler typed them, have been end 
lessly discussed. A basic difference 

is in their attitude to space in paint- 
ing. To Picasso space is something 
that, after analytical Cubism, he 

could take or leave alone. Braque, 
on the contrary, in this respect odd- 

ly like Giacometti, is obsessed with 
space. In his Cahier he distinguishes 

between “visual space” (the distance 
that separates one object from an- 
other) and “tactile space” (the dis- 
tance that separates objects from the 
observer). Apart from the interplay 
of both types of space in his paint- 
ings the objects themselves are often 

elliptical or dematerialized, so that 
space may become more substantial 
than objects located in it. 

The late paintings of his studio 
provide a clue to the ambiguity of 
objects in Braque’s still-life. The 

Los Angeles continued from page 

stract rather than descriptive, but at 
the same time suggestive of the ter- 
rain and climate of central Mexican 
topology. 

Alois Wach 

An artist less rhetorical than Lebrun, 
but whose work is charged with a 

Ives Series, 1956. 

Studios exist in a haze of symbols. 

Cooper, in a detailed catalogue note, 

writes of one of these symbols: “the 
bird is not intended to be ‘real,’ nor 

is it of an-identifiable species. It is 
a ‘painted’ bird, a picture within 
a picture, deriving from a canvas 
(now destroyed), of a bird in flight 

(In addition, though Cooper 
does not mention it, the bird is as- 

sociated with Braque’s illustrations 
to the Tibetan Songs of Milarepa.) 
Such involution is typical of Braque’s 
treatment of objects. He has written 
that he considers “a picture is fin- 
ished only after one has completely 
effaced the idea that was there at 
the start.” Thus, in a still-life, the 
real objects, there at the start, have 

to be translated into something else. 
His work seems to be like a celebra- 
tion of Bruno Cassirer’s definition of 
man as an animal symbolicium: 
“Physical reality seems to recede in 
proportion as man’s symbolic activ- 
ity advances.” The world is known 
only through the intervention of a 
symbolic medium. Braque’s paintings 

are a prolonged meditation on the 
power of art to make symbols which 
ure simultaneously communicative 
and de eptive 

Mixed show 

A handsome group of mixed French 

paintings, heavy with French virtues, 

is at Marlborough until December. 

Here are a good early Boudin, a 

good late Jongkind, a mint Fantin- 

Latour, a 1912 Metzinger (ex-Walden 
collection), two 1943 Picasso por- 

traits of Dora Maar. Highlights of 

the show are three still-lifes: an 
early Corot (1838). a Courbet of 

1871 and a Manet Bouquet of 
Peonies, painted in the first half of 
the 1860s, which belonged to Paul 

Valéry—a provenance which seems 
to add significance to the fan, the 

pearls, the vase, the bouquet. 

50 

tragic sense of life, is the little- 

known German Expressionist Alois 
Wach, seen in a retrospective exhibi- 
tion of drawings, etchings and wood- 
and linoleum-blocks at the Los 
Angeles County Museum. Neglected 
during his lifetime, Wach emerges 
as a print-maker who belongs in the 
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company of Kirchner and Heckel. 
According to Dr. Ernest L. Tross, 
from whose collection the exhibition 
is drawn, Wach was never a member 
of any Expressionist groups in Ger- 
many, and he spent some of his most 
productive years in Paris. A loner 
by nature, he is known to have been 
e. friend of Modigliani and to have 
felt the influence of Cubism. Its 
impact can be seen in some drawings 
of faceted female nudes (1916), and 
traces of the Cubist concept of split- 
ting forms in fractured space is 
evident in many of the prints. By 
and large Wach’s work moves be- 
tween theatrical symbolism and a 
direct assault on emotion. His stark 
and plaintive art now is due to re- 
ceive wider recognition—small com- 
pensation, perhaps, for this shy, re- 
served artist who suffered denuncia- 
tion as a degenerate by the Nazis 
and who died in 1940, a victim of 
starvation, tuberculosis and a broken 
heart. 

Kuntz 

Roger Kuntz is back at the Landau 
Gallery with recent oils of Venice 
and Mexico [to Dec. 1]. Kuntz pos- 
sesses the happy knack of transform- 
ing picturesque, even hackneyed sub- 

jects into a vivacious, personal style. 
You can see him transform his sub- 
ject in works like those of the 
Oaxaca cathedral. The artist pro- 
gressively displaces incidental de- 
tails in favor of an essential im- 
pression. Sufficient traces of the 
cathedral, or of the mountain behind 
it, remain for purposes of identifica- 
tion, but interest shifts from de- 
scription to identity with Kuntz 
during the making of a painting. 

All the pictures in a series may 
not hold equally well, and this is 
particularly the case when Kuntz 
includes the human figure, which 
sometimes slips into a cartoon-like 
shorthand. More successful is Piazza 
San Marco. The massive basilica, the 
shaft of the Campanile, and the 
arcaded buildings float in dazzling 
Venetian atmosphere. 

Local avant-garde 

For a glimpse of what the Los 
Angeles Left Bank is doing these 
days the place to go is the Now 
Gallery on La Cienega Boulevard. 
Latest exhibition of our local avant 
garde, “Action 2,” is co-sponsored by 
Syndell Studio and the Now Gallery, 
and offers paintings, poetry, collages 
and stove pipe constructions. The 
exhibition spills over to the walls 
of the adjacent Turnabout Theater 
and a patio outside. 

Julius Wasserstein and Sonia 
Gechtoff, both San Franciscans, both 
go about their work as if doing what 
comes naturally. They are the stars 
of the show. Wasserstein is in a 
flux phase, allowing his pigment to 
swirl in volcanic eruptions around a 
central core. Miss Gechtoff imposes 
more of her own handwriting on her 
pictures. Her untitled paintings take 
advantage of accidents, yet she im- 
presses an order upon her emerging 
forms, and sometimes ends by sug- 
gesting palpable landscapes seen 
through the glass of imagination. 
Other contributors are I. E. Alex- 

ander, Elwood Decker, J. De Feo, 
Wally Hedrick, Gilbert Henderson, 
Craig Kaufman, James Kelly, Gerd 
Koch, Paul Sarkisian and Fred Well- 
ington. 

Art in antiques: London continued from page 17 

means the least alluring—remark- 
able alike for a delicate precision 
and for extraordinary finesse in the 
use of enamels, jewels and lacquer. 
While the collection of these en- 
chanting pieces in the Louvre—re 
cently ingeniously displayed in a 
long corridor at eye level—remains 
incomparable, both the Wallace Col- 
lection and the Victoria and Albert 
Museum contain notable examples, 
and the latter has recently acquired, 
with the aid of a contribution from 
Messrs. S. J. Phillips, an admirable 
box, the sides of which are formed 
of panels of Japanese lacquer on 
gold. The maker is Pierre Francois 
Drais, well known for this kind of 
work during the reign of Louis xvt. 
The box bears the Paris date-mark 
for 1767 [see p. 64). 

Flame-figured Carlton House 

The type of writing-table known the 
world over as the Carlton House 
table has long been popular on both 
sides of the Atlantic: indeed some 
people claim it as at one and the same 
time the most sensible and the most 
agreeable writing table ever devised. 
It came into existence during the 
last years of the eighteenth century 
and obtained its name from the 
Prince Regent’s (later George rv) 
residence, Carlton House, which then 
occupied the site of what is now Carl- 
ton House Terrace, overlooking the 
Mall. There is nothing left of the ex- 
travagant house now except the Cor- 
inthian pillars of the portico, which 
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were very sensibly incorporated in 
the portico of the National Gallery, 
and this name attached to a particu- 
lar furniture design. The style re- 
mained in favor for about thirty to 
forty years from 1790, and the finer 

specimens are characterized by an 
exceptional simplicity of line and 
nicety of detail—tapering reeded 
legs, for example, instead of the 
more usual and more easily fashioned 
turned legs. They were made to be 
seen from the back as well as from 
the front. A rather special feature 
of an example that attracted atten- 
tion this summer at the Antique 
Dealers Fair is a panel of flame- 
figured Honduras mahogany at each 
curved corner [see p. 17). 

