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The King 

Playing with 

his Queen 

MAX ERNST 

During March: 

First American showing of Bronzes and recent paintings by MAX ERNST 

Forthcoming Exhibitions: 

BERLANDINA BRAUNER CRIPPA FAZZINI 

FERNANDEZ LAM MAGRITTE MATTA 

VAGIS WOLS 

lolas Gallery 
123 East 55th Street 

Zodiac Gallery 
Paintings, Gauches, Drawings by LEGER 

123 East 55th Street : 
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This month 

Nicolas Calas, poet and vanguard critic of Sar- 

realism, recently published, in collaboration with 

Margaret Mead, Primitive Heritage; he is writing a 

book interpreting Jerome Bosch . .. Hubert Crehan’s 

last essay in these pages, “Is There a California 

School?” caused a local hurricane of debates in San 

Francisco, where he continues to work as a painter 

Sculptor Paul Harris, formerly a member of 

ARTnews’ staff, teaches at New Paltz College. 

Coming 

New interview with Picasso . . . full-page colorplate 

details of masterworks from a new museum that will 

be visiting America for the first time . . . essays, with 

colorplates, on younger U.S. painters, including Rob- 

ert de Niro, Milton Resnick, Richard Diebenkorn . . . 

the fantastic drawings made by one of the last “Deca- 

dents,” Marcus Behmer, while imprisoned by Nazis. 
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Cover 

Esteban Vicente made this ceilage of 

pasted bits of paper and a bit of 

ARTnews especially for this issue 

He will have an exhibition of his new 

work next month (at Rose Fried). 
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DUVEEN BROTHERS Inc. 

18 EAST 79 STREET 

NEW YORK 21, N. Y. 

Editor’s letters 

Sir: 

Philip Johnson’s essay on Sullivan 
[Dec. '56] is of great interest; it is 

good to have a negative evaluation 
of Sullivan’s architecture among the 

barrage of praising centennial art- 
icles that have contributed little to 
our understanding of this remarkable 

personality. Unfortunately Mr. John- 
son’s article informs us more about 

the writer than about Sullivan. That 

a contemporary “classicist” like 
Johnson cannot understand Sul 

livan’s building, ornament or phil 
osophy is to be expected. As an 

eloquent exponent of the Interna 
tional Style, Johnson naturally ap 

preciates the dry, empty Neo-Clas- 
sicism of McKim, Mead and White 

rather than the organic Romanticism 

of Sullivan and his followers. No 

one would disagree that the present 
box on stilts has become a cliché in 

skyscraper design and that Sullivan's 
views of design and life have been 

largely rejected. There are many, 

however, who have grave doubts 

that the present architecture, which 
Johnson values so highly, is correct 

and some hold that a study and re 
evaluation of Sullivan might well 

form the basis for a new architec 

ture. 

David Gebhard, Director, 

Roswell Museum, 
Roswell, N.M 

or: 

One sound round of vehement pro 

test! ; 

Admit it: Marca-Relli was the 
pest [see The Year's Best, A.n., Jan 

"57 ‘ 

Man, this is serious when a great 

artist is knocked off such a list in so 

important a place as your Editorial 
page by genuine second-besters . 

In dreadful sincerity, 

Howard Fussiner, 

Bronx, N.Y. 

“sir: 

For the purpose of making a com- 

plete catalogue of the works of Yves 
Tanguy, I am trying to collect all 

possible information about his pic- 
tures in this country. If any of your 
readers have some in their collec 

tions, would they kindly communi 

cate with me? I am especially anx- 
ious to locate these two 1927 paint- 

ings which, I am told, were sold to 

“American” collectors five to seven 

years ago. 

Mrs. Yves Tanguy, 

Woodbury, Conn. 

ur 

This Degas bronze, Thoroughbred 
Walking, was stolen from my gal 

lery on December 15, 1956, between 

6 and 6:30 p.m. The gallery was 

ypen at the time and the electric 

eye, which rings whenever someone 
enters, was found disconnected. The 

bronze is signed “Degas” on its 
base: at the back of the base is a 

seal indicating “cire perdue” (lost- 
wax process) and the following 
numbers: 66/T. Any information 

concerning this bronze should be 

sent to me at 611 Madison Avenue, 
New York 22. N Y. 

Hervé, 

Galerie Hervé, 

New York, N.Y. 
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Corcoran self-examined 

As the prizewinners of this year’s 
twenty-fifth Corcoran Biennial are 
posted [see below], and the exhibi- 
tion of 120 invited and 71 juried 
paintings goes on view, the Gallery 
has also indulged itself in a back- 
ward look over the twenty-four pre- 
vious competitions, questioning 

whether the first-prize winners of 
those distant juries stand up against 
the test of time. No doubt to the in- 
stitution’s discomfort, they do not. 
Of those ranking winners, only some 

A sample of taste 

The Virginia Museum of Fine Arts, 
among whose unconventional pro- 
grams the gallivanting Artmobile 
ranks first, opens its doors this 
month to an exhibition on the sur- 
face more flighty than most, but at 
heart, seriously directed to an ex- 

amination of taste: this is a show 
based on the book Tastemakers by 
Russell Lynes. Mr. Lynes’ book, like 
his earlier popular essays on similar 
subjects, attacks the elusive question 
of taste; here he has divided the 

subject inte three parts: Public 
Taste (1840-1876), Private Taste 
(1877-1913) and Corporate Taste 

Art news international 

few have endured—Hassam, Weir, 
Davies, Bellows, Rattner and the 
like. Others, painters of genre scenes 
and various sentimental montages of 
mood and portraiture, have long 
been forgotten. But in a provocative 
list of non-prize-winners, bravely ap- 
pended by the Gallery’s staff, such 
names as Blakelock, Cassatt, Ryder 
and Feininger appear—testimony to 
the mists which so often and un- 
fortunately becloud contemporary 
judgment. 

(1914-1957). Greek Revival and 
“Gothic” architecture, a pergola and 

china pug dogs illustrate the first 
era; the museum has employed a 
liveried butler to show visitors into 
the second where an Oriental booth, 
with ottomans and potted palms, to- 
gether with examples of the taste 
of J. P. Morgan and Charles East- 
lake, are gathered. The third era, 
post-Armory Show, is characterized 
by a watered-down eighteenth cen- 
tury flavor, in combination witk the 
spirit of the professional tastemaker 
—the designer, the corporation, the 
museum director [to Feb. 24]. 

New York pictures on a holiday to Cuba 

The National Museum in Havana 
opens its doors this month [Feb. 18- 
Mar. 18] to an assemblage of Eu- 
ropean paintings of the fifteenth to 
the nineteenth centuries, lent by the 

Information requested 

Joseph Pulitzer, Jr., Editor of the 
St. Louis Post-Dispatch, would ap- 
preciate it if anyone can identify 
the source of the following quotation 

and would communicate it to him, 

care of that newspaper: 
“Beauty is something wonderful 

and strange that the artist fashions 
out of the chaos of the world in the 
torment of his soul. And when he 
has made it, it is not given to all to 

know it. To recognize it, you must 
repeat the adventure of the artist. It 
is a melody that he sings to you, 
and to hear it again in your own 

People in the art news 

Sculptors Harry Bertoia and 
Frederick Kiesler are two of eight 
recipients of $10,000 fellowships 

granted by Chicago’s Graham Foun- 
dation for Advanced Studies in the 

Fine Arts. Other winners are Henry 
M. Callahan, photographer; James 
Davis, film-maker; Walter Kuhl- 
man, painter; Joseph Coto, sculp- 
tor; Jean Leymarie, critic; and 
Keith Monroe, sculptor. 
Patrick Dinon, Richard Randell 
won first prizes in the forty-first 
annual Local Artist’s Exhibition at 
the Minneapolis Institute of Arts. 
Loren Maclver won first prize, of 
$2,000, in this year’s Corcoran Gal- 

FEBRUARY 1957 

Wildenstein Gallery, N.Y. Works of 

Cranach, Tintoretto, Hals, Velasquez, 

Goya and Ingres are included. All 
told, thirty canvases will make the 
southbound trip. 

heart, you want knowledge and sen- 

sitiveness and imagination.” 
The statement came to Mr. 

Pulitzer’s attention in an exhibition 
catalogue of the work of the painter 
Martyl, who, in turn, had obtained 
it from the dealer Kar! Nierendorf. 

Stuart Preston is now writing the 

life of the American sculptor and 
patron of the arts Gertrude Vander- 
bilt Whi.ney (1876-1942). He would 
be grateful if anyone with letters or 
reminiscences would write to him at 
336 East 71 St., N. Y. 21. 

lery of Art exhibition—its twenty- 
fifth biennial. Second prize went to 
Fritz Glarner; third, to Josef Al- 
bers; fourth, to Robert Gwathmey. 

Judges this year were Henry Clif- 
ford, Theodore Rousseau, Jr., and 
Hermann Warner Williams, Jr., Di- 
rector of the gallery. 

Henry Pitz, John W. Chumley, 
John R. Maxwell, Mauricio Las- 
ansky, Frederic Whitaker and 

Andrew Wyeth won prizes at this 
year’s 152nd Annual Exhibition of 
the Pennsylvania Academy of the 
Fine Arts in Philadelphia. The show 
[to Feb. 24] this year includes 
watercolors, drawings and prints. 

Do you make these 

common mistakes 

in painting? 

oy 

ae 

Poor perspective—each object 
seems viewed from a different 
direction. Result: confusion. 

ease and confidence ¢ 
those subjects that may now be giving 
you so much trouble—the forms and 
textures of favorite still-life objects—the 

AVEN'T you, after frustrating hours 
of painting, wished a professional 

artist would tell you why your picture 
went wrong and show you how to fix it? 

Imagine being able to paint, with the 
a professional, 

wetness of water—the brooding quality 
of a turbulent sky—the wistful face of 
a child. 

As you acquire these skills—you can 
expect your pictures to be admired by 
friends. You can look forward to seeing 
them displayed at local art exhibits. And, 

Portrait looks flat—iacks form 
and depth—no light and shode 
—folls out of canvas. 

you can anticipate the supreme thrill of 
the professional painter—having people 
want your pictures enough to buy them 

They turned their love of 
painting into dollars 

These rich rewards of painting are closer 
than you think. Chances are it isn't tal- 
ent you lack—but the simple knowledge 
and skill to translate what you see and 

4 feel onto the surface of a canvas. And 

i 

Rood that will not go bock— 
hongs down picture like neck- 
tie—foreground unresolved. ‘B 

a 
m 

ci 
Scale—relation of pictorial ele- 
ments to each other—outo and 
livestock too lorge for form 
buildings. 

w 

© j 
Still life objects lined up— 
lack form ond depth—things 

failing out of picture — dull 
creas. mail coupon below 
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America’s Most 
Famous Artists 

Norman Rockwell 

Peter Heick 
Fred Ludekens 

Al Parker MR 
Ben Stahl MRS 

Robert Fawcett MISS 
Austin Brigg 

Dong Kingr 
Doris 

FAMOUS ARTISTS SCHOOLS 

Jon Whiteomb Send me without obligation your Famous Artists 
Stevan Dohanos Talent Test 

Harold Von Schmidt 

now you can gain this skill and knowl- 
edge right in your own home and in your 
spare time, under a remarkable new pro- 
gram developed by America’s most fam- 
ous artists. This program has helped 
thousands of men and women all over 
the country and in every walk of life 

Elna Dite, South Dakota—for example 
writes: “Since I started the Famous 

Artists Painting Course, I've sold sixteen 

paintings and one of my paintings won 
est of Show’ in a regional! exhibit.” 

Mrs. Geneva Rawlins of Indiana writes 
have never been more at peace with 

yself than in the past few months 
since I started your training. I find what 
I cannot say in words seems to land on 

the canvas right before my eyes.” 

Donald Kern a cowboy from Miles 
ty, Montana — studied under this pro- 

gram. Now his portraits sell for $250 each. ° 
And he gets all the business he can 

handle 

Free Art Talent Test 

hy not find out now whether what you 
are doing in painting deserves profes- 
sional training? America’s most famous 

artists have developed a 12-page Talent 
Test specifically for this purpose. Many 
people originally paid $1 for this test 
Now the Famous Artists Schools offers it 
free and will grade it free. Men and 
omen who show talent on the test are 

eligibie for training by the School 

To get the test by return mail, merely 

—<—_ = <a a ee 

Studio 77, Westport, Conn. 
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Arts: to Feb. 9 

seriousness is put to the test by 

of sculpture rang twenty-six pleces 

i trom his earliest (a Seated 

W ‘ that might have Appe aled to 

Barlach) to one of his latest. the 

it-and-bolt-limbed Reading Wom 

an, who is only a three-dimensional 

aricature of familiar images in his 

vainting. Kahnweiler calls Picasso's 

waywardly spontaneous use of the 

astic medium a “naivete of su- 

preme wisdom.” This is a critic’s 

way of beating about the bush to 

kill two birds with a single phrase 

To be sure, Picasso has enlivened 

wo owls with one device, mechanical 

neither art 

both 

parts, and demonstrably 

nature was abandoned 

owls and baboon are mpude ntlvy 

true to iife.” and the atter is 

monumentally comic But is this not 

self-caricature: a Picasso-privileged 

parody? Though legitimately a part 

f the Master's obsessive search for 

istic beauty, it its distinct 

Actually, it invokes the 

which has haunted man in 

p may be 

ny pr rd ict 

robotism 

the visual mediums since astrologists 

rave him a anatomy of the magi 

Bosch (to 

invented the anamorph 

zodiac and illustrate hu 

man sins) 

man paranoiacally embraced by the 
here get Surrealists. So is Picasso 

Giorgio Cavallon’s untitled painting 

“bright white light” 

Reviews and previews 

away 

he being 

wisdom”? 

fine art, i may 

also 

alw th , a iovely thing) 

simple Arm that 

from 

moving 

Papa Picasso made funny-faces and 
pressed putty 

Prices unquoted 

idolph Gottlieb | Jackson; 
»2 . 
a“? returning 

ifter almost two years’ absence, 

jects significant 

urrent aspect of 

by abandoning 

placidity and 

spaces tor 

visions 

asst 

und and brilliant, cloud-defined sky 

Hot 

that revive 

with being 

z important 

a Saltimbanqu 

with 

ng 

‘ ontrasted 

the ghost of the 

just 

This 

as a way of life 

be 

here are the 

just 

ms a 

But 

“prehistori 

his 

tension= 

the 

his 

his 

may 

new 

abstract 

cute or 

his a 

sculptural 
be wise: 

ile True 

Harlequ 

and the disarmingly 

ast made 

hese 

mementos of the time before 

Venuses.” 

Pp 

into 

pi tographi 

wall-scaling 

horizontal 

landscape with its vegetating 

At times, as in Horizon 

Four Red Clouds, there is a diale« 

between a severely “abstract” 

and a busily “hieroglyphic” 

Yet Gottlieb belongs to the school 

that 

as such 

de 

Notably, his 

Automatist 

thinks of 

while 

sign in organi 

natural 

nevertheless 

Abstraction 

object 

shapes 

] 

seeks its 

head 

to Feb 

work 

pro 

th 

stvic 

ana 

sky 

land 

never 

prec ise hieroglyphi« s have assumed 

a “naturalistic” curve and suggest, 

in certain massive forms, germinal 
matter and its sprouts. His new, pro 

Expressionistic tendency is summed 
up by the largest work on view, the 

16 by 7 foot Unstill Life, whose cen- 

tral form is oddly like a gargantuan 

amoeba with immense feelers. A few 

works recall the artist’s familiar ease 
in creating large but simple decora 

tive patterns with eye-riveting 
Falling 

veals the new plastic 

has entered his firmament of paint 

glyphs; Star, however, re 

tumult which 

and indicates his search for a fresh 

style-crystallization. Prices unquot 
ed PT 

Giorgio Cavallon |Stable; to Feb 

9] can be classified as a Neo-Piasti 

painter, but such identification dis 

closes almost nothing about this ar 

tist’s refuses to work, for Cavallon 

be trapped by the limitations and 
conventions of the post-Mondrian 

He has created so clear and 
that the 

a hool 

intense a personal image 
style becomes a starting point in the 

shaping of a new meaning rather 

than a cliché and jargon. He dif 

fers in this sense from most Neo- 

Plastic artists who do little more 

than embellish a style, juggling lines 

Adolph Gottlieb’s Falling Star 

r “ pi astic tumult” 

and areas and nursing minute differ- 

ences to distinguish one from the 

other. Cavalion’s tonal paintings are 

permeated with a bright, white 

light; even the luminous primary 

colors, used more freely in these 

recent paintings, shimmer and vi- 

brate. Rectangular areas are con- 

structed with a Cézanne-like mas 

siveness; the use of space differs 
from Mondrian’s in that it has depth. 

A deeply felt light, 

form and color that transforms paint 

this 

and 

combination of 

plastic veracity marks 

Literary, 

into a 

work 

romantic 

metaphysical 

mannerisms are eliminated ; 

these paintings operate only in vis- 
ual terms. Though exciting to the 

eye, Cavallon’s canvases remain 

serene, and at their best a solid 

silence is evoked which entrances 

the viewer. Prices unquoted, Ls 

Jackson Pollock's |Museum of Art: 

to Feb 3] 

meant to present “work-in-progress,” 
whic h 

discounted in ad 

exhibition was initially 

according to the Museum, 

thus 

vance any effort for the comprehen 
presumably 

siveness it attempted in shows given 

such artists as Tchelitchew, Dali, 

Henry Moore, O'Keeffe, etc. A few 
weeks after Pollock's exhibition was 

scheduled, his death intervened. In 

stead of abandoning its plans for an 
informal show, the Museum simply 
enlarged its existing ‘ones a bit and 

proc eeded to offer a handsome selex 

which is tion of neither 

comprehensive enough to do justice 

pictures 

to its subject nor unpretentious 

enough to encourage doing the whole 

thing over again properly in the near 

future. The exhibition’s 

Sam Hunter, has done a creditable 

job if take 

practical difficulties of time, space 
Peggy Gug 

organizer, 

you into account the 

and temperaments (e.g 
genheim refused to lend key pictures 

there 

mural Pol 

from her collection: was no 

room for the 

lock executed for her in 1944 and 

which is now owned by the Univer- 

sity of Nebraska; Mr. Hunter had no 

familiar with the 

hundreds of 

important 

time to become 

scat literally pictures 
tered among private collections). 
But the fact remains, and it cannot 
be over-emphasized, that it was ir 
responsible to make the exhibition 
in this haphazard, semi-apologetic 
manner. One wonders whether the 

Museum would have been so cavalier 

if it had been dealing with a Eu 

ropean master (let us say Miro in 
1942) . perhaps it would have . . 

such are the attractions of dead- 

lines. The exhibition is handsome 

and has much of the energy of Pol 
lock’s own one-man shows whic , he 

painted so 1945-54. 
Emphasis is on the big paintings, 
the surrounding, eye-annihilating, 

ambitious statements—which is as 
it should be, for Pollock's clear-eyed 

furiously in 

ambition to be the greatest painter 



in the world is a critical part of his 
contribution. Only from this assump- 
tion was he able to “break the ice” 
(to use Willem de Kooning’s now 
well-known description of Pollock's 

historical His development 
from the calculated frenzy of the 

1943-45 Expressionist paintings, with 
their drawn quartered animal and 
human the literally Ab- 
stract-Expressionist works of 1946 
and from the barrier 
to the incaleulables of flung-paint, 
is briefly and accurately followed by 
the exhibition, However in the pic- 
tures of 1946-50, when Pollock was 

new of image 

relies on 

role). 

motifs, to 

them, across 

creating a concept 

and art, the exhibition 
works of largely similar scale and 

suggesting a monotony 

where none exists. Intermediate pic- 
some 

more experimental than the “full” 
statements, have overlooked. 

The 1951 black-and-white drawing- 

paintings which followed seem mis 

pressure, 

tures, some more complete, 

been 

understood in this context, and Pol- 
lock’s returnings to earlier 
themes—his search for a 
tion and resurrection of his premises 
with the background of the thrown- 

informing the 

later 

continua- 

paint abstractions 

heads, animals and totems, are also 
presented in a helplessly chrono- 
logical fashion. The booklet offered 

with the exhibition, containing a 

well-written pastiche of current 

ideas about Pollock (but treating 

him for some reason as a solitary 

hero), is inhibited by the artist's 

recent death but takes full and per- 
haps unfair advantage of the hind- 
sights that it offers. The publication 
suffers from the defective virtues of 

the exhibition, but is not nearly so 

Jackson Pollock's 

brilliance and energy have made the 

latter a dazzling affair. 

handsome—for 

Prices un 
quoted T.B.H. 

Stow Wengenroth |Kennedy; Feb. 
11-March 2], well-known Magic Re- 

alist print-maker, is 
lithographs of New England marsk- 
es, birds, houses. $15-$36. H.D.H. 

showing cold 

Norman Lewis [Willard; to Feb. 
23] won the popularity prize at the 
1955 Carnegie International. This is 

his sixth show in New York. It is 
an exhibition in which good taste 
is paramount. His paintings hint at 
landscapes. There are many discreet 
glimmerings, dissolvings and slur- 

rings. The best are in black and 

white. Night Walk, 1, representative 
canvases, is en- 

tirely small are-like 
strokes of black paint, at times dry- 
brushed, which, combining optically 

with the white of the ground, create 
an effect of atmospheric hush. He is 

of several related 

composed of 

interested in subtle gradations of 

tone, in nests of densely packed 
strokes dissolving into more dis- 

persed concentrations. They are rest- 
ful. $450-$900. L.c. 

René Magritte |lolas; Feb. 3-29], 

veteran Surrealist, is rumored to live 

in Belgium. Of his latest work, only 
four large canvases were available 

for preview. The Ready-Made Bou- 
quet is an upperhalf view of a man 
in a derby facing a photographer's 
backdrop-woods. Imposed en his 

back, her head on his neck, is Bot- 

ticelli’s Primavera girl. The cutting 

Florentine draftsmanship becomes a 

pink thistle, a desire for a more 
southern spring which the kind of 
knowledge the derby and the ready- 
made suit imply may well prevent. 
Florence can be very belgian. Eve- 
ning Dress is a back of a 

woman from the small of her back 
up, roved in her hair; a Magritte 
blue sea and sky blue) and 
above her head, a white sickle moon 
pointing leftward the pure 

curve of her waist on the right. The 
Languages: clouds sail 

overhead — roughly four-sided, a 
stone a platform from which 
to speak, a refuge from the flood, 
an opposition dissenting from (with) 
the cloud drift and watery slide. The 
Active Voice: a stone. Is it a 
lichened stone? Or tufa? Was it 
thrown? Is it suspended in a sort of 
terra-cotta void? One thing, it is 
not imbedded. It is an active stone. 
Prices unquoted. Js. 

view 

(very 

echo 

Origin of 

-rises 

Villon ([Deitsch; Feb. 11-March 2}, 
simultaneously part-subject of a 
large exhibition at the Guggenheim 

[see p. 24], is represented here by 
prints and drawings spanning the 
lengthy career which has brought 

the 92-year-old artist fame and af- 
fection on both sides of the Atlan- 
tic. Many familiar and unfamiliar 
examples of Villon’s style are here: 

early lithographs, with flat poster 

shapes and the subject matter of the 
Parisian landscape. Then the fa 
mous cross-hatch handwriting be- 
gins, enwrapping the landscape in 
a fog of lines from which ghostly 

visages and roof-tops shimmer. In 
cluded in the show are a suite of 
trial proofs of Villon’s only book of 
lithographs—Les Bucoliques. These 
proofs were pulled before the wide, 
narrow stones were cut in half for 
mass printing; they thus afford a 
rare opportunity to see these exqui 
site, limpidly pastel landscapes as 
originally envisioned by the artist. 

Prices unquoted. E.C.M. 

Balthus {Museum of Modern Art, 
to Feb. 3; Matisse, to Feb. 4] is 
seen in an “informal” museum retro- 

spective, and works of the past three 

years—a major picture, The Yor- 
tune-Teller, was finished last Novem- 

ber—are presented by the gallery 
that has sponsored him in America 
since the 1930s. The exhibitions must 
be seen together to get a sense of 
this artist's extraordinary accom- 
plishment. (His mural-size The 
Room [A.xn.. Dec. 56] was denied 

space by the Museum and is ex- 
hibited at the gallery—there is a 

moral somewhere here.) The Mu 
seum exhibition was well chosen by 

James Soby who also wrote an ex- 
cellent but far too brief 
the accompanying booklet. The artist 
is seen at his most intense, from The 
Street, 1933, to Passage du Com 

merce, 1954. The gallery's exhibition 

essay for 

gives more of a sense of what is 
going on in the mind 

eketches, versions, after-thoughts are 

hung with some of his most finished 
pictures. Together the 

present an artist who is completely 
obsessed and because of this (or, 

perhaps, vice-versa) completely ob- 
jective and disengaged from every- 

thing except painting. Balthus was 

found by his subject-matter and ac- 

cepted it very early in his career. It 
is part of him and he does not worry 

artist’s 

exhibitions 

George McNeil’s Jet: 

“describes itself” 

about it—just as the right-angle was 
an untroubling part of Mondrian. 

Balthus’ subject, as Pierre Klossow 
ski wrote in these pages last Decem- 
ber, is concerned with adolescence, 
with dreams, questions, longings, 

fears and games about sex and grace 

moments that are forgotten blithely 

as they pass but contain, maybe due 
to this, their peculiar unity. Because 
he accepts his subject so complete- 

ly, Balthus, a prodigy-painter, treats 
it as pure painting, and it is this re- 

lationship that causes the weather 
of tension and psychological density 
in his pictures Pous- 
sin’s bacchanales and Seurat’s posing 

Balthus paints about pic 
More than any other great 

with the possible exception 
refers to art his- 

as it does in 

models 

tures. 

modern 

of Giacometti—he 

tory, or rather uses history as paint. 
(There is no relationship between 
Balthus’ use of a Caravaggio pose 

and T. S. Eliot’s use of a Dante 
metaphor; there is no third quality of 
please-look-at-Balthus-thinking-about 
Caravaggio in the paintings.) This 
suggests an attitude about the con- 
tinuity of civilization and craft which 
is noble, radical and (unfortunately 

at times) expert. But if Balthus is as 
“at home” with history as he is with 

his subject-matter (a 
familiarity), his awareness of mod 
ern art is another force pulling at 

of means and 

passionate 

his system concepts. 

His recent 
and mat. The light-source deposits 
heavy impastoes on the edges of the 

pictures are granulate 

shapes it discovers in the under 
painting. And the underpainting it 
self (especially in Passage du Com- 

and The Fortune-Teller), 
thickened with caking pigment, rises 

the surface 

merce 

to meet lights on a 

roughened like an old disdained 

fresco. Balthus paints about art, and 
thus parodies it, literally 
beside the song of Cubism. Like the 

singing 

Cubists’, his pictures are given a 

peremptorily revealed structure. The 
unifying element is as important as 

hold 

Consid 
image which 

he surface 
ering the possibilities for failure that 

the clusters of 

their distance on 

this entails, and has entailed for two 

generations of artists, one realizes 

part of the heroism in Balthus’ neces 
This adds 

the pictures 
solitary 

for the 

are above any need for such an atti 

T.B.H. 

sarily position. 

respect nan; 

tude. Prices unquoted 

George McNeil (Poindexter; to 
Feb. 16] shows for the first time in 

McNeil is one of the 

most interesting painters in the New 

York School, and in the past year 
a release has occurred in his work 

three vears. 

Tension, 7/56 stand as the 

climax of a 
smothering impasto, like a thin coat 

may 
certain quality: a 

ing over s« abrous tenement walls; a 

sought impurity of color; the heavi 
ness of the central form; the passion 

ate brilliance of the underpainting 
flashing through at only two points, 
on left and right. Jet describes it 

self in a splashing white stroke that 
turns once befor it zooms up the 

face of the canvas: the 

in front of instead of behind. The 

laid-out, d Tra 

falgar is a battle map from any war, 
of chaos. Since last 

passion is 

completely painte 

a private view 

fall. McNei 

residence at the 

fornia, Berkeley. 

is West, ever the twain shall mee 

flight at 

dawn, fast as the speed an Easterner’s 

has been painter-in 

University of Cali 

East is East, West 

Risorgimento, pale as a 
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dreams of that far coast, an uncen- 

sored action There is not 

space to do justice to the variety of 

work Prices 

painting 

shown. unquoted. J.s 

Blanche Phillips |RoKo; Feb. 4 
27], whose brazed brass sculpture 

has also been seen on the West 

Coast and in Mexico, holds her sex 

ond one-man show in New York 

Her new trend undertakes a family 

resemblance to Giacometti’s super 
naturally elongate tribe of idols and 
saunterers, but Miss Phillips’ figures 
develop their ritual and kinetic im- 

pulses into dance postures and their 
physiques into a width of hip and 

bosom more like Henry Moore’s and 
varies 

crossbreed- 
Lachaise’s women. The artist 
her Cubist-style race by 

ing it with the organic-abstract and 
the architectural-abstract, yet the 

chief impression it engenders is that 

of human attitudinizing: a little too 

theatrical and brittle to be as re- 

assuringly plastic as sculpture 

should be. $80-$500 P.T. 

Kenneth Noland (de Nagy}, who 
Washington, D.( 

years ago by 

lives in was in- 

troduced 

Clement Greenberg in an “Emerging 

Talent” show at Kootz. Noland’s 

first one-man of oils in New 

York was a breath of spring in the 
depths of winter. For instance, Bed- 

some three 

show 

a smeared white cloud, flat 

and dense, fringed at bottom by 

black strokes, at the top by blue and 
white, on either side by a band of 

green of willows about to leaf. Globe 

eliminated the middle plane: a black 
circle that did not quite join floated 
free of the canvas, stained and freck- 
led with the clear diffusion of peb- 

spread: 

; 

4 

Allan Kaprow’s ¥ oman 

“frenetic paroxy sm” 

bles under water, Elmer’s Tune was 

divided into three panels whose sum 

ming up was a continous appeal to 
the eye, not to the ruler. And Opal, 

tweaks) 
birds 

with drawn twinges (or 

under the thin 

flying: refractions in a milky opal: 
opal chips floating in glycerine. The 

criteria for the 
mode and 

influences 
best 

washes of oil: 

show satished any 

\ bstract-[mpressionist 
detectives, the 

were there to detect. But the 

tune was Noland’s own, changing 
from painting to painting, always 

musical to the eye, like the stream 
of warmed silver paint in his Royal 
Envelope. Prices unquoted. JS, 

for tune 

11 modern masters [(Saidenberg; 
Feb. 21-March 15] tend to be repre 

sented in the singular superlative: 
Marc at his sketchiest; Picasso in 

most casually expansive 
Klee at his 

Gris at his 
Severini, 

his nicest, 

late still-life 

most textile-conscious; 

unflagging  tastefullest; 
despite a double offering, at his most 
modest; Arp at his arpiest; Metzing- 
er at his most informally beguiling; 

Léger—a °32 still-life—at his loosest ; 

Modigliani in a portrait of Cocteau 
with his minimum of care; Jawlen- 
sky in his richest state of neglect. 

Prices unquoted. P.T. 

manner, 

Milan Kaprow (|Hansa; Feb. 11- 
March 2], a disciple of Hans Hof.- 

painted collages 
and sculptures in a parox- 
ysm. His theme is the city, which is 

harshly depicted, as if seen from a 

mann, composes 

frenetic 

subway window, as a chaos of frag- 

ments, In jangled 

paste-ups, Kaprow utilizes papers as 
the raw materia’ of urban life; they 

some of these 

Out of Fire, roofing cement 

swirl and surge through the streets. 
In others, he is interested in the 
overpowering psychological impact 
of the city. Primary color is u-ed 

violently in these unhappy and joy- 
less works, but with immediacy and 
authority. Kaprow’s jarring collages 
are not for delicate tastes. $100- 

$2,500. Ls. 

George Morrison [Grand Central 
Moderns; to Feb. 13] belongs among 

a group of young abstractionists who 
have thoroughly assimilated the ideas 
which transformed American paint- 
ing in the past dozen years. Con- 
trol and restraint are replacing un- 
inhibited experimentation, and the 
unresolved loose ends are disappear- 
ing. The content, which was never 
really turbulent, is becoming in- 
creasingly poetic and tranquil. Mor- 

rison, following in this trend, is 

abandoning free line and curved 
shapes in these recent paintings. 
The emphasis is more on simpler 
formal structure, subtle tone varia- 

tions, subdued palette and the fin- 
ished look. Mosaics of rectangular 
forms rest on the canvases, evoking 

a dreamy, moodiness. 
The subject-matter in these late 
paintings is more abstract, but the 
feeling is more liberal, pat and se- 

date. Prices unquoted. Ls. 

introverted 

B. J. O. Nordfetdt ([Passedoit; to 

Feb. 9], Swedish-born American, is 
being posthumously considered in a 
selection of his best works dating 
from 1942. He is an American “Old 

Master” and he suffers from it. As 

one eyes this collection of robust 
works, one asks, where then are his 

masterpieces? He thought he had 

Blanche Phillips’ Ritual Cesture, brass: 

“human attitudinizing” 

an epic subject in the sea. But in- 
stead of an implacable roll-up of 
time, in his hands it became a nice 

assortment of lace and confetti. Mon- 
drian’s little marks when he was 
looking at the sea and the sky and 
wondering about essentials have 

more of the impact, the feeling that 
you simply can’t do anything about 
anything, than the most churned-up 
Nordfeldt. If at times he came close 
to something, it was not in the well- 
known grey and chalk surfs, dive- 
bombing birds, fish. It was more like- 

ly to occur in the still-lifes. $900- 

$3,500. 20 

José Guerrero (Parsons), a Span- 

ish artist living in the U. S. since 
1949, has his second one-man show 
in New York. His large Abstract 
Expressionistic paintings are sym- 
bolic rather than emotional. Rock 
like shapes, mostly colored black, 

suggesting an aerial view of crags 
jutting out of the sea, are used to 

organize this work, and also to de- 

note signs, ideas and portents—suns, 
forces, cries in the forest, etc. Guer- 

rero has mastered the Action-Paint 
ing method and works with consid- 

erable freedom and skill. He has not, 
as yet, created a distinctive personal 
image, although his painting is mov- 

that direction. Prices un 
quoted. LS. 
ing in 

Peter Lanyon [Viviano; to Feb. 9), 

a family-man and a Cornishman who 
settled on native ground after serv 

ing in the rar during the last war, 

has evolved a style showing tenden- 
tious respect for the traditiona) con 
cept of the picture while the most 

exacting modern connoisseur shou!d 
not fail to admire the sensibility and 

invention of his colors and his brush- 
work. This reception is all the more 
probable since he has made himself 
at home in the most liberal domain 
of the local Abstract-Expressionists 
While the over-all patterns of his 
large or small works follow the dis 

cipline of the rectangular frame, and 
while geometry constantly modulates 

his forms inspired by nature, the 
strokes themselves play in all direc 
tions and court overlaid dy- 
namics of curve and texture where 
the happiest “incidents” turn up. 
One is aware of a special sense of 

unfailing emotion and a 
personal palette. Prices 

those 

light, an 

distinctly 

unquoted P.T 

Edward John Stevens [Weyhe; to 
Feb. 24] has his fourteenth show in 

fourteen Gouaches executed 
in Persian detail, they are fantasies 

out of his travel and his own head. 

They are rather incredible, like the 
lavish itlustrations (DuLac, Nielsen) 

of children’s books thirty and some 

years ago. A spun-sugar white lion 

is especially delectable, as is a 
white Moroccan city with little flags. 
Prices unquoted. 1.8. 

years. 

[ Wildenstein ; 

Paris eight 

Antoinette Schulte 
to Feb. 9] lives in 

months of each year. She has not 

shown here since 1942; she habitu- 
ally exhibits in Paris. She is known 

as a painter of children’s portraits. 
Though her French friends compare 
her to Mary Cassatt, her light touch 

airiness are closer to Berthe and 



Morisot. The light is cool and shad- 
owless. She is reticent without irony, 
and in so far as she deprecates her 
own pleasure, in so far as she depre- 
cates herself as a medium, she al- 
lows you all the better to enjoy what 
she enjoyed without editorial inter- 
ference, to enjoy at first hand these 
flowers, sea urchins, leaves, fruit, 
houses and people: they are all 
French things in that they belong to 
no type; they are unexpected, indi- 

vidual, like Les Sorbiéres, a Vic- 
torian house in Normandy. Her 
warmth is as steady as a stove. 
Prices unquoted. FP. 

Jean de Botton (Knoedler; to Feb. 
12], who divides his time between 
New York and Paris studios and 
has on occasion turned an able hand 
at ballet design, shows his latest 
paintings here for the first time in 
over ten years. Dating mostly from 
1953-56, the drift is toward abstrac- 

tion in large overlapping planes, tilt- 
ed and fragmented in fluid passages 
of color. There is a sort of meta- 

physical sensuousness created by an 
adroit manipulation of tone. Cre- 
scendos of strident reds and oranges, 
heightened by a discreet spot of acid 
green, inundate sequences of muted 

pinks and greys to suggest, rather 
obviously, Stravinsky. But de Bot- 

ton’s inspiration is not exclusively 
derived from the tempting themes of 
poetry and music. In fact some of 
his more spontaneous and inviting 
canvases are based directly on na- 
ture. In sea subjects, the life of the 

bee, the savor of fruit, the jagged 
sulterranean world of The Elements, 
the tendency to stylize becomes ob- 
jective and speeific, and the image 

gains in freshness and clarity. Prices 
unquoted. H.L.F. 

