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SOTHEBY’S 
announce the Sale in London of 

SEVEN PAINTINGS 
by 

CEZANNE, MANET, RENOIR, VAN GOGH 

the property of the Estate of the late Jakob Goldschmidt of New York City 

PAUL CEZANNE. Garcon au Gilet Rouge, 1890-95, 36 x 29 inches. 

Day of Sale: Wednesday, 15th October, 1958, at 9:30 p.m. 

Illustrated Catalogue (7 plates in colour), price one dollar, may be obtained from 

™ ry. 4 79 | T + 

SOTHEBY’S OF LONDON 
61 Broadway, New York Bowling Green 9-0765 

or from 

SOTHEBY & CO., 34-35 New Bond Street. London W.1 



Announcement to our readers 

Reserve your copy of the new De Luxe (hard-cover) 1959 

AT on ANNUAL 

The 28th in this famous series 

coming on October 31, 1958 

ARTNEWS ANNUAL now, more than ever before, 
presents the arts as living quantities of the cultural 
scene. Also, for the first time, the ANNUAL is avail- 
able in a De Luxe Edition with a binding of virtu- 
ally indestructible Duroid. This irreplaceable year- 
book’s ideal has always been to show by example 
and idea those trends in taste which unite the arts 
both creatively and critically. In giving this ideal a 
newly permanent physical setting, the editors of the 
ANNUAL have also provided a new imaginative 
scale for the contents: a dynamic perspective that 
brings into convenient ken the freshest. most elo- 
quent viewpoints which, emphasizing the visual, 
make the arts into one cultural family. 

Over 200 pages, including more than 45 full-color plates and 
approximately 200 sharp monochrome illustrations, the contents 
range from 12th-century Japan and painting on New York’s Tenth 
Street to an appreciation of French art from A.p. 1000 to Cézanne. 

INTIMATE MEMORIES OF PIERRE BONNARD, the important 
French modern artist, recalled by Charles Terrasse, director of the 
Museum at Fontainebleau. who was Bonnard’s nephew. Sixteen 
superb plates of Bonnard in full colors, with documentary photo- 
graphs and other reproductions all drawn from important archives. 
Most of them are published here for the first time. 

MIDAS ON PARNASSUS, Alfred Frankfurter, Editor of 
ARTNews, surveys in a 32-page. profusely illustrated article, chang- 
ing tastes in art as gauged by changing prices, and the implications 
for the artist who lives by his art. The mythological “Midas” is 
present as the symbol of that taste in whose hands lie the destiny 
of genius and the dollar-value of his product. 

AMERICAN PAINTING AND TENTH STREET—How art itself, 
in the crucible of actual contemporary conditions, lives and looks 
in New York’s newly significant “Latin Quarter.” Tenth Street, is 
investigated by a leading modern critic, Harold Rosenberg. His 
keen analysis is documented with a whole album of glimpses into 
artists’ lives—public and less public. 

FORTY-FIVE 

plates in color and over 200 monochrome illustrations. 

204 pages (12% by 9% inches) 

POEMS IN THE SHAPES OF THINGS—Young poets of today 
are both alert and learned in their approach to art and also sensi- 
tive to the role of the visual in poetry. To prove this, one of them. 
Charles Boultenhouse, has coliected a unique anthology of figured 
verse from ancient and modern languages of the leading Western 
nations from 300 B.c. to the present. An interpretive essay and 
first-edition facsimiles add considerable interest to this unique 
project. 

PRINCE GENJI AND THE PICTURE COMPETITION includes 
“The Picture Competition”, a chapter from the Japanese classic, 
The Tale of Genji, which is elaborately illustrated by works starting 
from the twelfth century. Notes on Prince Genji and his prototype 
as represented in art, and an essay on Genji as a cultural hero by 
Parker Tyler, Managing Editor of the 1959 ARTNews ANNUAL. 
fill out an arresting picture of medieval culture in Japan. 

WRITINGS OF HENRI FOCILLON~— an anthology of the w ritings 
of this great French modern critic, titled 4 Thousand Years of 
France, becomes an excellent appreciation of French art in some of 
its outstanding phases. It is lavishly illustrated with a suite of full- 
color as well as black and white reproductions. 

ARTNEWS OF THE YEAR. The authoritative, invaluable sum- 
ming up of art events of the 1957-58 season. 

BOOKS OF THE YEAR. A survey of the year’s outstanding: art 
publications. 

Note: Our supply of the De Luxe 

(hard-cover) ARTNews ANNUAL, 

bound in indestructible Duroid, is 

To: ARTnews, 32 East Fifty-seventh Street ] Payment enclosed 

New York 22, N. Y 
ia ii . 

