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signed: Jusepe de Ribera espanol F. 1634 
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for the benefit of 
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MAURICE RHEIMS Auctioneer, 7 Rue Drovot + Paris IX 

of announces the auction sale 

THE CELEBRATED LIBRARY FORMED BY 

THE LATE DR. LUCIEN-GRAUX 

IMPORTANT [ILLUMINATED MANUSCRIPTS 

AND PRINTED BOOKS 

AUTOGRAPHS AND BINDINGS 

ORIGINAL DRAWINGS 

VERY 

RARE 

INCLUDING 

Songe de Poliphile, 1554, signed by J. Androuet du Cerceau e Celsus, de Re Medica, 1566, signed by Ronsard 

e Chronicon Urbis Matissanae, 1559, signed by Montaigne e¢ Virgil (1575) and Salernitata Schola (1555) 

signed by Racine ¢ Voitaire. Elemens de la Philosophie de Newton, with Voltaire’s envoi ¢ Original editions 

of Descartes (Discours de la Méthode) with autograph letter, Racine (Esther and Athelie), Ronsard with 

Racine’s envoi (Les Amours) etc. 

XVIIITH CENTURY ILLUSTRATED BOOKS: 

A. Watteau (Figures of different characters of landscapes and studies after nature) 

La Fontaine (Fables, illustrated by Oudry—Contes, Fermiers Généraux edit.) ete. 

AUTOGRAPHS BY: 

Duguesclin, Louis XIII, Louis XIV, Mme. de Maintenon, La Fontaine, Stanislas Leczinski, Louis XVI, 

Marat, Napoleon I, Marie Louise, ete. 

191 letters signed by Louvois—39 letters from the Comtesse du Barry—22 autograph letters by Voltaire, ete. 

ILLUMINATED MANUSCRIPTS 

From 13th to 16th century; Horae; Lancelot du Lac et la Mort d’Arthur 

Marot: Premier livre des Métamorphoses d’Ovide, ete. 

Rabelais: les songes drolatiques de Pantagruel 

with 123 original drawings partl~ colored. 

SALE GALERIE CHARPENTIER, 76 Faubourg St-Honore 

Paris, SATURDAY, JANUARY 26 at 2:30 pm 

MAURICE RHEIMS, Auctioneer 

7 Rue Drouot, Paris 

Me 

Mme. J. VIDAL—MEGRET Expert for the French Customs 

154 Boulevard Malesherbes, Paris 

with the assistance of 

For early miniatures and drawings: M. ROBERT LEBEL, Expert for the French Courts, 14 Avenue Président-Wilson, Paris 

76 Faubourg St. Honore January 24-25 EXHIBITION: 154 Boulevard Malesherbes January 14-23 
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This month 

André Masson, a leading member of the post-Picasso 

School of Paris, has been widely influential hoth as 

a painter and as an articulator of ideas. He lives in 

Aix-en-Provence, near Cézanne’s Chateau Noir . 

LeRoy Davidson, well-known Sinologist, is Head of 

Graduate Studies in Art History at Claremont Grad- 

uate School; his most recent book is The Lotus Sutra 

in Chinese Art . . . Baleomb Greene's one-man 

show at the Schaefer Gallery last November has 

been chosen one of ARTNews’ 1956 “Ten Best.” 

Coming 

George Bellows’ contribution is seen in a large retro- 

spective—the first for an American artist at the Na- 

tional Gallery, Washington . . . The “scandalous” 

paintings of D. H. Lawrence . . . Important articles, 

with colorplates, on a group of younger American 

artists, including Robert de Niro and Milton Resnick. 
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Articles 

The voyages of Dr. Caligari through time and space 

Entering public domain 

Auditing the books of the house of Morgan 

Redon: mystique with a method 

The artist’s reluctance to communicate 

T’ang: the Baroque of China 

Major illustrations 

Faust, ll 

The Entombment 

Madonna and Child 

Angels Restraining the Four Winds 

Vase of Flowers 

The Eye and the Opium Poppy 

Altar-front 

Departments 

Editor's letters 

Art news international 

Art in antiques: New York 

Art in antiques: London 

Coming auctions 

The print collector 

Reviews and previews 

Editorial 

Art news from Paris 

Art news from London 

Art news from Los Angeles 

Art news from Chicago 

Amateur standing 

New sources, new materials 

Competitions, scholarships 

Where and when to exhibit 

The Exhibition calendar 

Cover 

Fifty-fifth year 

01 continuous publication 

Volume 55. Number 9 

NEWS 

28 Alfred Frankfurter 

36 Henry A. La Farge 

40 André Masson 

44 Balcomb Greene 

46 J. LeRoy Davidson 

8 Jan Miller 

33. Rubens, colorplate 

to 

34 Petrus Christus, colorplate 

39 Spanish, colorplate 

40 Redon, colorplate 

43 Redon 

46 T'ang sculpture 

10 Babette Craven 

15 Frank Davis 

19 Irvin Haas 

50 Pierre Schneider 

51 Lawrence Alloway 

52 Jules Langsner 

52 A. James Speyer 

66 Aaron Berkman 

Purchased a few months 

ago for Ottawa from the 

Prince of Liechtenstuin 

were these masterpieces 

by Chardin: The Governess 

[cover], shown at the Paris 

Salon of 1739, was a huge 

success: all Europe bought 

engravings after it. Th 

Return from Market, 1738 

exists like its companion 

in many replicas [p. 33]. 



DUVEEN 
ESTABLISHED L869 

Exhibition 

of 

TERS 

Through January 

DUVEEN BROTHERS Inc. 

18 EAST 79 STREET 

NEW YORK 21, N. Y. 

Editor’s letters 

Joseph Goto 

Chicago, Il 

[A.N. regrets that, owing to mis 

taken titling of the photograph, Mr 
Goto’s sculpture was misattributed 

to Bertoia in the December issue 

Ed.) 

PF 

In my review of Miro’s ceramics in 

the December ARTnews, I over 

looked that this artist’s human hiero 

glyphs are mainly female, and there 
fore I should have done better, than 

them as generically characterizing 

“man,” to have specified “woman.” 
I should like to add that there seems 
to be a specific parallel between the 

Miro’s 

signs for organic life and that found 

geometric abstractions of 

on Celtic enlarged reproduc 

tions of which (as seen in Malraux's 

Twilight of the Absolute) 

resemblance between the 

coins, 

show a 

striking 

pastillage of these coins and Miro’s 

dot-and-zigzag hieroglyphics. The 
ceramic relief, of course, emphasizes 
the resemblance 

Parker Tyler 

New York, N. Y. 

or 

What are the patches that look like 
peanut-butter on the Antonello da 
Messina angel which made your 
magazine so striking a December 

cover? 

Ben Mitchell 

Gainsville, Fla. 
[Antonello’s Annunciation is a par- 

tial ruin, due to years of neglect and, 
probably, an incautious transfer of 
the panel painting to canvas. After 

World War II, it was cleaned, and 
where paint was found missing, the 
holes were filled with neutral (pea- 
nut-butter colored) pigment — a 
radical version of the restoration 
policies evolved by the Istituto del 
Restauro, Rome. The theory is that 
the spectctor should be presented 
clearly with only the paint which 
came from the master’s brush. In 
some other countries, especially 
France, a restoration is attempted 
that will suggest how the picture 
looked when it was finished.—Ed.] 

Sir: 

I feel that ARTnews has done a 

grave injustice to the talents of 
Corot (as seen at the Rosenberg 
Gallery and reviewed in your Novem- 
ber issue by Paul Georges with a 
few artistic reminiscences) . 

Seeing Corot’s work, one is struck 
b, the quiet and intimate sensitivity 
of the beauty he creates. In each of 
his canvases one feels the essence of 

time and action brought to pause. 
His figures seem to rest their whole 

ction into an almost sculptural 
pause that derives from his method 
of lighting and almost Impressionist 
color technique. Their’s is a monu- 

feeling which would seem 

cold if they were not created with 

mental 

sensitivity and love. 

On looking at his landscapes, one 
sees a great simplicity that leads to 
an ordered clarity of composition. 
One sees that he brought part of the 
rear of his scape forward, acquiring 
new vision, and rounded each ob- 

ject with light, giving a sense of 

strong, concise, but peaceful reality. 
Bringing intimate moments to rest 

this is Corot’s special vision. 
I feel that this much, in respect to 

the artist, has to be said. More can 

always be said—but not less for 
watch with care 

Audrey Eisenberg 
Harrison, N. Y. 

those who 

ur 

Philip Johnson's article on Sullivan 
[A.x., Dec. 56] is most refreshing. 

He has not abdicated a writer's re 

sponsibility to think clearly just be 
cause this happens to be the 100th 
anniversary of Sullivan's birth. 

Sullivan the non-conformist is an 

interesting figure, but his current 

deification is an absurd spectacle 
Even schoolboys now seem to know 

that George Washington said 
“Father, I cannot tell a lie,” and 
Louis Sullivan said “Form Follows 
Function.” The principle of Form 
following Function has, of course, 

been in operation since the Stone 
Age and has been recorded frequent- 
ly since the invention of writing. 

Mr. Johnson rightly states that 

Sullivan's ornament is a matter of 

taste. | believe that most observers 

find it meaningless, but are afraid 
to admit it lest they be thought 

“uncultured.” 

John Maass 
Philadelphia, Penna. 

or: 

I have a number of thoughts on Mr. 
Johnson's article praising Sullivan 
with such faint damns, but offhand 
the most striking thing is his query: 

“Artists (was it always 
thus?) 

Why, if that’s all the poor young 
fellow knows about our esthetic past, 
he deserves all the help we can give 
him. Just so he'll be able to recognize 
a few names, if not spell them, I'd 
like to give his reference list a start. 

Herewith, without regard to chro- 
nology or literary merit, are some 

offhand suggestions: 
Vitruvius, Michelangelo, Serlio, 

Palladio, Leonardo, Alberti, Abbot 
Suger, Pugin, Blake, Latrobe, A. J. 
Downing, F. L. Olmsted, Kandinsky 
and Saarinen. 

write 
” 

Paula Treder 
New York, N. Y. 

[Mr. Johnson’s sentence read: “Art- 
ists who write (was this always so? ) 
have a great advantage, especially if 

they have a broad theoretical bent.” 
He comments: “* 4on’t understand 
Miss Treder’s point; did Vitruvius 
do architecture and did Michel- 

ang-lo write theories?”—Ed.] 

ART NEWS 



AWS WATERCOLOR PAPERS 
— Endorsed by famous watercolor 

artists! “The Quality Paper 
of the American Watercolor Society” 

FOR BEST RESULTS LOOK FOR THIS AQUABEE MARK! 

America’s “complete line” of outstanding Drawing Papers. 

DRAWING PAPERS WATERCOLOR PAPERS “CANVASKIN” 

TRACING PAPERS WHITE & COLORED CHARCOAL PAPERS BEE 

paper compan YY, ic. 
Available in Rolls, Sheets and Wire Bound Books 

“THE HOME OF ARTISTS’ PAPERS” 

AT ART SUPPLY, STATIONERY and HOBBY STORES 1-9 Joralemon Street 
Brooklyn 2, New York 

a al To Gat Boom aces 
inferior substitutes. 

The first and only NON-SHRIVELLING, SAFE, PERMANENT transparentizer 

and glazing medium of tubed oil color consistency. 

Chemically inert and compatible with all artists’ oil colors, GEL makes opaque 

colors transparent without ‘thinning’, lowering brilliance. GEL retains all large size 

studio tube 

M. GRUMBACHER :yc. 
482 W. 34th Street, New York 1, N. Y. 

the relief-like quality of the painting stroke. 
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KNOEDLER 
ESTABLISHED 1846 

PARIS 

14 EAST 57th STREET - 

To January 12 

SCULPTURE 
WATERCOLORS 
AND DRAWINGS 

January 14-February 2 

LOAN EXHIBITION 

PAINTINGS & SCULPTURE 

FROM THE COLLECTION OF 

MINNEAPOLIS 

INSTITUTE OF ARTS 
for the benefit of the Institute 

FINE PRINTS OF 

SIX CENTURIES 

NEW YORK 

LONDON 

Artists in the art news 

Ben Nicholson, British painter, 
won the $10,000 Guggenheim Inter 
national Award, established this year 
as “an important manifestation of 
international good will.” Nicholson, 
whose work has been frequently seen 
in this country, was selected by an 

international three-man jury from a 
slate including national and con 

tinental prize-winners, announced in 
November: these were Herbert 

Boeckl, René Magritte, Candido 
Portinari, William Ronald, Ale- 
jandro Obregon, Jens Sonder- 

gaard, Mohammad Hamed Eweis. 
Marcel Gromaire, Georges Bou- 
sianis, Emilio Wedova, Kazu 
Wakita, Corneille, Jan Cybis, 
Walter Bodmer, John Bratby. 
Mark Tobey. Petar Lubarda, 
Hans Hartung and Emilio Pet- 
toruti. Other 

names were up for the top prize 
were Charles Burchfield, Stuart 
Davis, Willem de Kooning and 

Jack Levine. The top prize was 

awarded on the basis of a single 

Americans whose 

painting, August, 1956 (Val 

d’Orcia) 

Almost at the moment the prize 
was announced, a group of New York 
artists protested the new Guggen 

heim museum building, finally under 
construction after years of dickering 
betweea city authorities and archi- 

tect Frank Lloyd Wright. The much 
publicized edifice, which will con 
sist of a gently spiraling ramp. 
raised the ire of twenty-one painters 

and sculptors: Calvin Albert, Her 
bert Ferber, Adolph Gottlieb and 
Seymour Lipton were among those 
signing the open letter to Director 

Obituaries 

Gertrude Greene. well-known ab 

stract painter whose most recent 
show was at the Schaefer Gallery 

this year, died in November, aged 

52. Mrs. Greene, wife of artist Bal- 
comb Greene, had shown at many 

major U. S. museums 

Edward Root, patron of the arts, 
whose collection of modern Amer 

ican and British paintings were 

People in the art news 

Andrew C. Ritchie has been ap 
pointed the new head of the Yale 
University Art Gallery which will 
begin a more active program of ex 

hibitions and acquisitions. Mr. 
Ritchie resigns as director of the 
Museum of Modern Art’s Depart- 
ment of Painting and Sculpture. He 
will begin his new duties in July. 
James S. Plaut, formerly director 

Exhibitions northeast 

At the Davison Art Center of 

Wesleyan University this month is 
a loan s:.ow of Mannerist drawings, 
paintings and prints by Bandinelli, 
Pontormo, van Cleve, Bellange, Par- 
migianino, Beccafumi and others. 

Rhode Island private collectors, 

Art news international 

James Johnson Sweeney, specifying 

that “the basic concept of curvilin- 
ear slope for presentation of paint- 
ing and sculpture indicates a callous 
disregard for the fundamental recti 
linear frame of reference necessary 

for the adequate visual contempla 
tion of works of art.” 

However, in one major instance in 
New York a sculptor and his site 
were planned to match: Rockefeller 
Center, already adorned by artists 
Milles, Lawrie, Manship, Sert and 
Noguchi, now boasts a three-dimen- 
tional bas-relief construction by 

Naum Gabo. Gabo's aluminum, 
plastic and phosphor-bronze abstrac- 
tion, 10 feet high, is attached to the 
wall of the U. S. Rubber Building. 
For the thousands who daily will 
confront the sculpture, Gabo has ex- 
plained that it “represents the image 
of itself.” 

Prizewinners of the 19th Ceramic 

National exhibition, held in Novem 

ber at the Syracuse Museure of 

Fine Arts, were awarded some 

$3,200 in prize money. The show is 
sponsored by two industries in china, 
und all the prizes are donated by 
ussociated -w.anufacturers. Awards 

went this year to Betty Feves, Alice 

Sperry and George Stark (char 
ing an IBM-donated first prize), 

Dorothy Riester, Marie Woo. 
David Weinrib, James Secrest. 

Gertrud and Otto Natsler, Clyde 

E. Burt. Paul Volckening, Mi- 
chael Kan, Elena M. Netherby. 
Sibyl Laubenthal, Charles Lakof- 
sky. Harris and Ros Barron, Karl 
Drerup, Virginia Dudley, Edris 
Eckhardt, William N. McVey. 

shown at the Metropolitan Museum 
three years ago, died in December, 

age 72. 

Emil Buhrle, Swiss industrialist 
and collector, died in Zurich in 

November, aged 66. Part of Mr. 

Buhrle’s large collection of old mas- 
ters was placed on exhibit at the 
Castle Jegenstorf last year [A.n.. 

Summer °55] 

of the Institute of Contemporary 
Art, in Boston, has been appointed 
Deputy Commissioner General of 
the 1958 Brussels Universal and In- 
ternational Exposition. 
Max William Sullivan of Provi- 
dence, Rhode Island, becomes the 
new director of the Portland Art 
Museum, replacing Thomas C. Colt, 
Ir.. who resigned last August 

most of whom choose to remain 

anonymous, have contributed some 
works of major importance to an ex- 

hibition at the Rhode Island School 
of Design (to Feb. 6). Paintings are 
by El Greco, Chardin, Degas; sculp- 
ture, by Giambologna and Tacca. 

ART NEWS 



tL. T. Lee 
CHINESE ART 

Pottery statuettes T’ang 

NEW YORK 
PARIS FRANK CARO, Successor 

48, Rue de Courcelles 41 East 57th Street 

Old English Furniture An unusual pair of 18th century mahogany Chippendale 

Porcelain and Paintings stools of fine quality and colour. England, circa 1760. 

S I C & tar & O. 59 EAST 57th STREET, NEW YORK 
IN ¢ OR. POR AT EB BD ‘. . , . 

Member of New York Antique and Art Dealers Asso 
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Art in antiques 

Winter antiques show 

tide 

this 

Against the moving uptown in 

New York, the East Side 

House Winter Antiques Show is mov- 

hold forth 

T'wenty-sixth Street 

year 

ing downtown and will 

at the 

and Lexington 

12, Monday 

ll p. M., Saturday 1 

high 

this, its third year, promises to con 

quality of articles exhibit- 

Armory at 

January 7- 
Friday, 1 to 

to 6 p. M. Last 

set and 

Avenue 

through 

year a standard was 

tinue the 

d, some displayed actual room 

settings 

Period rooms 

Teina Baumstone will present an 

eighteenth-century New England liv- 
of its 

150 

furniture was 

1780. One 

mahogany 

om; most 

between | and 

choice ite 

and-claw foot 

Mass., 

some 

ms 4 

vall lowboy, was made 

in Salem, 1 then very prosper- 

of the finest pieces 

Boston 

the homes 

ous sé aport 

found around 

Salem for 

were made in 

of affluent sea 

aptains. Even in those days, when 
1 family moved from one city to 

furnishings went with 
be 

to find a fine piecrust table of Phila- 

the 

are 

another, thei 

them, so it would not surprising 

setting: 

the 

delphia origin in this 

form of 

typical of Philadelphia 

ship. Another 

arving and stem 

workman 

from its 

place of origin is a card table at 

Thomas Elfe of Charles 

piece lar 

tributed to 

ton, S. C, with characteristic 

arvings and use of secondary woods 

that he employed 
Another be the 

Louis xv paneled drawing-room in- 
stalled by French & Co. Three of the 

four walls painted in pale green with 
panels of very buff are to be 

seen together with the mantelpiece 

the south of 

notable pieces 

room of note will 

wale 

in 

the 

in this room will be a pair of Louis 
xv walnut by J. B 

Boulard, walnut 

secrétaife is tranai- 

tional elements of 

style of both Xv and XVI. 
These and other pieces of French 

furniture will be on a Savonnerie rug 
In contrast the 

room displayed by Ginsburg & Levy 
Here cabinet 

made in three sections by John Sey- 

from a chateau 

France. Among 

signed 

1754. The 
or less a 

settees 

circa 

more 

piece, showing 

Louis 

will be Sheraton 

will be seen a rare 

mour of Boston. The top has glass 

doors; the middle section is of ma- 

hogany and satinwood: below are 

three the keyholes and fit 

tings are of ivory. Another important 

lrawers: 

piece will be the Pembroke table in 

Hepplewhite style, made by Michael 
Allison of New York, a contempor- 

of Duncan Phyfe. On the walls 
Adams and 

Thomas Jefferson by Sharples, and 
Federal 

‘ agle above the 

ary 

will be pastels of John 

mirror with a gilded an 

verre-eglomisé panel 

China, prints, silver 

This year Frank Caro has planned 
exhibition for his 
Utensils and statu 

of the T’ang 

nasty will include one group of un 

glazed objects and another of three- 
color glazes. The piece de résistance 

will be a hexagonal jar of the Lung 

period with a pattern of 

outstanding 
— =. aoe 

from tombs 

an 

firm, 

ettes dy- 

ch’ing 

10 

phoenix, flowers and scrolls in poly 
chrome. In striking contrast will be 

a group of Ch’ing monochromes in 

yellow, black and white. Also from 
the Ming dynasty will be a beauti- 

ful seated Kuan-Yin 

glaze—light turquoise blue predom 
Between 

sculptures 
bronze and stone of the seventeenth 

in three-color 

gilt face 

be 

inating—with a 

these cases will in 

century from Siam 

Elinor Merrell 

printed cottons, including some de- 

signed by J. B. Huet at Jouy towards 

the end of the eighteenth century. 

A subject in early tapestries which 

will show French 

became very popular for these cot- 
tons is “The Four Quarters of the 
Globe.” 

depi ts 

An example in rose on white 
children at wild 

land 

show 

to 

1788 
liberty 

and 

the 

will 

play 

wandering about 

Another 

Paying 

animals 

scape print 

Homage 

Huet in 

the 

“America 

France,” designed by 

Here 
pole and cap, is accompanied by 

America, bearing 

an 

the 

they pay homage 
Indian and a figure carrying 

Stars and Stripes; 
to France, who wears a crown and 

bears a shield with the fleur-de-lys 

There be a wide of 

styles and forms the exhibition 

of the Museum Silver Shop 

will variety 

in 

Among 

be two will Queen earlier 

Anne examples: a gilt 
in 1706 by Pierre 

silver Montieth 

by John East in 1712. Showing the 

strong influence of the French Ro 
coco will be a tea or coffee urn with, 

by Jonathan 

\ 33-inch oval 

four 

pieces 

silver rose 

water ewer made 

Platel, and a bow! 

curiously, three 

Swift, London, 

taps, 

1760 

on standing decorative 

a cast and pierced border 

tray, 

feet, has 

of grapes and vine leaves; it was 

made by Digby Scott and Benjamin 

Smith 1802. In contrast to this 

ornate tray is a 11%-inch 

silver bowl, with a simple band of 
bearing an 

presentation 

in 

plain 

engraving, inscription 

dated 1805, to the 

widow of one Captain James Scott 
his colleagues. It evidently took 

two to collect the money as 

ijt was made in 1807 by Cunningham 
& Simpson of Edinburgh. There will 

for 

by 

years 

also be a few pieces of porcelain, 
including a leaf-shaped dish deco 
rated with figures the Chinese 

taste made at Worcester ca. 1760 

Damask, marble, walnut 

Gold damask will cover the walls of 

the eighteenth-century drawing room 

Needham’s An 
tiques. Outstanding will be the finely 

carved the 

walls will be two George II mirrors 

and and gilded 
the Chippendale Rococo style with 

plate. From the 

period come a mahogany concertina 

card-table and a pair of benches. A 
Sheraton rosewood low cabinet with 

to be presented by 

pine mantelpiece; on 

a carved mirror of 

its original same 

brass astragals on the glass doors 

also has the original brass gallery at 

the top. One of the most delightful 

pieces in this room will be the small 

commode with Sheraton mahogany 

serpentine front and shaped ends, 
it has the original chased gilt han- 

dles. 
Israel includes Sack invariably 

Philadelphia mahogany piecrust table, 

n by T ca. 1760-80 

New York 

1790-1800 

show Baumstone 

Louis xv painted paneled room; 

exhibited by French & Company 

mahogany 

lent by 

Pembroke 

Ginsburg & 

table 

Levy 

Wei pottery statuettes in C. T. Loo’s 
section of the 

A 
‘ Y Antiques Show 



One of the finest selections of Antique Silver to be seen in the U.S. 

Magnificent Silver Gilt 

Rose Water Dish & Ewer 

George Il 

by 

PAUL LAMERIE 

Diameter of Dish 26 inches 

Height of Ewer | Wy inches 

26 East 55th Street, N. Y. C. 22 

RALPH HYMAN, Pres. 

FRENCH & COMPANY inc. 
©esTABt.risgweod 'eao0 

PAINTINGS 

TAPESTRIES 

SCULPTURE 

FURNITURE 

DECORATIONS 

210 EAST S7th STREET +- NEW YORK 
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Seven Floors 

of 
Fine Antique Furniture 

Height 28” 

A Rare Chipptndale Mahogany “Envelope” 

Table, England, Circa 1750 

SYMONS GALLERIES, INC. 

ESTABLISHED U.S.A. 1914 

DIRECT IMPORTERS 

22 EAST 55th ST., New. York 22, N. Y. PLaza 3-3842 

. 

Member of the Art and Antique Dealers League of America, Inc 

DAVID STOCKWELL 
INC. 

3701 Kennett Pike, Wilmington, Delaware 

We Specialize in Masterpieces 

of American Antique Cabinetwork 

An example from “The Blue Book 

of Philadelphia Furniture.” 

Ph. Olympia 5-4466 1 M. from Winterthur Museum 



Japanese, Parisian 

prints, scroll paintings, 

watercolors. 

Wr. Lee Comerford 

55 E. 55 St. —N. Y. 

Plaza 3-3374 

J. H. DILDARIAN INc. 

Will Exhibit 

This Rare 

GHEORDEZ 
Praver Rug 

At The 

East Side House 

Winter 

Antique’s Show... 

BOOTH 15 

Dealers in Rugs 

of Distinction 

since 1916 

947 Madison Ave. — New York City, N. Y. 

Toile-de-Jouy: Africa, from Four Quar- 

ters of the Globe, ca. 1788; E. Merrell 

English Sheraton mahogany commode, in 

Tea or coffee urn, dated Londen, 1760, 

by Jonathan Swift; Museum Silver Shop. 

Needham’s section of the Antiques Show 

something of historical interest when 
he composes an exhibition; this time 

it will be a window seat made by 
Kneeland and Adams for the Senate 

Chamber in Hartford, Conn., about 
1780; the mahogany legs have satin 

wood triangular-block inlay, a typi- 

cal motif of this firm’s work. A 
small tambour sideboard made by 
John Seymour of Boston between 

1780 and 1800 has broad satinwood 
and mahogany striped tambour 
doors, a usual feature of his designs; 
and an inset marble top on the un- 

derside of which is inscribed “$15... 

J. Seemour.” There will also be a 
graceful Hepplewhite sofa with an 
almost semi-circular shaped back, 
made in New York circa 1780. The 

most unusual item in this booth will 
be a pair of small marble-top side 
tables; the shaped tops are grey with 
salmon-pink striations, the bases 
are mahogany with satinwood line 
inlay. They were made in New- 

burypert, Mass. about 1770-80. 

A group of English furnishings in 
the display of A. Stair & Co. will 
include a Queen Anne walnut card- 
table with concertina action; the 

acanthus-leaf decoration on _ the 

knees of the cabriole legs and the 
gadrooned border at the edge of the 
apron are finely carved. A mahogany 
wing bookcase surmounted by a 
simple pediment enhanced by a 
dentil moulding has the shelves of 

its upper section enclosed by the 

original wire grilles. Though it was 
made ca. 1780, it was ideally de 
signed to suit present-day limited 
floor space, for it is only 9% inches 
deep. A single shield-back chair 
with round fluted legs is notable for 

the finely carved acanthus leaf pat- 
tern on the frame. An earlier style, 
ca. 1755, is represented by a set of 
six mahogany hall chairs of unusual 
shape, bearing at the centre of the 
back the coat-of-arms of Henry 
Rolle. M. P. of County Devon, 1708- 

59. Ideal for the display of small 
objects is a pair of étagéres of bam- 
boo uprights and five shelves, each 
covered with canvas painted black; 
these were made about 1800. 

Dining room and chairs 

Within green cloth walls, Arthur S. 
Vernay will present an eighteenth- 
century dining room. Around the 

Sheraton mahogany pedestal dining- 
table will be a set of Chippendale 

chairs showing Chinese influence; 
they have solid dished seats; on the 

central panel of the backs is painted 

a griffon. The set consists of four 

arm- and nine side-chairs. There will 

be a small mahogany pedestal side- 
board made ca. 1785 and a pair of 
half-round console tables of the same 
wood. On the wall will be a brass 
and steel clock made by Joseph 
Knibb, Oxon, in the last quarter of 
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SIXTEENTH CENTURY SPANISH RUG 

Rare collection of antique Persian, Turkish, 

Chinese and Spanish rugs. Early Eastern textiles. 

BESHIR GALLERIES 
699 MADISON AVENUE, NEW YORK, N. Y. 

Between 62nd and 63rd Streets 

TEMPLETON 8-3763 

A Large and Choice Variety of 

Japanese Paintings and Screens 

CHINESE POTTERY, JADE, 

PORCELAIN, BRONZES, PAINTINGS, 

OBJECTS OF ART 

JAPANESE PRINTS, INRO, NETSUKE, 

TSUBA, LACQUER BOXES, Ete. 

ORIENTAL ART GALLERY 

Joseph U. Seo 

756 Madison Ave. 

New York 21, N. Y. 

Telephone TR. 9-0110 

JANUARY 1957 

Angelica and Medoro 

by 

BENJAMIN WEST 

JAMES GRAHAM & SONS 
332333393333323 
" 

1014 MADISON AVE. 100 

NEW YORK 21 YEARS 

(at 78th Street ) ) 

M €C£CEECECEEE " a a 

PIERO TOZZI 
GALLERIES 

Ill Century B.C. Greek Silver Medallion 

EG YPTIAN—GREEK—ROMAN 

MEDIEVAL and RENAISSANCE ART 

PAINTINGS 

GREEK and ROMAN 

32 East 57th St. New York 22 
PLaza 3-9189 — Cable Address: PIERTOZZI-NEWYORK 

COINS 



WINTER, 

antiques 
SHOW 

The third annual show and sale by the most | 

distinguished dealers in America — for the 

benefit of The East Side House Settlement, Step- 

ney Camp, Winifred Wheeler Day Nursery 

AT A NEW LOCATION 

SIXTY-NINTH REGIMENT ARMORY 

Lexington Avenue at 26th Street 

January 7, 8, 9, 10, 11, 12 

HOURS: Monday through Friday, 1 P.M.-11 P.M.; 

Saturday, 1 P.M.-6 P.M. 

Preview Cocktail Party Sunday, 

January 6th, 5:00 to 9:30 P.M. 

ALL INFORMATION: 

East Side House Winter Antiques Show Committee 

540 East 76th Street, New York 21, N.Y. 

Telephone: LEhigh 5-8460 

Pair of mahogany side-tables from Newbury- 

vort, Mass, ca. 1795; from Israel Sack 

English Chippendale mahogany side 

chairs, a set of six from A. Stair 

tu ipwood and acacia com 

in J. J. Wolff's exhibition 

the seventeenth century. A very fine 

Queen Anne walnut cabinet with 

glazed doors, with the original Vaux 

hall beveled plates, has herring-bone 
borders around the drawers, all oak 

lined. 

Among pieces to be exhibited by 
J. J. Wolff will be a set of six Queen 
Anne walnut side chairs; these have 

unusually tall backs though they are 
of small proportions; their cross 
stretchers are in the original state. 
Another set of four Chippendale 
armchairs are remarkable for their 

small size. A pair of Hepplewhite 
oval-back armchairs with moulded 

Queen Anne walnut cabinet; 

Antiques Show by Vernay 

frames show a slight French influ- 

ence: an uncommon motif is the 

love knots carved on the arms. These 
different chair types encompass some 
unusual features in eighteenth cen- 

tury design. A mahogany Sheraton 
sideboard of very good color is 

commodious with a linen drawer 

and two cellarettes, and is also 
small in size. The Louis xv serpen- 

tine commode of tulipwood and 
acacia has, besides its two long 

drawers, a top which lifts to reveal 
two collapsible shelves. At each side 
of the commode is a long pull-out 

[Continued on page 66] 
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New gifts to the V. and A. 

While it is universally admitted 
that it is more blessed to give than 
to receive, not many consistently put 

that precept into practice. One man 
who did was the late Dr. W. L. 

Hildburgh, an American citizen 
and a very good friend of ours in 

these islands. He died a year ago 
at the age of seventy-eight, cheer- 
ful and active to the end. He was 
an authority on the folklore of 
Japan, Chaa, India and Ceylon, 
and had become an admired ex- 
pert in such various subjects as 

English alabaster carvings, Spanish 

goldsmith work, Italian bronzes and 

European metalwork generally. 
Though he bought extensively, he 

either presented outright or de 
posited on loan to the Victoria and 
Albert Museum the vast majority of 

his purchases—and these loans he 
bequeathed to the Museum in his 
will. IT spoke to him on one occa- 
sion about his benefactions, but he 

laughed and said they were not 

benefactions at all; he only had 

a two-roomed apartment, he ex 

plained, couldn’t possibly house his 
possessions and so persuaded the 
Museum to display them for him, 
thus saving himself vast expense 

He was a most sensitive connoisseur, 

always ready to share his profound 

knowledge with others. In addi- 
tion to a superb series of medieval 

Nottingham alabaster carvings 
which he presented several years 

ago and numerous other works of 

art, the Museum by his will now 

benefits by more than a hundred 

pieces of sculpture, mainly small 
bronzes. A selection from these is 

now shown to the public in two 
wall-cases which will be changed 
from time to time. One of them is 
a vigorous Hercules and Antaeus by 

the Mantuan sculptor Antico (ca 

1460-1528) ; 

model by Jeréme Duquesnoy (1602- 
54) of the marble figure of St. 

Thomas which is in the church of St 

another is a terra-cotta 

Gudule, Brussels; two others are a 

pair of early eighteenth-century an- 

gels, of painted limewood from 
South Germany; another, the Lttle 
boxwood Venus thought to be pos- 

sibly from a group of The Judg 
ment of Paris, from the workshop 
of Conrad Meit (1475-1536). 

Other recent gifts include seven 

pieces of early Islamic pottery pre 

sented by Sir Alan Barlow, who has 

also presented some notabie Per 

sian ceramics to the Oriental Mu 
seum at Oxford, and two exception 

ally fine pieces of English furni 
ture, one walnut, the other ma- 

hegany, both donated by Brigadier 

W. E. Clark, through the National 

Art Collections Fund—not by any 

means his first gift to the Museum. 

The first of these is a beautifully 

balanced cabinet of walnut with 
cross-bandings of ash from the early 

years of the eighteenth century—a 

late seventeenth-century style trans 

lated into a less ornate language 

containing sixteen small drawers, 

probably intended to house a col 

lection of coins or other small ob- 

jects. The design is exceptionally 

elegant for the period and the cant- 

ed corners and beautifully matched 

JANUARY 

Art in antiques: London 

veneers give it additional distinc- 
tion. The chair dates from the mid- 
eighteenth century and is similar 
both in form and in its richly carved 

detail to the series of chairs illus- 
trated by Chippendale in the Di- 
rector and which he describes as 
“French chairs,” presumably be- 
cause of their stuffed arms and 
backs. By general consent over here 

it is one of the finest English chairs 
in existence. The pair to it was ac- 
quired by the first Lord Leverhulme, 
the soap magnate, and is now in the 

Lady Lever Art Gallery at Port 
Sunlight near Liverpool, while an 
other similar but not identical chair, 
the feet also terminating in dolphin 
heads, is preserved in London at 
Trinity House. The seat and back 
are covered in contemporary tent- 

stitch embroidery in colored wool 

and silk, and the mahogany frame 

is crisply carved with foliate scrolls; 
the arms, like the legs, terminate in 

dolphin heads. 

Alabaster and porcelain 

Twenty years ago Ernest Allman dis- 
covered in a Nottingham shop a 
a circular slipware dish, decorated 
with a clock face with cherub span- 
drels and signed Samue! Malkin. It 

was an interesting find, because it 

led to the identification of a whole 
series of Staffordshire slipware dish- 
es marked only with initials. He 

has now presented it to the British 
Museum, which announces two other 

important acquisitions—the first an 
enthroned Virgin and Child in ala- 

baster—only six are known in this 

country—the second, an _ extraor 
dinary example of art used for the 
purpose of scientific research. This 
is a charming product of the Doccia 
porcelain factory outside Florence, 

founded by the Marchese in 1740. 

A naked child is seated on a rock, 

one arm on a Rococo scroll which 

bears the following inscription in 
Latin: “In order that by the law 
of nature marine plants may be born 

here, the Marchese Carlo Ginori 
sank this in the year of Salvation 
1754. Fishermen, give it hack for 
the growth of science.” 

It was in due course fished out 
of the sea off the Tuscan coast, and 

some of the marine growths formed 

over the years still adhere to it. 

Lesson in value 

['wo remarkable examples of market 
appreciation have caused much in 
terested comment. The late Lucius 

O'Callaghan, Dublin architect and 

for a time Director of the Dublin 

National Gallery, was an enthusias 
tic collector of porceiain and pic 

tures, but on a modest scale. He 
haunted the Dublin antique shops 

and auction rooms, possessed fine 
taste and a shrewd eye, and—mainly 

during the 1920s—acquired a con 

siderable collection of pictures, the 
majority by little masters of the 

Dutch and Flemish seventeenth cen 

tury. After his death at the age of 

seventy-eight his collection came 

up for sale at Christie’s in October. 
He rarely paid more than five or 
ten pounds for any single item, and 
[Continued on page 65] 
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Terra-cotta horse of T’ang dynasty Height 17 inches 

482 PARK AVE. NEW YORK 22 

DO YOU 

LIKE TO DRAW 

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: “Find 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. 

oe oe oe ee ee ee ee ee ee ee ee ee ee ee ee oe oe oe oe oe og 

Famous Artists Schools 
Studio 75, Westport, Conn. 

end me, without obligation, your 

Famous Artists Talent Test 

Mrs Age amen 
Miss f N 

Address ol 



3024. SECOND SITTING. 
By Joho Everard. Hundreds of new, magnificent phoro-illus 

anion f the human figure—nudes, athletes, children, eyes 
ands, trom every conceivable angle and im every position. A 

mprehensive reference work for artists, photographers, stu 
1 

ft che human fhgure. 5 x l Only 7 95 

1451. PREHISTORIC ANIMALS. 
Poulik and W. & B. Forman. The ereat and 

> beasts of prey that roamed the earth in the 
past, captured in every avesome pose ; 

olor paintings by Zdenek Burian. In the ex 

B 

text by Professor Augusta, the world of these 
beasts comes alive for us This beautiful and 
ng imported book served as the basis for a film 

1 the Grand Prix at the Venice Film Festival 
x 1336". Pub. at $ Only 7.95 

2631. JAPANESE COLOUR PRINTS— 
An Illustrated History. 

By Lawrence Binyon. Comprehensive, beautifully written and 
llustrated, this classic history of the genre gives a period 

by period account of its art, artists, and achievements, with 
tables of dates, artists’ signatures, publishers’ seals and trade 
marks, a list of choice color-printed books and albums, and 
Gl prize examples of works by Hokusai, Utamaro, and 
others 

Only 2.75 

2648. THE NOTEBOOKS OF 
LEONARDO DA VINCI. 

Two volumes in one, 1,247 pages. The reflections of the 
most richly-gifred genius of the Renaissance, including his 
remarkable writings on science, invention and philosophy 
as well as his most important starernents on art. Ed. by 
Edward MacCurdy Only 4 88 

P-133. STUART DAVIS: REPORT FROM 
ROCKPORT. 