Helen Frankenthaler (de Nagy: 
Feb. 12-March 2) has her fifth show 
in New York. To sum up at the be- 
ginning: it is in work of this quality 
that the continuity of free abstract 

painting, the kind particularly as- 
sociated with Jackson Pollock, is 
found: working directly with the 

medium, not from motifs or sketches; 
variety of handling; getting what is 
inside outside, where it can be evalu- 
ated, worked on further or left 
alone: the liberation and control of 
heving painted and being a pzinter; 
the fact of being one among many 
with something special to paint 
about that others have seen and ex- 
perienced (Helen Frankenthaler does 
not paint in Pollock’s shadow; that 
would be a misapprehension). There 
are three big paintings: the hori- 
zontal Blue Atmosphere (13 feet 
wide), dense but aerated, in which 
a winged shape, like a bat or a big 

moth, is flying; on the left, there 

may be a wall of color. The satu- 
rated Giralda, with the calligraphic 
Moorish heart shape breaking 

through a black variation of itself 

within which there are white scrub- 

bings. The Lorelei, with a chunk of 
sky, the river flowing right into the 
dam-like (Switzerland?), slanting, 
somewhat vacant panel on the right. 
Among the pictures closer to easel 
size: Solstice, in which a grey disc 
with a red eye flowers out of the 
white and earth colers that marvel- 
ously have not changed to muddi- 

ness. Cosmopolitan, with its tacky 
surface, strong, perhaps because 

“anti-Ryder 

Jean Fautrier’s Mademoiselle 

outside art” 

its pink crackling in the blueness 
may be a memory of Venice. Plane- 
tarium, holding a starry globe (in 
color, the way stars are), and on the 

right, an interstellar panel into 

which the paint drifts like wind. 
The open, thoroughly achieved 
Venus with a Mirror: human or 

animal shapes, an image, a reflec- 
tion, a mirror. Prices unquoted. J.s. 

Jean Fautrier (Janis; Feb. 4+ 
March 2] has his third New York ex- 
hibition, this one mostly of pictures 

dated 1956. In the 1930s, Fautrier 
was considered the brilliant young 
staff officer who would take over the 
field armies of the School of Paris 
when their batons fell from the hands 
of Picasso, Matisse, Braque, et al. 
But he foresaw thet these marshals 
would drag their divisions into the 

Pantheon with them and, as this re- 
viewer mentioned at the time of the 

artist’s retrospective last year [A.N., 

Mar.], painted criticism of art (not 

an attack on the idea of Art), show- 

ing-up esthetic attitudes to meth- 

od, modernity and myth. These 
new works continue the series of fig- 

ures and household-object still-lifes 

that have occupied him for the past 

five years [Fautrier paints a picture, 

A.n., Dec. °55]. Object or anatomy is 

represented by a sign painted in a 

complicated island of paste floating 

on and under glazes; the surface 

glitters with colored dust. Cuisine 

has turned into confection. He works 

with a series of systems and a sys- 

tem of series: an orthodox buck-eye. 

As the premonitioned Style School of 

Paris 1957 never arrived—being re- 

placed by influences from American 

Abstract-Expressionism Fautrier’s 

criticism of how it might have ap- 

peared is aimed at nothingness. It is 

a solitary obsession directed by its 

own hermetic legislation, increas- 
ingly mystic as it becomes increas- 

ingly fluent. Paris has produced a 

kind of Ryder. But where Ryder 
sought the compulsions of an inner 

pictorial world he could not find 
externalized in New York, Fautrier’s 
search goes everywhere except in 
the environment of pure-painting 
that surrounds him in Paris. He is an 
anti-Ryder—outside art. He paints 

the slice of life. and only his bi- 

Helen Frankenthaler’s Solstice: 

“continuity of free abstract painting” 

ography can redeem the pictures. 
Prices unquoted. T.B.H. 

Stephen Pace [Poindexter; Feb. 
18-March 9] shows untitled abstract 
watercolors, all of them the same 
size. Each picture is a new adven- 
ture in the possibilities of the 
medium. Since Pace draws no line, 
one can only, in this veriety, say 
what a few of them seem like. One 
in which the dominant black is fired 
by blue, red and pink: the Bessemer 
furnaces at Steubenville reflected in 
the Ohio River at night, One pale, 
splashed: a light autumn rain. One 
dense and rich: the unpolished sur- 
face of flat rock with mica glittering 
in it. One more open, in browns and 
yellow: the depths of a wood. Sure- 
ly one blue, black and white is the 
sea? Though perhaps it’s a city 
awash in a blue morning. The vari- 
ety of handling defies cataloguing: in 

a few, the watercolor has soaked in 
like oil; in a fast black and white, 
the surface of the paper has been 
gouged, both for another blackness 
and another whiteness. How unaca- 
demic they are, in their acceptance 
of means. Prices unquoted. J.s. 

Harry Gottlieb [A.C.A.; Feb. 18- 
March 9] has a retrospective of oils, 
graphics and drawings that go back 
to 1920, when he came East from 
the Minneapolis Art Institute and 
acted at the Provincetown Play- 
house (he was in a road company of 
The Hairy Ape). Gottlieb’s work has 
hewed pretty close to an academic, 
Social-Realist line. But all along 
there have been pictures that came 
from a deeper visual experience: /n- 
terior with a Woman in which each 
object is affectionately named; his 

view of The Bay in which drafts- 
manship does not stifle the atmo- 
spheric bloom of color; a charcoal 
pencil drawing of trees. His new 
pictures are based on a trip last 
summer to Mexico. Among these, 

the best seems the complexly or- 

ganized Stone Cutters. Prices un- 
quoted. J.S. 

Earl Hofmann [Grand Central; to 
Feb. 23] shows a group of paintings 
inspired by the changing skylines of 
New York and Baltimore. He has, 

perhaps, been influenced by Reginald 
Marsh (too much) as well as by 
Guardi (too little.) Certain build- 
ings, unbearable at their prime, do 
attain a kind of phoney grandeur at 
their point of demolition and it is 
this Earl Hofmann has seized upon. 
n Study for Urban Renewal, where 

a building has been cut away, one 
sees the different patterns of the 
remaining wallpaper climbing the 
opposite wall, the charred concavity 
of a hearth no longer there, doors 
without knobs, the zigzag mark of 
stairs where no stairs are. From this 
painting and Study for Greenbelt, 
the spectator gains a feeling of 
enormous nostalgia, although one 
wishes the painter would lend more 
variety to the light-effects he uses. 
In any case, Earl Hofmann has suc- 
ceeded in catching the stage-set sad- 

ness of large structures reduced to 
skeletal or half-skeletal form. $150- 

$750. H.c. 

Cleve Gray [J. Seligmann] showed 
a selection of his work from the 
last ten years. In his preface to the 
catalogue, he says that he believes 

the purpose of art is to heighten hu- 
man experience; that art by means 
of abstraction transmits reality; that 

he believes in pursuing aspects of 
beauty, and in eliminating what does 

not contribute to this. His painting 
painting of Villon 

other artist. 

resembles the 

more than that of any 

It seems that in pursuing aspects of 
beauty he looks for a subject that is 

already beautiful, Venice, Florence 

or sculptor Brancusi in his studio: 
the beauty that he already 

given to him. And his colors also are 
reminiscent more of art than of non- 

and 

sees is 

artist the orange 

blue make a convention for him that 

very far away 

experience: 

he does not deviate 

And the mixture of Cubist and 

drawing is another 

beliefs work 

from. 

architectural 
convention. His esthetic 
less as a release than as a censor 
ship; they close in on him instead of 

expanding him. $125-$1,200 F.I 

10th anniversary [Salpeter; Feb. 
4-28] of this gallery is celebrated by 

a rather routine group exhibition of 
the gallery regulars. The best works 
are submitted by Harold Baumbach 

11 



Ben Baumbach’s land- 

scape 1s 

and Benn 

a recent one and, while re 

taining the flaver of his earlier work, 

has elements of abstraction. Benn is 

an old-time professional whose dis 
stand 

any company. Of the younger artists 
tinguished paintings out in 

Joseph Greenberg has an old-master- 

ly Expressionist touch; Sholam Far 
ber is going down-hill after an in 

teresting debut a year or so ago; 

Noel Davis manages to make a plant 

look creepy; the others are Jules 
Kirschenbaum, Charles Csuri, 

Charles Heidenreich, Harold Crow- 

ley. $300-$1,500. 2. 

Adolphe Fleischmann (Fried; to 
Feb. 21] had an academic training 

native Germany, then came 

the successive of 

Impressionism and Mondrian; left 
Germany at the advent of the Nazis; 

in his 

under influences 

lived in France during the Nazi-oc- 

cupation; and finally came to this 
country where he was naturalized 

He earns his living as a medica 

illustrator. His paintings are like 

Reviews and previews continued 

Mondrian’s, but muted and acid; 

like Mondrian relating 

music—in Fleischmann’s 

Bach. However Fleischmann divides 

his space rythmically instead of har- 
monically, starting at the point that 

and in to 

case, to 

Mondrian had reached only in his 
last paintings. Fleischmann’s space 
is full; he paints over black, which 
makes felt well as 

seen behind the colors. The musical 

its presence as 

comparison can be extended. Fleisch- 

mann’s music is one without silences 

where things are going on 

together. But there is no contour or 
shape, as im Mondrian, there is no 

silhouette, the rela- 
tionships come to you totally and at 
once. His music has no time, the 
rhythm is spatial. $150-$1,200. Fr. 

several 

no sequence, 

Roy F. Lichtenstein [Heller], in 
his fifth show of easel oils, was still 

engaged with his subject: a schoel- 

room, nineteenth-century view of the 

American Indian who was, after all, 
here first: Indian Paddling a Canoe 

locates its central form, attached to 

Walter Stein's Soldiers, 1 

anguish and isolation” 

Aaron Shikler’s George Basso at the Organ 

“full experience” 

the picture edge only at the top, 
within four differently handled areas 
of blue. The Death of Tecumseh has 

' » heroic outlining of a child's 
. awing: something goes bang! like 
a cap pistol. Three of the pictures 
were done from big, official nine- 
teenth-century canvases: A Bad 
Treaty (after C. C. Nahl, 1856) had 

simple arrows between the parties 
to the treaty: the full regalia of an 
Indian, various deadly looking 
Colonial officers. Despite the quality, 
both iconographic and painterly 
(such as the portrait, Indian with 
Spear), an undigested derivativeness 

of contemporary influence suggests 
this may turn out to have been a 
transitional show. Prices unquot- 
ed. Is. 

Walter Stein (Durlacher; to Feb. 
23] has a poetic empathy with na- 
ture; the earlier works in this show 

consist of expressive representations 
of plants in sky settings, simple in 
conception, free and economic in 
execution and subtle in color. These 
attributes are carried over into most 
of the later paintings of classical 
multiple-image people, horses and 

Painted in whitened blues, 
purples and greens and outlined in 
darker colors, they create a sense 

of anguish and isolation, which 

Stein gropes persistently to clarify 
At times this ex- 

pression forced, the works are 

overpainted and tricks are used, but 
Stein quickly the search 
with a fresh approach. In the last 
paintings, plants, animals and men 
are blended into a panthei.cic unity 

dogs. 

in plastic terms. 
1s 

resumes 

which is most effective. Prices un 

quoted. 1.8. 

faron Shikler (Davis; Feb. 7- 

March 16] young New Yorker who 

at one time studied with Hofmann 
and at the Barnes Foundation, con 
tinues to travel a lonely road (ac 
companied by other members of tk- 
gallery) which, to most painters o« 
his must seem 

forgotten 

to lead 
places. In 

fourth one-man show he has 
taken well-known New York 
antique dealers, George Basso, Van 
Geuns and Ed Barlow, and studied 

them in mote-filled surroundings, in 

golden dust, in greenish insides of 

littered with papers, books 

and furniture. While primarily con- 
cerned with painting problems, in 
scale, light, gesture, rendering, both 

the many small studies’ and the 

larger “finished” paintings are also 

studies in psychology. The dramatic 
Basso smokes, plays upon an organ, 
reaches to adjust a picture frame, 
subdues his environment. The quiet 

er Van Geuns is subdued by a ner- 
interior of many tiny French 

Ed Barlow wanders end- 
through Manhattan’ show- 

rooms, a quietly restless figure amid 
dusty rooms and glass cases. Shikler 
has a way. A tiny pochade of a seat- 
ed Barlow becomes a huge interior. 
He can suggest the tangible presence 

of hidden things—steps, doors, win- 
none actually shown. And 

although the drawing is clever and 

knowing (like the cleverness of 
Zorn), one does not think of it. A 
Shikler object is an object in paint, 

not an illusion. No one single as- 

generation, 

to hopelessly 

his 

three 

shops 

yous 

objects. 

lessly 

dows, 

pect of the work imposes itself at 
the expense of the others. The re- 
sult is a full experience. Prices un- 
quoted. L.c, 

John Ferren [Stable; Feb. 11- 

March 2] may provoke some contro- 

versy as to where he fits among Ab- 
stract-Expressionists, but this vet- 
eran exhibitor shows a courageous 
commitment to probe deeply into his 
art. Ferren’s painting in 1954, the 

year he hit his stride after World 
War II, was passive and lyric; but 
even then he forecast his present 
bearing, crossing out the romantic 
in his canvases by squeezing raw 

paint from the tube across the sur- 
face. His latest work utilizes these 
earlier landscapes as backgrounds 

for abstract houses and vase-like ves- 
sels; the color is denser, at times 
garish, and the symmetrical areas 
are broken with drips, which unlike 
Pollock’s are put on canvas with 
brush and stick, creating a calcu- 
lated excitement, a controlled free- 
dom. The contrived accident, by 
now a convention, is overturned 
through more control, rather than 
more freedom. Ferren is willing to 
sacrifice beauty for a profounder 
more personal meaning. He still ne- 
gates tensions and activities, but the 

prosiness of the earlier paintings is 
gone. Prices unquoted. 1.8. 

New drawings (Peridot; Feb. 4 
Mar. 2] from this gallery's regulars 
make a technically creditable array, 
of which perhaps the most distin- 
guished are Seymour Frank's inter- 
esting dialectic of. pure abstract 
black and white strokes on white 
paper, Carmen Cicero's spread- 
eagling organic-abstract motifs, Reg- 

inald Pollack’s painterly-surfaced 
landscapes and Philip Pearlstein’s 

athletically gnarled rocks and trees. 
$35-$200. P.T. 

Don David 
March 

group 
country, makes his 

man debut with a 

fashionable abstract 

stroking, large and 

headway 

Feb. 

in a local 
elsewhere in this 

New York one- 

in the 
current. His 

forces 

[Camino; 15- 

7], already 

show and 

seen 

splash 

strong, 
advantageously 

through de Kooning’s grammar of 
the calligraph: there are vortical 
patches, asterisks, italic 
emphases, suspended repartees, and 
always that rhetorical momentum of 
stroke the? ‘mparts speed (if also, 
at tranacncy) to the design. 

All in all, it looks as though David 

will rather than sink, $200- 
$500. P.T. 

personal 

tensile 

times 

swim 

Renée Sintenis [Wittenborn; Feb. 
4-16], who started sculpting human 
and animal adolescence and child 
hood about 1919, is presented with 

a group of line etchings exhibiting 
her highly cumulative sensitivity to 

the flossiness, slimness and 
grace of youth; all equine here, they 

inevitably are longest in legs and 
though their token 

share stylishly in the broken curves 

and cadences of twentieth-century 
vision. $5. P.T. 

clumsy 

mane torsoes 

Cornelis Ruhtenberg | Passedoit; 
Feb. 11-22], Latvian-born painter 

who has had four previous New York 



one-man shows, offers a series of 
drawings—portraits of herself, of 
other people, studies of plants and 
studies for paintings. She worked 
with Karl Hofer and Max Kaus in 
Berlin and is evidently fond of the 
stiff, frugal Northern art of the time 
of Holbein. This fondness clashes at 
times with Oriental interests. Her 
precise cross-hatchings do not al- 
ways give volume to the form but 
seem to have fallen on the paper— 
a gentle fuzz from heaven. But de- 
spite shortcomings these are interest- 
ing drawings. Prices unquoted. L.c. 

Nineteenth - century America 
[Downtown; Feb. 5-Mar. 2] makes 
a several-sided exhibition. One part 
consists of a group of paintings by 
Harnett. These include two well- 
known works, Colossal Luck—the 
upside-down horseshoe on a door 
and the  widely-rep:oduced My 
Gems; also two not as well known, 

Pipes All Around, and a painting of 
a duck hanging by a string from a 
nail; also several uncommon ones 
including Asparagus, not in his 

trompe-l’oeil technique; a small 
painting of a basket of strawberries, 
about 1875; a more eye-fooling 
study of grapes, about 1876; and a 
late, somewhat tiresome Still-life 
with Lobster. More uncommon still 
are his first two oil paintings framed 
together—-still in the original frame 
together with handwritten notes by 
the painter—and a color chart in 
watercolor. There are also two paint- 
ings by T. R. Hope and M. A. Waas, 
less-known practitioners of trompe- 
loeil, and Peto, one the 
outstanding Lincoln and the Star of 
David. Another part of the exhibi- 
tion—some of its aspects must com- 

plement the Karolik Collection of 
nineteenth-century American paint- 
ings at the Whitney Museum this 
month— consists of an astonishing 

panorama called An Imaginary Trip 
Around the World beginning in Bos- 
ton and ending, 80 feet later, in the 
same city. It is 14 inches high. The 

artist, Erastus Field, who worked 

throughout the nineteenth century, 
is said to have given it to a Polish 
girl who fed him milk when he was 
drunk. It remained rolled-up until 
recently and its colors are as bright, 
bizarre and attractively dreadful as 
when painted. Field is represented 

two by 

by another work in this show, a 

muffled drama of life, death and 

motherhood in an Interior like a 

wall-papered Egyptian tomb. Yet an- 
other the exhibition is 
folk-sculpture: a carousel animal of 
polychromed wood, astonishing be- 
cause it resembles a Roman carving 
rather than the usual Baroque con- 
trivance; a metal herse weathervane; 
and a 5-foot figurehead of a woman 

in yellow 

aspect of 

pine, carved in sections. 

Prices unquoted. Be. 

John Hartell (Kraushaar; to Feb. 
16] is professor of art and archi- 
tecture at Cornell. The subject of 
his paintings is an abstraction of 
the subject, which is landscape. 
The wash drawings are abstracted 

from the movements of nature; they 
are more direct than the paintings. 
In the paintings these movements 
become relatively immaterial states. 

The drawings are about a gathering, 

a closing in, an edge opposed to sky. 
In the paintings the tense of the 

action is present-imperfect, or the 
verb has changed to an abstract 

noun. Noon is not a division of time, 
but of blueness and horizontally. The 
composition is fixed by right angles 
or squares. In Fen, the messiness of 
nature’s data is gathered in all its 
chaos into spots at the corners of 
squares, but the mess, which is tex- 
ture, and the composition of it re- 
main somewhat separate. He com- 
poses like an architect and paints as 
a naturalist, and these two aspects 
of his work are as equa! as the op- 
posite sides of a square. But in 
Lull the architecture dominates, be- 
cause the data are themselves more 
abstract, and in Horizon the data 
dominate. $100-$1,000. FP. 

Tomas Harris (Knoedler; Feb. 4 
18], a Londoner with a blend of Se- 
villian blood, follows up his debut 
here three years ago with a show of 
oils, tapestries, stained glass and ce- 
ramics. An art dealer who aban- 
doned a career in the London art 
market ten years ago to devote full 
time to painting, he has become ab- 
sorbed in recording the colorful ru- 
ral scene of Majorca. The horizon- 
tal rhythms of barren rocky hills 

and tile roofs, the spiky fornis of 
cactuses and palms, the stony ter- 
rain are deliberately outlined in ner- 
vous, agitated strokes enclosing bril- 
liant, somewhat astringent color. 
This impulsive, minor stylization has 
a pleasing freshness which carries 
over into a series of large decorative 
panels on bucolic still-life themes. 
One of the latter—cactuses in a 
grotto-like armature of rocks—has 

been woven into a tapestry. Prices 
unquoted. HLF. 

Piero Sadun (Delius; to Feb. 15] 
comes from Siena, lives in Rome, 
and shows in America for the first 
time. He is a pupil of Morandi. The 
relation to Morandi shows, but there 
is something entirely different as 
well, The subject is Morandi’s—still- 
lifes of earthenware jars—and the 
color is similar to Morandi’s in some 
of the paintings—a pale range of 

earth colors. Each painting has a 
general color: one blue, one pale 
green, one white, one yellow, one 
grey. But his drawing is Cubistic, 
and the paintings are less clearly 
representational than Morandi’s. 
Also he uses an asymmetrical spacing 
with the same sensitivity that he 
uses his quiet colors; a painting may 
be on the bottom or to one side of 

the canvas, or arranged around the 

lower right hand corner. What can 
be called inaccurately the “empty” 

above or to side, has 
weight and position in depth. This 
spacing is more important and more 

space, one 

interesting than Morandi’s. Prices 

unquoted. F.P. 

Doris Rosenthal (Midtown: to 
Feb. 16], a regular visitor to Mexico 

since 1932, is well-known for her 
pictures of Mexican subjects. In re- 
cent years a painting by her has 
seemed always the same one—an al- 
mond-eyed girl half-in, half-out of a 
hammock on a porch. Her latest 
works are more varied in subject 
and better in treatment. She is de- 

veloping a freer way of working. 
The several interesting paintings in 
this show include Patio, a jungle of 
house plants; Los Danzantes, a May- 

John Hartell’s Flux: 

“abstraction of the subject” 

Piero Sadun's Still-life: 

“weight and position in depth” 

an ruin; and several of the fa- 

miliar children in exotic surround 
ings. Prices unquoted. L.c. 

Mudubon Artists’ [National Acad- 
emy; to Feb. 3) fifteenth annual, in 
a juried show, contains oils, water- 
colors, prints and sculpture. Prizes 
for were awarded to: Gerald 
Fromberg, Leo Manso, Seong Moy, 
George Ratkai, Joseph Kaplan, Eth- 
el Wallington and Tosca Olinsky; 
prizes for watercolors to: Sydney 
Solomon, J. P. Olmes, Ann Cole, 
Zoltan Hecht, William Gorman and 
E. Ingersoll Maurice; prizes for 
graphics to: Paul Arnold, V. K. 

Jonyas, Bill Darr, Rheinold Tacke 
and Romas Viesulas; prizes for 
sculpture to: José de Creeft, Ruth 
Vodicka, Sidney Gordin, Helen Wil- 
son and Gaetano Cecere; the Grum- 
bacher purchase prize went to Herb 
Olsen. A large general exhibition on 

the premises of the National Acad- 
emy raises the question of what is 
academic. Jf this show 
tion, then it is eclectic and imitative. 

The largest number of paintings that 
have a validity of their own seem 

realistic with a reference to 

nineteenth century in Paris or 

oils 

is an indica- 

to be 

the 

Tomas Harris’ Still-life: 

“impulsive, minor stylization” 

Harne::"s Still-life with Lobster 

in “19%th-century America” show 

Munich. Academicism has nothing 

to de with a particular manner, but 
everything to do with an elevation 
of manner to a place of importance 
that it does not have. Among the 
stronger paintings in the show were 

two that could be dismissed as aca- 
demic in the sense of the German 
nineteenth century—The Net by 
Morton Roberts, and John Koch's 
still-life. They particularly stand out 
here because of the vast number of 
affected modern mannerist paintings. 
The graphic section is liveliest, and 
the sculpture section deadest, but 
exceptions should be noted in Facci’s 
redwood David and Goulet’s granite 
Ulysée. $50-$1,750. FP. 

Claude Bentley [{Duveen-Graham; 
Feb. 12-March 2], New York painter 
who has widely exhibited through- 

out the country, shows a group ol 
large Hofmannesque both in 
color and design. They are emphatic 
and vigorous but rather unimagina- 

tive. Prices unquoted H.G. 

oils 

Russell Twiggs [Grand Central 
Moderns; Feb. 15-March 6], ,a 

professor of art at Carnegie Tech, 

[Continued on page 51) 
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SAINT CECILIA by Bernardo Strozzi, one of 
the paintings which will be featured in the 
coming exhibition, T>w Boroque Vision, 
which will run from February 5th to 
March 9th. 

210 EAST S7th STREET - NEW YORK 

| PHILIP COLLECK | 

A most beautiful Italian 18th Century marble mo- 

saic Coffee table inlaid with semi precious stones. 

Height 18%” 

We usually have a selection of unusual and beautiful antique Coffee-Tables 
in wood, marble or lacquer. Or will convert client's own panels to same. 

122 East 57th Street 

PLAZA 3-5988 
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PAINTINGS 

TAPESTRIES 

SCULPTURE 

FURNITURE 

DECORATIONS 

French furnishings 

From a number of collections and 

private residences in France, a mis- 
cellaneous offering of eighteenth 
and nineteenth-century period and 
decorative furnishings has been as 
sembled by A. Tallandier, Paris, for 
sale at Parke-Bernet’s February | 
and 2, after current showing. Seat 

furniture is abundantly represented 
in a variety of those untranslatable 

categories—bergéres, fauteuils, can- 
apés, and in particutar two Direc- 
toire beechwood marquises stamped 

Jacob Fréres. There are also lac 
quered low tables, consoles, com 

modes, a Louis xv walnut and 
sycamore desk and other cabinet 

work; gilt bronze chandeliers and 
wall sconces along with clocks, 

barometers, statuettes and decorative 

paintings and drawings. 

Modern art 

French and other schools are spotti 
ly represented in a sale of modern 
paintings, drawings and sculptures, 
the property of Mr. and Mrs. M. F. 
Potamkin, of Elkins Park, Ps., and 
other owners, at Parke-Bernet on 
Feb. 6, after being on view from 
February 2. Corot’s Boatman on the 
Pond at Ville d'Avray, 1845-50, is 
said to have been bought directly 
from the artist; and two other 
Corots, late works, are recorded in 
Robaut. Other canvases are by: 
Modigliani (Caryatid, tempera on 
lined paper, certified by André 
Schoeller); Severini (Three Danc- 
ers at Pigalle’s); Toulouse-Lautrec 
(Head of a Woman, certified by Dr. 
Gotthard Jedlicka, Zurich) ; Vuillard 
(The Beach, formerly in the collec- 
tion of Mme. H. Pillement, Paris) ; 
Cross, Utrillo, Vlaminck; Chagall 

(Self-Portrait, 1914); Signac (a 
seascape); de Chirico and others. 
There are also drawings by Picasso, 
Derain, Menzel, Delacroix, Ingres, 
etc. Among the sculptures will be 
noted a Lehmbruck torso, Inclined 
Nude, painted terra-cotta executed 
in 1913 (recorded by August Hoff) ; 

and Daumier’s Le Niais, a bronze 
cast from his terra-cotta bust sup- 
posed to represent either Admiral 
Verheuil or Girod de |’Ain. 

Georgian furnishings 

Georgian and other eighteenth- and 

nineteenth-century furniture, silver, 
paintings and decorations, from 
various sources including property 

belonging to M. Kalman, Toronto, 
Canada, will be offered for sale at 
Parke-Bernet on February 8 and 9, 

after being shown from February 2. 
A fine Chippendale writing table is 
listed, as also an Empire mahogany 
secrétaire a abattant, the latte: 

formerly belonging to the English 
novelist Arnold Bennett. Some other 
categories inclade early Georgian 

silver, Chelsea and Dr. Wall Wor- 
cester porcelains, and Oriental rugs. 

A collection of Judaica 

Judaica belonging to Tullio Castel- 
bolognesi, Rome, Italy, and other 
owners, will come under the hammer 
at Parke-Bernet on Feb. 14, after 
being shown a week prior to the 
sale. The offerings consist of a wide 

variety of gold, silver and brass 
ritual objects, including Hanukkah 

lamps, Torah breastplates and fin- 
ials, megilloth, illuminated marriage 
contracts, Kiddush cups, spice boxes 
and amulets. There is also a group 
of Italian, Russian, Polish, German 

and Austrian prayer books. 

Etchings, engravings 

Prints by old and modern masters, 
from two estates—those of the late 
Dr. Malcolm Goodridge and of the 
late Auguste Kuhn, will be auctioned 
at Parke-Bernet on February 13, 
after being shown from February 2. 
Listed in an important group of 
Rembrandt prints are a superb proof 
of Landscape with Three Gabled 
Cottages beside a Road; a brilliant 

impression of Christ Preaching (Le 
Petite Tombe); and Jan Lutma. 
Other etchings and engravings offered 

include Muirhead Bone’s drypoint 
Spanish Good Friday, Ronda; and 
works by Diirer, Seymour Haden, 
Whistler and Charles Meryon. 

French furniture 

A variety of furniture and decora- 
tions, mostly French, from various 
sources is scheduled for sale at 
Parke-Bernet on February 15 and 
16, after being on exhibition from 
the 9th. Besides the furniture, some 
of which is English, and some Chi- 
nese, and which includes also a 

Venetian painted bombé commode, 
are listed such categories as chess 

sets, Fabergé paperweights, a pair 
of marble lamps, a Louis xvim 
Aubusson medallion carpet. 

Lehmbruck terra-cotta Inclined 

Nude, 1913; at Parke-Bernet. 

ART NEW 



A huge, colorful art volume, representing all periods of 

art from ancient to modern, divided into a half-dozen major 

sections, each on a field of art either newly important in 

the public eye, or a classic on which little published mate- 

rial exists. Selected by the Editors of ARTNeEws, with the 

collaboration of internationally-known literary figures and 

scholars, some of the outstanding articles are: 

CLAUDE MONET — The first comprehensive look at this pioneering 

painter of the French Impressionist school whose studies of diffuse, colored 
light, water-lilies and cathedral facades have influenced today’s advanced 
American painters. Nine colorplates and many black and white photographs, 
inclading documents here published for the first time, are accompanied by 

an amusing autobiographical statement by the painter himself, and a critical 
re-estimation by the well-known critic Clement Greenberg. 

MASTERWORKS OF THE FLEMISH PRIMITIVES FROM VAN 
EYCK TO BRUEGHEL Published for the first time in English, the writ- 

ings of the world’s foremost authority in this field, Dr. Max J. Friedlaender, 

former Director of the Kaiser-Friedrich Museum in Berlin. Twenty-four 

colorplates of famous Flemish paintings, including seldom-reproduced details 

from other paintings. 

STYLE ROCOCO — The most distinguished American collection of French 
eighteenti: century objets d'art and furniture under the reign of Louis XV 

and Louis XVI. Four pages in full color and many black and white detail 

illustrations reproduce the zenith of elegant design that reached into every 

corner of royal daily living in the age of Voltaire, Mozart and Mme. de 

Pompadour. The brilliant English critic, Cyril Conrolly, writes on the period 

and contemporary taste. 

THE UNKNOWN PICASSOS — Nine masterpieces from the great 

Russian museums and collections, all reproduced in color for the first time 
in the U. S., to honor the ecrtist’s seventy-fifth birthday. With a witty article by 
the French symbolist poet and lifetime friend of Picasso, Pierre Reverdy. 

EDWARD HOPPER AND JACKSON POLLOCK — Two major Ameri- 

can painters: one the dean of American Realism whose austere, lonely can- 

vases of Cape Cod and city industrial scenes have dramatically probed his 

native landscape; the other, the most controversial painter, founder of the 

abstract “drip” school, whose enormous canvases, to be exhibited at the Mu- 

seum of Modern Art this winter, claim the serious attention of every fol- 

lower of the American advance-guard. Five plates in full color. By Parker 

Tyler, author of “The Hollywood Hallucination.” 

204 pages—(12% by 9% inches)—FIFTY plates in 

full color and over 200 monechrome illustrations. 

FANTASTIC SCULPTURE OF THE RENAISSANCE AND BAROQUE 
—Oddities, monsters, and grotesques, made for palace gardens and cathedral 

crypts, are seen as a basic part of the fabric of European civilization. By the 

distinguished critic, Mario Praz, author of “The Romantic Agony.” 

ART NEWS OF THE YEAR — The authoritative, invaluable summing up 

of the art events of the 1955-56 season. 

Ciom plete your ARTxews subscription with 

the widely acclaimed 1957 ANNUAL 
The 1957 ANNUAL is a beautiful volume, sturdily sewed, bound and 

printed on high-quality, heavy-weight paper stock. The color plates alone in 

the ANNUAL would cost you more than $10 if purchased separately. 

Note: As an ARTNeEws reader, you have the 

privilege now of ordering up to six copies of the 

limited Publisher’s Edition of the 1957 ANNUAL 

at only $2.75 (available only directly from 

ARTnews). Fill in and mail this coupon today! 

Demand for the limited Publisher’s Edition is 

heavy, so don’t delay. 

To: ARTnews 32 East Fifty-seventh Street, New York 22, N.Y. 

Please check item desired 

(_] Enter my erder for — copies of the Publisher’s Edi- 
tion of the 1957 ARTNews ANNUAL (limit 6 copies) at 

$2.75 each. 

[] Enter my subscription to ARTNews for one year (ten 

monthly issues only) at $9. 

I enclose toial of $ to cover above order. 

My Name. 

Street____ 
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A most beautiful Italian 18th Century marble mo- 

saic Coffee table inlaid with semi precious stones. 

Length 42” Depth 26” Height 18%" 
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SAINT CECILIA by Bernardo Strozzi, one of PAINTINGS 
the paintings which will be featured in the TAPESTRIES 
coming exhibition, The Baroque Vision, 
which will run from February 5th to scucere ns 

FURNITURE March 9th. 
1ON 

210 EAST 57th STREET +- NEW YORK — 

Coming auctions 

French furnishings 

From a number of collections and 
private residences in France, a mis 
cellaneous offering of eighteenth 

and nineteenth-century period and 
decorative furnishings has been as 
sembled by A. Tallandier, Paris, for 

sale at Parke-Bernet’s February 1 
and 2, after current showing. Seat 

furniture is abundantly represented 
in a variety of those untranslatable 
categories—hbergéres, fauteuils, can- 
apés, and in particular two Direc 
toire beechwood marquises stamped 
Jacob Fréres. There are also lac- 
quered low tables, consoles, com 
modes, a Louis xv walnut and 
sycamore desk and other cabinet- 
work; gilt bronze chandeliers and 
wall sconces along with clocks, 
barometers, statuettes and decorative 

paintings and drawings. 

Modern art 

French and other schools are spotti 
ly represented in a sale of modern 
paintings, drawings and sculptures, 
the property of Mr. and Mrs. M. F 
Potamkin, of Elkins Park, Pa., and 
other owners, at Parke-Bernet on 

Feb. 6, after being on view from 
February 2. Corot’s Boatman on the 
Pond at Ville d'Avray, 1845-50, is 
said to have been bought directly 

from the artist; and two other 
Corots, late works, are recorded in 
Robaut. Other canvases are by: 
Modigliani (Caryatid, tempera on 
lined paper, certified by André 
Schoeller); Severini (Three Dane- 
ers at Pigalle'’s); Toulouse-Lautrec 

(Head of a Woman, certined by Dr. 
Gotthard Jedlicka, Zurich) ; Vuillard 
(The Beach, formerly in the collec- 
tion of Mme. H. Pillement, Paris) ; 
Cross, Utrillo, Viaminck; Chagall 
(Selj-Portrait, 1914); Signac (a 
seascape); de Chirico and others. 
There are also drawings by Picasso, 

Derain, Menzel, Delacroix, Ingres, 
etc. Among the sculptures will be 
noted a Lehmbruck torso, Inclined 
Nude, painted terra-cotta executed 
in 1913 (recorded by August Hoff) ; 
and Daumier’s Le Niais, a bronze 
cast from his terra-cotta bust sup- 
posed to represent either Admiral 
Verheuil or Girod de |’Ain. 

Georgian furnishings 

Georgian and other eighteenth- and 
nineteenth-century furniture, silver, 
paintings and decorations, from 
various sources including property 
belonging to M. Kalman, Toronto, 
Canada, will be offered for sale at 
Parke-Bernet on February 8 and 9, 

after being shown from February 2. 
A fine Chippendale writing table is 
listed, as also an Empire mahogany 
secrétaire @ abattant, the latter 
formerly belonging to the English 
novelist Arnold Bennett. Some other 
categories include early Georgian 

silver, Chelsea and Dr. Wall Wor- 
cester porcelains, and Oriental rugs. 

A collection of Judaica 

Judaica belonging to Tullio Castel- 
bolognesi, Rome, Italy, and other 
owners, will come under the hammer 

at Parke-Bernet on Feb. 14, after 
being shown a week prior to the 
sale. The offerings consist of a wide 

variety of gold, silver and brass 
ritual objects, including Hanukkah 
lamps, Torah breastplates and fin- 
ials, megilloth, illuminated marriage 
contracts, Kiddush cups, spice boxes 
and amulets. There is also a group 
of Italian, Russian, Polish, German 
and Austrian prayer books. 

Etchings, engravings 

Prints by old and modern masters, 
from two estates—those of the late 

Dr. Malcolm Goodridge and of the 

late Auguste Kuhn, will be auctioned 
at Parke-Bernet on February 13, 
after being shown from February 2. 
Listed in an important group of 
Rembrandt prints are a superb proof 
of Landscape with Three Gabled 
Cottages beside a Road; a brilliant 
impression of Christ Preaching (Le 
Petite Tombe); and Jan Lutma. 
Other etchings and engravings offered 
include Muirhead Bone’s drypoint 
Spanish Good Friday, Ronda; and 
works by Diirer, Seymour Haden, 
Whistler and Charles Meryon. 

French furniture 

A variety of furniture and decora 

tions, mostly French, frrm various 
sources is scheduled for sale at 

Parke-Bernet on February 15 and 
16, after being on exhibition from 
the 9th. Besides the furniture, some 
of which is Engiish, and some Chi 

nese, and which includes also a 
Venetian painted bombé commode, 
are listed such categories as chess 

sets, Fabergé paperweights, a pair 
of marble lamps, a Louis xvi 
Aubusson medallion carpet. 
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Lehmbruck terra-cotta /nclined 

Nude, 1913: at Parke-Bernet. 