Please send me: Please bill me 

. . . 
, P i i necessarily limited. Make sure that Please note items desired 

copies of the De Luxe (hard-cover) Edition 
of the 1959 ARTnNews ANNUAL at $4.95 each you reserve your copies before the My name 

copies of the Regular (soft-cover) Edition 
of the 1959 ARTNews ANNUAL at $3.95 each“ Street___— , 

supply is exhausted. Fill in and mail 

this coupon today! : i ) Enter my subscription to ARTNews for one 
4 year (ten monthly issues) at $9, City —— State 

058 
— ee ee ee ee ee ee ee ee es es ee ee ee 



AGNEW 
Established 1810 

BARTEL BRUYN (1493-1555) 

From the collection of 

FULLER MAITLAND 

Stanstead House 

Panels, circular, diameter 9 inches 

43 OLD BOND STREET, LONDON W. 1 
CABLE: RESEMBLE, LONDON 



This month 

D. Talbot Rice, Professor of Fine Arts at Edinburgh 

University, is one of the greatest living authorities on 

Byzantine art; he and his wife have spent a number 

of years organizing the brilliant exhibition that opened 

in Edinburgh and now travels to London... Allan 

Kaprow is a young painter whose latest exhibition, at 

the Hansa Gallery, was not of paintings but of a 

“thing” that, once a day, acted; he teaches at Rutgers 

Ernest Harms is a psychologist much interested in 

the arts; he has published numerous articles on the 

psychology of style and on concepts of form ... Jean 

Genét has been the brightest literary star to emerge 

in postwar France—-his plays have been given off 

Broadway presentations and his novels enjoy a 

certain notorious, under-counter fame in transla 

tion; in France, however, he is already among the 

immortals, Gallimard is publishing his complete 

works, the first volume of which is a long ap 

preciation by Sartre, who calls him “St. Genét.” 

Coming 

Interview with Jean Arp as the sculptor’s retrospes 

tive opens at the Museum of Modern Art . . . first 

view of the monumental steel sculpture on which 

Reuben Nakian has been working for the past three 

years .. . how American vanguard artists have col 

laborated with poets on a new, de-luxe edition 

venture . . . reports on two major European shows, 

Dutch primitives in Amsterdam, the art of Verona. 

Editor and President Alfred Frankfuter 

Executive Editor Thomas B. Hess 

Associate Editors Henry A. La Farge, Eleanor C. Munr 

Contributing Editor Henry McBride 

Editorial Associates John Ashbery, Edith Burckhardt 
Lawrence Campbell, Herbert D. Hale 
Fairfield Porter, Irving Sandler 
James Schuyler, Parker Tyler 

Design Director tradbury Thompseo 

Business Manager Roger Kudd 

Vice-Pres.-Adv. Mgr. Gerald A. Cripps 

New York Y. 32 East Fifty-seventh Stree 

rEmpleton 8-3730 

Credits: cover, Harry N. Abrams, Inc p. 29, Intercultural Pub 

tions, In and University of California Press; p. 30, F 

Bruckmann, Munich 

ARTnews is published monthly September to May, quarter 

ly June-July-August. Copyright 1958 by The Art Foundation 

Press, Inc., 32 East Fifty-seventh St., New York 22, N. Y. 

Subscription rates — Full subscription: the ten monthly 

issues and ARTNEWS ANNUAL CHRISTMAS EDITION, $11.95 per 

year: regular monthly edition only: $9 per year. (Foreign 

postage $1 per year additional). Single monthly issues $1. 

The Editor welcomes and is glad to consider mss and photographs 
sent with a view to publication. When unsuitable for publication 
and if accompanied by return postage, every care will be exercised 

toward their return, although no responsibility for their safetv is 

undertaken. Under no circumstances will the custody of any object 

f art whatever be accepted if sent to the magazine unsolicited for 
inspection, No opinions on authorship, authenticity or valuation can 
be given, nor can the magazine act as intermediary in sales. The 

complete contents of each issue of ARTNews are indexed in The 
Art Index, published quarterly and available in public libraries 

The name, cover, colorplates and entire contents of ARTNews are 
fully protected by copyright in the U. S. A. and in foreign countries 
and may not be reproduced in any manner, in whole or in part, 
without written consent. Title registered U. S. Patent Office. En 

tered as second-cla matter, Feb. 5, 1909, re-entered June 17, 1948, 
at the Post Office, New York, N. Y., under act of Mar. 3, 1879 

Fifty-seventh year 

of continuous publication 

October 1958 Volume 57, Number 6 

ART new S 
Articles 

Sailing from Byzantium 

The legacy of Jackson Pollock: 