A memory piece of unusual character and beauty. Davis recalls 
the town in a bustling semi-abstract landscape that is alive 
with design elements and color areas of yellow, ved, black 
blue, green, orange and pink. Reproduced in silk-screen by 
Esther Gentle, it measures 2414” x 4 Pub. a $ 

Now §.95 

2652. THE WOODCUTS OF 
ARISTIDE MAILLOL. 

reproductions of the exquisite woodcuts Maillol created 
 privately-printed editions—the arts of love and bodily 
leasure recorded with lofty, unashamed sensuality, with a 
urity of line unequalled in modern art. Orig. pub. in a lim 
ed edition at $18.00 Only 5.88 

2654. Dante’s THE DIVINE COMEDY. 
Illustrated by Gustave Doré. Trans. by L. G. White. A 
scautiful gift edition of the immortal keystone of world 
literature, printed in large type and with the famous Doré 
eagravings magnificently omplementing the text. 8144" x 10M". Pub. at $6.50 Only 3.98 

1804. THE BLAKE COLLECTION OF 
W. GRAHAM ROBERTSON. 

Edited with an Introduction by Kerrison Preston. 64 
plendid, full-page plates. Describes and annotates one 
# the greatest collections of Blake ever amassed—140 

most famous paintings and drawings. The de 
by che nored artist-collector Graham Robert 

reflect the trained eye and judgment of a famous 

x 104". Pub. at $12.5 

COVE! chers overstocks 
pe DRASTICALy BUT PRICES 

» imporrep Books 

Only 3.95 

IG 
3061. ASSYRIAN RELIEFS IN THE 

METROPOLITAN MUSEUM OF ART. 
A magnificent series of 25 full-page photogravure reproduc 
tions of the awe-inspiring stone sculptures created 2500 ye-s 
ago for che royal palace of Ashurnasirpal Il The Great King 
” Assyria at ancient Galah. Accompanied by a translation 
# their inscripnon and two learned essays on the sculptures 
he subse and the site. 114e” x 12 Pr s ‘ 

Only 1.98 

3060. WORLD FURNITURE TREASURES: 
Yesterday, Today and Tomorrow. 

By Lester Margon. A group of furniture treasures chosen from 
the best in the museums of the United Srates and Europe 
From traditional to modern pieces; more than 170 photo 
graphs | stimulating commentaries and 53 drawings, enable 
the reader to evaluate and enjoy the rarity, fine lines, pro 
portion and characteristic features of fine furniture. 844" : x 

10 Pub. at $7.5 Onls 3.69 

3059. WALTER GROPIUS: 
Work and Teamwork. 

By S. Giedion. One of the most widely-read writers on 
architects and architecture has written the most important 
book yer written about one of the greatest living coaiienns 
It is am authoritative and objective study of Gropius develop 
ment as designer, teacher and leader. It is illustrated by more 
than 300 photographs and building plans showing every 
phase of his work——by far the most comprehensive collection 
ever published 4” x 1014". Pub. a $10.00 

Only 4.95 

LITTLE LIBRARY OF ART MASTERPIECES 
Each of these splendid little soft-bound books (44” 
x 654”) contains 40 to 50 plates, most in fall color 
Texts and notes on the plates by eminent critics. Con 
tents perfect——dbindimgs slightly bart. While they last 

ANY FOUR FOR $1 

1757. BOTTICELL! 1768. MATISSE 
1758. BRUEGEL 1769. MICHELANGELO 
1759. CEZANNE 1770. MODIGLIANI 
1760. DEGAS 1771. PICASSO 
1761. DUFY 1772. PISSARRO 
1762. EL GRECO 1773. REMBRANDT 
1763. FLOWER 1774. RENOIR 

PAINTING 1775. ROUAULT 
1764. FRENCH 1776. RUBENS 

IMPRESSIONISTS 1777. TOULOUSE- 
1765. GAUGIN LAUTREC 
1766. GOYA 1778. UTRILLO 
1767. MANET 177%. VAN GOGH 
Any four for $1 1780. VELASQUEZ 

1781. Very Specicl—aAil 24 Only 5.49 

P-175. BULLFIGHT POSTERS. 
These authentic, full-color Bullfight Posrers, printed in Spain 
offer close-up, peak-action scenes of torero and bull in all the 
flashing brilliance and dramatic intensity of the Spanish 

yrrida. 1% feet wide x 3% feet high. 2 different posters 
Pub. at $5.01 Both only 1.98 

1959. 18th CENTURY ENGLISH PORCELAIN. 
By George Savage. The wares, history and techniques of the 
great English porcelain factories. More. than 250 splendid 

siustrations. Pub. at $ Only 4.95 

P-48. Lautrec: MOULIN ROUGE. 
Absolutely perfect facsimile of Moulin Rouwge—-the Lautre: 
dance-hall poster. This faithful reproduction measures a giant 
414" high x 23” wide. Pad. at $20.01 Now, enals 1.98 

2639. GIOTTO FRESCOES. 
20 Large Tipped-in Plates, 17 in Full Color. Text by W 
Ueberwasser. Outstanding 10” x 14” color reproductions, each 
tipped-in on heavy, toned stock, with an authoritative discus 
sion of each masterpiece and new insights into Giorto’s life 
and influence. Pub. at $6.01 Onl» 2.98 

FROM ENG]AND AND THE CONTINENT 

COVE! 
GJANT- SIZE REPRODUCTIONS 
JAPANESE No CAINESE Arr. Spanish BuLLFiGar PosTeRss FRENCH PosTers AND 
16 

FIVINGS 
1909. THE EAGLE, THE JAGUAR, 

AND THE SERPENT. 
By Miguel Covarrubias. This magnificent, oversize book deals 
with the plastic art of the American Indians and Eskimos in 
the United States, Canada, and Alaska. lias. by 12 pages 
im fall color, 112 lime drawings, and 100 superb photo 
graphs. Pub. at $15.00 Only 6.88 

1452. CHINESE ART. 
By Lubor Hajek. Nearly 250 illustrations, 9 in full. 
color. This beautifully produced book, a triumph of the 
printer's art, is a survey of Old Chinese Culture for a 
period of 4,000 years. The survey begins with the 
Shang Dynasty and ranges from archai religious 

bronzes to exquisitely carved jades and ivories, metal 
work, paintings, tapestries and embroideries, as well 
as a laree variety of smaller obyers d'art. Handsome 
oversize volume, 994” x 1144”. Caligraphic Slip-case 
Imported. Pad. at $17.5 Only 9.95 

2606. HOKUSAI. 
i8 reproductions in color. Intr by J. Hlouwcha. A_ chore 
item for art lovers and collectors of beautiful books, describ 
ing the life and art of Japan's greatest master of the woodblock 
elor print and reproducing his best works on individual pages 
removable for framing. The 48 color plates alone would make 
this an outstanding bargain iocleded: are sume of Hokusai's 

most exquisite bird and fruit prints, delicate portraits, charm 
ing landscapes and scenes of travel. Cloth-covered, Japanese 
style portfolio binding, with ribbon ties and bone clasps Im 

ported Very Special at 8.88 

P-124. MARSDEN HARTLEY: 
FLOWER ABSTRACTION. 

A contemporary masterpiece. The powerful forms and pulsat 
ing colors of this important and significant modern painting 

reate an unforgettable impact on the beholder. Is yellow 
green, black, blue and rose madder ronalitics are faithfully 
reproduced in silk-screen. By Esther Gentle. 28%” x 234%” 
Pub. at $15.0 Now 4.95 

1869. THE PICTURE BOOK OF SYMBOLS. 
By Ernest Lehner. An unparalleled reference book containing 
over 1,000 signs, symbols and pictographs, from prehistori 
times to the atomic age. The 29 sections range from astrolopy 
and alchemy to today’s arts, sciences and professions, from 
mythology to the world’s great religions, from magic and the 
occult to symbols for holidays, lowe and good luck. Indispen 
sable for artist, designer, crafeman and typographer and all 
interested in the art of visual communication 2.98 

2666. THE ETCHINGS OF CANALETTO. 
The largest collection ever published of the great 18th century 
Italian engraver's unique art, with 60 exceptional plates t 
them measuring the full page size of this enormous 2 2 
16%)” volume! Included are the best of his amazingly detailed 
delicate and beautifully-realized panoramas of Old Venice 
Pub. a $ nt Only 5.88 

1521. THE ART DIRECTORS ANNUAL: 
Annual of Advertising and Editorial Art— 3rd edition. A 
large and beautiful book on the Advertising 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 33rd National Exhibition of Advertising and Ed 
torial Art and Design. Photos, drawings, prints, water-colors 
i108 pages. 8%" x 11! Pub. at $12.51 Only 4.95 

1454. HISTORY OF THE WORLD’S ART. 
By Hermann Leicht. Traces the evolution of artistic expression 
from the cave paintings and bone carvings of the glacial 
epoch to the architecture, painting and sculpture of wday 
{87 illustrations, including 5 full-color plates. 74%" « 10” 
Pub. at $7.50 Only 4.95 

P-126. PICASSO: STILL LIFE WITH GLASS 
AND PIPE. 

irs Digest describes this sensitive still life as “one of the 
best reproductions seen in a long time The lyrical forms and 
the bdiaais brushed areas of green, white, blue, yellow 
brown and black have been rendered by stencilled water color 
and silk screen by Esther Gentle on a tan sheet. 17” x 21” 
Pub. at $12.01 Now 4.95 

70. CAVE PAINTINGS OF THE 
GREAT HUNTERS. 

Magnificent portfolio of 14 full-color plates reproduces in silk 
screen the best and most exciting cave paintings in 

the caves of Altamira in Spain and Lascaux in France. Includes 
an authoritative 16,000 word history of this exotic art of the 
Ice Age written by Walter A. Fairservis, Jr.. of the Ameri 
can useum of Natural History. 11” x 14” with six black 
and-white illustrations and explanatory charts and tables 

Special, 2.98 
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AD MARIS 
SAVINGS ON 
nDINe ART BOOKS 

3037. U. S. CAMERA—1956. 
Among the features of this magnificent annval—South Seas in 
color by Elisofon——Edward Sreichen, His Photographs and 
Achievements Figure Studies News Highlights, etc 

Pub. a $6.93 Only 2.98 
1453. PREHISTORIC ART. 
By J. Poulik and W. & B. Forman. 197 gravure illustrations 
and 22 full-color places illustrate this valuable history if 
prehistoric culture from the Middle Palacolithic Peri to 
Reon times. A splendid example of fine bookmaking, bound 
in natural linen and measuring 944” x 12”. Handsomely 
boxed. Imported. Pab. at $17.50 Only 9.95 

1435. CHILD ARTISTS OF THE 
AUSTRALIAN BUSH. 

By M. D. Miller and F. Ruteer. The remarkable achievemens 
of aborigine children of the Austrialian bush country. Forty- 
hve illustrations, many in color. Pad. at $3.00. 

1.00 Only 

1960. LAUTREC. 
11 full-color, tipped-on reproductions of popular Lautrec litho 
ataphs and drawings, including Jane Avril, Female Clown, 
etc. English text by Bruno F. Schneider. Printed in Italy 

9%" = 135 Special, 1.00 

2611. England’s Court Painter— 
SIR GODFREY KNELLER. 

By Lord Killanin. 100 reproductions, some in color. The 
fascinating life of the greatest portraitist of his time—painter 
ot Isaac Newton, Peter the Great, Dryden and others; inti 
mate friend of Swift, Steele, exc. Pab. at $12.50. 

Only 1.49 

2600. Introduction to CHINESE 
ART AND HISTORY. 

By A. Sileock with 51 fine illustrations, several in full 
olor. Every phase and period of Chinese painting, sculprure, 

pottery and porcelain, related to their backgrounds and 
creators. Pub. at $5.00 Only 1.49 

2616. FRANCE-ILLUSTRATION— 
Special Christmas Issue, 1955. 

The world-famous French art annual—scores of brilliant full- 
olor reproductions (19 tipped-in) of masterpieces by Rem 

brandt, Marchand, Ruysdael and many others, with special 
plares of Paris watercolors and Memling paintings. 10%” x 

1.49 
> l4 Pab. at $3.98 Only 

2617. THE ORIGINS OF ART. 
By Gene Weltfish. An anthropologist’s comprehensive study, 
in text and pictures, of the way in which art developed as a 
by-product of the work first necessary to man’s survival. A 
provocative and stimulating book, illustrated with hundreds 
of drawings and primitive designs. Orig. $4.5 Onl» 1.98 

P-130. A. E. GALLATIN: 
FORMS BLUE AND WHITE. 

A noted contemporary artiste invests this non-objective painting 
with an aura of precise design and serene conception, Is cir- 
cular black shapes are poised in a contrapuntal design on biuve 

1 reproduc 

2.95 
and white rectangles. This Esther Gentle silk-scree 

ym measures 41” x 1 Pub. at $6.01 \ 

900. ANATOMY FOR THE ARTIST. 
This tremendous book representing 

# a famous teacher of anaomy is 
acquisition for any art lover. In a clear 

strated with ONE HUNDRED AND 
TWO PLATES. Professor Barcsay has dcscribed 

the entire skeletal, muscular and epidermal structure of 
beth the male and the female body, and has added 
special groups on proportions, on the body in motion, 
the body in contrapposto, and in all other positions 
10” x 1344”. 344 pages 

7.95 Pub. at $12.00 

By Jeno Barcsay 
the life experience 
an important 
simple text ill 
FORTY 

Only 

P-193. CEREMONIAL PROCESSION. 
Han Dynasty frieze by an unknown mas-er 

has been re-created by W D. McKenzi* 
in silk-screen directly from the sone rubbing of the relief 
found on a wall of a cave tomb in Hsinchin, China. The 
dramatic horsemen leading an official in a tasseled chariot are 
reproduced in the original red pigment of the cave carving 
144" high x 4134” long. Pad. at $15.00 Onls 4.95 

aghiFiCENT 

This magnificent 
of the 2nd century 

Tremendous 
OUrSTA 

P-183. TAMAYO—TEN COLOR PRINTS. 
Ten paintings by the contemporary Mexican master, re 
produced in full color 814” x 11” portfolio. Pub. a $5.00 

All ten color prints only 1.98 

P-123. FRIEZE FROM A CHINESE 
TOMB. 

A unique and exotic silk-screen re-creation in_ red 
pigment by Albert Urban, of a Chinese stone rubbing 
made more then 1800 years ago by some unknown 
Chinese master of the Han Dynasty, depicting a pro 
cession of strange beasts, fantastic creatures and hunt 
érs in action. The print measures 144)” x 52” and its 
panel shape makes it blend equally well with modern 
or traditional settings. Pab. at $20.00 

Very special, only 4.95 

P-132. STUART DAVIS: PAD 24. 
A merry kaleidoscope of shapes and colors, all woven into a 
handsome abstract design in red, green, black, bluc. gray, 
and buff. Reproduced in silk-screen by Esther Gentle. 14” x 
184" Pab. at $15.00 Now 2.98 

P-169. ORIGINAL SIGNED LITHOGRAPH: 

Children of Niobe 
By S. William Hayter. A dramatic conception in stone lithog 
raphy by a noted modern artist. Swirling and inrerpenetrating 
calligraphic signs in purple, orange, green and black. Limited 
to 250 numbered and impressions, print measures 
1914” x 254". Pub. at $: Only 5.95 

P-125. LOUIS VIVIN: CHURCH OF 
ST. LAURENT. 

A famous Parisian scene gets fresh graphic meaning and new 
expression by the well-known primitive Vivin. The precise 
and decorative style of the artist is delightfully reproduced by 
silk-screen in umber, blue, red, olive green and white. 18” x 
24”. An Esther Gentle reproduction. Pab. at $15.00 

Now 2.98 

2825. HANDBOOK OF DESIGNS AND 
MOTIFS. 

signed 5 <n 

Nearly 7.000 basic designs, motifs, patterns and decorative 
devices for practical use by artists. The largest and most 
diverse collection available. Orig. pub. in a4 Vimited edition 
and sold for as high as $25.00 Only 4.50 

3058. HOUSING DESIGN. 
By Eugene Henry Klaber. Public and privai.. housing, single 

analyzed and family and multi-family houses, are thoroughly 
illustrated with the designs of more than 125 outstanding 
architects. Hundreds of scaled drawings and photographs 
illustrate furniture, room layouts, floor plans, site layouts, 
stairways, garages, closets, driveways, etc all essential to 
anyone planning a house or housing development. 84)” x 
LLY”. Pub. at $8.50 Only 3.98 

1961. PERSIAN MINIATURES. 
full-color, tipped-on Persian miniature 

from the 7th to 17th centuries. Text in 
nglish by Maurice S. Dimand, curator, Near Eastern 

Art, Metropolitan Museum. 97%" x 1345’ 

Special 1.98 

11 gorgeous 
pe intings 

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

fairytale land. This simple motif is rendered by Kiee’s inimi- 
table 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 81)” x 11” mat ready for framing 

Pub. at $3.50 Now 1,00 

some 

1419. A GLOSSARY OF ART TERMS. 
By John O'Dwyer and Raymond Le Mage. Hundreds of 
definitions in all of the fine arts, ranging from Abdbozzio to 
Zopbhorus Special, 1.00 

OFU 
prices SJASHED 

RATOR 

mea PRINTS 
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. Pub. at $8.00 Only 2 98 

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 communi 
cation with one of the most civilized minds of our 
time. 472 pages. Pub. at $6.00 Only 2.98 

P-157. VAN GOGH PORTFOLIO: 
A portfolio of 8 Van Gogh full-color masterpieces—Portras 
of a Young Boy, Wheat Fields, Landscape With Windmill, 
Portrait of Dr. Gachet, The Farm House, Bedroom at Arles, 
Iris, and Flowers in Copper Bowl—treproduced directly from 
the originals hanging in the leading museums of the world 
16” x 20”. Pub. at $8.00. Only 2.98 

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

Jedding. 944” Special 1.00 

AeT FaST 
wuice LIMITED SuPply lass 
! ORDER BY MAIL WITH THIS COUPON! | 

' marboro pept. an-6s 
222 Fourth Ave., New York 3, N. Y. 

i Please send me, postage prepaid, the books i 

} and prints circled below i 

I Enclosed find $ Send C.0.D. | 

I 70 900 1419 1435 1451 1452 1453 1454 1521 1577 I 
J 1621 1622 1757 1758 1759 1760 176) 1762 1763 1764 i 

1765 1766 1767 1768 1769 1770 1771 1772 1773 1774 
1 1775 1776 1777 1778 1779 1780 1781 1804 1869 1896 ! 
J 1909 1959 1960 1961 2600 2606 2611 2616 2617 2631 | 

2639 2648 2649 2652 2654 2666 2825 3003 3024 3037 i 
i 3044 3058 3059 3060 3061 
J P48 P116 P123 P124 P125 P126 P130 PI32 PI33 PI57 4 
| P168 P169 PI7S PI83 PI93 i 

| Name ' 

Address ' 

i City State 

I New York residents add 3% city sales tax. A few i 
cents extra for C.O.D. Add 25¢ per title for deliveries 

i outside U.S.A. and possessions. | 

GUARANTEE: If not satisfied, return books : 
after 10 day examination and money will be | 

M 

MORE Sayed ART BOOKS for rewarding readin and refereNi@e | <a refunded. NY 
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jJ.O.B. BeNerit PREVIEW January 22 

Just One Break, Inc., is a national placement 

organization for rehabilitated physically disabled people. 

orld 

OUSE 

alleries 

JANUARY 23 

THE STRUGGLE 
FOR NEW FORM 
Decisive moments in the 

evolution of contemporary 

art from the end of the 

19th century to 1950. 

JANUARY 23 TO FEBRUARY 23 

A LOAN EXHIBITION 

WORLD HOUSE GALLERIES 
987 MADISON AVENUE, between 76th and 77th NEW YORK 21 

LEnutcn 5-4700 

Coming auctions 

English, French decorations 

English eighteenth-century furniture 
and decorations are the main fare in 
Parke-Bernet’s first sale of the year, 
on January 4 and 5 after current ex 
hibition. The property of Mrs. Wat- 
son B. Dickerman and other owners, 

there is also some eighteenth- and 

nineteenth-century American country 

furniture and decorations, besides 

old English porcelain and silver 
British and American paintings are 

also listed, along with Barve and 

Pierre Jules Mane bronzes, and some 

Brussels tapestries. French furniture 

and decorations from the estate of 

the late Charles and Annie Wimpf 

heimer, and other owners, will fol 

low on January Ili and 12, after 

being on exhibition from January 5 

The Rovensky mansion 

The extensive antique furnishings of 

one of New York's stateliest houses, 

belonging to the estate of the late 
Mrs. John E. Rovensky (formerly 

Mrs. Morton F. Plant), will be 
auctioned at Parke-Bernet on Jan 

uary 15, 16, 17, 18 and 19, after ex 

hibition on January 12 and 14. Prior 

to removal of the collection, the 

house at 1051 Fifth Avenue, which 

was built in 1917, will be opened for 
inspection on January 6 and 7 for 

the benefit of the International Res 

cue Committee, with an admission 
charge of $1 to be allocated for 

Hungarian relief. One of the most 
valuable and largest private colle¢ 

tions to be dispersed at auction in 

some years in New York, it contains 

the “Nelson Room” from Chrome 

House, Falmouth, England, of deep 
ly carved Tudor paneling, along with 
rare Elizabethan, Jacobean and 
Carolean oak cabinetwork. Louis xv 

and xvi cabinetwork and art objects 

are abundantly represented as also 
superb examples of Chippendak 
Adam and Hepplewhite furniture. A 
set of three Royal Beauvais tapes 
tries signed by J. B. Oudry and 

representing scenes from Moliére, 
Le Malade ‘Imaginaire, Le Dépit 

{moureux and L’Ecole des Maris, all 

dated 1732, were once in the Rodol 

phe Kann collection. Other tapestries 

Andrea del Sarto Portrait 

of a Scholar [above] and a 

Beauvais tapestry representing 

Moliére’s Le Dépit Amoureux, 

1732, by J. B. Oudry, in the 

Rovensky sale at Parke-Bernet 

are: a Brussels Gothic tapestry, 
Vaximilian and Philip the Fair, ca. 

1500, formerly in the Cathedral of 
Saragossa; and two large Soho ara- 
besque tapestry panels, associated 
with the English weaver Joshua 

Morris. One of the most important 
old master paintings in the show is 
an Andrea del Sarto Portrait of a 
Scholar, recorded by Berenson and 

Mason Perkins. There are also L’Ile 
de Cythére given to Watteau, which 

was in Knoedler’s centenary exhibi- 
tion in 1946; a pair of Boucher 

panels formerly in the collections 

of Bergeret de Grancourt and Marin 

(1790) and recorded by A. Michel 

and de Nolhac: Gainsborough’s Viss 

Tryon; a number of first-class Rom- 
neys, and works by Lawrence, Hopp- 
ner, Maria Cosway, Nattier, Oudry, 
Conrad Faber van Creuznach and 

others 

Mention should be made of a group 
of Meissen porcelain, particularly of 
a pair of woodpeckers by J. J. Kand 
ler, ca. 1735, and a large centerpiece, 
also by Kindler, ca. 1745, both with 

bronze doré mounts. In a group of 
old English silver is listed the cele 

brated Ashburnam toilet service 

Among objets d'art are a variety of 

gold and enamel snuff boxes, 

watches, clocks, bronze doré; also 

Worcester, Minton ans other Eng 

lish table porcelains; Carolean 
stumpwork and other embroideries 

An exceptional group of K’ang Hsi 

famille-verte is listed among Chi 

nese porcelains, as also Chinese 
jades and other semi-precious min 

eral carvings, bronzes and furniture 
Of particular interest in the group 

of rugs is a Louis xiv Savonnerie 

floral carpet, ca 1700 

Rovensky jewelry, etc. 

Following a sale of important pre 
cious-stone jewelry from the Rovensky 

estate, on January 23 after exhibition 

from January 17, furniture and 
decorations from Mrs Rovensky’s 

Newport, R. L, house will be offered 

on January 24, 25 and 26, after being 

on view from January 19. Finally 

Continued on page 9} 
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| The print collector | 

Graphics 1956 

Neither extraordinarily fruitful nor 
exceptionally dull, 1956 witnessed 
several events in the print field that 
deserve brief summation. Most im- 
portant for contemporary U.S. print- 
makers is the newly formed Print 
Council of America. Some forty au- 
thorities—museum curators, collec- 
tors, artists, dealers—will work to- 
ward the stimulation of interest and 
support of contemporary print-mak- 
ing. Private intelligence rumors that 
they will start by staging simultane- 
ous and identical exhibitions in 
various museums about the country 
sometime in 1958. 

Another step in the same direction 
is the Society of Ohio Print-makers, 
recently organized at the art depart- 
ment of Bowling Green State Uni- 
versity. Its aims are to aid and en- 
courage local artists by promoting 

exhibitions, lectures, newsletters. 
A $50,000 Rockefeller grant en- 

abled that efficient group, The Con- 
temporaries, to expand their own 
graphic workshop in activities, facul- 
ty and space, and to assume re- 

sponsibility for print-making courses 
at the Pratt Institute, Brooklyn. 

Museums did well for the print- 
viewing public. In Holland, the print 
section of the monumental Rem- 
brandt exhibition received a great 
deal of attention and approbation. 
The British Museum completed the 
memorable Rembrandt year by their 
show of his prints in March. Gau- 
guin too, came in for attention: a 
splendid show of his prints was 
staged at the Bibliothéque Nationale 
in Paris and his prints and draw- 
ings were part of the retrospective 
given at Wilde nstein, New York. The 
major American print exhibition of 
the year was the show entitled 
“Prints 1400-1800." This grvatest 
assemblage of rare prints ever 
gathered from American collections 

was shown at the Minneapolis In- 
stitute of Arts in November and 
from there will tour the nation’s 
museums. Finally, the most complete 
collection of the graphic work of 
John Sloan was shown at the Phila- 
delphia Museum of Art. 

The monoprint 

Since the Renaissance, the monotype 
or single print, has fought for recog- 

nition as a medium. Since one of 
the major assets of the print is 
multiplicity, this waif of graphics, 
which stands in a shadow-land be- 
tween painting and print-making, 

has had a difficult time in asserting 
its legitimacy. However its direct- 
ness of expression, its spontaneity 
and freshness, all speak well and 
loudly for its claims to fame and 
support. Robert Broner, a student 
of Hayter’s “Atelier 17,” has evolved 
a technique that he calls “mono- 
print.” This is a variation of the 
traditional monotype. Boner further 
labels his technique “texture im- 
prints” because of his exploitation of 
the textures of woven fabrics. In 
his Modern Monarch and Coalyard 
on the Harlem, the open mesh or 
tightly woven textures of various 
fabrics are dramatized by strong 
colors and contrasted by flat black 

JANUARY 1957 

areas. His subjects — subways, 
cavernous stations—are particularly 
suited to his technique: the tactile 
qualities of the textures lend them- 
selves to the architectural and 
mechanical details of the subjects. 
Broner’s preoccupation with tech- 
nical mechanics fortunately has not 
led to superficial effects. 

January color-prints 

Galerie Moderne has commissioned 
editions of color lithographs by 
French moderns that are pleasant 
and decorative if not major works. 
Marzelle’s Cézannesque landscape 
has vibrant color areas of rose, 
purple, green, blue, yellow, black 
and violet—it is a perceptive piece 
of high intensity. Lhote’s Carden in 
Mirmande is a demonstration of his 
supple and reflective art; design 
elements are geometrically tran- 
scribed through contour and color 
by a clear articulation of planes, 
subtle composition and juxtaposition 
of orange, blue, black, green, white, 
pink and yellow. Quartet by Camille 
Hilaire, a student of Lhote’s, is a 
stylized, brittle and decorative com- 
position of musicians grouped 
around a piano. The colors are ep- 
plied in vertical planes at once com- 
plex in the over-printing and har- 
monious in the resultant tonalities. 
Bezombe’s Notre-Dame de la Pein 
ture is a mother-and-child portrait 
done in a vigorous calligraphy that 
segments the subject in a mosaic- 
like pattern of color areas and 
graphic details. Marco Richterich’s 
Sagrada Familia is a silhouetted 
profile of a skyline in grey, black 
and gold. Roderick Mead’s Diving 
Bird is a dynamic engraving on 
wood of a sea bird swooping on to 
its fish. Its deep marine colors em- 
phasize the drama of the scene. 
Drewes’ vertical block, Marseilles, 
is a composite conception of that 
city in an Impressionist technique. 
Emil Weddige’s portrait of two 
waifs against a background of a red 

brick wall and a green fence is a 
good example of this artist’s ability 
to capture the wistfulness and the 
vulnerability of children. Edward 
Giobbi’s Treasure is a simple but 
delightful arrangement of floral 

forms on the block in parallel and 
vertical segments. The grainy tex- 

ture of the block makes an appropri- 
ate background. Rogalski’s Scabiosa 
is a brilliant display of his burin 

The thorny forms of his 
crisply cut and 
Leo Meissner’s 

wizardry. 
plant subject are 
delicately defined. 
wood engravings of city architecture, 
Skyscrapers and Fingers to the Sky, 
display his knack of selecting dra- 
mati¢ subject matter and engraving 

it on the block with dynamic 
rhythms and excellent color sense. 

Throughout America 

The print department of the Boston 
Public Library is exhibiting the 
lithographs of Henri Fantin-Latour. 
Two hundred of his prints give an 
accurate estimate of his diverse and 
distinct variation of methods—his 
broken line technique in rich blacks 

[Continued on page 58] 

NEW YORK GRAPHIC SOCIETY 

ART BOOKS 

ruly distinguished volumes, 
universally acclaimed for their 
magnificent reproductions. 

from the Great Masters of the Past series: 

RAVENNA MOSAICS, Text by Guiseppe Bovini, trans- 

lated by Gustina Scaglia. 

Aline Saarinen, New York Times associate art critic says “This book 
is an eye-filling treat . . . the large plates, including sple ondid details, 
show well how magnificently the images were suited to the mosaic 
medium.” 46 full-page six-process color plates and 11 black and 
white illustrations. $20.00 

LOUVRE: Masterpieces of Italian Painting. Text by Germain 

Bazin, Chief Curator of Painting and Drawing at the Louvre, trans- 

lated by Ruth B. Davidson. 

“A handsome volume . . . the introduction is an interesting socio- 
economic document of how art follows we alth and power. The meat 
of the book lies, however, in the plates,” Aline Saarinen, New York 
Times. The 43 plates are : supe rb selection from C tmabue and 
Giotto through Massacio, da Vinci, Michel: angelo, Titian to Veronese, 
Tiepolo and Guardi. $18.00 

ITALIAN PAINTING: 12 centuries of Art in Italy. 

Text by Edith Appleton Standen of the Metropolitan Museum. 

“An unusually ambitious undertaking.”—The New Yorker. “Unques- 
tionably one of the best art books of the year,”—Aline Saarinen, New 
York Times. “Has a warmth and a personal quality rare in picture 
rodeos of this kind.”"—Francis Henry Taylor, New York Herald Trib- 
une. With 86 full-page color plates. F $20.00 

ANTONELLO DA MESSINA, Text by Stefano Bot- 
tari, translated by Gustina Scaglia. 

The first definitive study in color of the work of the powerful young 
Renaissance artist. “The first good reproductions anywhere of the 
San Gregorio polyptych in the Messina museum and the wonderful 

Annunciation from the Syracuse, Sicily Museo Nazionale . . . the 
colorpl: ates (45 of them) are worth by far . . . the price of the book, 
and perhaps more,” says Alfred F ‘rankfurter w riting in Art News. 

$18.00 

All volumes in this series are 114” x 15” with from 43 to 86 
full-page four-to-six-process color plates, plus black and 
white illustrations in text. Hard-cover buckram bindings. 

. Book designs by Eugene M. Ettenberg. 

At all fine bookstores 

The New York Graphic Society 32-page art book catalog contains 
257 small color illustrations of ple ites from these magnificent books, 
describes over 80 beautiful art books priced from as little as $3.00 

to one exceptional Picasso folio at $225. If you do not have a copy, 
send one dollar today to 

NEW YORK GRAPHIC SOCIETY 
95 East Putnam Avenue, Greenwich, Connecticut 

Publishers of the UNESCO WORLD ART SERIES 
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Reviews and previews 

Jan. 2-Feb. 
a “themes” 

Fernand Léger | Janis: 
2] is being honored with 

show well and articulately designed 
to trace the imagery employed in his 

Significantly, 

though the motif 

goes as far back as 1909, motifs used 

most important styles. 

houses-and-trees 

between 1929 and 1940 are quite 

unillustrated. 1940 marked a turn- 

ing point, for at that time his 

Couleur en dehors appeared—a sign 

that his world of form had acquired 

in easier, more kinetic energy and 

his line been liberated from the 

Cubist schema and the monumental 

trademark of his 

From 

weight that was the 

volumes then on, geometri 

the wheels that had seemed dynam 

ically passive when he painted fac- 

tories and docks appeared as the 

fleet machines of cyclists. While, in 

1920, he had “animated” landscapes 

with figures, the latter long remained 

when odalisques sat or 

reclined at breakfast; and not till the 

titanic, as 

artist’s imagination attached itself 

to the gaiety of picnics, sports and 
the circus, did the cylindrie al phy- 

sique—converted to outlines—assume 

the flexibility of real men and wom- 

en. Literally the cylinder and the 

ring had taken flight as disembodied 

colors and integrally played like dol- 

I livers. I phins among the éger, how 

Hyde Sok 

~ & conquest, 

mons ¢ 

A realizat 

20 

abandoned his 

Cubist sense of form. In the ‘forties, 

whether of leaf or 
tended to be 

ever, never wholly 

wavy movement, 

human limb, disci- 
plined, while half-moon and pointed 

traced from the first 

the analytical “con- 

(his 

ovoid can be 

trees through 

trasting forms” most abstract 
style) up to the skirt of the circus- 

dancer in the ‘fifties. Prices un- 
quoted. P.T. 

Bernard Buffet ([Knoedler) came 

attention in Paris shortly 

last World War. He then 
seemed to be a rather timid follower 

of Gruber, whose “poor” and “thin” 

to public 

after the 

paintings (Gruber had tuberculosis) 
Buffet flattened 

cil drawing over the wet pigment in 
out, adding pen- 

a conventional handwriting pinched 
Paul Klee Paris 

was just beginning to discover). The 

thinness of Buffet’s 

related to the 

concentration-camp 

from (whose art 

immedi- 

the 

The 
thinness of his plastic invention was 

hgures 

ately horror of 
experience. 

not considered too surprising in so 
immature a painter (Buffet was 

1928). That Buffet quickly 

became a spectacular hit in a fash 

born in 

ionable world which has nothing to 

art-world was equally 
The 

do with the 

unsurprising Parisian merchant 

black-market 

black-market 
symbol 

or tourist, eating his 

steak, bought with 
money, needed a luxurious 

of the European tragedy in his salon. 
The the the 

easier it is to read the slogan—Et 
less art in symbol, 

in Buchenwald ego. The luxury 
comes from the chic that fashion 

attached to Buffet’s signature and 

to the rising prices that dealers at- 
tached to his labels. There was 

something rather monstrous about 

this until the moment when Buffet 

became an enormous financial su 
with a Rolls, a palace, a well 

sex-life. Then the 

affair became a farce—rather like the 
confessional Pauline Buonaparte had 
installed in the wall next to her 
bed. She planned religion into her 
venial sins; the public that ‘ikes 
Buffets clans a pinch of Angst in 
its canapés. The new paintings in 

Buffet’s first New York one-man show 
(he has appeared in almost every dis 

Madison Avenue) 

cess 

advertised whole 

play window on 

are the same as ever. Quickly exe 
cuted in series—true buck-eyes—thin 

as ever, with a flower or thin an 

tique here and there, they are as 
bland and as dehumanized as a Pet 

ty girl or an Eames chair. Two land 

hint that Buffet 
talent as a scene-designer. Per- 

scapes may have 
some 

Jane Wilson's Kimono: 

“the artist as an actress” 

haps he could do sets for a Billy 

Rose musical based on 
Codot. But nothing could be more 

revealing of Buffet’s comic “Poverty 
for the Man Who Likes General 
Motors,” than to compare his 
clichés with Beckett's profownd and 

sense of the desolate and the 

T.B.H. 

remotely 

tragi 

poor. Prices unquoted. 

Jane Wilson (Hansa: Jan. 21-Feb. 
9], in her third show, begins where 

last left off: Sun Room 

sparely and elegantly furnished, con- 
nects blue-violet grapes, dusky green 

rattan trans- 

formed to mauve, with white: snowy 

white scrubbed in by the window. A 

New York room on a brilliant winter 

day in After that, the 

cut white and (for the most part) 
black out of her palette. Kimono is 

self 

her one 

leaves, a chair-seat 

lowa. artist 

a dramatized and projected 
portrait. 'n a swimming green sur 
round, a left 

right hand resting on her left breast 

bone, a dagger thrust of red pendant 

from a crooked elbow, disheveled hair, 

the suggests Henry 

the artist 

cup in her hand, her 

mask, it 
* Tragic 

Jane " on 1 

face a 
James’ Muse 

as actress a natural, 
intuitive painter. Her tradition is that 
of the 

school whose nineteenth-century hero 

eclectic, cultivated artist, a 

is Delacroix, and membership in it 
preclude membership in 

Long Island Land 

com 

does not 

any other school 

this reviewer, so 

its directional 

scape is, to 

plex a work in con 
trol of the 

conscious and 

“loose” brush-stroke, in 

intuitive use of color 

value, is such an intricacy of ab 

stract and real (real trees on the 

skyline, a real Atlantic Ocean), at 

once a triumph and defeat of ecle 
ticism, that he finds a short review 

not long enough for the exegesis it 

deserves. Prices unquoted 1s 

Hyde Solomon (Poindexter; Jan 
7-26] has an extraordinarily varied 

(not disparate) show. There are two 

improvisations on the nude (the left 

hand figure in one is a tour-de-force) 

that are part of a Bathers series. In 

Rock Fence, a that looks 

done on-the-spot, the lightness 
is in the rocks which are kept from 
floating away by the 
above the high fence-horizon 

mon is a mountain lover) and by the 

mossy blues and violets of a tree 
trunk on the left. Autumn 

is a studio evocation in which tube 

painting 

airy 

dense greens 

(Solo 

Vermont 

colors are equivalent to ripe leaf col 

ors, among whose flat, scrubbed and 

pleated areas lurks autumn herself: 
Who hath not seen thee oft amidst 
thy store? In Clearing, Solomon vio- 
lates his memory-Impressionism by 
the Action-Painting blue strokes in 
the top third of the picture: boughs? 
sky? dashes of blue paint? or, just 

the painting needed? There 
are two portraits (of the painters 
Rosemary Beck and John Helicker), 
and an oil on paper series of a 

what 



Fernand Léger’s Reclining Figure 

“when odalisques reclined at breakfast” 

woman, that combine strong drawing 

and lightly chequered flat color mod 
eling. Solomon's native, trained gift 

as a draftsman is getting into the 

picture, (the 

edge where sky 
delicately whittled 

and 
f{utumn) 

too 

mountain 

Each painting 
reali- 

join 
in Vermont 

is an extension, a conquest, a 

zation. Prices inquoted., J} .S. 