Picture-cleaning controversy 

Mr. Annigoni, whose portrait of the 
Queen achieved immediate popular- 
ity in 1955 and who has shown this 
year at the Royal Academy a sen- 
sitive portrait of Dame Margot 
Fonteyn, has written to the Times 
deploring the drastic cleaning to 
which the masterpieces of eariy 
Italian painting in the National Col- 
lection have been subjected—a_ pro- 
test supported by many, including 
Bernard Berenson. This is a subject 
which has aroused violent emotions 
at intervals for just over one hun- 
dred years and is likely to cause 
similar ones during the next millen- 
nium. Most of us, while by no means 
happy about it, point out that in 
many cases the damage was done 
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THE GREAT 

LOGSDON 
PAINTINGS 

Nov 5 - Nov 17 

Logsdon has become a legend in 

his life time. He refuses to have 
his face photographed. He refuses 
to have his paintings photographed. 
Perhaps this is because this artist 
and his art cannot be separated 
one from the other, as they are so 
closely connected to each other, 

this man and his work. Logsdon 
once made the statement that he 
would not allow a stupid mechani- 
cal thing like a camera to slobber 
all over his creative art. Logsdon 
has refused to sell his master. 
pieces A gallery was set up in his 

honor a few years ago which is 
called the Ultra-Execlusive Gallery. 
No other artist is privileged to ex- 
hibit here. This gallery does not 
give its address, and the whole 
Logsdon situation seems to become 
clearer, and to add up, as Logsdon 
continues to remain untouched and 
aloof in his own private jewel-en- 
crusted ivory tower. 
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Gold snuff box, dated Paris, 1767, 
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recently ac- 

quired by the Victoria and Albert Museum, London. 

during the eighteenth and nineteenth 
centuries, which, very naturally, is 

not sufficient to satisfy the critics 

who are genuinely concerned about 

the future. The Gallery itself has 

ued from page 18 Auctions conti 

ware and salt glaze examples are 
listed with the ceramics; and along 
with a variety of Renaissance bronze 
medals, plaquettes, wood and stone 
sculptures and some terra cottas is 
a small group of French, Italian and 
Spanish eighteenth- to nineteenth 
century laces 

Modern art 

Canvases by French and American 

Impressionists and other modern 
painters, along with African and 
South Sea sculptures from the col- 
lection of William March Campbell 
and other sources will come up for 
sale at Parke-Bernet on November 
20, after being on view from Novem- 

ber 16. Some of the offerings are: 
Boating at Argenteuil by Caillebotte; 
a Renoir Nude; Rouault’s Biblical 
Landscape; a Soutine Dead Chicken; 
a Vuillard Landscape with Figure; 
a Louis Valtat Still-life; a Winslow 
Homer Hayfield; and Childe Has- 
sam’s Kelp-Covered Rocks, Isle of 

Shoals. 

French eighteenth century 

The usual categories of furniture 

and objects of art are listed in an 
eighteenth-century eale from the col- 
lection of Frederick P. Victoria, of 

New York, on November 24, after 

exhibition from November 17, at 

Parke-Bernet. 

Modern French graphics 

French illustrated books, color-prints 

and posters, once in the collection of 

Art in antiques: New York 

plates” were mentioned. Whole serv- 
ices of the partridge pattern were 
produced; their charm is due to the 

freedom of design. The colors were 
primarily red, blue and gold. The 
“banded-hedge” and the phoenix 
were also repeated with great deli- 
cacy. At Worcester, the partridge 

wisely refrained from rushing into 

print over so highly technical a 
matter, and is probably thinking all 
the harder. 

Frank Davis 

1 former curator of the Louvre, are 
coming under the hammer at Parke- 

Bernet on November 27 and :28, 
after being on view from November 

17. Most of the well-known names 

are represented: Bonnard, Braque, 
Cézanne, Dufy, Gauguin, Léger, 
Manet, Matisse, Maillol, Miro, Modi 

gliani, Pascin, Picasso, Redon, Ren- 
oir, Rouault and Toulouse-Lautrec. 
In the sale are also art reference 
books, autograph letters, bindings by 
Paul Bonet, Gruel and Mercher. Of 
special interest is an unpublished 
correspondence between Mary Cas 
satt and the Paris dealer, Madame 

Mayer. 

Turners high 

Spirited bidding for the British 
paintings from the New York Public 
Library's collections auctioned at 
Parke-Bernet on October 17 brought 
prices far above the expected figures. 
They totaled $169,000 for ten paint- 

ings as against an estimated $70,000 
for the group. The duel, between 
American and English buyers, was 
won by Geoffrey Agnew, of the Lon- 
don firm of Agnew and Sons, who 
paid $56,000 for A Scene on the 
French Coast, and $47,000 for Staffa, 

Fingal’s Cave, both by Turner. He 

also made the winning bid of $30,000 

for Constable’s Valley Farm, Flat- 
ford. Gainsborough’s Woody Land- 
scape went for $20,500 to John P. 
Nicholson, although it had been ap- 
praised at $6,000-$7,500 before the 

auction. 

continued from page 16 

pattern was a favorite; it closely re- 
sembled the painting on Bow and 
Chelsea and is possibly the work of 
the same artists. Later examples 
were inferior, such as pieces with 
the incised “B” of Barr mark. Also 
popular were birds among willows 
and scattered rocks, painted mostly 

.. f0F 
the women 

of 

our time... 
This is Dr. George N. 

Papanicolaou, the physi- 

cian who many feel has 

done the most for the women 

of our time. His develop- 

ment of the uterine cancer 

cell examination has made 

it possible to diagnose can- 

cer of the uterus, or womb, 

in very early stages. 

Cancer in this site strikes 

about 33,000 women a year 

and claims the lives of 

almost half of them. The 

tragic fact is that many of 

these lives are lost needless- 

ly, for cancer of the uterus 

is highly curable. If every 

woman had her doctor per- 
form this simple, painless 

procedure once a year, thou- 

sands of those who have 

cancer of the uterus could 

be saved, 

Don’t gamble with your 
life! See your physician 

about the uterine cancer 

cell examination soon. 
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in red, green and gold. And so the 
West carried on a tradition many 
years after the East had left it to 
essay new patterns. 

New books on antiques 

Rococo Art from Bavaria. Edited by Niko- 

laus Pevsner. 34 pages of text, 161 illustra- 

tions. New York: Pitman. $15. 

A comprehensive catalogue of the 
large loan exhibition of Bavarian 
art of the eighteenth century at the 
Victoria and Albert Museum, this 
volume describes and illustrates most 
of the two hundred pieces. Outstand- 
ing are the drawings, altars and 
limewood statues by Franz Ignaz 
Giinther. Aside from paintings and 
sculptures, there are splendid ex- 

amples of the decorative arts; some 
Nymphenburg porcelain figurines by 

Klee continued from page 36 

sad titles scratched beneath the 
drawings, etchings and many paint- 

ings tell a Dada poet's stories: 
“Dance of the Grieving Child,” “She 
Howls, We Play,” or, from the Hul- 
ton collection, “Chewed Up (or Dis- 

appointed Man).” The painter’s ele- 
ments, color—which Klee pursued as 
a conscious and for him always dif- 
ficult end-—and the living line—his 
special facility—were only two legs 
of his triangular genius, whose third 

Franz Bustelli are the essence of the 
Rococo. This spirit is also evident in 
magnificent church plate. 

Unknown Porcelains of the Eighteenth Cen- 

tury. By Siegfried Ducret, translated by John 

Hayward. 142 pages, 74 illustrations. Frank- 

furt-am-Main: Lothar Woeller Verlag. $11.50. 

Simple facts and exciting escapades 
in archives back up the reasons Why 
M. Ducret—a well-known authority 
on ceramics—attributes seventy odd, 
hitherto unidentified porcelains to 
the hands of various craftsmen work- 
ing in obscure factories. Many of 
them worked at some time or another 
at the Haéchst factory. This little 
volume is an instructive treatise on 

the solution of mysteries in the field 
of ceramics. 

Babette Craven 

was a poetic imagination of wild 

elusiveness. So the sheer time that 
some artists spend in plodding 
formal composition, Klee gave to a 
repeated casting out after inspira- 
tion, marked out in what looks today 
almost like caricature, for quick 
communication. Color, line and spark 
of insight sometimes struck an elec- 
trifying image, but only now and 

then, in even so intelligently selected 
a group as Mrs. Hulton’s. E.C.M. 

Everyman a professional continued from page 27 

tank will prevent it from sweating. 
An idea that has no direct ap- 

plication to any professional func- 
tion is considered either something 
“literary” (even in the writing pro- 

“literary” almost signifies 
“useless”) or a mere verbal knot in 
the brain of an outsider—it might 

also be a psychiatric symptom. This 
operational view of thought, elabo- 

rated under the name of Scientific 

Method as a criticism of metaphys- 
ics, is America’s chief contribution 
to world philosophy and dominates 
our university philosophy depart- 
ments. Through it philosophy itself 

has acquired a professional status as 
the watchdog of the professions 
against infiltration of their technical 

apparatus by hypotheses concerning 
what things are and why. 

Conversely, a profession becomes 
truly top rank when it can present 
its technical considerations as the 
clue to the human situation, that is, 
as philosophy. This is done by the 
arts, by history, psychiatry, religion, 
atomic physics, military science. 

Here is an historian giving orders to 

thinkers in other fields: 

fession 

Up to now everyone has been at liberty 

to hope what he pleased about the fu- 

But henceforward it will be every 

himself of 

what can happen and therefore of what 

ture 

man's business to inform 

with the unalterable necessity of destiny 

and, irrespective of personal ideals, hopes 

or desires, will happen. Spengler, The 

Decline Of The West Chis italics). 