Museum modern Art-Arp 

Dove: delicate innovator 

Lovis Corinth, 1858-1925 

Letters to Gauguin and Signa 

From Bosch to van Gogh via Rembrandt 

Connoisseurs’ choice 

The promised land 

Rembrandt as a holy sinner 

The Kirkeby pictures at auction 

Major illustrations 

Scene in the Hippodrome 

Sculptor in studio 

{walk Poplars 

{nonymous 

The Red Christ 

Grotesque Animals 

Paschal candlestick 

Self-Portrait 

Jean Monet in His Cradle 

Cirl Sewing 

Departments 

Editor's letters 

{rt news international 

Coming auctions 

Reviews and previews 

Editorial 

{rt news from Paris 

{rt news from London 

{rt news from Los Angeles 

{rt news from Chicago 

Amateur standing 

Vew sources, new materials 

Where and when to exhibit 

Competitions, scholarships 

The exhibition calendar 

Cover 

20 

D. Talbot Rice 

Allan Kaprow 

Lawrence Campbell 

Ernest Harms 

Vincent van Gogh 

Jean Genét 

Fifth-century Byzantine ivory 

Arp 

Dove, colorplate 

Dove, colorplate 

Corinth, colorplate 

Hieronymus Bosch 

Andrea Riccio 

Rembrandt, colorplate 

Monet, colorplate 

Renoir. ‘ olorplate 

Pierre Schneider 

John Russell 

Jules Langsner 

Franz Schulze 

Aaron Berkman 

Toulouse-Lautree painted La Goulue 

Entering the Moulin Rouge in Feb- 

ruary, 1892; one of the most famous 

French pictures in America, this 

month it is exhibited, with new acquisi- 

tions, at the reopened Museum of 

Modern Art—a residuary gift to the 

Museum from Dr. and Mrs. David 

M. 
In the picture). See article on p. 37 

Levy (who retain a life interest 



DUVEEN 
ESTABLISHED 1869 

Exhibition 

of 

FRESCO 
PAINTINGS 

of the 

XIV and XV CENTURIES 

Through October 

DUVEEN BROTHERS Inc. 

18 EAST 79 STREET 

NEW YORK 21,N. Y. 

| Editor’s letters | 

our: 

Please correct your September state 

ment concerning Van Wyck Brooks’ 

efforts with John Sloan. 

Mr. Brooks never “published,” but 

instead wrote an excellent biography 

about John Sloan. Publishers pub 
lish, writers write, some artists paint 

The book was published not “re 

cently.” but in 1955 by E. P. Dutton 

& Co., Ine. 
looks like the work of a sleepy edi 

torial assistant. 

The whole mess, yours, 

Peter Noone 

Ardmore, Penna, 

[ARTNews’ sleepy editorial assistant 

preferred the first choice in Webster 

ot “publish,” Mr. Noone prefers the 

third Ed.] 

our: 

I appreciate the perceptive and sym 

pathetic treatment I’ve received from 

James Schuyler in the September 
ARTNews 
correct what I feel is an omission. I 

met Jean Helion in 1945. His friend 
ship and the example of his work 

However permit me to 

have affected me deeply. I have a 

great admiration for Helion’s paint 
ing and am sorry indeed that he was 

not mentioned in Schuyler’s essay 

Leland Bell 

New York, N \ 

our: 

As one of the many viewers of the 

Louvre’s Jeu de Paume this summer, 

I must take exception to the bom- 

basting of its reopening [A.N., Sept. 

58). 
Since when do we haul off at Im 

pressionism by doing no more than 

criticize its frames and talk about 

the weather? Do art critics, also, re 

serve conversation about the weather 

when nothing more can be said? 

Surely he could have said it was 

terribly overcrowded he didn’t 

but, then again, what critic or viewer 

would not sacrifice overcrowdedness 

and poor framing for sheer beauty 
of Impressionist art? 

As for Monet’s Cathédrale and 

Vymphéas being commercialized like 

kodachromes—set directly on clean 

white walls—well, if Mr. Schneider 

dislikes no frames as well as frames, 

what does he like? 

More viewers, comments and mu 

seum guards were in this one room 

than in any other—for the first time 

art was seen by itself, devoid of 

frame and sometimes ugly hanging 

as well as background. And, your 

previewer reports that this bareness 
was commercialized. Oh, no! 

Donald S. Mayor 

New York, N y 

ur: 

Congratulations on your inquiry, /s 
Today's Artist with or against the 

Past? in the June and September 
numbers. While you have consistent 

ly emphasized the artists’ own 

thoughts in your past articles, 
especially in the Paints a Picture 
series, this is an excellent guide to 

the whole panorama of our art. 
To those who sneer at the “drip- 

pers and paint slingers,” who say “a 
child could have done it,” the evid- 

ence presented here of long dis- 

ciplined study and a personal strug 

gle of philosophy (of life as well as 

art) should be a fitting, if rather 

extended, answer 

Ever since Leonardo wrote his 

Votebooks, artists’ words have been 

used as a corollary to their work. 

The contradictions between Leon 

ardo’s Notebooks and the paintings 
show up today. It will probably be 

the same with these artists’ state 

ments—although contradiction itself 

is an important element here, along 

with the ambiguity of the works re 

produced. 

James Cort 

New York, N. Y 

hd FI 

What about that statement trom 

David Smith beginning “I'm interest 

ed in all art—from 50,000 B.c. to 

1958. I have preferences as they re 

late to man and expression and as 

I respond personally to it I prefer 

the emotional visual response to the 

verbal equivocations of the art his 

torians "% How many times can 

“I” be used? Wouldn't it be a kind 

ness if your journal would publish 
for the benefit of your irtist-con 

tributors a handbook on the uses of 

the second and_ third person pro 

nouns’ One hopes to believe that 

they and we would benefit. But con 

gratulations on the whole inquiry, 
David Smith included. It was a 

valuable insight to the concepts of 

modern painters and sculptors 
Theodore King 

Chicago, Ill 

or: 

We appreciate very much your men 

tion of the Association of Art Mu 

seum Directors in your Editorial in 

the September issue. “Rather sleepy” 

we may be, but I felt that the three 

copies of the magazine you sent me 

might be called gilding the lily. 

Edgar C. Schenck, President 

Association of Art Museum Directors 

Brooklyn, N. Y 

ur 

This is to register a personal protest 
against the gross commercialization 

of the recent 

Festival. I am sorry that a painting 
Provincetown Ari 

show, with wonderful possibilities, 
was turned into just another product 

complete with a catalogue that left 

this viewer a little unsure as to 

whether he was looking at a paint 

ing or a swept-wing Dodge. 