Marie Laurencin | Rosenberg], who 

died last year, received as graceful 
a tribute as could have been wished 

I and chief her dealer 

line of legitimate 

she 

lifetime 

In the 

Parisian lady 
erged as a sort of Cocteau, stylizing 
masculine derivations from Picasso's 

creating—at least 

female  ;hysi- 

from 

collector. 

painters, em- 

cireus figures by 
after 1913—a 

ognomy and a spirit of lyric dvcad- 
ty ped 

ence in daringly cosmetic color:. She 

was quick to acquire and to di. ard 
Matisse’s innovations, 

her forms take their 

firmness of character from pure yet 
their 

Picasso’s and 

vet vaporous 

subtly elided planes, given 

poetry by soft contours and the moist 
look that was her special contribu 
tion. Obviously pretty enough to ex 

ert a disastrous influence on later 

“feminine” painting, she is, when at 

her best, an eloquent talent in the 
School of Chic. Prices unquoted. P.T. 

Bérard [lolas; to Jan. 

a welcome reintroduc- 

public, 

first 

by 

Christian 
15], enjoying 

the 

School 

Manet 

Picassos. 

was 

nour- 

Blue 
sensitive 

American 

of Paris 

ished by then 

and Rose If his 

drawing was fledged through Picas- 
so and association with Tchelitchew 

in the Neo-Romantic Group, his lim 
some of 

tion to 

of the 

and 

nidity of surface revived 
Manet’s genius for pearly flesh and 
that distinctive, poetic Paris twilight 

put by French into 
their palettes regardless of subject. 
Probably most precious of all here 
is the communication of the human 

glance, not primarily from the por- 
traits (of which the famed 

singer Damia), but from the little 
girl, the kneeling young man, the 

hermaphrodite and several lonely, 
worried-looking heads. Not particu- 
lar persons but a special sort of soul 
seems to gaze from these walls. It 
is a pathos that has been tarnished 

Impressionists 

one is 

with the term “neurotic,” and more- 
over, in the kneeling figure, suggests 

the (present directly in a 
group of charming drawings of sets 

and costumes), but rather this patk- 
os is a pure declaration of the hu- 
man experience: at sad and 
serene, passionate and reserved. No- 

tice how the dual nature of the her- 
maphrodite is discreetly reinforced 

by the vertical bust within the hori- 
zontal space, and how smooth is the 
painting as such, till the head is 
reached—-when the strokes make a 
veritable dance of opposed directions 

and how, finally, decisive the work 

is as the image of a sin- 

gular enigma. It is first-rate paint- 
ing and beautifully supported by 
the repertory of its companions, all 
revealing an elegance of style as- 

tonishingly fortified by its fragility. 
rrices unquoted. P.T. 

theater 

once 

compact 

Barbara Hepworth’s (Jackson; to 
Jan. 26] radicalism in 
sculpture, doubly 

conservative 

fathered by Bran- 
cusi and Moore, escapes banality only 
by the infallible that 

it. Her new group of carvings, 
paintings and drawings, 

eled to seven museums and galleries 

throughout the country before arriv- 

ing in New York, has had added to 

bronzes 

taste perme- 

ates 

which trav- 

it some very recent pieces 

whose planar nature makes them like 
rough skins peeled from her familiar, 

sometimes grand, wood and marble 

Actually set next to Brancusi, 

looks charac 
anonymous than ab 

stract. Yet there is no denying the 

value and validity of her sculptural 
“ideas”: upright Cubist planes in 
white marble half-an-inch thick look 
like a group of people, and an in- 
ternally carved oval approximates the 
Greek “breathing 
over which the finest 

the form as you 
move around it. Nothing is wrong 

with the genre of Miss Hepworth’s 
sculpture, but she proves that great 
art does not depend on strictness 
(she is strict) but on greatness. 

$150-$4,500. P.T. 

ovoids. 

her oeuvre strangely 

rather terless: 

ideal of stone” 

through 

re-create 

and 
shadows 

Gregorio Prestopino [A.C.A.; Jan. 
7-28] exhibits watercolors of Harlem, 
a svcial comment in colors with the 

. \ 

NI 

B. F. Dolbin’s Léger, pencil: 

“became an obsession” 

luminosity of artificial lights, and 
lovirgly defined silhouettes of black. 
His content is work and life; his 
form is a graphic pattern that makes, 
as a frame does for a picture, a deco- 

rative presentation for the subject, 
and derives not from the subject, but 
is taken ready made from the world 
of art. And so his paintings say 
something on two levels: on the sur- 
face they express the desire to have 
sympathy—an anthropologist’s look 
at the environment he chose to de- 
pict—and they express the desire to 
have this sympathy be artistic. He 
knows art and his knowledge is put 
to use. On a deeper level they say 
that art and life are separate, be- 

cause the decorative pattern made 
for quick assimilation of the message 
(this has to be carefully worked out, 
for he is neither Action-Painter nor 
Impressionist) is a form to which 
the human content is adjusted. The 

design is deliberate and sweet, but 
then too; a matter 

of choice, the result of thought. $250- 
$300. F.P. 

the content is, 

Sanson Flexor [de Aenlle: Jan. 

7-26] was born in Rumania, worked 
and studied in Paris and now main- 
tains headquarters in Brazil. This is 

first in New York and it con- 

sists of several series of paintings 
a six-year period. All are 

geometric abstractions. The theme 
which runs through most of them 

is the construction of perspective in- 

his 

covering 

“impossible” spaces ox 

cupied by which 

run rapidly away three 

ally to be metamorphosed into two- 

versions 

planes seem to 

dimension- 

dimensional systems. There are many 
arresting ideas: optical ambivalences 
of various kinds; returning diagon- 

als; concealed verticals and horizon- 
tals; overlappings and transparenies. 
There seems no end to his powers of 
invention. The most recent paintings 
superficially resemble some of Kand- 
insky’s last paintings, but the ideas 
are quite different. Flexor is sug- 
gesting that a flat surface can be 
made to appear curved. Lines indi- 
cate the limits of invisible planes. 
Colored planes become the reflec- 
tions of light on invisibly swelling 
surfaces. Although his attitude is 
impersonal, this is not to say that 

these paintings are without emotion. 
It is an emotion stirred by a mastery 
over space, movement and illusion. 
$200-$750. L.c. 

Jan. 

in- 

Celleen Browning [Hewitt; 
14-Feb. 2] continues to paint 
souciant Puerto Ricans, gaily dressed 
Negroes and several subjects from 

the West Indies. It is a bright shiny 
America, as glossy and unreal as 
the magazines from which these pic- 
tures appear to have strayed. They 
are either like advertisements or il- 
lustrations. She uses an exaggerated 
“slice of life” technique and _ this 
has something to with the in- 
sensitive division and subdivision of 
her picture planes. There is curi- 
ously uniform atmosphere. She pro- 

jects everything in a neon-lighted 
dream-world, except for the West 
Indies paintings, and even in these 
the atmosphere is stagey. She has a 
habit of using large sections of very 
bright color juxtaposed with moody, 
tonal passages—like taking a piece 
of Stuart Davis and combining it 
with a painting by Dean Fausett. It 
is not her subject, nor the fact that 
she works naturalistically and with 
precision, that is disturbing; it is 
the feeling she gives of bright in- 

Prices unquoted. L.c. 

do 

sensitivity. 

B. F. Dolbin [Fried; Jan. 7-31 
has been sketching leading European 

American personalities, partic- 
ularly in the arts, since the 1920s. 
What started as a hobby 

came an obsession, and Dolbin 
made over six thousand on-the-spot 
character studies, The sixty pen and 
pencil drawings on exhibit, though 

they border on caricature, are sym- 
pathetic and incisive. $100-$300. 1s. 

and 

soon be- 

1 
1as 

Alfeo Faggi (Weyhe; to Jan. 23) 
is showing contemplative, even in- 
troverted sculpture and drawings. 
His low reliefs and drawings develop 
from a preference for extreme top- 
or side-lighting and often emphasize 
the superciliary arch—as in the re- 
lief of The Three Marys and the 
drawing of Toscanini. Prices un- 
quoted. H.D.H. 

Puerto Rican art [Riverside Mu- 
seum; Jan. 6-27] is a praiseworthy 
attempt at offering a comprehensive 
view of paintings, prints, drawings, 
potteries, posters and mural sketches 
by twenty-five artists now living and 

Puerto Rico. Most of 
into 

working in 
them are young and have 

prominence in the last 

Although the prints and posters have 
vitality, as a whole the 

interesting from the 

anthropology than 
The are 

uncertain. 

come 

ten years. 

a certain 

show is more 

standpoint of 
esthetics. 

and 

paintings 

Although 

the and Gov- 

ernor Munoz-Marin (a Harvard man) 

make Puerto 

frora 

dispirited 

present government 

trying to 
industrial 

been 

Rico a modern 

and have been encouraging 

one cannot speak of a “renaissance” 

have 

country 

culture, 

~ (to refer to a statement made by this 

Museum) nor, properly speaking, of 
a birth. There no in- 

digenous roots for a sophisticated 
art in Puerto Whatever 
ergies there are must go into other 
things. Puerto Rican artists are com- 

their art is con- 

anti-Yankee car- 

Only Lorenzo 

are simply 

Rico. en- 

and docile; 

Even their 

lack intensity. 

pliant 
fused. 

toons 

2] 



Reviews and previews continued 

Salvador Dali's Assumpta Antiprotonica 

+ 

Sister Mary Corita’s untitled serigraph: 

“light-hearted” 

Homar’s graphics have quality, but 

it is a Mexican quality. The others, 
even the most acceptable, such as 
J. A. Torres Martini, Julio Rosada 

del Valle, Hernandez Acevedo, 
Rafael Tufino, J. Melendez Contreras, 
Carlos Raquel Rivera, have few dis- 
tinctive qualities. There is aot even 
a competent academic painter among 
them. Prices unquoted. L.C. 

Gifford Beal [American Academy 
of Arts and Letters; to Feb. 15] died 
in 1956 at the age of 77. He was an 
independent, generous and well- 
loved man who exhibited in the 
“rmory Show of 1913. Most of the 
paintings in this memorial show 

22 

. 

on simi- 

seems to 

have a modest insistence 

larities of things that he 
have taken at the word of someone 

whose head was stuffed with plati- 
tudes. None of the people depicted 
by him look at you. The circus rid- 
ers are as real as store-window man- 
ikins. Skin is as like sky or wall as 
wall or sky are like each other or 
like skin. Surf against Rocks, with 
the detail of a small house in the 
background, and full of the force of 
the has the depressing effect 
of human absence: because no one 

was involved, it expresses no de 
tachment. The profiles of the watch- 
ers in Yacht Race have the inno- 
cent seriousness of people for whom 

sea, 

fun is no release from tensions never 

felt. Beal, the youngest of six 
children, at his father’s insistence, 
graduated from Princeton before 
he studied art. On his honeymoon in 
Europe he avoided Paris, going to 
Munich to study, and to Norway 
and Italy. Impressionism came to 
him at second hand: he derived 
from the derivative. His avoidance 
of Paris showed a preference for 
provincialism, which expressed the 
provincial society he preferred. In 
the nineties he exhibited at the Na- 
tional Academy, and before the first 

World War, he was regularly mak- 
ing $5,000 a year from his art. 

Sometimes nothing fails like suc- 
cess. Prices unquoted. F.P 

pic- 

not 

Rufino Tamayo’s [Knoedler] 
ture-painting ability has been 
able for achieving distinguished de- 

signs and color-combinations and al- 
together for giving the impression of 
being the precise message of an 
artist of strong personality if not 
very original gifts. As indicated by 
his latest show, this ability has fad- 
ed, so to speak, into the wall, and 
while its signature prevailed, one 
was aware of empty grounds wilting 
for lack of an authoritative concept 
to command and absorb them. Were 
they pining for the walls of s chap- 
el? Perhaps that is what would best 
suit, at this stage, Tamayo’s Picas- 
soid fetichism. Something is re 
quired to lift this artist from the 
professional trivia—bordering on 
postcard fanciness—into which his 
South-of-the-Border Parisianism has 
slipped. P.T 

Tenth-Street group (Tanager; to 
Jan. 17) is an all-star show of one- 
new-work-each by twenty-five artists 
who live and/or work on Tenth 
Street. What to single out in this 
co-op Mike Todd production, even 
though not all the work was avail- 

able for preview? First, the sculp- 
ture. George Spaventa’s mesa-top 
allegory about a man leaving his 
home—a cross between a hacienda 
and a prefab—and walkiag right out 
into the open! The tops of two trees 
grow out of the roof, their thin trunks 
wind down like vines into the arid 
but sufficiently nourishing soil. There 
is a nice big boulder behind the 
house, where it belongs. And other 

detritus is lying around. The work 
is deeply felt, and completely ex- 
pressed. Then there is Gabe Kohn’s 
wood stele. It starts on the ground 
and grows up like an elevator, past 
four scraped branches for up-rights 
when they are needed, through a 
thick middle, to a diagonally sliced- 
off mushroom cap, or dome: a hu- 
manizing of purist theory, a work 
as satisfying to sit and stare at as it 

is to sit on a capstan and stare at 
the harbor. Among the works in 

oily and wet mediums: an orange 
Angelo Ippolito, cracking at the 
middle like a red-hot fire box with 
a few bits of green and other 
primary cinders glowing through; 
Saul Leiter’s lovely Wave, crashing 

and spraying on from Jackson Pol- 

lock’s grand inundations; Charles 
Cajori’s Abstraction, painstaking and 
methodical, achivves the spontaneity 
of June lst, the summer solstice, 
when the greatest variety of wild 

flowers are in bloom. And the other 

twenty stars (no bit-parts) in no 
particular order are: Michael Gold- 
berg, Martin Craig, Steve Wheeler, 
Al Kotin, Bill King, Albert Swinden, 

James Rosati, Pat Passloff, Howard 
Vita Petersen, Philip 

C-uston, Robert Bek-Gran, Ruth 

Abrams, Al Jensen, George Cavallon, 
Linda Lindeberg, Esteban Vicente, 
Ludwig Sander, Milton Resnick and 

Pedersen, 

-Willem de Kooning. Prices un- 
quoted Js. 

Salvador Dali (Carstairs; to Jan. 

5], all his little golden hands en- 

crusted with diamonds and pollen, 
large and small, from Vermeer (nat- 
urally), Seurat and Kandinsky, re- 
turns with incontrovertible evidence 
that Catholicism has not, as feared 
by Alain Jouffroy, “carried him away 
to that glacial region, without love 

or dreams, where chastity reigns.” 

The evidence is chiefly in the form 

of chastely scatalogical fantasies 
practised with princely impartiality 
on a Petty Girl and the Virgin. But 
the devilishly ingenious habit Dali 
now has of putting Vermeers in a 
stereopticon hall of horrors, giving 

an Assumption precipitous close-ups 
of El Greco draped robes, and im- 
parting to an Annunciation lily the 
look of an instrument of rape in the 
hand of a cyclone, posits a Leonardo 
of the nether worlds—even though 

the Madonna seems bound for 
Heaven with all the impatience of a 
rocket-ship leaving for the moon. His 
reason for thinking of Velasquez’ 

calligraphic lace (isolated from con 
text) as consanguineous with Kan- 
dinsky’s geometrized atoms, and of 
Seurat’s “confetti” as discontinuous 

rather than continuous matter, is 

legitimately private and symbolically 
relevant to form in painting. But 
Dali is a flatterer of the modern art 

seeks to save with pieces of 
“bleeding truth.” His pictures’ flesh, 

of course, never bleeds except with 

the stigmata of arbitrary ozone, 

which he inserts between fragmented 
bodies with surgical precision. His 
art canon is explicitly a jigsaw 
Magic-Realism in 3-D. Destined to 

make the innocent (a cauliflower 
under rexing light, for example) 

sinister, and the sinister (a monk's 

carnal traumas, for example) in- 
nocent, Dali is perhaps not such a 
bad Catholic after all. He is in love 
with the Raphaélesque and love is 
an infallible savior. It saves even the 
redundant miniaturism he 
from Meissonier and the linear deli 
rium tremens he lately culled from 
Mathieu. Prices unquoted P.T 

he 

culled 

Sister Mary Corita [Contempo 
raries; to Dec. 31] teaches art in the 
Immaculate Heart College in Los 
Angeles. She is showing light-hearted 
abstract serigraphs on _ religious 
themes many of which incorporate 
gay if distracting areas of lettering. 
A charming version of the marriage 
at Cana has the guests deployed on 
Bertoia chairs. $20-$100. H.D.H 

Modern paintings and sculpture 
{Fine Arts; to Jan. 12] includes 

bronzes by Barlach, Kolbe, Maillol, 
Rodin, Lipchitz, Picasso and G. 
Marcks; there is Maillol’s terra- 
cotta Leda; the Rodin bronzes are 



sinall separate figures, apparently 
sketches for the Burghers of Calais. 
The paintings, drawings, watercolors 
and pastels are by Vuillard, Daum- 
ier, Utrillo, Dufy, Cross, Delaunay, 
Derain, Renoir, Morisot, Braque, 
Méller, Lanskoy, Dubuffet, Manguin, 
Nolde, Barlach, Lipchitz, La Fres- 
naye, Picasso, Jawlensky, Kirchner 
and Marini. The diversity of the col- 
lection has personality: it was as- 
sembled with an eye for quality in 
the atypical and a willingness to take 
chances in well-known fields, that 

shows that vitality was wider in 
these fields than one is likely to re- 
member. Manguin, Jawlensky and 
Cross, who are not often seen, are 
represented by works that make you 
pay attention—Maenguin’s landscape 
being as good as the works of most 
Fauves. The Utrillo watercolor of a 
reflected mill is not a repetition of 
his usual street corner, and stands 
up without familiar support. Mor- 
isot’s pastel head on pink paper and 
Nelde’s watercolor also make you 
pay attention. Marini’s life-size, 
green and red oil of three nudes is 
two thirds Cubist, one third Marini, 
and proves him a painter as well as 
sculptor. Prices unquoted. F.P. 

Charles Seide [ Artists’; Jan. 5-24), 
who lives in Great Neck, Long Island, 
and has taught at the Brooklyn Mu- 
seum, puts scholasticism to good use 
in a set of seasonal, abstract land- 
scapes. Everything external counts: 
where the sun is located, when pres- 
ent; the shape of the canvas: the 
palette. In 7, for example, autumn, 
like a wave, flings up into the white, 
yellow and green of summer's end. 
Or is it spring’s return? Anyway, 
each season gets two pictures, and 
the heart of the sequence is 4, a 
necessary imbalance. Four large char- 
coal drawings of winter trees are a 

return to direct subject. The se- 
quence can be read simply ] to 12, 
but the show is more interesting than 
that. Prices unquoted. Is. 

Zoltan Sepeshy (Midtown; to Jan. 
19], the head of Cranbrook’s art 
school, finds more reality in art than 
in nature, and finds more surprises 
in the artificial than in the natural. 
Or perhaps an existent theater stim- 
ulates his imagination more than 
the theater he imagines. His imagin- 
ary landscapes are schematized, and 
the ones he either took directly from 
nature or from the first sketch are 
balanced to immobility: warm col- 
ors seek one tawny level; cool ones, 

a single level of rawness. Rock Gar- 
den has triangular leaves, square 

rocks and irregular blossoms all of 
approximately the same size, weight 
and intensity; Flight, with its fore- 
ground running women expressed as 

slanting quadrants, is an intellectual 
flight, and the background city they 
flee from or toward is highly gen- 
eralized. But Exit, which seems to 
be on the stage, and Church Still-life 
are the richest, roundest, most spe- 

cific and varied paintings of this ex- 
hibition. Prices unquoted. F.P. 

Seymour Remenick [Davis; Jan. 
10-Feb. 2] shows small wash draw- 
ings of Gloucester, Mass. and Phila- 
delphia, Pa., his two homes. Remen- 
ick was a gifted Hofmann student 
who reacted strongly against New 
York and the New York School. It 

has not made him a reactionary. In 
search of his own real, he chooses 
his own masters, and from this show 
one may deduce a few, including 
Fragonard, and Fragonard’s friend, 
Hubert Robert. Market Place, Phila- 
delphia, a sepia wash in which the 
darkest tone is the shadow under a 
canopy, is absolute in its economy: 
just sepia and the subtle beige of 
the paper. Each drawing is another 
exploration of the possibilities of 
wash: an opaque blue at the hor- 
izon changes the transparent blue- 
grey above into the thin penumbra of 
a partially overcast sky (Boudin). 
Cathedral and Bridge, dilutions of 

black on pink, warmed at the heart 
with a few strokes, recalls in com- 
position “a distant prospect” by 
Constable, and in use of color value, 
Christian Bérard. But Remenick is 
an American painter: linear blue 
rooftrees and ocher masts on white 
in a Gloucester scene, summer jazz, 
a touch of John Marin (or Guardi), 
and of Winslow Homer and Eilshem- 
ius at their most direct. All these 
masters are in these drawings: in 
hints and touches, but not in minia- 
ture. In no sense is this doll-house 
art. Of course most present of all is 
the master-teacher, Hans Hofmann, 
whose own paintings say that the 
strength of a work of art must be in 
the work itself (where else could it 
be?). Finally, these are not mere ex- 
ercises in mannerism. Remenick is 
always himself. His work has a kind 
of clumsiness, a telling lack of 
facility, a crabbed independence. 
$35-$100. Js. 

Pehr [Passedoit] lives in Seattle 
and comes from Scandinavia. This 
was his first show in New York. His 
small gouaches are personal if rather 
uneven. But they have mystery and 
feeling. Each one is a tiny view of an 
untroubled spirit; as secure as icons. 
They are pictures of birds and peo- 
ple protected by something inde- 
scribable. One is called A Christmas 
Landscape; the color ranges from 
the clear and sparkling to the mud- 
died and _ cotton-woolly. The eye 

skims over the surface, then siaks 
in and slows up. The technique and 
drawing are awkward but exactly 
right for how he is communicating. 
The arrangements suggest Eastern 

influences. $25-$75. L.c. 

Matta [Moskin; Jan. 15-Feb. 9] in 
a retrospective exhibition of draw- 
ings that date between 1937 and °56 
develops from protoplasmic Surreal- 
ism to Surrealist sociology and sci- 
ence-fiction. In the earlier phase, 
the color is anti-illusionistic, i.e., 
blue or red are the same in the fore- 
ground and in the distance, so that 
the result for the spectator who, in 
spite of himself, depends on illu- 
sion, is to make the scale very 
small, suggesting a microsm—as in- 

deed the world of protoplasm is. If 
the scale still seems large, it is with 
the largeness of introspection. But 
in the later drawings, there is a 
remoteness, as if there were spread 
out before you a choreographic plan 
to show social relations of domina- 
tion and submission. Sex, the dis- 
guised pornography of the early 
drawings, becomes sociology and 
statistics: he moves from Joyce to 
Kinsey. The vaguely human anatomy 
of the first drawings is now vaguely 

Matta’s untitled crayon drawing, 1939: 

“disguised pornography” 

Seymour Remenick’s Bridge over Schuylkill, watercolor: 

“is always himself” 

Louise Nevelson’s The Village, wood: 
‘ 

insect, and the color has only as 
much significance as color does on 

a map. The figures now mean rela- 
tion to the group, as the varieties of 
ant anatomy express the division of 
labor in the ant-hill. Matta seems 
more and more to be concerned 

with meanings and to scatter around 
the paper visual puns and ambigui- 
ties corresponding to written ones 

in the titles, like “oeuficiency,” 
whose connection to the meaning 

of the whole is that in the actual 
world sex and economic relations 
get mixed up. Prices unquoted. F.P. 

Louise Nevelson [Grand Central 
Moderns; Jan. 4-23] takes for her 
theme in this exhibition the forest, 
in large, in detail and in what it 
contains. It is like a construction by 

‘roughest wood for a village” 

a child all over his playroom, with 
the child’s ingenuity for seeing rela- 
tionships that adults would not have 
suspected. This exhibition is made 
up of assembled mill ends (from a 
lumber yard) more fascinating than 
accurately matching blocks: curved 
triangles left over from the jig-saw, 
ends of planks from the outside of 
the tree, and rough pieces, split and 

irregular, of no use for lumber. A 

huge plank from just the 
bark with its 
izes the largest trees in the forest 

(it was cut from one); oblong 
blocks with turned pieces or drilled 
holes are figures; jig-saw crescents 
are leaves on the forest floor. A line- 
up of these pieces suggests by its 
scale a distant view; and, out of 
contrariety, only the roughest wood 

below 

curved sides symbol 
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ised to stand for the artificiality 

The exhibition is 

painted black—there is 
f a village pre- 

minantly 

i little white and blue. Miss Nevel- 

son finds the cast shadow to have 

equal significance to that of the 

shape that casts it, and to be part 

of it: the dark color brings the 

1adows and blocks together in their 

nilar contrast with the white walls 
f the gallery. $95-$2,000 F.P. 

Felix Pasilis [De Nagy: Jan. 22 

Feb. 9], voung Manhattan Fauve, 
ws how a 1956 descendent of that 

ip need be neither Wild 
Reast. For all the hot cor 

ked paint strokes in his stil lifes, 

nor 

‘rasts and 

Pas rl e essentially a cool »ainter 

0 freedom is in the un-danger 

effect. His apples, lemons and 

hers may straddle away from mid- 

le-position, the stripes of a Mexican 

uwl may intersect crazily with the 

i le’s perspec tive and the floor’s 

1 the wall’s behind. But the ob 

‘ Pasilis paints are not in the 

hallucinated way of Expression- 

sm and Fauvism redolent of their 
wr ghosts, whi h n those other 

stvles ma le the famous listortions 

} hue im- 

for 

absolutely 

Pasilis’, 

il] its apparent resemblance to those 

and ‘ ontour 

perative and organ 

European styles, is a world apart and 
very American: more peaceable, more 

lomestic. more affectionate, less af- 

lected 

ind admirable. He 

n every respect sympathetic 

s ne ther an ob- 

nor a poet—he neither moves server 

e objects of his world, nor is moved 

by them: they remain random, hard 

lelineated, sheer excuses for the 

brilliant- lense. pervasive colors he 

lv ch red, magenta, blue, pur oses 

Reviews and previews continued 

ple, green, orange, set down in huge 

textural areas. 

out of doors are testimony to Pasilis’s 

anti-Expressionism: shivering 
and make think of 
Gogh, but, in the next moment, one 

reckons with the loaded, still atmos- 

Iwo paintings done 

green 

blue one van 

phere where no other spirit than the 
spirit of color has been impressed. 
And 
pressed 

this spirit is strongly im- 

throughout 

$100-$900. 

the whole show. 

E.C.M. 

Sculpture | Willard; Jan. 2-26) from 
and cultures 

revives the idea of a previous draw- 

this that the 

various times various 

ing show a* gallery 

great unity of sll art is most percep- 

tible when pieces from many styles 

ind periods are brought into inti 

mate contact. Perhaps so, according 

to the quality of the pieces, but here 
tends to be the quality 

A little equestrienne 

horse authentic enough but 

to a folk-piece from Ohio, a striding 
horse archaically heroic and sharply 

Another folk-piece, a large 
polychrome “peacock” in pure Cu- 

(and looking like a 

rather overawes minor 
“museum from Aztec, Si 

and Egyptian cultures 
modern international 
as Archipenko’s and Laurens’. Prices 
unquoted, P.T. 

indifferent. 

rides a 

inferior 

T’ang 

»bserved 

bistic volumes 

game rooster), 

pieces” 

amese and 

cultures such 

[Mills College; 
4] demonstrates, with a 

Jeanne Reynal 

Jan. 8-Feb. 
suite of her mosaic-paintings, 
much she has done to subtilize mosa 

ic with variation in size, shape and 
deployment of the stones. Like mist 

how 

or virgin chips out of mines, tesserae 

have increasingly been combined by 

eet 
7 , “ 
2 LT. Be. 

Jeanne Reynal’s Memories Are Horns, mosaic: 

“like mist or virgin chigs” 

Miss Reynal with bright, painted 
grounds to open up mosaic sensibil- 
ity to adventurous horizons; now, 
through her usual Abstract-Impres- 
sionist forms, she has evoked ¢>ring 
gardens, dancers in the Milky Way 

and prismatic glitter with white-on- 
white. Prices unquoted. P.T. 

Fourteen Cubans [de Aenlle] 
opened a new gallery. It was a 
thoroughly cheerful exhibition—im- 
aginative, spirited, diverse and so- 

They are all more or 
iess Expressionist—Carmen Herrera 

works with geometric 

an exception—and 
nistakable national flavor about the 

whole. Julio Girona has been work 

phisticated. 

who forms is 

there is an un- 

ing in New York for some years and 

Felipe Or- 

attaché of the 

exhibits regularly here. 

ando is the cultural 

Cuban Embassy in Mexico. Hugo 
Consuegra, the youngest, aged 
wenty-six, is also an architect. Raul 
Milian is a philosopher turned paint 
er. José Bermudez offers admirable 
collages. Felipe Orlando’s paintings 
of figures and interiors have imagina 
tion and poetry. The others included 
Cundo Bermudez, Darie, Enrique 
Riveron. Prices unquoted L.A 

Darrel Austin [Perls: Jan. 2-Feb 
2] presents a new series of pastels, 

achieved within a given 

the rate of day. 
Through their generous scale, strict- 

avowe dly 

period at one a 

ly traditional subjects and facile 

technique, they seem to betray the 
artist's wish to escape (as if for 
a holiday) from his exacting per 

with which we are al- 
Yet the totemic 

a hallowed self-image 

myth 

familiar. 
catamount 

sonal 

ready 

is present both in groups and alone, 
and, like the two jumping bulls, re- 

veals that the artist approaches im- 
portance of statement only when 
engaged in his fantastic self-por- 
traiture. The gentle beasts are ac- 
tually drawn, the gentle ladies (Eve, 

a sibyl, a mother and child) 

| 

are 
merely sketched; the hides of the 

beasts may boast careful esthetic 
surfaces, the skin of the humans 

bears the cursory look of greeting- 
card flatness. Place The Spirit of 
the Pond next to The Pet Cata- 
mount; each holds a lovely lady 

and Austin’s mythical beasts in sim- 
ilar poses, but while the latter pleas- 

antly emanates a mild, mystic glow, 

the former's beast stands out sharp 
from the vague picture-plane, and 
the lady is one of Austin’s less dis 
tinguished lay-figures. $200-$750. p.7. 

Jason Berger (Peridot; Jan. 14 
Feb. 2], a young Boston Action 

Painter, is discovered finding his way 
first New York show. The 

stand-out here is The Woods, its 

large freedom of stroke, the washes, 

in his 

scrubbing, an unexpected whorl of 

gold impasto—a sun you can look at 

through a scrim of cloud. There is 

plenty to see in the other paintings, 
too, though not much in two big, de- 
pressingly Ori 
ental, color wood-block prints, which 

look up-to-date rather than 
Prices unquoted. 

successful, vaguely 

alive 

Is. 

Jacob Lawrence [Alan: to Jan. 

17], well-known Negro artist show- 

ing again after a six-year lapse, has 
been occupied with a series of tem- 
peras on gesso of small uniform size 

[Continued on page 54] 

Felix Pasilis’ The Large Table: 

“neither Wild nor Beast” 
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F.. the nineteenth consecutive year, ARTNews has polled its 

full staff of critics for their collective selection of the “Ten Best” 

ene-man exhibitions, held in the past twelve months, in New 

York, by contemporary artists, and has examined its own inner 

editorial conscience for other “Bests” in the fields of acquisitions 

and exhibitions by American museums. Obviously the results 

are as indicative of editorial temperament as they are of any 

developments in the art world; however, as the former inevitably 

is fermed by the latter, the conclusions to be drawn from this 

sustained balloting may have some time-capsule interest. 

The “Ten Best” one-man shows, chosen by a now customary 

point-voting system (cribbed from the sports-writers’ statistical 

arsenal), for 1956 are: 

Willem de Kooning (at Janis), April 

Franz Kline (at Janis), March 

David Smith (at Willard), April 

Balcomb Greene (at B. Schaefer), November 

Ad Reinhardt (at Parsons), November 

Larry Rivers (at de Nagy) , December 

Philip Guston (at Janis), February 

Herman Bose (at A.C.A.), December 

Jean Dubuffet (at Matisse), March 

Elaine de Kooning (at Stable), May 

The names are listed in the order of points received; the month 

ollowing the gallery refers to the issue of ARTNews in which 

the exhibition was reviewed. 

The number Ten is a conventional one which, in this year’s 

voting, does not particularly reflect the various opinions. Thus 

the first five exhibitions were almost unanimously selected; the 

remaining five were, in turn, so closely followed by five more 

that these logically belong with the “Ten”—even at the risk of 

turning it into “Fifteen”: 

Robert de Niro (at Poindexter), June 

David Hare (at Kootz), December 

Reginald Pollack (at Peridot), November 

Stuart Davis (at Downtown), November 

Felix Pasilis (at Ganymede), February 

(One stipulation is that only exhibitions consisting largely of 

new work are eligible for consideration; thus the Pollock and 

Balthus retrospectives at the Museum of Modern Art, for ex- 

ample, were hors concours.) 

In the institutional categories, working from the present to 

the past, the following conclusions, with their qualifications, are 

offered : 

The most important exhibition of modern art: the Jackson 

Pollock exhibition at the Museum of Modern Art—with the 

reservation that this is Pollock’s rather than the Museum’s 

show, and that this artist now more than ever deserves a 

thoughtful and comprehensive presentation. More “creative” 

exhibitions, in terms of selection, were those of Gonzalez and 

Balthus and of “15 Americans”—all three at the Museum of 

Modern Art. The lack of comparable activity by other museums 

in 1956 is noted with surprise. 

The most important modern painting acquired by an Amer- 

ican public collection: the choice is deadlocked over the mean- 

ings of “modern,” and equal honors are shared by Willem de 

Kooning’s Easter Monday, 1956, just bought by the Metropoli- 

Editorial 

The year’s best: 1956 

tan Museum, and Bonnard’s Dining Room in the Country, 1913, 

bought by the Minneapolis Institute of Arts (May). 

The most important modern sculpture acquired by an Amer- 

ican public institution: in a category dominated by famous 

bronzes, many of them exemplary, all of them multiple, credit 

goes to the unique wood Socrates by Brancusi, acquired by the 

Museum of Modern Art. Institutional timidity has had a 

paralyzing effect in this area and so a special medal for bravery 

goes to the Metropolitan for commissioning Richard Lippold’s 

enormous gold construction Sun (October). 

The most important exhibition of old art: the 250 pictures, the 

majority dating before 1900, lent from all parts of the country 

by Yale alumni to the University’s Art Gallery (June)—an 

exhibition with no theme except for the quality of its diversity. 

Runners-up: the survey of master prints arranged by she Min- 

neapolis Institute of Arts (November) to bring the light of 

quality to bear on a field usually darkened by notions of rarity, 

and the imaginative use of largely its own collections made by 

the Cleveland Museum to present a panorama of the Venetian 

tradition (December). 

The most important old painting acquired by an American 

public institution: this is, perhaps, the least encouraging cate- 

gory for, despite the number of major works which have been on 

the market, most museums have contented themselves with 

“museum pictures”—historically interesting, gap-filling, non- 

radiant. This generalization in no way reflects on 1956's “Best”: 

the superb Botticelli Pertrait of Giuliano de’Medici—which 

ranks with the master’s greatest portraits—given as an out- 

standing item together with a number of other pictures, by the 

Kress Foundation to the National Gallery, Washington, D.C. 

(March). Further examples of imaginative museum buying are: 

the Book of Hours attributed to the Limbourg brothers [see p. 

35] exhibited in time for Christmas by the Metropclitan; and, 

across the border, the pictures from the Liechtenstein Collection 

purchased by the National Gallery of Canada, Ottawa [see cover 

and pp. 5, 33] — particularly Chardin’s The Governess and 

Simone Martini’s St. Catherine (April) which becomes one of 

the outstanding Sienese trecento pictures in this hemisphere. 

The most important old sculpture acquired by an American 

public institution: the Romanesque reliquary, St. Stephen, 

bought for its Cloisters by the Metropolitan—a medieval mas- 

terpiece minor only in its size (September). 

Conclusions for a time-capsule: modern American painting and 

sculpture continue to flourish as they never have before; once 

again the “Ten Best” list is dominated by Americans—Dubuffet 

being the lone Parisian representative—although Balthus and 

Gonzalez make appearances in other categories. If the artists’ 

activities are increasingly recognized by collectors, they are not 

by most American museums which suffer, perhaps. from the 

growing-pains attendent on ever bigger and richer boards of 

trustees. At any event, our museums in general seem to look 

at both new and old art through spectacles supplied in the 

1930s. A number of brilliant exceptions, however, suggest that 

exceptions might become the rule. For was it not to be expected 

that the museum which bought one of the “best” modern works. 

also bought one of the “best” old masterpieces? T.B.H. 
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F.. the nineteenth consecutive year, ARTNews has polled its 

full staff of crities for their collective selection of the “Ten Best” 

ene-man exhibitions, held in the past twelve months, in New 

York, by contemporary artists, and has examined its own inner 

editorial conscience for other “Bests” in the fields of acquisitions 

and exhibitions by American museums. Obviously the results 

are as indicative of editorial temperament as they are of any 

developments in the art world; however, as the former inevitably 

is formed by the latter, the conclusions to be drawn from this 

sustained balloting may have some time-capsule interest. 

The “Ten Best” one-man shows, chosen by a now customary 

point-voting system (cribbed from the sports-writers’ statistical 

arsenal), for 1956 are: 

Willem de Kooning (at Janis), April 

Franz Kline (at Janis), March 

David Smith (at Willard), April 

Balcomb Greene (at B. Schaefer), November 

Ad Reinhardt (at Parsons), November 

Larry Rivers (at de Nagy), December 

Philip Guston (at Janis), February 

Herman Rose (at A.C.A.), December 

Jean Dubuffet (at Matisse), March 

Elaine de Kooning (at Stable), May 

The names are listed in the order of points received; the month 

ollowing the gallery refers to the issue of ARTNews in which 

the exhibition was reviewed. 

The number Ten is a conventional one which, in this year’s 

voting, does not particuiarly reflect the various opinions. Thus 

the first five exhibitions were almost unanimously selected; the 

remaining five were, in turn, so closely followed by five more 

that these logically belong with the “Ten” 

turning it into “Fifteen”: 

even at the risk of 

Robert de Niro (at Poindexter), June 

David Hare (at Kootz), December 

Reginald Pollack (at Peridot), November 

Stuart Davis {at Downtown), November 

Felix Pasilis (at Ganymede) , February 

(One stipulation is that only exhibitions consisting largely of 

new work are eligibie for consideration; thus the Pollock and 

Balthus retrospectives at the Museum of Modern Art, for ex- 

ample, were hors concours.) 

In the institutional categories, working from the present to 

the past, the following conclusions, with their qualifications, are 

offered: 

The most important exhibition of modern art: the Jackson 

Pollock exhibition at the Museum of Modern Art—with the 

reservation that this is Pollock’s rather than the Museum's 

show, and that this artist now more than ever deserves a 

thoughtful and comprehensive presentation. More “creative” 

exhibitions, in terms of selection, were those of Gonzalez and 

Balthus and of “15 Americans”—all three at the Museum of 

Modern Art. The lack of comparable activity by other museums 

in 1956 is noted with surprise. 

The most important modern painting acquired by an Amer- 

ican public collection: the choice is deadlocked over the mean- 

ings of “modern,” and equal honors are shared by Willem de 

Kooning’s Easter Monday, 1956, just bought by the Metropoli- 
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The year’s best: 1956 

tan Museum, and Bonnard’s Dining Room in the Country, 1913, 

bought by the Minneapolis Institute of Arts (May). 