In the same way psychiatric con- 
gresses discuss how wars can be 
ended through controlling the 
psychic bases of aggression, while 
admirals and generals argue that the 
efficient use of present-day weapons 
demands a new character-structure 

in the citizen. A technique of get- 
ting out the vote becomes the equiva- 

lent of political conviction and the 
choice between abstract and repre- 
sentationa! painting is taken to im- 

ply a philosophy of history and na- 
ture, as well as of art. 

Logically, the philosophy of meth- 
od or method as philosophy means 
art for artists, biology for biologists, 
revolution for revolutionists, literary 
criticism for literary critics for 
none of which is illustration lacking. 
Above the practice of the profession 
stands its Truth, 
outsider, nor even to the mass of its 

accessible to no 

practitioners—a general to whom 
the proper way to fight meant carry 

ing out Pentagon 

never understand MacArthur. In the 
perspective of the profession its work 
is conducted as a ritual demonstra- 
tion of its inner laws, while a public 
of mystified members of other pro- 
fessions attends like a band of Zulus 

directives could 

watching a Holy Mass. 

The ritualization of the professions 
causes each to lead a double life: 
pure and applied, theoretical and 
practical, for “its own sake” versus 

utility. Pure art, physics, 
politics, is nothing than art, 
physics, politics, developing its pro- 
cedures in terms of its own pos- 
sibilities. It is the pushing forward of 
this development, rather than any 
reference to external social or his- 
torical progress, that is properly 
meant by the word “vanguard” in 

art. Upon its demonstrations de- 

pends the status of the profession 
vis-a-vis the rest. 

Since its first appearances, 
art has been attacked as nihilistic. 
If, however, all the high professions 
are nihilistic in the identical way, 

the accusation becomes pointless, 

social 

else 

pure 
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Write for free bulletin to 

INTERN. GRAPHIC 

ARTS SOCIETY 

65 West 56th Street, N.Y.C. 

GUERRIER 
AMERICAN DEBUT 
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First Showing in U.S.A. 

LUCIANO 

MINGUZZI 
Bronze Sculpture 

Nov 12-Dec 8 

catherine viviano 
42 e. 57 st. new york 

OLD MASTERS 
We have excel. reproductions in oil, of 
world famous works of art by 17th, 18th 
and 19th cent. Durch, French and German 
painters. Order a fine reproduction of any 
painting: it will be completed to your 
specification 

W'rize for prices & imformation to 

K. Konig, Lu’ hafen/RH. 
Hohenzollernst 8, Germany 

DO LIFE-LIKE PORTRAITS — 
The easy way! 

Just send us the photo—we will repro- 
duce it—in perfect detail—on canvas, 

mounted and ready to paint, in any 
size. Ask for circular A. 

CLARK & FREED, 142 W. 46 St., N. Y. 

CANVAS SALE 
54" x6 yd. Jute $11.50 

41"x6 yd. Jute 9.95 
54" x 6 yd. Linen ..... . 16.95 
OF OCR, CRRSD. envio 55.00 

(allow for postage) 

NEW YORK CENTRAL SUPPLY CO. 
62 THIRD AVE. (Nr. 11th St.) N.Y. 3, MY. 

wOV. 16—DEC. 1 

Circulating Library of Paintings 
28 East 72nd St. * N.Y. 21 * LY 6-6260 

LEON POLK 

SMITH 
NOVEMBER 2-NOVEMBER 23 

CAMINO GALLERY — 92 E. 10th St. 

CARTOON TUTOR 
A nationally famous cartoonist will socept « 
limited number of for personal tutor- 
ing In cartooning. Unique home study course. 
Honest personal criticism. For serious students 
only 

Write: LAWRENCE LARIAR— Bex WN 

Professional School of Cartooning 
reeport 57 Lena Avenue —— F —— Mew York 

Will Take Limited Number 

of Pupils 
Private Instruction 

LESLIE POWELL 
60 Morton Street, N.Y.C., Wa. 4-2376 

after 6 PM 

though not necessarily untrue. Each 
métier is moved to detach itself from 
the social will and to ignore every 
other form of thought except as it 
can absorb it into its own technical 

procedures. Manifestations of such 
dissociation may seem absurd or 
vicious to members of other profes- 
sions, but a Barnet Newman drop- 
ping his line down the middle of a 
canvas is in no different position than 
the Supreme Commander in the Pa 
cific trying to solve the problem of 
Chinese Communism by “hot pur- 
suit” across the Yalu. 

It may be, as Dostoevski sug- 

gested, that the entire caste of mod- 
ern intellectuals is at bottom nihilis- 
tic; which means, given the enlarge- 
ment of the caste, that we live in a 
nihilistic society. Certainly, it would 

not be difficult to establish a relation 
between the vocabulary of ultimates 
in the arts and sciences and the 
concepts peculiar to twentieth cen- 
tury revolutionary totalitarianism. A 
Dictionary of Puristic Ideas could 

be compiled of words, phrases and 
concepts that transmigrate from 
poetry into, say, military science, 
back into painting, over again into 

city planning, sideways into political 
agitation and party loyalty. The 
politics of the “professional revolu- 
tionary vanguard” (“vanguard” is 

such a word that turns up every- 
where) is in fact nothing but the 
abstraction of the absolutist theo- 
retical cores of contemporary pro- 
fessions and their reformation into a 
technique for seizing power. Once 
the profession of revolution has 

gained domination over the rest, its 
first step is to tear out and destroy 
their self-concentrated centers. No 
more “formalist” art, no more theo- 
retical science or education for edu- 
cation’s sake. Totalitarianism may be 
defined as that system in which ali 
the professions, save one, are deprived 
of their “purity” and their vanguard- 
ist energies, in which lie their free- 

dom and potential of social power, 

and compelled to become totally ap- 
plied and “practical.” To preserve 
the separate nihilisms of the profes- 
sions thus becomes, ironically, a 
condition for maintaining liberty. 

Totalitarianism terminates the 
double life of the professions—one of 
its appeals to “applied” intellectuals 
is that it gets rid of the snobs of 

“pure” art and theory. Where such 
forced unification has not taken place 

the dialectical antagonism of for-its- 

own sake versus for-use continues to 

tear each profession apart, at the 
same time that it advances its social 
interests. Out of this objectively root- 
ed process arises the rancor, malice 

and envy within the professions, more 
intense than against their neighbors. 

Demonstrating the laws of his 

medium, the work of the vanguard- 

ist has the look of arbitrariness and 
inutility; its only definition is 
through its effects upon other practi- 
tioners, particularly when it arouses 
them to opposition. With regard to 
it, criticism becomes in essence 

polemical and has little to do with 
“appreciation”; the critic either ap- 
proves of or opposes the cirection 
in which the work is pulling the 
profession. As we have seen, neither 
the mass of the profession nor the 
public outside it can find meaning 
or value in it. 

Populer interest may, however, be 

stimulated by the reflected interest of 
the insiders and by propaganda con- 
cerning the presence of a mystery— 
“there are only 6 (12, 20) people 
in the world who really understand 
Einstein.” But in achieving popular 
attention, the vanguard steals the 
glamor of the profession from its 
journeymen, though this does no? 
prevent the latter from collecting 
its material rewards. The resentment 
thus generated is fanned by the fact 
that, like any public gathering, the 
crowd around the vanguard tent 

makes it a ripe field for frauds and 
pickpockets. 

The final popularization is accom- 
plished through labels bearing p1- 
RECTIONS FOR USE written “in simple, 
non-technical language.” The com- 
position and distribution of these 

labels is itself a profession, the 
emergence of which has been deci- 
sive for all professions. The profes- 
sion of intercessor between the iso- 
lated mind of the theorist-technician 
and the fragmented psyche of the 
public is the most powerful intel- 
lectual organism of our times and 
is gaining daily in size, importance 
and finesse. It is the reflection of 
modern industry itself, which brings 
to mankind the physical products 
of an invention and technology 
which it does not understand. The 

arts and sciences no longer share 
their secrets with the rulers of so- 
ciety nor restrict their benefits to 

them. As total war guarantees to 

each citizen that he will be an equal 
object of developments in armament, 
so the recruiting of audiences for 

art, psychotherapy, political action, 
accepts as its goal nothing short of 
the entire population. Journalistic, 
institutional, critical and agitational 
middlemen, of the kind that in the 
Civil Service are given the eloquent 

title of Information Specialist, de- 
liver modern painting to the public 
in the package of new design and 

better living; literature in that of 
morality, religion, politics and in- 
formation; electronics as hi-fi; radi- 
calism as join-the-party; total war 
as total security. These inversions of 
meaning “mass 

tion.” 