Robert E. Beaven 

Cincinnati, Ohio 

or: 

A catalogue of the complete graphic 

work of Yasuo Kuniyoshi is being 

compiled by myself, in co-operation 
with Sara M. Kuniyoshi. Information 

leading to the whereabouts of rare 

lithographs or etchings would be ap 
preciated. Address replies to me at 
The Staten Island Museum, 146 

Stuyvesant Place, Staten Island 1, 
N. Y. 

Richard A. Davis, Curator 
Staten Island, N. Y. 

ART NEWS 
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ACTUAL SIZE 

ARTIST 
‘OIL LLIN. in the new KING SIZE TUBE! 

SERIES #1 @ $1.15 (SAVE 65c) SERIES #2 @ $1.80 (SAVE 60c) Cobalt violet 
Permanent Green Light 

Burnt Sienna Mars Black Surat Waber Lemon Yellow Viridian Green 

Ivory Black Ultramarine Blue SERIES #4 @ $3.00 (SAVE $1.00) 
Raw Sienna | ( ( Cadmium Yellow Light 
Raw Umber — #3 @ $2.40 SAVE 80c) Cadmium Yellow Medium 

Yellow Ochre Bellini Blue* Codmium Grange 
— on . Bellini Green* SERIES #5 @ $3.75 (SAVE $1.25) 
itan-Zinc ite Cerulean Blue Cadmium Red Light 

Titanium White Cobalt Blue Cadmium Red Medium 
Underpainting White 
Zinc White (* Made of Phthalocyanine Pigmest) Also available in Studio Size Tubes.) 

BOCOUR ARTIST COLORS, 500 West 52nd Street, New York 19 
established 1932 . . . makers of Bellini, Bocour and Magna. 
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KNOEDLER 
ESTABLISHED 1846 

Exhibition of Paintings by 

SEYMOUR 

FOGEL 
October 7 through 25 

ANDREW 

WYETH 
Opening October 27 

14 EAST 57th STREET - NEW YORK 

PARIS LONDON 
22 rue des Capucines 34 St. James's St. 

Art news international | 

Americans in-and-out of museums 

American “old masters”—Dove, Demuth, Hartley, Marin, O'Keeffe, Weber 

take a bow on a new stage, Pomona College’s recently completed Gladys 

K. Montgomery Art Center. All members of the old “Stieglitz Circle.” the 

six are brought together again for the first time since Stieglitz’s death. It 

also marks the first complete showing of Pomona’s collection, including 

Renoir’s Andrea en Bleu and Matisse’s Jetty at Collioure 

Few art patrons are artists—Henry Ward Ranger was one of the few to 

start out with $30 in his pocket and end up $400,000 richer through painting 

sales and real estate investments. Having found his pot of gold as a success 

ful landscape artist, Ranger wished to “bring American art to the largest 

number of people,” and left a fund to the National Academy for the pur 

chase of American art to be distributed to institutions throughout the coun 

try. Over two hundred and twenty-five paintings, purchased since 1919 

including Hopper, Dickinson, Shikler, Stuempfig, Sterne have been 

borrowed back from 100 institutions in thirty states for a centennial ex 

hibition at the National Academy [to Oct. 12]. 

rhe American painting idiom, and its changes over the past fifty years, 

is the subject of the inaugural exhibition at Hamilton Cellege’s Edward W. 

Root Art Center. Included are “The Eight,” Dickinson, Sterne, Prendergast, 

Marin, Hopper, Burchfield, Marsh, Dove, etc. [to Oct. 19] 

Trans-world art 

New York plays host to thirty-seven nations as Ethiopian primitive sculp 

tures vie with Yugoslavian abstract tapestries, Chou bronzes with Austrian 

wood carvings, India’s buddhas with Persian miniatures in an International 

Art Festival in the new Seagrams Building lobby [Oct. 24-Nov. 23]. Spon 

sored by the Federation of Jewish Philanthropies in honor of the United 

Nations, with museum heads d’Harnoncourt, Goodrich, Rorimer and Sweeney 

on the advisory committee, the Festival aims to present significant art 

themes from each country: the Dutch are sending portraits from Rembrandt 

to van Gogh: the Italians, “Music in Art”: from China, demonstrations of 

the specific materials developed in each dynasty, (bronze in Chou, gold 

lacquered bronze in Sung). Included is an intricately-carved Austrian pagan 

mask, used thousands of years ago in fertility rites 

Savages for puritans 

loothless dried-up human heads, fierce warrior masks, grinning pagan idols, 

poisoned spears from African, Peruvian, Polynesian, Mexican and Austral 

ian shores, dance together in the Pilgrim state in a first major showing of 

primitive art at Boston’s Fine Arts Museum [Oct. 16-Nov. 23]. Culled from 

private and public collections throughout the country, with a major portion 

coming from Harvard’s Peabody Museum, the showing includes Hawaiian 

warrior headdresses, American Indian bird masks, a Benin bronze plaque, an 

inscrutable painted-wood Besonge mask from the Belgian Congo. A new 

permanent primitive gallery will open after the show, with loans from the 

Peabody Museum; a series of theme exhibitions is planned—the first this 

spring, “The Influence of Primitive Art on Modern Artists.” 