The most important modern sculpture acquired by an Amer- 

ican public institution: in a category dominated by famous 

bronzes, many of them exemplary, all of them multiple, credit 

goes to the unique wood Socrates by Brancusi, acquired by the 

Museum of Modern Art. Institutional timidity has had a 

paralyzing effect in this area and so a special medal for bravery 

goes to the Metropolitan for commissioning Richard Lippold’s 

enormous gold construction Sun (October). 

The most important exhibition of old art: the 250 pictures, the 

majority dating before 1900, lent from all parts of the country 

by Yale alumni to the University’s Art Gallery (June)—an 

exhibition with no theme except for the quality of its diversity. 

Runners-up: the survey of master prints arranged by the Min- 

neapolis Institute of Arts (November) to bring the light of 

quality to bear on a field usually darkened by notions of rarity, 

and the imaginative use of largely its own collections made by 

the Cleveland Museum to present a panorama of the Venetian 

tradition (December). 

The most important old painting acquired by an American 

public institution: this is, perhaps, the least encouraging cate- 

gory for, despite the number of major works which have been on 

the market, most museums have contented themselves with 

“museum pictures”—historically interesting, gap-filling, non- 

radiant. This generalization in no way reflects on 1956’s “Best”: 

the superb Botticelli Pertrait of Giuliano de’Medici—which 

ranks with the master’s greatest portraits—given as an out- 

standing item together with a number of other pictures, by the 

Kress Foundation to the National Gallery, Washington, D.C. 

(March). Further examples of imaginative museum buying are: 

the Book of Hours attributed to the Limbourg brothers ! see p 

35] exhibited in time for Christmas by the Metropolitan; and, 

across the border, the pictures from the Liechtenstein Collection 

purchased by the National Gallery of Canada, Ottawa [see cover 

and pp. 5, 33] — particularly Chardin’s The Governess and 

Simone Martini’s St. Catherine (April) which becomes one of 

the outstanding Sienese trecento pictures in this hemisphere. 

The most important old sculpture acquired by an American 

public institution: the Romanesque reliquary, St. Stephen, 

bought for its Cloisters by the Metropolitan—a medieval mas- 

terpiece minor only in its size (September). 

Conclusions for a time-capsule: modern American painting and 

sculpture continue to flourish as they never have before; once 

again the “Ten Best” list is dominated by Americans—Dubuffet 

being the lone Parisian representative—although Balthus and 

Gonzalez make appearances in other categories. If the artists’ 

activities are increasingly recognized by collectors, they are not 

by most American museums which suffer, perhaps, from the 

growing-pains attendent on ever bigger and richer boards of 

trustees. At any event, our museums in general seem to look 

at both new and old art through spectacles supplied in the 

1930s. A number of brilliant exceptions, however, suggest that 

exceptions might become the rule. For was it not to be expected 

that the museum which bought one of the “best” modern works. 

also bought one of the “best” old masterpieces? T.B.H. 
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1919 German film. The Cabinet of Dr. Cali 
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had already become a style even in applied art: in posters, 

I. Expressionism the name of a style, or a left-over label now 

applied generically to a variety of ways of painting? Ever since 

it also became married to another vague concept and produced 

the alliance called Abstract-Expressionism, it has tantalized a 

critic, preoccupied with the ideas behind painting, to find an 

answer 

The quest reaches well beyond nomenclature, of course. Its 

goal is to trace, if possible, the sources and rhythms—what 

Spengler called the morphology—of art history. Here we have 

a natural guinea-pig. Expressionism proper was born in Ger- 

many three or four years before the first World War, specifically 

of the violently emotional painters who united themselves in 

1911 under the insignia of the Blue Rider: Marc, Kandinsky 

and Klee. Within a few years, the name’s range had widened 

from the hieroglyphic abstractions of the two latter, to the 

bold, attenuated forms and emotional rather than naturalistic 

colors of Beckmann, Pechstein, Nolde and others. During the 

war and the swan song of the Hohenzollern empire, the move- 

ment was in full swing and it reached its zenith in the grim 

days after the defeat, the Kaiser's flight and of staggering 

poverty during the astronomical inflation of the German mark 

(which ended one of its phases in 1923 at the rate of four thou- 

sand billion marks to the dollar). 

By that time, the agonized forms of German Expressionism 



By Alfred Frankfurter 

Nine current shows 

informally cover 

older German and new 

American Expressionism 

From the first wave of German Expressionism: Artillerymen, 5-ft.-wide canvas painted 

during World War I by E. L. Kirchner: in the Modern Museum's “New Acquisitions” show. 

in theater decor, in the design of the prolifically, rapidiy re- 

issued paper money of not only the Weimer Republic but of 

the tiniest provinces and municipalities—and in the then as- 

cendant German cinema. In 1919, Robert Wiene had directed 

the now classic Cabinet of Dr. Caligari, a superb suspense film 

with Werner Krauss in the title role. Its international success 

made into European familiars its curious Neo-Romantic gothi- 

Early Expressionism in Austria: Egon Schiele’s 1914 watercolor, 

Yellow City; among his graphics shown at Galerie St. Etienne. 

cisms and soon turned Expressionism into, so to say, an art 

populaire; long after the fact, the film, as one of the sturdiest 

and most successful perennials of the Museum of Modern Art 

Film Library, was seen in New York by several generations of 

Americans during the 1930s and 1940s. Its place midway be- 

tween the two distinct Expressionist movements of the twen- 

tieth century, on opposite sides of the Atlantic. may be con- 

4 Russian new to Germany predicts Expressionism: an 

early (1908) Kandinsky, Summer near Murnau; at Kleemann. 



Dr. Caligari continued 

sidered an amusing symbel. No more than that, surely no less 

Although German Expressionism as such continued in a 

straggling way in the art of individual] painters, it did not 

survive as a group idea much beyond the late 1920's and cer- 

tainly not past the advent in 1933 of Adolf Hitler, for whom 

it was the target of one of the most severe of his many furious 

castigations. As “Degenerate Art” it became the subject of a 

huge Munich exhibition, organized at the Fiihrer’s special com- 

mand, showing the Expressionists’ paintings he had thrown out 

of German museums. The Expressionist painters, of whom there 

were many still working, had to go into hiding in the German 

countryside or—as many of the leaders did—were forced to 

emigrate. Among others, Hans Hofmann (who hac worked 

in France as much of his life as in Germany) and Max Beck 

mann (who arrived here in 1946 after spending the war in 

hiding in Holland) both came to America to paint and teach. 

It still must be measured exactly how much they and other 

emigrés had to do with the second, locally American, incar- 

nation of Expressionism (although Hofmann had the sharpest 

influence on Abstract-Expressionism). Nearer the roots of the 

entire recrudescence seems to have been the constantly growing 

interest of Americans, and especially of American painters, in 

the widely exhibited work of Paul Klee, of Kandinsky, of such 

a spiritual yet by no means official Expressionist as Soutine, 

and of the modern father of all Expressionism, van Gogh. 

Whatever the causes, we have seen in post-war America a 

surge toward Expressionism that ha, become the pervasive 

basis for a national idea of painting stvle, if such a thing exists. 

Expressionist metaphysics revised by a young American 

Gandy Brodie’s Penetration of a Thought; at Durlacher 

The later Kandinsky seen as a true international Ex- 

pressionist: K-42/], watercolor, 1931; at Kleemann. 

Expressionist by temperament rather than style, the U.S. veteran 

Max Weber recalls his sources: Red Bowl, 1955; at Downtown. 
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Catalyst as a German-Franco-American and as a teacher, Hans 

Hofmann still sets a pace: Towering Spaciousness, 1956; at Kootz. 

Its range, which parallels the original German one from the 

emotionalized Marc to the mathematizea Kandinsky, but on an 

infinitely huger scale, runs from the attenuated nature of 

Hyman Bloom to the newer Abstract-Expressionism of Jackson 

Pollock. 

The occasion for the present excursion into sources and 

causes is prompted by the coincidence of no less than nine 

current New York exhibitions that, in one or another way, 

with Instead, 

however, of starting to compose a formal dialectic, the writer 

are connected this recurrent Expressionism. 

thought simply of visiting these’ exhibitions in turn and to 

see what impressions this normal sequence of events would 

produce. In other words, not to start out with any preconceived 

theories as to even the meaning of “Expressionism” or its ap- 

plication to two epochs of painting, but only to examine its 

today immensely topical manifestations empirically and _in- 

formally. 

The exhibitions are the following: Kandinsky, at Kleemann 

(Jan. 5-31); Christian Rohlfs, at 2-26) : 

Egon Schiele, at St. Etienne (Jan. 19-Feb. 16); Hans Hofmann, 

at Kootz (Jan. 7-26): Jan Miiller, at Hansa (Jan. 2-19): Max 

Borgenicht (Jan. 

U.S. Abstract-Expressionism that carries the “unexclusive” release to the 

Cy Twombly’s 12-foot wide oil, Panorama, 1956, white on black; 

Weber, at Downtown (Jan. 8-Feb. 2); Gandy Brodie, at Dur- 

lacher (Jan. 2-26); Cy Twombly, at Stable (Jan. 2-19); and 

the New Acquisitions at the Museum of Modern Art, which 

include a number of German Expressionist works (until 

Jan. 20). 

The latter proved the right place to begin these peregrina- 

tions, for the important new canvases by Kirchner, Nolde, 

Beckmann, Macke and Kokoschka added to the Museum’s col- 

lections provide both a high standard of quality and an original 

point of departure; and the coincidental presence of the newly- 

opened Jackson Pollock memorial retrospective signifies the 

ultimate end to which Americans (under, to be sure, also 

quite other influences than the original German source) have 

carried the concept of Expressionism. Kirchner’s large war- 

time Artillerymen of 1915 somehow sums up the early Expres- 

sionist idea and, indeed, style. Willfully attenuated yet intel- 

lectually space-conscious to an extraordinary degree, its color 

naturalistic yet made shriekingly grisly by grey glazes rubbed 

in and by heavy black outlines, these crowded, tortured figures 

also testify that the original German Expressionists were, for 

[ Continued 64 painters, remarkably—sometimes on page 

at 

fullest : 

Stable. 
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Entering public domain 

Tiber Statue 

hree-quarters 

Ottawa 

For the second time, from the collections of the Prince of 

Liechtenstein to the National Gallery of Canada in Ottawa, 

have come several of the world’s treasures, among them 

two canvases by Chardin [see cover and p. 5), one by Ru- 

bens [right] aud a panel by Simone Martini [see A.n., Apr. 

56]. Rubens’ painting is based on a work he had seen on 

a trip to Rome in 1607: Caravaggio’s Deposition of Christ, 

then just installed in the Chiese Nuova before the Flemish 

master passed by and sketched it. In Rubené’ version, the 

stony Caravaggiesque shadows and cold lights are softened, 

rendered more tragic, and one histrionic background figure 

is omitted. The same motif was later recast by Fragonard. 

(it was dredged from that river in 1885), 

perhaps Aphrodite, is a Hellen 

stic marble probably by a Greek artist working for Rome. 
MINNEAPOLIS 



Newly cleaned and 

Rubens: The Entombment, ca. 1613 neluc n a major 
stein Collection [through Agnew, for a tal of », 000 



Painted in the then newly popular oi! medium on an oak 

panel 27 inches high, this intimate holy scene with St 

Joseph suggests a preparation for the flight to Egypt. It 

has been acquired by the Nelson Gallery [through F. Mont]. 



Entering public domain continued 

Kansas City, Mo. 

The birth of Flemish easel painting out of French Gothic 

manuscript art is one of history’s least documented evolu- 

tions: a panel like that by Petrus Christus [opposite], dated 

1445-1455, points back, through its traces of van Eyck’s and 

Rogier van der Weyden’s styles, to the same world as the 

French manuscripts reproduced on this page. In an active 

year, the Nelson Gallery in Kansas City, Mo., has also pur- 

chased a Hogarth sketch for the Rake’s Progress, and, for 

its Classical departments, two superb Roman necklaces, 

both of Egyptian provenance. One bears a miniature portrait 

head in high relief; the other, a collection of Roman coins. 

New York 

Most famous of late Gothic illuminaters, the mysterious 

brothers Limbourg (one has sometimes been identified with 

the equally elusive Hubert van Eyck) are best known for 

their Trés Riches Heures of the Duke of Berry, now in 

Chantilly. But in a purchase of extraordinary importance, 

The Cloisters has just put on exhibition a Belles Heures 

made by their hand for the same Duke sometime before 

1413. This, and another spectacular purchase—a miniature 

Book of Hours made by Jean Pucelle for the Queen of 

France ca. 1325—mark a late stage in the evolution of the 

illuminated manuscript. For by the time they were made, 

influences from the awakening Italian Renaissance had 

already begun to permeate the still-Gothic Northern ateliers. 

RIGHT AND BELOW Jean Pucelle’s iliustrations on this 3%4 

inch high Belles Heures show St. Louis feeding a leper; in 

the margin, beggers and cripples. FAR RIGHT AND ToP St. 

Catherine ministered to by angels was depicted by the 

brothers Limbourg on a page related in spirit to the Petrus 

Christus panel of less than 50 years later [opposite]. 



By Henry A. La Farge 

Auditing the books 

of the house of Morgan 

On its fiftieth anniversary, the Morgan Library 

inaugurates its first exhibition 

which will travel to museums throughout the U.S. 

The newly acquired Pontormo drawing, Nude Male 

Figures, ca. 1519-21, in black, red and white chalk. 

Ha: a century ago, the elder J. Pierpont Morgan, at the crest 

of his financial career astride America’s feverishly expanding 

economy, opened to his friends and to scholars the lavish pri- 

vate library which has since become the equivalent in this coun- 

try of Florence’s Laurenziana and Oxford's Bodleian. Continued The Pierpont Morgan Library’s palatial East Room built in 1907, with 
- ' one . ; » Ite « > (*Tenk” ; : oF 

rare books lining its walls up to the elaborate Renaissance ceiling. and augmented by his son J. P. (“Jack”) Morgan, who in 1924 
gave it to the public, the Library has now more than quadrupled 

in size. To celebrate its golden anniversary, an exhibition repre- 

senting the cream of its collections of illuminated manuscripts, 

early printed books, bindings, literary autographs and master 

drawings is being held [to Jan. 16]. The show will then travel 

to seven U. S. museums from coast to coast, marking the first 

time that a sizeable bloc of its treasures will have been allowed 

to leave the home premises. 

The personality of the elder Morgan, who collected art as 

autocratically and gigantically as he did his business transac- 

tions, remains indelibly impressed on the Library. It is in fact 

epitomized by the sumptuous McKim, Mead and White Ren- 

aissance-style palazetto which houses it—the best that money 

could buy to create the desired setting, in grandiose emulation 

of fifteenth-century Medici splendor. He even chose its lush 

three-story-high East Room [left] as the meeting place for de- 
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Gabriel de Saint-Aubin’s large red and black chalk Momus, 1752, Fable (a Mandrake-man) and fact mix in this Greek herbal, 

was probably for the title-page of a book of dance costumes. Dioscorides’ De materia medica, Constantinople, 912-59. 

The value we place today on a Carolingian illumination or a 

Persian miniature, a fifteenth-century Florentine or for that 

matter an eighteenth-century French drawing, is roughly equiva- 

lent to that which a Neo-Platonic amateur placed on a Greco- 

Roman marble or a Latin manuscript. And those were the things 

liberations during the Panic of 1907. Was it a symptom of the 

age that this extraordinarily dynamic figure had to resort to 

that now somewhat faded eclectic elegance, in distinction from 

his Medici predecessors who, as patrons of Brunelleschi and 

Michelangelo, were abreast of the most advanced and creative 

art of their time as it burgeoned from the Middle Ages? One that fired the elder Morgan’s ambitions to collect. 

critics—that he At his death, in Rome in 1913, all his ramified collections, thing is clear—even noted by contemporary 

some of whic: were still in storage in basements of European outlived at least one artistic revolution, that of the Impression- 

ists, without any evidence of either being touched by it or other- museums and then valued at around sixty million dollars, were 

left to his son with the not unexpected hope expressed in his wise interested in living artists. But with an insatiable eager- 

will that they be made “permanently available for the instruc- ness and impatience that earned him such unflattering cog- 

nomens in Europe as “The Menace” and “Buccaneer,” he raked 

the Old World for its most priceless treasures, employing an 

army of searchers and experts, and paying fantastic prices. 

Already a rich man in 1890 at the death of his father, the first 

Junius Morgan, from whom he inherited over thirty-five million 

dollars and two English houses, he was not alone in this fin-de- 

siécle compulsion to amass and collect. But he was its arcaetype 

tion and pleasure of the American public.” About forty percent 

of the art collections went to the Metropolitan Museum, of 

which he had been one of the founders in 1870 and its presi- 

dent for the last ten years of his life. The balance was retained 

in the estate, with individual items sold off from time to time 

innumerable public and private owners today boast “ex- 

Morgan Collection” pieces. The vastly increased values received 

have more than justified even the fantastic prices at which they 

had been purchased (e.g., the case of Ghirlandaio’s Giovanna 

Tornabuoni, bought by Pierpont Morgan in 1906 for $174,300 

and sold by his son to Baron Thyssen in 1935 for more than 

and genius. 

In retrospect, his passion to embody an encyclopedic en- 

compassment of world culture is a sort of modern counterpart 

of the revival of Classical learning instigated by the Medicis. 



Morgan continued 

twice that). Against this background the Library—the elder 

Morgan’s most persona] setting and perhaps closest to his heart 

survives as a token of that gigantic buying spree. Certainly a 

visit to its relatively unaltered West Room, with its paintings by 

Perugino, Raphael and Botticelli, its marble head by Desiderio 

da Settignano and its fabulous objets d'art, revives that memory. 

But could it be more than a mausoleum to an age of eclectic 

elegance and the triumphs of economic supremacy? Aiready 

by 1913 well over a quarter of the present holdings of the 

Library were on its shelves. And it is important to note how 

many of these can be counted in the present exhibition as some 

of the choicest items in the whole Library: the oldest known 

manuscript of the younger Pliny’s letters, early sixth century, 

in beautiful late Roman script; the early eleventh-century Aesop, 

with its rustic, South Italian folk-art gusto; the tenth-cen- 

tury Greek Dioscorides herbal, an important example of the 

F Macedonian Renaissance; the monumental eleventh-century 

Ds = ~ VS Gospels made for Countess Matilda of Tuscany; the sumptuous 

S&S aint? 2.02 MN gold-flecked frontispiece to a thir- [Continued on page 63) 

Page from the first printed edition of the macabre, late 

Gothic Dance of Death, printed in Heidelberg in 1488 

Ibn Bakhtishu’s Adventages Derived from Animals, ca. 1300, Carolingian illumination reaches its zenith in this monument- 

is the earliest surviving ms. of the Persian Mongol school. al St. Mark, title page in a Reims gospel book, 845-82. 
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This 10th-century Spanish illumination is from the earliest 

known manuscript of the Commentary on the Apocalypse, 

written by the monk Beatus of Liebana around 776. Trans 

forming Classical prototypes into an image of startling in 

tensity, it is imbued with the prophetic breath of St. John’s 

Revelations. Once belonging to the Earl of Ashburnham, the 

manuscript was acquired by the Pierpont Morgan Library 

in 1919 and is now in the Library's fiftieth-anniversary 

exhibition, which is scheduled to travel to seven mu 

seums across the country. Reproduced about half actual size 





By André Masson 

Redon: mystique with a method 

A distinguished painter visits the great 

Redon exhibition now in Paris, at the Orangerie, 

and re-evaluates this neglected master 
Redon Selj/-Portrait, 1887. 

Oaiton Redon. 1840-1916. His works and fate are equally 

singular. Admired by the best painters, writers, poets of his 

day, he lived and died in distinguished obscurity. 

Scorned, mocked, misunderstood (with a minimal exception) 

by the critics, he was unknown to the Public (printer: please 

don’t overlook the capital). The misunderstanding persists. 

His genius ran against his time. Will it always? Does vul- 

garization necessarily imply vulgarity? Is the essential inter- 

preter to a broad audience the touch of a heavy hand, the hint 

of coarseness, the trace of stupidity? Will Redon’s solitary 

work be forever accessible only to a chosen few “devastated by 

the marvellous, profound meaning .”"? There are as many 

questions as the lines that follow will not answer. 

Or read his very beautiful book, A soi-méme, in which the 

painter's lucid, proud self-questioning is untroubled by exag- 

gerations of the abrupt and the distant. He believed in the In- 

explicable, and I shall offer no answers to the Redon enigma. 

I shall simply (be warned) note the emotions felt in front of 

244 works exhibited at the Orangerie this winter, 1956. 1 may 

try to right a few ancient wrongs and—more serious—a few 

recent admirations which would have brought a (Buddha's) 

smile to the lips of the master of transfigured color. 

And these notes are simply my impressions of this artist 

who has been catalogued as the first French Surrealist painter, 

and of his splendid, subterranean expression. 

Beyond Surrealism 

*Odilon Redon, the greatest of the Surrealists’—this is how 

one of the noisiest of his recent commentators misleads us from 

the start. But Surrealism—at least in its beginning—was an 

idealist movement with literary and social ambitions, and it was 

violently anti-esthetic. Surrealism avoided art in its search for 

the secret weapons of the psyche. Redon expressed his opposi- 

tion to such a program in lapidary terms: “The painter must 

always have with him the meaning [artistic] and clairvoyance 

of his gifts, even when he surrenders to the approach of the 

subconscious.” 

To dare to say that the painter of Quadriges is the pre- 

Redon: Vase of Flowers, 1914 

“He memorized the growth of plants, the way a petal 

falls 

denly 

come 

even his most reassuring bouquets sud 

will tear through their apparent repose, be- 

astral vertigo, spurt and decline—a mystery.” 

cursor of so-called Surrealist painting seems to me as summary 

a statement as calling Bosch the ancestor of Redon. Visionary 

and fantastic art has as many varied and contradictory paths 

as Realism. No one seems to mind when Caravaggio is called 

the father of such different artists as Rembrandt and Vermeer, 

or Manet and Degas. Of course the irresistible tendency is 

to see (or think you see) relationships rather than differen- 

tiations. And the word “Surrealism” is as handy today as 

“Existentialism.” Things which should be separate are mixed 

together, certain influences an artist receives or feels are arbi- 

trarily emphasized—and the natural confusion of the publi: 

increases. Everything is dumped in the same basket, dishrags 

and napkins, with as much arrogance as little judgment. 

But with this in mind, it remains indisputably true that Redon 

was the first painter to be conscious of the forces of the sub- 

conscious. He wrote that the subconscious is “the mysterious 

Mallarmé wrote Redon thanking him for an album of litho- 

graphs, Hommage a Goya, 1889, which includes this one, Swamp 

lower: “The head of dreams shines with a bright- 

ness which it alone knows and which can never be spoken.” 

CHICAGO ART INSTITUTE 



Redon: mystique with a method continued 

agent of art,” but hastened to add that it must be “treated with 

caution” and with “an imperturbable, omnipresent clairvoy 

ance” (my italics, for this is the point ef his essential difference 

from the Surrealist theory of the pure, simple and devoted docu- 

mentation of dreams from hidden sources). Redon was increas- 

ingly insistent on clarity. He emphasizes: “It is in the presence 

of the subconscious that one must keep the greatest lucidity; 

without this, the art of painting would be like that of lunatics, 

children and fools.” 

| condense; but throughout Redon’s writing we find the 

marvellous ferment of the subconscious put to the service of an 

extremely demanding artistic consciousness: and here we can 

measure the distance between the operation of grafting and the 

operation of collage, which is the opposition of Redon vs. 

Surrealism. 

Redon operates with a sort of alchemy of tields, like a magi- 

cian who is simultaneousiy mineralogist, botanist and an expert 

anatomist. His hybrids are viable. The orthodox Surrealists 

simply examined existing and accepted realities and juxtaposed 

them incongruously, irritatingly, polemically——there! The word 

is said. The orthodox Surrealist writes a legal brief against life, 

not an apologia. His problem is to render things non-viable. 

And this is why, despite their theoreticians, collage was the 

Surrealists’ chosen instrument—in preference to automatism 

(which they pushed but never really used) 

And Redon believed in the virtues of art; the practicing Sur- 

realists had to despise them (at least in conversation). 

Redon was a seer—sensitive and affective. The Surrealist 

painter (or, rather, the Surrealist making pictures) advertises 

himself as a cerebral, glacial prophet. Practically. (I hope that 

In such works as Centaur and Dragon, ca. 1910, Redon 

showed the “precursor of wlat we now call ‘texture.’” 

KROLLER-MULLER MUSEUM, OTTEREO, HOLLAND 

I always have been sufficiently heretical to have had the luck 

of escaping such rigidities. ) 

Situation of the artist 

Art finds its origin in dissatisfaction with the appearance of 

life. It is an open or hidden revolt against social conventions 

and the routines demanded by law and custom as well as against 

the monotonous aspects of nature. 

But such a revolt against natural appearance and everyday 

banality is also an apologia for life in depth and a hymn to the 

Elemental Forces. 

The artist must always remake the universe, or, if you prefer 

make his own. 

An understanding of this revolt—-of this rejection on the one 

hand, and, on the other, the enthusiastic belief in all living 

things—will help us grasp the art and the ideas of Odilon Re- 

don. As William Blake said, all that lives is holy. 

The misunderstanding 
The difficulty in situating Redon ir the development of French 

painting is largely the result of the neglect of which he was 

and still is—the victim. Lacking subtlety, the critics used 

an axe; he is outside the great Impressionist movement—and so 

he is just a curiosity. 

Instead of looking to see if his works stood up with Cézanne’s 

or Gauguin’s (who admired Redon), or Renoir’s or Seurat’s, 

standard criticism simply got rid of the pest with this attack: 

“literary painter” . .. then a shrug. That's all. Then the critics 

could sleep comfortably on their bundle of whips. 

And it was easy to dismiss him-——just put him in a pigeonhole 

with Gustave Moreau, which is doubly unfair, for Moreau’s 

symbolist paintings of magical legends have their value. If he 

was a theatrical describer, if he often over-embellished his art. 

still, having Rouault and Matisse for pupils means something. 

And was it not inevitable that Redon, whose temperament 

could never swim with the floods of Realism, and later of Im- 

pressionism, would turn to two other artists who also worked 

counter-current: Moreau the mythographer. and Bresdin, the 

explorer of shadows? 

But he was never on their “side.” None of his pictures ever 

were exhibited in their symbolist “Rose + Cress” salons; and 

not only did the Rosicrucian leader, Joséphin Péladan, never 

invite him—he hated Redon. 

I have before me a catalogue of the sixth exhibition organized 

by this “Esthetic Geste”; it includes many pupils of Moreau, 

Rouault (then twenty-seven years old) among them. Péladan. 

in his usual peremptory preface. an- [Continued on page 60) 

Redon: The Eye and the Opium Poppy 

“It is the primacy he gave to painting that makes Redon a 

‘modern.’ If his drawing is sometimes weak, he was one of 

the most astonishing colorists that ever lived: a colorist 

in black and white (‘blacks as royal as the purple’), in 

his prints and drawings,” as well as his oils and pastels. 
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By Balcomb Greene 

{ passionate opinion of the artist, 

of the work of art 

Bei to communicate are ometimes 

limited by the factors which give them power 

\ declaration of love may have greatest inten 

sity when addressed to one person. Our recep 

tion of another's speech is also limited; the 

message may be too startling, too painful. We 

may wish to live our whole lives on emall 

messages from those about us. We limit by 

our self-preoceupation, by our fears and by 

our ignorance, the messages directed to us 

Communication may not only be extended or 

between these ex limited, but stabilized 

tremes. In every age some specialists seem to 

reach people because these accept the fact of 

the speech and its routines as a guarantee of 

the propriety and value of the message. Today 

television crooners and ministers of the Gospel 

have only to take their stand on the well-worn 

platform of the family, universal suffrage and 

the stable dollar to be permitted what, for 

most people, must be called a ceremonial role 

The essentials of their act is to say expected 

things with great skill. This is virtuosity 

In artistic expression there are qualities 

which prevent easy communication, but which 

contribute to the work of art’s permanence 

and eventual power. One of these qualities, 

ambiguity, has been discussed chiefly as it is 

found in literature. The positive role of am 

biguity, when it is not a mere inability to 

focus, but is a meeting of strong and not 

harmonious elements, has been described at 

considerable length. Such esthetic ambiguity 

can give meaning and power to expression; it 

will be notably absent from academic and 

conservative art where one often finds ritual 

istic communication and emphasis upon skill. 

It seems to me that ambiguity may appear 

even in conventional art as a liberating quality 

An example is that amazing Fouquet Madonna 

and Child of the red and blue rubber angels. 

In this painting the Virgin, prepared to fulfill 

the most devout (and, by the fifteenth century, 

dullest) expectations, assumes upon her throne 

the position of the medieval and Sienese tradi 

tion. But she allows one round breast to burst 

exuberantly into the open, and presides over 

her conflict of impulses (to nurse the child, 

to arouse the gentlemen) with an aristocrati« 

and doll-like petulant smile. Here one may 

and of the radical opinions they embody 

The artist’s reluctance to communicate 

see the fortihed city of Siena, the warriors of 

pagan Athens and the armies of the King of 

France improbably at war. 

In the most imposing of Cézanne’s Monat St. 

Victoires, the venerable mountain rises with 

its bulk in the distance. At the same time we 

sense that the painting is a screen of perfect 

flatness in which the bulk and distance im 

probably exist 

The ambiguity in both these paintings is a 

matter of their various elements not fitting 

the expectations of those who view them. But 

there is a distance between the two paintings 

which forces the ambiguities themselves into 

contrast. The almost total neglect of the Virgin 

in art after Fouquet has, like the increasing 

skepticism of her outside of art, the appear 

ence of biological sequence—a rediscovery of 

original sin. The change in theme, so well 

symbolized by Cézanne’s replacement of the 

apple for the Madonna, was a move from 

ritual to expression. It is a sharp movement 

towards understatement, a recoil from the 

theatrics and virtuosities belonging to the 

Academy. The power of understatement ap 

pears clearly in Cézanne’s portraits from 

which the personalities emerge slowly, but 

finally come through devoid of cleverness. 

The ambiguities and understatements, nu 

merous in Cézanne, increased the gap between 

the artist and the mass public, while the im- 

pact is in the long run heightened for those 

whom the artist does reach. We may believe 

that for society in a total sense no communica 

tion was lost. We knew that Cézanne shared 

the poet Mallarmé’s view of not wishing to 

work for many people, dp Ahe extent of not 

believing that he could. 

The painter’s reluctance is an understate- 

ment of the poet's: lie is less aware of any 

“wish” to hold himself back in the communica- 

tive act. This may suggest that understatement 

und ambiguity cannot easily arise, in the visual 

arts at least, from calculation—the Surreal- 

ists vainly sought to summon it with their 

limp watches, their snakes on the stairs, their 

anxious search for irrationality. 

Instead of the artist making a program of 

ambiguity, and instead of his having much 

purpose in mind at all, the idea has been 

widely proposed that it is his very inertness, a 

kind of mental vegetableness, which gives his 

works meaning. From this viewpoint the artist 

is, without his sensing it, a vocalization of the 

ordinary man’s irreconcilable, and therefore 

inexpressible, allegiances. He is the last word 

in specialization and the perfect receptacle 

for those immense and amorphous truths which 

float down through history in search of their 

prophets, the inspired idiots. 

We are not obliged to choose between the 

concepts of the artist as one who calculates 

all his strangeness and one whose mind is a 

void. A consideration of certain attitudes and 

processes which distinguish the artist today 

will make this clear 

For the visual artist, the great and largely 

new process of the century is called abstra 

tion. By this means the work of art, incorrectly 

perhaps, and not always apparently, resembles 

our experience. By being selective and ex 

aggerating, the abstractionist may emphasize 

aspects of reality, or he may use the visual 

world as a starting point for colors and shapes 

which retain few significant associations. 

it is less commonly realized that abstraction 

may be a move towards ambiguity and reti 

cence, towards a kind of mystery, in an age 

when these qualities need emphasis. The art 

ist in his thinking may reject mystery and 

ambiguity because he is a victim of two ideas 

which are common in his time, but which have 

little value for art: first, the belief in absolute 

control or economy in making a thing; second, 

the hope for equitable (and almost equal) 

distribution of the product to people. He may 

argue that w:. «at literal representation his 

control is a .aatter of avoiding personal hu- 

man associations which will be unpredictable 

in his audience. In his democratic vein he 

will argue that the fine arts, now tied to the 

practical ones of design by a new stress on 

form and on such material elements as texture, 

may filter down to almost everybody 

Yet an artist who accepts reticence, a kind 

of exclusiveness, and mystery, is not proven 

anti-democratic in what might seem the ab- 

a willingness to exchange today’s 

Arthur Koest- 

solute way 

audience for one in the future. 



ler’s stated willingness to trade a hundred of 

today’s readers for a single communicant a 

hundred years hence may be no more of a 

motive, and may be a thought no more re- 

assuring, than most intimations of immortality 

are. We might suspect rather that those fea- 

tures in art which promise obstacles to our 

immediate understanding have no more roots 

in the desire to communicate forever than in a 

reluctance ever to. 

The views of ambiguity as contrived or as 

beyond the artist's consciousness are both 

over-simplifications. | can see them as a re 

sult of that disagreeable dilemma: the will to 

communicate plus the will to keep silent. The 

exceptional element will not be the number 

of strong reactions or impulses in the artist 

so much as the capacity or the toughness to 

hold them together in suspense in the work. 

We might say that ambiguity (not the search 

for, but the actual bewildering possession of 

it) can be tolerated in the mind of the artist 

only if he is reluctant to speak at the moment 

he finds it necessary. 

Outside of the arts, we know how reluctance 

to communicate may mount with the signifi 

cance of the message. In the arts, we tend to 

assume that speech follows inevitably the hav 

ing something to say. The growth in our 

century of what are called the communicative 

arts, which also are called the “Industries” 

(movies, radio, television), and the growth of 

advertising, creates the impression that all 

which needs saying is said, and more, too. The 

taciturn man, along with private man, has no 

existence as an economic proposition. 

But communication in the arts differs from 

the immediate and practical messages which 

people from day to day send each other. The 

artist will, we say, “provide an incomparable 

experience”; “project his personality”; or 

“win the approval of his fellow men.” The 

creative act is no less than all these, nor 

clearly divisible into them. 

We understand how all men are limited 

from birth by frustrations and compromises, 

that creative people in all fields may be un- 

usually disturbe’ by such limitations, but may 

be provided with better remedies for them. 

Man seeking to re-enter a world which he 

feels has rejected him, by performing a task 

which is thought by most to be useless or 

harmful, but which turns out to be of dazzling 

brilliance—this is an authentic picture. But 

looking closer, a shadow which falls across 

the face of man makes us wonder if he thinks 

it a world worth re-entering. 

This question of worth or of values is the 

critical one. When we think of the creative 

act as involving the will, we have begun our 

list of the artist’s reasons for keeping silent. 

He will find the world partly ugly where man 

has touched it. He will find men indifferent 

to values of the spirit and intolerant ot those 

who do not conform. If his desire is to com- 

municate to humanity in general, indiscrimi- 

nately, it is a self-centered effort to be ac- 

cepted. He is the timid, non-committal person, 

loving everybody who behaves well, the asker 

of advice, unable to recognize an enemy except 

through personal injury. 

A desire to communicate to people rather 

than to an abstraction supposes an exclusive, 

an excluding, view of humanity and the social 

scene. That is, as one senses a contact with 

humanity, it splits at once into an awareness 

of John, Mary and George who, judged on the 

basis of their activity as human beings, do not 

all deserve the experience which is art. Always 

he must approach that ability which D. H. 

Lawrence and Thoreau possessed—to hate 

magnificently some people who ride high in 

society. He knows that those people who make 

up humanity will, with few exceptions, indorse 

his own a,plication to be approved on the 

most trivial grounds. Their indorsements will 

be imitations of each others’. 

We need not prove that the world of art 

not even such cross-sections of it as Madison 

Avenue—tries to be corrupt. Yet we see that 

the traditionalist, the avant-garde artist, he 

who designs useful objects and he who seeks 

more intangible effects, are victimized as much 

by fashion and by intolerance mixed with 

indecision as was ever true in the history of 

art. It is doubtful if our generation, confused 

by the scheme of values which pervades 

society, has more ability to single out works of 

lasting value than have those generations 

whose judgments we now condemn. 

The immensity of art, its grandeur, arises 

with the precariousness of humanity's accept- 

ance of it. It is as though the hatred and the 

love of the world, in friction, could alone 

generate works of lasting value. Apart from 

the artist there will be other creative people, 

rejecting the naive belief that they can reach 

their contemporaries equitably while feeling 

nice about them indiscriminately, who move 

into what we may term purer and more ab- 

stract fields. There is the theoretical physicist, 

the philosopher, the many engaged in scientific 

research or speculation. They will subscribe 

to a discipline which we call the search for 

truth. There is much in common between what 

we call a “disinterested” searcher for truth, 

passionately indifferent about whom his sword 

touches, and the attitude of wishing to help 

man while not wishing to. 

While the grandeur of art arises along with a 

perplexity about big things, its smallness will 

come with a sureness which makes things 

little. This is the secret of a ritualistic art. An 

opinion or a feeling is held by many people 

for a long time. They have so often told each 

other that such-and-such is true that finally 

they say x is true, and upon the wall they 

need only paint in such a way a cross or a 

star to experience hope, hate, fear, passion 

and, at last, monotony. 

The appearance of ritual within art did not 

stop in the Western world with the decline of 

a Christian art. The present and past few 

centuries show two crystallizations into ritual. 

The first may be termed visual realism. The 

spirit of skepticism and of inquiry into th 

natural world, beginning again with the Ren- 

aissance, was telling man more dangerous 

things than he could accept. The spirit had 

to be frozen in art by technique and theme to 

the point where the viewer, who did not wish 

to see, might recognize the work of one es 

sentially blind, and hence feel comforted. 

Against this inoffensive realism, of limited 

effectiveness but recognizable, the men of 

revolutionary vision, from Hals to Daumier 

fought valiantly. They were betrayed by the 

Impressionists who promised revolution in 

technique, whose limitation of revolution to 

technique meant dogmatism, and who bear 

the distinction of abandoning ene dying ritual 

to sponsor its successor. 

The second ritual, growing large today, is 

the ritual of beauty. Its product is a decorative 

art, and it may show a distaste for visual and 

literal realism. It will claim to be basically 

abstract, and may refer with pride to its stal 

wart mother of the arts—architecture. Whether 

the artist manipulates plastics, colored string, 

golden wire or paint on canvas, his inventive- 

ness and skill are matters of constant com- 

ment. He is an expert at rhythms, balances 

and tensions; yet he can, by raising his tempo, 

by his passion for dribbling, splashing and 

heaping on paint, make those usual requisites 

of design seem like quibbling. From the 

enormous truth that the artist must speak 

rigorously within the limits of his medium, 

he makes the pitiful deduction that the 

medium speaks. In his championship of beauty 

his heroism is a sure one because his concept 

of beauty, the cosmetic idea, is reliable. His 

chief embarrassment is that the opposition 

sponsors him. It is a mistake to believe that 

a materialistic age will not have small issues 

of beauty for sale. 

Those who think that advancement from this 

modest art is through a return to representa- 

tion must remember that the rituals of realism 

are no less limiting. When art gives up repre- 

sentation it is not necessarily decorative. Ex 

perience tells us this. Mondrian, for example, 

remains powerful and eternally restless. The 

move of abstraction towards decoration is only 

an historical fact, a danger which wil! be 

evaded by the few. 