The intercessors find their natural 
allies in the rank and file within 
each profession, to whom the forms 
of its self-evolution are as alien as to 
the public itself. The combination 
of organizers, salesmen and con- 
sumer representatives with the ap- 
plied technicians is enough to insure 
their control over any new idea or 
work. In no case do the founders of 
a method dominate its professional 
use nor the communication of its 
meaning—as against the practitioner 
chiefs, the influence of the actual 

practice of a Freud or an Einstein 
in the consultation parlors or lab- 
oratories has been negligible, and the 
same holds true, of course, of the 

innovator in the arts. He is doomed 
to isolation by the very processes 

through which his work reaches so- 
ciety. The larger the part played by 
his creation in the profession the 
less need there is to understand it 
and the greater grows the distance 
between his idea and his work. The 
more widely he is known to the 
public the greater the misinterpre- 
tation and fantasy built upon his 
name and the greater the distance 
between himself and his social ex- 

constitute educa- 

PAINTINGS THROUGH NOV. 24 

ALLAN H. CLARKE 
zabriskie gallery 
835 Madison Ave. betw. 69 & 70 Sts. 

EARL STENDAHL 

PRE-COLUMBIAN ART 

MODERN PAINTINGS 

7055-65 Hillside Ave., Hollywood 28, Calif. 
11 E. 68th St. N. Y. Regent 4-7664 
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BURR GALLERY 
108 W. 56 St#., N. Y. 

Roger Herman 

VAN DAMME | BROCKDORFF 
Paintings Paintings 

ee Nov. 4-17 
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Heures 1-7 P.M. 

DAVIS 

nT MAN 
DANIEL 

NEWMAN 
paintings 

nov. 13-dec. 13 

G. mo 200 e. 59 
n.y.c. 

CRESPI 
Nov. 12-24 
LOUISE 
Watercolors 

DOROTHY 
Sculpture 

MITCHELL JAMIESON 
New Paintings 

Maynard Walker Gallery 

117 East 57th Stree? 
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Nov. 5-23 

CONTEMPORARY ARTS INC. 
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WELLONS GALLERY 
ves mE 

Oct. 29-Nov. 10 

TRANSLUCENCIES 

ANITA WESCHLER 
Paintings in a New Medium 

Nov. 12-Dec. 1 

BIRD, BEAST 
and BLOSSOM 

Paintings, Drawings 
and Sculpture 

Oil Paintings thru November 

“™ DEAK 
ROERICH GALLERY 7-5 “vil 

incl. Sun 
319 W. 107 Sr. closed Sat. 

DAVID Nov. 12-Dec. 1 

BURLIUK 
Recent Paintings 

ACA GALLERY 
63 EAST 57 STREET, N.Y.C. 

Oils 

| ALLEN M. Nov. 19-Dec. 1 

HART 
| COLLECTOR'S GALLERY © 49 W. 53 

57 collages by 

SCHWITTERS 
Sidney Janis 15 E 57 

FRENCH 
MASTERS 

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

BURR GALLERY 
108 W. 56 St., N. Y. 19 

Andrew 

RATOUCHEFF 
Nov 18-Dec 1 Paintings 

nm NOY 6 24 

German Expressionists 
JAWLENSKY 

KIRCHNER, NOLDE 
SCHMIDT-ROTTLUFF 

FINE ARTS ASSOCIATES 

i 

istence. The famous “alienation of 
the artist” that middleman intellec- 
tual journals find so much relish in 
discussing is the result not of the 
lack of interest of society in the 

artist’s work but of the potential in- 
terest of all of society in it. A work 
“sold” to the totality of the public 
would be a work totally taken away 
from its creator and totally falsified. 

Corrado Marca-Relli continued from page 36 

prehends airiness rather than dens- 
ity. If one wants, one can pick out 
figures in The Battle and The War- 
rior; the basic point is, I think, that 
Marca-Relli has shifted abstract 
movement from the dominant cen- 
tripetal to the dominant centrifugal. 
At the same time, his rhythm, though 
much more complex, is stately and, 

as it were, curiously retarded—like 
the filmic sort of slow-motion. The 
new Marca-Rellis provide a feast 
for the eye; his beautiful delineation 
of contour is just as present as ever 
and the blush of raw canvas still 
imparts excitement to the nervous 
grandeur of his chiaroscuro. Prices 
unquoted. P.T. 

Balcomb Greene continued from page 36 

human consciousness still flickers in 
the stony faces. A painting like 
Anguish, painted before the others, 
is suggestive of, without actually 
representing, a Staten Island land- 
scape with a raped girl by the shore. 
It seems to close the era of Liberal- 
ism as Delacroix’s Liberty Guiding 
the People was one of its announc- 

Schwitters continued from page 28 

charge of placing the most trivial 
forms of ready-made matter higher 
than Classical painting. Nowadays 
we rate his deeply delicate manipula- 
tions of texture and color as classic 

ers. There is always the horror of the 
end in Greene’s paintings, as in 
Francis Bacon's. But Greene is a 
painter. His paintings are beautiful 
apart from the image. Bacon gives 
you the creeps but he could have put 
it all inte a book. You can’t write 
down what Greene has to say. Prices 
unquoted. L.c, 

in their own right. As abstract art, 
they are small hymns to the mere 
patina of time and solemn reverences 

to the masquerades of the exhausted 
atom. Prices unquoted. P.T. 

Ad Reinhardt continued from page 37 

clouds, somewhere above a possible 
incandescence reminds you of the 
moon. Reinhardt hopes to install his 
paintings in the neutral, dark day- 
light of a city room and keep off 
usual even bright gallery lights. The 
pictures were previewed under these 
conditions in his studio. In that vary- 

ing, absorbent light, the dark pic- 
tures begin to vanish against white 
walls but keep a glow of presence, 
like the Cheshire’s cat's smile. A 
black square turns purple or olive 

Jawlensky continued from page 29 

Impressionist manners in this coun- 
try. He did strong heads, palette-bold 
with lush secondaries, extending 

from the capricious Expressionist 
line to the discipline of geometric 
Cubism. Sensing his approach of 
death in the 30's, he began a series 
of “Meditations,” giving them such 
titles as Life and Death but making 
each a variation on Rouault’s frontal 
version of a primitivist head of 

or cerulean then off again. These 
paintings do not pour out from a 
“darkness of the soul” as did Male- 
vich’s legendary Black-on-Black. 
They represent only the glow, the 
ultimate thing — the artist — after 
artistry has been (Puritanically?) 
eliminated. Ironically perhaps, the 
glow of blackness brings artistry 
back to the picture, and, with it, 
clouds, wind, night-storms, the re- 
current moon. They are portraits of 
Ahab. Prices unquoted. T.B.H. 

Christ. These works are full of 
color, wisdom and fine spirituality. 
Smaller and more geometric than 

Rouault’s, the abstract features tend 
to brim the picture-space and _il- 
lustrate what Jung means when he 

speaks of those timeless geometric 
signs said to predate human con- 
sciousness; in seeking the Cross in 
Christ’s face, Jawlensky seems to 
have found one. Prices unquoted. P.r. 

Manny Farber continued from page 37 

alizerins. He keeps his surface trans- 
parent. In other words the pictures 
are lyrical, luminous and gentle— 
beautiful. Farber avoids the grand 
statement that might surpass paint- 
ing. He seems very sure of the limits 
of his art, of his particulsr advan- 
tages within them, and he makes his 
strengths count, discounting his 
weaknesses. The results are limited 
in the historical ways painting has 

that Farber has not found his own 
unique “look.” His pictures appear 
like the 1950's and like no one 
else’s: the recurring loop- or heart- 
shape, a flatness of an old wall whose 
color pushes in front of the graffiti 
scribbled on it, a tender sense of 
craft, above all, warm colors keyed 
to flesh and spring-landscape hues. 
It is a remarkable first one-man 
show—even from a veteran. Prices 
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PAINTINGS Through Nov. 17 

P E x | D 0 820 Madison Ave. 
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Oils and Watercolors. Nov. 5-17 

Lynn Kottler Galleries 
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INDUSTRIAL, TEXTILE DESIGNERS 

* POSTER COLORS + PERFECT MEDIUM FOR COMMERCIAL ARTISTS - FOR GENERAL 

POSTER 

COLORS 

44 brilliant colors. 

velvety, permanent, 

finely ground 

%"x 4" tube AOc 

PROFESSIONAL COLOR 

POPULAR PRICE 
4 2% 

he 

write for color chart 

TALENS & SON, INC., UNION. N. J. 

| 
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~ Leok for the ANCO 
trademark 

on the Finest 

EASELS 
STRETCHER STRIPS 

DRAWING TABLES 

SKETCH BOXES 
PALETTES 

Sold by Leading Art Supply 
Dealers 

ANCO WOOD SPECIALTIES, INC 
71-08 80th Sr. Glendale 27, WY. 

THE WORLD'S GREATEST 
BOOKSHOP 

FAMED CENTRE FOR 

Art Books 
Most American visitors to London make 
a point of calling at Foylese—and we 
have a quick, efficient mailing service. 

119-125 CHARING CROSS ROAD 

LONDON WC2, ENGLAND 

Release agent which can be rubbed 
to a fine film after application has 
been developed for easy parting of 

plaster 
molds, or from metal, wood or epoxy 
epoxy resin castings from 

masters. In addition the new agent, 

which seals surface pores to exclude 
water 

parting plaster from plaster or from 
gypsum cements. It can be applied 
by rubbing, brushing or spraying. 