A huge, colorful art volume, representing all periods of 

art from ancient to modern, divided into a half-dozen major 

sections, each on a field of art either newly important in 

the public eye, or a classic on which little published mate- 

rial exists. Selected by the Editors of ARTNeEws, with the 

collaboration of internationally-known literary figures and 

scholars, some of the outstanding articles are: 

CLAUDE MONET — The first comprehensive look at this pioneering 

painter of the French Impressionist school whose studies of diffuse, colored 
light, water-lilies and cathedral facades have influenced today’s advanced 

American painters. Nine colorplates and many black and white photographs, 
including documents here published for the first time, are accompanied by 
an amusing autobiographical statement by the painter himself, and a critical 
re-estimation by the well-known critic Clement Greenberg. 

MASTERWORKS OF THE FLEMISH PRIMITIVES FROM VAN 
EYCK TO BRUEGHEL — Published for the first time in Englisn, the writ- 

ings of the world’s foremost authority in this field, Dr. Max J. Friedlaender, 

former Director of the Kaiser-Friedrich Museum in Berlin. Twenty-four 

colorplates of famous Flemish paintings, including seldom-reproduced details 
from other paintings. 

STYLE ROCOCO — The most distinguished American collection of French 

eighteenth century objets d'art and furniture under the reign of Louis XV 

and Louis XVI. Four pages in full color and many black and white detail 

illustrations reproduce the zenith of elegant design that reached into every 

corner of royal daily living in the age of Voltaire, Mozart and Mme. de 

Pompadour. The brilliant English critic, Cyril Connolly, writes on the period 

and contemporary taste. 

THE UNKNOWN PICASSOS — Nine masterpieces from the great 
Russian museums and collections, all reproduced in color for the first time 

in the U. S., to honor the artist's seventy-fifth birthday. With a witty article by 

the French symbolist poet and lifetime friend of Picasso, Pierre Reverdy. 

EDWARD HOPPER AND JACKSON POLLOCK — Two major Ameri- 
can painters: one the dean of American Realism whose austere, lonely can- 

vases of Cape Cod and city industrial scenes have dramatically probed his 

native landscape; the other, the most controversial painter, founder of the 

abstract “drip” school, whose enormous canvases, to be exhibited at the Mu- 

seum of Modern Art this winter, claim the serious attention of every fol- 

lower of the American advance-guard. Five plates in full color. By Parker 

Tyler, author of “The Hollywood Hallucination.” 

204 pages——-(12% by 9% inches)—FIFTY plates in 

full color and over 200 monochrome illustrations. 

FANTASTIC SCULPTURE OF THE RENAISSANCE AND BAROQUE 

—Oddities, monsters, and grotesques, made for palace gardens and cathedral 

crypts, are seen as a basic part of the fabric of European civilization. By the 

distinguished critic, Mario Praz, author of “The Romantic Agony.” 

ART NEWS OF THE YEAR — The authoritative, invaluable summing up 

of the art events of the 1955-56 season. 

Complete your ARTwws subscription with 

the widely acclaimed 1957 ANNUAL 
The 1957 ANNUAL is a beautiful volume, sturdily sewed, bound and 

printed on high-quality, heavy-weight paper stock. The color plates alone in 

the ANNUAL would cost you more than $10 if purchased separately. 

Note: As an ARTNEws reader, you have the 

privilege now of ordering up to six copies of the 

limited Publisher’s Edition of the 1957 ANNUAL 

at only $2.75 (available only directly from 

ARTwNews). Fill in and mail this coupon today! 

Demand for the limited Publisher’s Edition is 

heavy, so don’t delay. 

To: ARTnews 32 East Fifty-seventh Street, New York 22, N.Y. 

Please check item desired 

[] Enter my order for copies of the Publisher’s Edi- 
tion of the 1957 ARTnNews ANNUAL (limit 6 copies) at 

$2.75 each. 

[] Enter my subscription to ARTNews for one year (ten 
monthly issues only) at $9. 

I enclose total of $ to cover above order. 
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Art in antiques 

Before the middle of the eighteenth 
century in England, there were no 

“trained” architects, that is in the 

sense of the word as used today. 

Inigo Jones and Sir Christopher 
Wren had no formal instruction in 

architecture; Jones is believed to 

have started out as a painter and 
Wren was a Professor of Astronomy 

at Oxford. Sir John Vanbrugh was 

first a soldier, then a playwright, 

before he began drawing designs for 

buildings. Sir Robert Taylor, at 

first a sculptor, became the most suc- 
cessful architect of the mid-eight 

enth century, and appears to have 

been the first to make a practice 

of taking pupils. His greatest rival, 

James Paine, soon followed suit. 

This was a beginning, and by the 

1770s it was customary for the Lon- 

don architects to have pupils. 

Before this, clients would consult 

a master workman when planning to 

build. Roger North, a very success 

ful barrister in the early eighteenth 

century, liked to make his own de- 

signs. “For a profest architect is 
proud, opiniative and troublesome, 

seldome at hand, and a head work- 

man pretending to the designing 
part, is full of paultry vulgar con 

trivances; therefore be your owne 

architect, or sitt still,” was his sug 

gestion. He spent many hours draw- 
ing, as did many men of that period. 
It was fashionable to dabble in the 

arts and plan the remodeling of 
one’s house. For such serious ama- 

teurs, the architect’s table was a 

useful type of furniture, 

Architect’s tables 

Tables designe’ for the needs of 

architects or amateur designers are 

known from the early eighteenth 

century, but are rare. However, in 
the second half of the century they 
became more common and a number 

of examples can be found today 

which serve the triple purpose of 
being decorative pieces of furni 

ture, useful for writing and adjust- 

able for drawing. Usually the top is 
hinged and can be raised to various 

heights by struts; sometimes the top 

is double so it can be raised quite 

high and sloped to any angle. 

An early style is in the form of 
a knee-hole desk, such as the walnut 
George I example illustrated. The 
cupboard door towards the back en- 

closes a high narrow space suitable 
for blue-prints and drawings. On 

apparently ordinary tables the front 
halves of the two front legs pull out 
with a drawer in the same way as in 

the above mentioned knee-hole desk. 
This drawer is usually fitted with 
compartments for paper and drawing 
materials. Usually there is a dvuble 
rising top. Very often this type of 
table was decorated with applied 
fretwork which was so popular in 
the Chippendale period. In fact 
there is an engraving of a somewhat 
similer table in the first edition of 
Chippendale’s Director published in 
1754 (plate xu). A table of sim- 
ilar design also appears in The Uni- 
versal System of Household Furni- 
ture by Ince and Mayhew, published 
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in 1762-63. A variation of this table 

has side-brackets which, when raised, 

can support a large drawing board 
A number of architects’ tables 

appeared in contemporary paintings 
J. T. Smith in Nollekens and His 
Times claimed that John Cobb, a 
fashionable cabinet-maker of the 

mid-eighteenth century, designed a 

table with “upward and inward ris 
ing desks” which so impressed the 
painter Nathaniel Dance that he 
“easily persuaded Cobb to allow him 

to paint his portrait in exchange for 

one.” Obviously these tables served 

their purposes for artists as well 

Architect’s and artist’s tables were 

made by many of the best-known 

designers of the last half of the 

eighteenth century. In the library 

of a famous English home, Nostell 

Priory, is such a table in Neo-Classic 
style, made by Chippendale in 1767 

(and i* only cost £8, 8). 
In The Cabinet-Maker and Up 

holsterer's Drawing-Book by Thomas 
Sheraton, 1794, there are several 
types of tables or desks intended to 
serve the purpose of drawing. Among 
these is a library table with a sec- 

retary-drawer fitted for writing. Be- 

low this are three large drawers 

which the author described as suit 
able to hold drawing-paper and 

“tee squares.” The top of the table 
is divided into three sections, the 

centre can he raised and the various 
drawing utensils can be placed on 

the ends. Under the ends are shal 
low drawers, fitted to hold colors 

and instruments. Another type of 
drawing-table in the same book has 

a top that is raised by a double 
horse in any direction, added to 
which is a small flap which pulls 
out of the top to hold a model. 

Slides pull out of each end of the 
table to support instruments and 
candlesticks. There is one large 
drawer for paper and a knee-hvle is 
formed by two small drawers fitted 

for colors. It stands on four slender 

legs. In his description Sheraton 
states: “This table will be found 
highly useful to such as draw, it 
being designed from my own experi- 
ence of what is necessary for those 

who practise this art.” 
The table with the four-legged 

pedestal illustrated here is similar 
to the Sheraion design in principle. 
but in this case the side flaps are 
hinged and fold over the top. 

A great deal of ingenuity was re- 
quired in the construction of these 

tables. In most examples, the ad- 
justable part can be lifted by hand 
quite easily. The library-table type 

here illustrated requires two strong 
persons, one 21 each end, to lift up 
the top which is controlled by 
weights inside the framework. There 
is another variety that works by 
mechanical means—at the back is a 
crank by which the height and di- 
rection of the top can be adjusted. 
No matter how the mechanics of 
such tables worked, they have sur- 
vived much usage and many years, 
and are still in working-order to be 
used as functional works of art. 

Babette Craven 

George | burr walnut architect's table adapted 

from knee-hole desk, ca 1720 Frank Partridge 

Chippendale architect's table with adjustable 

“pedestal” top, mahogany, ca. 1770. A Stair 

Drafting iable with the characteristic Shera 

ton pedestal support 

Mahogany architect’s table in the nassive 

Regency style, ca. 1815. French & Co. 

& 
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Art news from 

as 

Paris by Pierre Schneider 

Avis so much internat.onal ten- 

sion, it is pleasant to come across 

evidence, if only cwltural, of 

co-operation. In this 
some 

transatlantic 

particular case, France provided the 
America—the Solomon 

R. Guggenheim Foundation, that is 

the [A.n., Apr. ‘56; Jan. 

67). nineteen countries 

selected each 

Each an 

award of $1,000; but 

lected had their chance 

grand prize: $10,000. 

rooms and 

funds 

Juries in 
six paintings five or 

national winner received 
se- 

the 

all those 

for 

First Guggenheim international 

It this selection that the Musée 
d’Art Muederne has put on display. 
It leaves one’s mind filled with un 

way answered questions, which is a 
of saying that it contains few works 

of real stature. By far the strongest 

painting in the show Willem de 
Kooning’s Interchanged, bursting at 

the seams with a kind of 
vigor, its bright yellows and purples 
clashing smoothly, as do the waves, 

into harmony. Next to it may be 

mentioned the contributions from 

Riopelle, Tobey, Vieira da Silva and 
(though these two, entered 

is 

yocose 

Hartung 
in a bizarre category called “Europe 

and Africa,” were not shown at 

their best), and Matta, for once 

more occupied with plastic values 
than with superscience-fictions. 

For the rest, one has to fall back 

on perilous considerations about na 

tional tendencies, though it should 

be remembered that the general 

policy (followed with few excep 

tions) of chosing a single work by 

each artist tends to bring out com- 

mon traits rather than individualli- 

ties. At any rate, it appears that 
conservatism and radicalism are 

struggling as hard in Belgian paint 

ing as the Flemish and the Wal 

loons. South America is still suffer- 

ing from folkloritis. Italy is, as the 

French say, dans le bain sometimes 

to the point of drowning: Guttuso’s 

in 1913, 

at Galerie Fricker. 

Herbin’s Seated Woman, 

“Around Cubism”; 

Sterratori, strictly realistic, and Ve- 

dova’s jelty abstraction meet in 

chaos. England’s contribution see- 

saws between the tasteful adapta- 
tions of de Staél by Peter Kinley 

and the violence, too deliberate not 
to be slightly factitious, of Bratby 

or Allen Davie. Switzerland swears 

by Euclid, and so does half of Den 

mark, the other half being addicted 

to bland Realism. The Central 

European sections are interesting, 1 

not for esthetic reasons 

It surprising to find Yugoslavia 

turning to Klee and Manessier, and 

still more startling to come upon 
intimations of Bonnard and de Ker 

madec in Poland. The United States 

is the country where skyscrapers rise 
next to Elizabethan cottages: they 

have sent Tobey and Burchfield, de 
Kooning and Jack Levine, as well as 

Stuart 

section (Grom 

Desnoyer 

altogether 

is 

familiar ambassador, 

The French 

aire, Reaudin, Bazaine, 
Chastel) scandalizes nor ex 

cites. 

As a matter of fact, that seems to 

chief aim of the vari 

that 

Davis. 

neither 

have been the 

ous juries: to settle on a comfortable 

middle-ground. The figurative choices 

are, on the whole, not too old-fash 

ioned;: the non-figurative ones, not 

too newfangled. The show succumbs 

to an idea of the existence of an 

international level of workmanship 
that finds its course between, and 

short of, the fruitful success and 

the seminal failure. And so, it is 

quite normal that the Grand Prize 

should have been awarded to Ben 

Nicholson. 

Weighing abstraction 

Less synthetic works have at least 

the merit of posing the problem of 

figuration clearly. Thus it 

now that those holes which the men- 

appears 

tal image opened in the figurative 

cenvas, those holes condemned by 

Gauguin and his successors, provided 

the picture with a much needed 
breathing space: it turned surface 

into space. Suppress the image, as 

well as the conventions that used to 

and the surface threat- 
an oppressive mate- 

establish it 

ens to 

rial opacity. Paint tends to become 
thick, more than a medium: a uni 
verse, in which the painter splashes 

in search of an There are 
several instances of this phenomenon 

at Galerie 

Stadler. 

acquire 

order. 

in current group shows 

Rive Droite and 
Hosiasson leans on geology, Tapiés 
escapes into a manner of aerial sur- 
veying. Bernard Schultze is partly 

the voyager adrift on a pre-static 

world and partly the cock turning 

his ladle in a rich gravy (Studio 
Facchetti). It is as if they sought 

that matter had its 
intentions. In this 

one of the 

a young 

Galerie 

wo us 

and 

framework, 

to prove 

own spirit 

pantheistic 

most successful artists 

[Continued on page 50) 

is 

Art news from 

Pe about national 

schools tempt writers into a no-man’s 
land between geography and art 

history. 

Geo-art 

They talk about the dual French 

traditions of grace and reason, about 

the great Italian wine, “humanism,” 

which changes when it travels, and, 
with the various British exhibitions 

New Yor’: about the oddity of 

This last is represented 

in 

British art. 

in terms of a pseudo-anthropology, 

as a tradition of which, 

of course, is no tradition at all. The 

list changes but the eccentrics are 

likely to include Fuseli, Blake, Ros- 

setti, Stanley Spencer and Francis 
Bacon. Or, British art is supposed 

to be “literary,” because England 

is a nation of poets—or is it shop- 

keepers? But all art has an icono 
graphical meaning and it is hard to 

“literary” functions as a 

means 

eccentrics, 

see how 

smear word unless it every 

thing in a picture which is not, at 
heart, conical, cylindrical or square. 

The fact that British art 
under-defined and, therefore, wide 

open to the most vivid and compre 
hensive abstractions. (American art 

similar risks the British 

There is a shortage of ac 

curate information and of critical 

insight. For example, owing to the 
nebulous state of British art studies 
Stephen Spender could write in 
ARTwews [ Nov. 53] that the Euston 

Road Group (he meant School) 
consisted of William Coldstream. 

Graham Bell, Lawrence Gowing and 
Victor Pasmore, thus putting Gow- 
ing, then a teen-age student at the 

School, in place of Claude Rogers 
who, with the others, made up the 
teaching staff. What if 

British art to what 

it is, is not high-level geography, but 

research, with specific and clearly 
individual artists 

is is 

runs in 

press.) 

is needed, 

be seen fc r is 

stated into 

and movements. 

aims, 

Moderate avant-garde 

A generalization that can be made 

about British painting of the past 
sixty cr so years is that there is 
usually a time-lag between Con- 

tinental innovation and British use 
of it. This can be seen in the case 
of the Camden Town group, which 
assimilated, rather late in the day 
(it was founded in 1911), aspects 
of Post-Impressionism (dense paint, 
geometric design, partial flatness) 
to the British tradition of topo 

graphic perspective drawing. Over 
the last three years a series of ex- 

hibitions arranged by the Arts Coun- 
cil has shown the work of the lead- 
ing painters of this group—Harold 
Gilman, Spencer Gore, Charles Gin- 
ner and, now, Robert Bevan (1865 

1925). 

Bevan is unique in that he was 
modern without the usual time-lag: 

London by Lawrence Alloway 

Henri Gaudier-Brzeska Sel/-Portrait, 1913, 

in his exhibition at the Arts Council 

he spent two years at Pont Aven 

with Gauguin, whose influence, along 

with van Gogh's, is clearly shown 

his graphic work of the "90s. 
the early years of this 

he painted Polish land- 

in a Fauve manner. Years 

ahead of anybody Britain, 

he made avant-garde styles work for 

Instead of following up Post 
and decora- 

about 

in 

Then, 

century, 

in 

scapes 

else in 

him. 

Impressionist freedom 
tiveness, however, he 

synthesizing his early 

technique with realist interests. Van 
Gogh’s laborers and Gauguin’s peas- 

set 

modernist 

ant girls were translated into nat 

uralistic figures that might have 
come from Punch (‘in the manner 
of Phil May) and a series of horses 

in cab yards with the flat 

precision of Divisionism but grad- 
ually assumed the classical linearism 
of George Stubbs. 

Why do British artists tame lively 

originals? It seems to be related 

to the complacency with which the 

began 

time-lag has, until very recently, 

been accepted. In both cases there 
is a of moderateness, either 

keeping out the wild new data until 
it has been tested or of admitting 

it into molds flexible enough to con- 

tain it. It not simply timidity, 
because Bevan (like the other mem- 

bers of the Camden Town group) 

did what he had to do without any 
sense of yielding to pressure from 

official art circles. The organizer of 
the Bevan exhibition supplies an 
answer when he states his prefer 

ence for the later works because 

“for all the obvious and undoubted 

merit of his other work, it is by 

these paintings, in a country still 
rural at heart, that Robert Bevan 
will be remembered” (my italics). 

This pretense that Britain is still 

pastoral part of a complex of 
values. It appears not only in the 
artist who tests new styles by mak 

[Continued on page 61) 
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Art news from 

Los Angeles by Jules Langsner 

I. an exhibition titled “The Men of 

Forty,” the Pasadena Art Museum 

presents the Barbizon School. Bor 
rowed from Pacific Coast museums, 

are leafy oils and drawings by Corot, 

Daubigny, Diaz, Harpignies, Jacque, 
Millet, Rousseau and Troyon which 

almost succeed in making one an 

enthusiast of the joys of pastoral 
life. 

Barbizon west 

Once choice museum possessions, 

these mid-nineteenth-century paint 

ings of an idyllic and herbaceous 

nature now suffer the unhappy fate, 
more often than not, of being tucked 

away in obscure nooks and crannies. 

Innovators in their day, the Barbizon 
painters nudged open the door to 

the light-immersed pictures of the 
Impressionists. Consequently there is 

a tendency to waive aside the Barbi- 
zon School as a footnote, an episode 

that served a higher purpose. But 
there is something to be said for 
footnotes. | found the Barbizon show 
rewarding as well as instructive. 

True, some of the paintings of 
cowherds and shepherds tendir 
their flocks are a bit on the sticky 

side. On the other hand, more than a 
few landscapes in the exhibition are 
fresh in their direct representation 
ot nature 

Take Harpignies’ The Millstream 
from the Haggin Art Galleries in 
Stockton. Trees, houses, water, sky 

are sparkingly crisp, as if seen with 
rain-washed eyes. Daumier’s House 
by Daubigny, in contrast, is soft, 

mistily atmospheric, hazed blue sky 
delicately echoed in trees, winding 
road and retreating figure. Daubigny, 

like Théodore Rousseau, is closer to 
what one had thought of as the pro 
totype of Barbizon painting, sub 
merging detail, as he does, in low- 

keyed atmosphere to create a har 
monious ensemble. 

The Barbizon paintings at Pasa 
dena are steeped in nature. It is 

wature sketched in the open, but 
painted in the studio, and free of the 

grandiloquent heroics of the aca- 
demies. But the Barbizon painters 
subscribed to a different mythology: 
the état primitif of Jean-Jacques 
Rousseau; nature as the garden of 
uncorrupted man. It is the benign 
side of Romantic nature, not the 
awesome, threatening landscape of a 
Charlotte Bronté. 

Fischinger 

You step out of the mid-nineteenth 

century murmurous vision of nature 

at Pasadena into the Oskar Fisching- 
er exhibition in an adjacent gallery 
and find yourself smack in the 

twentieth century. Best known as a 

pioneer of abstract film, Fischinger 
the painter has had to take second 
billing—perhaps because the stamp 
of the abstract film aniv ator is un- 
mistakable in his canvases. He car- 
ries over into painting images found 

20 

in the films, not to mention his fre- 

quent concern with propelling ab 
stract shapes in continuous motion. 
Thus the pinwheel motif of Yellow 
Voon spins across a kind of planet 
ary space in a concentric arc. In 
checker-board paintings like Distant 
Rectangular Forms, an over-all grid 
of small rectangles is made to pul- 
sate by color progressions moving 

step-wise through the picture. Many 
of the paintings are, as a matter of 
fact, extracted from Fischinger’s 

films 
Animation of clean-edged abstract 

shapes by no means accounts for the 
Fischinger oeuvre. There are spon- 
taneous improvisations suggesting 

roughly-textured fragments of organ- 
ic matter microscopically enlarged, 
as in the folded layers of earth color 
in Below the Surface. Here all traces 
of the Fischinger films have slipped 
away. 

Quite a few artists here are em- 
ployed in the film industry. They 
are animators, designers, scene 
painters. It is a livelihood usually 
separated by a wide gulf from their 
work as painters. Fischinger is a 
notable exception. A solo film-maker, 
he shoots the thousands of frames 
in a room scarcely the size of a 
closet for each of his abstract films. 
He uses film as a springboard for 

painting and painting as an idea 
source for film 

Engel 

Jules Engel, color-director at wpa, 

is a painter who doubles as a film 
animator without letting either 

career impinge on the other. His ex- 
hibition of recent abstract oils and 
gouaches at Paul Kantor Gallery is 

a demonstration of impeccable taste. 
Always a fluent stylist, Engel is 

shifting away from the trapezoidal 
forms in deep space, long his signa- 
ture, to more evanescent abstract 

impressions. The most recent paint- 
ings are in pale, almost languid yel- 
lows webbed in delicate, filmy pas- 
sages, accented here and there by 

slivers of orange and white. There 

are also vestiges of early Engel in 

the show. In pictures like Refrac- 
tions, 2, racing line intersects icy 

blue and white crevices set in deep 
space. It is a poetic image trans- 
muted into visual stenography: the 

icy blue ambience it creates is as 
distant from the warmth of the yel- 
low series as the poles. Cityscape, 

1955, employs a squiggly white line 
on a deep blue field that becomes a 
tangled matting irradiated by light. 

No trace of a city, as such, is visi- 
ble; rather it is a poetic analogy of 
cityness. All in all, the show is 
Engel’s best effort to date. 

California drawings 

The exhibition of “California Draw- 
ings” at the new branch of the Uni- 
versity of California at Riverside 
[Continued on page 62] 

Art news from 

San Francisco by Herschel B. Chipp 

Tie struggle for getting art in pub- 
lic places has suffered another set- 
back here. Martin Snipper, director 
of the civic Art Festival, and the Art 
and Library Commissioners thought 
that they had a good plan—to sus- 
pend numerous small awards former- 
ly offered by the Art Festival and in- 

stead offer one large prize, a com- 

mission for a work that would be 
permanently installed in a _ public 
building. The site was an inside wall 
in the new, modern Marina branch 
library, to be emellished in any 
suitable medium. 

Rejected tapestry 

The winner of the $2,000 award, se 

lected by a well-known jury, had 
everything that it takes for accept- 
ance by the enlightened layman, 
they thought. Mark Adams’ tapestry 
design, Phoenix and the Golden 

Gate, referred to a theme nostalgic 
to San Franciscans, the resurgence 

of the city after the 1906 fire; the 
phoenix and other objects were 
clearly identifiable; and it was ex- 

pressed in a decorative stylization 
familiar from Coptic times down to 
Lurcat. 

The Library Commission members 
were, however, “guided in their 

thinking,” accordiug to the secre 
tary’s report, by member René 
Vayssie, who led them in a unani- 
mous refusal to hang the work. Hotel- 
man Vayssie, while admitting his 

lack of artistic “knowledge,” led his 
colleagues in a statement to the 

press that attacked abstract art and 
compared the tapestry design un- 

favorably with the work of school- 
children. Once again an important 
decision on public art has been 
made by admittedly uninformed per- 

sons. 

One-man shows 

Pau! Wonner’s second one-man show 
reveals a continued growth in power 
and maturity. This is painting that 

is rooted in deep and intense feel- 
ings projecting themselves directly 
into the pigment, evoking vague, or- 
ganic shapes, tender and sensitive, 
which may suddenly become the 
fragmented contour of a human fig- 
ure.. The paint drenches the canvas 
in a cool glow of greyed colors that 
pulse, quiver and flow. 

In his recent first one-man show, 
Wally Hedrick exhibited paintings 

and sculpture motivated by wry and 
witty comments, often incorporated 
as inscriptions in the pictures. His 
quasi-Dadaist jibes at institutional- 
ized art, however, are embodied in 

an inventive line and rich, archaistic 
paint surfaces (both at California 
School of Fine Arts). 

Sonia Gechtoff’s first showing 
presents paintings with highly ac- 
tivated surfaces that gracefully 
flicker in an almost hypnotic rhythm 
of concentration and relaxation of 

tensions. She is a master of rich 

pigment and has become more ac- 
tively involved with form (De 

Young Museum). 
The newest little gallery is Eric 

Locke's, giving special attention to 

contemporary European painters 
most recently watercolors by Ernst 
Wilhelm Nay. Like Kandinsky near- 
ly a half century ago, Nay uses spots 
of color in a “musical” arrangement. 

The results are merely pleasant and 
tasteful. 

Bay print-makers’ society 

The second national exhibition of 
this new group comes mainly from 
West Coast centers, reflecting a de- 
cided resurgence of activity under 

such .leaders as John Paul Jones, 
Leon Goldin, Nathan Oliviera and 
Karl Kasten. The liberating effects 

of recent abstract painting have 

stimulated an experimental attitude 
among these print-makers, all of 
whom are also painters. In their ex 
periments the chance activity of 
acid, scraper or roller are often ex 
ploited. Richard Ruben’s serigraph 
took the top award, with other out 
standing prizes going to Uldis Krum- 

ins, Karl Kasten and John Paul 
Jones (Oakland Art Museum). 

CGroup-show winners 

The numerous group exhibitions 

that substitute for one-man gallery 
shows here have produced several 
outstanding works. Elmer Bischoff's 

top award Orange Sweater is a mas- 
terfully organized painting and yet 

it is the subtlest kind of under 

statement. It is a painterly painting, 
as is often seen with this artist, of 
close values and subdued, cool color, 
and yet it holds up when seen either 
close or at a distance. His interest 

in representation seems to strike a 

serene balance with formal elements. 
Other important award winners were 

James Kelly’s richly textured work 
and John Haley's powerful, ecstatic 
Revel in vibrant color (Richmond 
Art Center annual). 

The San Francisco Art Associa- 
tion’s unjuried member's show seems 
to demonstrate the completeness 
with which postwar abstract styles 
have formed the basis for current 
variations. There is scarcely such a 
thing as a middle ground in pres- 
ent activities—either a man is on 
the firing line or he is only a fol- 
lower of someone who is. He may 
also be in a position that was a fir- 
ing line ten or even two years ago, 
in waich case he is only a tourist 

visit:ag the battlefield. Being on the 

firing line today is hardly a matter 
of degree of abstraction—it is an 

attitude that is obsessed with the 
idea of change and with new sensa- 
tions of vision; it is dominated by 
a sense of “now,” but it also looks 

with openness to the future. The 
[Continued on page 60] 
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Art n2ws from 

Chicago by A. James Speyer 

ik Sixty-second Exhibition has 

opened at the Art Institute and will 
remain on view through March 3. 

Americana annual 

A departure from tradition this year 
is inclusion of forty-five »aintings 
which Katherine Kuh assembled for 
the Venice Biennale last summer 
LA.n., Sept. '56). The remaining 126 
paintings and sculptures in the an- 
nual selected by Frederick 
Sweet, Curator of American Paint- 

ing at the Institute. Ten prizes, 
amounting to more than $7,000, were 

awarded by jurors Dorothy Miller, 
Arthur Osver and Theodore Roszak. 
The top 2,000 and 
medal, went to Seymour Lipton’s 
The Cloak, a dignified. columnar 
composition, nearly 10 feet high 
easily the outstanding sculpture in 
the exhibition. (As an aside, the 

Logan Medal which formed part of 
Lipton’s award was redesigned this 

vear by David Smith, on direct com- 

mission from the Art Institute. The 

result is an intriguing little abstract 
plaque 3% 

were 

prize, a gold 

inches in diameter, in 

relatively high relief.) The second 

prize, also with the Logan Medal, 
but with $1,000, went to James 

Brooks’ 

heavy, flat reds and greens set out 
with black somber, 
dappled might 
complement an architectural space 

slick and super- 
with 

large, squarish canvas of 

handsome, 

decoration which 

but seems awfully 
ficial by contrast 

neighbors in the present show. Hed 

da Sterne and Franz Kline each re- 
ceived prizes for their, by now, well 

known and outstanding Biennale 
entries. Keith Finch placed with 
Standing Figure, a compelling paint- 
ing of shifting substance—elusively 

solid and architectural one moment, 
a series of fluttering rags the next, 

a mood disconcerting, almost frantic. 

Kenzo Okada won an award with 
Marsh, a landscape of blurred re- 

flections hinting limpid depths under 
turbid, painted surface. Theodore 
Appleby, a young American living 
in Paris, a prize for his 
painting, Composition Grey, like sea 

some of its 

received 

spray in a wind. Other jury selec- 

Institute's new Logan The Chicago Art 

Medal (3% inches wide) by David Smith. 
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tions were Joseph Cornell's beauti- 
ful little box, white and washed-out 
blue, clean scrubbed, salt scoured, 

with celestial charts and crescent 
mirror fragments to give the key; 
John Miller’s Collage, the seductive 
combination of paint and paper 
which was one of the best entries 
in Chicago’s Momentum show last 
pring; Marianna Pineda’s Visita- 
tion, a mildly mannered, naturalistic 
bronze of the two standing female 
figures. The exhibition is a good one. 
It is not exciting; in fact, it is 
rather quiet, but the intention is to 
give a general picture of activity in 
the visual arts in the United States, 
and to the extent that some of these 
trends are dull, so is the show. Com- 
ing after the Whitney, it is almost 
pure delight. The Biennale group 
has been of particular interest to 
Chicagoans after all its publicity. 
Naturally it does not kave the same 

impact here as in Venice. It looks 
well, but is inevitably less cohesive. 
Other than prize winners or the Bi 
ennale group, there are some strik- 
ing exhibits, such as Joan Mitchell's 
splendid Monongahela; Larry F ivers’ 
vast Studio; Edward Corbeit’s 
Mount Holyoke, 39; David Smith's 

Tank-Totem, gawky and _ jolting; 

Theodore Roszak’s gory, flashing 
Firebird; Mar ‘inelli’s super-romantic 
Taurbolia; and many more. Actual 

ly, there are very few real horrors 

included, and these are all in the 
back room. 

Martyl 

Marty! (Mrs. Alexander Langsdorf) 
has earned a position in Chicago 

during the past ten or more years as 
respected 

painters. Now showing at the Charles 
Feingarten Gallery [to March 1), 
her airy, fresh abstractions of land- 
scape, cityscape and groups of child- 
ren catch the essence of a scene in 
easy, well-constructed canvases where 
tonality is generally more emphatic 
than color. Martyl is weak in pro- 
portion to the extent that she will- 
fully deforms for the sake of design 

successful in simplifica- 
tions of nature where design emerges 
convincingly without affectation. 

She is always strong, only occasional- 
ly too hard, and in her portrayals of 
little children shows a rare, un- 

sentimental sweetness. 

one of the city’s most 

and most 

Chicago's own 

Fairweather Hardin Gallery has 
timed a group show of their Chicago 
painters to coincide with the Amer- 
ican annual. The artists are Francis 
Chapin, Arthur Osver, Joyce Trei- 
man, Margo Hoff, Eleanor Coen and 
Max Kahn. Osver’s Chiesa is a con- 
vincing and ingenious use of Italian 
Gothic striped marble as a point of 
departure for a pretty design which 
sums up flowing Italy against a 
pistachio green sky. Margo Hoff 
[Continued on page 50) 
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irt news from 

Los Angeles by Jules Langsner 

i. an exhibition titled “The Men of 
Forty,” the Pasadena Art Museum 

presents the Barbizon School. Bor 
rowed from Pacific Coast museums, 

are leafy oils and drawings by Corot, 

Daubigny, Diaz, Harpignies, Jacque, 
Millet, Rousseau and froyon which 

almost succeed in making one an 

enthusiast of the joys of pastoral 
life. 

Barbizon west 

Once choice museum possessions, 
these mid-nineteenth-century paint 

ings of an idyllic and herbaceous 

nature now suffer the unhappy fate, 
more often than not, of being tucked 

away in obscure nooks and crannies. 
Innovators in their day, the Barbizon 
painters nudged open the door to 
the light-immersed pictures of the 

Impressionists. Consequently there is 
a tendency to waive aside the Barbi- 
zon School as a footnote, an episode 
that served a higher purpose. But 

there is something to be said for 

footnotes. I found the Barbizon show 
rewarding as well as instructive 

True, some of the paintings of 

cowherds and shepherds tending 
their flocks are a bit on the sticky 

side. On the other hand, more than a 
few landscapes in the exhibition are 
fresh in their direct representation 
of nature 

Take Harpignies’ The Millstream 
from the Haggin Art Galleries in 

Stockton. Trees, houses, water, sky 
are sparkingly crisp, as if seen with 
rain-washed eyes. Daumier’s House 
by Daubigny, in contrast, is soft, 

mistily atmospheric, hazed blue sky 
delicately echoed in trees, winding 

road and retreating figure. Daubigny, 
like Théodore Rousseau, is closer to 
what one had thought of as the pro 
totype of Barbizon painting, sub 
merging detail, as he does, in low- 

keyed atmosphere to create a har 
monious ensemble. 

The Barbizon paintings at Pasa 
dena are steeped in nature. It is 
nature sketched in the open, but 
painted in the studio, and free of the 
grandiloquent heroics of the aca- 
demies. But the Barbizon painters 
subscribed to a different mythology: 
the état primitif of Jean-Jacques 

Rousseau; nature as the garden of 
uncorrupted man. It is the benign 
side~of Romantic nature, not the 
awesome, threatening landscape of a 
Charlotte Bronté. 

Fischinger 

You step out of the mid-nineteenth 
century murmurous vision of nature 

at Pasadena into the Oskar Fisching- 
er exhibition in an adjacent gallery 
and find yourself smack in the 

twentieth century. Best known as a 
pioneer of abstract film, Fischinger 
the painter has had to take second 
billing—perhaps because the stamp 
of the abstract film animator is un- 
mistakable in his canvases, He car- 
ries over into painting images found 

20 

in the films, not to mention his fre- 

quent concern with propelling ab 
stract shapes in continuous motion. 
Thus the pinwheel motif of Yellow 
Voon spins across a kind of planet 
ary space in a concentric arc. In 
checker-board paintings like Distant 

Rectangular Forms, an over-all grid 

of small rectangles is made to pul- 
sate by color progressions moving 
step-wise through the picture. Many 
of the paintings are, as a matter of 
fact, extracted from Fischinger’s 

films 

Animation of clean-edged abstract 

shapes by no means accounts for the 
Fischinger oeuvre, There are spon- 
taneous improvisations suggesting 

roughly-textured fragments of organ- 

ic matter microscopically enlarged, 

as in the folded layers of earth color 
in Below the Surface. Here all traces 
of the Fischinger films have slipped 
away. 

Quite a few artists here are em- 
ployed in the film industry. They 
are animators, designers, scene 

painters. It is a livelihood usually 
separated by a wide gulf from their 
work as painters. Fischinger is a 
notable exception. A solo film-maker, 
he shoots the thousands of frames 
in a room scarcely the size of a 
closet for each of his abstract films. 
He uses film as a springboard for 
painting and painting as an idea 

source for film. 

Engel 

Jules Engel, color-director at UPA, 
is a painter who doubles as a film 
animator without letting either 
career impinge on the other. His ex 
hibition of recent abstract oils and 
gouaches at Paul Kantor Gallery is 
a demonstration of impeccable taste. 
Always a fluent stylist, Engel is 

shifting away from the trapezoidal 
forms in deep space, long his signa- 

ture, to more evanescent abstract 
-Impressions. The most recent paint- 

ings are in pale, almost languid yel- 
lows webbed in delicate, filmy pas- 
sages, accented here and there by 
slivers of orange and white. There 
are also vestiges of carly Engel in 
the show. In pictures like Refrac- 
tions, 2, racing line intersects icy 
blue and white crevices set in deep 
space. It is a poetic image trans- 
muted into visual stenography: the 
icy blue ambience it creates is as 
distant from the warmth of the yel- 
low series as the poles. Cityscape, 
1955, employs a squiggly white line 
on a deep blue field that becomes a 
tangled matting irradiated bv light. 
No trace of a city, as such, is visi- 
ble; rather it is a poetic analogy of 
cityness. All in all, the show is 

Engel’s best effort to date. 