The solution can be found only in the art- 

ist’s inner conversion [Continued on page 60] 



By J. LeRoy Davidson 

Tang: 

the Baroque 

of China 

dn enormous survey of this 

great culture (618-906 ) opens at the 

Los Angeles County Museum 

Stupa, or altar-front [detail left) suggests 

the monumental stone sculpture of the 

eighth century. “These grimacing guard 

ians have departed from earlier types, for 

their authority is unmistakably stated in 

terms of the spirit.” The locking of sculp 

ture in architecture prophesies the inven 

tions of the European Romanesque 400 

years later—and perhaps directly in 

fluenced it via such portable objects. 

NELSON GALLERY, KANSAS CITY 
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There was gaiety as well as grandeur in T’ang art, 

as seen in this little gilt-bronze dancing Bodhisattva. 

I. June 618, when the dynasty of T’ang was officially promulgated, 

probably no one would have predicted that the new house was to reign 

for almost three hundred years. Ever since the second century a»., when 

the Han dynasty was rent by rebellion, China had been continuously 

tormented by political chaos. The very names that define the subsequent 

periods—the Three Kingdoms, the Epoch of the North and South, and the 

Six Dynasties (which really were ten)—indicete the fragmentation of 

the country. In 589 the Sui finally reunited China under a single ruler. 

but during the last ten years of that short-lived period, power was being 

usurped throughout the land by rebellious bandits. 

When Li Yuan, the duke of T’ang, was placed on the throne by his 

son Li Shih-min (afterward known by the imperial title of T’ai Tsung), 

he must have been looked upon as just another adventurer, greedy for 

the ephemeral wealth and power belonging to the occupant of the 

Ch’ang-an palace. Perhaps if it had not been for his son, who became 

emperor in 627, the glory that we know as T’ang would have remained 

still-born. But under the absolute despotism of the time, / Jen (the One 

Man, that is, the Emperor) could change the course of history. And T’ai 

Tsung did just that. With the same cunning he had used to manipulate 

his father’s enthronement, T’ai Tsung formed alliances, bought allies 

and destroyed enemies until China was once more at peace. Government 

reforms and intelligent administration during a reign of almost twenty- 

five years ensured a stability which maintained the empire through later 

years of misrule. 

T’ai Tsung was fortunate in that he had only to consolidate his posi- 

tion in a country already unified by his predecessors. He was free con- 
MUSEE CUIMET, PARIS 

MINNEAPOLIS INSTITUTE OF AanTS 

A reflection of this golden age of mural painting can 

be found in some surviving paper banner paintings 

[below], while the luxury of its crafts is eloquently 

represented by the gold phoenix for a royal headdress. 



Funerary terra-cotta figure of a ped- 

ller—a foreign barbarian from 

Western Asia walking through the 

cosmopolitan capital of China 

The manufacture of pure white porcelain, usually 

in such powerfully simple shapes as this bowl, was 

one of the great achievements of the T’ang period. 

An unflagging creative imagination was at work 

on T'ang ritual vessels, such as this ladle held 

by a fish in cast and finely chased bronze. 

T’ ang continued 

sequently, to seek new adventures; and his armies, joined by 

Turkish allies, crossed the Central Asian deserts carrying their 

banners to the borders of Persia and India. Conquest brought 

wealth and trade; it also enriched the Chinese with new ideas 

and art forms. The efflorescence which resulted in the arts, one 

which recalls the splendor of the sixteenth and seventeenth 

centuries in Europe, is magnificently illustrated in the current 

exhibitic.« at the Los Angeles County Museum. Henry Trubner, 

Curator of Oriental Art, has drawn on major museums and pri- 

vate collections throughout the world and has succeeded in pre- 

senting a cross section of the varied arts which were produced in 

T’ang China (618-906)—a time when the West was in the 

process of trying to synthesize a dying Classic tradition with 

the wandering folk arts of the barbarians and the rigid formal- 

ism of Byzantium. 

The exuberant vitality, which is the essence of T'ang art, 

reveals itself in a largeness of concept which often was riveled 

by the actual size of the works. The great temples and palaces 

of the age have since been burned, and we can only marvel at 

their descriptions. But the great 50-foot-high Buddha and at- 

tendant guardians still may be seen at Lung Men where they 

were carved on a towering cliffside, their magnitude expressing 

the same confidence that sent Chinese armies marching to the 

distant Pamirs. Manifestly such sculptural monuments are not 

for museum exhibition, but only a little imagination is needed 

to transform the stupa front from the Nelson Gallery [p. 46] 

and the gilt-bronze Buddha from the Metropolitan into the size 

of their gigantic prototypes. 

The little Buddha shares with the colossal figure at Lung 

Men an air uf aimost arrogant superiority. On the stupa the 

heavily muscled guardians, their taut cords straining their 

throats, are miniature replicas of the figures chiseled on the 

hill a generation earlier. But these grimacing guardians have 

departed from earlier types and are even unlike their con- 

temporary counterparts at Ellora and Elephanta in India, for 

their authority is unmistakably stated in terms of brawn rather 

than in terms of the spirit. They do not express in any way the 

withdrawal from life inherent in Buddhist belief and in earlier 

Buddhist art. Their aggressive appearance is more in keeping 

with a spirit of conquest over life and thus with the robust 

character of their age. This is also true of the eleven-headed 

Kuan-yin (lent by the Museum of Fine Arts, Boston) and the 

large overpowering Buddha head from Lung Men (lent by Mr. 

COLLECTION AVERY SRUNDAGE, CHICAGO 
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Avery Brundage). In the background of these sculptures is 

the shadow of the Empress Wu (reigned 684-705) who caused 

sutras (Buddhist gospels) to be written which predicted that 

the Bodhisattva Maitreya would rule China in the guise of a 

woman and who, costumed as Maitreya, carried on not too 

clandestine affairs with the more attractive monks at the capital. 

Meanwhile the character of Chinese Buddhism itself was 

changing. New and esoteric sects developed out of the latest 

gospels which were being brought from India by a constant 

stream of missionaries and Chinese pilgrims. Nevel iconographic 

features were copied from imported statues and sketches, and 

the style of the sculptures, too, was grafted onto Chinese art. 

The style that of Gupta India—could have been borrowed by 

Silver bowl, with fish and waves 

in relief, 

master-craftsmen with 

—_ 

the Chinese at any time during the previous three centuries. 

But it was not until T’ang that the Chinese craftsman, working 

in the atmosphere of a mundane court for a religion of elabo- 

rate formalism, was attracted to the sensuous stone carvings of 

his neighbor to the West. Then he abandoned the archaisms 

into which he had translated the Gandharan traditions of earlier 

India and vied with the mother country of Buddhism in em- 

phasizing tactile surfaces—such as those of the Bodhisattva 

from T’ien-lung Shan (lent by the Seattle Art Museum). 

The traffic was not one way. While China borrowed from 

Indian sculpture, Central Asia, which had been dependent on 

India for its painting, turned to China. Fragments of frescoes 

from Kyzil, Chotscho and Bazaklik [Continued on page 59] 

connects the 
T'ang 

Persia. 



Art news from 

. 

Pa tS by Pierre Schneider 

yr... difference between esoteric and 

exoteric is almost as basic as be- 

tween night and day. There are those 

who feast on the sights of the out- 
side world, and those who 

their eyes to delve in visions. 

close 

Logic of the visible 

“My boys, let us drink down the 

moon” might have been the motto 
of Redon—whose large exhibition is 
discussed on page 41 of this issue. 
The Impressionists answer: “My 
boys, let us drink down the sun.” 
As if in answer to Redon’s flight 
indoors, Boudin declares: “.Al] that 
is painted on the spot always has 
a strength, a power, a vivacity of 
stroke no longer found in the 

studio.” This vivacity is demonstrat 
ed by the Horfleur Museum’s col- 
lection of Boudins, currently on ex 
hibit at Galerie Katia Granoff. They 

are smaller works for the most part, 
more revealing than those of the 
later period, from the painter's form- 
ative years when he copied Watteau 
and assimilated the lessons of Corot, 
Troyon, Bonington. This smallness 
is anything but detrimental: it is 
essential to Boudin, it gives him his 

dimension, not only on the canvas, 
but in history; for, hemmed in at the 
one end by Corot, at the other by 
the Impressionists, and along the 
way by Courbet, one wonders what 
place is left him. But that is just 

Boudin’s point: grace needs almost 
no space. His talent alights on the 
one and only possible spot with the 
utmost precision, like a gull on a 
masthead—one of those mastheads 
so frequent in his small but never 
petty canvases. 

The precise aim of grace is being 
illustrated simultaneously at the 
other end of Paris (and of the 
world) by the Musée Guimet’s ex- 
hibition of “Small Trades in Japa- 
nese Woodcuts.” As usual, the poles 
are provided by Hokusai, Baroque, 
almost abstract in his linear fury, 
and by Hiroshige, tender virtuoso of 
eclogue. But there is also Kiyonaga, 
who lassoes the female crafts with 

threads of silk, and Utamaro, whose 
flawless flexibility seems to espouse 
the very essence of womanhood. 

To return to Boudin, he is not as 

far from Redon as one might believe. 
The frail, miraculous pastel-studies 
of skies are as free from the object, 
as ethereal, as any of Redon’s spirit- 
ual symphonies. It seems as if the 

whenever pushed far 
enough, inevitably summons up, as 

a complementary, the exoteric—ard 
vice-versa. It is this need to lean or 

“the logic of the visible” which com- 
mands Tchelitchew’s recent gouaches 
(Galerie Rive Gauche). The logic 
of the visible was stated by the 
Renaissance, which formulated the 
academic syntax. But pushed far 
enough—and here the figure of 
Leonardo looms again—that syntax 

esoteric 

50 

will rejoin the domain of the occult. 
At least Tchelitchew appears to 
think so. His cabalistic oil-drawings 
decompose a woman or a jug into 
dense networks of hyperbolic and 
parabolic curves, heated “to white- 
ness,” like tangled electric wires. 
The golden rule has taken the place 
of the game of hide-and-seek, but 

the fundamental idealist attitude has 
not changed, nor has the rather 
limited range of the artist widened. 

While Tchelitchew seeks the logic 
of the visible, Max Ernst finds it 

effortlessly. A series of drawings, 
Histoire naturelle, never exhibited 
before (Galerie Berggruen) shows 

Ernst perfectly at ease in, and con- 
tent with, the old pictorial conven- 
tions. The fever that ran high with 
Redon has fallen: here are no dra- 
matic shadows and pallors, but gen- 
tle variations in grey. Ernst’s images 
are remote, but not inaccessible. 

Attitudes in abstraction 

The elimination of figuration in re- 
cent years has not done eway with 
this ambivalence, but rather height- 
ened it. The gesture allows mystic 

and mathematical, idealist and geolo- 
gist painters to commune—I mean to 
exhibit—together in the cult of the 
gesture. Cratylus’ little finger wags 

approvingly at exoteric and esoteric 
alike. Chillida, a Basque sculptor 
showing a: Galerie Maeght, gives to 
iron the rustic economy and strength 
of agricultural tools hammered on 
the anvil by the village blacksmith. 
And yet there is something quite 
un-earthy about them: Chillida’s 
hoes and ploughs are mad< to till 
the fields of the imagination. For 
Tsingos (Galerie Iris Clert), the 

gesture consists in squirting tubes 
of paint on plaques of synthetic 
woodpaste, causing turbid palette- 
like formations into whose chaos an 
elementary image (flowers, a horse) 
brings a semblance of order. 

The gesture of Hartung is of an- 
other sort altogether. His drawings, 
covering his career up to 1947, on 
view at Galerie Craven, show that 
gesture was for him the means to 
transform draftsman into painter; 
for when, following Kandinsky, he 

uses color freely, he tends to drown 

in it (ca. 1922). Now, at the Galerie 
de France, Hartung has his first 

show of paintings in ten years. The 
familiar qualities are still there: a 
pure elegance, a precise lyricism; 
but while the new paintings are 
more varied, they are also more 

brittle. The variety of gesture is 

too poised somehow, too sure: like 
a twelve-tone hit-tune. The lights— 
or, better, highlights—are too well 
planned (every dark shape has a 
light aura, etc.). The freedom looks 
staged: the gestures unfold, not “in 
nature,” but against set backdrops 
repeated without change in a num- 
ber of canvases—like a dancer going 

through the same act in front of 
different curtains. 

With some artists, the gesture 

calms devwn or amplifies, as you 
wish, into attitude. Messagier (Gal- 
erie Michel Warren) fills canvas 
after canvas with vaporous masses 
reminiscent of Tai Coat and of 
Rothko, yet without either’s lumin- 
osity. His work has unity: it is uni- 
formly wistful as tellurian dreams 

and delicate as a mandarin’s yawn. 
Ferron (Galerie du Haut-Pavé) is 
more affirmative. In the boldly col- 
ored fabric of her paintings, built 
in wide, cumulative strokes, she 
tries to capture sunlight. And she 
does, whenever she does not stumble 
upon that “damnable whiteness,” as 
Captain Ahab would say, which, 
since Turner and Signac, is the 
bane of clear, sunny palettes. In 
her fresh, sharply lyrical watercolors, 
however, Ferron altogether overcomes 
that difficulty. Bryen (Galerie Stad- 
ler) is a fine example of the am- 
biguity, one might almost say the 
coalescence, of esoteric and exoteric. 
Clusters of pastel-shaded little 
squares are washed together, and 
sometimes out, by strands of dark 
blue, dark green or purple rain. They 
compose a continuous but rather 
morose universe. 

Valtat, Dufy, Burri, Cesar 

Looking into the psyche, we dis- 
cover the forms of nature; looking at 

the universe, we find the structure 
of the mind. One ends by suspecting 
that this frontier has been drawn 
only to be stepped across. The 
image, whether literary, as in Re- 

don’s case, or literal, as in Boudin’s, 
whether solicited or not, must be 
transcended. When it is not, then 
only does painting become literary 
or literal. Then does the image 
crystallize into chromo, as is evi- 
dent in the work of Valtat, who is 
given a retrospective at the Musée 

In Paris galleries: Max Ernst’s Up- 

right Suns, drawing, 1925 [above], at 

Berggruen; and Camille Bryen’s 6 F 

in his new one-man exhibition at Stadler. 

Galliéra. Starting from Degas and 
Toulouse-Lautrec, he soon displays 
traits characteristic of all the 
Fauves. This eclecticism may be a 
symptom of the shortness of his 
breath. While it lasts, it is enough 
to lend his work an air of good- 
natured merriment. But after the 
first flush of youth, it runs out. No 
doubt Dufy, who followed a similar 
course but with more talent, sensed 
this danger. It made him deliberate- 
ly thin out the image and take refuge 
in arabesque. A number of drawings 
and watercolors and several tapes- 
tries (at Galerie Carré) testify to 

Dufy’s often happy, always ingenious 
and thoroughly honest evolution. The 
image is the raw-material that must 
be redeemed. What happens when 
it is not is illustrated at Galerie Rive 
Droite by Burri. Here is the inferno 
of matter: burlap, tattered shirts 
and sheets, thick boils of pigment 
huddle in heavy gloom, waiting for 
a savior. A similar hell, a similar 
inertness are evident in the metallic 
agglomerates by Cesar, who shows 
his sculptures in an adjoining room. 

Useful form 

If the image is necessary, it is only 
to show up the power that will save 
it. And the useful image, for each 
artist, the useful form — whether 
exoteric or esoteric—is that which 
will best elicit the intervention of 
that power. “Useful Forms” is the 
theme to which the Musée des Arts 
Decoratifs devotes its first Triennial 
of Contemporary French Art. Bent 
on showing the results of the co- 

operation between Art and Tech- 
nique, it merely demonstrated the 
conspiracy between a certain kind of 
art and a certain kind of industry, 
as well as the overwhelming sadness 
of the period which we are about to 
enter: the Plastic Age. As I left, the 
loudspeakers were playing The Sor- 
cerer's Apprentice. 



Art news from 

Ba udciaire described a portrait ¢3 
“a model complicated by an ai- 
tist.” The eight hundred “British 
Portraits” on view at the Royal 
Academy until March demand this 
definition be amended to read: “a 
portrait is a model simplified by an 
artist.” 

Masks 

This annual winter exhibition at 
Burlington House sets out to explore 
British portraits in all mediums by 
native and foreign artists from the 
sixteenth to the twentieth century. 

The irreducible fact of British art 
history is our sustained enthusiasm 
for portraits. Artists hankering to 
do history pictures might complain, 
but nothing reduced the consump- 
tion of portraits. 

It is clear that the main interest 
of the majority of portraitists, most 
of the time, was not in what por- 
traiture is supposed to be about, 
namely “the likeness of individual 
human beings” (to quote E. K. 
Waterhouse from the catalogue of 
the exhibition). What most portrait 
painters show is not the unique in- 
dividuality of the sitter, but his 
learned, rehearsed, social presence. 
The complications, indirections and 
obsessions of human character are 
rarely directly observable in a face. 
Thus the sitter is a function of his 
age, class, position, property; por- 
traits are an index of adjustment. 
The ‘man within” would not be 
welcome, even if he could be shown 
in a work commissioned for the sit- 
ter’s house or as a gift for his family. 

Portraiture is a re-assurance 

against solitude or deviation. Singu- 
lar facial or proportional facts are 
adjusted according to the prevailing 
ides!, which wants everybody to look 
a little alike. Thus the Royal Aca- 
demy exhibition of successful por- 
traiture tends to become a history of 
conventions in art which were adapt- 
ed to meet changing ideas about the 
family, friendship, occupations and 
childhood. Mannerist diagrams of 
courtiers, Baroque types of mistress 
or admiral, representatives of grace 
or idealism in the eighteenth cen- 
tury, the frail energetic figures of 
Romantic sensibility: within these 
broad types, individuals aprear. The 
individuality, however, where it can 
be distinguished from the “period 
face,” is usually secondary in inten- 
tion to the establishment of the sim- 
plified mask. The emphasis can be 
illustrated by, for example, a nude by 
Peter Lely which may represent 
Nell Gwyn: it depicts the Caroline 
courtesan first and a particular one 
second—if at all. 

In this exhibition there are repre- 
sentative works by all the famous 
portraitists and many of the forgot- 
ten ones. The cheice is adequate but 
not fresh or brilliant. The least fam- 

London by Lawrence Alloway 

iliar aspect of the exhibition is in 
some ways the most impressive: a 
series of portrait busts (chosen by 
Rupert Gunnis) which included 
brilliant eighteenth-century sculp- 
tures that were both vividly individ- 
ualized and plastically forceful. 

Invisible artists 

An exhibition of Anglo-Jewish artists 
at the Whitechapel Art Gallery sets 
out to show their artistic record 
since the re-settlement of the Jews 
three hundred years ago. The organ- 
izer of the exhibition, Charles S. 
Spencer, was unable to produce 
much work of the seventeenth and 
eighteenth centuries. There is even 
uncertainty about the early star of 
the show, Johann Zoffany. There is 
no evidence for his being = Jew 
despite statements like Sacheverell 
Sitwell’s—“the Jewish ancestry of 
Zoffany is an important factor in his 
art”—which factor he never, in- 
cidentally, isolated or named. 

By the nineteenth century, how- 
ever, the injunction against creating 
graven images had widely broken 
down. Here are history pictures with 
pathetic Jewish subjects and genre 
scenes composed wholly of gaunt 
bearded figures. Best known is 
Simeon Solomon, an artist maudit, 
who sank from the Pre-Raphaelite 
Brotherhood to the Gutter: he is 
represented by a classicistic version 
of a Rossetti femme fatale called, 
interestingly enough, Pharaoh's 
Daughter. Perhaps the typical work 
of the nineteenth-century Jewish 
artist is a pair of Railway Scenes 
by Abraham Solomon in which first- 
class and second-class compartments 
are compared, not with an out- 
sider’s resentment but with a happy 
citizen’s nicety of observation. 

In the twentieth century Jewish 
Expressionism as a style emerges, 
mainly because of the influence and 
licence of the School of Paris—as in 
the sculpture of Epstein and the 
painting of Martin Bloch and Joseph 
Herman. But equally important are 
purely decorative artists like Bernard 
Meninsky, Hans Feibusch and Fred 
UhIman. Among the younger artists 
the stylistic and esthetic range of 

Bernard and Harold Cchen, Philip 
Sutton, Sandra Blow and Frank 
Auerbach is not appreciably differ- 
ent from that of their non-Jewish 
contemporaries. The main use of 
painting to Jews in England, it 
seems, is as a means of adjustment 
and not self-expression; painting is 
one of the ways of becoming invisible 
in an adopted country. Such was the 
strategy of Lucien Pissarro, one of 
the firm links between Impressionism 
and English open-air painting. His 
place is in a specfically British art 
history. Charles Spencer assumes 
this kind of adaptation when, com- 
menting on the absence of a painter 
of the status of Camille Pissarro or 

Roubiliac’s marble bust of Sir Andrew Fountaine, 

lent by the Earl of Pembroke to the Royal Academy. 

Max Lieberman, he suggests that 
perhaps Anglo-Jewish art would 
be better if English art had been 
better. 

Ernst in England 

At the Matthiesen Gallery a retro- 
spective exhibition of Max Ernst 
was interesting because it showed, 
not only unknown paintings of the 
1920s and a recent series of science- 
fiction views of the earth seen from 
the planets (a mixture of Odilon 
Redon and Chesney Bonestall), but 
because it revealed the influence of 
Ernst in England. Loans from Eng- 
lish collections reminded us of the 
importance of Surrealism here in 
the 1930s. Since that time Ernst has 
exerted, sometimes directly, some- 
times by devious routes, a strong in- 
fluence on British art. His chimeras 
are the first generation of the crea- 
tures whose decadent beachcomber 
descendants Sutherland paints, and 
his spiny, frothy Garden Airplane 
Traps have caught Ceri Richards, 
perhaps forever. A feigned oval 
painting of 1929, one of the bird 
series called Famille nombreuse, is 
painted with chalky dry paint remi- 
niscent of Paul Nash, and the birds 
in the egg of the oval look exactly 
like Henry Moore’s squat standing 

forms, with one depression for the 
eye, of the ‘thirties. Ernst has been 
a seminal figure in the English im- 
agination, perhaps because of the 
roots in nineteenth-century Roman- 
ticism of his own weird animals and 
strange places, not to mention the 
Victoriana of his collage humor. 

Clement Greenberg, writing in The 

Nation in the ‘forties, once dismissed 
Ernst as one of those Surrealists 
whose images lacked purely pictorial 
justification. He must have had 
American period Ernst and collage 
solely in mind, for Ernst’s use of 
frottage, in, for example, large oils 
of 1927-29 (from the Mouradian col- 
lection) define the picture surface 
in a way that anticipates postwar 
painting. Certainly Ernst’s forests 
lead to Dubuffet’s tables. Ernst’s 
phantoms are found in the act of 
painting and identified with the mat- 
ter on the surface. This is conspicu- 
ous in those oils where rubbings 
from wood, stones and so on provide 
the surface to be interpreted and 
never quite forgotten. 

Victorian post-script 

A minor Victorian painter, revived 

at the Jeffress Gallery, is Atkinson 
Grimshaw, whose subjects are usual- 
ly represented during the hours 
when open-air painters stop work be 
cause the light is going or gone. 

Born in 1836, self-taught, he became 
an expert painter of Victorian cities 
and suburbs in the late afternoon 
and evening. Before he took up 
painting he worked for the Midland 
Railway and much of the Roman- 
ticism of modernity of the railway 
appears in his city subjects. In his 
Fleet Street, 7 P.M., 1886, the towers 

of the Law Courts jut up into the 
stained sky and the illumined ad- 
vertising signs shine down into the 
wet street. Grimshaw gave to Lon- 
don an infatuated poetic treatment, 
without affectation, that nobody in 
England can touch today. 



Art news from 

Los Angeles by Jules Langsner 

Os Los Angeles one-man 

shows focus on artists young enough 
to look back on the modern pioneers 

as figures out of a mythical past; 

they are confronted with the choice 

of either extending and refining ex- 
isting styles or of striking out in 

new, unpredictable directions. 

é. y 

Take, for example, Robert Chuey, 

now exhibiting oils and wash draw 

ings at the Santa Barbara Museum 

of Art [to Jan. 15; at the Perls Gal 

lery, Beverly Hills, Jan. 17-Feb. 10]. 

Chuey’s still-lifes, landscapes and 
portrait heads are presented in styles 
ranging from Cézannesque to ab- 

stractions that obliterate his sources 

in the outer world. Whatever tack 
he may take, Chuey’s work possesses 

an elusive presence; the pictures 
command attention. The impact of 
his still-lifes results, in part, from 

the enlarged scale. Positioned in 

shallow space, familiar objects be- 
come filmy, transparent forms en- 

closed by a spiraling, wiry line. 

Chuey transforms everyday reality 

to a self-contained world obedient t 

a detached logic of its own. 

Chuey’s most recent abstractions 

provided something missing in the 

earlier works. The earlier still-lifes, 

portraits and Fauve-like landscapes 

reveal the artist assimilating influ- 

ences. The more recent abstract 

landscapes stem from specific places. 

There the similarity to the earlier 

works ends. Chuey now activates 

the entire surface of the canvas with 

abbreviated vertical strips vibrating 
in successive planes one behind the 

other and punctuated now and then 

by overlapping horizontal strokes. 
The effect is somewhat as if his 

landscapes were transmuted into 

fluttering, cool-toned, vertical ban 

ners heightened by ved and black 

accents. 

Here Chuey exploits the surround 
ing world as a point of departure 

for abstract invention. He is not 
dipping into his psyche. Rather he 
seeks to fashion a stenographic im- 

pression of the visible world. It is 

a goal worth pursuing 

Grant 

James Grant, in a one-man show of 

recent paintings at the Pasadena Art 
Museum, is capitalizing on gains 
already made in painting. Like 
Chuey a member of the emerging 

generation of California artists, 

Grant is rapidly establishing a niche 

for himself here. An incisive drafts- 
man, Grant appears to be swung 
into action by the way in which 
linear pathways can be made to un- 
fold one from another. He favors 
still-life, plant and flower forms, and 
skulls of cattle as sources for linear 
embellishment. This usually takes 
the form of an electric black line 
moving in staccato rhythms, now 
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spun into skeined networks, now 

jagged and spicular, now blurring 

at the edges as if slipping away 

into the enveloping atmosphere. 

That atmosphere is saturated in 

vibrant color, the foil for line. The 

resulting imagery is a sort of Cali 

fornia variation of Sutherland. 

What Grant does he does with 
authority. Yet I never managed to 
establish a rapport with these as- 

sertions. For one thing, Grant is 

exploiting a style rapidly being de- 
pleted by the number of its practi- 

tioners. He uses his devices with 
skill and assurance, but for this 
observer they remained devices. 

Cremean 

Sculptor Robert Cremean is a recent 
addition to the community of young- 
er California artists. A product of 
Cranbrook and now teaching at 

u.c.L.a., Cremean is exhibiting sculp- 

ture, plaques and wash drawings at 
the Paul Kantor Gallery [Jan. 7- 
Feb. 1). The sculpture, in bronze, 
wood and terra cotta, is executed 

with a virtuosity surprising for an 

artist in his early twenties. 

Cremean’s sojourn in Italy dur- 
ing 1954-55 as a Fulbright fellow 

evidently left an imprint on his 
work. Many of the pieces have an 
Italianate archaicism reminiscent of 

Marini and Fazzini. The figures are 

at once elegant, stylized and sug- 
gestive of a distant past. This qual- 
ity can be seen in the carved wood 
Descending Figure. The head, like 

a Chirico mannikin, is ovoid and 
faceless. Its painted white surface 
combines the chipped texture of 
wood with a suggestion of moon- 

washed marble. Cremean adds a 
personal dimension to his Italianate 
sources. The planes of the figure are 
discontinuous, shifting from rounded 

contours to straight-edged, block- 
like forms. 

Virtuosity is the force that ai 
tracts you to his bronze Horse. Seat- 

ed on its haunches, neck taut and 
extended, legs bent and thrashing 
in air, the animal's compact torso 

is rippled with muscular lumps and 
[Continued on page 62] 

Robert Cremean’s bronze Horse 

is at the Paul Kantor gallery. 

Art news from 

Chicago 5, 4. James Speyer 

E....., year Chicago artists com- 

plain about some aspect of their lo- 
cal annual at the Art Institute. It 
is never big enough to suit every- 

one, although it is always too big to 
look well. If the jury is local, there 

ire objections. If the jury is not lo- 

il, chauvinism is rampant—partic- 
ularly when New Yorkers are in- 
volved. This year a totally new idea 
is being tried. Called “1957 Chicago 

Artists No-Jury Exhibition,” it is 
backed by the mayor of Chicago, a 

number of prominent collectors, the 
Art Institute and, presumably, Art- 
ists’ Equity. Thanks to the mayor, 
the show will hang in the enormous 

mid-twentieth century steel and glass 

halls cf the Navy Pier, an interior 
space that projects half a mile into 
Lake Michigan an should provide 
just the right kind of anonymous 
background for a vast and irregular 
salon. Anyone over eighteen years 
of age can enter two works in the 
show, and, if the $2.50 fee for each 
entry is no deterrent, there should 
probably be close to the two thou- 

sand items which the Art Institute 
reguiarly receives to be juried for 
the annual. There is no jury of se 

lection, but there will be a prize 

awarding jury: Daniel Catton Rich, 
director of the Art Institute; painter 

Abraham Rattner, collector Joseph 

Shapiro, local sculptor Mario C. 
Ubaldi, and Chicago painter-designer 

John E. Walley. The Art Institute is 
turning over the $7,375 usually 
awarded as prizes to the jury which 

will select fifty works to be given 

awards, and a subsequent exhibition 
at the Art Institute in May. This is 
not planned as a regular, annual 
event; it is an experiment that could 

be repeated if successful. It is a 
dynamic way of showing the commu- 
nity what is being done, and if the 

quality is uneven, and one scarcely 
imagines that it could be otherwise, 

it is perhaps time for artists to see 
how thir work stacks up. This is 
naturaliy an absorbing topic among 
artists and, far from pleasing every- 
one, it has already provoked a whole 
new area of criticism. The entrance 
fee is resented, but the chief ques- 

tion is the old one—of amateurs and 
professionals in the same show. The 
response, however, is by no means 
one-sided; many of the artists are in- 
tensely enthusiastic. This whopping 
event will take place for two weeks, 
early in February. 

Abbot Pattison 

After more than a year away from 
home, spent mostly in Tuscany, Ab- 
bot Pattison marks his return by a 

large om2-man show during January 

at the Charles Feingarten Galleries. 
Pattison is one of the most serious 
and talented local sculptors, and he 
has brought from Italy a prodigious 
amount ef work which is vastly more 

interesting than his previous output. 

Abbott Pattison’s Figure at 

the C. Feingarten Galleries 

Until six or seven years ago, he 

worked voluminously in clay and 

stone. More recently, the reaction to 

massive forms resulted in metal struc- 

tures, tiered, chambered and peo- 
pled—a kind of Torrés-Garcia world 
in three dimensions. The best of 
these pieces avoided the merely deco- 
rative by their directness and ab- 

sence of pretension. Too often, how- 
ever, they suffered from involvement 
and intricacy and proximity to the 
cute or caricature. The recent sculp- 
tures show evidence of intensive 

study, chiefly of the human figure. 
Pattison has returned to the solid, 
body form—to dissect it. This he 
does with strength and ingenuity, 

but though he verges on attainment 
of beauty, it escapes him in over- 
complication of form, lack of grace 
and the contradiction and inconsist- 
ency of his expressive moans. 

Ruth Asawa 

An exhibition of Ruth Asawa’s wire 
constructions appears here for the 
first time at the galleries of Wat- 

son & Boaler Co. Since this firm 

specializes in furniture and objets 
d’art, and does not regularly have 

shows of the fine arts, Asawa’s work 
has perhaps received less attention 
than it might otherwise. These looped 
wire constructions, a kind of metal- 
lic crochet, create a new action in 

sculpture through the stretchy qual- 
ity of the medium. One thinks of an- 
imated etchings. The artist’s use of 

interpenetrating volumes implied 
volumes — cones and spheres and 
flouncing flower shapes, in grey, gold 
or brown wire (color always half lost 

against the light) results in an elu- 
sive, almost blurred vision. There is 
no hard line in this fabric which is 
all lines. The texture of the whole 
is unbroken. There is no hem nor 
rigid termination to the forms. It is 

[Continued on page 62] 
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and for sale only as a group. View- 
able now are thirty of the projected 

sixty works, the whole series is 
titled Struggle: from the History of 
the American People. Both the con- 
ception and technique of the group 
are unsensationally simple and di- 
rect; the former differs little from 
comic-strip history-fables while the 
latter is a clean and competent pic- 
torial formula blending Orozco’s and 

Tamayo’s Cubist variations with 

Shahn’s anecdotal imagism. The 

fluid balance between abstract and 
realist rendering is the most in- 

teresting (and surprising) facet of 

this suite of illustrations. Prices un- 
quoted PP. 

Henry Niese (Gallery G; Jan. & 
‘eb. 2), a young artist from New 
Jersey, shows a group of large paint- 
ings which elude exact classification. 
Nor is there need to “classify” work 
as vivid and immediately enjoyable 
as this. Niese appears to be a bit 
uneasy with space, which must be 

precisely demarcated, but not with 
color, which he handles with great 
freedom. He is particularly fascinat- 
ed by orange, russet, brown, burnt 
siena and blacks of varying density. 
In Nelson’s Kitchen, for instance, 
the Franklin stove, large and hier- 
atic, appears—not black—bui Pom- 
peian red, orange, rust and gold — 
symbolic of heat. The stylization of 
the drawing makes the stove into 
an Aztec idol, dominating the utili- 
tarian table. Glancing at these cheer- 
ful paintings, one is conscious of no 
mystery. The spatial problem is 
blocked out directly. Often the floor 
goes off into the middle-range of the 
picture where it stops, perhaps sit- 
uating a person in some household 
act, but more often just assembling 
in conclave various pieces of furni- 
ture: a fragment of an ancient chest 
old shotguns upon a shelf in the 
textures of which Henry Niese takes 
enormous pleasure. He is interested, 
too, in the shape of tools, how hands 
remove a bee-house roof, the hooked 
rug, the kitchen-knife. He does not 
neglect to outline formal contrasts: 
that between the scroll pattern of 
the cupboard and the severe verti- 
cals of door and planking; or be- 
tween the lathe-formed gingerbread 

of the porch and the free-swinging 
branch across eye-level. Examining 
these paintings a little more closely, 
one realizes that there is some mys- 
tery. When the artifact is quite clear- 
ly seen it becomes magical—mazgi- 

cal and everyday. $500-$1,200. n.c. 

Jaqueline Hudson (Burr; Jan. 13- 
26], who studied at the National 
Academy and in the Art Students 
League, is showing oils and water- 
colors of Mexican scenes and cold 
Maine landscapes. Her pictures 
show an insistent change of light- 
ing quality and an unfortunate 
change of painting quality. Prices 
unquoted. H.D.H. 

Ilse Getz [(B. Schaefer; Jan. 21- 
Feb. 9], who has not had a one- 
man show in New York since her 
first in 1945, exhibits abstract Medi- 
terranean landscapes. Italian  vil- 
lages, composed of square areas of 
color, emerge from white back- 
grounds which are sea, hills and 
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sky. Miss Getz leads the viewer into 
a world immersed in white light, and 
through her subtle use of this color 
is able to evoke a wide range of 
feeling. More of the painter comes 
through in the recent work, which is 
freer, bolder and more colorful. In 
some of these, collage is combined 
with oils; the playful quality of the 
paste-ups softens the austerity in the 
painting. Her landscapes, though 
often dream-like, are unsentimental, 
and her skill as a painter makes this 
show well worth seeing. Prices un- 
quoted. Ls. 

Samuel Koch [Panoras; Jan. 7-19) 
shows primitive city scenes and flow- 
ers [prices unquoted) . . . David 
Daniels (Crespi; Jan. 28-Feb. 9) 
offers large decorative scrolls in 
oils covered with bright crustacean 
patterns [$75-$150] . . . Paul 
Strisik (Grand Central; Jan. 15-26) 
exhibits oils of surf, Rockport harbor 
and village streets [$250-$650] .. . 
Margery Rverson {Grand Centra); 
Jan. 8-19] shows oils and watercolors 
of small girls at ballet school [$75- 
$900) ... John Pike (Grand Cen- 
tral] in his second one-man show 
exhibited representational landscapes 
of New England and South America 
[$300-$350}. H.D.H. 

Invited group (James; to Jan. 10) 
contains work by the ten members 
of this co-operative gallery plus ten 
invited artists, among whom are 
Jean Follet and Richard Stankie- 
wicz. The James gallery group has 
a strong Hofmann flavor, without 
the surprising independence from 
Hofmann and from each other that 
Hofmann students so often display. 
An independence is evident how- 
ever among the individual tastes of 

the members: Eleanor Hempstead's 
Still-life with Key is not at all like 
the Non-Objective style of Bartlett 
who invited her. Harrison, who is 
dashing, was invited by Scott, whose 
work shows a tense appreciation for 
style. Most, who uses Alan Davie’s 
architectural division of spaces, in- 
vited Fasanella, whose painting 
looks down on a baseball game in 
a city street, colored like a toy 
game in a toy street. $65-$400. F.r. 

Jay Robinson [Milch; to Jan. 12] 
uses a new technique which he de- 
scribes as “painting in fired enamel 
on copper” to depict equatorial Af- 
rican scenes and portraits. Using a 
blowtorch somewhat like a brush, 
he bakes enamel on copper: the ef- 
fects created are interesting, yet 
much of the work is pedestrian. The 
portraits are often slick, the Afri- 
can scenes are more successful. Most 
interesting is an abstraction called 
Blue Drummer. $150-$500. LS. 

Gallery group 1 (Meltzer; Jan. 8- 
Feb. 18] includes four recent sculp- 
tures by Rhys Caparn, who turns 
from animal studies to landscape for 
subject matter. Developing from bas- 
relief to the full round, she makes 
effective use of lights and shadows 
to abstract the lyric essence of trees 
and recks, Interesting contrasts are 
provided in the work of Rolf Nesch, 
Alva and Jankel Adler. All three 
lived as youths in Germany and left 
when the Nazis came to power. 

Ilse Getz’s Jtalian Village: 

“a world immersed in white light” 

Nesch, now in Norway, exhibits 
metal prints. Grotesque figures, rem- 
iniscent of Moore's constructions, 
dance and play in beach and sky 
settings from Picasso’s Bone Period, 
and occasionally raise anguished 
voices heavenward. Alva, now a 
Parisian, paints tasteful pictares. 
Across attractive, well-organized 
backgrounds, he writes ironic, stick- 
like figures. They are executed with 
sophistication, yet their literalness 
produces an incongruous note, for 
not only are the figures ironic, but 
they make the beauty of the paint- 
ing itself ironic. Adler, who died in 
Scotland in 1949, draws from Picasso 
and Klee. His still-lifes, particularly 
Still-life with Hour Glass, though 
they evince traces of every modern 
art climate in Europe, have fresh- 
ness, warmth and gentleness. Louis 
Bunce, who just had a one-man 
show, exhibits new paintings, and 
Dorr Bothwell is represented by a 
group of abstract landscapes. $150- 
$1,800. LS. 