For deep penetration and for spray- 

even vapors, is effective in 

ing, the compound can be cut with 

naphtha, kerosene or gasoline. Fol- 
lowing application it can be rubbed 

down to a thin film, eliminating en- 

tirely any surface irregularities, it is 

claimed, which might result from un- 
even application. The product, called 

Sonite Seal-Release, is available in 
pints, quarts and gallons. For further 
details, write to: Smooth-On Manu- 
facturing Co., |C-5], c/o ARTNews, 

32 East 57th St., New York 22, N. Y 

Ball-point paint dispenser facili- 
tates material. 

Built around the ball-point dispens 
ing method, it consists of a one-ounce 

decorating on any 

metal tube with the flowing point on 

primarily for 
free-hand 
without 

It is also used for 

one end. Designed 

craft work, all types of 

decorations are possible 
stencils or masks 

marking and coding work, especially 

on slick surfaces. Paint may be ap- 
plied to fabrics, wood, glass, pottery, 

plastic, tile, metal and other sur- 
It dries quickly and provides 

decoration. It 

children’s artistic 

efforts as there is no possibility of 

faces 

an indelible surface 

is practical for 

spilling, and no waste of paint. 

4 

AN 

me 

Another unusual characteristic of 

this dispenser and the Pliolite paint 
it carries is its ability to assume the 

quality of the material. It is claimed 
that when applied to a dull finish 
material such as muslin, there is no 

However, 

finished fabric like glazed chintz, it 
acquires a like lustre. The tip of the 
dispenser may be removed for clean- 

when used on a gloss. 

ing. It is available singly or in sets 

of four colors. For details, write: 

4mazart (C-1], c/o ARTwNews, 32 

East 57th St.. New York 22, N. Y. 

Transparency viewing mask made 

for use with the 10 by 10 inch Kodak 
illuminator offers greatly 
viewing of color transparencies by 

masking out stray light areas. The 
masks, made of durable plastic, are 
available in five different models to 

accommodate twenty 2 by 2-inch 

transparencies, nine 2% by 2%-inch 

transparencies, two 4 by 5-inch trans- 

7-inch trans- 

improved 

parencies, one 5 by 

parency, or one 8 by 10-inch trans- 
parency. For details write: Eastman 
Kodak, |C-2], c/o ARTNews. 

Artists tray, “Tabour-Tray,” made 
of unbreakable plastic, makes any 
table into a tabouret. 12 by 17 inches, 
it has a removable palette and 75 

spaces to hold everything an artist 
could want. Light in weight it is easy 

to clean. This is a versatile item and 

can be put to use in various other 
ways, such as a storage place for 
small articles. For details write to: 

4. 1. Friedman, (C-4), c/o ARTNews. 

New retouch spray is now avail 
able. Based on the regular retouch 

varnish put out by the same manu- 
facturer, the spray is packaged in 

12-ounce cans, and is claimed to be 

economical to use because the fine 

mist of the spray covers evenly and 

completely. It is used particularly 
for bringing out “sunken-in” areas 
in oil paintings and as a temporary 

varnish during the drying period. 
For details, write: M. Grumbacher, 

Inc., (C-7], c/o ARTNews, 32 East 
57th Street, New York 22, N. Y. 

R.W.S. watercolor boards are now 
available as a mounted watercolor 

board, 22 by 30 inches, in rough and 
cold pressed surfaces. The paper is 
linen rag and, it is claimed, never 
turns yellow with age. These water 

color boards are useful in the studio 

and for outdoor work as they elimi 

nate the stretching 

large-size sheets. They are available 

in regular weights of paper, 72 and 

140 lb., sizes 9 by 12 inches to 14 

by 20 inches, both rough and cold- 

pressed. For details write to: M 
Grumbacher, Inc., (C8), c/o ART 

news, 32 East 57th Street, New York 

oe Be 

necessity of 

Ruling pen, claimed to fill in less 
than 2 seconds with a mere flick of 

the thumb has rustproof (chromium 

plated) nibs precision honed for the 
finest lines. Ink cartridges contain 

55,000 inches of India ink. For de- 

tails, write: A. J. Friedman Inc., 

[C-3], e/o ARTnews, 32 East 57th 
St.. New York 22, N. Y. 

LECTURERS’ EASEL 
— with many new features! 

maeare, @ or erent aw oe S easel that 
perfect for demonstrations, 
ness meetings, etc. it has a 24x36" backboard 
that not only holds a lecturer's pad but can 
aiso be used as a blackboard. Holds large 
pads bound both the long and short way. Legs 
are hinged and entire easel folds into a com- 

and lightweight unit for convenient 
ng. There's nothing else like it on the ! 

Me. 3104—Lecturer’s Easel... 

Ne. 176A—tLecturer’s Pad 
24x36" Newsprint . 

Ne. 1768—/.ecturer’s Pad 1 
28x34 White Bond 

We. 176C—Lecturer’s Pad 
24x38" White Bond 

3.00 
7.00 

Write on your letterhead for 
200-page catalogue of art sup- 

les. “An Encyclopedia of Ar- 
ists Materials” 

UM Me Lh ee 
2 WEST 46th ST a mee 

THE NEW CREATIVE MEDIUM! 

esculp-metal 
1T MODELS 

LIKE CLAY— 
HARDENS 

INTO METAL! 

Sculp-Metal is applied with pelette 
knife or fingers. Pieces air harden; 
burnish to rich oluminum., 

at leading dealers 

the sculp-metal company 
701-A investment Bidg. Pittsburgh 22, Pa. 
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BALCOMB Paintings 

GREENE 
thru Nov. 17 

BERTHA SCHAEFER - 32 E. 57 

Nov. 19-Dec. 8 

Associated American Artists 
712 Fifth Ave. 

CHAV 
Paintings, Drawings 

GALLERY 
63 East 57 

Nov. 6 -24 

EZ 
_ john heller 

RECENT WORKS 

VICTOR DEPAUW 
THROUGH NOV. 10 

Petite Galerie - 129 W. 56, N. Y. 

Oct. 24th-Nov. 17th 

EVERETT SHINN 
Selected 

DRAWINGS & WATERCOLORS 

DAVIS GALLERIES 231 E. 60St. 

a. v. JAWLENSKY 
Ous Nov. 12 - Dec. 15 ’56 

KLEEMANN - 11 E 68 

HOWARD COOK 
recent paintings and drawings 

Nov. 16-Dec. 5 

GRAND CENTRAL MODERNS 
1018 MADISON AVE. 

JAMES HARVEY 
Nov. 12 thru 30 

parma gallery 
1111 Lexington Ave., N.Y.C. 

new address 

GALLERY 

CAMPAGNOLA 
Nov. 1-27 

FRENCH PAINTINGS al 
in cooperation / GALERIE BASSANO / PARIS 

NOVEMBER 1956 

Competitions, scholarships 

Amer. Acad. in Rome. Fellowships for stu- 
dents capable of independent work in archi- 
tecture, Ideep. arch., musical compos., ptg., 
seulp., art hist., classical studies. Open to 
citizens of the U. 8. for 1 year beginning 
Oct. 1, 1957. Applications for work due Dec. 
31, 1956. Apply Exec. Sec. Amer. Acad, in 
Rome, 101 Park Ave., New York City, N.Y. 
Colerade Springs Fine Arts Center. Tui- 
tion scholarship available for the spring term. 
Send for application form by Nov. 20. Regis- 
trar, Colorado Springs Fine Arts Center, 
Colorado Springs, Colo. 

Where and when to exhibit 

Towle Silversmiths. The Towle Co., manu- 
facturers of sterling flatware, offer a fellow- 
ship to a student of three-dimensional de- 
sign who will complete his schooling in the 
spring of 1957. Fellowship runs from Sept. 
1957 through Aug. 1958 and consists of one 
year’s work in the Towle product development 
department, on salary. Trips through New 
England for research purposes. One week in 
New York. Attendance at the International 
Design Conference. Write to W. Hart, Dir. 
of Design, Towle Silversmiths, Newburyport, 
Mass. 

Boston, Mass., Mus. of Fine Arts. Dec. 6-31. 
Boston Print-makers Ann’l Exhib. Open to 
all print-makers. Fee $2., non-members. Jury. 
Prizes. Entry cards due Nov. 7. Mrs. S. M. 
Rants, 299 High Rock St., Needham, Mass. 
New York City, City Center. Monthly 
juried exhibs. Open to all artists. Oils. Prizes, 
citations. Entries for Dec. due Nov. 13, 14. 
Ruth Yates, 58 West 57th St., New York 17, 
N. ¥ 
Riverside Mus., 3rd Ann'l Soc. of Pirs. in 

Casein. Feb. 3-24. Open to all artists in the 
U. S. Casein only. Jury. Awards, medal. Fee. 
Work due Jan. 28. Ted Davis, 128 East 16th 
St., N. Y. 3, N. Y. 
Nat'l Acad. Gall., Aubudon Artists 15th 
dnn'l. Jan 17-Feb. 3. Oils, wters., petl., 

The exhibition calendar 

Albany, N. Y., Inst. of Hist. and Art 
Helmo, to Nov. 11, 

iibuquerque, N. M., Art League: Amer 
d4bst. Art, Nov. 4-20. 
Baltimore, Md., Mus. of Art: Expression- 
iom, to Nov. 30; 4000 Yrs. of Mod. Art, Now 
27-Dec. 30. Walters Gall.: Chinese ceramics, 
to Now. 11; Enamels, Nov. 24-Jan. 6; Pood- 
ward coll., Nov. 11-30. 