California drawings 

The exhibition of “California Draw- 
ings” at the new branch of the Uni- 
versity of California at Riverside 
[Continued on page 62) 

Art news from 

San Francisco »y Herschel B. Chipp 

Wie struggle for getting art in pub- 

lic places has suffered another set- 
back here. Martin Snipper, director 
of the civic Art Festival, and the Art 
and Library Commissioners thought 
that they had a good plan—to sus- 
pend numerous small awards former 
ly offered by the Art Festival and in- 

stead offer one large prize, a com- 
mission for a work that would be 
permanently installed in a _ public 

building. The site was an inside wall 
in the new, modern Marina branch 
library, to be embellished in any 

suitable medium. 

Rejected tapestry 

The winner of the $2,000 award, se- 
lected by a well-known jury, had 
everything that it takes for accept- 
ance by the enlightened layman, 
they thought. Mark Adams’ tapestry 
design, Phoenix and the Golden 

Gate, referred to a theme nostalgic 

to San Franciscans, the resurgence 

of the city after the 1906 fire; the 
phoenix and other objects were 

clearly identifiable; and it was ex 

pressed in a decorative stylization 
familiar from Coptic times down to 

Lureat. 

The Library Commission members 
were, however, “guided in their 
thinking,” according to the secre 

tary’s report, by member René 
Vayssie, who led them in a unani- 
mous refusal to hang the work. Hotel- 
man Vayssie, while admitting his 

lack of artistic “knowledge,” led his 

colleagues in a statement to the 

press that attacked abstract art and 
compared the tapestry design un- 

favorably with the work of school- 
children. Once again an important 
decision on public art has been 
made by admittedly uninformed per- 
sons. 

One-man shows 

Paul Wonner’s second one-man show 
reveals a continued growth in power 
and maturity. This is painting that 
is rooted in deep and intense feel- 
ings projecting themselves directly 
into the pigment, evoking vague, or- 

ganic shapes, tender and sensitive, 
which may suddenly become the 

fragmented contour of a human fig- 
ure. The paint drenches the canvas 
in a cool glow of greyed colors that 
pulse, quiver and flow. 

In his recent first one-man show, 
Wally Hedrick exhibited paintings 
and sculpture motivated by wry and 
witty comments, often incorporated 
as inscriptions in the pictures. His 
quasi-Dadaist jibes at institutional. 
ized art, however, are embodied in 
an inventive line and rich, archaistic 
paint surfaces (both at California 
School of Fine Arts). 

Sonia Gechtoff’s first showing 
presents paintings with highly ac- 
tivated surfaces that gracefully 
flicker in an almost hypnotic rhythm 
of concentration and relaxation of 

tensions. She is a master of rich 

pigment and has become more ac- 
tively involved with form (De 

Young Museum). 
The newest little gallery is Eric 

Locke's, giving special attentiun to 
contemporary European painters 

most recently watercolors by Ernst 
Wilhelm Nay. Like Kandinsky neer- 
ly a half century ago, Nay uses spots 
of color in a “musical” arrangement. 

The results are merely pleasant and 
tasteful. 

Bay print-makers’ society 

The second national exhibition of 
this new group comes mainly from 
West Coast centers, reflecting a de- 

cided resurgence of activity under 

such -leaders as John Paul Jones, 
Leon Goldin, Nathan Oliviera and 
Karl Kasten. The liberating effects 

of recent abstract painting have 
stimulated an experimental attitude 
among these print-makers, all of 

whom are also painters. In their ex 
periments the chance activity of 

acid, scraper or roller are often ex 
ploited. Richard Ruben’s serigraph 
took the top award, with other out 
standing prizes going to Uldis Krum- 

ins, Karl Kasten and John Paul 
Jones (Oakland Art Museum) 

Group-show winners 

The numerous group exhibitions 
; that substitute for one-man gallery 

shows here have produced several 
outstanding works. Elmer Bischoff's 
top award Orange Sweater is a mas- 
terfully organized painting and yet 
it is the subtlest kind of under- 
statement. It is a painterly painting, 
as is often seen with this artist, of 

close values and subdued, cool color, 
and yet it holds up when seen either 
close or at a distance. His interest 

in representation seems to strike a 

serene balance with formal elements. 
Other important award winners were 

James Kelly's richly textured work 

and John Haley's powerful, ecstatic 
Revel in vibrant color (Richmond 
Art Center annual). 

The San Francisco Art Associa- 
tion’s unjuried member’s show seeme 
to demonstrate the completeness 
with which postwar abstract styles 
have formed the basis for current 
variations. There is scarcely such a 
thing as a middle ground in pres- 
ent activities—either a man is on 
the firing line or he is only a fol- 
lower of someone who is. He may 
also be in a position that was a fir- 
ing line ten or even two years ago, 
in which case he is only a tourist 
visiting the battlefield. Being on the 
firing line today is hardly a matter 
of degree cf abstraction—it is an 
attitude that is obsessed with the 
idea of change and with new sensa- 
tions of vision; it is dominated by 

a sense of “now,” but it also looks 
with openness to the future. The 

[Continued on page 60] 
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Art news from 

Chicago by A. James Speyer 

r... Sixty-second Exhibition has 
opened at the Art Institute and will 
remain on view through March 3. 

Americana annual 

A departure from tradition this year 
is inclusion of forty-five paintings 

which Katherine Kuh assembled for 
the Venice Biennale last summer 
[A.n., Sept. °56]. The remaining 126 
paintings and sculptures in the an- 

Frederick 

Sweet, Curator of American Paint- 
ing at the Institute. Ten 
amounting to more than $7,000, were 

awarded by jurors Dorothy Miller, 
Arthur Osver and Theodore Roszak. 
The top prize, $2,000 and 
medal, went to Seymour Lipton’s 
The Cloak, a dignified, columnar 

composition, nearly 10 feet high 
easily the outstanding sculpture in 
the exhibition. (As an aside, the 

Logan Medal which formed part of 

nual were selected by 

prizes, 

a gold 

Lipton’s award was redesigned this 

year by David Smith, on direct com- 

mission from the Art Institute. The 

result is an intriguing little abstract 

plaque 3% inches in diameter, in 
relatively high relief.) The second 

prize, also with the Logan Medal, 
but with $1,000. went to James 

Brooks’ 
heavy, flat reds and greens set out 

with black—a somber, 

dappled decoration might 
complement an architectural space 

large, squarish canvas of 

handsome, 

which 

but seems awfully slick and super 
ficial by contrast with some of its 

neighbors in the present show. Hed- 
da Sterne and Franz Kline each re 
ceived prizes for their, by now, well 

knewn and outstanding Biennale 

entries. Keith Finch placed with 
Standing Figure, a compelling paint- 
ing of shifting substance—elusively 

solid and architectural one moment, 

a series of fluttering rags the next, 

a mood disconcerting, almost frantic. 

Kenzo Okada won an award with 
Marsh, a landscape of blurred re- 
flections hinting limpid depths under 
turbid, painted surface. Theodore 
Appleby, a young American living 
in Paris, received a prize for his 
painting, Composition Grey, like sea 

spray in a wind. Other jury selec- 

The Chicago Art Institute's new Logan 

Medal (2% inches wide) by David Smith. 

FEBRUARY 1957 

tions were Joseph Cornell's beauti- 
ful little box, white and washed-out 
blue, clean scrubbed, salt scoured, 
with celestial charts and crescent 
mirror fragments to give the key; 
John Miller's Collage, the seductive 

combination of paint and paper 
which was one of the best entries 
in Chicago’s Momentum show last 
spring; Marianna Pineda’s Visita- 
tion, a mildly mannered, naturalistic 
brenze of the two standing female 

figures. The exhibition is a good one. 
It is not exciting; in fact, it is 
rather quiet, but the intention is to 

give a general picture of activity in 
the visual arts in the United States, 
and to the extent that some of these 
trends are dull, so is the show. Com- 
ing after the Whitney, it is almost 

pure delight. The Biennale group 
has been of particular interest to 
Chicagoans after all its publicity. 

Natur<!ly it does not have the same 
impact here as in Venice. It looks 
well, but is inevitably less cohesive. 

Other than prize winners or the Bi- 
ennale group, there are some strik- 
ing exhibits, such as Joan Mitchell's 
splendid Monongahela; Larry Rivers’ 
vast Studio; Edward Corbett’s 

Mount Holyoke, 39; David Smith's 

Tank-Totem, gawky and _ jolting; 
Theodore Roszak’s gory, flashing 
Firebird; Martinelli’s super-romantic 
Taurbolia; and many more. Actual- 
ly, there are very few real horrors 

included, and these are all in the 

back room 

Martyl 

Marty! (Mrs. Alexander Langsdorf) 
has earned a position in Chicago 
during the past ten or more years as 
one of the city’s most respected 

painters. Now showing at the Charles 
Feingarten Gallery [to March 1], 
her airy, fresh abstractions of land- 
scape, cityscape and groups of ch.ld- 
ren catch the essence of a scene in 
easy, well-constructed canvases where 
tonality is generally more emphatic 
than color. Martyl is weak in pro- 
portion to the extent that she will 
fully deforms for the sake of design 

and most successful in simplifica- 
tions of nature where design emerges 

convincingly without affectation. 

She is always strong, only occasional- 
ly too hard, and in her portrayals of 
little children shows a rare, un- 
sentimental sweetness. 

Chicago’s own 

Fairweather Hardin Gallery has 
timed a group show of their Chicago 
painters to coincide with the Amer- 
ican annual, The artists are Francis 
Chapin, Arthur Osver, Joyce Trei- 
man, Margo Hoff, Eleanor Coen and 
Max Kahn. Osver’s Chiesa is a con- 
vincing and ingenious use of Italian 
Gothic striped marble as a point of 
departure for a pretty design which 
sums up flowing Italy against a 
pistachio green sky. Margo Hoff 
[Continued on page 50] 
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i. my end is my beginning” might well have been the motto of 

Robert Sterling Clark, as it was that of Mary Queen of Scots. 

Since his death on December 30 at the age of seventy-nine, the 

world is beginning to discover how astonishingly much he pro- 

vided to continue and to grow long beyond his own fertile life- 

time—and not only in terms of money or even of art bought 

with money. 

The art world has, of ccurse, a special interest in these 

benefactions, which far outdistance the conventional path to 

immortality by way of a museum bequest. What Robert Sterling 

Clark and his wife have launched is not only a philosophy em- 

bodied in a unique institution but an entire working plan that 

now clearly is well enough endowed to last for a very long time. 

The institution is, of course, the Sterling and Francine Clark 

Art Institute in Williamstown, Mass., whose amazing possessions 

have gradually begun to be unveiled within the last year and a 

half [A.n., Summer °55, Summer °56, Sept. °56]. 

Although the story needs to be told only briefly again in 

these pages, this superb gallery building in the Berkshires is 

a recent construction to hold and display the hundreds of paint- 

ings, drawings and old prints, and further hundreds of objects 

Mr. and Mrs. Robert Sterling Clark in 1942, sketched by 

Paul Clemens, examining some drawings at Durand-Ruei. 

Editorial 

Collection into great museum 

of art, which Mr. and Mrs. Clark had been collecting for more 

than a half-century. And the distinction of the collection is, of 

course, that it mixes—always with numerical emphasis on the 

idea behind the latter of each pair, yet nonetheless mixes— 

Bouguereau with Renoir, Sargent with Degas, Remington with 

Toulouse-Lautrec, and so on. Not as a trick nor as a tour-de- 

force nor as a collector’s whim, but as one of many other such 

parallels from a lifetime ardently involved with art, designed 

really to prove that all the esthetic verdicts are not yet in, even 

for the art of the nineteenth century. It was Robert Sterling 

Clark’s simple will to collect the best of these contemporaneous 

streams of academic and revolutionary art, just as one other- 

wise could naturally collect, side by side, the equivalent masters 

of the Renaissance and Baroque. Which, in fact, is also what 

he did: Piero della Francesca and Botticelli, Rubens and Frans 

Hals, Signorelli and Perugino as respectively progressives and 

conservatives, will join one another on the same walls once the 

great room of earlier painting is opened at Williamstown. 

Thus it will be a muceum really to tangle with, not to be 

spoon-fed by—just as its donor intended. He foresaw that there 

could and would be sufficient values still to be struggled over 

in the art of the past, so that it does not require exclusively re- 

cent art to keep alive the truth-seeking controversies which re- 

generate art in a vision-saturated age. And now that his will has 

been published, it becomes certain that his concept of a widely- 

encompassing anthology will not only thrive but expand. “Con- 

siderably in excess” of ten million dollars—and nobody has even 

speculated upon how far in excess—are the bequests to both the 

Clark Institute and the Robert Sterling Clark Foundation. This 

means that the atom-proof marble museum in Williamstown 

will have not. only ample income for administration, exhibition 

and conservation of its already magnificent possessions, but 

also, as one of the most lavishly endowed public galleries any- 

where in the world, quite handsome funds will be available for 

further acquisitions. These will not be easy for its trustees to 

make in the face of the standards of both quality and inspired 

eclecticism the donor and original collector has set. And yet 

there will be opportunities, probably as well in other periods 

not yet covered, such as perhaps the dichotomies of Greek 

archaic vs. later, riper Greek sculpture or the art of ancient 

Mexico alongside that of contemporaneous Peru. It is likely 

that none of these acquisitions will ever seek to be encyclopedic 

or even to represent a strict chronology, but always mostly a 

shaft of light illuminating the intrinsic worth of a single work 

of art rather than an entire period. This is the way Robert 

Clark collected, and that taste can become as fresh a breeze 

for an institution as it was for an individual. ALF. 
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Raymond Duchamp-Villon, the middle brother, died in 1918 at 

12. His cement Cat, 1913, 25 inches wide, mechanizes Cubism. 

Marcel Duchamp, youngest brother, was a reserved but 

major actor in the Surrealist movement. He designed this 

strobic disk to turn on a phonograph and also as a punning 

bull’s-eye cover for the Surrealist magazine Minotaure. 
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Self-Portrait by Jacques Villon, the old- 

est brother, in 1949, when he was 74. 

Jacques Villon’s portrait of Raymond Du- Marcel Duchamp, on a visit to Paris 

champ-Villon, 1911, when both were Cubists. in 1951, painted by Jacques Villon. 

By Nicolas Calas 

The brothers Duchamp 

all at once 

Marcel Duchamp, Jacques Villon, 

Raymond Duchamp-Villon, in 1912. 

Reunited at the Guggenheim Museum is the somewhat disparate 

fraternity: Jacques Villon, painter ; 

Raymond Duchamp-V illon, sculptor; Marcel Duchamp, inventor 

M... el Duchamp’s avowed “horror of being a professional 

painter” (he re-avows it in the catalogue for the current Villon, 

Duchamp-Villon, Duchamp exhibition at the Guggenheim Mu- 

seum) must never permit one to forget how great is his con- 

tribution to painting, his genius for creating entirely new 

images. Let us ponder the daringness of vision of that first 

artist who sculpted a human figure in the act of walking, thereby 

overcoming the prejudice that stone was too heavy to convey the 

idea of motion. In comparison to this achievement, all the 

elaboration that the Dedalian conception has undergone strikes 

one as being purely rhetorical, nothing more than a repetition, 

in perhaps a more eloquent form, of what had already been 

stated. But for Truth not to be drowned in the discourse of 

painting, the Word must, from time to time, be made «esh again. 

In our century this has been done by Marcel Duchamp. 

The dissolution of the Euclidean image which Impressionism 

achieved was momentarily brought to a halt by Cubism; but 

no painter, with the exception of Marcel Duchamp, succeeded 

in re-creating the image of man in non-Euclidean terms. Braque 

and Picasso reached a pleasing equilibrium when they fused the 

old with the modern in a prismatic view of a violin player. A 

bourgeois quality, akin to that we admire in a Dutch interior, 

emanates from those classical Cubist works. We are seduced by 

their self-satisfied stillness and comfort. But with Marcel Du- 

champ’s The King and Queen Surrounded by Swift Nudes, with 

The Bride, 1912, and with Le Passage de la Vierge a la Mariée, 

the icon of man appears in a vision of rotating machines; it 

emerges from the entrails of the Industrial Revolution. The 

visace of this new Adam with his consort is given the hard 

contours and staring gaze of a primitive mask communicating a 

sense of force without which irony and agony could not be held 

together. 

Admirers of Marcel Duchamp are apt not to go beyond the 

“movement,” the cinematic pace of figures, as if looking at a 

model of Apelles painted swiftly. Apparently the effort required 

to visualize images flashing out of movement in a painting is 

too difficult for those who cling to the three-dimensionzlity of 

the Renaissance. The beholder of a Duchamp painting may miss 

the feeling of being out of place, i.e. in a state of ecstasy. The 

works of Duchamp produce exactly the opposite effect of Lew- 
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Marcel Duchamp [left] playing chess with Man Ray 

n a scene from the movie Entr’Acte by René Clair, 

1924: Picabia did the scenario, Eric Satie, the score. 

is Carroll's Alice in Wonderland: ecstasy is the dream’s an- 

titype. Modern painting involves the participation of the behold- 

er’s will; we must steal the fire from its creator. Vanity prevents 

a realization ¢* the artist’s affinity to the machine; few masters 

have avoided the temptation of reproducing that which they 

once made, for ability to reproduce is what is meant by talent. 

What distinguishes the artist from the machine is the will not 

to repeat a production; what the machine cannot permit, and 

what the artist must make room for, is the interference of the 

accident. Its advent in industry spells disaster unless the dis- 

Chocolate Grinder, 2, 1914—one of Duchamp’s first 

pictures to break away radically from art conventions. 

PHILADELPHIA MUSEUM 

The brothers Ducham p continued 

qualified product is metamorphosed into a prize possession—as 

in th- ase of the stamp collector who regards an imperfect 

specimen as his cherished item. 

To the theological analogy of the creator with the artist one 

can oppose his resemblance to the machine. “If the product 

of a man’s skill can be a work of art why should not a machine 

produce a work of art?” is the question Duchamp ironically 

poses when he proposes to turn a “ready made” into an “objet- 

d'art.” 

The fetishism of creativity is so great that in his fear of com- 

petition with the camera the artist purifies himself by shedding 

subject-matter from his work. Little attention is given to the re- 

flection that Memling’s contemporaries remained pure painters 

while feeling free to treat well-known subjects, perhaps merely 

introducing to their presentation of a Nativity or a Crucifixion 

variations which they considered to be esthetically pleasing. 

Today when imitation is equated with plagiarism, the abstract 

painter must continually invent new patterns. In the role of in- 

ventor how can he compete with the team of scientists and 

engineers who invent a new machine? In La mariée mise a nu 

par ses célibatuires, méme [right] Duchamp has included a 

“Bachelor Machine”; what will happen when an engineer in 

vents a machine for painting asymmetrical variations on a 

theme? 

Marcel Duchamp has drawn attention to the fact that of 

all arts painting is the only one that remains in manuscript 

form. But we may be on the eve of an Industrial Revolution in 

painting. Unable as yet to provide satisfactory replicas of the 

originals, machine-made reproductions are nevertheless in a 

esthetic devaluation of master- position to precipitate an 

pieces—a situation that Marcel Duchamp dramatized by paint- 

ing moustaches on a reproduction of Mona Lisa. The walls of 

museums are no longer solid enough to protect masterpieces 

from the flood of reproductions. 

The reaction to the challenge of the ready-made has taken 

two forms; one is intended to serve as a direct answer to 

Duchamp: Dali claimed that painting [Continued on page 56 
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Study for the large glass [opposite] reflects Duchamp’s 

dictum: “painting of precision, beauty of indifference.” 
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Marcel Duchamp’s 9-foot-high painting on glass, The Bride 

Stripped Bare by Her Own Bachelors, occupied him from 

1915 until 1923, when he left it unfinished and abandoned 
Summa in glass 

painting for chess and experiments in optics. The themes of 

many earlier pictures are associated in a complex allegory 

the bride is at the top left; the bachelors are below 
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This major work, formerly in the Beatty Collection, has been 

Courbet: A Forest Pool. 1860 bought by the Boston Museum from Paul Rosenberg where it 

«s now in the “"M usterpieces Recalled” show (60 inches high). 



Deaier’s birthday 

The pulse of postwar collecting can be taken at the Paul 

Rosenberg loan exhibition of nineteenth- and twentieth-century 

French paintings (for the benefit of the League for Emotionally 

Disturbed Children; Feb. 5-Mar. 2). All of some fifty-four paint- 

ings from private and public collectors were bought from 

Rosenberg—mostly, it would seem, during the fifteen-odd years 

since this well-established Parisian firm opened a branch office 

in New York and became one of the two or three most import- 

ant distributors of modern French art in this country. Over two- 

thirds of the canvases are privately owt any of them never 

publicly seen in New York before, including Courbet’s im- 

pressive Forest Pool [colorplate opposite] from the Beatty Col- 

lection (lent by the Boston Museum of Fine Arts) ; Modigliani’s 

tense, serpentine The Little Milkmaid, 1918 (from Mr. and Mrs. 

George Friedland); Degas’ large double-portrait, Two Sisters, 

1866 (from the Los Angeles County Museum); Gris’s blue and 

gold Violin and Glass, 1918, (from Mr. and Mrs. G. H. Warren). 

Fashionable French in two festivals 

First Utrillo retrospective 

In the present fertility and chaos among the activity of paint- 

ers and sculptors the idea of professionalism has succumbed to 

meaninglessness. With the end of the guilds the artist lost an 

economic position. When Sir Joshua Reynolds was knighted, he 

threw economic professionalism away; and by the end of the 

nineteenth century, amateur was a word of praise, and pro- 

fessional, applied to artists, had gained a meaning close to 

trickiness, commercialism, and an exclusive interest in money. 

For ARTNews the distinction between amateur and professional 

has a subjective meaning that describes the artist’s sense of the 

seriousness of his personal dedication—like the content given 

by a Quaker to his relationship with God. But there has existed 

in France another meaning to the word. This meaning says that 

to be a professional painter requires a knowledge of the esthetic 

purpose of your craft. Not a knowledge of the physics ard 

chemistry of the craft, which has remained at very low ebb since 

the passing of the apprentice system. [Continued on page 60] 

In the comprehensive Utrillo retrospective at Wildenstein: La rue Chappe, 1912. 
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1 Rajasthan, in western India: 

Tree Goddess Vriksaka, 956 av 

From Bhavaneshvar, Orissa: Durga 

Slaying the Buffalo Demon, Mh cent 

From Malwa, central India The Goddess Vrik saka [detail], 

red sandstone, 9th-l0th century, at the Philadelphia Museum. 

em 

Stones of India for Philadelphia 

Although the poetry and philosophy of India was discovered by the 

West more than a century ago, its art has remained largely a closed 

book to us—partly because its sculpture and painting are indissolubly 

integrated with its architecture, partly because of the immensity of 

the subject. The situation has to some extent been rectified in recent 

years by the interpretations of Heinrich Zimmer and Ananda 

Coomaraswamy. Supplementing these now is the acquisition by the 

Philadelphia Museum of perhaps the most important group of Indian 

sculptures outside India itself. The forty-nine pieces in the col- 

lection, from sites all over India, offer guide-posts for a complete 

history of its sculpture from about the time of Christ down to 

the fifteenth century. The earliest example, a fragment from the 

temple of Bhuvaneshar, in the eastern state of Orissa, marks the 

beginning of a decisive school. From the same site is the superb 

ninth-century relief of Durga Slaying the Buffalo Demon. Of the 

same period are graceful serpent divinities from Bihar; eight pieces 

come trom Rajasthan to the west: and ten from central India. 
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Rembrandt’s life-size portraits of the preacher Johannes Elison and his 

wife, Maria Bockenolle [detail above], 1634, bought by the Boston 

Rembrandt burghers to Boston 

Despite Rembrandt's prolific activity in painting fashionable commissioned por- 

traits during his first years in Amsterdam—some fifty between 1632 and 1634 

few are full-length, life-size portraits. A pair of these, the first to enter an Amer- 

ican collection, are those of the Rev. Johannes Elison and his wife, just acquired 

by the Boston Mv-eum. Dated 1634, at the start of Rembrandt's earlier years 

when he had gainea complete control of his technique, these famous works be- 

longed for more than two hundred years to the family for whom they were paint- 

ed, and in 1870 were acquired by the French munitions magnate, Eugéne 

Schneider, from whose family they were purchased by the Museum. The price 

paid for this important acquisition is not disclosed, although it is revealed that it 

is the highest single sum in the Museum’s eighty-year history. The skull-capped sit- 

ter, Johannes Elison, was born in Norwich, England, studied at the University of 

Leyden and returned to Norwich as a Reformist preacher. His wife, Maria 

Bockenolle, was also apparently of English birth so that both can be considered 

English, although belonging to the Dutch colony in Norwich. Boston’s Museum 

takes special pride in pointing out that these Puritan sitters, soberly clad in black 

and white, are thought to be the only English people Rembrandt ever painted 

Museum. 

on 

& 

ars 



LIBRARY OF CONGRESS 

By Fairfield Porter 

Bellows’ Selj-Portrait, lithograph, 

George Bellows: 

journalists’ artist 

The first retrospective of an American artist 

to be held by the National Gallery, Washington, D.C., 

drawn in 1921 at the age of 39. is for the painter-laureate of the prize-ring 

Georse Bellows’ twenty-year career ended with his death from 

a ruptured appendix in January 1925 before he was forty-three 

years old: it was the career of a young man. It corresponds ap- 

proximately with what may have been the golden age of Amer- 

ican journalism. Also it was then that the United States became 

the greatest world power with only a superficial awareness of 

the fact. At the same time this nation became self-consciously 

aware of itself as geographically limited. Emigration to the 

West was no longer a solution for problems of growth. “Muck- 

raker” was a word invented by Theodore Roosevelt to describe 

those journalists who were shocked to discover that the organiza- 

tion of society as described in textbooks of government was 

incomplete, shocked to discover the, impact of democracy on 

crime in a contracting society, shocked by the connections be- 

tween government and anti-government that were no longer 

limited to a frontier that no longer existed, who noticed that 

social structure on paper and in reality were at variance with 

each other. It was a period of optimistic reform largely set 

off by the revelations of journalists. 

Bellows was born in Columbus, Ohio; he attended Ohio State 

University in order, he said, to be able to play ball, and while 

he was there it was suggested to him that he become a pro- 

fessional baseball player, but by that time his ambitions had 

changed; encouraged by Joseph Tayk., professor of English 

and an amateur painter, he decided to become an artist. He took 

a job as a cartoonist with the Columbus Dispatch, which further 

encouraged him to believe that he would be able to earn a living 

at art. This wa. contrary to the ideas of his parents: his mother 

had hoped to see him become a bishop in the Methodist Church 

(his middle name was Wesley). 

The Middle West is that part of the country where conscious 

bluster about Midwestern superiority to the East coast and to 

Europe hides a sense of inferiority and apathy toward Europe 

and the East. In the Middle West the connections between gov- 

ernment and crime were most sensationally obvious. Chicago, 

in Bellows’ adult lifetime, was ruled by a corrupt Republican 

rp litical machine; crime was brutal and anarchic: at the same 

time in such an eastern city as Philadelphia, it had be~»me well 

organized and quiet, as described by Lincoln Steffens. Also it 

was during Bellows’ career that Big Bill Thompson, who was 

born in effete Boston, once helped himself get re-elected mayor 
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Early in his career, before the theories of Hambidge and 

Maratta diverted him from reporting “the ordinary and the 

ugly,” Bellows painted from memory a fresh North River, 

1908, and a “muckraking” The Lone Tenement, 1909 [top] 

THE PENNSYLVANIA ACADEMY OF THE FINE ARTS 
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The early Bellows 

Just out of Ohio State University in 1904, Bellows came to 

New York to study with Robert Henri. The next year he 

painted a fellow student, also destined to a famous career: 

Clifton Webb, or Robin. This early style was influenced 

by Henri, who “taught his pupils to paint like Manet.” 



Ge orge Bellows continued 

f Chicago by promising to “bust King George in the snoot.” 

George Bellows was the journalists’ artist. Sloan, Luks, 

Glackens and Shinn were artist-journalists; they worked for 

the press; they admired the prestige of jcurnalism and will- 

ngly submitted themselves to the demands of journalism. But 

it was Bellows whom the journalists admired. They were for- 

tunate in having someone of his caliber to express their values. 

[he United States was not the only place where journalism was 

of leading importance. In Russia, the journalists, in response to 

a very acute situation, seized political power, and having seized 

power, abolished journalism, which was turned into the chief 

branch of the advertising industry, with the other arts sub- 

ordinate to it. In Germany the journalists had a fiercer artist 

to express their fiercer aspirations, the poet-playwright Brecht. 

Bellows’ art was just progressive enough for the mild, progres 

sive notions of the American press. The total public interested in 

art associated him with the advanced group of artists called 

“The Eight” which included, besides the artists mentioned, 

Prendergast, who was artistically “progressive,” and Bellows’ 

teacher, Henri. Henri taught his pupils to paint like Manet, 

which would be equivalent today to teaching your pups ic 

paint like Picasso, and Bellows’ subject-matter was in a way 

reminiscent of Goya. Henri taught his pupils to collect data and 

to draw and paint directly from memory without preparatory 

drawings. He believed in the American scene. Bellos¢s painted 

boxers in action; he painted them in large scale «nd swiftly, 

with a sports’ reporter’s verve. He was not interested in the rich. 

Recognized professional painters concentrated on subject-matter 

that newspaper men found uninteresting: the rich in their 

leisure and protected moments, as did Sargent; or they retired 

into dreams, like Ryder and even, :a a less obvious way, Thayer; 

or like Eakins, they were static and uncompromising. Eakins 

goes deeper than a journalist wants to go. Bellows painted the 

ordinary and the ugly; he was not sentimental about pretty 

women and children nor about remote scenery. He was interest- 

ed neither in Europe nor in Boston. His painting was under- 

standable to a Midwestern and anti-foreign audience. He paint- 

ed current events: Dempsey-Firpo, the execution of Edith Cavell. 

His lithographs were about lynchings, German atrocities, a 

dance in a mad house. He illustrated the recreations of the poor 

and the middle-classes in cities, he painted the excavations for 

the new Pennsylvania Station and the life along the docks and 

in tenements. The visible speed, the size and summary execu- 

tion of his paintings flattered the American illusion of youth, 

energy ‘and efficiency. He had optimistic social-consciousness. 

He painted very few nudes: his bathers express action, his 

boxers, violence; this adheres to the idea that athletics are 

healthy and sensuality wicked; that aggression is a symptom of a 

balanced personality; that brutality and even cruelty are less 

immoral (especially if used to point a moral) than overt sex- 

uality. His violent subject-matter relates to the Protestant values 

of his upbringing. By comparison, the polite painters of the 

East Coast avoided the “healthy” aggression Bellows expressed, 

and their sensuality was softened, sentimentalized and made ac- 
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Beth Members of This Club is one of three major canvases 

inspired by Bellows’ visits to Sharkey’s Boxing Club. 

ceptable to te vanishing aristocracy who patronized them. 

(Tarbell, of the Boston school, had theories about what was not 

beautiful, and this he consciously avoided: for instance he de- 

liberately suppressed the collar-bones in his portraits of 

women.) 

Bellows wrote in a letter, “Human action cannot avoid con- 

formity to nature” (meaning all things that are) and further, 

that the “whole aim and object of action and thought is to alter 

and improve nature.” Also he insisted that nature is not sy- 

nonymous with the accustomed. Peyton Boswell said of Bellows 

that he marks the “final embarkation of the United States upon 

a native art expression attuned to its cultural and social needs 

... he broke down the doors of the Ivory Tower, and invited the 

peuple to participate . . . It is not subject-matter that makes an 

American painting. It is, rather, through the spirit or feeling 

with which technique is applied that our national traits emerge 

in the paintings of our artists.” But if one does no* think only 

of the subject, but of “the feeling with which technique is ap- 

plied,” then Bellows hiraself had the politeness, evasiveness and 

sentimentality of the audience whose ideas he unconsciously 

flattered. First of all his Realism (Sargent, too, was a Realist) 

was evasive. The anatomy of his figures, when he went beyond 

the reporting of action, became increasingly stuffed, jiiiowy and 

stiff, as in Dempsey-Firpo. The muscles of his nudes became a 

sort of inaccurste quilting, which can be best seen ia his litho- 

graphic illustrations for H. G. Wells’ Men Like Gods, which 

appeared in Hearst’s /nternational magazine. In the paintings of 

crowded beaches or crowded tenement districts the accumula- 

tion of data is unselective: there is a veil of inattentive sim- 

NaTio 
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A “journalists’ artist,” Bellows drew Introducing Ceorges 

Carpentier, ca. 1921, with “a sports’ reporter’s verve.” 

From 1916 until his death, Bellows made almost 200 lithographs, 

many on boxing themes. Between Rounds, No. 1, was one of his first. 

plification over the whole picture. He did not look; he knew. 

Speicher (who met him at a gymnasium where he was playing 

basketball, and then, after talking sport, accompanied him to 

his studio, where he was astonished to find a fellow art student) 

tells us that Bellows painted from memory, and that he had an 

excellent one for visual data. Henri gave his pupils the phi- 

losophy of Action-Painting with the difference that it was ap- 

plied to representational pictures. Bellows used his memory at 

first to make paintings with the observed look of Impressionism, 

except that for him in his practice, observation meant not the 

wonder about the image before him, but a wonder about “all 

things that are”—nature that he tried to remember as a whole 

and present as “improved.” He did not distinguish between 

observation and the training of memory. Maybe this was why 

he interested himself in such props as Hambidge’s dynamic 

symmetry and Maratta’s color piano, both of which theories try 

to simplify tks difficulty of compleie attentiveness to what you 

are doing that is a concomitant of creative activity. Both 

theories look for a general idea behind painting, and both find 

a general idea not behind painting, but beside it. Both make for 

an evasion of the artistic problem. Bellows was polite in his 

uncritical acceptance of newspaper stories about German 

atrocities, and his indignation was a sentimental one. There is 

a kind of politeness in his inability to give any part of the 

canvas more importance than any other: the less he trusted his 

eye and his instincts, the more he relied on the systems of 

Maratta and Hambidge, the more even his portraits tend to 

become impartial catalogues of all the little facts that he has 

democratically arranged over the surface of the canvas, trust- 

ing Hambidge to make it work. This quality was apparent al- 

ready in the North River landscape that belongs to the Penn- 

sylvania Academy. It takes away character from detail, and 

finally from the sum of equal details. His color became evasive: 

the more he adhered to his system the more unrelated his colors 

were to the parts of the canvas and the forms they were sup- 

posed to describe—ihe more dirty they became. There is an in- 

creasing sentimentality in the dramatic skies and theatrical 

lighting of his landscapes painted in the ‘twenties. The less at- 

tention he paid to actu] appearances, the more he relied on 

sentimentality to carry his paintings. Especially the red and 

yellow colors of the background in his portrait of Lady Jean 

(in a green and white striped dress) do not lie within the 

canvas. 

The current exhibition in the National Gallery, Washington, 

D.C.; emphasizes the official Bellows (except for the Cruci- 

fixion). There is no better fight picture than Stag at Sharkey’s 

painted in 1909, no better portraits than that of his father paint- 

ed in 1906, nor that of Clifton Webb, painted while they were 

both students at the Chase school. But there are a number of 

landscapes mostly done at Monhegan and Matinicus that have 

an immediacy like his pre-1912 paintings and that are among 

the freshest things he ever did, with a quality resembling the 

quality in the paintings of Lovis Corinth, and these paintings 

are missing from this exhibition. As Bellows’ fame grew, the 

quality of his production declined. He was a natural artist who 

fer some reason did not sufficietly trust his instincts or his eyes. 

It may have been that he did rot sufficiently believe in the value 

of art but needed justifications for it. 



In temporary installation on the second floor of the new gallery: Gorky’s Landscape Table, 1945 

[left], lent by B. H. Friedman. aad Malevich's House under Construction, 1914, lent by A. Bartos. 

New kind of space to show art 



A revolutionary departure in architecture has been accom- 

plished by Frederick Kiesler (working with Armand Bartos) in 

a two-story, half-city-block-long gallery just opened in New 

York. Named “World House Gallery,” it is the first unhampered 

embodiment in marble, glass and metal of Kiesler’s ideas of 

continuous space. Each wall is given its discrete angle for a 

distinct presentation of pictures; arching ceilings-into-wall and 

a sculptured column co-ordinate the whole into a splendid con- 

tinuity. The gallery’s opening show is a benefit (for the charity 

J.0O.B.) loan affair of modern pictures and sculptures that have 

won “The Struggle for Form.” In our June issue, the concepts 

and applications of this gallery design will be discussed in detail. 
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An idealized self-portrait by the rather frail, 40-year-old 

Lawrence is titled Contadino—a sturdy Italian peasant. 

The thousands of readers of D. H. Lawrence—especially of his 

lavish and particularized visual descriptions—may not be aware 

that he made frequent, if conventional, forays into the art of 

painting. Until the end of his life, as his great friend Lady 

Brett recently wrote to ARTNews, he “did some copying of old 

masters, drew out a couple of designs for Frieda’s embroidery.” 

But five years before his death, most of his major writings 

behind him, Lawrence suddenly, voraciously turned to painting, 

discharging into line and image a seemingly excess burden of 

Two of Lawrence's early pic 

tures reveal a conventional- 

ly “talented” approach based 

on the masters he admired. 

By Hubert Crehan 

Lady Chatterley’s painter: 

The banned 

pictures of D. H. Lawrence 

theory and feeling. “It was up at the Ranch and in Mexico 

that he started painting,” wrote Lady Brett. “He painted as a 

relaxation when he was not well enough to write . .. He followed 

his pattern and carried out in painting the same theme as in 

his boeks, [only] in his paintings there was more laughter.” 