Friedman and Samuel [Peter 
Cooper; to Feb. 20] are exhibiting 
sculpture jointly. Irene Friedman 
does subtle, delicate work with close 
attention to the inherent qualities of 
her material. She has been equally 
successful in exploiting the rose-pur- 
ple grain of tulipwood in Modest 
Woman and in causing, somewhat 
too patiently, a New Born Bird to 
take form out of a sugar pine table- 
leg. Berte Samuel shows sculpture 
(bird forms and human figures) in 
walnut, plaster of Paris, African ma- 
hogany and coapstone. The more re- 
sistent material gives more reward- 

ing results. Prices unquoted. 4.6. 

Hester Stover (Petite; Jan. 14-26], 
winner of a Tiffany Foundation 
prize, shows genre scenes, many with 
an Italian background, in her first 
one-man show in this country. In a 
painting called The Green House 
there is an attractive simplification 
which could be further developed. 
$100-$270. H.C. 

Gerald Samuels (James; Jan. 11- 
31] studied with Evergood, Moses 
Soyer and Hofmann. The first show 
of this Brooklyn artist is strong to 
strident. In almost every painting 
he covers the range from dark to 
light and of pigments at their full 
est intensity, and usually the im- 

pasto is also everywhere equally 
emphatic—like someone talking at 
the loudest pitch short of ¢ shout. 
Gate of Nature is like a trumpet 
blast of calla-lilies. There is a group 
of studies in black, brown and white, 
apparently of pieces of dissected 
anatomy. His titles have verbal 
stridency: Ker, Return of Aten, 
Flesh Screen. $50-$500. F.P. 

Phillipe Jourdain [Sagittarius], a 
Parisian who shows in London but 
has not been seen in New York 
before, exhibited small gouaches of 
ladies in red boudoirs and on bal- 
conies, and lovers in yellow and 
blue parks that are full of nostalgia 
for the time when novels were writ- 
ten in the form of a gallant corre- 
spondence. $50-§150. F.P. 

Sam Goodman [Camino; Jan. + 
24) has shown in the “Stable” an- 
nuals, has paintings in Canadian 
museums, lives now in New York 
and now has his first one-man show. 
His strong color is his own—com- 
binations of lavender, yellow and 
green; red, green and black; or 
orange and dark green. His forms 
are based on sweeping strokes of 
a house-painter’s loaded brush; they 
recall the heat, moisture and mo- 
notony of a tropical landscape where 
you do not see the forest because of 
the immediacy of the coarse rapidly 
growing immense leaves. His im- 
age is hasty, positive, informal, and 
seems always to be in front of the 
canvas. $50-$500. F.P. 

Toko Shinoda [B. Schaefer; Jan. 
7-19] is a member of a group of 
vanguard Japanese artists who are 
attempting to modernize Kana cal- 
ligraphy. A kind of action-calli- 
graphy is created by the curved 
brush lines which undulate freely 
across these drawings, screens and 
scrolls, preserving the purification 
achieved by traditional forms, but 
adapting them to modern scenes. 
Western viewers may question the 
rigid limitations of the Kana style, 
but will be impressed by these hand- 
some and decorative works. Prices 
unquoted., LS. 

Simpson and Middleman (Heller; 
to Jan. 5] collaborate in painting 
the polar vistas of outer space. 
Transparent, black, grey, white and 
blue rectangular forms, superim- 
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posed on one another, float in the 
cosmic void or drift in orbits about 
arctic moons. Marshall Simpson and 
Roslyn Middleman freeze elusive, 
shifting northern lights in a geo- 
metric fabric of academic Cubism. 
Prices unquoted. LS. 

December exhibition [City Cen- 
ter] presented the work of nearly 
fifty young artists chosen by a jury 
which consisted of George he 

Morris, Julian and Gladys 
Rockmore Davis, who contributed a 

painting each. All styles of painting 
were included from the abstraction 
of first-prize winner Ward Jackson 
to the old master realism of Frank 
Gaudio, who won an honorable men- 
tion, Chessmen, an austere painting 
by the prize-winner, Erik 
Hoberg. effective. Also noted 

were Elsie Driggs’s mystical seascape 

Levi 

other 

was 

and Anthony Vaccaro’s bold White 

Interior. $50-$1,500. Ls. 

Joseph Domareki |Cont. Arts: 

Dec. 27-Jan. 11) shows views of 

forests and bays in a bright, linear 
style [prices unquoted] Mimi 
Boyer [Bodley; Jan. 8-26] shows 
vastel landscapes [$25-$60] 
Sacha Kolin [Cont. Arts: Jan. 

14-25] shows oil abstractions of elec- 

tric cut-out shapes [prices unquoted] 
. » Christopher Oliana [Bodley: 

Jan. 28-Feb. 9] has a first New York 
show of watercolors with a light, 

fast touch [prices unquoted]. 5.s. 

imerican graphics [RoKo;: to 
Jan. 5] composes this gallery’s sec- 
ond annual The mediums 

themselves invite so much ingenuity 

of surface (the chief effects being 

showing. 

complex modulation of tone and 

multiple coler-dimensions through 
imposition) that subject-matter, if 
not taken for granted, like genre 

nudes, sunsets or sports action, is 
apt to look almost out of place. 
Graphics seem the very land of 
orthodox novelty so that if some- 

thing individually brilliant emerges 
a few such things are here—the 

artist seems to have created his own 
tempest in the general teapot of the 

studios. $7.50-$125. P.T. 

Joseph Greenberg (Salpeter: Jan. 
7-26], young New York painter in 
his second one-man show, uses vig- 

orous brushwork and a heightened 

green-blue palette to create somber, 
windswept landscapes. His Expres- 
sionism, though conventional, has 
vigor and intensity. Prices un- 
quoted. 1.8. 

Edith Kramer [Crespi; Jan. 14- 
26], an Austrian painter, is show- 
ing timely oils of bombed and dere- 

gloomy landscapes and 
two interesting collages in the same 

drab colors where she handles thin 

lict cities, 

strips of newspaper like intarsia. 

$75-$150. H.D.H. 

dlex Katz |RoKo; Jan. 7-30), re 
appearing after being introduced a 
few years ago, may be promising us 

very much or very little. From Ma- 

tisse-cued arrangements of flowers 

or people, painted flat with vibrat- 
ing outlines and lyric colors, he has 

proceeded by way of small cut-paper 
collages to landscapes of light-pat- 
terns. The latter—highly summary 

in their contours—show an uncan- 
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ny flair for catching views of field 
and sky at given hours and seasons. 
His other direction is a close-up cal- 
ligraphic treatment of burgeoning 
trees in which the summary planes 
yield to a deft analysis of dynamic 
pattern related to Cubist structure. 
So exact a brush and refined a color- 
sense as Katz’s hint of future suc- 
cesses as satisfying as a small land- 
scape which contains a _ golden- 
toned boat—whose color may predict 
the pot at the end of the rainbow. 
$30-$600. P.T. 

Frances T. Royston (Kottler; Jan. 
7-19] has exhibited in the Southwest. 
She is showing large and handsome 

collages, mostly in browns and greys. 
4 free-and-easy cotton picker, boats 
in a harbor, a Texas longhorn, and 
especially her Three Nudes, show 
motion and depth built out of tissue 
and wrapping paper. Prices un- 
quoted. H.D.H. 

Howard Thomas | Duveen-Graham; 

Jan. 7-26] teaches at the University 
of Georgia. He elements 

of Tobey and Tomlin to create an 
abstract Pointillism. Intricate laby- 

rinths are the flat, 
closed space of his canvas. The eye 

is too carefully guided through mazes 
of short brushstrokes and small con- 

trasted areas of color. Within the 
limits of his style, Thomas evokes 
a variety of feelings and despite the 
repetitiousness and __ self-conscious 
academicism, he manages, through 
his color sense and skillful control 
of his manifold forms, to paint hand- 
somely. Prices unquoted. Ls. 

combines 

woven within 

Antonio Bandeira [Gallery 75; 
Jan. 3-31] is a young Brazilian ab- 
stract painter who has won a number 

of awards. This is his first show in 
New York. The paintings are pleas- 
ing, stylized, if not particularly orig- 

inal. It is as though he had taken 

the planes construction of a 
Cubist painting analyzing a land- 
scape and shattered the planes. The 
results are like a stained glass win- 
dow broken and lying on a floor. 
Some suggest a window, shattered, 
scattered, then replaced haphazardly 
in the window frame. The gouaches 
in the similarly 
pleasant sensations but are more 

experimental and diversified. $100- 
$1,000. L.c. 

and 

show communicate 

Muciariello and Lubin (Kotler; 
to Jan. 5] combine careful painting 
and sculpture in one show. Yolande 
Lubin is showing the sculpture, 
mostly heads, some with a Roman 
feeling: a prophet, an old woman 
and some portraits. John Muciariello 
is showing dark landscapes and 
groups of people in rough oils. Prices 
unquoted. H.D.H,. 

Dolly Perutz [Wittenborn; Dec. 31- 
Jan. 19] shows work in three graphic 
mediums [$15-$100] . . . Four-man 
group (Pavone; to Jan. 7] is com- 
prised of work by Virginia Stone- 

berger, Frieda Savitz, Robert Mc- 
Bride and James Frankfort [prices 
unquoted ] Arthur Deshaies 
[Wittenborn; Jan. 21-Feb. 2] shows 
drawings large and small, many in 

delicate ink [$30-$120)]. Js. 

T. L. Teheng (Mi Chou; Jan. 8- 
Feb. 9], a medical doctor residing 
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in Kentucky, sends numerous exam- 
ples of his pursuit of the Chinese 
art of calligraphy. They remind us 
how decoratively various, both in 
size and writing-style, Far Eastern 

calligraphy may be and also of the 

fact that today’s Occidental abstrac- 
tion impels Oriental calligraphists 
toward a still freer use of the brush 
and more personality of inflection. 

Icheng’s smaller work looks very 

orthodox, but across the large, shad 

ed-off brush strokes of his mottoes 
(painted on great strips of colored 

nylon) fleets the spirit of the New 
York School. $20-$200 P.T 

Arthur H. Secunda [Panoras; Jan. 

21-Feb. 2], who has studied in Rome, 

Paris, Mexico and New York and 

taught on Long Island and in Mount 

Vernon, is showing rough-textured 
warm oils of hill-towns with a well- 

composed Gethsemane and an in- 
teresting Impressionist study of 
barns and flooded fields accented 

with chicks. Prices unquoted. #.p.H 

Four ladies [Argent] recently ex 

hibited together: Marion Halden 

stein’s Glacial Theme and her misty 

yellow and brown study of four nudes 
at rest are disparate while Jeanette 

Genius’ chic bright abstractions of 

bridges, shells and giraffes are not 

Dorothy Ferriss shows serious aca 

demic still-lifes and Ads Cecere, 

flower paintings. $95-$350 H.D.H 

Ted Kautzky [Grand Central) in a 

nemorial show last month was 

represented by almost photographic 
watercolors in which there is an au 

tumnal chill, depicting the East and 
West Coasts and Colorado. $400 

$500 H.D.H. 

John Stohrer (Kottler: Jan. 21 

Feb. 2], an art dire tor for a New 

York advertising agency, studied 

with Sol Wilson, and is showing the 

results of ten years of attention to 

the fine arts. His oils include Mar- 

inesque landscapes and colorful ab 
stract still-lifes. $125-$500 1D.H 

Three painters |Terraic; to Jan 
31] are represented by ten paintings 

each in this  better-than-average 

show. Regina Dienes, a _ talented 

Yorker, experiments 

with abstract forms and is evolving 

young New 

a personal image in works which 

make bold use of space and color. 
Gerson Lieber pastes white rec 
tangular pieces of paper on black 
backgrounds, creating a_ three-di 

mensional luminosity. All of these 

collages are titled Tombs and have 

the quiet of death but not of dead 
ness. William Christopher, a South 
erner, paints squat, realistic Negroes. 

These wise and knowing figures look 
out stolidly with a Buddha-like 

resignation. $45-$200. LS. 

Rhonie, Dunninger, Blain [Sul 

livan; to Jan. 2] show together. 

Joe Dunninzer and Marlon Blain 

are primarily watercolorists. Aline 
Rhonie, a former A.T.C. pilot and a 
student of Sloan and Rivera, is 

responsible for a large fresco mural 
on the theme of the history of avia- 

tion at Roosevelt Field, Mineola, L.1. 

It is an amusing, imaginative work. 

One cannot imagine how she man- 

aged to paint chat as well as the dull 
works in this show. She has used 

glitter (or some such product) to 

give them a sparkle but all that 
happens is that instead of being dull 
in a quiet, unassuming way, they 
are dull in a glittering way. Prices 
unquoted. LA 

19th- and 20th-century | Babcock; 
to Jan. 31) Americans juxtapose 

two periods with the visual advan 
tage so far to the former. Since 

nineteenth-century American art is 

often neglected, it is refreshing to 

see here, among other things, 4 mag 
nificent Blakelock, Nymphs in Land 
scape, where a night-effect is caught 

with great luminosity. Moonlight be 

comes ‘as, in a different way, tor 

Ryder) an abstract symbol. This 

show also includes a fragmentary 

Ryder and a sad-colored, brilliant 

Whistler, Girl with Fan, whose broad, 

solid brushwork gives great solidity 
to the casually posed figure. The al 
most truculent expression and the 
back-handed gesture with the fan 

add idiosynecrasy to the painting. 
Among the moderns, Herbert Sas- 
low’s Oneness has a poetic exact 

ness in the execution that is disturb- 

ing and visionary. $350-$7,500. H.c 

Ruth Robertson |Barzansky; Jan 
22-Feb. 2], who lives in Hong Kong, 

has her first New York show. She 
keeps in touch and an amazing vari 
ety of style turn up, from Kline to 
Bacon, al! in liquid duco, whose la 
quer surface looks best in Summer 
Rain in Japan. Prices unquoted J.s 

Four painters | Marino; Jan. 7-26) 
in this combined show are Virginia 

Cox, José Coll, Robert Rambusch 
and Jo Marino. Miss Cox, originally 
from Detroit, paints romantic figures 
in marshes and other settings in 

tonal and somewhat disturbing color 

Coll paints standard studio-type pr 

tures of figures, still-lifes and land 

scapes. Rambusch, the most expert 
here, is an ecclesiastic designer who 

offers tryptichs, dyptichs and single 
panels of religious subjects. They 
are an exotic blend of Romanesque 
Byzantine and modernist stylizations 
Marino is an abstract painter. Prices 

unquoted L.f 

Modern ceremonial objects [Jew 

ish Museum; to Jan. 31] for the 

synagogue and home include silver 

work by Ludwig Wolpert, textiles 

by Philadelphia’s Beth Arigah, 
stained-glass collages by Samson S. 

Schames and designs for stained 

glass windows representing the 
['welve Tribes of Israel by S. Sebba 

$10-$75 HD.H. 

Ethel Edwards (|Widdifield; Jan. 

5-26] is showing oils and drawings. 
One group of oils suggests reeds and 
rushes, another is more concerned 
with detail, however much it may 

lack organization, and a third group, 
including Signs of Evening and Rose 

Garden, is tighter, better organized 

and more detailed. All are mono- 
chromatic, running from greens and 
yellows to a majority of dark greys 

and browns. $250-$500. H.D.H. 

Truda and Rampola [Fleischman; 
to Jan. 21] combine oils with etch- 

ings and lithographs. Manuel Truda, 
from Guatemala, studied at the Art 

Students League and New York Uni- 
versity. He is showing tormenting 

oils of menacing things in dark, dull 

colors which hover unnervingly on 
the other side of significance. In two 
canvases where he relaxes this ten- 
sion he wends farther towards the 
Non-Objective on the one hand, and 

toward representation on the other. 
Frank Rampola’s work 
largely of nudes in a variety of 
styles, from the classic to studies 

reminiscent of Maillol, Rouwault and 
Picasso. $20-$350 H.D.H. 

consists 

Contemporary Americans (Parma; 
to Jan. 4) include new work by 
James Harvey, richer and sharper in 
color and shape, two bright abstrac 
tions with great craters of color by 

Robert Keyser, Frank Metz’s pow- 
erful wall of colors suggesting a 
geological confusion of all the ele 

ments, Barnet Rubenstein’s chalky 
grey Bridge and a dynamic explo 
sion of colors and energy complete 
with fall-out by Larry Compton 
$200-$900 H.D.H 

Woodman and others {Adam- 
Ahab; to Jan. 15] show two hundred 

and fifty paintings and drawings in 
a maiden exhibition. This is a 

“triple-feature opening” consisting 
of a Lawrence Woodman retrospec- 
tive of one hundred and fifty works, 

“fourteen years—fourteen woman 

artist discoveries,” and six painters 
from south of Washington Square. 
Most of the works are primitive and 
mystical. Noted were those of Joe 

Rogers, Joe McGraw, Heda Fuchs, 

Alice Anonymous and Howie Ha- 

komaki. Prices unquoted LS 

Elias T. Kanarek [ Collector's; Jan 
4-261, Polish-born painter who has 
shown in Europe, offers encaustic 
floral still-lifes with fruit and figure 

studies [prices unquoted] . .. Jenny 

Fohr [Talents Unlimited] shows 

abstract woodcuts on rice paper, 

with glazed tiles and sculpture [$75 
$200] . Toni Hughes (N.Y.1 
Art Education; to Jan. 31] author of 

How to Make Shapes in Space 

shows plastic, metal and wire open 

work constructions. [$25-$200]. 1s 

Eisner and George (Sullivan; Jan 
2-16], the first a primitive painter 
who has exhibited alone several 

times in New York, the second a 

medical student from the Dominican 

Rerublic who prefers to be known 
by his first name, exhibit together. 

Ben Eisner is at his best when his 

tropical imagination wanders to 

shores and wild animals. George 

paints standardized surreal fantasies 
$50-$300 Lt 

Watercolors [Argent] exhibited 

by Annie Lenney, Grace Bliss Stew 

art. Nell Choate Jones and Natacha 

Jacobson were highlighted by Grace 
Stewart's bouquet with its overlay of 
shining black. $75-$150 H.D.H 

E. Lowe award-winners | Eggles- 

ton; to Jan. 12) of the eighth annual 

competition were chosen from among 

one thousand four hundred artists 
living within a fifty mile radius of 

Manhattan. The oil paintings are 
more interesting than the water- 

colors. Proficient use of tonal grada- 

tions is made in two Cubistic Maine 

seascapes by Robert La Hotan, a 
talented young painter now living in 
New York. Also included among the 
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five winners in this department are 
Harry Shoulberg, a forceful Expres- 
sionist, and Margaret Larkin, who 
gropes with sensitivity for some 
refuge in life. Herbert Young, an 
emotional watercolorist, shows good 
control of his medium. The works on 
the whole are conservative, but well- 

executed, Prices unquoted. LS. 

Contemporary French  [Boisse- 
vain; to Jan. 8] artists include De- 
man’s sad and washed-out landscapes 
and flower paintings, Gen Paul's 
sprightly which are remi- 
niscent of Raoul Dufy, almost ceram- 
ic landscapes by Bleny, some dark 
and stylish Jean Dufys, a Vertés and 
others, $100-$1,500 H.D.H. 

horses 

Livia Cinquegrana [ Art of Today}, 
Australian-born Impressionist, has 
a second one-man show of rainbow- 

Gifford Cochran [Van Diemen- 
Lilienfeld: Jan. 15-Feb. 1], who 
documented pre-Civil War Tennessee 
architecture in a book, Grandeur of 
Tennessee, shows watercolor land- 
scapes of the South, Maine and the 
West Indies [prices unquoted] F.p. 

. . Gyula Zilzer [Art of Today: 
Jan. 15-31], Hungarian-born water- 
colorist who has shown in Europe 

and America, offers drawings, water- 
colors and pastels of Paris, Cape 
Cod and other places [prices un- 
quoted) L.c. Lee Loring 
[Zodiac] debut with 
stylized nature-mortes and nature- 

vivantes [prices unquoted] P.T. . . . 
Mexican prints [Art of Today; 
Jan. 1-14), lithograpks and wood- 

engravings on genre 

themes, are by Gomez, O’Higgins, 

Siqueiros, Cortez, Zalce and Bustos 

members of the Taller de Graphica 
Popular of Mexico City [$10-$30] 
uc. . . . David Porter’s |New: 

Jan. 21-Feb. 2] transparent, mottled, 
abstract surfaces have turned from 
hieroglyphic variations to romantic 

[$100-$1,000) P.r 

made his 

indigenous 

flower pieces 

Kazu Wakita 
Jan. 3-29] is a Japanese pain‘er from 
the West Coast. In his first one-man 
show in New York he is offering oils 

and lithographs, with some of the 

latter traditionally mounted as 
scrolls. Except for the mountings 
and a certain over-all delicacy, his 

[Contemporaries ; 

abstract pictures of birds, fishes and 
people show little obvious Oriental 
influence. They do show a pervading 

anxiety. Prices unquoted H.D.H 

New York Society of Women 
Artists’ {Nationa) Academy] thirty 

second annual exhibition is smaller 
than usual, and seems to have lost 

me interesting members. Among 
the oils, this reviewer liked the land 
scapes by Bena Frank Mayer, also 
her watercolor, and among the sculp- 
ture the work of Lily Ente and 
K. Kallman. Prices unquoted. F.P. 

Gordon Grant [Grand Central], 
well-known sea painter, shows new 
watercolors [prices unquoted] 
Jack L. Gray [Kennedy] shows 
sea paintings with ‘Nova Scotian or 
Canadian backgrounds [$500-$750] 

Eudoro Silvera [Sudameri- 
cana; Jan, 5-26], Panamanian paint- 
er, has a second one-man show in 
distinctive colors and heavy impasto 
[$100-$600] Lon Megargee 
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{Grand Central] recently showed 
vigorous scenes of the Southwest 
[prices unquoted] . . . Joe Wolins 
[Wellons; to Jan. 5) shows line and 
gouache drawings, mainly with a 
Haitian background [$100-$300] .. . 
Zahid | Wear; to Jan. 31), Palestin- 
ian artist, shows pastels, mostly 
portraits; African sculpture and 
watercolors by Belgian Congo art- 
ists are also shown [$35-$175]. uc. 

David Holleman [Jewish Museum; 
to Jan. 31] is showing mosaics and 
brick carving. Born in Boston in 
1927, Holleman studied at Alfred 
University and the Boston Museum 
School. This show coincides with the 

re-publication of Louis Ginzbery’s 
Legends of the Jews, many of which 
are illustrated in the mosaics. His 
work has an optimistic look, gon 
erous in scale and feeling. He uses 
mosaics as a background for ceram- 
ic plaques bearing his illustrations. 
In his brick carvings, mostly in an 
angular relief, the mosaics are often 

used as highlights as well as back- 

grounds. He is also showing draw- 
ings, ceramics and models for litur- 

gical sculpture. $200-$700. uH.v.H. 

Erik Johns (Parma; Jan. 14-Feb. 
2], who received favorable notice in 
the October City Center show, is 
showing leafy abstractions in au- 
tumnal which perhaps fail 
because there is no desire to jump 
in them or burn them; they have 
already been raked. $100-$500. H.p.n. 

colors 

George Habergritz [Wellons; Jan. 
21-Feb. 2), a former member of the 
army camouflage corps and native 
New Yorker, shows a group of oils 
that enclose brilliant colors in a 
frame of black or dark-blue. Some- 
times by a mixture of cement and 
oil a very massive and somber ef- 
fect is achieved. He has captured 
in his work some of the overshadow- 
ing feeling of the pyramids. Prices 
unquoted. H.C. 

Soshana [Pietrantonio; Jan. 16-30] 
shows paintings that begin with 

plant and flower forms, subjectively 
interpreted, and move in an abstract 

direction. The colors are rather 
harsh and emotionally violent. Prices 
unquoted. H.C. 

Lynfield Ow [(Kottler; Dec. 3-15), 
who employs an Abstract-Expression- 
ist mode, had a first New York show 
that gave signs of a new talent: least 

so in the pictures with religious icon- 
ography, such as Joan, dancing in a 

sulphurous apotheosis, more so in 
the way he often works his colors 
around violet, most in Yellow Land- 
Scape, tangled and: mucked with 

paint—an earthy sunset with a ripple 
of blue. Prices unquvted. J.s. 

Ten artists [Riverside Museum], 
not a formally organized group but 
apparently on the road to becoming 
one, joined forces to present an 
agreeable front. Thomas George, 
Mare Heine, Emme Ehrenreich are 
Expressionists who are beginning to 
find their feet. B. F. Cunningham 
and Hannes Beckmann work with 
transparencies, overlapping figures 
and color planes to produce a variety 
of mildly exhilarating optical effects. 
Anna Walinska’s black, grey and 
white abstractions are among the 
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15th 

Jan. 

best works in the show. Ethel Katz 
is well known for her watercolcrs. 
The sculptors are Lilly Ente—mostly 

small solids with smoothly interflow- 
ing surfaces—and Harvey Weiss, a 
metal sculptor who works skillfully 
in a variety of manners and combines 
the metal with mosaic. $200-$750. L.c. 

William Stipe | White; Jan. 8-Feb. 
2] studied with Karl Zerbe and at 
the Chicago Institute of Design. He 
is showing light Surrealist paintings 

which consist of collections of unex- 

pected objects scattered knowingly 

over mostly light backgrounds. Prices 

unquoted. HDA. 

Jamaican art | Boissevain; to Dee. 

8] is by natives who content them- 

selves with surprisingly overcast 
colors. Among the many painters 
represented, Parboo Singh seems the 
most daring with two string con- 

structions—cat’s cradles either high- 
lighting or dominating a submerged 

canvas—a striking Rivera-like study 

of farmers and a Fauve harbor scene 
Ralph Campbell is another adven 
turous painter. $25-$400. H.D.H 

Johr. Courtney (Wellons; Jan. 14 

26) an American’ watercolorist, 
shows bold, slashing, dramatic il 

lustrations of British West Indian 

life. There is a freedom and sen 

sitivity to atmosphere in his work 
$100-$250 H.C. 

ifrican sculpture {Segy: to Jan. 

31] includes a large variety of secu 

lar and sacerdotal objects, mostly in 

wood, although there is a pottery 
head of Fenti which represented the 

spirit of the dead 
tomb. It is odd to observe how tiny 

shells plaved in the head of 
become ex 

upon a chief's 

cowrie 

a maternity statue can 

eyes (the cowrie shell was, pressive 
fertility symbol) \ ordinarily, a 

notched and perforated antelope 
head from the Bambera region was 
worn as part of the head-dress in an 
annual dance, Sore of the objects 
here are massive (as the bulbous 
Pengwe statues); others extremely 

delicate (the carved ivory Warega 
figures, which were emblems of pres- 
tige given to a man upon advancing 

from one grade of society to an- 
other). Discriminative, too, in nature 

is the head of the carved Belunda 

staff. This stern-faced object was 
given by a person of pewer to a 
messenger as a seal of his authority. 

These products of ancient workman- 
ship and magic still exercise an un 
deniable spell. $75-$3,000. H.6. 

Robert F. Gates (Boissevain; Jan. 

19-Feb. 2] is showing oils and draw- 

ings. In his oils he tends to con- 

centrate on an active central band in 

a sort of visual cryptography whose 
key is a varied color scheme. Some 
of these abstractions combine areas 

painted on gauze and scumbling. 
who is Chairman of the Art 

American Uni- 

is also 

Cates, 

Depariment of the 
versity in Washington D.C., 
showing garden scenes in pen and 

ink and a handsome drawing of a 
spruce branch. $300-$1,200. H.D.H. 

Richard de Menocal [lolas; to 
Jan. 15], last seen here about two 
years ago, has dipped his delicate 
brush into watercolors and produced 
for his new show some small works 
of Magic-Realist persuasion with a 
tasteful golden-brown tone through- 
out. A mysterious, tiny, tied napkin 
is all one picture; other napkins 

form a Cross (suggesting early nine- 

teenth-century trompe-l'oeils) while 
rows of fruit, piled bed linen and a 
tied bundle incarnate such effortless 
success that one wonders why other 

The print collector continued from page 19 

and whites, his tonal compositions of 
silvery greys and his other ap- 
proaches to the stone that varied ac- 
cording to his subject or mood. 

Check list: new prints 

Besombes: Notre-Dame de la Peinture, 
color lithograph, 25% x 19%"; Ed. 245, 

price unquoted. (Brentanos’ Galerie Mod 
erne) 

Broner, Robert: Blind Subway Minstrel, 

Saxophonist, monoprint, 174% x 36”; $200 
Coslyerd on the Haarlem, monoprint, 18 
x 23%”; $150. Modern Monarch, monoprint, 
2: 7 % “. $150. Subwey Pretzel Vendor, 

monepaiat, 35% «x 17%"; $200 (Weyhe). 
Childs, Bernard: Furmenti, color engrev 
ing, 19% = 19%%";Ed. 200, 99.50 (1.¢.4.5.) 
The Rainmaker, color etching, G4 x 12%"; 
Ed. 55, $40 (Contemporacies) 
Dayes, George: Harbor, color 
15% = 20%"; Ed. 245, price 
(Breatanos’ Galerie Moderne) 
Deshaies, Arthur: Hornet's Nest, engraving, 
12 =x 16"; Ed. 200, $8.50 (1.¢.4.5.) 
Drewes, Werner: Marseilles, color wood 
cut, 24 x 7%”; Ed. unspecified, $55 (Con 

temporaries) 

lithograph, 
unquoted 

painters try so hard. Prices un- 

quoted P.T. 

Forsberg, James: Temple, cardboard cut, 
19 = 19%"; Ed. 200, $8.50 (1.¢.4.s.). 
Fossum, Syd: Black Skeleton, serigraph, 

Ed. 25, $35 (Nat'l Serigraph Sec.) 
Edward: Treasure, woodcut, 9% 

200, $8.50 (1.¢.4.8.). 
Coupe de Raisins, color mes 

unspecified, $55 
5% «x 

4 x 18"; 

Ciebbi, 
« 11%"; Ed. 
Hamaguchi: 
sotint, S&% «= 7%"; Ed 
Poisson et Cerises, coler mezsotint, 
7%"; Ed. unspecified, $35 (Weyhe) 
Hilaire, Camille: Quartet, color lithograph, 
15% «= 21”; Ed. 245, price unquoted (Bren 
tanos" Galerie Moderne). 
Kronfeld, Warion: Primavera, serigraph, 
4 = 23”: Ed. 19, $25. Shepherd Bey, seri 

graph, 12 x 18"; Ed. 18, $15 (Nat'l. Seri 
graph Soc.) 
Kruck: Night Fishing Boats, color lithe 
graph, 20% x 25%"; Ed. unspecified, $50 
View of Pisa, color lithograph, 20% x 2544"; 
Ed. unspecified, 950. Venice, color litho 

graph, 20% =x 254%"; Ed. unspecified, $50 
(Weyhe) 

Leff, Rita: Oj the Sea, color woodcut, 4 
$40 (Contemporaries) 

Garden in Mirmande, color 
price un- 

x 18%"; Ed. 30, 

Lhote, André: 
lithograph, 16 x 19%”; Ed. 245, 

(Brentanos’ Galerie Moderne). quoted 
Affirmation, serigraph, McConnell, James: 

24 x 18”; Ed. 10, $10. Edifice Complex, !, 
serigraph, 14 «x 9”; Ed. 15, $15. Edifice 

Edward Giobbi Treasure, woodcut, 

11% inches wide; at LG.AS 

ART NEWS 

the 

Th 

ocr 

per 
ing 

Hu 
nor 

Par 

thre 

and 

Har 

lent 

sho 

but 

scro 

coll: 

were 

foun 
they 

cent 

prot 

area, 

Hi 

turne 

pain! 

lent, 
Althe 

great 
comp 

sign 

JANU 



Complex, 2, serigraph, 19 x 13”; Ed. 12, $25. 17 x 20”; Ed. 25, $40 (Contemporaries). 
Five Reds, serigraph, 14 x 9; Ed. 15, $15. 
Rest on the Flight into Egypt, serigraph, woodcut, 12% 2 5%”; Ed. 45, $10 (Ken- 
10% = 7”; Ed. 10, $10. Galaxy, 1, serigraph, 
10% x 10%”; Ed. 25, $20. Galaxy, 2, 12% 
x 10%"; Ed. 25, $15. CGalexy, 3, serigraph, 
12% «= 11”; Ed. .25, $15. Ground Tackle, 
serigraph, 13 x 181%"; Ed. 10, $30. Hombre. 
7, serigraph, 16 x 10”; Ed. 25, $10. Medi- 
Ogre, serigraph, 9% x 7%"; Ed. 15, $10. 
Viscerama, serigraph, 18% x 11%"; Ed. 15, 
$20 (Nat'l. Serigraph Sov.). 
MecVicker, J. Jay: Blue Ceramic, serigraph, 
22 x 16”; Ed. 40, $40 (Nat'l. Serigraph Soc.). 
Marselle: Landscape, color lithograph, 16% 
x 22”; Ed. 245, price unquoted (Brentanos’ 
Galerie Moderne). 
Mead, Rederichk: Abduction of Helen, etch 
ing & engraving, 16 x 11%"; Ed. 50, $351. 
Cock Fight, wood engraving, 10 x 12”; Ed 
50, $25. Diving Bird, color woodeut, 12% 
x 8”; Ed. 50, $35. Horned Animals, etching 
& engraving, 9% x 17%"; Ed. 50, $40 
(Kennedy). 
Meissner, Leo: Finger to the Sky, wood en- 
graving, 10 x 7%"; Ed. 50, $25. Old Rail 
Fence, wood engraving, 7 x 10%"; Ed. 50, 
$20. Skyscrapers, wood engraving, 5% « 
7”; Ed. 50, $15 (Kennedy) 
Neal, Reginald: Morning, color lithograph 

the library, mainly standard sets in 
fine bindings, will be sold on January 

29 and 30. 

Goldschmidt sale in London 

From Sotheby's comes the report of 

high prices for paintings and draw- 
ings in the November 28 sale from 

the estate of Jakob Goldschmidt, 

New York financier and art collector, 

and other owners. The highest taker 
was Corot’s large Venus Bathing 

(Emma Bobigny), at $75,600; fol 
lowed in succession by: Murillo’s 

Young Girl Lifting her Veil, $70,- 

VW00: Hendrick Terbruggen’s huge 

Crucifixion with the Virgin and St 

John, $42,000 (belonging to Nigel 

T’ang continued from page 49 

(some from the great Berlin Museum 
fiir Vélkerkunde) are provincial re- 
minders that T’ang wa> traditionally 
the great ege of Chinese painting. 

Like Apelles, the masters Wu Tao- 
tzu, Wang Wei and Li Ssu-hsun 

have become legendary. Secular 
T'ang paintings are almost non-ex 

istent, yet Yen Li-pen’s Emperor 
Scroll in Boston and the tethered 
horse in the collection of Lady and 

Sir Percival David sufficiently witness 
the monumentality of the period. 
These could not be borrowed for this 

occasion, but the exhibition com- 
pensates for their absence by includ- 
ing a group of paintings from Tun 

Huang, that oasis outpost in the 
northwest where Sir Aurel Stein and 

Pau! Pelliot in 1907-08 found 

three hundred frescoed cave temples 
and scores of banner paintings. 

Harvard's Fogg Art Museum has 
lent two mural fragments which 
show the actual curface of the caves, 
but even more impressive are the 

scroll paintings which have been 
collected for the exhibition. These 

were among the many treasures 
found in a walled-in recess where 
they had been hidden in the eleventh 
century and where, undisturbed and 
protected by the dry climate of the 
area, they remained as fresh as new. 

Humble and anonymous craftsmen 
turned out thousands of these votive 

paintings. Some are crude and vio- 
lent, others sophisticated and refined. 
Although they were painted by no 
great master, the general level of 
competence and the brilliance of de- 
sign make them the most pertinent 
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Coming QUCtIONS continued from page 18 

Propper, Gans: Women with Head Scar}, 

nedy). 
Richterich, Marco: Bateaux Squelettes, 
color Vthograph, 7 x 174%"; Ed. 200, $9.50. 
Sagrada FanJilia, color lithograph, 14% 
x 181%”; Ed. 200, $9.50 (1.c.4.s.). 
Robbins, Hulda D.: Tavern, serigraph, 9 
x 17%”; Ed. 20, $20 (Nat'l. Serigraph Soc.). 
Rogalski, Walter: Scabiosa, etching, 23% } 
x 17%”; Ed. 25, $50 (Contemporaries). 
Rosen, Elise: Contemplation, serigraph, 12 
x 9; Ed. 5, $40. Expanding, serigraph, 15 
x 13%”; Ed. 12, $35 (Nat'l. Serigraph Soc.). 
Rosenblatt, Adolph: The Palace Emerging 
from, woodcut, 20 » 16”; Ed. 10, $20 (Con- 
temporaries). 

Sanches, Emilio; Chimneys, woodcut, 4 
x 14%”; Ed. 50, $25 (Contemporaries). 
Sinclair, Ellen: Country Women, serigraph, 
20 =x 16%; Ed. 18, $20. Woman and Child, ! 
serigraph, 16 x 11”; Ed. 20, $20 (Nat'l. Seri- 
evaph Soc.). 
Weddige, Emil: Children, color lithograph, 
18% x 19%"; Ed. 30, $20 (Contemporaries). 

Yoshida, Hodaka: Teahouse, color wood- 
cut, 17% « 9%"; Ed. 200, $9.50 (1.c.s.s.). 

Irvin Haas 

PAUL ROSENBERG & CO. 
ESTABLISHED 1878 

19th and 20th CENTURY FRENCH 

20th CENTURY AMERICAN PAINTINGS 

SCULPTURE 

20 EAST 79th STREET, NEW YORK 21 

Foxell); El Greco bust-length Vir- | 

gin, $39,200; Aelbert Cuyp’s View 

on the Maas, $25,000; Delacroix’s 

Wounded Arab and Pissarro’s Boule- 

vard des Fossés, 1872, both $23,800 

GIMPEL FILS 
50 SOUTH MOLTON ST. 

(all are from the Goldschmidt col- 

lection unless otherwise noted). One 

of the surprises of the sale was 
$23,800 for Daumier’s chalk and 
white wash drawing Le Forgeron. 
The same figure took Delacroix’s 
Portrait of Amédée Berny d’Ouville ; 
while a Guardi View ef the Grand 

Canal went for $21,000; Daumier’s 
The Bathers, $19,000; Renvir’s small 
Girl’s Head, 1919, $16,800; the | 

EEN NICHOLSON Size: 48x 84 
senate Val @ Oreiay LEADING CONTEMPORARY 

re BRITISH PAINTERS & SCULPTORS 
*rize winning painting for the 

Guggenheim Award. (AGENTS FOR BEN NICHOLSON) 

Master of Sainte Gudule Adoration 

of the Magi, $10,640. FRENCH XIXth & XXth CENTURY PAINTINGS 

evidehce of the greatness of T'ang 

paintings. No such mass of pictures THE LEFEVRE GALLERY 
could have been produced without 
the stimulus of major artists whose 

concepts are behind each composi- 
tion and whose techniques underlie SELECTED 
every brushstroke, As examples there 

are two exquisite banner paintings XIX & XX CENTURY 
(lent by the Musée Guimet, Paris), 

one depicting a Lokapala, the other 
1 Bodhisattva leading a believer to- FRENCH PAINTINGS 
ward a paradise [p. 47]. Even more 
clearly reflecting a major art is the 

painting (from the Ogiwara Collec- CONTEMPORARY BRITISH 
tion, Tokyo) which is dated in the 

year 757. Its sure calligraphic line 
certainly recalls descriptions of work W 
by the genius Wu Tao-tzu who was 30 BRUTON STREET LONDON 1 
painting at that time 

Although the Tun Huang frescoes 
ire represented by the Fogg frag- 

ments, a better idea of the wall 

Cone eosalh Wiel ty oleiadal GALERIE DE FRANCE 
the mural style. This is not a master- 

work; nevertheless it suggests the 
hieratic grandeur of the murals 

which must have awed the devout 

pilgrim. But, if there was grandeur, 
there was also gaiety. A small bronze 
of a dancing Bodhisattva (Musée 
Guimet) recalls similar delightful Recent Water Colours 

figures which at Tun Huang enliv- 
ened the forma! Paradise of Amitab- 

ha [p. 47]. The Chinese Buddhist z 

ai hes how to humanize his February JACOBSEN Doiis 

deities so as to bring them within 
man’s comprehension. 