Beloit, Wis., Schermerhorn Gall 
to Nov. 25 
Boston, Mass., Doll & Richards: Paine, to 
Nov. 10; S. Green, Nov. 12-24. Kanegis Gall 

W. Feldman, to Nov. 10; R. Kay, Nov. 12- 

Dex 1. Vose Gall Robert Bliss, to Nov. 

10. Mus. of F. A.: Colonial silver, Nov. 14 
Dee 30. Inst. of Cont. Art 

Perterdi, 

Calder jwiry, to 
Nov. 14; Des. for Christmas, Nov. 15-Dec 
24 

Canton, N. Y., St. Lawrence Univ.: Little 
masters, to Nov. 30 

Chattanooga, Tenn., Hunter Gall.: Sergent, 
Nov. 4-25 

Cherokee, lowe, Sanford Mus.: Chinese 
porcelain, to Nov. 30 
Chicago, fil., Arts Club: Klee, Nov. 8-Dec 

6. Art Inet.: Louis Sullivan, to Nov. 30; 
Todd Webb, to Nov. 30 

Cincinnati, Ohio, Art Mus Friedlaender, 
to Nov. 30 

Fort Worth, Texas, Art Center: Crammer, 
to Nov. 18. 

Houston, Texas, Cont. Arts Mus.: Modern 
portraits, Nov. 8-Dec. 2; Mod 

1-Dec. 31. 
Kalamazoo, Mich., Harper, Nov. 4-28 
Les Angeles, Cal... UCLA Gall.: CGreves, 
Nov. 4-Dec. 2. 
Memphis, Tenrn., 
oll., Nov, 1-25. 

Montreal, Canada, Fine Arts Mus.: Con- 
tent, Durocher, to Nov. 11. 

sculp., Nov. 

Brooks Gall.: Norcross 

Minneapolis, Minn., Inst. of Arts: Master 
prints, to Nov. 30. 

New Haven, Conn., Yale Gall.: Andrews 
coll., to Nov. 30; Oenslager, Nov. 8-30 
New London, Conn., Allyn Mus.: Wer- 
necke, Arms, Nov. 11-30. 

New York City 

4.C.A., 63 E. 57 H. Sternberg, to Nov. 10 
Burliuk, Nov. 12-30 

Millman, to Nov. 10 
D’ Arista, Nov. 12-30 

4ilison, 32 E. 57 Amer. ptgs., to Nov. 30 
Arch. League, 15 E. #4 Monjo, to Nov. 30 
Artists’ Gall., 951 Lexington 

Guetersloh, Nov. 3-22 

Ciebbi, Nov. 24-Dec. 13 
Art of Today, 118 W. 57 

Cinquegrana, Nov. 4-24 
Assoc. Amer, Artists, 711 Fifth 

Yektai, to Nov. 17 
L. Harmon, Nov. 19-Dec. 8 

Alan, 32 E. 65 

temp., grphs., sculp. Entry fee $5. Jury, 
prizes. Receiving day Jan. 3. For information 
write, Cybil Kennedy, 55 East 86th St., New 
York, N. Y. 
Philadelphia, Pa., Penn. Acad. 152nd Ann’! 
Exhibition—Amer. Wicrs., Prints & Drwgs: 

Part invited. Part juried. Prizes. Jan. 23- 
Feb. 24. Entry cards & prints due Dec. 29. 
Write, Mr. Joseph T. Fraser, Jr., Director, 
The Pennsylvania Academy of Fine Arts, 
Broad & Cherry Sts., Phile., Pa. 
Washington, D. C., U. S. Nat'l Mus., Soc. 
Wash. Printmakers 2lst Exhib. All print 
media. Open. Purchase prizes. Entry blanks 
due Dec, 20, work Dec. 27. Write Mrs. E. K. 
Swearingen, 208 N. Royal St., Alexandria, 

Va 

New Orleans, La., Delgado Mus Greek 
srt, to Nov. 30. 
Northampton, Mass., Smith Coll. Mus 
Hogarth, to Nov. 14; Amer. silver, 20th Cent 

ptgs., Nov. 23-Dec. 21. 
Oberlin, Ohio, Peter Allen Mus Indian 
textiles, Nov. 4-21. 

Pasadena, Calif., Sally Glenn, to Nov. 16. 
Philadelphia, Pa., Penn Acad Phila 

srtists, to Nov. 18. Art Alliance: Asplund, 
to Nov. 18; Oshypko, Nov. 26-Jan. 6; Froe 
lich, wters., Nov. 27-Dec. 16. Print Club 
Curators’ choix Nov. 9-30. Phila. Mus. of 

Art: Chinese porcelains, to Nov. 30; Creat 
prints, to Nov. 30. Coleman Gall.: Si 
to Nov. 30 

Pittsburgh, Pa., Carnegie Inst Family of 
Man, to Nov. 30 

verman, 

Providence, R. 1., School of Design: Burra 
Haitian ptg., to Nov. 14 
Rockport, Mass., Art Assoc Trotter, Nov 
11-25; M. C. Jones, Nov. 25-Dec. 9 

Sacramento, Cal., Crocker Gall.: Leuritz, 
to Nov. 5. 
San Francisco, Cal., Mus. of Art: 
Fr., to Nov. 30 

St. Louis, Mo., City Mus.: St. Louis artists, 
Nov. 2-26: Carysler coll., to Nov. 18. 

Seattle, Wash., Art Mus Northwest artists, 

Nov. 8-Dec. 2. 

Cont. 

Tallahassee, Fla.. Univ. Mus Ringling 
oll., Nov. 4-Dec. 2 

Toledo, Ohio, Mus. of Art: Cont. Dutch, 
to Nov. 30 

Terento, Canada, Gall. Cont. Art: Merin, 
to Nov. 7; Nakamura, Nov. 10-30. Greenwich 
Gall Scott, Nov. 2-23; Ross, Nov. 23-Dec 

14. Art Gall.: 
26 

Washington, D. C., Bader Gall,: Cross, Nov. 
6-24. Nat'l Gall.: Cont. Fr. ptgs.; Ital. mas- 
ters, Nov. 21-Dec. 31. Corcoran Gall.: Wash 
artists, to Nov. 11 

Worcester, Mass., Art Mus 
ers, to Nov. 18. 

Youngstown, Ohio, 
ertists, Nov. 4-Dec. 16 

Zadkine, sculp., Nov. 9-Dec 

County paint 

Butler Inst Area 

Exhibitions are of paintings unless otherwise specified 

Babcock, 805 Madison 
Cont. Amer., to Nov. 30 

Barbizon, 140 E. 63 J. Peterson, to Nov. 30 
Barbizon-Plaza, 101 W. 58 

dmer. Vets. Nov. 11-25 

Rogoway, to Nov 8 
Pepper, Nov. 9-Dec. 5 

Barsansky, 1071 Madison 
Rothbort, to Nov. 15 

Bodley, 223 E. 60 L. W. L'Engle, to Nov. 10 
3-man-show, to Dec. 1 

Barron, Nov. 13-20 

Barone, 202 E. 51 

Bonnier, 605 Madison 
Borgenicht, 1018 Madison 

R. Wolff, to Nov. 17 

HERBERT 

MACDONALD 

ETNIER 
MILCH GALLERIES 
55 East 57th St. 

Louis 

BIELAWSKI 
MORRIS 
GALLERY [) at 

AMERICAN NEGRO 
ARTIST 
open 2-5 + evening art gallery 7-10 

MARINO 

EXHIBIT 
NOV. 1-24 

GALLERIES 
46W.56ST 

SELCHOW 
drawings + sculpture 

Nov. 8-24 

DELACORTE GALLERY 
822 MADISON AVE. (69 St.), N. Y. 

paintings * 

Watercolors 

Nov. 26-Dec. 8 

PANORAS ° 62 W. 56 St. 

New Paintings by 

Nov. 5 thru Nov. 24 

New York City 

Oct. 23-Nov. 19 

BUN C E 
Recent Paintings 

MELTZER GALLERY 38 West 57 

JAPANESE SCREENS 
16TH TO 18TH CENTURY 

FROM COLLINS & MOFFAT, 
SEATTLE, WASH. 

WILLARD 
TO NOV. 24 

23 West 56 

Paintings 

Nov. 17 - Dec. 