The article which follows is a first attempt to consider serious- 

ly both the meaning and the quality of these paintings, retired 

from public view at the Lawrence estate in New Mexico since 

their notorious single exhibition in London, briefly, in 1929. 

Dance—Laurentian hero and heroine, with goat, have a 

primal dance in a grove markedly influenced by Cézanne. w 



N. writer of his time was more unrelenting in his assault on 

the world than D. H. Lawrence. At his death, at the age of 

forty-five, he had produced close to fifty volumes. His cry is 

more radical and insistent than that of any other artist of this 

century: “The history of our era is the nauseating and repulsive 

history of the crucifixion of the procreative body for the glori- 

fication of the spirit, the mental consciousness. Plato was the 

arch-priest of this crucifixion. Art, that handmaid, humbly and 

honestly served the vile deed, through three thousand years at 

least. The Renaissance put the spear through the side of the 

already crucified body, and syphilis put the poison into the 

wound made by the imaginative spear. It took still three hundred 

years for the body to finish: but in the eighteenth century it 

became a corpse with an abnormally active mind: and today 

it stinketh.” 

Civilization, he argued, had gone off on the wrong track a 

long time ago, back at the time of the mythological Fall, and 

ever since, through pandering to mental consciousness at the 

expense of instinctual-intuitive consciousness, has been driving 

man to madness in his unfulfillment and bringing the whole 

world to the edge of doom. We have become deranged freaks 

in whom even sex is an idea in the head. 

Besides mental consciousness, Lawrence knew another form 

of consciousness (he seems to have read certain texts of the 

Tantric cult of Buddhism and Kundalini Yoga) ema” ating from 

the primary affective centers of the body—the cardiac and 

solar plexus—which may not be offended or subdued without 

throwing the entire nervous system out of whack. An overload- 

ing of intellectual circuits, he claimed, nas atrophied the pri- 

mary instinctual ones, shorting the natural polarity which should 

prevail between the two. According to this view, the whole ap- 

culture—has been paratus of civilization—religion, science, 

pitted against the steady flame of the Old Adam, and “only art 

sometimes—or always exhibits au internecine conflict and be- 

trays its own battle cry.” Art in this context is plastic art. 

“Perhaps,” he wrote, “from painting better than from any 

other art we can realize the subtlety of the distir:tion between 

what is dumbly felt to be moral, and what is felt te be im- 

moral.” The lament in all of Lawrence’s writing about art is 

that today we bring to the work of art a dead intuitive body. 

Modern people cannot feel anything with the whole imagina- 

tion, for the real imagination is largely physical. The plastic 

arts, he claimed, are all imagery. Imagery is the body of the 

imaginative life; and with true imagination comes an aware- 

ness at once mental «nd physical. 

It was inevitable that Lawrence, whose image of himself is 

a scarcely voncealed messiah, should turn longing eyes to that 

form of expression which he deemed could make subtle and con- 

vincing moral discriminations. Even though he believed (as he 

wrote in a letter) that he could make language do more for 

him than any other man alive in England, Lawrence may have 

have had some misgivings about the total efficacy of his gift of 

tongues. Perhaps he felt that prose and poetry do not move fast 

enough. Even though he believed that in his lifetime the visual 

arts were at a dead-end, he had responded to the great art of 

the past. He had looked at the Ajanta frescoes, saying, “I love 

them beyond everything pictorial that I have ever seen.” He 

wrote with compassion of the erotic splendor of the wall paint- 

ings of the Etruscan tombs. He had loved Botticelli and Fra 

Angelico, Raphael, Michelangelo, Diirer, Blake and Turner. 

And, toward the end otf his busy life, when he was forty, 

Lawrence himself, in all immodesty, must have his own fling 

at painting. I say in all immodesty, for he thought that the 

visual arts were dead in our time, and that even Cézanne whom 

The most “shocking” picture in Lawrence’s show—Renascence The Rape of the Sabine Women, a 12-inch oil crammed 

with flesh, has a disgruntled self-portrait at the lower left. of Men, with the eternal woman groveling humbly at Man’s feet. 



Lady Chatterley’s painter continued 

he hailed as a “pure revolutionary,” fell short of a break- 

through into a new consciousness. One has the suspicion tha: 

Lawrence decided he himself was the man to bring off art’s 

resurrection—at least roll back the stone, make the beginning 

of a Golden Age—a glory in painting in England for the first 

time. 

“At forty.” Lawrence wrote, “I had the courage to try to 

paint a picture without copying. Then it became an orgy.” 

At forty he was not, in one sense, a beginner. He seems to 

have had as a child a talent for drawing and in school may have 

received academic instruction of the conventional kind 

drawing from casts, sketching from the figure, studying per- 

spective and so forth. After his student years, he dabbled at 

painting, copying pictures which he admired, in the English 

amateur watercolor tradition. Throughout his life he visited 

the great British and Continental museums. He was a keen, in 

tuitive appreciator and critic and his commentaries on art his- 

tory and individual masterpieces are perceptive and interesting. 

“Every true artist is the salvation of every other,” he wrote, and, 

“only artists produce for each other the world that is fit to 

live in.” 

At forty then, Lawrence, living in Italy, painted his first 

original picture. It was 1926, and his record of the experience 

sounds like the apologetic of some contemporary Action-Paint- 

er: “I disappeared into the canvas. It is to me the most excit- 

ing moment—when you have a blank canvas and a big full 

brush of wet color and you plunge. It is just like diving into a 

pond—then you start franticaJly to swim. So far as I'm con- 

cerned, it is like swimming in a baffling current and being 

rather frightened and very thrilled, gasping and striking out 

for all you're worth. The knowing eye watches sharp as a 

needle, but the picture comes clean out of instinct, intuition 

and sheer physical action. Once the instinct and the intuition 

gets into the brush tip, the picture happens, if it is to be a pic- 

ture at all.” 

He is jubilant after corapleting his first canvas, a group of 

three figures which he titled A Holy Family. The child in the 

The Lizard—D. H. Lawrence as a strong-man in a South-Seas set- 

ting which, like the curved shapes, is reminiscent of Gauguin. 

group, be-nimbused, is looking up at the father and the mother 

with an expression on his face—Lawrence describes it—as 

though he expects the father to give the mother a kiss. 

He is carried away by the painting experience. He uses up 

all his materials and must have more. He comments to his 

friends on his pictures as they come off the easel: “Fire Dance 

two naked men, rather nice, I think, nothing particularly 

natural.” “Finding of Moses—tall, pale, purple Negresses.” 

“Adam and Eve—pelting the old Lord God with apples and 

driving him out of paradise.” “I painted a charming picture of 

a man pissing.” “I think they’re rather lovely and almost holy. 

I did a picture of the Boccaccio story of the nuns and the 

gardener . . .” Reading these comments, one realizes that 

Lawrence is in earnest and ambitious. “Painting,” he writes, 

“is more fun and less soul work than writing. | may end as an 

is 

His ambition reaches a climax when he decides to exhibit 

his pictures. At first this is urged on him by some of his ad- 

miring friends; Lawrence himself appears to be reluctant and 

indifferent. Nevertheless, he is put in zouch with a London 

dealer, Dorothy Warren, with whom he enters into negotiations 

for a show. 

Even before his London exhibition is definitely scheduled, 

Lawrence is already corresponding with Alfred Stieglitz in New 

York about a show there. Stieglitz had w: tten Lawren=: that 

he was not reassured that Lawrence’s work wa> —°” rough 

(that is, abstract enough) to show in America’s «adding avant- 

garde gellery. Lawrence rebuked Stieglitz fer offering this 

opinion and wrote a terse defense of his pictures: “They're 

quite good. Anyhow they contain something, which is more 

than you can say of most moderns whivh are all excellent rind 

of the fruit, but no fruit. And becarise a picture has subject- 

matter it is not therefore less a picture. Besides what's a de- 

formed guitar and @ shred of newspaper but subject-matter? 

There's the greatest lot of bunk talked about modern painting 

ever. If a picture is to hit deep into the senses, which is its 

business, it must hit down to the soul and up into the mind. I 

know what I’m about. As for space composition and their mass 

reaction and their arabesques, if that isn’t all literary, idea- 

concept, what is? Such a lot of canary cages, and never a bird 

in one of ’em.” 

Lawrence's pictures were never exhibited in New York, but 

following many delays, three years after he painted his first 

canvas, an exhibition cpened in June 1929, at the Dorothy 

Warren Gallery in London. A d-luxe picture-book (it has be- 

come a collector’s item) with over twenty colorplates and a 

long essay by the artist titled “Introduction to These Paintings” 

was prepared as a catalogue. Lawrence was excited by the 

expensive edition and had taken severe pains wi*h the essay. 

The proofs of the reproductions were delivered to him while he 

was visiting in Majorca. He was impressed more by the high 

cost of the colorplates than by their brightness. In a letter he 

complained that for such an expenditure they looked rather 

“dim,” 

The Londen exhibition opened amid the repercussions of the 

scandal created by the appearance of Lady Chatterley’s Lover. 



Flinging Back the Apple, a Laurentian theme with comic treatment—Adam 

refuses the idea of sin and throws the apple back at a ducking Jehova. 

The ltalian publisher of the novel had not even attempted a 

public sale of the book, but subscription copies, mailed from 

Italy, had been stopped in the mails by the British Customs, 

and agents of the office of the Home Secretary had called on 

friends of Lawrence and other suspects to search for and con- 

fiscate copies of the book. The novel had been the topic of much 

underground and cocktail gossip, editorializing and private 

musing. It became absolutely banned. 

During the first three weeks of the exhibition between twelve 

and thirteen thousand visitors to the Warren gallery saw 

Lawrence's paintings. He has immortalized that throng in verse: 

13,000 people came to see 

my pictures, eager as the honey bee 

for the flowers; I'll tell you what, 

all eyes sought the same old spot 

in every picture, every time 

and gazed and gloated without rhyme 

or reason, where the leaf should be, 

the fig leaf that was not, woe is me. 

And they blushed, they giggled, they sniggered they leered, 

Or they bridled and they fumed in fury, they sneered 

and said: Oh boy, I tell you what, 

look at that one there, that’s pretty hot! 

And they stared and they stared, the half-witted lot 

at the spot where the fig leaf was not. 

But why, I ask you, tell me why 

aren't they made the same, then, as you and I. 

Can it be they've been trimmed 

So that they've never seen 

the innocent member that a fig 

leaf will screen 

What's the matter with them? 

Aren't they women and men? 

Or is something missing? 

Or what's wrong with them then 

That they stared and leered at the singular spot 

Where a fig leaf might have been and was not. 

I thought it was a commonplace 

That a man or woman in a state of grace, 

in puris naturalibus, don’t you see, 

had normal pudenda, like you and me. 

But it can’t be so, for they behaved 

like lunatics looking, they babbled and raved 

or gloated or peeped at the simple spot 

where a fig leaf might have been but was not 

I tell you there must be something wrong 

with my fellow countrymen, or else I don’t belong. 

Some of Lawrence’s friends and all of his enemies were 

shocked or mortally offended by the [Continued on page 63 



Venetian carnival in Worcester, Mass. 

The love of splendor and worldly spectacle which runs through 

the fabric of Venetian life like a golden thread, was in the 

latter days of its greatness turned upon itself. The eighteenth- 

century Canalettos, Guardis and Pietro Longhis, whose incisive 

townscapes and interior comedies of manners celebrated the 

decaying splendors of Venice’s greatness, were preceded by two 

generations of painters who are only beginning to be known 

and appreciated. In canvases of mordant vivacity and heavy 

impasto, artists like Francesco Maffei and Luca Carlevaris re- 

corded the life of the pleasure-loving republic. Four large paint- 

ings of this kind which turned up last year in London at a 

Sotheby auction-sale have been bought by the Worcester Mu- 

eeum. Two are teeming canal festivals, the annual embarcation 

f the Doge in the barge Bucintoro to celebrate the marriage of 

Venice with the Adriatic on Ascension Day, and the Regatta 

before the Dogana; the other two are interior scenes, the 

Ridotto—Venice’s famous seventeenth-century gambling casino 

at San Moise—and an operatic performance, probably in the 

Grimani theatre. 

Director Francis Henry Taylor convincingly points out that 

these four paintings form a homogeneous group which probably 

were part of a larger series. He also speculates on their author 

shin: two of them are signed Alessandro Piazza, one dated 1700, 

the other 1702. Nothing is known of this painter unless he can 

be identified with a certain A. Piazza or Andrea Piazza who is 

listed in eighteenth- and nineteenth-century dictionaries on 

Italian painting. No work by Andrea Piazza survives although 

he was best known to his contemporaries for a “stupendo 



Alessandro Piazza’s Embarcation of the Doge in the Bucintoro, 1702, in the series of four Piazzas now at the Worcester Museum. 

quadro” representing the Marriage of Cana for the church of 

Sta. Maria in his native Castelfranco. The same adjective could 

apply to these four paintings, each measuring approximately 

4% by 7 feet. On the basis of a recently discovered document 

in Rome referring to an “Alessandro Piazza, pittore,” and dat- 

ing about 1697, Mr. Taylor argues that the two surnames could 

well apply to the same Piazza. The Worcester pictures are be- 

lieved to be associated with the endless round of pageants oc- 

This canvas showing an opera in Venice's 

Grimani theatre is signed “Alessandro 

Piazza, 1702,” on a leaflet, upper right. 

Like its pendants, The Ridotto [detail 

left] of the fashionable 18th-century Vene- 

tian gambling casino, is about 5 feet high. 

casioned by the state visit of the Duke of Brunswick, who ar 

rived in Venice in 1685 and lingered on there while his army 

went of to the campaign of the Morea. Certainly the engraved 

records of these festivities with their fantastic gondola floats, 

support this thesis. Perhaps the most extraordinary of the series 

is the scene of the Ridotto whose dramatic chiaroscuro heightens 

sinister goings-on among masked gamblers — a socia] docu- 

ment comparable to Constantin Guys’s of two centuries later 

S 
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these four paintings form a homogeneous group which probably 
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ship: two of them are signed Alessandro Piazza, one dated 1700, 

the other 1762. Nothing is known of this painter unless he can 

be identified with a certain A. Piazza or Andrea Piazza who is 
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Italian painting. No work by Andrea Piazza survives although 

he was best known to his contemporaries for a “stupendo 
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Baroque circus in Sarzsota, Fla. 

The Ringling Museum celebrates its 

tenth birthday as a state-owned institution 

with a gala show of new purchases 

W::, the passing last year of the circus’ Big Tent, the per- 

petuation of its colorful impresario’s extracurricular dream in 

Sarasota, the John and Mable Ringling Museum of Art [see 

ALN. 

anniversary in an exhibition titled “Acquisitions and Achieve- 

ANNUAL, °50], goes on record as it celebrates its tenth 

ments” [Feb. 10-March 1¢]. During its first decade as a state- 

owned, public institution, what was a private collection having 

the special stamp of John Ringling’s personality and enthu- 

siasms has been transformed into a museum in the modern 

American sense, with one reservation: its particular emp iasis 

on the Baroque and Rococo—wira all that those styles imply 

of unclassical improvisation and surprise—remains the special 

province and direction of its activities. And yet this specializa- 

tion has, until now, been pursued without undue pedantry and 

with sufficient imagination to preserve those very qualities of 

impromptu entertainment which it seeks to glorify. Already the 

acquisition of such paintings as the series of fifteen canvases, 

The Disguises of Hariequin—formerly part of the Max Rein- 

hardt Collection and now attributed to the eighteenth-century 

Florentine been 

added to the little horseshoe-shaped eighteenth-century Italian 

painter Giovanni Domenico Ferretti—have 

theater from Asolo to serve as a setting for today’s increasingly 

appreciated sister arts of Baroque music and theater. Of partic- 

ular interest among some fifty paintings newly acquired are 

Strozzi’s Prophet Elijah, Claude Vignon’s Banquet of Anthony 

and Cleopatra and a group of seventeenth-century still-lifes. 

Still-life with Plates, ca. 1625, by Juan van de Hamen 1 

Leon, Flemish-Spanish painter who influenced Zurbaran. 

In the shadow of Caravaggio: Sleeping Christ Child, ca. 1610, 

late work by the Parma Mannerist Bartolomeo Schidone. 
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Poussin’s Eestasy of St. Paul, 1643 



Johannes Molzahn and his wife, Loretto, in their white- 

walled studio-apartment on the upper East Side, New York. 
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Introducing 

the paintings of 

Johannes Moizahn 



From a series of self-portraits and portraits of his wife: 

Portrait of J M., ill (below) and Loretto, V, 1951. 

I. is a very plain street on the upper East Side where Johannes 

Molzahn lives. Neither festive nor antiseptic, it is only mildly 

disordered by an occasional child at play and some sporadic 

traffic. Molzahn lives five flights up—through darkness and wall- 

paper—in a boxlike apartment. Here each day he paints and 

this is his single occupation. 

Climbing the steps in the yellow darkness of this old build- 

ing, one is struck by the incongruousness of this setting with the 

artist at the top of the stairs. For Molzahn is obsessed with the 

infinite American space, with endless landscape, with perfection. 

How equally incongruous, one thinks, is the art of this man with 

the main stream of twentieth-century painting. For the evidence 

of his values, as seen in his paintings, seems denied by a vast 

lot of important contemporary painting. Yet Molzahn feels as 

“in-community” with the inhabitants of his building as he does 

with the pivotal art of our time. But in an era of pronounced ad- 

miration for the spontaneous, the ambiguous, the emotional, 

Molzahn is deliberative, exact, positive, restrained. He has 

evolved an elaborate symbolism through which he states a posi- 

tive religious philosophy. This symbolism at times seems remote 

and idiosyncratic. On the other hand, there are some dozen 

paintings (among those I have seen) in which the symbols, the 

visual means and the ideas are so passionaie!y transmuted that 

these paintings can, in my opinion, be designated “great” paint- 

ing—if we can use that term at all. I feel that such a “trans 



Molzahn continued 

mutation” did not occur in the Recollection |colorplate, p. 46, 

for example, but that it did occur in Armariolo in 

p. 49}. 

if you visit Molzahn at night he is likely to be dressed in black 

bottom 

{ntisma, 1951 

trousers, crisp white shirt and black bow tie—a solid figure with 

grey hair and immense hands. His wife, Loretto, will probably 

which will make the white walls of all the 

the sky- 

be wearing black 

rooms seem even whiter—a chalk white enhanced by 

blue floor of the studio-living room, the brilliant red of the bed 

black of the 

a splendid setting 

cover, and the square wood-burning stove. The 

white is for the gold-ground portrait of 

Loretto and blue and lavender love-birds in a kitchen some 

eage. If it is Easter time—or weeks thereafter—there will be a 

circle of delicately colored eggs laid out in cotton at the base 

of a brass candlestick. Or a few frail shells or perhaps a straw 

star hanging from a thread and turning slowly in the air. 

In this way and i> this same apartment, the Molzahns have been 

living since they settled in New York in 1944, 

The artist was born in Duisburg, Rhineland (a Pittsburgh, he 

1392, 

His first and decisive influences were received from two Swiss 

says) in but all his early years were spent in Weimar. 

painters, Herman Hiiber and Otto Meyer-Amden. Meyer-Amden, 

in the opinion of a German critic, Seelmann-Eggebert, “was 

motivated by a religious spirit and an attitude which could be 

called a sacred one. His sense of divine source and inescapable 

Sanit’ 

om 

The Flyers’ God, 1921, was included in the Nazis’ Degener- 

ate Art show, Munich, i937, and is presumed destroyed. 

laws was transmitted to Molzahn.’ Hiiber and Meyer-Amden 

were first his teachers, then his friends. After service as a pri- 

vate in World War I—an experience of Kafka quality for 

Molzahn—he was given a one-man show by Herman Walden at 

the famous Sturm Gallery, Berlin. Although always primarily a 

painter, Molzahn was, nonetheless, deesly interested in design 

for industry. He never saw the plastic problems which were to 

be solved for industry and commerce as essentially different 

from those which were to be solved on canvas. “Originally,” he 

says, “I was a painter and from there I explored all the other 

fields. The problem. in painting, designing and teaching ap- 

peared to us then as a rather indivisible one.” Molzahn was 

frequently engaged in the planning of whole schemes of visual 

materials for large industry, state organizations and for pub- 

lishers. His most significant work in this field was for such large 

exhibitions as the Magdeburg Handiwork Exhibition, 1925, or 

the German Werkbund Exhibition, Breslau, 1928. 

From 1923 to 1928 Molzahn held a professorship at the 

School of Arte and Crafts in Magdeburg. In 1928 he was ap- 

pointed a Professor of Painting and Graphics at the State 

Academy of Fine Arts in Breslau. He was dismissed from the 

latter appointment by the Hitler government in 1933, While in 

Breslau he and his family and studie were under a direct and 

“An 

Molzahn has written, “on my painting and studio 

continuing threat by the Nazis. attempted assanit,” 

in the Acad- 

Autumn Perspective, painted “underground” in Berlin in 

1935; three years later Molzahn emigrated to America. 



11, 1947, in which a head echoes in changing perspectives. 

emy] was only averted through the courageous intervention of 

one of my older colleagues, Prof. von Gosen, who succeeded in 

persuading the leader of the storm-troopers—a former student 

of his—to desist in his attempt to seize my paintings. Prof. 

von Gosen, curiously enough, represented the traditional wii-g of 

the Academy.” After this incident Molzahn felt that-he could 

live more safely in a large city where he might submerge and 

work in anonymity. In this belief he moved his family and 

1933 and worked there as best he could 

until 1938. By this time the Hitler government had removed 

studio to Berlin in 

his paintings from various State galleries and included them in 

the huge group exhibitions of “degenerate art” in Munich and 

Berlin. 

When, in 1938, Molzahn found it necessary to leave Germany, 

he wished, of course, to bring some of his paintings with him. 

On making application to the customs authorities for permis- 

sion, he learned that the only condition under which this might 

eventually be done was for him to deposit their money value 

with the government. Further inquiry showed that the value 

fixed by the Government on this “degenerative art” was ex- 

tremely high. “When I realized,” says Molzahn, “that for me to 

buy my paintings was beyond my means, I dropped the matter. 

Too, I would have been required by the Nazi government to 

apply for an export license from the Nazi government. So there 

was no point in pursuing the matter.” [Continued on page 58 

Molzahn’s experience nf the vast space of the American land- 

scape drastically influenced him in such works as Loretto 

One of Molzahn’s most successful paintings, Amariolo ia 

Artisma, 1951, uses typography as a plastic symbolism. 

One of the artist's recent pictures, Melody o} a 

Landscape, 1955, suggests an urban theme of speed 

—_ . 
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Chicago continued from page 21 

becomes less finicky, bolder in Her 
Block, a neighborhood scene con- 
veyed by a pattern of plans and sim- 
plified elevations of brilliantly col- 
ored little houses and yards—ver- 
milion, alizarin, purple, against black 
background. Joyce Treiman’s Cain 
and Abel uses her special, wraith- 
like figures to convey a mood of 
shadowy horror; Cain a grey, black 

Paris continued from page 18 

Japanese painter named Imai (Stad 
ler). His pictures, built up by slow, 
nacreous accretions, dark and lumi 
nous like the inside of a grotto, 
make him a Monticelli of abstrac- 
tion. A new participant from New 
York in these shows is Joan Mitchell, 
who contributes two beautiful can- 
vases, poised and spontaneous, lyric 
and natural (Rive Droite). The 
name “tachisme” given to the tend- 
ency generously represented in these 

two galleries is perhaps not a com- 
plete misnomer, provided it is ap- 
plied to those who, unlike Joan 
Mitchell or Sam Francis, do not 
succeed in transforming-——but is this 
really a new problem?—blotch into 
volume. In the works of Esther Hess, 
little more than drips and spots on 
a surface is evident. A similar ex- 
cess of materiality weighs on the 

fetiches of Brown and clots the 
copper nets of Falkenstein (Rive 
Droite). Saint-Maur (Galerie Iris 
Clert) can only benefit by hiding 
behind the interest aroused by his 
multi-colored “translucids,” a new, 

quartz-like synthetic substance; and 
Delahaye, thanks to a similar mate- 

rial, is now able to give his plaster 
ossuary a more lasting form. Be- 
tween plastic as a material, how- 

ever, and plastic accomplishment, 
the link is only verbal. 

The main recourse against mate- 

rial opacity, for the non-figurative 
painter, is to open up an emotional 
space not on, but by means of, the 
canvas. This implies the projection 
of psychic images or structures. But 
these structures are extremely lim- 
ited in number: curiosity is poly 
morphous, but obsessions are nearly 
always mono-manias. This explains 
the menotony into which non-figura- 

tive painting falls with such ease. 
The soul is a thankless theme: 
guitars and flowers were less de- 
manding. Not that they are more 

protean than the inscape, but we do 
not expect them to be: it takes 
thousands of years for mutations to 
occur. The stolidness which we ac- 
cept from a pitcher or a geranium 

indisposes us on the part of a mind 
or a temperament. The actor must 
move, the table may stand still. This 
exigence of change is perhaps the 
objects’ vengeance tor having been 

abandoned by those who were once 
their redeemers. 

Escape into figuration 

Touched by their sad fate, a certain 
number of artists have adopted the 
poor things—as spectacularly as 
film-stars adopt orphans. They have 
washed reality, trimmed her nails, 
perfumed her and established her 
in luxurious surroundings: she is 
now called Poetic Reality. Under 

and blue face without features be- 
hind ugly little clutching claws, 
poised over the luminous ivory blood- 
stained body of Abel—a hovering, 
out-of-scale insect, half butterfly, 
half maggot completing the picture. 
Eleanor Coen’s Growing City is all 
pearly and glowing, with a holy 
steamshovel radiant in romantic fore- 
ground excavations. 

this label, some of Paris’ most 

fashionable painters are gathered at 
Galerie Romanet. In spite of their 
métier, their often generous and 
sprightly spirits, 2 thinness prevails 
here, and a sense of «rain. Riches, 
per se, are a bit su-pecct in times of 
penury. As for the subjects pic- 
tured, they are stifled b~ all the 
lace and frills lavished on them: one 
wonders whether, like well-dressed 
children in a private park, they are 
not dreaming of playing with the 
tattered urchins in the street. Two 
chief tendencies prevail. Painters 
like Oudot and Brayer aspire toward 
a poised distinction; their source is 
the later Derain. Their landscapes 
are precise, dry, faintly dramatic and 
flat as stage-sets. Others, like Lim 
ouse and Planson, make punch out 
of Fauvism’s fire. Cavaillés, Legueult 
and Terechkovitch, to whom belongs 
the most affirmed personality of the 
group, find their inspiration in a 
combination of Bonnard and Matisse 
a la Nicoise. Between the rigidity ot 
the former and the flamboyance of 

the latter fall Brianchon and Cail- 
lard, evoking rather a manner of 

livened up Lebourg. 
Push the figure to its extreme, and 

it becomes language; drive it. out, 

and you attain silence. Rather than 
accepting the alternative, many con- 
temporaries elaborate a pleasant 
murmur that can be construed 

either as muted speech or as bub- 
bling silence—or as both. Figuration 
and non-figuration are allied and in- 

separable in this purring elegance. 
Chastel’s lukewarm, pastel-toned sea- 
scapes (Galerie Galanis) are exe- 
cuted with taste and care. Or figur 
ation may be dieted down to the 
point where it will fit into almost 
any garb, as in Jean-Pierre Jouffroy’s 

work (Galerie André Weil). Vero- 
nesis’ tepidness is of a less showy 
kind (Galerie de l'Institut). The sub- 
stratum, here, is a bright and brittle 
geometry, akin to Singier’s. The shift 

toward looser gesture, in recent 

years, has made him soften his edges 

and put a tremor in his precise 
areas. The harmonies are there, but 
riskless. Tepidness’ gift for assimi- 
lation is great, but at the expense of 
personal revelation. 

Minor geometry 

Perhaps it is the sense of this short- 
coming which makes gentle souls 
embrace dogmatic and severe doc- 
trines. Galicia (Galerie Lara Vincy) 
straightens what is probably a flexi- 
ble spine with hard, geometrical 
braces borrowed from Léger. Flowers 
and plants are flattened on a me- 
chanical! rack. Cubism played the 
same role for many pictores mi- 
nores, as is demonstrated by the ex- 
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hibition (held at Galerie Fricker) 
on the them: “Around Cubism, 
1905-27”. Braque and Picasso used 
Cubism, but did not need it. Others 
needed it, and therefore remeined 
faithful te it: Gleizes, Metzinger are 
of that number. The lack of artistic 
vigor is offset by the rigor of es- 
thetic theory, as in the case of Her- 
bin or Delauuzay. Still others, though 
not actually Cubists, like Gromaire 
and Waroquier, found in Cubism 
useful indications to tighten their 
compositions. The most perplexing 
case is that of Juan Gris, who has 
presence and nobility, but who 
seems unable to manifest them ex- 

cept in the context of Cubism. He 
may have been the only true Cubist 
painter. 

Pevsner; the circus 

Pevsner belongs to that generation 
which dared to carry the abstract 
implications of Cubist theory to their 
logical extreme. The Musée d'Art 
Moderne is devoting a comprehen- 
sive exhibition to this Russian sculp- 
tor, living in Paris. His works, 

streamlined, glistening, with their 
innumerable agglomerated metal 
threads and stark intersecting planes 
where space is ambushed rather 

than welcomed, exert a savage fas- 
cination. They are certainly in tune 
with the age. But they provide a 
testimonial rather than a solution. 
In spite of their determination to be 
totally free, they are emancipated 
neither from obsession (the image 
of the matrix lurks malevolently at 
the center of many pieces) nor from 
craft (the pictorial section of the 
exhibition shows how much Pevsner 
operates on the level cf artisanry). 
They bear witness to an obstinate 
but not altogether successful effort 
to provide art with a meaning and 
an idiom parallel to that of our life. 

Nowhere is the interaction of art 
and life as admirably displayed as in 
the exhibitions organized at the 
Palais de Chaillot by M. Riviére, Di- 
rector of the Musée National des 
Arts et Traditions Populaires. His 
current theme is a particularly rich 
and lively one: the circus. From a 
consular diptych to Charlie Chaplin’s 
slapstick, from coybow Tim McCoy’s 
costume to Picasso's trained horse, 
all that concerns the circus—its 
tools, customs, ritual, history, litera- 
ture and art—is here lovingly illus- 
trated. The result is a show of in- 
terest both to, as the saying goes, 
children and grown-ups alike. 

Reviews and previerrs continued from page 13 

shows abstract painted collages. Any 
spontaneity produced by the torn 
thin material (probably paper) ap- 
plied freely on the canvases is de- 
stroyed through overpainting and 
heavy glazing, creating a rigidity 
almost martial in feeling. These 
rich tonel brown works are skill- 

fully executed and handsome, but 
the contrast of free collage forms 
and overworked finish is unresolved 
and forced. Prices unquoted. LS. 

Geoffrey Holder | Barone; to Feb. 
9) is a gifted young man from Trin- 
idad. He stars as dancer, actor, 
choreographer, singer, photographer. 
To the extent that he is able to sell 
his paintings and win a Guggenheim 
Fellowship for creative painting, he 
is also a success as a painter. He is 
a Part of something referred to in 
some quarters as a “Caribbean Ren- 
aissance”—though how there can be 
a rebirth of something that never 
existed is hard to see. The trouble 
with these landscapes and figure 
paintings on Caribbean themes is 
that they have no depth to them. 
They are shallow in conception and 
execution. The shallowness has noth- 
ing to do with the absence or pres- 
ence of aerial perspective but with at- 
titude. They just seem to have been 
dashed off. Prices unquoted. Lc. 

Six new prints |1cas; to Feb. 15) 
by six artists make an exhibition 
saved from tedium by Jun’ichiro Se- 

kino and Ninon Lacey. Sekino, chair- 
man of the Japan Woodcut Artists 

Society, offers a woodcut, Pond at 

Night, showing a house reflected in 
water with elements of powdered 
mother of pearl in the reflections. 
Lacey's Seeds in Bottle is a kind of 
pillar print, a lino cut, with the 
image a rocket explosion of white 
and yellow upon biack. Paul 
Schaub’s Squall is a_ three-color 
woodblock print with a diaphanous 
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printing of white ink representing 
rain which looks like woodgrain but 
was actually cut out with the knife. 
Prices unquoted. L.c, 

Hans Boehler [Artists'; to Feb. 
14], an Austrian now living in the 
United States, has been shown wide- 
ly in Europe and America. Boehler 
explores the elusive, eternal feminine 
in red-purple portraits of goddesses, 
nymphs and other mythical charac- 

ters installed in tonal green wood- 

land settings. Though contrasting 
colors are deftly used, both the lit- 

eral, somewhat erotic subject-matter 
and the painting itself are common- 
place. Prices unquoted. LS. 

Nicholas Krushenick {Camino; to 
Feb. 15], appearing solo after a two- 
man debut with his brother last 
year, has observed the movements 
of the stars in the art heavens and 
zestfully experimented with op- 
posed-space, opposed-texture and op- 
posed-color patterns on the far ab- 
stract and loosely ranging side. His 
vrush can be as gentle as wavy hair 
or as bold and electric as anyone's; 
however the works themselves look 
self-indulgent oftener than thev do 
distinctive. Prices unquoted. P.T. 

Michel Cadoret [{Chalette; Feb. 4- 
March 2], Paris School painter and 
a sometime resident of New York, 
is introduced with Non-Objective 
works impressively recalling that he 
aitracted notice abroad with carpets 
of similar style woven at Aubusson. 
His conscious cardinal aim of dis- 
sociation of form from matter as 
well as from the human is realized 
with mosaic-like aggregations of 
chiefly rectangular (though also 
oval) shapes, sumetimes harmonies 
of warm and cool earth-colors, some- 

times nests of primaries like bril- 
liant constellations in muted, paving- 
stoned skies. Cadoret’s severity is 
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sensitively moduiated with brushed 

textures and whimsical contours; he 

consistently maintains a “French” 

restraint and neatness of design. 

Prices unquoted P.T. 

Rita Deanin Abbey | James; Feb. 

22-March 14] studied under Naum 

Los and Hans Hofmann and has 

taught at the University of New 

Mexico. She is showing bright, mas 

culine abstractions in a variety of 

styles, shapes and colors. A num- 

ber are built up out of rectangular 
taches, others contain Cubist shapes 
und her larger oils combine these 

in what appears to be a restless way. 
$10-$400 H.D.H 

Louis Priscilla [Art Students 
League], illustrator, cartoonist, de- 

signer and popular instructor at the 

Art Students League, died unexpect 

edly last December. The paintings, 
watercolors and drawings in this 

memorial exhibition were selected 

by Gregory D’ Alessio. The work 

shows craftsmanship of a high order, 
but Priscilla was unable to rid him- 

self of a commercial-art glibness. 

Although much of the work is un- 
imaginative and sentimental, a few 

of the forest scenes are sensitive. 

$35-$300 Ls. 

Leo Garel ({Zabriskie; Feb. 17- 
March 3] shows gouaches of Maine 

and New York that show the influ- 

ence of his teachers, Grosz and Vyt 

lacil, as well as of Marin; however, 
he transcends them. It is as though 

when he painted, his influences were 

polished windows giving an extra 

clarity to his vision. He uses the 

potentialities of the artists he has 
admired, beginning from the end of 
their achievement. His subjects are 

often sunset over the ocean, or be- 

hind buildings, which have an ac- 

tivity innocent of what the sun is 

doing. His suns are active, too; their 
motion being as important as their 
brightness. There is a tension be- 

tween his sense of form and his emo- 

tion about everything tht is going 
on; and this tension, { sing deli- 

cately balanced, gives his paintings 
a certain amon=t of force \nd sub- 

tlety. $40-$100 F.P. 

Polish children’s = Roe ich; to 
Feb. 1] ranges from tn “eptual 
to the adult. ft will tour U. » educa- 

tional institutions [prices un soted] 
Lc. . . . Pallavicini [: odiac] 
showed gold paintings of th zodiac 

for the opening of the str et-floor 
boutique of the I}. 3 Galler [$100- 
$1,000) ys. . . . S ot , (eisher 
[Crespi; Feb. 25-.'.'ch 9) shows 
innocent, pretty temp ras o’ farm 
scenes in winter ana ° /* «<a ($100- 

$200] H.v.H . Group of eight 
[Wear; Feb. 4-28] is led by Law- 

rence Kupferman, with an Abstract- 

Impressionist fantasy of winged in- 
sects [$85-$300] pP.r. Audrey 

MacLean [Wellons; Feb. 416) 
shows humorous caseins on literary 
subjects: Don Quixote, Ahsob, Leda, 

etc. [$75-$150] mon. . . . Lisa 
Pothemus [ Argent: to Feb. 16) in 

her first New York show offers floral 

studies charmingly executed [$150- 

$300) H.c. 

Four painters (Sullivan; to Feb. 
11] include Elliott Epstein, who 
shows outdoor scenes and an extro- 

52 

vert »iil-life; Harry Cochrane, who 
offers rural scenes, several of which 
have the charm of an Eilshemius; 
Robert Patterson, a New Yorker, is 
represented by caseins of urban 
facades and shorefront architecture. 

But perhaps more rewarding are the 
canvases of Ernest Mondorff which 
have a chalky somber quality. [le is 
at his best when he plays with the 
simplification of the forms, of canals 
and building. $100-$750 H.C. 

Hollis Holbrook [Contemporary 
Arts; to Feb. 11), art instructor in 
the University of Florida, shows a 
group of paintings which, although 

they strive for complete freedom, 
end by boring the eye with their in- 
sistence on color alone. This is his 
second one-man exhibition. H.C. 