People, prizes 

Henry McBride, dean of American art critics and ARTNews Contributing 

Editor, has been made a Knight of the Order of the Legion of Honor, the 

Ambassador of France has announced 

K. Ross Toole is the new director of the Museum of the City of New York 

as of November 1, following the retirement of John W. Myer, director 

since 1951. 

Giuseppe Napoli and Roger Crossgrove won top prizes ($750 and $250 

respectively) in an Autumn Art Festival sponsored by New York's Village 

Voice and Village Art Center. Outstanding in the exhibition were Nell 

Blaine’s Archaic Boi quet and George Segal’s Standing Figure 

Additions and corrections 

In the Summer, 1958 issue, E. C. Goossen’s name was misspelled; he was 

also wrongly identified as “head” of the art department at Bennington Col- 

lege, which does not have “heads” of departments. In the September num- 
ber, a sentence in Wolfgang Stechow’s review of Benedict Nicholson’s 

Terbrugghen was scrambled to read “there are new date recorded” instead 

of “there are few new data recorded.” The Mondrian, p. 25, and the Gris 

collage, p. 49, in the September issue now belong to G. David Thompson of 

Pittsburgh, Penna. 

ART NEWS 
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time-defying! 
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WINSOR & NEWTON’S ARTISTS’ OIL COLORS 
The first choice of professionals! Manufactured from the finest quality raw materials 

available—regardless of cost! A wide range of colors classified as to permanence, 
and possessing all desirable attributes of purity, extreme brilliance, vivid under- 
tone, fine grinding, pigment dispersion, tinting strength, consistency and eggshell 
gloss. They dry out to a really tough and durable film in a reasonably short time. 

902 BROADWAY 
NEW YORK 10, N. Y. 

YOU can afford that little extra IMPORTED quality! 

Canadian Agents: THE HUGHES OWENS CO., LTD. Head office, MONTREAL 
Californian Distributors: THE SCHWABACHER-FREY CO., SAN FRANCISCO 

OSCAR E. JOHNSON 

H. F. J. LEGGATT 

\. E. FRANCIS 

P. A, B. JOHNSON 

LEGGATT BROTHERS 
30, ST. JAMES’S STREET, LONDON. Ss. W. 1 

announce an 

EXHIBITION 
From the 4th to 24th OCTOBER (inclusive) 

ENGLISH PAINTINGS of the 18th CENTURY AND AFTER 

Monday to Friday 10 a.m. to 5 p.m., Saturday 10 a.m. to 12 noon Telephone: WHitehall 3772 

OCTOBER 1958 
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PICASSO “Figure 1944" 

October Exhibition: 

MODERN MASTERS 

Renoir 

Monet 

Redon 

Bonnard 

Matisse 

Dufy 

Mondrian 
Klee 
Kandinsky 

Chagall 
Rouvault 

Miro 

Leger 
Picasso 

Braque 

illustrated catalogue 

GALERIE BEYELER 
BASLE, BAUMLEINGASSE 9 

Coming auctions | 

Chinese porcelains, pottery 

Most of the great periods of Chinese ceramics, from T’ang to Ch’ien Lung 

are represented in the collection of the late Bertram S. Boggis, partner of 

Duveen Bros., Inc. In the making for many years, the collection is coming 

up for sale at Parke-Bernet on October 16 and 17. Some of the many K’ang 

Hsi pieces were formerly in the James A. Garland, J. Pierpont Morgan and 

James Parmelee collections 

Sussel Americana 

Part one of a well-known Americana collection, formed by the late Arthur 

J. Sussel, of | on will go under the hammer at Parke-Bernet on 

October 23, 24 and 25, after being on view from the 18th. Early American 

furniture is pecrneer by chairs, chests of drawers, occasional tables, 

clocks and other objects of Pennsylvania and New England origin. Por 

traits and landscape include Charles Willson Peale’s Portrait of Anne Hou 

ard of Annapolis, two still-lifes by James Peale, a Sharples Portrait o/ 

Stephen Coleman, a rare St.-Memin, Return P. Meigs, and several early 

views of Philadelphia. A special feature is Mr. Sussel’s celebrated group of 

sgrafito and slipware, together with over a hundred illuminated fraktur 

pieces. Early American silver is also well represented 

French and English antiques 

Sales listed for the rest of the month at Parke-Bernet are mostly Continental 

eighteenth-century antique furniture and decorations. On October 18th, 

French and English furniture and Aubusson tapestries from the estate of 

the late Mrs. George E. Ruppert, of New York, will be sold. A small group 

of paintings includes canvases by Hoppner and Joshua Reynolds. On Octo 

ber 31, there is French furniture and art objects from the collection of Mrs 

B. Schragae and others. On October 30, modern chess sets, Mayan and West 

African art, Polynesian and Oceanic sculpture, early Chinese and Indian 

bronzes are the varied fare from the collection of Jay C. Leff, Uniontown, Pa 

Modern paintings, in Amsterdam 

An important Dutch collection of modern European paintings, belonging to 

the late P. A. Regnault, will come under the hammer at Paul Brandt, 

Amsterdam, on October 22 and 23. The collection is of particular interest in 

its emphasis on the non-French schools. Some of artists represented are: 