T P . a TT ‘ % ™~ . . . " 

a, rhese are the major arts of T'ang. 3 Faubourg Saint-Honore, Paris 
The crafts, which are generously dis- S 
played in all their rich variety, em- 
phasize specifically the luxury of 
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60 

the age. A gold phoenix (lent by the 
Minneapolis Institute of Arts), per- 
haps part of an imperial headdress, 
is almost in itself a symbol of the 
Ch’ang-an court which was ruled in 
the eighth century by the cultivated 
emperor Ming Huang and dominat- 
ed by his talented concubine Yang 
Kuei-fei. The plump figure of this 
pernicious woman, which set the 
standard for female beauty during 
her time, appears in silver inlaid 
on a lacquer panel (lent by Mr. and 
Mrs. Fritz Low-Beer). Quantities of 
silver dishes, gold jewelry, mirrors, 
jade carvings, bronze ornaments and 
superb ceramics furnish a vivid pic- 
ture of the lavish court of T'ang 

to the seriousness of life. A limited 

seriousness will not do. One can be 
serious about an incidental process, 

like making money. One can even be 
idealistic in a fragmentary way. Art 
which is primarily commercial, made 
for profit, and art which is primarily 
idealistic, in the sense of being made 
to serve people, both drift easily into 
ritual and, for that matter, into each 
other. The distinction between profit 
and service is mostly los« in the 

thinking of present-day prefessionals, 
artists and otherwise, under the 

loose assumption that one may, in 
deed must, do the two simultaneous 
ly. This assumption, where the arts 
are concerned, may be reasonable. 
The very idea of service, when we 
stress it in the arts, means corrup 

tion. 

What we are moving towards is a 
concept of quality in art which is at 
the same time a concept of quality 
in human beings. This is dangérous. 
We complicate art with morality 
The least we can do is keep our 
morality virile. We may, for instance, 
reject the code of emotional alter 
natives which our principal religions 
offer. We may think in terms of a 
man whose power for sympathy is 
almost unlimited—yet whose lust, 

generated within and hunting its 
object, is almost uncontrollable. He 
sees the good and bad in people, 

the hopeful and disheartening in 
human events, not simply the dif 
ferences. His reaction becomes, with 
out any slipping into the grooves of 
imitation or ritual, the will to do 
much and the wili to do nothing. 
The second half, the will to do 

nothing, is as aggressive as the 
other; it is a will to rob people, the 

impulse to castrate the righteous, 
the wish to take away. 

It is this acute involvement with 

the immediate world, this belief al 
ternating with merciless criticism, 

this awareness erupting into action, 

which results in the ambiguous, the 

reserved, the difficult artistic state- 
ments which may seem addressed to 

a remote and always-future people. 

He who accepts this involvement 

Redon continued from page 42 

nounces the approaching victory of 

Idealism (the Redeemer) over Nat- 
uralism (Caliban), and in his com 
muniqué he also discusses his (and 
J. K. Huysmans’) favorite artist: 
“A contemporary master, whose stu- 

The artist’s reluctance . ontinued from page 45 

Death, too, had its extravagances. 
lerra-cotta figures measuring from 
a few inches to 4 feet (the latter for 
those who could afford the best) ac- 
companied the deceased beyond the 
grave. Solemn officials, dancing girls 
and weird guardians of baked clay 
were created to perform their duties 
through time immemorial. Beneath 
all this luxury, however, there were 

those who suffered and worked so 
that the court might play. These, too, 
are shown, none better than the 
Semitic peddler (lent by the Port- 
land Museum) bending under his 
pack as he must have walked, just 
another foreign barbarian, through 
that cosmopolitan capital, Ch’ang-an 

must reject the notions that art is 
but indirectly related to life, that 
the artist’s wisdom is greater than 
his awareness, and that the artist is 
a common ineffectual human who is 
extraordinary only as an artist. He 
must reject, that is, those ingenious 

concepts which invite him into 
brotherhood and obscurity. More 

easily can we believe that, of the 

many extraordinary people, only a 
fraction will need to find the crea 
tive solution in making works of art 

If esthetic solution does not mean 

disposal of problems, but the keep- 
ing of suspense alive, the belief in 
art as a resumé of life’s seriousness 
and complexity commits one to a 
philosophical position. This is a be- 
lief in struggle. It requires rejection 

of the comforts afforded by various 
kinds of optimism. It is a recognition 
that comforts can dull the sense of 
struggle and therefore the sense of 
reality. It is an acceptance of risk. 
The ritualistic arts, with their guar- 
anteed equilibrium, must be recog- 
nized as comfortable devices for 

lowering the vitality of ideas or at- 
titudes which once inspired a minor 
ity. They are not occasional relaxa- 
tions from serious art in the sense 
that a humorous art may be. They 
induce habits of emotional laziness. 
They have the effect upon our vision 
of a blank stare. What they show us 

in the end is darkness. 
The ambiguities in art, far from 

being esthetic alone, may be an in- 
troduction, though a gentle onc, to 
the contradictions of life. What one 
will see in art as his vision deepens, 
and as art comes closer to life, are 

those profound contradictions as of 
life itself against death. Here is the 
longing for action yet for peace, the 
newly born with destruction in his 
heart, the ideals crumbling into 

cynicism, a glimpse of the pattern 
of life but a pattern almost meaning- 
less, This we must not conceal: the 
movement away from a comfortable 
art to a human and a troubled one 

is tragedy. 

The preceding essay is based on a lecture 
siven at a meeting of the Institute for 

Psychotherapy, New York 

dents are almost all in this exhibi- 

tion, the admirable Gustave Moreau 

told me one day: ‘I think of a paint- 
ing as an iconostasis; it must feed 

the dreams and imagination of the 
spectator. I would like the owner 
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of one of my canvases, even if he 
has no other pictures, to find in it 
a perpetual, ideal excitement that 
would let him meditate and escape 
from life.’” 

Here is a point of cleavage. If 
Redon might have subscribed to the 
first part of this declaration, the 
second part was entirely foreign to 
him. “Turn your back to life, es- 
cape it”; never! 

Color is his kingdom 

Reden thought that the subject of a 
painting was infinitely less impor- 
tant than the painting itself. 

I remember hearing the poet 
Emile Verhaeren (who was one of 
the first to admire Redon) say: “In 

painting, it's the eye that counts 

most.” This was his answer to my 
teacher, Montald, who was trying 
to justify a weakness in a picture 

on the grounds of a so-called neces- 

sary spiritual order. I feel sure that 
Redon, who was still alive at the 
time, would have applauded his 
friend’s reply. 

And it is the primacy he gave 
to painting that makes Redon a 
“modern.” If his drawing is some 

times weak, he was one of the most 
astonishing colorists that ever lived: 

a colorist in black and white 

(“blacks as royal as the purple”). 
in his prints and drawings, and 
when he work-d with pastels, water- 
colors, tempera or oils. He was per- 
haps the first really free colorist. 
He gave color its independence 

before Gauguin did, and released it 
from stylized naturalism. He demon- 
strated the endless possibilities of 
lyrical chromatics; he invented color 

as metan.orphosis. In a word, con- 
trary to the accepted idea that Redon 
is passable as a draftsman or post- 
Romantic illustrator, but an artist 
without pictorial genius, it is exactiy 
in the pictorial that he is a major 
creator. It is here that, along with 
the late Monet, he announces a 
new period. The young artists of 

1956—not those of day-before-yes- 

terday—who admire Redon do not 

make mistakes. 

Notes on his art and ideas 

Credo: “My drawings inspire and 
never define. They determine noth 
ing. Like music, they put us in the 

ambiguous world of the interme- 

diate.” 

The condition of the artist, his 

social responsibility, is defined by 
Redon: “A work meant to teach will 
go wrong from the start. A picture 
teaches nothing. It attracts, sur- 
prises, exalts; imperceptibly and by 
love, it leads to a need for living 
with the beautiful. It raises and 

sustains the spirit, that is all.” 
The artist who is didactic or who 

follows the changing imperatives of 
the time will end by hating himself. 
As Redon’s friend Maliarmé said: 
“Art must not be tied to political 
convictions, to ethics. On the con- 

trary, art must supply the philoso- 
pher, thinker, scholar . . . with 
material for speculation and love.” 

To sum up: for Redon, the best 
way to be for others was to be 
ferociously independent, to be first 
of all for himself. 

Redon reproached Impressionism 
for its petty sensualism, and es- 
pecially for its ignorance of the 

limitless. He did not like the word 
“influence,” he preferred “radiation.” 
In this one senses his delicacy and 
respect for people. 

Materials 

Remembering Delacroix, “Nature is 
a dictionary,” he gathered mother- 
of-pearl from shells. He made a col- 
lection of bits of rainbows, dust 
from stars and suns. He memorized 
the growth of plants, the way a petal 
falls, the sleep of the chrysalis. 
But he used this “botanist’s” arsenal! 
to disclose mutations which he dis- 
covered in a light of fear and won- 
derment. Even his most reassuring 
bouquets suddenly will tear through 
their apparent repose, become astral 
vertigo, spurt and decline—a mys 
tery. 

One of my friends overheard a 
very old lady (she might have been 

a contemporary of Redon’s) say at 
the opening of the Orangerie ex- 
hibition: “Well, I don't like botany.” 
Of course, this is a very modest 

piece of evidence to support my 
claim that the hostility towards 
Redon’s art continues. But the dan 
gerous myth is growing—the artis! 

as a fanciful biologist. 
Organization and disposition. 
Arcane haloes. 
System of orbits and nimbus. 
All things have their aura. 
All growing things bloom and 

fade. 
No construction (in the rigid, do 

trinaire sense). 

An organic magic. 

Spots of color, spots of change. 
The isolation of a section of the 

picture. The idea of absence. The 
eye and the opium poppy in the 
empty space of a Mallarmé window 

The possibilities of asymmetry 
Equivocal iconography: The 

Christ-Serpent. 

A new use of color and pigment; 
without the distraction of imitation. 

Precursor (in several canvases 
and panels) of what we now call 
“texture”—Redon shares this role 
with Monticelli, whom he admired. 

The happy colorist. Tight-rope 
hues at the limits of the possible. 
Shocking tones (rather like Balinese 
music, or Chinese or Japanese). 

Unprecedented color relations in 
shining or mat surfaces. 

(Digression: Several of his detra: 
tors should have thought twice about 

an artist whose few admirers includ- 
ed Cézanne and Gauguin, Vuillard 
and Bonnard, to say nothing of 
Matisse (who owned several of his 
pictures) before reducing him to the 
category of post-Romantic illustrator 
or Symbolist.) 

The mystery in light at the gates 
of the Unnameable. 

“The head of dreams, this ‘swamp 

flower’ shines with a brightness 
which it alone knows and which 
can never be spoken. . . .” 

The italics in this phrase from a 
letter (1889) by Mallarmé to Redon 
are mine. It is an exemplary defini 
tion of a “quality” that was as yet 
without exegetists. (The poet was 
writing the painter to thank him 
for an album of lithographs—Hom- 
mage a Goya.) 

Brightness rather than light, or, 
better, interior ligkt which is even 
more astonishing as it sometimes 
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REWARD 

An 18th-century chalk drawing on 

brown paper depicting the Assumption 

of the Virgin, by “Kremserschmidt,” 

4%" x 94”, was lost las: April between 

Lawrence, Kansas and Prooklyn, N. Y 
Reward for information leading to its 

return. Box 21, c/o ART NEWS, 32 E 

57 St., N. Y. C 

seems to catch the morning or eve- 

ning rays of a visible sun—the 

everyday star. 

Vocabulary 

Palpitation, shudder (today one 
would say “pulsation”™). 

Folds (to wrap oneself) 

That which grows. 

That which fades 

Skyrockets of mystery 

The uncertain glow 

Cosmos: air, not Cézannian planes 

\ surface circumscribed by the or 

bit of a star 

Orbicular shells 

Orbicular eyelids 

The figuration of the eye in 

Redon. Obsession. Closed but con 

scious—-forgetfulness and planetary 

metaphors. Its correspondence—the 
sphere 

Subjects 

Avalanches of gold and azure 

flowering space—giving birth to 

homunculi and larva A man will 

be made 

From a steam of roses spangled 
with silver come sylphs and cen 

taurs. 

Cosmotogical blooms. 
Fable~ of origins 

Fruits of profundity 

Los Angeles continued from page 

hollows. Cremean has achieved a 

dynamic interplay of volumes and 
voids in tension 

At his best, when combining a 
Cubist syntax with archaic over- 
tones, Cremean is on his way to 

fashioning an imagery that is evoca- 

tive and persuasive. 

Kienholsz, Earle 

Another young Californian is Ed 

ward Kienholz, seen in recent Ab 
stract-Expressionist paintings at Syn- 

dell Studio. Kienholz, unlike Chuey, 

Grant or Cremean, eschews any ref- 

rences to earlier art. He is anti- 

lassical and anti-mechanistic, im- 

provising spontaneously without im- 

posing preconceived notions on the 
emerging picture 

Kienholz constructs a picture as 

Chicago continued frem page 52 

remarkably feminine this gauzy im 

prec ision 

1020 Art Center 

Mrs. Borden Stevenson's Art Center 

used its galleries to less good advan 

ace than usual in December, with 

1 showing of sculpture and painting 

by Scribner Ames, Chicago lady. 

Miss Ames evidently studied with 

losé de Creeft. and her best efforts, 

sculptures in wood, are clearly deriv 
ative, indecisive carvings in the de 

Creeft style. Her paintings, portraits 

und still-lifes, are literal and pretti- 
fied, thin surface records. At best this 

is amateur work. The Center ghould 
attempt to maintain their higher 

standards 

Young group show 

The Hyde Park Art Center on the 
South Side is a non-profit organiza- 

tion which uses its ample, improvised 
(store quarters) space for classes in 
the arts and exhibitions of Chicago 

Red and black suns at the point 
of the summit. 

Silence and solitude of Ariels, 

Christs, Buddhas. 

Dim figures; sad prisoners. 
Decapitated heads in full flight. 
After the flood. 

The single eye shining with in- 
nocence or dark with guilt. 

The black poppy. 

And the propitious spider. 

Incomplete nomenclature done 
only for the pleasure of writing. 

| 

(Redon is never narrative, never tells 
a story. His plastic or pictorial vir 
tues are sufficient to themselves. 
And, as if he had wished to prove 
this, one of his last pastels is titled 
Game of Colors. It “represents” 

nothing except, perhaps, the birth 
of Colored Magic.) 

Postscript: Some people might 
claim that, because of Game of Col- 

ors, Kedon is not only the precursor 
of Surrealism but also of Abstract- 
Expressionism, of non - figurative 
painting and of what I call “the 
Lyric Effusion.” It is too much to 
pin on one man. And I am in favor 
of Redon the solitary, inaccessible, 
unusual man, with no doubtful de 
scendents and no precise progeni- 

ture 

oe 

well as paints it. Broken strips of 
wood and metal are nailed on to 
the surface board, forming mounds 
or welted linear projections. There 
is an insouciant wit in these built- 
up constructions, as if a Victor Pas- 
more or a Vantongerloo had set 

out to mimic his more serious side. 

Eyvind Earle, who works at Walt 
Disney's studio, is having his first 

one-man show in five years at Es- 
ther Robles Gallery [to Jan. 11]. 

A meticuleus craftsman, Earle is at 

his best in a tidy, cleaned-up, deco- 
rative style. He flattens trees, 
houses, barns or the human figure 
into uncluttered geometric pat- 

terns. Earle possesses a flair for 
color and patterned shapes, but his 
work tends to waver between auster- 

ty and decorative cuteness 

irtists. Located on the main busi 
ness street of the Un.versity quarter, 
the long expanse of »ld show win 
lows are employed to excellent ad 
vantage in dignified displays of work 
by artists whose pictures are also 
neatly hung on the plain white walls 
nside. An interesting recent group 
show included some of the city’s 
young best. Roland Ginzel’s two new 

lithographs—April 28th in rich red 
and brown, and June 30th, a strong 

black and white—are softer and more 
painterly in movement than his re- 
cent, crystalline intaglio etchings. 

Robert Natkin had an outstanding 
large pastel abstraction, a phosphor- 

escent picture in feathery, flashing 
chiaroscuro, more luminous than 

formal; this painter also included 
two delicate portrait drawings in | 
pencil, faintly colored, deft and re- 
vealing studies. Whitney Halstead 
showed several of his text*red pas- | 
tels, which always magnify the de- | 
tail of weathered surface, and end 
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up with the essential spirit of a nat- 
ural material. Ellen Lanyon had two 
good pastels, Bouquet and Conser- 
vatory, the former a_ particularly 
bright, sharp drawing of flowers in 
red, pink and black. The group also 
included Vera Berdich, June Leaf, 

John Richardson, Seymour Rosofsky, 
Richard Tyler, Vytautas Virkau, 
Ruth Rose, Alice Shaddle and Eddie 

Smith. This modest show was one of 
the more pleasing of the season. 

Chapin, Baker, Pillet 

Francis Chapin, a long-time favorite 
here, has had a happy exhibition of 
new oils and watercolors at the Fair- 
weather Hardin Gallery. Chapin has 
weathered the entire abstract period 
without succumbing and remains— 
with the current upsurge of Impres- 
sionist influence—a painter whose 
work has always existed through 
light. He is a Chicago Dufy of in- 

souciant, summer mood. His easy, 
loving line and clear color avert the 
troublesome or problematic. He de- 
lights in painting scenes which give 
him pleasure to see, and, in turn, 
passes this on naturally, and with 
considerable skill. 

If it is recalled that Anna Baker 
won the first prize in painting at the 
Art Institute annual last spring, her 

show at the Green Lantern Gallery 
would warrant more interest than 
the work, in itself, deserves. Miss 
Baker is one of those too facile 

Morgan continued from page 38 

teenth-century Moralized Bible; Ibn 
Bakhtishu’s Advantages Derived from 
dnimals, which is the earliest sur- 
viving example of the thirteenth- 
century Persian-Mongol school; the 

fifteenth-century Verveilles du 
Vonde, with illuminations often 
thought to be by Fouquet. Also 
stemming from the period of the 
elder Morgan was the acquisition in 
1910 of the extensive Fairfax: Mur- 
ray collection of old master draw- 

ings, a category not traditionally re- 

lated to an orthodox library, unless 
it be regarded as the logical exten- 
sion of medieval illuminations, as 

distinguished from printed material. 
This was the extraordinary nucleus 

which passed into the hands of the 
conscientious and cultivated son, 

“Jack” Morgan. In contrast to his 
extrovert father, as a collecto: he 

focused his interests exclusively on 

the Library, devoting himself chiefly 
to the field of incunabula and me- 

Renaissance illuminated 
time 

dieval and 

manuscripts, fortunately at a 
before restrictions on national treas- 
ures made these almost impossible 
to acquire. But he also turned his 

attention to the wider uses which 
could be made of the Library, mak- 
ing its facilities more available to 

scholars. The financing of the bib- 

lical scholar Kirsopp Lake's huge 
photostatic corpus of Greek manu- 
scripts from Mt. Athos, Sinai and 
other Eastern Mediterranean 
is only one of many such projects. 

The Library was then, of course, 

still under the brilliant stewardship 
of Belle da Costa Greene—since 1905 
when she had been recommended to 

the elder Morgan by his nephew, 
Junius Morgan at Princeton to be 
his private librarian. To her also 
must go much of the credit for de- 

sites 
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craftsmen who can infinitely cover a 
surface with mechanica] minrtiae, 
leaving everyone gasping at her pa- 
tience and making some of us curious 
about the ostentation of her designs. 

The French painter Edgard Pillet 
bas come to Chicago this year under 
auspices of the Art Institute School. 
Ostensibly his presence is a continu- 
ation of the slow.program to give 
strength to the direction, and infuse 
some new life into the nebulous 
teaching structure of this large, im- 
portant school. This is not to say 
that the staff lacks good artists and 
teachers, but it does lack life on the 
one hand, and cohesion on the other. 
The presence of one new man can 
only add to the former, and Pillet’s 
particular kind of discipline, a clas- 
sic approach to design, can be very 
beneficial. 

Klee show 

The response to the Hulton Collec- 
tion of Klees at the Arts Club was 
prob:’.y a combination of the spe- 
cial publicity it received and the 
really intense, constantly expanding 
interest in Klee here. The attendance 
exceeded any exhibition at the Club 
since their opening show in the new 
quarters. It might be noted that the 
addition of seven Klees from locai 
collections and two from the Arts 
Club’s own not only enhanced the 

Hulton Collection but set it a high 
standard. 

veloping the resources of the Library 
as a germinating center for intel- 

lectual activity. When in 1924 J. P. 
Morgan transferred its ownership 
to a Board of Trustees, and it be- 
came incorporated by the State of 
New York as a “public reference 
library,” Miss Greene became its 

first director. But even this did not 
bring through its doors a public un- 
accustomed to this sort of treasure. 
As a result—partly due to recrimina- 
tions laid to too great exclusiveness 

an expanded program of exhibi- 
tions was initiated and, in 1928, the 

capacity of the building was doubled 
by the addition of a wing with an 

exhibition hall, reading rooms and 
extensive stacks. On the occasion of 
Miss Greene's retirement in 1948, 
ARTnews [Nov. ‘48! noted how 
“the joys contained in those build- 
ings, combined with her quick wit 
and magisterial mind together give 
one a glimpse of how much she con- 
tributed to shaping, out of the hap- 
hazard results of a millionaire col 

lector’s passion and bounty a world 
institution .. .” 

The ultimate stage in the transi- 
tion to a public institution was the 
organization in 1949 of the Fellows 
of the Pierpont Morgan Library “to 
provide funds for exceptional ac- 
quisitions and to encourage the use 
of the Library's collections by fin- 
ancing publications and making 

grants in aid to scholars.” This has 

encouraged the active participation 
of a wider group in its activities. 
Acquisitions totaling almost one fifth 
of the total resources of the Library 
have been made since then, includ- 
ing, as can be seen in the present 
exhibition, the extremely important 
Carolingian manuscripts from the 
Chester Beatty collection, the Fou- 
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quet Book of Hours [colorplates, 
A.n., May 51] and the Constance 
Missal—one of three copies of the 
earliest printed book. These provide 
clues to the further development of 
the Library and the answer to 

Dr. Caligari continued from page 

listurbingly sophisticated about 
the history of art. If Vincent van 

Gogh was the father of Expression 
ism, surely E] Greco was its grand 
father and _ inevitably Matthias 
Griinewald was its Ur-grandfather 

Kirchner’s young, obviously already 
condemned artillerymen resemble 

nothing so much as a crowded chor 

us of the Damned from the sinister 
bottom of a Last Judgement painted 
by some Rhenish Gothic master 

even to the emphasis on nudity worn 

as a medieval badge of shame. 

Beside this eclectic facility in the 

history of art, ancther German char 

acteristic has been, of course, a 

preoccupation with metaphysics, be- 
oming a driving force. The Modern 

Museum's other important German 

rcquisition, a large 

by Emil Nolde, announces this Ex 

pressionist tendency, as the Kirchner 

1915 flower-piece 

announces the preoccupation with 
physical agony. Much over life-size, 
the huge petals are modeled with a 

heavy impasto, recalling the scak 

though not the delicacy of the giant 
water lilies that the aging, blinding 

Monet was to essay a few years later 

But the Nolde is youthful painting, 
the kind in which the fierce, im 

petuous, pigment-loaded brush liter 

ally runs away with the painter's 
hand—almost, yet not quite, auto 

maticist, as we have grown used to 

that idea today. If not automati 

writing, however, this is already very 

much the bold script of the subcon 
scious aiding the message of the con- 

scious, directing brain, And in that 

sense one begins to note the curious 
coincidence of the advent of Ex 
pressionism with the first wider dis- 
semination of the, then a decade or 
so old, Austro-German-Swiss studies 

in psychiatry and psychoanalysis. 
Nobody could pretend that these 
painters had been reading Freud and 
Jung or, if so, had understood either 

But artists in other, far less literate 

and less quickly communicating 
civilizations have somehow caught a 

pioneering Zeitgeist—as just one ex 

ample, take the Quattrocente paint 
ers’ preoccupation with perspective 

and with creating illusion of space, 
while at the very moment the great 

explorers were pushing out world 

space beyond the seas and onto new 
continents. On no soil could such 

thin clouds of ideas have fallen more 
fruitfully than on the Teutonic 

Heimatland of metaphysics. On this 
broadly brushed Nolde, the wander- 
ing lines and big blobs of pigment 
could be a weather map of the Ex- 
pressionist climate to come. 

Rohlfs in his heyday traced the 

same wild, unlimited path as Nolde; 
however, his watercolors presently 
shown all date from about 1927 to 
1934, not long before his death at 
eighty-eight. They are faint, delicate, 
often wistful echoes of his fan- 
tastic youthful vitality, even on 

paper; naturally, they do not convey 
the sense of pigment, laid on heavily 
as van Gogh’s, more as if with ¢@ 

whether or not it will be content to 

rest on its laurels. With the extreme 
rarity of some of this material, par- 
ticularly medieval manuscripts, the 
future may lie in what new categories 
can be tapped. 

1 

trowel than a palette-knife, of his 

oils between 1905 and 1920. Yet the 
quality of under-conscious, meta- 

physical brush-writing is still present 
in a few of the watercolors, notably 

in White Echeverias in a Red Bowl. 

Egon Schiele’s work owes its rar- 

ity outside Austria to his death at 
only twenty-eight. The mere eighi 

years of his creative activity and, 

in fact, his entire life read like one 
of those tragedies incijjient even in 

Viennese light fiction of the time 

Schnitzler, for instance —and perhaps 
still more like those memories of 

disturbed childhood and unfulfilled 

youth current in the entire German 

early twentieth-century literature of 

Neo-Wertherism: Thomas Mann’s 
Diserder and Early Sorrow, Jakob 

Wassermann’s Christian Wahnscha/ 

fe, and others—as well as, most 

definitely, in the music and words of 

songs like Mahler's Kindertotenlieder 

and Fahrenden Geselien. The figures 

and portraits in Schiele’s unusual 
watercolors and drawings, above all 

in the pointed forms of his etchings 
and lithographs, could be not so 

dramatis much the personae of 

these novels and songs as real hu 

mans whose lives were swayed an 

directed by their authors’ moods, 
then to be analyzed by the new 

school of mental pathologists who 
were their contemporaries. In style, 
too, Schiele makes an interesting and 
characteristically Expressionist trans 
formation: he takes his teacher 
Gustav Klimt’s art-nouveau and tor 
tures its decorative line into an in- 

cisive, self-dictating outline that 

scarcely ever needs filling-in 

Kandinsky (even though the pres 

ent exhibition is a small, highly 

selective one) is seen as a kind of 

key to the Expressionist idea. He 
comes to Germany as a Russian fully 

trained in his native land, gazes on 

the sweet sorrows and sighs of Ger 

man Romanticism and, later, on the 
psychic Weltschmerz which accom- 
panies Expressionism, with the coolly 

pevceptive, anticipatory and know 
ing eye of the wise Slav. Eight small 

oils here testify to those early years, 

between 1904 and 1909, and they 
show how quickly the Russian, now 

released from his earliest, Bakst-like 

Slavic decorativeness, manipulated 
the vehement brush, and cre*ad 
first versions of those bold, heavy 

forms, that were soon to characterize 
Nolde, Rohlfs, Schmidt-Rottluff and 

such more literary German practi- 
tioners of Expressionism as Lovis 
Corinth. Kandinsky is fortuitously 
seen here both as prologue and epi 
logue to the movement, yet this ex 

hibition’s second half, twenty water- 

colors and gouaches dating 1922-41, 
may well arouse questions from rigid 
classifiers as to whether they can be 
called Expressionist at all. They are 
those semi-Surrealistic, semi-geo- 

metric fantasies which could be 
called Klee-like except it was Kan- 

dinsky who first influenced Klee in 
this direction. Though not orthodox 

Announcing 4th Annual 
TUPPERW ARE 

ART FUND AWARDS 

Fellowship grants of $1800 each 
and purchase awards of $600 
will be made in each of three 
regional centers: New York 
City, Cleveland and San Fran- 
cisco. Applications must be re- 
turned not later than March 
20th, 1957 

W rite for brochure to 

Tupperware Art Fund, Orlando, 
Florida. 
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Expressionist, these entrancing fan- 
cies do testify to the influences which 
Dadaism and Surrealism (which 
Kandinsky seems to have looked on 
as amusedly as he did at Sturm und 
Drang) exerted on later Expression- 
ism, especially in its post-German 
(or, better, extra-German) phases. 
Without this further license to the 
under-conscious and to automatic 
creativity, it is unlikely that we 
would have seen precisely the free, 
unconcrete forms of current Ab- 
stract-Expressionism. 

Hans Hofmann is, of course, the 
man who not only has explored to 
the fullest this freedom given pictor- 
inlized calligraphy but has, as an 
international teacher with a tremen- 
dous following, taught many others 
to free then:-:lves and do likewise. 
The twenty paintings in his latest ex- 

hibition, all the work of the past 
year, represent a prodigious accom 

plishment this titan of 
seventy-six. They are not all or uni- 
formly acceptably or apparently suc- 
cessful (yet who is to say?) in the 
articulation of their organic forms 
and colors. The freshest and, to 

this critic, the best are those that 
seem to play with absolute space 
with a kind of Wagnerian Expres- 
sionist grandeur: pictures like 
Towering Spaciousness or Fortis 
simo, where violently charging, bril- 

liantly colored, huge strokes of the 
brush are suddenly in- 

terrupted by great, undimensional 
squares of solid, flat color in light, 
translucent shades—like the absolute 

in a thundering Beethoven 

here and there real 
images—a birdcage, the silhouette 

of an easel—-suddenly appear: noth- 
ing is left out, anything can happen 

a joke at a funeral, a thunderclap 

from the kettledrums in the midst of 
The mood dictates the 

when it all 

even it is wonderful. 

Max Weber belongs to Hofmann’s 
generation but comes from where 

Kandinsky came from: to the wis- 

dom of ancient Muscovy here, how- 
ever, add the wisdom of the Talmud. 
Like others of his generation and 
origins, he passed through many 

phases: Pan-Slavic decor, art 
nouveau, the Fauves, the Cubists 
and the Douanier Rousseau, not to 
omit Cézanne and Picasso. He took 
a little from each and yet, at his 
best, remained himself. Now, self- 
admittedly, his recent gouaches are 

a ort of personal recall, like the old 
melodies—original and hommages 
that haunt the dying Richard Strauss 
in his last work, Metamorphosén. 
Emotionally he has certainly been 

an Expressionist, and many of his 
attenuated, sharp forms speak for 
what we know as an Expressionist 
style, just as Soutine’s umbrous ones 
do. Weber's is a sweet and haunting 

If it teaches one furth- 

even for 

overloaded 

pauses 

finale. In others, 

i viol n solo. 

forms, and comes out 

emotionalism. 

er lesson about the basic nature of 
Expressionism, it emphasizes that it 
is the painting of the disinherited. 
The disinherited in terms of home- 
land or class: see them—E] Greco: 
van Gogh; all the Germans disin- 
herited by first decay and then de- 
feat; Kandinsky; Soutine; Modigli- 
ani; de Kooning; the social-con- 
sciousness American Expressionists 
of the 1920s and °30s. It is a 
strange, coincidental emotional link 
that binds them—one that has noth- 
ing to do with style yet which seems 
to create a unity of the idea behind 
varying styles. (Not to say that 
ail disinherited are Expressionists, 
nor even vice-versa, but only to 
speak of the principal protagonists.) 

Jan Miiller shows himself to be an 
unusually promising young artist 

still under thirty-five—who was born 
in Germany but came to this country 
at sixteen. Still, his remarkable and 
monumental canvases, based on 
Faust and other metaphysical 
themes, clearly revert to the packed 
emotionalism, the  art-history-con- 
sciousness (vide not only Greco, but 
also Gauguin and Erich Heckel), 
and the melancholia of the 1911-23 
German founders. But it seems less 
imitation than spiritual kinship, and 
it is better as an emotional statement 
because it seems to proceed out of 
real suffering and understanding 
than out of the self-induced, intro- 
spective agonies of retardataire Ro- 
mantik experienced mostly in the 
studio or across the cafe table. 
Gandy Brodie is another extreme- 

ly gifted young American: he shifts 
between such literal Expressionism 
as the forms and title of Penetration 

of a Thought and that merely hinted 
at by the broad, fluidly self-forming 
brush of his Florentine towers and 
hillsides and of his lyrical flowers. 

Cy Twombly brings us back not 
but to the destination 

outset, in the total 

emotional of Jackson Pol- 

lock’s painting. But Pollock's 
agonies produced a kind of sub- 
limated organic form, while Twom- 

bly’s are released to produce an ut- 
black and blue 
huge prepared 

afterward varnished; 
does the 

to the source 

marked at the 
release 

ter nihilism: red, 

pencil scrawls on 

canvas, except 
for one that 

white pigment on a black surface 
How much farther can the sub-con- 

take one? It seems a 

same with 

scious release 

painful autobiography. 
These voyages end here. Can we 

resembling a 

notes made en 

arrive at something 
definition beside the 

route? One is generously supplied by 
Thomas B. Hess: Ex- 

pressionism is the style which ex- 
nothing except exclusivity. 

which 

rigid 

my colleague, 

cludes 

That 

leaves nothing out except the 
exclusivity of purist painting. Is it 
then Or several styles held 

together 

is to say, the style 

a style? 

by ideas and ? bon-mots 

Art in antiques: London continued from page 15 

it is estimated by those best quali- 
fied to know, that his total expen- 
diture on pictures was perhaps 
$4,200 and certainly not more than 

$5,600. The Christie sale realized 
just under $37,440 

The second story concerns two 
well-known collectors of English por- 
celain, Dr. and Mrs. Statham. Twen- 

ty or thirty years ago they were in 
Salisbury, and were offered a small 
collection of porcelain from the 
short-lived factory in Staffordshire, 
Longton Hall. They acquired it for 
$128.80; at Sotheby's, a few days 

after the Christie dispersal of the 
O'Callaghan pictures, their Longton 
Hall pieces sold for $28,000 up. 

WANTED TO BUY: 

FRENCH  ionard 
PAINTINGS Degas 

Cezanne 
Rouault 

Write offers which Vuillard 
will have immedi- 
ate response. Box 
218, Art News. 
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Guy Bourdin 
PETER H. DEITSCH 

51 £. 73 St., N.Y.C. RE 7-8279 

FLEXOR 
FIRST SHOW IN U.S ° PAINTINGS 

deAenlle - 59 w. 53 

Jacqueline 

HUDSON 
January 13 - 26 

BURR GALLERY 108 w se s:, ny 

MAURICE AVELINE & CO. 
Interior Decorators 

XU CENTURY ABSTRACT 
PAINTINGS 

20, rue du Cirque, PARIS (8e) ELY 51.63 

Hester 

STOVER 
Jan. 14-26 
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pan not actual size 

YOU can afford 

that little 

extra IMPORTED 

quaiity! 

Watercolors & Drawings 

GALERIE ST. ETIENNE 
46 West 57th St. 

Canadian Agents: THE HUGHES OWENS CO., LTD. Head office, MONTREAL 
Californian Distributors: THE SCHWABACHER-FREY CO., SAN FRANCISCO 

Jan 19 - Feb 16 

A wide selection 

of transparent water 

colors of 

unsurpassed 

quality. Classified 

as to degrees of 

permanence, 

and available in tubes, 

pans and cakes. 
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Paintings by PETER TODD MITCHELL 

Lithographs by CHAGALL 

Closing 8 February 

EGON SCHIELE 
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JACOB 

LAWRENCE 
A NEW SERIES 

slide. This piece, with its bold 

ormolu mounts, was made ca. 1760. 

For the most part these exhibitors 
have not tried to confine themselves 

to one specific style, but have taken 

the best of various styles, cleverly 

blended. In the category of frrni 

ture, examples of the last half of 

Art in antiques: New York continued from page 14 

the eighteenth century far outnum- 
ber the earlier pieces; among these 
there is a concentration on smallness 
of size. One hopes this annual ex- 
hibition will thrive as well down- 
town as it did uptown and will be- 
come a permanent feature. 

Babette Craven 

English Chippendale settee, ca. 1760, formerly in 

the collection of the Earl of Coventry, is 8 feet 

ong: it is lent to the New York Winter An- 

tiques Show at the 69th Reg. Armory by Symons 

In a group of I7th- to 19%th-century 

Asia Minor prayer rugs is this 

Turkish Cemetery Prayer rug, ca 

1730: exhibited by J. H. Dildarian 

Amateur standing 

Photo-Engravers’ Art Society 

The Tenth Annual Exhibition of the 

Photo-Engravers’ Art Society, held 

this year in the National Arts Club 

in New York, sustained the usual 

middle course of well-knit conserva- 

tive works, bounded with an outer 
fringe of a few good abstractions, 

some interesting primitives, and en 

hanced with contributions by the 

veteran professional Harry Herring 
and by Lawrence N. Wilber, whose 
oils, The Placid Stream and Self- 

Portrait, were outstanding in the 

show. Among the landscapes were 
three good oils by Robert McClellan, 
who responds sensitively to nature’s 
moods, from the cold, damp No Out- 
let to the warm, mellow, softly hued 

Serpentine Chippendale server, in the “Chi- 

t feet long; from Philip Colleck 

Red Tops of Birdsboro; and Fenton 
W. Whitlock’s joyously and freely 
painted Autumn Leaves. Also noted 
were: a rather hard and sharply de- 

fined Port of Call by Harry E. 
Chapman; Irving J. Milman’s 
Gloucester; Edward Babaian’s Re- 
flection; Ballet Mood by Karnig Ig- 
natius; a richly and colorfully tex- 
tured still-life, Oil, by Henry Bank- 
off; an academic semi-nude Portrait 
Study by Philip Shul; and Andrew 
Un’s Tahitian Native, whose pos- 
sibly over modeled forms point to a 
change in his direction from the 
promise of more simplification in 
last year’s show. Among the less 
conventional entries were the ab- 
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Olid Colonial N. Stamford Church, 

watercolor, by Ruby Rosenar, was 

in the recent New Canaan show. 

stract Around the Clock by Theo- 

dor:; Mould, and Maurice F. Bilton’s 
well-designed Owl In Tree and Dock 

at Sunset, abstracted in flat, over- 
lapping color planes for multiple 
space and depth. Franklin Gay's 
Still-life, on the other hand, marks 

his direction toward a Lucioni-like 

meticulous polish and finish. A very 
sincere note was registered in Days 

We Remember and Vacation Hide- 

out by James A. Conroy, which were 
also to be admired for their rather 
primitive but solidly rendered 

forms, heavily laden with muted, 
luminous colors, and pervaded with 
a nostalgic quality of peaceful lone- 
liness. Also outstanding were Cray- 
on by Henry Allman and the sculp- 
ture, Grace, by Edward Babaian. 
There were also many good water- 
colors in evidence. 