Jan Geib [Ruth White: Feb. 5- 

March 2] in her third New York 
show combines different kinds of 

painting, also flatness and depth, 
also amorphousness and solidity, and 
the results are interesting and 

strange. Beneath the outer layers of 

her pictures is an alluvial deposit 
of drifting color which seems to be 
concealing something, a pictorial 

bedrock. The parts close to the sur- 
face are angular, cruel in form, 

sometimes dark and brown, more 

often white and semi-opaque. The 
eye keeps dipping and diving into 
the paintings, coming to the surface 

then going down again. Prices un- 

quoted. L.c. 

Wilner, Protas, Algen (Caravan; 
Feb. 6-26] are showing oils and 
watercolors. Cesar Algen’s water- 

colors are of New York, landscapes 
and caricatures. Helen Frank Pro 
tas and Marie Wilner show a variety 

of abstractions in oils. Prices un- 
quoted. 1D. 

Two-man show [Pietrantonio; Feb. 
1-14] is a first New York appear- 
ance for Reggie Levine, whose pic- 
tures describe the “Boo!” side of 
life. Séance reserves its color for the 
edges of the shallow modeling of a 

doll-like couple we have met before. 
Feathery strokes in one picture, the 
fatty deposits in the cheeks of a 

portrait, imply trips to a more salu- 
brious climate. Allen Theilker, who 
works as a restorer at the Metropoli- 
tan Museum, shows caseins on 

beaver board, abstract, in papery 
color kept close in value. Theilker 
creates variations on _ repetitive 
forms. {n a vertical painting, five 
circles rise one above the other like 

wheels in Futurist motion. In the 
second wheel, down where the cam 
shaft should be, bird’s-egg bae 
otherwise not matched draws the eye 
back to it from its rovings. Theilk- 
er’s work is calculated, unimpas- 
sioned, citified: an organic vibrancy 
that continually occurs in a world of 

non-organic forms. Prices unqnot- 
ed. JS. 

Emily Frank [Studio 6) studied at 
the Art Students League. N.y.u. and 

in Europe. She is showing rich and 
warm oils and watercolors in dark 
abstractions using heavy impasto. 

75-$800. H.D.H. 

Pre-Columbian and modern [Em- 

merich; to Feb. 28] sculpture and 
pictures respectively establishes on 

this occasion some direct correspon- 
dences with the large total of mod- 
ern work which has found sources 
in archaic sculpture, both in its 
hieratically styled forms and the 
earth-colors of funerary pottery and 
votive figures from many cultures. 
Campigli’s vaselike women and 
Chirico’s grouped anthropomorphic 
parodies supply derived keys for ab- 
stract-styled faces and _ simple- 
rhythmed stiffness as well as for the 
cool and warm hues of indigeneous 
clays, while the little-known Mexican 
modern, Gerszo, paints an ancient 

city in chameleon textures like time's 
subtle traces on the belly of a Pe- 

ruvian urn or the hump of a Taras- 
can dwarf. Prices unquoted. P.T. 

Eliena Krylenko ([Wellons] was 
represented by handsome oils of 
still-l‘fes, landscapes, flowers and 
portraits as well as deft gouache 
studies illustrating her travels in 
this country and Europe, in a me- 
morial show. Three rough-textured 
impressions of France and the beau- 
tifully expert Averted Nude were the 
highlights of a satisfying exhibi- 

tion. Prices unquoted, H.D.H. 

Avel de Knight [Sagittarius] is a 
young American born in Puerto 

Rico who, after working and exhibit- 
ing in Paris for several years, 
showed for the first time in New 
York gouaches, oils and drawings. 
They combined into one style, with 
a great deal of talent and skill, 
chose ways in which Vuillard, Pi- 
easso, Toulouse-Lautrec and Tche- 
litchew resemble each other. $150- 
$500. FP. 

Black-and-white (Terrain; Feb. 3- 
March 1] paintings, prints, draw- 
ings and photographs attempts to il- 
lustrate an esthetic principle of the 
union of opposites, and relatedness 
within diversity. This purpose seems 
to work because the exhibiticn as a 
whole has personality. The diversity 
of styles and mediums set each other 
off instead of mutually interfering. 

For instance, Viesuals’ lithographs 
show better here than in the Audu- 
bon Artists’ exhibition. The tense 
wires of Dehner’s drawing enhance 

and are enhanced by the juicy 

sketchiness of Touster’s pencil land- 
scapes. Anderson’s drawings are or- 
dered and rectangular, Howard's 
etchings and aquatints are rich and 
complex; they approack each other 
in their range of darks. Leiber’s col 
lages, called Tombs, show the dead 
still pushing; Christopher’s subway 
stations and Artschwager’s watery 
landscapes have respectively a com- 
pressed and an open imagination. 
$10-$150. F.P. 

League of Present-Day Artists 

[James; Feb. 1-21] includes sculp- 
ture, oils and watercolors. Dorie 
Marder’s bold abstract oils, Nancy 
Dryfoos’ terra-cotta Gossips, Helen 
Gerardia’s dramatic Festival of San 
Gennaro and David Atkins’ /ndus- 
trial Life with its strong jumble of 
detail stand out. $75-$600. 4u.D.H. 

Japanese calligraphy | Witten- 
born; Feb. 18-March 2] makes a 
vivid, one-wall demonstration of how 

decorative the Orient’s parallel to 
Western fractura can be. Ogawa and 
others seem to have tried to see how 

much they can emulate the non- 
linguistic calligraphies of abstract 
artists of the Western hemisphere 
without abandoning the characters 
of their native language. Their own 
“flung ink” painting has turned into 
our “flung paint” calligraphy and 
thus their freedom of stroke and tex- 
tural variations rate comparison, I 
think, with Pollock’s individual cal- 
ligraphs and Kline's hieroglyphic- 
into-abstract idiom. A single Bud- 
dhist transcription from a Sutra. 
ghostlike in its delicacy, is present 
to invoke the past. $15-$90. P.T. 

Contemporaries |Crespi; to Feb. 
9] is a competition with the awards 
going to Robert Paul Tosa’s de- 

tached still-life of fish and fruits, 
Elsa Gherion’s man at a table, and 
honorable mention, strangely, to 
Frances Brennan's primitive, wood- 
en Pennsylvania Dutch interior. 
Winifred Carson's small lithograph, 
Rain, and her watercolor still-life 
are attractive. $35-$500. H.D.H. 

Arthur Bressler [Art Students 
League; to Feb. 9), winner of a 
McDowell Traveling Scholarship in 
1955, has put his year in Europe to 
good use. Villages, churches and 
landscapes are depicted in flat tonal 
colors with Cézanne-like build-ups 
which he uses as a foundation to 

sow his painterly oats. His experi- 
ments in light and color are not 

always successful, but there is a 
promising consistency in this young 

painter's work, $75-$400. Ls. 

Foster and Politi |Panoras; Feb 
18-March 2] is a joint New York 
debut. The smal! oils by Belle Politi 

range from a jumble of squarish im- 
pastos (Fiesta) to the all-out Ab- 
stract-Expressionism of Opposition. 
The emotive titles (Ebbtide) are un- 
expected and _ irrelevant. Judith 
Foster's Dormant and Animated 
Forms is a coiling composition of 
lily pad shapes. The green she puts 
on red is more of an optical hazard 
than a delight. Prices unyuoted. J.s. 

Rachel Frank [Kottler; Feb. 4-16) 
shows abstract pastel and black and 
white figure studies [prices unquot- 

ed] ... Elizabeth Kave | Barzan- 
sky; Feb. 4-16], self-taught water- 
colorist, shows decorative European 
landscapes and street scenes in her 
fifth one-man sbow in New York 
[$75-$125] Katharine M. 
Howe [Barbizon], a New England- 
er, shows skillful watercolor land- 
scapes [$25-$100) . . . Nell Board- 
man |Barbizon; to Feb. 29], presi- 
dent of the Washington Square Out- 

door Art Exhibit, shows Western 
landscapes and some pictures of 
Washington Square [$75-$550] Ls. 

Rafael Navarro [Sagittarius; to 

Feb. 10] was born in Mexico; he 
has shown there as well as in Rome, 

Paris, Deauville and Madrid. When 
Mexican painting first began to have 
an influence on American painting, 
one of its admired qualities was 
what seemed to be a use of painting 
for the direct expression of emotion 
that is dramatic before it is artistic, 

and a distance from European-de- 
rived theory. The paintings looked 
unambiguous and unaffected, and 
only later seemed less purely indig- 
enous. Navarro’s paintings are 
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neither Impressionist- nor Cubist- 

derived, nor do they have “primi- 
tive” self-consciousness. His style of 
sharp outlines, definite but not es- 
pecially bright local colors and a 
central placing of his figures on the 
canvases is perhaps closest to Mex- 
can traditions of religious painting 

to Mexican Colonial art. His weakest 
pictures are those in which he at 
tempts to symbolize man’s plight 
within Industrialism, and one of the 
best is a St. Francis receiving the 

stigmata. Prices unquoted. F.P. 

Williams John [Morris: Feb. 5 

23] studied at the Chicago Art In- 
stitute and is now living on the 

West Coast. He is showing Sur- 
realist oils on silk: small in scale, 
lar, ly grey in tone, they explore 
the thin viscosities of oils in a graph- 
ic manner. Sanctimony is a three- 
sequence portrait of smugness, Sym 
bolic Interpretation is on Moby 

Dick. Prices unquce-ed. H.D.H. 

Ytantas Kasiulis [Hammer] is a 
refugee from Lithuania, three of 
whose paintings have been bought 

by the Museum of Modern Art. 
Their corky texture and green-and- 

red color illustrate a fairyland where 
all activity is pleasant and unreal. 
$350-$700. F.P. 

Contemporary American Expres- 
sionists [{ Atelier; to Jan. 3) made 
up a dark and shiny show. Among 
the dozen painters participating in 

the group, Jeannie Meisels’ views of 
the city and her portrait are the 
most digestible, followed closely by 
J. Offen’s very similar subjects and 
Eleanor Magid’s cils and litho 
graphs of leaves and landscapes. 
$200-$300. H.D.H 

Felrath Hines [Parma; Feb. 4-23) 
is showing rough-textured valuable 
looking oils, mostly abstracted from 
landscapes. All the canvases settle 
in from their edges through a suc 

cession of irregularly shaped frames. 
Some of these frames contain beds 
of coals of various colors from fiery 

to springlike greens and yellows to 
rich auumnal colors, looking like 
nodes of crystals broken open. When 
the subject matter is not turbulent, 
it is transitional, and in the tran- 

sitional paintings, quite rationally, 

one or more sides of the frame effect 

is omitted. $100-$600. H.D.H. 

Katherine Nash [J. Seligmann), 
who lives in Omaha and has ex- 
tensively exhibited in the Middle 
West, showed abstract steel, copper 

and bronze sculpture of an open 
construction that is becoming an 

even more wide-spread style than 
the linear Non-Objective painting 

style that sculpture often parallels 
$150-$450. F.P. 

Jane Crawford { Widdifield; to Feb. 
16], originally from Missouri, where 

she studied art, shows enormous and 
quite small paintings in her first 
show; the large ones (one is 8 by 

10 feet) look as if three non-mixing 
liquids were squeezed between sheets 

of glass to butter out horizontally 
and vertically. They spread to op- 
posite edges, so that what is brought 

into a picture can have an exit. The 

small paintings, on the same princi 
ple, are in the same scale (there is 
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just one butter-knife) but their 

smallness gives them structure and 
depth, where the large ones have 
organization on a single surface. The 

small ones are rigid; the big ones, 
protoplasmic. The ridges of paint at 
the edges of the wide brush strokes 

are a relief drawing, and an element 
of a certain tactile sensuality. $50- 

$2,000. F.P. 

Edward Barber {Crespi; Feb. 11- 

23] studied acting and ballet in 
California and went to O.C.S. in the 
Marines. He is showing crayon and 
poster paints of cats and figures. 

Une sparse drawing of a Siamese 

cat is strongly Impressionist, and 
Siamese is a strikingly eerie study 

of the similarities between the cat 

and the girl holding it. Other work 
shows a Polynesian influence. $100- 

$500. H.D.H. 

David Holleman [Jewish Mu- 
seum], showed a group of mosaics, 
drawings, intarsia and wrought iron 
models inspired by the intricacies of 
Old Testament stories. He has de- 

veloped “brick carvings,” on which 
his large drawings are based but for 
the most part he works in a heavy 
though rich combination of mosaic 

and glazed tile, exploiting an archaic 

approach. Prices unquoted. H.C. 

Natalie Sterinbach [Panoras; Feb. 
4-16] in her first one-man show finds 
a richer pay of color in her more 
figurative paintings: the warm ab- 
stracted Gulls and Procession, de- 
fined in a mist. In the big pictures, 
segmentation is broken through, col- 
or is uglier and truer. Prices un- 

quoted. LS. 

Ruth Hageman [ Artists’; Feb. 16- 
March 7] studied at the Art Stu- 
dents League. Her Abstract-Expres- 

sionist paintings simulate immediacy 

but are too careful, inhibited and 
sweet. The less presumptuous works, 
in which an object is used as a frame 
of reference, are more resolved, 
freer and simpler. On the whole, 
nothing was really ventured, and 

nothing is really had. Prices un- 
quoted. LS. 

Three-man show [Kottler; Feb. 18- 

March 2] consists of paste! portraits 
by Helen Morris, colorful floral still- 
lifes and landscapes by Hanna Beier 

and drawings of mining and rail- 
road workers by Robert Lawrence. 
Prices unquoted. LS. 

John Groth (Petite; to Feb. 9), 

well-known illustrator and war-cor- 

respondent, is an American Felix 
Topolski (whose fluent drawings his 
distantly resemble) who sees Ameri- 
ca from the inside and the rest of 
the world as an American enrap- 
tured by color, movement, romance. 

His best subjects are sporting ones. 
He captures movement, without 
freezing or stylizing it in quick las- 
soos of line. He always seem: to be 
right on top of everything. He has 
a flair for pictorializing illustration. 
75-$500. L.c. 

Jean Brisson [Gallery 75; Feb. 4 
28] is a young French painter im- 
pressed by Baffet. His other influ- 
ences show in modest references to 
the more decorative aspects of Syn- 
thetic Cubism. He strives for ten- 

sion not by adjusting forms to each 
other but by breaking up the surface 
with lines. Some of the paintings are 
quite tasteful. $100-$500. L.c. 

Robert Davison (Petite; Feb. 1)- 
23] is a well-known costume and 
stage designer. Among his projects 
were the sets for Orson Welles’ 
Around the World in Eighty Days. 
He has recently been executing 
murals for hotels and department 
stores in New York and Antwerp. 
This second one-man show has no 
particular unity. It is a combination 
of various stylizations and manner- 
isms. His drawings are interesting, 
especially a group of imaginery 
cities in which he puts an influence 
from Italian metaphysical painting 
to good use. $45-$300. L.c. 

James Juthstrom [Gallery CG; 
Feb. 5-March 2], who studied at the 
Brooklyn Museum School, is show- 
ing aerial land:«cape abstractions of 
the patterns of broad fields in har- 
vest, fallow or winter colors, ac 
cented by barns and houses. Some 
roll and some stretch, all simul- 

taneously accept and reject a di- 

mension of depth, for it is rewarding 
enough to consider the pattern and it 
can be alarming to be sucked into 
the dimension the patterns demand. 
Maine Trees and Tree Group are ex- 
ceptions; here Juthstrom is dealing 
in a ground perspective with totter- 
ing tree shapes rising from it. $175- 
$900. H.D.H. 

Oils and watercolors [{ Eggleston; 
Feb. 4-16] by three ladies, Adelaide 
Webster, Constance Hertell and Ger- 
aldine Talbot Major, are all repre- 
sentational. Miss Hertell contributes 
flower paintings and an interesting 
Bermuda scene, Miss Major's water- 
colors range from Bermudan to Ca- 
nadian landscapes and Mise Webster 
shows her humor in Fet Day at the 
Beach. $100-$700. H.D.H. 

Vladimir Lebedev [Barzansky; 
Feb. 18-29], Russian ex-Socialist- 
Realist, was represented in Moscow 
and Leningrad museums and in the 
Soviet pavilion of the N. Y. World’s 
Fair. He came to the United States 
five years ago as a displaced per- 
son. His paintings are well-executed, 
but are ponderous and tentative. 
There are hints at something un- 
nerving and possibly macabre, that 
Lebedev has not yet fully disclosed, 
and this may inhibit the work. 

Prices unquoted. LS. 

Three-man show [Kottler; Feb. 4 
16] includes Michael Agran whose 
Surrealistic, and stalagmitic, temples 
evoke desolate feelings. Marylynn 

King and Lillian Graetz show still- 

lifes and landscapes. Prices un- 
quoted. Ls. 

Hermione Dixie (Argent; Feb. 18- 
March 9], English by birth, Cana- 
dian by adoption, shows oils many 
of them influenced by the scenes and 
customs of Sierra Leone. She vis- 
ited Western Africa and in Party 
and The Blue Straw Hat successfully 
interpreted what she saw there. The 
physiognomist may be interested in 
these remarks of hers: “When | 
saw the old African masks and carv- 
ings, I began to compare them with 

the faces I saw around me. In raany 

of my paintings, the subject has 
slots for eyes behind which is a 
white blank, as one might put a 
clean sheet of paper into the type- 
writer and then for years write 
nothing. Then again, after a great 
deal has been written the light be- 
gins to go out and the work is fin- 
ished.” Prices unquoted. Hc. 

William Mandel [West Tenth 
Street] studied in the Chicago In- 
stitute of Design, in the art depart- 
ment of Brooklyn College, and under 
Albers at Yale. He is an art direc- 
tor for a television station. His first 

one-man show includes etchings, 
woodblocks and oils which show 
the influence of Robert Jay Wolff 

and of Robert Goodnough. His in- 
terest is landscape; not a realistic 
vision of it, but a vision that could 

be from above or from within the 
landscape—the point of view not of 
someone standing and looking, but 

of someone remembering what is 
essential about the experience of 
landscape—the enlarged Impression- 
ist shimmer, or the division into 
ground and sky: into organic and 
inorganic along an irregular line 

of separation. $35-$250. F.P. 

dlicia Cajiao {West Tenth Street), 
who has not shown before in New 
York, was born and educated in 
Bogota, and also educated ir New 

York and Paris. Her paintings of 
Barcelona are divided into planes of 
bright color ‘- a convention that 
subordinates «arawing to design. 
$100-$260. FAP. 

Contemporary Americans [Milch; 
to Feb. 9] consists of single exam- 
ples of the work. of eighteen artists 
associated with the gallery and in- 
cluding many veteran painters. 

Noted among the new works are 
William Grant Sherry’s geometric 

Maine town, Paul Sample’s austere 
Spanish landscape and Louis Bosa’s 
simpatico Ponte Vecchio. Prices un- 
quoted. 1.8. 

Denny Winters [Rehn; to Feb. 16) 
is showing abstractions from Maine 
and Louisiana in subtle and dusty 
colors. The oils seem to be after- 
images of clouds and rocks, jet- 
sam and dunes. $150-§750. 4H.p.H. 

Edwin Chamberlain (Hewitt; 
Feb. 423) shows symbolic realist 
paintings, figures and studies of 
plants. His figures have the leaden 
quality found in followers of Man- 
tegaa and almost all the canvases 

are moody and moonlit. U.S.A. and 
the other allegorical works are not- 
able largely for syncretism, both in 
the subject matter and the artist's 

attitude. Prices unquoted. H.D.H. 

Orfo Tamburi [Sagittarius] was 
born in Jesi, halfway between Rome 
and Naples. In 1951 he moved to 
Paris. He has designed scenery and 

costumes for Italian ballets, and his 
work is the subject of a number of 
monographs. Paris is the theme of 
most of the paintings in his first 
New York show. They have pres- 
ence though nothing stirs and there 

is no sound; they have the aliveess 
of mushrooms. He paints streets as 
cool as colored clays in their tem- 
porarily deserted moments; they are 
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not structures but objects worn by 

contact, as much to be 

granted and as natural as 

$350-$650. F.P. 
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the sky or ground. 

[Fleischman ; 

York 

at Cooper 

Muriel Zimmerman 
to Feb. 25], a young New 

painter who has studied 

Union and the Art Students League, 

shuws a group of oils which are dis- 

yng color harmonies 

H.C. 

tinguished by str 

$75-$200, 

River Savings 
believe that “the 

is to have 

Isists [East 

to Feb. 28 | 

an artist 

The 

Bank; 

main purpose of 

a message regardless of style or me- 

The fourteen 

show thirty- 

five examples of their work. $25 

$1,500 Ls. 

dium of painting.” 

members ef this group 

Sculpture Center; to 

young New 

sculptural 

Lin Emery 
Feb. 11}, 

displays 

Orleans artist, 

sensibility 

and 

true 

in the abstract steel, copper 

bronze constructions which make up 

her first one-man show in New York. 

Most interesting is her attempt to 

Balls in Birmingham 

Festival of Arts in 

Birmingham, Ala., opens this year 
Beaux Arts Ball, set in the 

transformed for the 

into a moated 
castle, and continues [to Feb. 16] 

with a multicude of activities in the 

fields of art, theater, dance, 

The theme of this year’s 

Influence in 

The annual 

with a 

local armory 

occasion medieval, 

music 

and fashion 

festival is “England's 

portray tne growth process; bulky 
biogenetic shapes emerge from one 

another in a nature-like progression. 

In her figure studies, Miss Emery is 
more attitudes and 
their symbols than with a humanistic 
statement. These pieces, though de- 
rivative, show considerable talent. 

$100-$200. LS. 

concerned with 

Jo E. Carroll (Burr; Fe 10-23], 
promising twenty-two-year-old artist 
trom California, has her second one- 

in New York. Her style 
from Ensor and Surrealist 

sources; much of her work is re- 

ligious in content. These paintings 
and turbulent, and 

though unresolved, show consider- 

able talent. $25-$400. LS. 

man show 
derives 

are emotional 

Drawings [Deitsch; to Feb. 9] by 
nineteenth- and _ twentieth-century 

artists include several small animal 

and landscape sketches by Dela- 
croix, an allegory on La Loi by 

Bresdin, a Kowlandson comparison, 
in the manner of Lavater, of physi- 

and men — ognomies of animals 

Alabama,” and the Museum of Art 

collaborates by presenting an ex- 
hibition of British painting lent by 
various U. S. museums. Represented 
are the expected English masters 
Constable, Gainsborough, Lawrence, 
Raeburn, Turner, van Dyck ard so 
forth. Artists from all over the state 
of Alabama are competing for prizes 
in a different sort of exhibition—this 

Hanley collection debut in Philadelphia 

The collection of T. Edward Hanley, 

manufacturer from Bradford, Pa., will 
have its first public showing begin- 

ning Feb. ° at the Philadelphia Mu- 
seum of Art [to April 28]. Mr. Han- 

collections ley, best known for his 

of books and manuscripts, has also 
amassed an important group of 
drawings, from the eighteenth cen- 

tury to the present, sculpture and 
watercolors. In the present exhibi- 
tion, drawings by Boucher, Guardi 

The contemporary in retrospect 

This year marks the twentieth an- 

niversary of Boston’s well-known In- 
stitute of Contempogary Art; to mark 
the occasion, directér emeritus James 

S. Plaut has culled Yrom the twenty 

major exhibitions of the Institute's 

history a panorama of thirty-nine 
works of art, ranging from Picasso 

to Irish painter Thurloe Conolly, 
from Jack B. Yeats to Roberto 
Montenegro. Since its inception in 
1936, the Institute has ranged the 
world over in its search for the in- 
dicative and dramatic artists and 
modes of expression of the twentieth 
century. The first exhibition was 

The brothers Duchamp continued from page 26 

should aim at a technicolor perfec- 
tion; the other, more subtle reaction 
takes the form of automatic paint- 
ing. But the experiment seems to 
indicate that automatism ends in a 
mechanization of the artist’s ges- 
tures. In either case the final prod- 
uct is drowned in virtuosity, a 

quality characteristic of sophistry, 
identified by Plato with the paint- 
er’s imitations of craftsmen. 

It would have been difficult in 
Plato’s time to realize that imita- 
tion does not exhaust the meaning of 
painting. How the artist is to avoid 
sophistry is well indicated by Du- 
champ-Villon in his defense of art 
as an interpretation “in synthetic 
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lines, planes and volu:nes” of rela- 
tionships of objects. The historical 
justification of Cubism rests on the 
novelty of its interpretation. His 
ability to apply an extreme form of 
interpretation to his subject matter 
inspired Duchamp-Villon to produce 
his justly famous Horse and equally 
lovely Cat [p. 24). 

Interpretation, in Greek hermeneia, 
stems from Hermes, as does the word 
hermetic. All works of art contain 
a secret; whenever interpretation 
manages to reveal it the exposed 
work loses its charm and fades. A 
work of art fascinates to the extent 
that it possesses the sphinx-like 
quality attributed to Mona Lisa’s 

and various other examples given to 
Fuseli, Ensor, Maillol, ete. The 

show includes seme amusing nine- 
teenth-century journal illustrations. 

$50-$3,000. E.c.M, 

Serge Francis King [Marino; Feb. 
2-21], young American Negro who 
has traveled widely in Europe, 
Egypt and other parts of North Af- 
rica, shows a series of oils that have 
a dry surface and more than illus- 

trational technique. Concerued with 

bar and café life, he tries te char- 
acterize an individual ayainst a 
background of movement, but un- 
fortunately he lacks a skill for deal- 
ing with personality and the passing 
instant. Prices unquoted. H.C. 

Van Noble (Burr; Feb. 24-March 
9], unofficial painter laureate of the 

U. S. Navy has three paintings hang- 
ing in the White House and six in 

the Litile White House at Key 
West. Dainty submarines and naval 
vessels, as well as sentimental Flori- 
da scenes are her subject matter; 
the skies are blue and each white- 

to be held in the various department 
store windows of the city. In other 
parts of the festival, plays by 
Shakespeare and T. S. Eliot will 
be performed; three Birmingham 

architects will be presented with 
plaques; an’ cash awards will be 
given to winners of ballet, photog- 
raphy and floral arrangement compe- 
titions. The exhibition at the Mu- 

and Blake join examples of Ingres, 
Renoir and Toulouse-Lautrec. Of 
sculptors of the twentieth century, 
Maillol, Lachaise and Picasso, Des- 
piau and de Creeft are represented 
here, mainly with small sculptures in 

devoted to Gauguin; curiously 
enough, the most recent one-man 
show presented the not unlike figure 
of Armando Reveron, also a primi- 
tivist, recluse. If these 
two flamboyantly romantic figures 
provide the end papers of an era, 
the pages between are filled with 

obsessive 

smile. 
What powers are to be invoked, 

what magic rites are to be followed 
to bring about the occurence of that 
accident which will grace a work 
with mystery? The answer is sug- 
gested by Gris when he said the art- 
ist should be “inexact, but precise” 
(quoted by J. J. Sweeny in his in- 
troduction). Precision is achieved 
by acquiring a style, a requirement 
that the artist shares with the ath- 
lete. Through style, the sensitive as- 
pect of the law of parsimony, we 
reach our goal with the least possible 
waste of energy. However if precision 
demands style, inexactitude leaves 
room for the occurence of accidents. 

cap is placed just so. Tail Walking, 
a swordfish picture, is reputed to be 
on of President Eisenhower's fa- 
vorites. Prices unquoted. LS. 

Robert Courtright |New; Feb. 4- 
16] appears for the fourth time in 
one-man capacity with his unusual 
collage medium of textured papers 
ingeniously embellished with accents 

of paint. His Old World architec- 
tural views, geometrically defined, 
tastefully toned and well composed, 
are more pleasing at first sight than 
afterwards, when one becomes aware 
of the slightness of their decorative 
formula. $100-$250. P.T. 

Rose Golub’s [Bodley; Feb. 11- 

March 2] most recent works are 
Avery-like views of the New Eng- 
land coast, but her phantasmal tran- 
scriptions of European cathedrals 
(when a stained-glass window may 
look like the “eye” of a peaccok’'s 
tail) are better, and best of all are 
bouquets, where gouache, watercolor 
or pastel has bathed the flowers with 
a Redon magic. Prices unquoted. P.t. 

seum of Art will outlast the festival 

proper; visitors may see the twenty- 

four borrowed British paintings 
through February 21. 

During this festive Bir- 
mingham’s carpet is out to a visiting 

exhibitor: Walter P. Chrysler Jr. 
sent fifty-nine Dutch, Flemish and 
German paintings from his extensive 

the Museum. 

season, 

collection to 

mediums like ivory, alabaster and 

bronze. And as a documentary on the 
working process of a major contem- 

porary artist, a finished oil by Ma- 
tisse is shown with one of the pre- 
liminary drawings made for it. 

homages to Frank Lloyd Wright, 
Marin, Sullivan, Kandinsky and 
other acknowledged masters of the 

contemporary The exhibi- 
tion will be on view through Feb- 
ruary 10 in the Institute's new 
quarters in the School of the Mu- 
seum of Fine Arts. 

scene. 

The quintessence of precision con- 
sists in viewing achievement as for- 

ever an accident, as the Zen archer 

views his target. Like the Buddhist 

who moves with grace from archery 
to flower-decoration, Marcel Duchamp 
moves from painting to chess. The 
bull’s-eye has been fused with the 
labyrinthine depth cf man’s ignor- 
ance and fear in Duchamp’s delirious 
pun that covered the Surrealist mag- 
azine Minotaure [p. 24]. 

The serenity that the masiery of 
precision permits one to reap, and 
which radiates from the personality 
of Marcel Duchamp, many young 
French artists have found in the 
work of Jacques Villon. By avoiding 



| PAUL ROSENBERG & CO. 
Established 1878 

Loan Exhibition of 

19th and 20th Century French Paintings 

“MASTERPIECES RECALLED” 
For the Benefit of the 

League for Emotionally Disturbed Children, Inc. 

February 6 to March 2 

Admission 60 cents Tax Included 

NEW YORK 20 EAST 79th STREET 

HIRSCHL & ADLER 

alleries inc. 

MICHEL 

cadoret 
RECENT PAINTINGS 

FEBRUARY 14 - MARCH 9 

announce the opening of 

their new galleries at... 

21 EAST 67th STREET 

NEW YORK 21, N.Y. 

Telephone: LEhigh 5-8810 

Opening Exhibition: 

EMILE BERNARD 

February 15, 1957 

GALERIE CHALETTE 

NEW LOCATION: 1106 MADISON AVE. (82-83 ST.) 

) FERRUARY 1957 



HOWARD 
YOUNG 
GALLERIES 

© 

Old and Modern 

PAINTINGS 

© 

1 E. 57th Street 

New York City 

“A superb piece of work.” 
—ALLAN NEVINS 

ARCHITECTUR 
AMBITION AN 

AMERICAN 
By WAYNE ANDREWS 

‘A history of architectural 
taste in America from the be- 
ginnings at Jamestown and 
Plymouth down to our time 

an account of the career 
of American architecture as a 
fine art. It is ‘the story of how 
our greatest buildings came to 
be built and by whom.’ Fas- 
cinating reading throughout.” 

Chicago Tribune. 

“Brilliantly organized 
with a witty and discerning 
commentary on the astonish- 
ing course of American taste.” 

V.Y. Times. 

e With 64 pages of photo- 

graphs and many in-text il- 
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Marcel Duchamp’s study for the Chess Players, 1911, lent to the 

“Three Brothers Show,” 

The exhibition will travel to the 

both the disturbances that the il- 

lusion of depth evokes and the false 

reduced to a security of a present 

two-dimensionality Villon, in his 

more recent paintings, has provided 

a middle-ground for the necessary 

breathing space where angles of 
vision meet angles of light. He erect 

stage where colors, un 

by the stroke of the 

metamorphosed into 

ed there a 

adulterated 

brush, are 

planes. 

The window has now been broken 
ever the fif- 

teenth light has been 

poured into the painting of a room. 

This accident is symptomatic of an 

through which, since 

century, 

era where cathedrals are dwarfed by 

office buildings. and when looking 
through the window no longer im 

plies gazing at the source of light 
but glaring into an abyss. 

The validity of a symbol rests 

Molzahn continued from page 49 

As early as 1924, Katherine Dreier 
had visited Molzahn in his studio in 
Magdeburg and had purchased his 

work. She included his paintings ih 
a series of Société Anonyme exhibi- 

which circulated to a 

number of American cities between 

1921 and 1939. In addition, several 
Molzahn paintings had been shown 
in the Museum of Modern Art’s ex- 

Painting and 
Sculpture,” 1931. As a result, Mol- 

zahn was not entirely unknown in 

the U. S. when he arrived in 1938. 

He was offered a professorship at the 
University of Washington by Walter 

Isaacs, who was then head of its 
Art Department. Molzahn was only 
one—and not the first—of a number 
of European artists whom Isaacs had 
attracted to Seattle. Archipenko and 
Ozenfant had preceded him there. 

Molzahn lias never forgotten his 
first crossing of the continent from 
New York to Seattle. For him it was 
an unbelievable and endless unfold- 

thons were 

hibition, “German 

Guggenheim Museum, by 

Houston 

Edgar Varése 

April Museum in 

finally on an ambiguity and the light 

brightening the room of an An 

nunciation is but an imitation of 

light. With the Impressionists, the 
window, and its complementary op 
posite the mirror, have been replaced 
by the fluid surface of a pond or a 

Cubist attitude toward 
epigrama'’< ally 

river. The 
Impressionism was 
expressed by Villon when bh saia 
“je fuis la fenétre ouverte de 7im- 

What else has Fu- 

turism done but to extend the field 

pressionisme.” 

of Impressionist vision to the moving 
masses and changing light of the 
poet’s “villes tentaculaires”? The 

wheel that generates light and mo- 

tion, the pedestal of speed, has been 
brought by Duchamp to a stand- 

still when he re-turned the engine to 
its infancy and the coffee grinder to 
the timeless joy of our revolving 
fortunes. 

ing of landscape. He wrote then of 
“the hills which remind one of an in- 
finite frozen ocean spotted with 

flocks of sheep, grazing herds of 

cows, lonely ranches, and here and 

there a lonely man. I do not know 
why man, in this endlessness of land 

scape and sky, is so soul stirring... 
Is it the recuciion of 
man to his actual measure? .. . One 

cannot resist the urge to get off at 
one of these forsaken stations to 
expose oneself to the full vastness 

of sky and landscepe. But such 
temptations into deed make for a 
ghostly experience for I, too, 
become a tiny dot in an immensity 

of space.” Man and space—as ex- 
perienced enroute to Seattle—was to 
become an obsession with Molzahn. 
The critic Paul Fechter has com- 
mented on this preoccupation: “Mol.- 
zahn has experienced in America 
that which is the most immediate 
impression of that immense conti- 

the vastness of the space... 

remorseless 

nent 
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The spatial hemisphere which is 
arched over the landscape and over 
the individual in America is quite 
literally vaster than its European 
counterpart . . . Molzahn has lived 
this space experience profoundly. 
We can literally watch how this 
experience animates and motivates 

year by year—more and ever more 
his creations.” 

After three rather satisfying years 
at the University of Washington, 
Molzahn felt drawn to New York. 
He remained there for a year and a 
half before accepting an invitation 
from Moholy-Nagy to teach at the 
School of Design in Chicago. But 
Chicago was not the place, and by 
1944 Molzahn was again and finally 
settled in his present East Side 
apartment. He was now no longer 
inclined to teach, for he realized that 
his method was a slow and cumula- 
tive one and that the students were 
continually transient. “The student 
must first be assisted in building up 
an entirely new mentality, and this 
can't be done by words .. . only 
by words converted into life—ex- 
periences on the part of the students 
through their experimental work.” 
“A tedious procedure,” he adds, 
“hard on the students but then they 
catch fire and the whole business 
changes. In teaching today, one has 
continuously to refer to ideological 
concepts that have no reality in the 
experience of these young people. 
One must frequently speak about 
qualities, properties and conditions 
that aren't any more—yet which 
must come to be again in order that 
there may be art again.” 

Molzahn is perpetually painting. 
He seldom leaves his studio for more 
than a few hours. Often he paints 
in the night with a flood-light cap- 
able of lighting the fifth-floor apart- 
ment across the street. Sometimes 

the Molzahns have old friends in for 
an evening. On these occasions the 
artist is usually a glowing story- 
teller—and a restless chain-smoker. 
He serves his guests iced Cinzano— 
a drink which seems as character- 
istic of him as those symbols which 
continually recur in his paintings— 
the rose, the angel and the flamelike 
hand. A painting in progress is 
usually behind him on his easel as 
he talks. Its subject-matter is likely 
to be a symbolical-religious one, for 
Molzahn’s involvements in art and 
religion are inextricably fused. He 
speaks of religion (“when in closest 
communion with the religious forces 
of a society, art will attain its high- 
est peaks”) with the same intensity 
with which he speaks of art. And 
he has found incalculable pleasure 
in St. Augustine’s pronouncement: 
“In this life, brethren, our whole 
business is to restore the eye through 
which the heart sees Ged.” This he 
feels is an absolute statement of all 
he is attempting to do. He muses 
with fondness on Giotto and Fra 
Angelico, “through whose eyes we 
are truly enabled ‘to see God’ .” But 
it is no longer God, he feels, whom 
we see through the eyes of the later 
masters, “it is perspective, anatomy, 
technique — perfect in every ma- 
terial respect as in Leonardo, Tir- 
toretto, Michelangelo, Diirer.” Al- 
though these masters and those who 
followed them continued to focus on 
religious subject matter, the concern 

he believes — became religious- 
biblical facts rather than livir _re- 
ligious experience. In view of this 
we may begin to speculate about 
whom among his contemporaries 
Molzahn might approve. One may be 
unprepared to hear him speak of 
Picasso as “the brightest star in the 
modern movement,” or of Paul Klee 
as “meeting a longing, deep, deep 

Johannes Molzahn’s Loretto 1, 1947, gold re- 
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lief and paint, is a double portrait of his wife. 
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ingrained in Man,” Or to hear him 
say with regard to Léger’s Break- 
fast that “the entire ancestry of the 
modern evolution seems to have 
lined up to bless the world with this 
Léger.” 