174 Waverly Pl. 
Christopher St. 

the little studio, Itd. 
PHILLIPE Nov. 14-30 

680 Madison Ave. TE 8-4696 

GALLERY 32 E 65 

MILLMAN 
THRU NOV 10 

D'ARISTA 
FROM NOV. 12 
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YEKTAI 
Paintings 

October 29-November 17 

Associated American Artists 

712 Fifth Ave. 

BOLIVIA OILS 

maria luisa 
OCTOBER 29-NOVEMBER 17 

SUDAMERICANA 
866 Lexington Ave. (65 $#.), N. Y. 

Oils 

Nov. 5-17 ELOISE 

BETHELL 
COLLECTOR'S GALLERY © 49 W. 53 

PAINTINGS BY 

HELEN WOLF 
NOV. 14- DEC.1 

Petite Galerie - 129 W. 56, N. Y. 

Oct. 16-Nov. 20 

TERASAKI 
PAINTINGS 

66 FIFTH AVE. 
MILLS COLLEGE OF EDUCATION GALLERY 

MOSKIN GALLERY 
4 EAST 88 a NEW YORK 

“KLAVUN 
—= To November | 7 —————_ 

WILLIAM SCOTT 
Paintings and Drawings 

MATTHA SACKICON GALLERY 
32 East 69 St.. New York 

through re 7 | 

Mon. - 

1-6 P = 

RUTH 

GIKOW 
Nov. 5-24 

REHN GALLERY - 683 5th Ave. 

Paintings 

AMY = 

FLEMMING 
OUS © Nov. 7 - Dec. 1 

RUTH WHITE GALLERY 

70 

The exhibition calendar 

Brooklyn Mus., Eastern Parkway 
Religious ptg., to Nov. 13 
Picasso, dwgs., to Nov. 30 

Burr, 108 W. 56 
Van Damme, Brockdof, Nov. 4-17 

Ratouchef, Nov. 18-30 

Camino, 92 EF. 10 Leon Smith, Nov. 2-22 
F. Weinstein, Nov. 23-Dec. 13 

Caravan, 132 E. 65 Cont. wiers., Nov. 3-24 

Carstairs, 11 E. 57 Lamotte, Nov. 6-24 
Chalette, 45 W. £7 Brit. sculp., to Nov. 12 

Chagall, Nov. 13-Dec. 6 
J. Walter, Nov. §-17 

Cont. Amer., Nov. 19-Dee. 1 
China House, 125 E. 65 

Wang-Chi-Yuan, to Nov. 9 

City Center, 131 W. 55 
Cont. Amer., Nov. 6-Dec. 2 

Collector's, 62 W. % Bethel, New. 5-17 
4. Hart, Nov. 19-Dec. 1 

Cire. Lib. of Ptgs., 28 E. 72 
Mertens, to Nov. 10 

R. Barnet, Nov. 16-Dec. 1 
Contemporaries, 992 Madison 
de Creeft, sculp., Music, Morandi, to Nov. 17 

Amer. prints, Nov. 19-Dee. 5 
Cont. Arts, 802 Lex. Drachier, to Nov. 9 

Csoka, Nov. 5-24 

Chase, 21 E. 63 

Peter Cooper, 313 W. 53 

Rutkowski, Presant, Now. 3-28 
Cooper Union, Cooper Sq 

Award-winners, to Nov. 12 
Crespi, 147 W. #0 Belkin, to Nov. 0 

L. Davis, D. Heyman, Now. 12-24 
Boehr, Nov. 26-Dec. 8 

D’ Arey, 19 E. 76 Primitives, to Nov. 30 
Davis, 231 E. © Shinn, to Nov. 17 

Cont. Amer., to Nov. 30 
De Aentle, 59 W. 53 Ramirez, to Nov. 8 

Pe Breuxz, 131 E. 55 Le Regina, to Nov. 10 

Deitsch, 51 E. 73 Cont. graphics, to Nov. 10 
4. Cross, Nov. 12-30 

Napoli, to Nov. 7 

Selchow, Nov. 8-24 

Delius, 24 E. 67 Master graphics, to Nov. 23 
De Nagy, 24 E. 67 M. Farber, Nov. 6-24 

L. Rivers, Now. 24-Dee. 29 

Downtown, 32 E. 51 S. Davis, Nov. 6-Dec. 1 
Durlacher, 11 EB. 57 Master dwegs., to Nov. 24 
Duveen, 18 E. 79 Old masters, to Nov. 30 
Duveen-GCraham, 1014 Madison 

L. Ziegler, sculp., Nov. 6-24 
Cuayasamin, Nov. 27-Dec. 15 

Eggleston, %9 Madison EF. Lowe, to Nov. 10 
Cont. Amer., Nov. 12-30 

Emmerich, 18 E. 77 J. Levee, Nov. 12-Dec. 1 
Feigi, @1 Madison Vytlacil, Now. 7-24 

Fine Arts, 41 E. 57 

Germ. Expressionists, Nov. 6-24 
Venard, Nov. 27-Dee. 15 

Fleischman, 227 E. 10 
J. Rosenblum, to Nov 
Cont. Amer., Nov. 9-30 

Fried, #0 E. @ Mod. Eur., to Nov. 30 
Friedman, 20 E. 40 M. Dennis, to Nov. 29 
Callery G, 200 E. 59 D. Newman, Nov. 13-30 
Galerie Boissevain, 150 E. 78 

Cont. Fr., to Nov. 30 

Gallery 75, 30 E. 75 Campagnola, to Nov. 30 
Graham, 1014 Madison 

Bluemner, Nov. 15-Dec. 19 
Grand Central, 15 Vanderbilt 

Wieghorst, to Nov. 10 
w. Lee, to Nov. 20 

C. Crant, Nov. 6-24 
Wuermer, Nov. 13-24 

Grand Central Moderns, 1018 Madison 
Cont. Amer., to Nov. 14 
H. Cook, Nov. 16-Dec. 5 

Cuggenheim Mus., 7 E. 7 
New directions, to Nov. 30 

Hall of Art, 534 Madison 
Cont. Amer., Eur., to Now 

Hammer, 51 E. 57 Guerrier, to Nov. 10 
Bemelmans, Nov. 20-Dec. 22 

Hansa, 2710 Central Pk. So 
Haageard, to Now. 17 

Lansner, Nov. 19-Dec. 8 

Delacorte, 822 Madison 

Hartert, 22 E. 58 
Cont. Amer., Fr., to Now. 30 

Chavez, to Nov. 10 
EB. Betts, Nov. 27-Dee. 15 

Blanchard, Now. 5-24 

Lowrie, Nov. 27-Dec. 19 

Heydenryk, 141 W. 54 Dali, to Nov. 10 
IGAS, 6& W. % Prints, Nov. 15-Dee. 31 
Jackson, 32 E. 69 Regensburg, to Nov. 10 

Heller, 63 E. S57 

Hewitt, 29 E. 65 ¢ 

®. Scott, to Nov. 17 
James, 70 E. 12 Most, io Nov. 8 

Cont. Amer., Nov. 9-29 

Janis, 15 E. 57 Schwitiers, collages, to Nov. 17 
Mod. French, Nov. 19-Dec. 25 

Jewish Mus., 92 & Fifth Kovarsky, to Nov. 19 
Kaufman, 92 & Lexington 

N.Y.U students, to Now 

Holder, Now. 16 

Kennedy, 785 Fifth Tseng-Tseng, Nov. 3 
Kleemann, 11 E. 68 

Jawlensky, Nov. 12-Dec. 15 
Knoedler, 14 E. 57 Tamayo, to Nov. 17 

Buffet, Nov. 19-Dec. 3 

Keoots, 1018 Madison .. Mathieu, to Nov. 17 
Hosiasson, Nov. 19-Dec. 8 

Sorchan, Nov. 4-17 
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Kottler, 3 E. 6 
Kraushaar, 1055 Madison 

Schnakenberg, Nov. 5-24 

Little Studio, 680 Madison 
Nakamura, to Nov. 8 

Noyer, Nov. 15-Dec. 6 
Marino, 4 W. 56 Amer. Negro art, to Nov. 30 
Matisse, 41 E. 57 Macloer, Nov. 5-29 
Meltzer, 38 W. 57 Bunce, to Nov. 19 