Campigli (including School of Drawing); Chagall ‘including The Violon 

cellist); an early de Chirico; van Dongen: Dufresne; Kandinsky (Bouquet 

of Flowers 1938); Joseph Kutter: Lureat; Modigliani (Portrait ef Mme 

Lunia Czekowska, 1917); Paerels, Pascin; Pechstein (Bildnisz Frau Dr 

): Permeke: Picabia; Picasso (Interior, 1934): Redon (Christ Crucified, 

1896-1900, and Les Barques): de Segonzac (Couple): de Smet; Soutine 

Announcements from London 

From Sotheby's, advance notices have been received of a variety of coming 

sales to follow the Goldschmidt sale on October 15 [See A.N., Sept. "58]. On 

the 17th, what is probably the only privately owned collection of Verre de 

Vevers (seventeenth-century enameled glass), formed by Mrs. Willie King 

will be offered. Following this, on October 23, English and Continental 

silver and plate from the collections of Lord Elphinstone and others. For 

December 2, the C. W. Dyson Perrins collection of illuminated manuscripts, 

one of the finest still in private hands, will be sold, more detailed announces 

ment of which will be made in the November issue 

St.-Memin’s Return Jonathan Meigs 

is in the Sussel sale, Parke-Bernet 

K'ang Hsi famille verte vases, 29 and 31 

inches high; Boggis sale, Parke-Bernet. 

ART NEWS 



LOAN EXHIBITION 

“THE NOBILITY 

OF 

THE EVERYDAY OBJECT” 

TEN REFRIGERATORS DECORATED 

BY LEADING FRENCH 

CONTEMPORARY ARTISTS 

Under the Sponsorship of Monsieur Edouard Morot-Sir. 

Cultural Counselor to the French Embassy in the United States 

From October 6th to 18th 

Ten to Five-thirty 

WILDENSTEIN 
19 East 64th Street, New York 



Reviews and previews 

Five Picasso paintings | Kootz; to Oct. 18], from 1927 to 1952, are eacl 

f single figures. The 1927 « xample Woman Sleeping ! ! irr Cha 

is fla e woman is a grotesque arabesque, her head is back and het 

nouth oper showing her teeth. It has a flat violence that became common 

uch later: the violence and the pattern are one. From 1932 is a Bathe 

P neg with a Ba careless and satirical. The most serious painting is 

tl 1910 purple and ereen Seated Nude. heavy. three-dimensional, thorough 

in hume ind in form. From 1952 are the tender monochrome Paloma 

Sleeping in her crib, her arms extended in abandon, and a Portrait of 

Mme H. P.. which is one of the paintings, that seem unfortunately more 

‘ ! which Picasso is not quite trying but dow what |! 

ilread is quickly and easily as possible Prices unquoted | 

Baleomb Greene [| Schaefer Oct. 27-No 15 in a masterful show 

continues tf paint the woman nd the ocean both become one. nerged 

n whit ght rh drama f this work is the ittempt to make the womar 

bot! it woman and a goddess-——-the romantic ideal for which men fight 

and then take to bed. She is as unattainable and attainable, as indetinable 

nd detinab in painting as in life. Like surging and melting surf, an 

eddy of her sexuality wells from the whiteness and recedes into whiteness 

1 jet of | ev chastity spouts out from the warm shadows and ebbs back 

into the shadows. The white expanses, though they are shattered, maintain 

the insister surt plane: erotic details beckon seductively from with 

these impenetrable areas. Color accents —the whole range are not only 

foil for tl white in economical but rich variations, they are used t 

xplor the female's earthy de. In a roup of cascading seascapes, the 

ude is transmuted into cliff. wave and «| Woman and ocean have bec« 

«> fused with paint and gesture that Greene can use them abstractly 

pure e1 n with only the subtlest references to nature is in Compos 

or specifically = m 1 series of monumental heads most of which ( 

titled Ge e. Prices unquoted I s 

Fourteenth- and fifteenth-century frescoes |Duveen|, including a pai 

f panels given to Giotto, provided exceptional fare for a New York show 

Giotte’s F 

n fourteenth- and fifteenth-century 

The intensity and energy the realism” —of two flving angels i brilliant 

pinkish robes ind character stically vigorous modeling of heads in profile 

end support t the attributior Showing Itle evidence t repaint, thes 

hgures, orig ully part of a irge mura ompositior re believed sections 

ren ed in the eighteent! tur iro Sta. Croce Florence By contrast 

happens to retardataire provincial idioms is curiously illustrated in “4 

two panels of the School of Avignor 1. 1335-45 ‘(two decades later than 

them, a ile reflection of Sienese influence via the Giotto panels) In | 

Matteo da Viterbo fuses with remnants of French Romanesque wall paint 

ing. The result is nostalgica expressive and sensitive despite its naiveteé. 
> , , ’ ’ , ] Rounding ou he show is a fifteenth-centurv Sienese pane an allegorical 

heure epresentin I é f i“ epted by scholars as the only known sul 

viving fresco by Francesco di Giorgio. It has the easy charm of a dying 

tradition. Prices unquoted HLF 

innual affair Founders show [Grand Central: to Oct. 30] is an elaborate 

onsisting, this vear, of 118 entries. Portraits. Hollywood to Main Street: 