Because much of Molzahn’s work 
was confiscated by the Hitler govern- 
ment—aad is still missing—it is dif- 
ficult to trace very surely a line of 

development. In the available mate- 
rial we can see incipient interests in 

particular symbels (for instance, the 
hand and the sole of the foot) and 
in certain design means which have 
undergone some forty years of modi- 
fication. In paintings from as early 
as 1916 there are indications of a 
marked tendency toward the use of 
multiple parallel lines, pure circles 
and circles formed through straight 
lines. The intersecting straight lines 
and rectangular planes which still 
persist in his work give a first im- 

pression that Molzahn is engrossed 
in perspective. “People look at my 
paintings,” says Molzahn, “and then 
they talk about perspective and sky- 
scrapers, I would like to borrow the 
eyes of these people and see how 

they do this. I don’t think about sky- 
scrapers and perspective. This is 
coincidence. [ don’t like really this 

‘perspective.’ I would like to get rid of 
it. And I will if I have enough time.” 

Molzahn believes that art is the 
distillation of all life experience. fie 
cannot abide what he feels is a prev- 
alent misconception “which sees in 
art the mere appendage of a society 
and the artist as a provider of pic- 
tures for walls of houses.” “Suppos- 
ing,” he has said, “art would really 
be this poor and depleted child—it 
would indeed not be worthwhile to 
waste any further thought on it. . . 
nor worth any man’s life to invest 
mm it. 

Utrillo retrospective continued from page 29 

It has nothing to do with Academi- 
cism, which was, when Academies 
were a more active force than they 
are right now, half a kind of social 

recognition, and half a belief in bas- 

ing your art on a set of mostly nega- 
tive rules. Utrillo [Wildenstein; to 
March 2; for the benefit of the Ha- 
dassah Medical Relief Association) 
is a professional in the French mean- 
ing of the word—in fact he did, and 
his painting does, fit the idea best 
of all twentieth-century painters. 
His work is seen this month in his 
first large comprehensive exhibition 
in this country. Three quarters of 
the paintings have not been seen 

here before publicly, and there is an 
emphasis on the early period. Utrillo 
is professional in that he knew how 
to obtain what effect; and the fact 
that he often painted from or for 
postcards, though it seemed to give 

him an uneducated and proletarian 
status an amateurishness, like 
Rousseau'’s, respected for abilities 

and patronized for social naiveté 
has nothing to do with the case. 

Amateurish, meaning loving, is of 
course important. The peculiar draw- 
ing of the skirts of the women looks 

a little crazy, but it contributes a 
perhaps adventitious though unmis- 
takable flavor. French professional- 
ism is synonymous with French 

taste, and Utrillo has this taste that 
France is famous for in dressmaking 
and design, as well as cooking. It is 

a taste that has a national person- 
ality, that contributes to painting the 
flavor that it has: it shows in his 

textures, his division of spaces, his 
colors and values; and the limita- 

tions of the subject matter and of 

the range, gives character. No ab- 
stract painter interested in the form 
of the canvas in terms of an order 
for the subject does any better than 
he in some of his arrangements of 

Paris streets. And the flavor has 
lecal connections, like the flavor of 
Max Jacob's short ballads. F.P. 

San Francisco ‘ontinued from page 20 

present show includes a wide range 
of works from figurative to non- 
figurative, titled and not titled, but 
these do not seem to be important 
distinctions. If quality can be de- 
fined at all, it must be in terms of 
the vividness of the visual image and 

the suitability of the means em- 
ployed. Three of the five prize-win 
ners deal with representation—Rich- 
ard Diebenkorn, David Park and 
William Brown—a larger proportion 
than is en in the show as a whole; 
and ti. are “advanced” in their 
attitude. Equally advanced are 
such non-figurative works as Julius 

Wasserstein’s bubbling, bituminous 

depths, John Haley's linear swirls, 
Samuel Provenzano’s Kabuki-in- 
spired patterns and Felix Ruvolo’s 

work, where a native instinct for 
sumptuous color becomes the sub- 
ject (De Young Museum). 

The Art Association’s annual 
drawing and print show is a hand- 
some group with the emphasis on 
craftsmanship. Noteworthy are the 

drawings that rely upon visual sen- 
sations of landscape motifs, as Erle 
Loran’s ink drawing, Sea and Wind, 

evoking the dynamism of rocks, surf 
and threatening weather. Sonia Gech- 
toff's Autumn, by contrast, is in a 

minor key, an abstract view of 

deep, waving grasses in an endless 
rhythm; Glenn Wessels’ Clif is 
an Expressionist transformation of 
craggy contours into activated, al 
most animistic, ink lines; and Nath- 

an Oliviera’s lithograph, Insect, is 
an involved and tortured mass of 
brushstrekes (San Francisco Mu- 
seum). 

Edward G. Robinson collection 

The present showing of actor Rob- 

inson’s collection is the second time 

that one of the better pr'vate groups 

of moder» paintings in America has 
been brought before the public. The 
first occasion was in 1953, when a 

selection from it was hung in the 

Museum of Modern Art and the 
Nationa! Gallery in Washington 
[A.n., Mer. 53]. Its present a,pezr- 
ance created a little drama “hat 
equalled some of Mr. Robinson’s 
framatic roles, for by the collusion 
of an enterprising museum curator 

and Mr. Robinson, the collection 
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suddenly vanished from the family 
home and the guardianship of a 
group of lawyers, and emerged in its 
entirety in the galleries of the Los 
Angeles County Museum. Leaving 
behind it a wake o. jawsuits, it was 
brought to the Legion of Honor in 
San Francisco, and what happens 
to it after the closing date here ‘s 
at this time another mystery. 

London continued from page 18 

ing them the carrier of old ideas, 

but in the popular arts, too. Take 
the work of Emett, the cartoonist 
who, starting in Punch in the early 
1940s, has become an acknowledged 

folk artist on the home and export 
markets. His reputation is based 
on his antique railway systems which 

are represented fantastically but 
sympathetically in rural settings. 
His cottage-railway whimsey is 
rooted in the public feeling of pro- 
tectiveness towards the picturesque 
elements of the first Industrial Revo- 

lution—the one which Britain led. 
Whereas American science-fiction is 

an index of popular acceptance of 
technical change in the second In- 
dustrial Revolution, of play with the 
new, British nostalgia tends to play 
with the old (Emett) or to modern- 
ize conservatively (Bevan). 

Abortive avant-garde 

There are, of course, exceptions to 
the general rule of the moderating 
role of British artists 

with Continental art. 

ier-Brzeska, a French artist who 
worked in Britain before the first 
World War, was one. The friend of 
Ezra Pound, a member of the Vorti- 
cist movement, he was an aggressive 

supporter of Modernity, which he 
envisaged as a hectic muddle of 
Fauvism, Rodin, van Gogh, archaic 
Greek and Negro art and Futurism. 
This disorder of influences was 
roughly united by his Expressionist 
temperament, but his impact on Lon- 
don was abortive; he died in 1915, 
at the age of twenty-three. His was 
a clumsy talent, though full of prom- 

For years he has been merely 
a cult-figure kept alive by a devoted 
few, but an exhibition like the pres- 
ent one, at the Arts Council Gal- 

confronted 

Henri Gaud- 

ise. 

Although claiming that he was 
net a connoisseur, Robinson showed 
a high level of taste in his selections 
during the past twenty-five years. 
His preference for modern masters 
that were both rare and expensive 
made this difficult. The growth of 
this collection on the West Coast 
and the devotion accorded it by the 
collector and Mrs. Robinson has 
been a model for the formation of 
other, later groups. 

On avoiding extremes 

In a season of good shows, the only 
contrast is offered by the Socic:y of 
Western Artists (née Sanity in Art). 
While the pictures are almost uni- 
formly immune to all « «temporary 
styles, Huntington Hartford, in the 
introduction to the catalogue, put 
forth a new definition of the pro- 
gressive artist: “the avoidance of ex- 
tremism is the mark, not of the re- 
actionary artist, but of the progres- 
sive one.” As extremes he cites cal- 
endar art on the one hand ari “wild 
and wooliy Abstract-Expressicnism” 
on the other, as though these were 
some kind of absolutes and not sim- 
ply the way some artists work. Fur- 
thermore, it would be difficult to 
vonceive of the kind of progressive 
artist, or even the kind of serious 
artist, whose program is to avoid 
something—least of all to shy away 
from extremes. 

lery, which collects his sculpture 
and drawings from widely scattered 
sources, including the Museum of 
Modern Art, New York, and the Art 

Institute of Chicago, is one of those 
precise contributions towards the 

history of British art that is so badly 

needed. 
A British art movement which has 

been retroactively justified is the 
Objective Abstractionist group of 
the early 1930s. The movement was 
forgotten for years because its mem- 
bers became known for their later 
work: Coldstream, Pasmore, Rogers 
and Bell were associated with Eus- 
ton Road realism and the two most 
convinced painters of the group, 
Geoffrey Tibble and Rodrigo Moyni- 

han, became, respectively, a Vuil- 
lard pasticheur and an able realist. 
Last summer, however, Moynihan 

(a Royal Academician and head of 
the Painting Department of the 

Royal College of Art) abandoned 
realism, which had begun to slow 
him down, and returned to painterly 
abstractions—at first based on land- 
scapes, but autonomous _ shortly 

after. They are atmospheric and 

fluent works which flicker between 
gesture and spatial evocation. 

Objective Abstraction that 

rare thing in Britain, an audacious 
movement. “Objective” was meant 
to suggest that the artists, though 
throwing paint around freely, were 
“making something” and not being 

Expressionist. David Gascoyne, 
viewing the only London exhibition 
of the group in 1934, described it 
as “Impressionism applied to non- 
figurative subjects” and “abstractions 

built purely from light and color.” 

The richness of the few 

works (few were sold, 
overpainted within a year or two) 

was 

re- 

surviving 

most were 
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is prophetic of postwar abstract art. 
The movement did not survive the 

impact of Marxism which pushed 
Graham Bell and William Cold 

stream in the direction of documen- 

tary realism. In addition, it was 

deprived of all support from collec- 
tors who might have been interested 

steam-roller of Interna- 

reached 

John 

why 

when the 

tional Style geometric art 

England (Ben Nicholson and 
Piper, for example). This is 
Objective Abstraction is almost the 

only modern movement in England 

received a commenda- 

Herbert 

committed 

never to have 

tory catalogue note from 

Read who was, by then, 

to squares and circles. 

ibstract art now 

The end of last year and the be- 

ginning of the new year saw a crop 
of exhibitions, in London and the 

provinces, dealing with aspects of 
abstract art. In the Hatton Gallery, 
Newcastle, a joint exhibition of Ben 
Nicholson and Barbara Hepworth 
revealed that Miss Hepworth had 
turned from her semi-figurative sym- 

bolic monuments of the past few 

years to the geometric forms that 

led out her most sen- 
sitive carving. She is also, for the 

first time, using metal: the rigid 
petals suggest an extension of her 
form sense. At the Whitworth Art 
Gallery, as part of the Manchester 
Arts Festival, an exhibition of “Re- 

have always cal 

Los Angeles continued from page 

[to Feb. 28] represents a commend 

able effort Selected by Herschel 

Chipp, ARTnews critic in San Fran- 
cisco, and Peter Sek. of Pomona 
College, the exhibition is enticing 

enough to whet your appetite for 
and erratic enough te make 

you wonder about the criteria em- 

ployed in picking these drawings. 
As might be expected, the North- 

ern California contingent leans more 

heavily to Abstract-Expressionist 
drawing than do the Southern Calli- 
fornians chosen. This is not a wholly 
accurate assessment and it tends to 

perpetuate the notion of a pictorial 
schism in this state. The fact of the 
matter is that while presentation of 
the human figure is a prime concern 

of many Los Angeles area artists, all 
schools of abstraction are vigorously 
productive. The imprint of Rico Le- 

imagery can be seen as a 

dominant characteristic in 

Southern California art only at the 
of looking at the scene here 

more, 

brun’s 

regional 

pric e 

cent Abstract Painting” collected a 

good deal of current British work, 

apart from various Continental ar 
tists. At the Institute of Contem 
porary Arts was a survey of the 

1956 work of the best-known ab- 
stract artists in Britain and at the 
New Vision Gallery, a mixed bag 
that included new painters—among 
them Ralph Rumney who is working 
to establish a British branch of the 
Italian “Movimento Nucleare.” The 
sum of these exhibitions shows, not 

surprisingly, that painterly abstrac- 
tion is booming. Characteristic, too, 

permissiveness about ref.- 

abstract pictures to fig 
ures and landscapes. Artists such 

as Roger Hilton, Paul Feiler and 

Peter Kinley work toward images 

which are found in the act of paint- 
ing and which are developed so that 
they lie in the paint rather than 
shape the paint as in realist paint- 

is a new 

erences in 

ing. Calligraphic pictures (Bryan 
Wynter, James Hull) function as 
signs, hinting at meanings, even if 
we cannot read them. Abstract art 
is now playing with allusions so that 
verticals become figures, horizontals, 

landscapes, a tendency, presumably, 
related to the general pre-occupa 
tion with signs that criss-cross the 
whole field of visual communications, 
from Capogrossi to road signs, from 
UN arm badges to Kilee’s Pedagogi- 
cal Sketchbook, from advertising to 

Michel Tapié 
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with unfortunately menocviar vision. 

Most refreshingly original draw- 
ings in the show are by Sonia 
Gechtoff of San Francisco. These 
large pencil drawings, titled Sep- 
tember 1 and September 2, undulate 

long waving lines in swooping pass- 
ages that roll like fields of grass in 
the wind. Without the slightest hint 
of anything specific, Miss Gechtoff 
effortlessly enjoins her mode of 
vision on the spectator. Richard 
Diebenkorn, one of the West Coast's 
best-known abstractionists, is unex- 
pectedly present with a flaccid repre- 
sentational drawing, View of the 
Mediterranean, that scarcely 
credit to his talent. 

Least appetizing pictures in the 
show are the crayon drawings by 
Glenn Berry. A garish mélange of 
Afro - Cubist - Expressionism, _ they 
seemed to me to be without any com- 
pensating qualities. Among the art- 
ists present and ably accounted for 

Burkhardt, Edmondson, 

does 

are Brice, 

Jules Engle’s Yellow Bush; 

Kantor Gallery, Los show at Paul 

in his one man 

Angeles 
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Goldin, Johnston, Jones, Krasnow, 
Kuntz, Lebrun, Lobdell, McGarrell, 
Nakano, Rosenthal, Ruben, Ruvulo, 
Siegrist and Zajac. In spite of the 
uneven dispersion of quality in the 
show, it is a splendid first effort. 

Kane 

Over the past half-dozen years paint- 
er Evelyn Kane has enjoyed a grow- 
ing reputation as a result of partici- 
pation in groups shows and regional 
exhibitions. Her local debut of 
paintings and drawings at Esther 
Robles Gallery [to March 3] con- 

solidates that reputation. It’s pos- 
sible now to see the emergence of a 
nocturnal imagery, laced with phos- 
phoresceat blues and greens, per- 
sonal to this artist, particularly in 
recent paintings like The Cockle- 
burr. Here Miss Kane’s flair for in- 
vesting the humdrum with spirited 
life is given full scope. Midway be- 
tween reality and abstraction, these 
blue cockleburrs inhabit a world 
fully their own. It is in the use of 
tricky phosphorescent color she 
achieves her successes, and once in 
a while, scrapes her shins. 

Lady Chatterley’s painter continued from page 41 

paintings. Yet no one familiar with 
the history of the nude in Western 

art should have objected to his fig- 
ures—superficially. They were all 
sanctioned by artistic convention; 
they derived from the Classic, the 
Renaissance and the eighteenth-cen- 
tury tradition of the undraped fig- 
ure, with one ambiguous, crucial 
exception. 

Lawrence's sensibility did not con- 
form easily to the conventional. In 
making use of the nude in his paint- 
ings, his intention was to explode its 
significance out of formal nudity to 

reveal stark nakedness. In shifting 
the accent from nudity to nakedness, 
Lawrence theoretically did move in 

the direction of the pornographic. 
But, though Lawrence may have 
been an exacerbated man, he was 
never an indecent one. And the tend- 

ency of the guardians of morality 
is always to hide nakedness behind 
nudity and to keep its iconolegic 
meaning fixed within an unerotic, 

innocuous area of human feeling. 
Some suave and successful artists 
have mastered the trick of doing 
this, but it is not one of the neces- 
sary talents of the serious artist nor 
of the outraged man to play that 
kind of game. The ambivalence of 

Lawrence's judgment of the art of 
Cézanne surely hinges on th 

of nudity and nakedness. 

The essay in his catalogue con- 
tains some of Lawrence’s most im- 
pressive insights on the art of paint- 

ing; its message is based on a huil- 
liant analysis of the motives behind 

Cézanne’s art. Lawrence begins the 
laying the failure of the 

visual arts in England to a paralysis 
of fear which, Lawrence claimed, 
overtook the Anglo-Saxon mind at 
the end of the sixteenth century with 
the spread of With the 
resultant collapse of the natural 
sense of physical kinship among 
men, and the substitution of the 

abstract ideals of social and political 
oneness, came the failure of all in- 
tuitive awareness—“the great unease, 

the nervousness of mankind, fear of 

the instincts.” 

But in the art of Cézanne, Law- 

rence saw the first sign of modern 

man’s re-acceptance of the physical, 
material world. “Cézanne wanted to 

express the existence of matter, the 

real existence of the body.” He was, 
for Lawrence, the most interesting 
figure in modern art, not only for 
his achievement, but for his struggle 
to realize his “little sensation.” So 
for honesty and persistence, Law- 
rence placed Cézanne among his 
heroes, although even he had not 

issue 

essay by 

syphilis. 

FEBRUARY 1957 

altogether arrived at a pure state 
of primal awareness. And Lawrence’s 
eventual exasperation with Cézanne 
came because that painter never 
came to grips with the problem of a 
close, intense visual experience of 
the naked human body. 

It is possible to discount Law- 
rence’s stated preferences for Cézan- 
ne’s still-lifes, card players or the 
portraits of Mme. Cézanne, for 
there is evidence that his imagina- 

tion was captivated by Cézanne’s 
Women Bathers series, and especial- 
ly that enchanting, ecstatic picture 
which Cézanne titled The Battle of 

Love. This remarkable canvas, once 
owned by Renoir, belongs to the 
genre of the Venetian bacchanal, 
and it is a great visionary fantasy of 
the modern love problem. It reveals 
much concerning Cézanne’s personal 
anxiety about women, and there is 
little doubt that Lawrence found in 
this vision the expression of a 
kindred spirit. Actually Lawrence 
borrows the motif for a number of 
his own paintings, and the implicit 
criticism that he made of Cézanne’s 

art is only that Cézanne removed 
this spectacular vision too far into 
the middle distance—pushed it too 
far back into space. 

In his own versions, 
does bring the 

Lawrence 
subject-matter into 

close-up focus. But he does this by 
ignoring all the space problems 
which beset Cézanne and which he 
solved in his own artistic terms. 
Space, of course, in this sense may 
have something to do with the differ- 
ent timidity which Cézanne felt 
about the threat of social authority. 
The psychic distance one wants to 
take from any subject may be gov- 
erned by fear. In this respect, Law- 
rence was the braver man—but a 
far cruder painter. Between Law- 
rence’s crudity and Cézanne’s est)et 

ic achievement may lie the revolu- 
tionary question that haunts con- 
temporary art. But the tangible issue 
became a political one: the inter 
vention of the police. 

Lawrence’s treatment of the sub- 
ject that he admired most in Cé- 
zanne is never so ambitious or com- 

plex, esthetically. He fewer 
figures; for example, Lawrence's 
characteristic derivative watercolor, 

titled Dance Sketch, is hardly to be 
compared with ar~.of the heroic 
canvases of Cézsune on the similiar 
motif. Dance Sketch, a woodland 
idyl, presents a scene with arching 
tree forms, as they appear in so 
many of Cézanne’s works, creating 
a natural setting for a rite. In the 
clearing a male and a female figure 

used 
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vu emseives up to the 

lithyrambic beat of a _  dionysiac 

I ng They are joined in their 

ince va e-goat rearing up 

ind leg ind prancing madly 

with the This latter iconographi 

\ s purely Laurentian and, 

»bab quite beyond either the 

knowledg or interest of Cézanne, 

though ‘in Cézanre’s The Battle of 

Love, there is a great leaping hound 

form that cert uinly has sy uboli 

ining in his grand concept of the 

a e of the sexes 

Probably the painting in the Law 

rence exhibition which provoked the 

quietude was another water 

10 Spring, which derives also 

from Cezanne’s Bathers series. This 

small painting is composed of six 

male figures grouped into pairs in a 

vault of tree limbs. The male couples 

ire joined in erotic postures, one 

certainly a pederastic coupling, and 
the entire composition is &@ miasma 

f forms that the 1929 English pub- 
nasi have seen with as much 

perplexity as moral 

Phere 

too, in at 

outrage. 

s a precedent in Cézanne, 

Bathers 

1intings, for this male nude motif. 

Meyer book 

least one of his 

his Schapiro. in on 

Cezanne, relates the image of male 

nudes to Cézanne’s memory of his 

adolescence when he and Zola and 

other friends swam and sunned 

themselves on the river banks of 

their home town, carrying on their 

fantasies about love and women—the 

days when Cézanne wrote his ro 

mantic verse. In Cézanne. however, 
the homosexual revery is neither so 

clear nor so definite as in Lawrence's 

Spring 

obvious in- While Cézanne is the 

fluence in Lawrence's painting, he 

pronounced. The 

exhibition, 

with 

is only the most 

ther paintings in his 
are all 

the subject-matter of his fiction and 

while they concerned 

poetry, reflect an eclecticism that en 

compasses the styles of Piero della 

Francesca and Orozco, vrobably in 

that order of importance. There is 

amy idence, too, that Lawrence 

wa acquainted wit), Gauguin, 

Matiss- and Renoir 
The head of the mot! figure in 

the first painting wie’. Lawrence 

1926, The Holy Family, 

without doubt had for its model one 

of the 

finished in 

heads of three angels in the 

Baptism of Christ by Piero. This 

painting hangs in the National Gal 

lery in London where Lawrence 

must have 

sketched it 

Piero 

seen it, perhaps even 
Further 

' 
is peain if a 

influence of 

comic painting, 

{pple The sub 

Adam and Five in the Garden 

of Eden the 

Lord lemptation God tries 

to expel Eve from 

but nstead of 

Throwing Back the 

ect is 

being approached by 
after the 

Adam 

Adam 

with shame 

and Para 
dise, 

ing 

has thrown the 

the 

trespasser 

depart 

and downcast eyes, 

red apple to repulse 
bearded Father. God is the 

The model the head 

of God in this painting is in Piero’s 
for 

Two Children of Adam, in Arezzo. 

where Lawrence is certain to have 

seen it 

The theme of Throwing Back the 

{pple, has a curious interest in view 

of the tradition of ambitious, high 

art in our culture: few painters have 
attempted to handle themes based 
on levity. Was it disingenuousness, 

his 
led Lawrence to use this 

audacity or incorrigible icono 

clasm that 

“comic” idea as a obviously serious 

subject? (Even in his literary work, 
I doubt 

f humor has been given full notice 

whether Lavwrence’s sense 

and appreciation.) 

The years that J.awrence spent in 
Mexico were those of the dramatic, 

short-lived, 

led 

Rivera and Si uelros ‘ 

peblic-mural movement, 

by los ives grandes Orozco, 

He saw much 
of what they were doing and echoes 

of their work reappear in his paint 

the Sabine Wom 

interlocked 

human forms in the grandiose style 

of Orozco with Rivera’s device of a 

self. 

Lawrence's 

ings. His Rape o/ 

en combines massive 

signature in the shape of a 

portrait. In this canvas, 

head (the cow-lick is the giveaway) 

appears in the lower-left corner, 
turned away from the teeming, 

rapacious struggle of rumps, torsos 

and limbs, rather sad and disconsol- 

ate, perhaps for having no part in 

that fleshy 

Two paintings 

melee 

which are of acute 

psychological interest in relation to 
the themes of his fiction are Fight 

DH The Lawrence's oil Kiss, in the exhibition of 

his paintings, which created a scandal in London, 1929 

64 

with an Amazon and Renascence of 

Ven. There is a continuity between 
them, at even 

they are not closely related 

in style. Both pictures represent that 
human _his- 

tory when man was able to take pos 

least in content, 

though 

apocryphal moment in 

session of woman after the sexes had 

been separated, socially and politi- 
cally, under the law of the matriar- 
chal order 

Fight with an Amazon is an attempt 

fabulous reconcilia- 

fabled moon-women 
to the ascendent masculine ideology. 

io represent a 

tion of those 

There is a comic aspect, too, in the 
iconographic details of this _pic- 

The female is a buxom blonde 

an absurd kewpie-doll face, a 
mouth, flut- 

tering eyelids. The male, a swarthy, 

ture 

with 

cupid’s bow downcast 

leering satyr, paws the huge pink 

breasts possessively. Satyr and ama- 
surrounded by zon are a pack of 

wolves or jackals baying at the 
nimbus of golden light radiating 

from these lovers who obviously have 
made an uneasy pact between them. 

The Renascence of Men is surely 

Lawrence's most personal, sacred 
und perilous fantasy, and his most 

metaphor—at 
must have beea for the British wom 

unmerciful least it 

en who were battling for equal 

rights in a man’s world. The se 

quence from the Fight With the 
Ven 

re- 

The Renascence of 

symbol of human 

demption. In this vision of the re 

birth of man, 

prostrate before him, abject before 

her lord and master, adoring him as 

the power who will serve her body 

imazon to 

is Lawrence's 

woman is absolutely 

and spirit. This apotheosis of the 
mystery of love may well symbolize 

the history of human affairs from the 
time that the proud gave 
up the pa- 
triarchs, but the image of woman on 

her knees, adoring man, may have 
been the most scandalous and sub- 

Amazons 

heir sovereignty te 

versive picture that Lawrence ex- 
hibited in London in 1929. 

Lawrence had powerful friends 
as well as enemies in England, but 

hostility the day. The scandal 

of the exhibition was brought before 

the authorities on July 5, 1929, and 

three after the opening of 
the show, acting on orders from the 
office of the Home Secretary (a mem- 

won 

weeks 

ber of Ramsey Macdonald's Labor 

Government), six London bobbies 

raided the Warren Gallery. Accord- 
ing to one version, the police were 

extremely uncertain what their mis- 
sion was. They decided to carry off 
every painting in which was a rep- 

resentation of the where the 

fig leaf was not.” They confiscated 
thirteen pictures and four copies of 
the de-luxe catalogue, but were per- 
suaded include a book with 
reproductions of William Blake's en- 
gravings of the nude human figure 

on the ground that the artist was 

“spot 

not to 

long deceased. 

officially 

hideous, 

Lawrence's _ pictures, 
branded as “gross, coarse, 

unlovely and obscene.” were stored 
in a police court and a rumor spread 

that they burnt. Law- 
rence, still in Italy, heard this news 

with alarm. He had already had his 

skirmish with the Establishment 

two novels and wanted no 

litigation his 
pictures. He wrote to Dorothy War- 

ren instructing her that he preferred 

were to be 

over 

prosecution or over 

to compromise with the police rath- 
er than have his work burnt: “There 

is something sacred to me about my 
pictures and I will not have them 
burnt, for all the liberty of England. 

{ am an Englishman and I do my 

bit for the liberty of England. But 
I am all a man and my 
first creed is that my manhood and 

utterance shall be in- 
nationality o* 

limitation. To admit that 
should be burned in 

order to change an English law 

would be to admit that sacrifice of 

which I most 
” 

most of 

my sincere 

violate and beyond 

any other 

my pictures 

life to circumstances 

strongly disbelieve in. 
Dorothy Warren, however, held 

out for a trial. In the course of the 
proceedings, the defense oi the pic- 
tures by such authorities as Au- 
gustus John Willism Rothen- 

stein, who rallied to support Law- 
rence and the principle of free ex- 
pression in the arts, did not budge 
the police in their determination to 
suppress them. The lawyers in the 
case finally deal. Dorothy 
Warren agreed not to show publicly 
the pictures in question, and they 
were returned to her custody. Mean- 

while those pictures in the gallery 
contin- 

for 

and 

made a 

which were not confiscated 

ved on exhibition during and 
some time after the trial. Several of 
the paintings Most of 

them have been preserved and are 
now in Taos, N. M., in possession 

were sold. 

of the Lawrence estate. 

As to the critics, Lawrence's pic 
tures got no better reception from 

them than from the outraged blue- 
stockings or the Home Office. Law- 

back at one 

who became 

those short 

rence did have his say 

Thomas Earp. 
subject of ore of 

critic, 

the 

verses which Lawrence collected un- 

der the title of Vettles: 

I heard a little chicken chirp 

M~ name is Thomas, Thomas Earp! 

And I can neither paint nor write 

I can only set other people right 

All people that 

do tremble under my complaint 

For I am a chicken, and I can chirp, 

can write or paint 

and my name is Thomas, Thomas Earp 

Lawrence's personal reaction to 

the affair was that his paintings had 
been defiled “by the slimy taint of 
all those nasty police eyes, like 
snail-tracks smearing the gentle 
souls that figure in the paint.” He 
wanted to sponge off the paintings 

with clear water to clean away the 

nasty film of obscenity left where 

“the sordid had stared at 

them uncleanly, looking dirt on them 

and breathing on them lies.” 

artistic contribution, Law- 
rence’s venture painting did 
not make any impact upon history 

His style, seen 

people 

As an 

into 

one way or another 

from a formal standpoint, was 
anachronistic, as such efforts by 

literary men frequently are. Like 

many beginners, he became rashly 

uncritical of his work. I was too 

much fun for him, which should 
have made him beware—indeed he 

wrote, “painting is less soul work 
than writing.” Actually, he was only 

illustrating his literary themes. In- 
stead of bringing forth new images 

from the depths of his procreative 
self, he was casting off his anxieties 

and fantasies in an unfamiliar me- 
dium. Chiefly Lawrence was con- 
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cerned with painting as a means of 
propagandizing his discursive 
thoughts. The exhibition of his pic- 

tures was his most brazen act as an 

agitator. 

His imaginative force in the ma- 
plastic form, even 

though one readily admits his pre- 
ternatural endowments for the visu- 

al arts, was immature, and he was 
not sufficiently long involved in the 
craft to believe in the essential dy 
namic of art since the Post-Im- 
pressionists: the cultural necessity 
to establish painting itself as an 
autonomous value. 

Obsessed by his insight into the 
unbalance of human rela- 

Lawrence's urgency to salva- 
tion drove him to exploit every me- 

nipulation of 

eriticc! 

tions 

Amateur standing 

Choosing a teacher 

If you are an amateur in a small 
community and decide to take an 

art course, you may find that there 
are few classes from which to choose. 

In contrast, if you live in a large 
city, especially in New York, you 

will find all kinds of com- 

peting for your registration. From 

entrenched 

advanced 

classes 

these you can choose 
conservatism or the most 

ot abstraction. 
You are likely to meet two types 

of teachers in your investigations. 
At one extreme is the teacher who 
knows only the one technique he 
employs in his own work, and im- 
poses it upon his students as law. 

In most cases this teacher is domi- 
neering, vehement in his prejudice 
against any work outside his own 
“school,” and will allow no devia- 
tions from his dictates. He makes 
himself secure by turning out stu- 
dents who are little copies of him- 
self. At the opposite pole is the 
impersonal teacher who respects the 

individuality of his students and 
makes every effort to seek out the 

differences between them. This 
teacher adapts himself to students’ 
needs, searches for their innate qual- 
ities, which he tries consciously to 

bring to the surface. 
Among the first category you will 

find painters of various degrees of 
reputation who attract satellites to 
the light of their fame. Students in 
need of authority are happy to find 
such a master to be identified with 

and eling to. They accept his dic- 
tates without question, imitate his 
gestures. In fact the closer they can 
come to his work the more success- 
ful they think they are, and the more 
outstanding they become in the 

group. The imprint of such a teacher 
lingers for years, and in many shows 

the identification of having been a 

student of ..... is easily detected. 

If this teacher is conservative it is 
heresy to mention the word “mod- 
ern” in his presence, and his main 
mission is to protect his brood from 
the horrors of abstraction. But the 
intolerance is on both sides, and the 
abstractionist will equally put any 
attempts at “representation” to 
shame. But in answer to both, among 

the established masters past and 

dium of communication he could 
put his hand to. Physically ill, per- 

haps already fatally at forty, Law- 
rence possibly experienced an es- 
chatological tremor. His painting 
may have been a symptom of this. 
If he needed proof of his diagnosis 
of the social condition—of the sup- 
pression of the natural, spontaneous 
facts of life, its shame of the physi- 
eal self, and the persistence of a 
shrill and militant puritanism, even 
under the apparently “progressive” 
administration of the first British 
Labor Government, then the epi- 
sode of the London exhibition was 
more than he bargained for. The 
realization that the English authori- 
ties in 1929 were ready to burn his 
paintings still leaves one uneasy. 

invariably « contradiction to any 

technical dictate laid down by a 
teacher as “law.” 

In our opinion, it is in the second 
category that you will find the best 
teachers to work with. They are 

impersonal in their dealings, and 
whatever techniques they teach they 
try to trace to the masters, whether 
ancient or modern, as the direct 
sources for precedent and inspira 
tion. In this way, while learning 

techniques, the student also broad 
ens his understanding of art. 

This second type has a more dif- 
ficult time: he adventures into the 
unknown, seeking the “X” quality 
of creative initiative which, in so 
many adults, lies dormant. Usually. 

“diffcul” adults can get started 
only by copying some process (im- 
itation) from which they vicariously 
derive satisfaction. Nevertheless it 
must be recognized that imitation, to 

a degree, may be desirable and even 
necessary in any learning process. 
Our teacher of the second category. 

realizing this, tries to direct his stu- 
dents to those inspirational sources 
which are compatible with their aims 
and needs; while the former teacher 
imposes upon his students imitations 
of himself. The notion that a stu- 
dent’s “pristine” talents should be 
protected from any degree of imi- 

tation (contamination) is a false 
premise which has harassed many 
progressive teachers in adult educa- 
tion. 

Like many amateur painters, most 
likely you have come to art quite 
late in life, and even then can de- 
vote but part time to painting. 

Therefore your training must be 
quite different from the profession- 
al’s who devotes years of full time 
to mastering his craft. It is not 

expected of you that you be an 
expert technician or draftsman. You 
are mainly interested in the “mo- 

mentary deed,” the act of accom- 

plishment. Therefore our teacher of 
the second category encourages you 
to paint—to “create” almost imme- 
diately. But, because you are pushed 
ahead in great leaps in an abbre- 
viated course, he is careful to ad- 
monish you not to assume that good 
painting is easily come by—as did 

present, there can be found almostone part-time late-comer to art who 
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Amateur with conventional training: 

Spanish Peasant by Joseph H. Cohen. 

said hopefully before a Rembrandt, 
“If I can only paint like that!” 
Or another who, after her third 

lesson, “was discouraged” because 

she could not paint as well as her 
instructor. 

But you may also be the kind of 
student (of whom there are many 

among beginners who try to paint) 

who soon discovers that it is most 

difficult to apply even the elementary 
principles of drawing or be confined 

to any instructor's routined teaching. 
Therefore you could not exist for 

long in an academic class or under 

a teacher who is rigid in his dic- 
tates. For you, finding the right 

teacher is crucial, otherwise you 

may soon become disheartened and 

give up—especially if the teacher 
condemns your inability to conform 
as lack of any ability to handle 
colors. That this does not neces- 

sarily follow is demonstrated by 
one student who, after many futile 

attempts at “conformity,” finally hit 
spon a method of her own, which 

was to load the colors on thickly in 
bold relief, with extraordinarily ef- 

fective results, somewhat like sam- 

plers. Within her limitations she 
had found a way of painting which 

gave her much satisfaction. 

To sum up: if you have an inde- 
pendent and inquiring mind, the 

healthy atmosphere for you is one 
in whick the instructor invites ques- 
tioning and investigation into var 
ious styles, and encourages you to 
explore and experiment with diverse 

techniques, including abstraction, 

with the aim of finding a direction 
and style compatible with your own 
interests and talent. But if you feel 

dependent, then you are ready ma 
terial for the dictatorial teacher, un- 
der whose wing you will find comfort 

and happy identification in imitat 
ing his painting and gestures. 

Two amateurs 

The two pictures reproduced [above] 
represent diverse views resulting 
from different kinds of teaching and 
orientation. One has the stamp of 

traditional art-school training, while 
the other, with modern leanings, is 

by an entirely self-taught amateur. 

The results of routined disciplines 
are quite evident in Spanish Peasant 
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By a self-taught and experimenting 

amateur: Julius Shaier’s Watercolor. 

(reproduced) by Joseph Cohen. He 

has exhibited with the Allied Artists 
and, after more than twenty years 

of painting, now aspires to outgrow 
his amateur status and have a one 
man show in a gallery. Cohen had 
studied with Frank Vincennt Du- 
mond and Frank Reilly at the Art 
Students League, but his last and 

most permanent teacher is Jesse 
Ansbacher, in whose neighboring 

studio in the Hyde Park Hotel, New 

York, he has been working and 

pinch hitting as assistant for the 
last several years. He subscribes 

heartily to her “school.” Cohen 
states that he paints “to derive pleas- 
ure from seeing life spring on a 
plane surface” and that the objec- 

tive of a picture is “to hang on a 
wall where, as one has to live with 

it, it must therefore be interesting, 
pleasing and decorative.” His por- 

traits are accurate character inter 
pretations carefully 

light-and-shade. 