Cont. group, Nov. 20-Jan. 7 

Metropolitan Mus., 82 & Fifth 
Vanderlyn panorama, to Nov. 30 

Coler photos, Nov. 21-Jan. 6 
Mi Chou, 36 W. 56 Wong, wters., to Nov. 17 

Fang, Nov. 19-24 
Midtown, 17 E. 57 Cadmus, to Nov. ll 

G. R. Davis, Nov. 20-Dec. 15 
Etnier, Nov. 5-24 

Pleissner, Nov. 26-Dec. 15 
Mills College, 66 Fitth Terasaki, to Nov. 10 

Avery, drwgs., Nov. 18-Dec. 31 
Morris, 174 Waverly Place 

J. Clark, K. Mets, to Nov. 10 
Bielawski, Nov. 17-Dec. 1 

Moskin, 4 BE. 88 Kiaven, to Nov. 17 
Morgan Library, 29 BE. % 

Thoreau, to Nov. 24 

Museum of Modern Avt, 11 W. 53 
Brit. ptg., to Dec. 2 

Brassai, photos, to Nov. 30 
Recent acquisitions, Nov. 21-Jan. 20 

National Academy of Design, 1038 Fifth 
Cont. wters., Nov. 15-Dee 

National Arts Club, 15 Gramercy Pk. § 

Mileh, 55 E. 57 

Small ptgs., to Nov. 30 
New, 601 Madison Clerk, Nov. 19-Dec. 1 
Newhouse, 15 E. S57 Baskerville, to Nov. 21 
New York Public Library, 42 & Fifth 

Prints, Amer Cities, to Nov. 30 

Newton, 11 E. 57 de Pecq, Nov. 5-17 
Old Masters, Nov. 12-30 

Niveau, 962 Madison Cont. Fr., to Nov. 30 
Panoras, 62 W. % Kordas, to Nov. 10 

R. Young, Nov. 12-24 
H. Macdonald, Nov. 26-Dec. 8 

Parma, ‘111 Lexington J. Harvey, Nov. 1-22 

Parsons, 15 E. 57 Reinhardt, Nov. 5-24 
Congdon, Nov. 26-Dec. 15 

Passedoit, 121 E. 57 Ludins, to Nov. 17 
R. D. Ray, Now. 19-Dec, 8 

Pavone, 127 Lexington 
18th, 19th cent., to Nov. 30 

Pen & Brush, 16 E. 10 
Sipprell, Bush-Brown, to Nov. 13 

Cont. Amer., Nov. 15-Dec. 4 
Peridot, 820 Madison R. Pollack, to Nov. 10 

R. Beck, Nov. 19-Dec. 15 
Perils, 1016 Madison 

Modigliani, drwgs., to Nov. 10 

Rowault, Nov. 12-Dec. 22 
Petite, 129 W. % De Pauw, to Nov. 19 

H. Wolf, Now. 14-Dec. 1 
Pietrantonio, 26 E. 84 

Cont. Amer., to Nov. 30 
Poindexter, 4 E. 57 M. Coldberg, to Nov. 30 
Portraits, 136 E. 57 Cont. group, to Nov. 30 

Rehn, 683 Fifth Cikow, Nov. 5-24 
Riverside Museum, 310 Riverside Dr. 

Fed. Mod. Pers., Scuip., Nov. 4-25 
Reerich, 319 W. 107 Dack, to Now. 30 

RoKe, 925 Madison R. Parker, to Nov. M4 
Cont. Amer., Nov. 17-Dec. 7 

Rosenberg, 20 E. 79 Corot, Nov. 5-Dec. 1 
Sagittarius, 4 E. 57 Traini, to Nov. 10 

Beaton, Nov. 26-Dec. 8 
Saidenberg, 10 E. 77 ¥. da Silva, to Nov. 29 

St. Etienne, 4 W. 57 Scharl, Nov. 17-Dee. 15 
Salmagundi Club, 47 Fifth 

Thumb Box, to Nov. 10 

Salpeter, 42 E. 57 Le Clair, to Now. 17 

Scalamandre, 20 W. 55 
Woven textiles, to Nov. 30 

2 E. 57 B. Greene, to Nov. 17 
Karasz, Nov. 17-Dec. 8 

B. Schaefer, % 

Schaeffer, 983 Park Old masters, to Nov. 3 , 
Schettini, 766 Madison Cassinari, Nov. 9-30 

Schonemen, 63 E. 57 Mod. Fr., to Nov. 17 
Serger, Nov. 20-Dec. 20 

Sculpture Center, 167 E. 0 
Cont. sculp., to Nov, 30 

Segy, 708 Lexington African scuip., to Nov. 30 
Silberman, 1014 Madison 

Cont. Brit., to Nov. 10 
Stable, 924 Seventh 

Marca-Reili, Nov. 5-Dee. 1 

Sudamericana, 966 Lexington 
Pacheco, to Nov. 17 

Cont. group, Nov. 18-Dec. 30 
Talent Unlimited, 61 Grove St 

Fohr, Nov. 4-30 
Thomas, to Nov. 8 

Cont. Amer., Now. 9-30 
Tanager, 9 E. 10 ¥ 

Terrain, 20 W. 16 
Aesthetic realists, to Now. 15 

Theater East, 211 E. 0 
Large drwes., 

Van Diemen-Lilienfeld, 21 E. 57 
Cont. Fr., to Nov. 30 

Village Art Center, 399 Grove St 
Graphics, to Nov. 9 

Cont. Amer., Now. 12-30 
10 
8 

to Now. 10 

Scialoja, to Now 

Minguzzi, Nov. 12-Dec 

M. Walker, 117 E. 57 
M. Jamieson, to Nov. 30 

Wear, 436 Madison Kupferman, to Nov. 10 
Wellons, 17 E. 64 

De Marco, Weschler, to Nov. 10 
Cont. Amer., Now. 12-Dec, 1 

Weyhe, 794 Lexington 
Bobbitt, mosaics, to Nov. 14 

White, 42 E. 57 .. Flemming, Nov. 7-Dec. 1 
Whitney Museum, 22 W. 54 

Roszak, retros., to Nov. 11 
Whitney ann’l., Nov. 13-Jan. 6 

Wildenstein, 19 E. 64 The Nude, to Nov. 30 
Willard, 23 W. 56 Jap. screens, to Nov. 24 

L. Feininger, drwgs., Nov. 26-Dee. 29 
Wittenborn, 1018 Madison 

Cornell, photos, to Nev. 14 
Manari, prints, Nov. 16-30 

Zabriskie, 835 Madison A. Clarke, Nov. 5-24 
Grippi, Nov. 26-Dec. 15 

Viviane, 42 E. 57 

REDA 

YOUNG 
November 12-24 

PANORAS * 62 W. 56 St. 

Recent Paintings Nov. 5-Dec. 1 

MARGA-RELLI 
stable gallery 924 7th Ave. 

CHARLES 

LECLAIR 
To November 17 

HARRY SALPETER GALLERY 
— 42 EAST 57 ST., N. Y. — 

JERRY 

WALTER 
CHASE gs: 1 E 63 

KARASI 
Nov. 19-Dec. 8 

BERTHA SCHAEFER - 32 E. 57 

KAY METZ 
JOE CLARK 

to Nov. 10 

174 Waverly Pl. 
at Christopher St. 

Paintings 

MORRIS 
GALLERY 

Ad Reinhardt 
Recent Paintings * Nov. 5-24 

BETTY PARSONS 
GALLERY © 15 E. 57 ST., N. Y. C. 

“THE WEST AS | KNOW IT’ == 
OLAF 

WIEGHORST 
Oct. 30-Nov. 10 

Grand Central Art Galleries, Inc. 
=-—=15 Vanderbilt Ave., N. Y. C.—— 

New Oils + Drawings 

Nov. 19 - Dec. 8 

LANSNER 
HANSA GALLERY 210 Cent. Pk. So. 

ART NEWS 



WILDENSTEIN | 

Loan Exhibition 

NUDE IN PAINTING 

FOR THE BENEFIT OF 

RECORDING FOR THE BLIND, INC. 

November Ist — December Ist 

10 to 5:30 Closed Sunday 

19 East 64th Street, New York, N. Y. 



gale k 

PR eee eS The luxury of 
gracious living 

is reflected 

on. the 

Monarch 
OVERNIGHT EVERY NIGHT, 

“SUPER-SERVICE” STRATOCRUISER, 

NEW YORK—LONDON 

What is your favorite sleep recipe? A 

glass of warm milk before retiring? A 

mystery story? You may have them both 

in your foam-soft berth or comfortable 

reclining seat aboard the Monarch—all 

a part of Monarch service. In fact, what- 

ever makes for gracious living makes 

for gracious flying on this quiet, spa- 

cious, double-deck Stratocruiser. You 

feel it in the luxury of your surround- 

ings ... in courteous British service . .. 

in limitless diversions, such as the gay, 

lower-deck lounge. Next time, take care 

to fly Monarch. First class, to be sure, 

but nothing extra for the “extras.” 

* 7-course champagne dinner 

served from a silver cart. 

® Staff of 3 stewards ard 

a stewardess. 

® King-size sleeper berths (extra). 

© “Super-Service” Stratocruiser. 

® Bond Street overnight bag, 

compliments B.O.A.C. 

Bookings through your 

travel agent or 

BRITISH OVERSEAS 

AIRWAYS CORPORATION 

Boston, Chicago, Dallas, Detroit, 

Los Angeles, Miami, New York, 

Philadelphia, San Francisco, 

Washington; Montreal, Toronto, 

Vancouver, Winnipeg. 

FLY BOA 
— 