indscapes, Atlantic to Pacity ind still-lifes with native flowers, dominate 

Standing ul and apart tre the contemporary Americana academicians 

1 hazy littering nude by Geor Luks. Prices unquoted LHS 

Saul Baizerman [World House; to Oct. 25] (see Baizerman makes 

w/pture, A.~.. Mat 2) selected this exhibition for the Boston Institute 

of Contemporary Art trom where it now journeys), but death came in 

195 when he was sixty-eight. and so what had been planned as an exhibi 

tion in honor of one of A rica’s bes ilpters, became a memorial show 

saizerman’s workir nethods were simple enough in exhausting ham- 

eri on she < f coppe or bronze from both sides, to produce high re 

fs of figure Though damaging to the eardrums and eventually causing 

hi hand to tremble so that it was hard for him to hold a pencil, this 

technique produced beautiful results by its very gradualness. Ryder said 

when he was told he might use an eraser when drawing with pencil “W hy 

now | in do anything This is what Baizerman must have felt His melt 

ing surfaces catch the light like a kind of Impressionism. There is some | 
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thing about them which reminds you of Rossi, Rodin’s Italian contemporary. 

His surfaces are dissolving, fluid, but, unlike Rossi’s, also firm, monumental. 

It is more a kind of Pointillism than Impressionism. And there is gentle- 

ness, dignity and poetry about everything he did, Prices unquoted Lg. 

American Cubism | Zabriskie; to Oct. 4], 1913-23 includes Bluemner, 

Davies, Friedman, Hartley, Horter, Kantor, Leon Kelly, Pach, Man Ray, 

Schamberg, Stella, Walkowitz, Weber, MacDonald Wright and Zorach. None 

of the artists stuck to the Cubist manner very long. (But where are Demuth, 

Dove, Maurer and Marin?) Schamberg died in 1918, still a young man, after 

making Pieabia-like cross-sections of machinery. Kelly’s analytical Cubist 

paintings look like the real thing. Stella’s abstraction from 1913 is Italianate 

ind chemical. Zorach’s Leo Ornstein’s Piano Concerto uses Cubism for 

illustrative ends. Walkowitz’s geometrical abstraction from 1914 is ad 

venturous. MacDonald Wright tried to substitute intelligence for an absence 

of feeling. Some of the painters seemed to be demonstrating that they 

ould also do what had stimulated them in the Armory show. Davies applied 

Cubism to his particular sensibility: it was irrelevant, but did not interfere 

much. Perhaps Hartley's strongest paintings were done under the twin 

influences of a love for Germany and abstract painting. But essentially 

American Cubism was a_ provincial manifestation, though Marin used 

and assimilated it and Demuth got a sort of pedantic liberation out of it, 

Prices unquoted F.P. 

Hedda Sterne [Parsons; Oct. 13-Nov. 3] shows her abstractions in which 

the spirals and curves of highway construction as well as the rectangles of 

city buildings predominate. The earlier paintings are done with the airbrush, 

the later with the hand brush. Miss Sterne has an original sense of color, 

(yellow, pale blue-green and white) which is often overwhelmed by a 

graphic emphasis that verges on redundancy. The feeling of traveling 

through the country in a car takes precedence over the feeling of the 

country that one gets when one stays a while in one place. Perhaps this 

is a modern kind of sensibility: what we see moving past us, and what is 

relatively still is the motion itself. Her lines are lines of motion, the rec- 

tangular lines the lines of a slow motion of construction going on. Also 

there is communicated a sense of boundlessness: the motion is never con 

tained, but, like Turner's space, leads away. Prices unquoted. FP 

Kenneth Noland [de Nagy; Oct. 15-Nov. 1] in his second show establishes 

his rank with the best of the younger free abstract painters. A resident 

of Washington, D.C., Noland’s big pictures seem New York aware; or else 

the style has grown beyond the city. Season, the biggest, makes an 

inspiring opener. Blotted and bled into columns, pretty without weakness, 

it is a nice heir-apparent to the full-blooded romance of a picture like 

Pollock’s Blue Poles. Floor-size surfaces are dramatized with floods of 

energy: Outskirts, like driving fast through sooted suburbs into open 

country. His pictures are painted all around, he can pull a large surface 

together into focus, a whirling vortex that loosens up in easy ribs of paint. 

He has a remarkable luscious color sense: Lavender-Blue, with a_ wild 

white horizon. Noland has found a new stroke since his last show, one 

that gives flowed paint a sliced edge, like fresh cut remnants. Prices 

unquoted. JS. 

Rollin Crampton’s [Peridot; to Oct. 11] present show has a completely 

new cheerfulness. What used to be an almost wall-like surface of a 

deathly fixity and greyness, has become loose and light with a few delicate 

touches of pale peach and cerulean, and there is more variety of texture. 

All the paintings have sea titles, and they look like the ocean shore or 

ocean depths, seen from the inside. Prices unquoted. F.P. 