No doubt that Julius Shaier could 
also make similar claims for his 

untitled watercolor which was in- 
cluded in a recent show at «ie West 

114th Street Columbia Branch of 
the New York Public Library. 
Julius Shaier, a musician by pro- 

fession and a painter by avocation, 
has deliberately avoided all art 
schools, but has learned much from 
the abstractionists whose work has 
guided kim in his own techniques 
(and, perhaps, has also found a 
good critic in his wife, who is a 

gifted amateur). Although self. 

taught, Shaier is by no means naive. 

His paintings are astonishingly ma- 

ture in their handling of abstract 
color harmonies which cut in rich 

pattern upon the picture surface, 
with flaming movements nicely con 
fined within linear boundaries. He 

uses musical themes for inspiration 
but not to illustrate. At times the 

pictures construct into a geometric 

order, the lines playing against the 
colors contrapuntally, and then in 
other works they play melodically ir 
muted ranges cf less formal display. 
His versatility presents Shaier as a 
gifted amateur who has ventured in 
dependently to find a style suited 
to the ideas he wishes to express. 
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Glass-slicing tool, consisting of a 
specially designed spring base with 

a slotted guide board, makes it easy 

for anyone to cut glass accurately 

and safely. When the cutter is run 

down the slot, the glass slices it 

self, separates at a slight bend of 
the base. The tool may be used on 
glass of different thicknesses. While 

the board guides the cutter along a 

straight line, the base holds the glass 

points, The 

tool may be bought in lengths of 22 

inches for $3.95, and fn the 42-inch 
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Color slides, which should interest 

schools, colleges, libraries and other 

educational institutes, are now avail 

able in greater variety than formerly 

noted here. The same company has 

published a new catalogue of their 
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chrome transparencies. The cata 
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Chemical silver-plating can be 
lone by a new methed which, it is 

enough for ama laimed, is simple 
teur use: a non-electrical process by 

which a uniform layer of silver is 

deposited on the copper surface of 

any object by swabbing the surface 

with a cotton applicator or brush 
that has been dipped into the “Sil- 
Plate” solution. This soletion comes 

in either bright or dark silver. The 

finished plating will retain its color 

indefinitely, it is asserted, when pro- 

tected by a layer of easily applied 
“Permacote,” made by the same 

manufacturer. For further informa- 

tion write to: Copper Shop [E-3}, 

c/o ARTnews. 

A portable slide projector which 
projects larger than life-size just a 

few feet away from the screen is 
claimed to be safe and easy to oper- 
ate. The projector can be used both 
indoors and out. Each unit contains 

a 1500-candlelight 3-cell flashlight, 
a four-in-one projector, 6 full-color 
2-by-2-inch slides, plus a catalogue 
of additional slides. The price of the 
unit is $7.95. For more information 

write to: Hollywood Projector Co. 
[E-4], cco ARTnews, 32 East 57th 

Street, New York 22, N.Y. 

Protective film solution, which is 
expected to double or triple the life 
of color slides and prints, has been 
developed. Known as “Film Guard,” 
it will also retard fading, “popping” 
and buckling. The manufacturers 

also say that it will repel moisture, 
fingermarks and dust, and that 

treated slides and should 

from 

prints 

pressures 

many times 

than before the application of Film 
Guard. A 2-ounce bottle, at less than 

$2, provides protective coverage for 
more than six hundred 35mm slides 
»r 2,000 feet of 16mm film. For more 

iformation write to: Sussex Chem- 

ical Corp, [E-5], c/o ARTNews, 32 
East 57th Street, N. Y. 22, N. Y. 
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Photography aids extend the pic- 
ture-taking capabilities of the Kodak 
Retina Camera system. Applicable 
only to the Kodak Retina Tile and 
the new Kodak Retina IIc camera, 
the various adapters open up a wide 
range of picture-taking situativas, 
from photo-micrography and ex- 
treme close-up work with small 
objects to black-and-white or full- 
color scenes shot at infinity. Write: 
Eastman Kodak Co. [A4l, c/o 
ARTnNews. 

Don't spoil your work with half- 
clean drawings—marred by annoy- 
ing frizzles and ghosts. 

Use A. W. Faber-Castell Artists’ 
RUBBER KNEADABLE Eraser Re- 
moves ghosts without a trace. 
Made of natural rubber, it may be 
molded into any shape. 

#7515—Medium 
#7530—Large 

Buy ‘em at your Supplier today. 

AW FABER- 
CASTELL 

WHOLESALE 
CATALOG FREE 

FINEST ART MATERIALS 
40%-53% OFF Scicrs, Sresves, ote. 
FREE: 2 authoritative iliustr. booklets. Ralph 
mayer “The Modern Monufacture of Artists’ 
Colors” and “On Artists’ Conves.” Free con- 
vas and drawing poper somples. ACT TODAY! 

UTRECHT LINENS 1!!9 Ww. 57, N.Y. 19 
Mfrs. & Distributors Pleza 7-1143 

CANVAS SALE 
52" x 6 yd. Duck Canvas $ 8.95 
45" x 6 yJ. Linen Canvas 10.95 
54" x 6 yd. Linen Canvas 16.95 
84" x il yd. Linen Canvas 55.00 
Price F.0.8., New York allow for postage 

NEW YORK CENTRAL SUPPLY CO. 
62 THIRD AVE. (Nr. 11th St.) N.Y. 3, N.Y. 

b= DG s] 

TY VAs 

ART NEWS 



PEPE 

ROMERO 
Feb. 19- Mar. 2 

HAMMER GALLERIES 
51 EAST 57th ST. N.Y.C, 

a CLAUDE feb. 12-mar. 2 

BENTLEY 
DUVEEN. 

GRAHAM 
1014 Madison Ave., (78-79 St.) NM. Y. 

ALEXANDER Thru Feb. 16 

| DOBRKIN 
Paintings of Israel 

ACA 63 £. 57,.N. Y. 

GIORGIO Paintings 

CAVALLON 
thru Feb. 9 

stable gallery - 924 7th Ave. 

HEDDA STERNE 
Recent Paintings 

Feb. 18-Mar. 9 

BETTY PARSONS 
GALLERY «+ 15 E. 57 

recent oils 

VAN 

NOBLE 
February 24-March 9 

BURR GALLERY 108 w 56 st, nrc 

PAINTINGS 

McNEIL 
WATERCOLORS 

PACE 
Feb. 18-March 9 

NEW ADDRESS 
21 W 56 JU 6-6630 

Jan. 28- Feb. 16 

POINDEXTE 

JOHN 

LITTLE 
Feb. 11-March 2 

BERTHA SCHAEFER - 32 E. 57 

HANS Thru Feb. 14 

BOEHLER 
PAINTINGS AND DRAWINGS 

ARTISTS’ GALLERY 
851 Lexington Ave. (64th St.), 

Paintings 

FEBRUARY 1957 

Where and when to exhibit 

Columbia, S. C., Mus.: First Columbia Bi- 
ennial. A comp. for Amer. artists. Mediums, 
oil, oil-tempera, lacquer, wter. Two works 
per artist may be entered. About $4,000 in 
purchase prizes. Jury, Handling charge $5. 
Receiving dates, Feb. 20-Mar. 10. For fur- 
ther information write to the Secretary, Co- 

lumbia Biennial, Columbia Museum, Colum- 

bia, 5S. C. 

Competitions, scholarships 

New York, N. ¥., Nat'l Acad. of Design: 
Pulitzer Traveling Scholarship. $1,500. to be 
awarded to a student of art in the U. 5S. 
Open to studen's between 15 and WO years of 
age enrolled in accredited U. S. art schools. 
They must submit for jury consideration a 
representative group of thew work in one 
medium only. Entry blanks due Mar. 25. 
Work received April 1, 9 a.m.-5 p.m. For 
application blanks, write: Vernon C. Porter, 
Director, National Academy of Design, 1083 
Fifth Ave., New York 28, N. Y. 

The exhibition calendar 

dibany, N. Y., Inet. of Hist. and Art: Print 
Clab, Feb. 6-17; Ellis, Feb. 19-M«r. 3; Lane, 
Gunn, Feb. §-20. 

Andover, Mass., Addison Gall Near-East 
artists, Feb. 1.22 
Baltimore, Md.. Mus Cont. Germ. ptg., 
to Feb. 10; Master prints, to Mar. 31; Cone 

wing, from Feb. 23. Walters Gall.: Massarenti 
oll., to Mar. 10, 

Birmingham, Ala., Mos. of Art: Brit. pig., 
to Feb. 21 
Boston, Mass., Brown Gall Lachaise, to 

Feb. 23: Berry, to Mar. 16. Inst. of Cont. 

Art: 20th Anniv., to Feb. 10. Mus. of Fine 
Arts: Monet, to Feb. 16. 
Cambridge, Mass., Fogg Mus Munch, to 
Feb. 20. 
Chicage, fl. Art Inst l S. annual, to 

Mar. 3; Master prints, to Mar. 3 
Cincianati, Ohio, Mus.: Cureter’s choice, 
to Feb. 27 

Cleveland, Ohio, Mus.: Burchfield, to Feb 
10 

Colerade Springs, Col., Fine Arts Center 
Gulj-Carib., to Mar. 18 

Coral Cables, Fla., Univ. of Miami: Emily 
Lowe awards, to Feb. 20 

Dayton, Ohio, Art Inst.: Family of Man 
to Feb. 28 

Denver, Col., Mus drt in business arch., 
to Feb. 25; Conr. Amer., to Mar ; Pacific 
arts, Feb. 7-Apr. 4 
Detroit, Mich. Inst of Arts Chrysler 

oll., toe Feb. 17; Laughlin, photos, Feb. 5 

Mar. 3 

Fort Werth, Texas, Art Center: Horse and 
Ride to Mar. 3 
Nartferd, Conn... Wadewor.’ Atheneum 
Lecel pntrs.; Halimark awards, to Feb. 10 
Heuston, Texas, Cont. Arts Mus Mon 
drian, to Feb. 29. Mus. of Fime Arts: French 

ptg., Feb. 2.27; Seulp. from Houston colls., 
Feb. 9-Mar. 10. 
Kansas City, Me., Nelson Gall.: Cont. prte.. 
to Mar. 15 
Les Angeles, Cal., County Mus T’ang, to 
Feb. 26. UCLA: Major sculp., to Mar, 24 
Milwaukee, Wis.. Art Inst. Townley, to 
Feb. 18; Sinclair, to Mar. 12 

of Arts: Sullivan, Minneapolis, Minn., \nst. 
to Feb. 24. Walker Art Center: Zacks coll., 
Morton, to Mar. 17. 
Montclair, N. J., Mus.: Prints, to Feb. 10 
Montreal, Can., Mus. of Fine Arts: Lejko 
vitz, Price, to Feb. 10; Non-Obdjecti art, 
Feb. 22-Mar. 17. 

Newark, N. J.. Mus.: New acquisitions, to 
May 18; Significant forms, to Feb. 29 

New Haven, Conn., Yale: New evcessions, 
to Feb. 24 

New York City Exhibitions are ol 

AC.A., 63 E. 57 Dobkin, to Feb. 16 
H. Gottlieb, Feb. 18-Mar. 9 

Adam-Ahab, 72 Thompson St. 
Cont. Amer., to Feb. 28 

Alan, 32 E. 65 Cont. Amer., to Feb. 10 

Katzman, Feb. 12-Mar. 2 
Allison, 32 E. 57 Cont. Amer., to Feb. 28 
drch. League, 15 E. 40 

Cont. Amer., to Feb. 28 
Polhemus, to Feb. 16 
Dixie, Feb. 18-Mar. 9 

Argent, 236 E. 60 

Argosy, 116 E. 59 
Amer. hist. 

Art of Today, 118 W. 57 
Comp. winners, Feb. 3-10 

Cont. Amer., Feb. 16-28 
Artists’ Gall., 651 Lexington 

Boehler, 
Hageman, Feb. 

Art Students League, 215 W. 57 
Bressler, to Feb. 9 

Assoc. Amer. Artists, 712 Fitth 
Cont. Amer., to Feb. 10 

Joe Jones, Feb. 11-28 
Atelier, 969 Madison Cont. Amer., to Feb. 2 
Babcock, 805 Madison 

19th-, 20th-cent. Amer., Feb. 3-28 
Barbizon, 140 E. 63 Boardman, to Feb. 28 

Allen, Mar. 4-31 

ptgs., to Feb. 28 

to Feb. 14 

16-Mar. 7 

paintings unless otherwise 

New York City, City Center. Monthly juried 
exhibs. Open to all artists. Oils. Prizes, 
citations. Entries for Mar. due Feb. 13, M4. 
Ruth Yates, 58 West 57th St., New York 17. 
Riverside Mus.: Knickerbocker Artists, 10th 
annual, Mar. 3-24. Open to all artists. Oni, 
wter,, casein, graphics, seulp. Jury. Prizes. 
Entry fee, $5. Work due Feb. 25. Write to 
Elsie Jeet-Key, 49 East 9th St., New York 3. 

Awards. Scholarships for 
1958-9 under U. 8. Gov- 
educational exchange pro- 

transportation, tuition, 

books and maintenance. Opportunities for 
study of painting, graphic arts, sculpture 
aod, in some countries, industrial design. 
Open to U. S. citizens with college degree 
or its equivalent, knowledge of the language 
of the country of application, good health. 

Fulbright Art 
foreign study for 

ernment internat. 

gram. Awards cover 

Closing date, May 1, 1957. Inst. of Internat. 
Education, 1 East 67 St., N. Y. 21, N. Y. 

New London, Conn., Aliyn Mus.: G. Smith, 
to Feb. 10; Archit., U.S.A., to Feb. 17. 
Northampton, Mass., Smith Coll.: Michel- 
angelo’s Figura Serpentina, to Feb. 8; Cont 
drwgs., ptgs., Feb. 15-Apr. 12. 

Oberlin, Ohio, Allen Mus.: Ribera, to Feb. 
29. 
Ottawa, Can., Nat'!. Gall.: Family of Man 

to Feb. 22 
Philadelphia, Pa., Art Alliance: Massey, 
to Feb. 24; Phelps, to Feb. 28; Barber, Feb 

13-Mar. 3; Bowes, Feb. 8-Mar. 6; Baskin, 
Feb. 13-Mar. 10. Mus. of Art: Japan, China 
to Feb. 29. Acad. of Fine Arts: 152nd an 

nual, to Feb. 24. 
Pittsburgh, Pa., Carnegie: Rouault, to Feb 
17; Fowler coll., to Mar. 3; G. T. Half, to 

Feb. 24 
Portland, Or., Art Mus McLarty, Feb. 5 
Mar. 3 

Providence, R. 1., Gosse Gall Cont 
dmer., to Feb. 16. Sch. of Des.: BR. 1. colls., 
to Feb. 16 
Richmond, Wa., Virginia Mus Taste 
makers, to Feb. 28 
Rochester, VN. Y., Art Gall “Signed in 
Paint™, to Mar. 4 
St. Louis, Me., City Art Mus.: British pig 
to Mar. 2; Artists Equity, to Feb. 25 
Serasota, Fia., Ringling Mus.: 0th Annis 

to Feb. 28 
San Francisco, Cal., Mus. of Art: Fr. Art, 
to Mar. 2. Pal. of the Leg. of Honor: Fam 
ily of Man, to Feb. 26. 
San Jose, Cal., Rosicrucian Gall.: Dormeyer, 
to Feb. 27 

Santa Fe, N. M., Art Gall.: Howe, to Feb 
16; Colonial arts, Feb. 27-Apr. 22 

Seattle, Wash., Mus Graves, to Mar. 3 

Springfield, Mass., Mus. of Fine Arts: Jap 
prints, Lecal artists, to Mar. 10. Smith Art 

Mus.: J. Kentor, Feb. 10-Mar: 3 
Telede, Ohio, Mus Music, to Feb. 24 

Torento, Can., Gall. of Cont. Art: Town, 

to Feb. 8 
Urbana-Champaign, fll, Univ. of Il 
Zen °4, Cont. Germ. pig., to Feb. 28 

Washington, D. C., Nat'l. Gall Bellows, 
to Feb. 24: Dale, Widener, Kress, Mellon 

colls. Corcoran Gall.: Cont. Brit.. to Mar 
3; 25th biennial, to Mar. 10. 
West Palm Beach, Fla., Norton Gall As 
I See Myselj, to Feb. 10; Ivories, to Feb 
28; Cont. Dutch, Feb. 15-Mar. 17. 
Wilmington, Del., Art Center: Wyeth, to 

Feb. 
Winnipeg, Can., Art Gall.: Diirer, to Feb 
12; Zadkine, Feb. 17-Mar. 17. 
Worcester, Mass., Art Mus.: Carnival in 
Venice, to Mar. 3. 

specified 

Bar.-Plasa 101 W. 58  Latwians, to Feb. 17 
Cont. Amer., Feb. 18-28 

Barone, 1018 Madison Holder, Feb. 9 
Guerreschi, Feb. 18-Mar. 9 

Barsansky, 1071 Madison E. Kaye, Feb. 4-16 
Lebedev, Feb. 18-Mar. 2 

Bodley, 223 E. 60 Oliana, wters., to Feb. 9 
Golub, Feb. 11-Mar. 2 

Bergenicht, 1018 Madison 
Baskin, sculp., to Feb. 16 
Werner, Feb. 18-Mar. 30 

Brooklyn Mus., Eastern Parkway 
Egypt. art, Amer. drwgs., to Mar. 1 

Burr, 108 W. 56 J. Carroll, Feb. 18-23 
Van Noble, Feb. 24-Mar. 9 

10 N. Krushenick, to Feb. 15 
D. David, Feb. 15-Mar. 7 

Camino, 92 E. 

Caravan, 132 E. 65 
Wilner, Protas, Algen, Feb. 3-23 

Carlebach, 937 Third Primitive art, to Feb. 28 
Carstairs, 11 E. 57 Cont. French, to Feb. 28 
Chalette, 1100 Mad. Ave. 

Cadoret, Feb. 14-Mar. 9 

Chase, 21.E. 63 . Cont. Amer., to Feb. 28 
City Center, 131 W. 55 Cont. Amer., to Feb. 28 
Cloisters, Ft. Tryon Park 

Books of heurs, to Feb. 24 
Collector's, 49 W. 53 Cont. Amer., to Feb. 10 

Sanh, Feb. 11-23 

Feb. 18 - March 2 

3 Man Show 
Feb 3-23 3-7 pm 

Marie Wilner 

Helen Frank Protas 

Cesar Algen 
CARAVAN GALLERY 
132 East 65 St., N. Y. 

Paintings 

wom FOSTER 
wus POLITI 

PANORAS ° 62 W. 56 St. 

HARRY SALPETER 

1947 1957 Tenth 
Anniversary Exhibit 

Opening Feb. 4 

GALLERY 
mmm 42 EAST 57 ST., N.Y. me 

MORRISON 
PAINTINGS 

thru Feb. 13 

GRAND CENTRAL MODERNS 
(at 79th St.) 1018 MADISON AVE., N. Y. 

16 - MAR. 3 

‘GAREL 
ZABRISKIE GALLERY 
835 Modison Ave., 

OILS AND DRAWINGS 

bet. 69 & 70 Sts. 

JAN GELB 
Feb. 5- Mar. 2 

RUTH WHITE GALLERY 

HUDUEDGEDUEDAEDU EDU N EU EA ARETE 

42 EAST 57 ST. 

THOMAS Thru Feb. 16 

SILLS 
PAINTINGS 

BETTY PARSONS 
GALLERY - 15 E. 57 ST., N.Y. C. 

Russell TW i G G $ 
PAINTINGS 

Feb. 1£- Mar. 6 

GRAND CENTRAL MODERNS 
(at 79th St.) 1018 MADISON AYE., N. Y. 

JUTHSTRO 
feb. 5-mar. 2 

200 e. 59 
n.y.c. 



New Acquisitions 

HARNETT 

AMERICAN FOLK ART 

HARRY Feb. 18-Mar. 9 

Retrospective Exhibition 1920-1956 

ACA cauery - 63 E. 57, NY. 

JOHN Paintings 

FERREN 
Feb. 11 - March 2 

stable gallery - 924 7th Ave. 

THRU FEB. 9 

CONTEMPORARY AMERICAN ARTISTS 

Feb 11-Mar 2 Paintings by 

THOMAS BLAGDEN 
MILCH GALLERIES 
55 Eact 57th St. New York City 

Feb. 11-23 

RUHTENBERG 
PASSION 3S ee: 

JO E. 

CARROLL 
February 10-23 

BURR GALLERY os w 56 st, nyc 

barzansky galleries 
ELIZABETH 

K AY 
Feb. 4-16 Watercolors 

1071 madison avenuc, at 81 street 

FIRST ONE MAN EXHIBIT « PAINTINGS 

SERGE FRANCIS KING 
FEB. 2-23 © OPEN 2-5 EVE. 7-10 

The exhibition caienda 

Cire. Lib. of Pigs., 28 t 2 
Cont. ptgs 

Contemporaries, 92 Madison 
Graphic outlook, to Feb 

Cent dmer . Feb 9 

4rts, 802 Lex. Holbrook, to Feb 

Cont. Amer., Feb. 15 
Peter Cooper, 315 W. 53 

B. Sa 1. Friedman, to Feb 

to Mar 

Cont, 

nuel 

Crespi, 232 E. 38 D. Dani to Feb 
Barber, Feb. 1 

Reishe Feb. 25-“ar 

Davis, 251 E. Shikier, Feb. 7-Muar 
De Aentle, 59 W. 53 Magalhaes, to Feb 

Cuevas, Feb. 25-Mar 
De Breaux, 131 FE. 55 ¢ ptg., to Feb 
Deitech, 51 E. 73 Con Eur to Feb 

' n, drwgs., F 11-Mar 

Delacerte, 822 Madison 

Delius, 24 E. 6 . Sedum, @ Fal 
Con dme Feb. 1 

De Nagy, 24 E. 67 Pasilis, to Feb 
Franke ale Feb. 12-Mar 

Downtown, 32 E. 51 
Harne Feb. 12-—-Mar 

Durtlacher, 11 E. 57 #9. Stein, to Feb 
Piper, Feb. 26-Mar 

Duveen, 18 E. 79 Old masters, to Fet 
Duveen-Graham, 1014 Madison 

Bentley, Feb. 12-Mar 
Eggleston, %9 Madison 

Hertell, Webster, Major, Feb. 4 
Cont. Amer., Feb. 18 

Emmerich, 18 E. 77 Ptg., sculp., to Feb 
Este, 32 E. 65 Cont. Amez., to Feb 
Feigt, Gl Madison Michelson, Feb. 4 

Cont. Amer., Feb. 21 
Fine Arts, 41 E. 57 Picasso, sculp., to Fe 

Cont. Amer., Feb. 11 

Fleischman, 227 E. 10 Zimmerman, to Feb 
Fried, 0 E. & , schmenn, Feb. 4 

Vicente, Feb. 25-Mar 

Callery G, 200 E. 59 Juthsirom, Feb. 5-Mar 
Galerie Boissevain, 31 E. 65 

Cont. French, to Feb 
Galerie Moderne, 49 W 

Cont. ptg., to Feb 

Gallery 75, W FE 75 Brisson, Feb. 4 

Grand Centrai, |5 Vanderbilt 
Hilton, to Feb 

E. Hofmann, Feb. 12 

Grand Central Woderns, 1018 Madison 
GC. Merrisen, to Feb 

Twiggs, Feb. 15-Mar 
Cuggenheim Mus... 7 BE. 72 

Duchamp brothers, to Feb 

Hall of Art, 534 Madisor 
Cont. ptg., to Feb 

Hammer, 51 E. 57 Cont. pig., to Feb 

Romero, Feb. 19-Mar 
Hensa, 210 Central Pk. So. Wilson, to Feb 

Kaprow, Feb. 11-Mar 
Hartert, °2 EB. Cent. ptg., to Feb 

Heiler, 64 E. S57 Cont. Italians, Feb. 5 
Hervé, 611 Madison ¢ French, to Feb 
Hewitt, 29 E. 65 Chamberlain, Feb. 4 

Grilly, Feb. 25-Mar 

IGAS, 65 W. 56 .. Cont. prints, to Mar 
lolas, 123 E. 55 

Berlandina, Magritte, to Feb. 

Jackson, 32 E. 69 A. Gottlieb, to Feb 

Tapiés, Feb. 21-Mar. 
James, 70 E. 12 

League of pres. day artists, to Feb. 

dbbey, Feb. 22-Mar. 
Janis, 15 E. 57 Pautrier, Feb. 4-Mar 
Jewish Mas., 92 & Filth 
Holleman, mosaics, Wolpert, cer., to Feb 

Kaufman, 92 & Lexington 
The Contemporaries, Feb. 15 

Pratt Inst., Mar. 1 

Kennedy, 785 Fifth 
W engenroth, prints, Feb. 11-Mar 

Kleemann, 11 E. 68 Uhimann, Feb. 4-Mar 
Knoedler, 14 E. 57 Tomds Harris, Feb. 5 

de Botton, Feb. 25-Mar 
1018 Madison Serpan, to Feb 

incantations, Feb. 4-Mar 
Keots, 

Kottler, 3 E. 65 i-man show, Feb. 4 
Cont. Amer., Feb. 18-Mar 

Tausik, Mar. 4 

Kraushaar, 1055 Madison Harteli, to Feb 
Hoyt, Feb. 19-Mar 

Little Studie Annex, 1264 2nd Ave. 
Canevari, Feb. 20-Mar 

Little Studio, 686 Madison Kwok, to Feb. 
Strauser, Feb. 7 

J. Clark, ¥eb. 25-Mar 
PF. King, Feb. 2 
Balthus, to Feb. 

Cont. ptg., to Feb. 
Meltser, 38 W. 57 Gall. group, to Feb. 

Ch'i Pai Shih, Feb. 19-Mar. 

Metropolitan Mus., 82 & Fifth Vander! 

Marine, 4 W. 56 
Watisse, 41 E. 57 

r 
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panorama, Ital. prints, 1500-1550, Children 

in style, 16th-20th-cent., to Mar 
Mi Chou, % W. 5% Cont. Chinese, to Feb. 
Midtown, 17 E. 57 D. Rosenthal, to Feb. 

Ening, Feb. 18-Mar 
Cont. Ama@., to Feb 

Blagden, Feb. 11-Mar 
Morris, 174 Waverly Pl. #. John, Feb. 5 

Mayhew, Feb. 26-Mar 
Mills Coll., 66 “ifth Ave. 

Cont. Amer., to Feb 
Moskin, 4 E. 88 Matta, drwge., to Feb. 

Milch, 55 E. 57 

Cont. Amer., Ear., Feb. 17 

Morgan Library, 29 E. % 
Rare books, mss., to Mar. 

Museum of Modern Art, 11 W. 53 
Pollock, Balthus, to Feb 

New acquisitions, to Feb. 
Munch prints, Feb. 3-Mar 

ond Goo't., Feb. 27-Apr. Pides. for Bus 

15 
28 

16 
16 
9 

2 
23 
16 

28 
16 
28 

15 

3 
24 
6 

28 

Mus. of the City of New York, 103 & Fifth 

Old valentines, Feb. 5-24 
Washington medals, Feb. 19-Mar. 24 

National Academy ef Design, 1038 Fifth 
dudubon artists, to Feb. 5 

32nd annual, Feb. 21-Mar. 17 
Courtright, Feb. 4-16 

Cont. ptg., Feb. 18-Mar. 23 
Vewhouse, 15 E. 57 18th-cent. ptg., to Feb. 28 
New York Public Library, 42 & Fifth 

Erni, prints, to Mar, 15 
New School, 6 W. 12 

Cent 

New, 601 Madison 

imer., to Feb. 28 

C. Silea, Mar. 4-18 

Newton, 11 E. 57 Old masters, to Feb. 28 
Niveau, 962 Madison Cont. French, to Feb. 28 

Verton, 36 Central Park South 
Cont. ptg., to Feb. 28 

Panoras, 62 W. % Sterinbach, Feb. 4-16 
Foster, Politi, Feb. 18-Mar. 2 

Lexington Hines, Feb. 4-25 

Dauber, Feb. 25-Mar. 15 
Parsons, 15 E. 57 Sills, to Feb. 16 

H. Sterne, Feb. 18-Mar. 9 

Passedoit, 121 E. 57 Nerdjeld:, to Feb. 9 
Ruhten g, Feb. 11-23 

Childs, Feb. 25-Mar. 16 

Pen & Brush, 16 E. 10 

Parma, 1)11 

Cont. sculp.. to Feb. 5 

Cent. prinis, Feb. 7-28 
Perdaima, 100 W. 23 Cont. Ame to Feb. 28 
Perideat, 820 Madison 

Cont. drwgs., Feb. 4-Mar 
1016 Madison Cont. pigs to Mar. 9% 

Groth, to Feb. 9% 

R. Davison, Feb. 11-25 
D. Pierce, Feb. 25-Mar. 9 

Pietrantenio, 26 FE. 04 

Perls, 
Petite, 129 W. 3% 

R. Levine, Theilker, to Feb. 14 

Cont. Amer., Feb. 15-28 

Poindexter, 21 W. 56 C. McNeil, to Feb. 16 
Pace, wters., Feb. 18-Mar. 9 

Portraits, 1% E. 57 dmer., to Feb. 28 

Regional Arts, 139 E. 47 
Cont 

Cont 

to Feb. 28 

Winters, to Feb 16 

Cont. Amer., Feb. ‘8-28 

Riverside Museum, 310 Riverside Dr 
Patrs. in casein, Feb. 3.24 

Roerich, 119 W. 107 
E. Rosen, Feb 

RoKe, 925 Madison 
B. Phillips, 

Resenberg, 20 E. 79 
dnniv. show, Feb. 5-Mar. 2 

46 E. S7 Naeverro, to Feb. 10 

Tamburi, Feb. 11-Mar. 3 
Saidenberg, 10 E. 77 Cont. ptg., to Feb. 28 
Se. Etienne, 4 W. ST Schiele, te Feb. 21 

Amer., 

Rehn, 685 Fifth 

10.Mar, 17 

sculp., Feb. 4-27 

Sagittarius, 

Lerch, Fob. 22-Mar. 15 

Salmagundi Club, 47 Fifth 
Cont. Amer., to Mar. 8 

Salpeter, 42 E. 57 10th Annie., Feb. 4-28 
Scalamandré, 20 W. 55 Textiles, to Feb. 28 
B. Schaefer, %2 E. 5 Getz. to Feb. 9 

Little, Feb. 11-Mar. 2 

Schaeffer, M3 Park Old masters, to Feb. 28 
Schonemen, 65 E. 57 

Cont. French, to Feb. 28 

Seulpture Center, 167 E. 6° 
Emery, sculp., to Feb. 16 

Aschenbach, Feb. 18-Mar. 9 

Seay, 708 Lexington African sculp., to Feb. 28 

J. Seligmann, 5 EB. 57 
Cont. Amer., to Feb. 28 

Cavallon, to Feb. 9 
Ferren, Feb. 11-Mar. 2 
J. Mitchell, Mar. 4-23 

Sudamericana, %6 Lexington 
Cont. Cubans, to Feb. 18 

Stable, 924 Sevenh 

font. Seo. Amers., to Feb. 28 

Sullivan. 62 ©. 56 Cont. Amer., to Feb. 28 
Tanager, © ©. 10 Geist, sculp., to Feb. 14 

Dodd, Feb. 15-Mar. 7 

Terrain, 20 West 16 
Black and white. Veb. 3-Mar 

Van Diemen-Lilienfeld, 21 E. 57 
Prench masters, Feb. 4-Mar. 8 

Village Art Center, 399 Grove St 

Cont. Amer., Feb. 4-22 
Cont. Amer. sculp., Feb. 25-Mar. 15 

Viswal Arts, 245 East 23 
Markow, cartoons, to Feb. 28 

Viviane, 42 E. 57 Lanyon, to Feb. 9 
Cremonini, Feb. 11-Mar. 2 

MW. Walker, 117 East 57 
w. Cummings, to Feb. 16 

Cont. Amer., Feb. 18-28 

Wear, 4% Madison Cont. Amer., to Feb. 28 
MacLean, Feb. 4-16 
Halstead, Feb. 11-25 

Kallay, Feb. 18-Mar. 2 
O. Fried, Mar. 4-16 

Wevhe, 704 Lexington FE. Stevens, to Mar. ¥ 
White, 42 East 57 

Wellans, 17 E. 64 

Gelb, Feb. 5-Mar. 2 
Whitney Museum, 22 West 4 

Karolik coll., to Feb. 24 
Cont. Amer., Feb. 27-Apr 

Widdifield, 818 Madison Avenue 
Crawford, to Feb. 23 

Schulte, to Feb. 9 
Urtrille, to Mar. 2 

N. Lewis, to Feb. 23 
Inokuma, Feb. 26-Mar. 23 

Wittenbern, 38 E. 57 Sinctenis, Feb. 4-16 
Japanese call., Feb. 18-Mar. 2 

World House, 987 Madison 
“The Struggle for New Form,” te Feb. 28 

Young, | East 57 
French, English ptg., to Feb. 28 

Zabriskie, 835 Madison 
Object, art, to Feb. 13 

Carel, wters., Feb. 16-Mar. 8 
L. Johnson, Mar. 5-34 

Wildenstein, 19 E. 4 
~ 

Willard, 23 W. 3% 

12 
MODERN 
MASTERS 

Jawlensky 
Kandinsky 
Klee 

Marc 
Metzinger 

through Modigliani 
February Picasso 

Severini 

SAIDENBERG GALLERY 
10 EAST 77th ST., N.Y.C. 

HANS UHLMANN 
Sculpture and Drawings 

March 2nd 

KLEEMANN - 11 E 68 

lpru 

Feb. 21-Mor. 14 

TAPIES 
Recent Paintings 

MAFUHA SACIOON GAILERY 
32 East 69 St., New York 

WENGENROTH 
25 YEARS OF LITHOGRAPHY | 

Feb. 11-Mar.2 7 

KENNEDY GALLERIES 
785 FIFTH AVE., N. Y. 

WILLIAMS Paintings 

JOHN 
Feb 5-23 $6) 

MORRIS 174 Waverly Pl. | 
GALLERY | ot Christopher St. 

DON 

DAVID: 
Paintings . Feb 15 to Mar 7 

Camino Gallery, 92 E. 10 St. 

—— PAINTINGS OF NEW YORK == 
EARL FRANCIS 

HOFMANN 
Feb. 12-24 

Grand Central Art Galleries, Inc. 
—< 15 Vanderbilt Ave., N. Y. C.—= 

the little studio limited 
680 Madison| 1264 2nd Ave. 

STRAUSER|CANEVARI 
Feb. 7-20 Feb.20-Mar. 

TE 8-4696 TR 9-9720 



~ MULTI-FRAME—the adjustable picture frame —is TERRIFIC’ 
TRADE MARI 

—says Joe Jones 

“Multi-Frame revolutionizes the whole concept of fram- 

ing for the professional! artist by freeing him from the 

restriction of size or proportion of his work that usually 

follow the dictates of existing frames of rigid dimensions. 

[ was pleased to discover this frame could be extended 

to accommodate the long narrow panels I like to work 

on, which proved the frame to be even more versatile 

than the manufacturers thought it to be. Of course Multi- 

Frame will frame any picture and if anyone has had the 

frustration of not being able to haul a painting because 

the frame was still sticking out of the car door — Well, 

here’s the answer—frame it after you get there.” 

MULTI-FRAME adjusts to 625 sizes 

Multi-Frame is what artists—professional as well as “Hobby” 

artists—-have been waiting for! Multi-Frame is a beautifully ma- 

chine-carved, hardwood gallery moulding. A necessary addition 

to your painting equipment. No matter what size picture® youre 

working on, you have a frame ready almost instantly for tem- 

porary viewing or for permanent use, 

PICTURED ABOVE: Joe Jones is exhibiting recent t The Associat 

American Artists’ Gallery, New York b. llth t Sth. He 
Guggenheim Fellow and is represente Mm many permanent Ile 
throughout the United States which include the Metropolitan, W 
Cleveland, Detroit, Toledo and William Rockhill Nelson Muse 
murals are in a numt ot Post Othces in the Middle West and f 
of the American Expx Lit He was an “A War Correspondent 
in the Alaskan Theater for the ‘ lept. i 3 ¢ is 47 years 
and lives with his wife hil lio on Blackb 
Lane in Morristown 

Check MULTI-FRAME advantages: 
Adjusts to hundreds of different sizes 

Takes only minutes to adjust. No tools needed, not even a screw 

driver! 
Constructed of sturdy 3%” x 1%” machine-carved, hardwood galler 

moulding and finished in neutral gravs 
* Adjusts by standard stretcher units of one inch—to pictures of vary 
ing sizes, from 14” x 18” up to 38” x 42 

Costs little more than the average one-size frame 

Comes complete with its own stow-aw ay kit 

If your local dealer does not carry Multi-Frame send us PRICE 
your check or money order, and we will send you paid 

one Multi-Frame with a 30 dav unconditional cuazantec 4,9).50 

complete satisfaction or your money refund 

NOTICE TO DEALERS: /f you are interes 

Multi-Frame, write us for full information. 

MULTI-FRAME, INC., 16 Commerce Street, Springfi Id 
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Now $50,000.00 in “New Look” test-proven development makes world-famous 

Craftint-Devoe Artists’ Oil Colors Pritt modern tad perfect. Released by 

PM iL tC LA ul a a me ee 

Craftint-Devoe Oils have established a@ standard for matchless texture, consistency 

werkability, brilliance, purity and permanence. The complete Craftint-Bevoe Artists 

ce line includes a full range of 68 colors 
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