Nese Canaan’s outdoor show 

A special train made a non-stop ex- 
cursion from New York to bring 
visitors to view New Canaan's 
(Conn.) Seeena Annual Outdoor 
Show, by over three hundred Fair- 
field County artists, sponsored by 
New Canaan's Chamber of Com- 

merce. Thousands of visitors viewed 
the two-day sidewalk exhibition by 
professionals, amateurs and chil- 
dren. Here conservative standards 
dominated, with a distinct popular 

In the Photo-Engravers’ Art 

Also in the New Canaan Outdoor 

M. Bilton. Show: Owl in a Tree by 

preference this year declared for the 
animal kingdom. Over five hundred 
ballots awarded the popular prizes 
to two paintings of horses, one paint- 

ing of a dog and a sculpture por- 

trayal of a cat family. Horse’s Head 
by Rosamond Rollins of Darien 
was voiced the most popular picture, 
with the second ribbon going to 
Nashua by Merritt Cutler of South 
Norwalk, followed closely by Aiice 
McClelland’s Cat Family and Lil- 
lian Frankl’s (of Stamford’s Re- 
sources Unlimited) Afghan Dog. 

A more modern note (one of the 
few in evidence) was declared by 
Ruby Rosenak’s Cézannesque Old 
Colonial North Stamford Church, 
a delicate watercolor with a nice 
interbalance of greens against the 
white paper; and the children’s 
award went to a high school sopho- 
more, fourteen-year-old Robin Philip- 
pi. The prize-winners, eight in all, 
were further honored with a store- 
window display, after the show, in 
one of the main-street shops. Fifteen 
paintings were sold. There was no 
entry fee and no commissions were 
deducted in this outdoor show which 
was attractively hung on mesh 
screens clamped to metal frame- 
works supplied by the Chamber of 
Commerce, which also defrayed all 

expenses for the event. 
Aaron Berkman 

Society exhibition: 

Vacation Hideout, a primitive oil by James Coproy. 

JANUARY 1957 

Snap, zip, zip, zip—zip, zip, zip, snap. It’s incvedible 
but you can frame a picture in a Minute-Mount with 

six zips and two snaps! 
Minute-Mount is a combined, complete mount-frame 

of a new and revolutionary design. It permits anyone 
to mount and frame drawings, watercolors, etchings, 
lithographs, photos, diplomas, degrees, awards and 
other framable objects in less than 60 seconds without 
fuss or effort. You can even do it in your home because 
Minute-Mount doesn’t require glue or rubber cement, 

or any tools. 
There is a quiet, simple elegance about Minute- 

Mount — the elegance of modern design — that makes 
it attractive wherever it is used. It comes with clear 
edges to blend with any decor, or with black edges 
to contrast. 

Minute-Mount costs less than wood frames and looks 
much better. It’s dustproof, waterproof and unbreaka- 
ble even if it falls from the wall. It comes with a hard- 
board, non-warping back (ready for hanging or stand- 
ing) and a reversible mat, white on one side, grey on 
the other. 

Minute-Mount is available in 8 x 10”, 11 x 14” and 
16 x 20” sizes (special sizes on order and in quantities) 
at leading art, photo, gift and other stores throughout 
the country. Write for more information or the name 

of your nearest dealer. 

HOW MINUTE-MOUNT WORKS 
There's nothing to it! The transparent sheet on the front and 
the hardboard back are locked together by four lengths of 
tough flexible Tenite molding. Mount is opened by simply 
snapping off one piece of molding and sliding off other three. 
After piciure is inserted and centered (no adhesive is required 
because picture stays in ploce without it), molding is replaced 
by slipping three pieces on and snapping fourth into place. 
Thet's all! 

MiINUTE-MOUNT CORPORATION 
202 West 40th St., New York 18, N. Y. 
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{ two-in-one instrument, for 

drawing and drafting, will scribe 

circles up to 24 inches in diameter, 
or produce ellipses up to 65 degrees 

and 12 inches radius. This tool is an 
adaptation of the traditional two- 
legged compass to the simpler 

“beam” compass. It is easily con 

verted to an ellipsograph with a wide 
radius of performance without the 

limitations of ordinary French curves 

or other devices. As a simple beam 

com pass, the principal components 

are two aluminum blocks which move 

freely along the length of the beam. 

block 

other a lead point 

holds a 

Simply designed, 

One pivot pin, the 

the new compass will not tip over in 
use and can be manipulated with one 

hand. The converts to an 
ellipsograph merely by changing 

points and adding a third block. All 
parts are provided with the complete 
set. The fabricated 

from polished aluminum. The 

com pass 

instrument Is 

price 

is $3.95. For more information, write 

to: Areo Engineering Sales Com 

pany, c/o ARTnews, [D-1]. 

Water-base fabric paint, a con- 
venient aid to fabric designers, be 

ginners or amateurs, is ready-mixed 
for use from the jar. It is cleimed 

to be washable, sunfast, resistant to 

dry-cleaning and flexible, ie. it 

will not stiffen fabrics. It is high in 

color intensity, can be mixed to ob 

thinned with 

added 
transparent 

tain other shades and 

water. An extender 

for semi-pastel and 

Only 

hands and 

may be 

necessary to 

Available 

2 and 

colors water is 

clean brushes. 

in nine brilliant colors in 1, 

8 ounce sizes, an assortment of 5 

l-ounce jars of Dec-O-Fab Febric 

Paint, plus Extender, is packed in 
the Craftint Fabric Paint Kit 

($1.95). The same manufacturer of- 

fers a Water Base Textile Screen 

Set. For further information, write 

to: Craftint Manufacturing Co., c/o 

ARTnews, [D-2]. 

Copy holders for draftsmen, en- 
gineers or artists may 

problem of lack of space. Reference 

material may be placed 
where it can be readily seen with 
the Artenna set. Two Artennas are 
clamped to the back corners of the 
drawing board, which allows prac- 
tically any size of reference material 
to be hung in an easy-to-see position. 

solve the old 

or copy 

New sources, new materials 

An Artenna set consists of two tele- 

scoping that extend to any 

length up to 36 inches. The reference 

material is hung with clips on a cord 

tubes 

stretched between the grooved tips 

of the Artenna. The manufacturers 
of Artenna are also the originators of 

the Draftray, a partitioned tray sup- 
ported by an adjustable arm which 
clamps to the edge of the drawing 
board to provide an out-of-the-way 

receptacle for tools and supplies re- 
quired by draftsmen and artists. For 
further information, write to: Dra/ 

tray, c/o ARTnews, [D-4], 32 East 
57th St.. New York 22, N.Y. 

igenda and memorandum for 
projects of all kinds are organized 
into a daily reminder of details per- 

jobs, ap taining to complicated 
pointments, assignments, projects, 

etc. One line is devoted to each item 

Each job may be checked off as it is 
Memogenda is a 

ninety-six-page plastic-bound book 
Right hand pages have numbered 
lines for each item. The pages mea 
sure 8% by 11 inches. The left hand 

page is left free for notes pertaining 

to the items. The book also includes 
an annual reminder with space for 
every day in the year, a three-year 
calendar and an active telephone list. 

( ompleted. The 

For more information, write to: 

Kano Laboratories, c/o ARTwews, 

[D-6}. 

Sketching easel, finished in ma- 
hogany lacquer with a metal canvas 
holder, is fully adjustable from the 

head. It has an adjustable 
stabilizer, and metal slides for height 
adjustment. All hardware on the 

metal 

Mi 
WW 

easel is plated for weather resistance. 
The legs are equipped with metal 
pins and rubber caps for outdoor or 
indoor use. The price is $7. Write to: 
Anco Wood Specialties Inc., c/o 
ARTnews, [D-3]. 

LECTURERS’ EASEL 
— with many new features! 

Here's a low priced lecturer's easel that is 
perfect for demonstrations, conventions, busi- 
ness meetings, etc. it has a 24x36" backboard 
that not only holds a lecturer's pad but cen 
also be used as a blackboard. Holds large 
pads bound both the long and short way. Legs 
are hinged and entire easel folds into @ com- 

ct and lightweight unit for convenient - 
ng. There's nothing else like it on the { 

... $15.06 
3.00 

No. 3104—Lecturer's Easel. 

Ne. 176A—Lecturer’s Pad 
24x36" Newsprint 

No. 1768—Lecturer’s Pad 1 
28x34 White Bond 

Ne. 176C—Lecturer’s Pad 
24x38" White Bond 

Write on your letterhead for 
200-page catalogue of art sup- 
plies. “An Encyclopedia of Ar- 
tists Materiais” 

URC et eae 
iS ia) ee NEW 

ANATOMY 
STUDENTS 

Anatomy, important te the student of drawing 

should be learned theroughly. Here are anat- 

omy ecards te help make the study of anatomy, 

easier. A world of precise information on the 

structure of the human bedy illustrated on 

plastic laminated cards which you can carry 

| with yeu at all times te study at your leisure. 

This unique new study-aid consists of 2! dou- 

ble-faced cards. 2%)" x 3%". $3.95 a set. For 

literature and FREE sample card send a post- 

ecard te ANATOMY STUDY CARDS CO 

DEPT. AB-2, 3550 FIFTH AVENUE, NEW 

YORK (36) N.Y 

aed 

CANVAS SALE 
52" x 6 yd. Duck Canvas $ 8.95 
45" x & yd. Linen Canvas 10.95 
54" x 6 yd. Linen Canvas 16.95 
84" x iI yd. Linen Canvas 55.00 
Price F.0.8., New York allow for postage 

NEW YORK CENTRAL SUPPLY CO. 
62 THIRD AVE. (Nr. 11, St.) MY. 3, NY 

ART NEWS 
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recent paintings 

HOWARD THOMAS 
Jan. 2-19 

WALTER QUIRT 
Jan, 21-Feb. 9 

DUVEEN- 
GRAHAM 

1014 MADISON AVE., N. Y. C. 

Through Jan. 26 

JACQUES SELIGMANN 5 E. 57 

Jan. 10 - Feb. 
SEYMOUR 

REMENICK 
Watercolors 

DAVIS GALLERIES 22 ost 60 st. 

thru JAN. 26 

ROHLFS 
grace borgenicht gallery 

CHRISTIAN 

1018 MADISON AVE. e 79 ST. 

ee pn 3+ A 2 

NORDFELDT 
The Late Yeors 

1942-1954 

PASSEDOIT "7.5°23";"" 
bet. Park & Lex 

Watercolors by GIFFORD 

COCHRAN 
Jan. 14- Feb. 1 

VAN DIEMEN-LILIENFELD 
GALLERIES © 21£.57 ST. 

I L Ss E Paintings 

GETZ 
Jan. 21- Feb. 9 

BERTHA SCHAEFER - 32 E. 57 

NEW OILS 

JOSEPH through Jan. 26 

GREENBERG 
HARRY SALPETER GALLERY 
www 42 EAST 57 ST., N. Yee 

JANUARY 1957 

Where and when to exhibit 

New York City, City Center. Monthly juried Casein. Feb. 3-24, Open to all artists in the 
ethibs. Open tc all artists. Oils. Prizes, U. S. Casein only. Jury. Awards. Work due 
citations. Entries for Feb. due Jan. 13, M4. Jan. 28. Ted Davis, 128 East 16th St., N. Y. 3. 
Ruth Yates, 56 West 57th St., New York 17. Youngstown, Ohio, Butler Inst.: 22nd 
Riverside Mus.: Knickerbocker Artists, 10th Annual Midyear Show. July 1-Sept. 2, 1957. 
annual, Mar. 3-24. Open to all artists. Oil, Open to all artists in the U. S. and ter- 
wter., casein, graphics, sculp. Jury. Prizes. ritories. Oils and wters. Entry fees. Over 
Entry fee, $5. Work due Feb. 25. Write to $5,000 in prizes. Deadline, June 2, 1957. 
Elsie Jeet-Key, 49 East 9th St., New York 3. Judging, June 4, 1957: Butler Institute of 
Riverside Mas wd Ann'l Soc. of Ptrs. in American Art, Youngstown, O. 

Competitions, scholarships 

Fulbright Art Awards. Scholarships for New York, N. Y. Nat'l Acad. of Design: 

foreign study for 1957-6 under U. S. Gov- Pulitzer Traveling Scholarship. $1,500. to be 
ernment internat. educational exchange pro- awarded to a student of art in the U. S. 

Open to students between 15 and 30 years of gram. Awards cover transportation, tuition, 
books and maintenance. Opportenities for age enrolle in aceredited U. 8. art schools. 
study of painting, graphic arts, sculpture They must submit for jury consideration « 
and, in some countries, iadustrial design. representative group of their work in one 
Open to U. §S. citizens wits college degree mediam only. Entry blanks due Mar. 25. 
or its equivalent, knowledge of the language Work received April 1, 9 a.m.-5 p.m. For 
of the country of application, good health. application blanks, write: Vernon C. Porter, 
Clesing date, Nov. 1, 1957. bust. of Internat. Director, National Academy of Design, 1083 

Education, 1 East 67 St.. N. Y. 21, N. Y¥ Fifth Ave., New York 28, N. Y. 

The exhibition calendar 

Baltimore, Md.. Mus. of Art: Goldstein, Northampton, Mass., Smith Coll. Michel- 

Shackelford, Waller, to Feb. 3; #000 Yrs. of angelo’s “Figura Serpentina,” Jan. 7-Feb. 8. 
Ohio, Allen Mem. Maus.: Maps, Mod. Art, to Jan. 13; German ptg., to Feb. Oberlin, 

10; Master prints, to Mar. 31. mes., to Jan. 31 
Beverly Hills, Cal., Chuey, Jan. 17-Feb. 10. Ottawa, Can., Nat’!. Gall.: Currier & Ives, 
Birmingham, Ala., Mus.: Chrysler Coll., to Jan. 6; MW oodcuts, to Jan. 23; Hirshhorn 
Jan. 6-14 Coll... Jan. 10-31. 

Boston, Mass., Inst. of Cont. Art: 20th Pittsburgh, Pa., Carnegie lnst.: Gulf-Carib. 
enniv., to Feb. 10. Mus. of Fine Arts: New Inter: at’l., to Jan. 17; Rowault, to Feb. 17; 

accessions, J. Cox, to Jan. 31; Monet, Jan. Fowler Coll., Jan. 24-Mar. 3. 
15-Feb. 15 Portland, Or., Art Mus.: Fr. prints, to Jan 
Bloomington, Ind., Ind. Univ Bertoia, 27; S. Levine, Jan. 4-Feb. 3. 
Jan. 17-Feb. 10 Philadelphia, Pa., Mus.: Great prints, to 
Cambridge, Mass. Fogg Mus Shahan, to Jan. 17; Chinese porcelains, to Jan. 31. Art 
Jan. 19. Busch-Reisinger Muos.: L. van Ley- Alliance: Goutman, Jan. 11-Feb. 6; Broner, 
den, Brueghel, drwgs., prints, to Jan. 17. Jan. 16-Feb. 3; Creenberg, Jan. 17-Feb. 10; 
Chicago, fll., Arte Club: Le Corbusier, to Demuth, Jan. 17-Feb. 17; Stamos, Jan. 16 

Jen. 8; Klee, Jan. 10-31. Art Inst.: 1957 Feb. 17. Acad. of Fine Arts: 152nd annual 
Chicago artists, to Jan. 31. wters., prints, drwgs., Jan. 20-Feb. 24. 

Cincinnati, Ohie, Mus. Amer. Craphi Providence, R. 1., School of Design: 4 
Artists, Jan. 4-31 young Amers., Jan. 9-Feb. 6. 
Cleveland, Ohio, Mos.: Venetian Arts, to Roswell, N. M., Mus.: Hartman, to Jan. 31. 

Jan Burchfield, Jan. 8-Feb. 10. San Francisco, Cal., Pal. of Legion of 
Colerade Springs, Col., Fine Arts Center: Honor: Family of Man, Jan. 15-Feb. 26. 
Faculty exhibit, to Jan. 6. Mus. of Art: Scandinavian des., Jan. 8-Feb 
Denver, Col., Art Mus.: Who Is a Savage? 5: Art from France, to Mar. 31. De Young 
to Jan. 23; Art in Bus. Arch., Jan. 14-Feb Mus.: San Fran. Art Assoc., to Jan 6. 
25 Santa Barbara, Cal., Mus.: Chuey, to Jan 

Detroit, Mich., Inst. of Art: Drwgs. from 15 
the Newbury Coll., to Jan. 31; Chrysler Coll., St. Louis, Me., City Art Mus.: Masters of 

Jan. 18-Feb. 17 British ptg., Jan. 10-Mar. 2. 
Fitchburg, Mass., Meyerowitz, to Jan. 6 Seattle, Wash., Mus.: Sao Paulo biennial, 
Fert Worth, Texas, Art Center: Horse, Women pnirs. of Wash., to Feb. 3. Frye 
rider, Jan. 7-Mar. 3 Mus.: Miller, Kokoschka, Jan. 17-Feb. 10. 
Houston, Texas, Cont. Arts Assoc.: Cont Springfield, Mass., Smith Mus.: Color 
sculpture, to Jan. 13; Redon, Klee, Baziotes, slides, to Jan. 13. Mus. of Fine Arts: Persian 
Jan. 24-Feb. 17; Calligraphy, to Jan. 31. Mus textiles, to Jan. 31; Hallmark, to Jan. 6 
of Fine Arts: State Fair Exhib., Jan. 9-30. Teronto, Can., Gall of Cont Art: Hirshhorn 

Hartford, Conn., Wadsworth Atheneum Coll., Jan. 3-19; H. Town, Jan. 22-Feb. ts 
Women painters, Jan. 12-Feb. 9. Toledo, — =~ a Music printing, 

. - engraving, Jan. eb. . 

poe poe gy nates. ee “—e Topeka, Kan., Mulvane Art Center: Weer. 
S 2 . today, Jan. 17-Feb. 10 

Los Angeles, Cal., JS sunty Mus : T'ang Washington, D. C., Nat'l. Gall.: Rosenweld, 
Dynasty, Jan. 8-Feb. 17. UCLA Gall.: Prints, Buin, een Coll ~s 31. Phill Gall 

- a. . es olls., t an. < . i ips ra 

“ne Jen 13; Seulppure, Jen. 20-Mar. 24 Kan Corot, to Jan. 17. Corcoran Gall.: Annual tor Gall Cremean, sculp., Jan. 7-Feb. 1 local exhib.. to Jan. 20: 25th Biennial, U.S. 
Robles Gall.: Earle, to Jan. 11. oem. Se fem, 81 

Middletown, Conn., Davison Center: Man West Palm Beach, Fla., Norton Gall.: As 
RN, to Samy OS I See Myself, Jan. 17-Feb. 10. 
Montreal, Can., Mus. of Fine Arts: Zedkine, Williamstown, Mass., Lawrence Mus. 

to Feb. 3 dimer. prints, Jan. 17-Feb. 10 
Minneapolis, Minn., Inst. of Arts: Local Wilmington, Del., Soc. of Fine Arts: 
artists, to Jan. 6; Sullivan arch., Jan. 9-Feb. Scalamandré, Jan. 8-30 
24. Walker Art Center: Roszak, to Jan. 15. Worcester, Mass.. Art Mus Carnival in 
Newark, NV. J., Newark Mus.: Folk festivals, Venice, Jan. 11-Mar. 3; Bancroft Coll., to 

to Feb. 29; Significant forms, to Mar. 31. Feb. 26; Kaye Coll., Jan. 8-Mar. 11. 

New York City Exhibitions are of paintings unless otherwise specified. 

A.C.A., 63 E. 57 Prestopine, wters., Jan. 7-26 Barone, 202 E. 51 CG. Holder, Jan. 10-Feb. 9 
Adam-Ahab, 72 Thompson St. Barsansky, 1071 Madison 

Woodman and group, to Jan. 31 Cont. Amer., Jan. 1-15 
Adlan, 32 E. 65 J. Lawrence, to Jan. 19 R. Robertson, Jan. 21-Feb. 2 

Cont. Amer., Jan. 22-Feb. 9 Bodley, 223 E. 60 Boyer, pastels, Jan. 7-26 
Allisen, 32 E. 57 Cont. Amer., to Jan. 31 Oliana, wters., Jan. 28-Feb. 9 

Borgenicht, 1018 Madison 

Rohijs, pastels, gouache, Jan. 2-26 
Brooklyn Mus., Eastern Parkway 

Egyptian art, to Mar. 17 

Amer. drwgs., Jan. 22-Mar. 17 
56 Catholic Art Soc., to Jan. 12 

Hudson, Jan. 13-26 
Zilzer, Jan. 27-Feb. 9 

10 _ 8S. Goodman, Jan. 4-24 
Krushenick, Jan. 25-Feb. 15 

Caravan, 132 E. 65 Cont. Amer., Jan. 6-26 
Carlebach, 937 Third Primitive art, to Jan. 31 
Carnegie Hall Call., W. 57 

Amer. Acad. of Arts & Letters, 633 W. 155 
CG. Beal, to Feb. 14 

Arch. League, 15 E. 40 
Danish arch., Jan. 19-Feb. 1 

Argent, 236 FE. 60 Wicr. group, to Jan. 26 
Argosy, 116 E. 59 Hist. ptgs., to Jan. 31 
Art of Teday, 118 W. 57 

Cont. prints, Jan. 4-14 
J. Zilzer, wters., pastels, Jan. 13-Feb. 10 

Artists’ Gall., 951 Lexington Seide, Jan. 5-24 
Art Students League, 215 W. 57 

Priscilla, Jan. 7-26 
A. Bressler, Jan. 27-Feb. 11 

Burr, 108 W 

Camino, 92 E. 

Assoc. Amer. Artists, 712 Fifth Capehart Coll., to Jan. 31 
Cont. Amer., to Jan. 31 Carstairs, 11 E. 57 Deli, to Jan. 5 

Atelier Gall., 969 Madison Cont. French, to Jan. 31 
Cont. Amer., to Jan. 31 Chalette, 45 W. 57 Cont. Amer., to Jan. 31 

Babcock, 805 Madison Chase, 21 E. 63 Cont. Amer., to Jan. 31 
19th- and 20th-cent. Amers., Jan. 2-31 City Center, 131 W. 55 

Barbizon, 140 E. 63 K. Howe, to Jan. 31 Cont. Amer., to Jan. 31 
Cloisters, Ft. Tryon Park 

Books of Hours, to Jan. ! 

Barbison-Plasa, 101 W. 58 
Amer., Russian ptgs., to Jan. 15 

KASTULIS 
AMERICAN DEBUT 

January 15 - 26 

HAMMER GALLERIES 
51 EAST 57th ST. 

RIVERSIDE MUSEUM 
First Comprehensive Exhibition of 

PUERTO RICAN ARTISTS 
Jan 6 to 27 

310 Riverside Dr. (103rd St.) N. Y. C 

PAINTINGS 

KANAREK 
Jan. 14-26 

COLLECTOR’S GALLERY - 49 W 53 

HENRY Paintings 

NIESE 
Jan. 8-Feb. 2 

(iS. » 200 e. 59 
n.y.c. 

NEVELSON 
SCULPTURE 

Jan. 4th to 23rd 

GRAND CENTRAL MODERNS 
(at 79th St.) 1018 MADISON AVE., N. Y. 

WILLIAM STi p ft 

OUS e@ Jan. 8 - Feb. 2 

RUTH WHITE GALLERY 
42 EAST 57 ST. 

WILSON 
Jan 21 Feb 9? 

210 Central Pk. So 

232 €. 58 ST. 

Hours 1-7 P.M CRESPI 
Oils and Collages—Jan 

~~ KRAME 

14-26 

Ethel 

Edwards 
Jan. 7-26 

MARTIN WIDDIFIELD 
GALLERY e 818 Madison Ave., N. Y. 

69 



1955 - 1956 

the little studio, Itd. 

Trompe L’oeil 
Jan 9-22 

680 Madison Ave., N.Y.C. TE 8-4696 

JOSE Jan. 7-26 

GUERRERO 
RECENT PAINTINGS 

BETTY PARSONS 
GALLERY » 15 E. 57 ST., N.Y.C. 

GALLERY 
(MON-SAT 1-6) 

MATTA 
DRAWINGS IN COLOR (1937-56) 

Jan. 15 - Feb. 9 

MOSKIN 
4 EAST 88 ST. 

new paintings 
HYDE Jon. 7-26 

SOLOMON 
POINDEXTER 1'w sé ou ¢ses0 21 W 56 JU 6-6630 

SCULPTURE 
VARIOUS TIMES — VARIOUS CULTURES 

THRU JAN. 26 

WILLARD «+ 23 West 56 

MASTERPIECES OF 

Coptie Art Century 

to Jan. 26 from $20 

DELACORTE GALLERY 
822 MADISON AVE. (69 St.), N. Y. 

3rd to 6th 

KATHERINE 

NASH 
Janvory 7-26 

JACQUES SELIGMANN 

Sculpture by 

5 E. 57 

‘0 

The exhibition calendar 

} Cont. Am to Jan. 10 
Kanarek, Jan. 14-26 

Cire. Lib. of Ptgs., 28 E. 72 

Collecter’s, 49 W 

ptg., to Jan, 31 
Contempories, 92 Madison 

W akita, scrolls, Jan. 5-29 

Cont. Arts, 82 Lex Domareki, vo Jan. 1 
S. Kolin, Jan. 14-25 

Peter Cooper, 315 W. 53 Hoener, to Jan. 19 

Samuel, } iman, sculp., Jan. 18-Feb. 2 
Crespi, 232 E. 58 Cont. Amer., to Jan. 12 

BE. K Ja 14.26 

DArey, Wt 6 
{ i to Jan I 

Davis, 251 E. 
Ren wters., Jan. 10-Feb. 2 

De Aennle, 3° W : Jan. 7-26 

to Feb. 28 

De Braux, 13! E. 55 Co to Jan 31 
Deitech, 51 Ff to Jan. 15 

Jan. 17-31 

Delacorte, 822 Madison Coptic art, to Jan. 26 
Delius, 4 E. 67 Con imer.. to Jan. 3 
De Nagy, 24 E. 67 _ K. Noland, Jan. 2-19 

Pas Jan. 22-Feb. 9 

Downtown, 32 E. 5! 
M. Weber, gouaches, to Jan. 31 

Durtacher, 11 E. 57 Brod Jan. 2-26 
Duveen, 18 E. 79 Old maste to Jan. 31 
Duveen-Craham, 1014 Madison 

H. Thoma Jan. 2-19 

Qu Jan. 22-Feb. 9 
Eggleston, %° Madison 

E. Lowe Awards, to Jan. 12 

Con dimer Jan. 14-51 

Emmerich, 18 E. 77 Con imer.. to Jan. 31 

Este, 32 E. 65 
Drwe ; enturies, to Jan. 31 

Feigl, @1 Madison Cont. Amer., to Jan. 31 

Fine Arts, 41 E. 57 
Co Ame Eur., te Jan. 12 

Picasso, sculp., Jan. 15-Feb. 9 
Fleischman, 227 E. 10 

Rampola, Touda, pigs., graphics, to Jan. 21 

Fried, 0 E. @ Dolbin, Jan. 7-29 
Gallery C, 200 E. 59 Niesi, Jan, 8-Feb. 2 
Calorie Boissevain, \50 BE. 78 

Cont. Fr., to Jan. 31 

Calerie Moderne, 586 Fifth 
Con im to Jan. 31 

Callery 75, WE 
Bandiera, gouache, to Jan. 31 

Grand Central, 15 Vanderbilt 
Con dimer... to Jan. 5 

Ryerson, Jan. 8-19 
Serisik, Jan. 15-26 

Gread Central Moderns, 1018 Madison 
Newvelson, eculp., Jan. 4-23 
Morrison, Jan. 23-Feb. 13 

Cuggenhkeim Mas. 7 E. 72 
Duchamp and brothers, Jan. 9-Feb. 28 

Hall ef Art, SM Madison 
Cont. Amer., Eur., to Jan. 31 

Hammer, 51 E. 57 Kasialis, Jan. 15-26 
Hansa, 210 Central Pk. So. Muller, Jan. 2-19 

J. Wi nm. Jan. 21-Feb. 9 

22 E. 58 
Cont. Amer., Fr., to Jan. Bi 

Hartert, 

Heller, 63 ¥ 7 
Simpson-Middleman, to Jan. 5 

Lichtenstein, Jan. 8-26 

Hervé, 611 Madison Cont. Fr., to Jan. 3 
Hewitt, 29 E. 65 Cont. Amer., to Jan. 12 

C. Browning, tan. 14. Feb. 2 

Igas, 65 W. 56 Cont. graphics, to Feb. 15 

folas, 125 E. 55 Pallavicini, to Jan. 31 
Jackson, 32 FE. 

8. Hepworth, sculp., to Jan. 26 
James, 70 E. 12 Cont. Amer., to Jan. 10 

C. Samules, Jan. 11-31 
Léger, Jan. 2-31 Janis, 15 FE. 5 

Jewish Maus., 92 & Fifth 
live Scher, to Jan. 31 

Kaufman, 92 & Lex. Cont. Amer., Jan. 4-17 
Kennedy, 785 Fifth 

dimer. marines, to Jan. 31 
Kloemann, 11 E. 

Kandinsky, Jan. 5-Feb. 2 
Knoedler, 14 E. 57 Master prints, to Jan. 12 

Minneapolis Art Inst., Jan. 14-Feb. 2 
Keots, 1018 Madison Hofmann, Jan. 7-25 
Kettler. 3 E. 65 Wuciariello, to Jan. 5 

Royston, Jan. 7-19 
Stochrer, Jan. 21-Feb. 2 

Kraushaar, 1055 Madison 
Cont. Amer. to Jan. 31 

Little Studio, 680 Madison 
Trompe-toril, Jan. 9-22 

Marine, 4% W. 56 
Coll., Cox, Marino, Rambusch, Jan. 7-26 

Matisse, 41 FE. 57 Balthus, to Jan. 31 
Meltzer, % W. ST “Art Treasures 

for a Small Museam,” to Jan 
Cont. Amer., Jan. 8-Feb. 18 

Metropolitan Mus., 82 & Fifth 
Vanderlyn, to Jan. 31 

IMuminated ptgs., to Jan. 6 

Mi Chou, % W. 56 Tcheng, Jan. 7-Feb. 2 
Widtown, 17 E. 57 Sepeshy, to Jau. 

Cont. Amer... to Jan. 31 

Milch, 55 E. 57 J. Robinson, to Jan. 15 

Wills College, 66 Fifth 
Reynal, mosaics, Jan. 8-22 

Morris, 174 Waverly Pi 
Cont. Amer., to Jan. 19 

F. Black, Jan. 21-Feb. 2 

Woskin, 4 E. 88 Marre, drwr-. Jan. 15-Feb. 9 

Morgan Library, 29 E. % 
50th annie., 

Museum of Modern Art, 11 W. 53 
Recent acquisitions, to Jan. 20 

Balthus, Pollock, to Feb. 3 

to Jan. 16 

National Academy of Design, 1083 Fifth 
Audubon artists, Jan. 17-Feb. 3 

New, 601 Madison 

Cont. Fr., Amer., to Jan. 19 
D. Porter, Jan. 21-Feb, 2 

New Art Center, 1195 Lexington 
Eur. graphics, \o Jan. 31 

Vewhouse, 15 E. 57 
18th cent. Fr., Eng., to Jan. 2 

Vew York Public Library, 42 & Fifth 
Erni, prints, to Mar. 15 

Newton, 11 E. 57 Old masters, to Jan. 31 

Vv. ¥. U., 8 Wash. Square 
T. Hughs, constructions, to Jan. 3) 

Niveau, %2 Madison Mod. Fr., to Jan. 5) 

Paneoras, 62 W. % S. Koch, Jan. 7-19 

Secunda, Jan. 21-Feb. 2 
Parma, |111 Lexington 

Cont. Amer., to Jan. 12 
E. Johns, Jan. 14-Feb. 2 

Parsons, 15 E. 57 Guerrero, Jan. 7-26 
Coggeshall, Jan. 28-Feb. 16 

Passedoit, 121 E. 57 Nordjeidt, Jan. 2-Feb. 2 
Pavone, 127 Lexington 

Cont. Amer., 

Pen & Brush, 16 E. 10 

Cont. Amer., 

to Jan. 31 

to Jan. 15 
Cont. sculp., Jan. 17-Feb. 5 

Peridot, 820 Madison S. Mitchell, to Jan. 12 
J. Berger, Jan. 14-Feb. 2 

Perls, 1016 Madison 

Austin, pastels, Jan. 2-Feb. 2 
Petite, 129 W. 56 Cont. Amer., to Jan. 12 

H. Stover, Jan. 14-26 
J. Groth, Jan, 28-Feb. 9 

Pietrantonio, 2% E. 4 
Cont. Amer., to Jan. 15 

Soshana, Jan. 16-31 
Poindexter, 63 E. 57 21 Amers., to Jan. 5 

H. Solomon, Jan. 7-26 
G. McNeil, Jaa. 28-Feb. 20 

Portraita, 136 E. 57 Cont. portraits, to Jan. 31 
Regional Arts, 139 E. 47 

N. Y. artists, Jan. 7-2 
Rehn, 683 Fifth Cont. Amer., to Jan. 19 

D. Winters, Jan. 21-Feb. 18 
Riverside Museum, 310 Riverside Dr. 

Puerto-Ricans, Jan. 6-27 
ReKe, 925 Madison 4. Katz, Jan. 7-30 
Resenberg, 20 E. 79 Cont. Fr., to Jan. 51 
Sagittarius, 4 E. 57 Juilian, Jan. 2-31 

Neverro, Jan. 21-Feb. 9 
Saidenberg, 10 E. 77 

Picasso, lithos, to Jan. 12 
Mod. masters, Jan. 14-Feb. 14 

St. Etienne, 4 W. 57 Schiele, Jan. 12-Feb. 9 
Salmagundi Club, 47 Fitth 

Cont. Amer., Jan. 11-Feb. 1 
Salpeter, 42 E. $7 Greenberg, to Jan. 7 

Sealamandré, 20 W. 55 
Textile Des., to Jan. 31 

B. Schaefer, 32 E. 57 
Shinoda, calligr., Jan. 2-19 

1. Gets, Jan. 21-Feb. 9 
Schaeffer, 983 Park Old masters, to Jan. 51 
Schonemen, 63 E. 57 Cont. Fr., to Jan. 31 
Seulpture Center, 167 E. 

Cont. Amer., to Jan. 51 

Segy, 708 Lexington African sculp., to Jan. 31 
J. Seligmann, 5 E. ST C. Grey, Jan. 5-26 

Nash, Jan. 7-26 
Twombly, Jan. 2-19 

Cavallon, Jan. 21-Feb. 9 
Studie Callery, 22 E. 13 

N_Y. scenes, to Jan. 31 

Sudamericana, 866 Lexington 
E. Silvera, Jan. 5-28 

Studio 6 South, 43 Fifth Ave 
Expr essionistic-Abstract, Jan. 4-18 

Sullivan, 62 W. 56 Jorge, Eisner, Jan. 2-16 
Cont. Amer., Jan. 17-31 

Stable, 924 Seventh 

Tanager, 9 E. 10 
10th Street show, to Jan. 20 
Ceist, sculp., Jan. 22-Feb. 7 

Talent Unlimited, 61 Grove St. 
Cont. Amer., to Jan. 31 

Terrain, 20 W. 16 
Dienes, Leiber, Christopher, to Jan. 31 

Theater East, 211 E. 6 McNutt, to Jan. 6 
Cont. Amer., Jan. 8-31 

Van Diemen-Lilienfeld, 21 E. 57 
Fr. masters, to Jan. 12 

Cochran, Jan. 15-Feb. 1 
Village Art Center, 39 Grove St. 

Cont. Amer., to Jan. 31 
Viewal Arts, 245 E. 23 R. Patterson, Jan. 2-28 
Viviane, 42 E. 57 Beckmann, to Jen. 12 

Lanyon, Jan. 14-Feb. 9 
MW. Walker, 117 E. 57 

Fr., Amer. ptgs., to Jan. 29 
Wear, 436 Madison Zahid, pastels, to Jan. 7 

Cont. Amer., Jan. 9-31 
Wolins, to Jan. 5 
Krylenko, Jan. 7-19 

Courtney, wters., Jan. 14-26 
Habergritz, Jan. 21-Feb. 2 

Weyhe, 794 Lexington . Faggi, to Jan. 23 
White, 42 E. 57 Stipe, Jan. 8-Feb. 2 
Whitney Museum, 22 W. 54 

Karolik Coll., Jan, 8-Feb. 24 
W iddifield, 818 Madison 

BE. Edwards, Jan, 7-26 
WF ildenstein, 19 E. 64 

Fr., Amer. ptg., to Jan. 22 
Utrillo, Jan. 24-Mar. 2 

4. Schulte, Jan. 29-Feb. 9 
Willard, 23 W. % Cont. sculp., Jan. 2-26 
Wittenborn, 1018 Madison 

Peruts, graphics, to Jan. 19 
Deshaies, drwgs., Jan. 21-Feb. 2 

Zahri kie, 835 Madison 
Cont. graphics, to Jan. 5 

Amer. crafts, Jan. 7-Feb. 2 

Wellons, 17 E. 64 

Contemporary 

American 5 

Sculpture 7-6 

KRAUSHAAR GALLERIES 
1055 MADISON AVE. (Ent. on 80th St.) 

KANDINSKY 
Gauaches & Watercolors 

Jan. 5th thru January 

KLEEMANN - 11 E. 68 

JAY ROBINSON 
Paintings in Fired Enamel on Copper 

AFRICAN SUBJECTS 

MILCH GALLERIES 
55 East 57th St. New York City 

JASON paintings 

BERGER 
PERIDOT 820 Madison Ave. 

FREDERICK 

BLACK 
Paintings 

Jon 21-Feb 2 

MORRIS 174 Waverly Pl. 
GALLERY | at Christopher St 

barzansky galleries 

RUTH 

ROBERTS 
Jon. 22-Feb. 2 

1071 modison avenue, ot 81 street, 

CHARLES Jan. 5-24 

SEIDE 
PAINTINGS 

ARTISTS* GALLERY 
S51 Lexingtem Ave. (64 St.) N. Y. 

primitives 

BEN EISNER 
surreolist 

JORGE jon 2-16 
GENE SULLIVAN GALLERY 
62 WEST 56 ST., N. Y. 

TOKO | Calligraphy 

SHINODA 
Jan. 2-19 

BERTHA SCHAEFER - 32 E. 57 

ART NEWS 



AGNEW 
ESTABLISHED 1810 

SIMON VOUET Venus at Her Toilet 
(1590 - 1049) Canvas, 53 x 3815 inches 

43 OLD BOND STREET, LONDON W. | 
CABLE: RESEMBLE, LONDON 



Craftint-Devoe 

Artists’ Oil Colors are 

bocked by over two 

Pa 71. 1d Le 

and experience 

Now $50,000.00 in “New Look" test-proven development makes world-famous 

fer iii tt eh eee a me a a ee 

the laboratories of America’s oldest and largest manufacturer of Artists’ Materials 

Craftint-Devoe Oils have established a standard for matchless texture, consistency 

Weld ee ee ee oe a | 

Pee mM ee es . 

AL 183i Peet ee 

.o27 S 

COLORS 

worios 

Y 

THE ro ie MANUFACTURING CO. 

NEW YORK , CLEVELAND ba CHICAGO 

MAIN OFFICE 1615 COLLAMER AVENUE CLEVELAND 10, OHIO 

oer 

Write fcr Free 160-Page, Full-Color No. 46 Craftint Catalogue on your business letterhead 