Serpan [Kootz; Oct. 21-Nov. 8], who shows in New York for the second 

time, is a professor of botany at the Sorbonne. On acid backgrounds without 

light, he places small swarms of insecty lines. One painting suggests 

shell-fish swimming in a pond. These paintings are uncomfortable. The 

artist seems to believe that abstraction consists of making pictures of 

something ineffable. What it is that is in the picture is inescapably the 

most important thing, even though this subject is impenetrable. Prices 

unquoted. F.P. 

Tenth anniversary [Janis; to Nov. 1] is a double-fisted pat on the back 

self-delivered by this gallery in the form of an elaborate catalogue repro- 

ducing some of its memorable sales and an exhibition of forty of the ob- 

jects, all European (the Americans are omitted because of their difficult 

sizes — although their less difficult prices might conceivably have influenced 

the decision). As has been noted several times in these pages, this gallery 

has mounted exhibitions worthy of major museums in quality, and often 

beyond them in adventurousness. The advent of the Fauves was signalled 

here; Léger, Mondrian, Dada, Futurism have been examined with scholar- 

ship and much taste. The Kirkeby Bonnard, the Burden Brancusi Birds, 

Kenneth Noland’s untitled painting 

dramatized with floods of energy” 

Louise Smith’s Matisse, the Guggenheim Museum’s Léger, the Museum of 

Modern Art’s Picabia and Miro, these are works that would excite that 

curious paternal flame in the breast of any dealer—“that’s my boy, and | 

sold him to the most wonderful family, and see how well he’s doing 

now...” It is a brilliant record. Prices unquoted. 1.B.H. 

Ronnie Elliott [Fried; to Oct. 25], veteran painter who has exhibited 

in Paris during the past ten years, returns to New York with a fourth 

one-man showing of oils. These intensely emotional abstractions—usually a 

single circular form set in a rectangular canvas—fluctuate before the eye 

as do the sun and moon when one looks at them too long. While the circular 

contours are kept definite, the color is stroked in with short, staccato dabs 

that blend into one luminous, amorphous whole. It would be easy for Miss 

Elliott to lapse into the trite and the decorative (as do such titles as The 

Furnace of the World Transformed into a Garden of Flowers), and the 

use of color is rather mechanical, were it not that the draftsmanship and 

powerfully concentrated image point towards an oeuvre that could be pow- 

erful and compelling. $300-$1,500, 1.M.S 

Hale Woodruff (Schaefer; to Oct. 4], a professor of Art Education at 

N.Y.U., has not had a one-man show since 1953. Recent abstractions are 

carefully composed in the loose idiom of current New York painting. 

They suggest single figures or groups, and landscapes, but are actually 

more involved with gesture. Rectangular complexes of rectangular strokes 

are paraded up and across the canvas. The directional thrust of the linear 

shapes simulates movement, but the forms ate held firmly in place within 

the thoughtfully conceived structures Whitened colors are scumbled 

tastefully. Woodruff relishes the feeling of the free Abstract-Expressionist 

surface and makes a handsome thing of it. The work does not plumb 

the depths of emotion; neither does it lapse into decoration. The gesture 

is genuine; the skill, impressive. Prices unquoted. 1.H.S. 

Gabor Peterdi [Borgenicht; Oct. 7-25], arch-magician of the print world, 

is experimental in painting but seems to over-extend himself, or to work 

too large, or else there is something about paint which inhibits him. 

Whatever it is, this latest one-man show seems thin and chaotic. The big 

theme is that something (small planes of color, mostly) is being shoved 

somewhere by some force outside the painting. Here and there, as in 

Summer, 4, something is in the painting, a clash of color perhaps, but 

usually it is only a great big inconclusive Brownian movement. Half the 

painting seems to be somewhere else. Prices unquoted. L.c. 

Fulbright painters [Whitney Museum; to Oct. 5] consists of works by 

sixty painters of the several hundred who have been awarded Fulbright 

scholarships and spent a year or two in France, Germany, England and 

Italy—mostly the last. The exhibition marks the ten years of the Fulbright 

program—the biggest in education history and the most useful, perhaps 

13 
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znd both this and a companion exhibition composed of the same people ar 

to be sent on their ways around the country under the auspices of the 

Smithsonian Institution. It is a more interesting than pleasing show, being 

freighted 

faithful reflection, it 

humdrum abstract paintings—a 

character of both 

Fulbright 

(It would have been interesting, if it had been possible, to 

heavily with earnest, somewhat 

is claimed, of the general what is 

works by the winners being painted today and the other other 

not in this show 

have compared this exhibition with an exhibition of the rejected applic 

cants.) The show includes a sprinkling of painters whose reputations were 

well established before Fulbrights: Jack Levine, 

ing, Chavez, Herbert Katzman. Others were helped by winning a Fulbright: 

Robert D’Arista Arthur Dean 

vatore Grippi, Sam Fischer, Evelyn Eller, Ben Summerford, Charles Cajori. 

winning their Perlin, Lan 

Nicolas Carone. Deshaies, Richardson, Sal 

The outstanding work in the show (this is forgetting, for the moment, the 

immensely Levine thoughtful 

Hillside. 

Another 

brilliantly colored Expressionist painting. Francis M 

competent painting) is Gretna Campbell’s 

sensations of 

Finkelstein’s 

Umbria, a painting based direct landscape 

lighted in the 

upon 

brightly memory is Louis Garden, a 

Celantano’s offering 

a good ex- is also pleasing, and so is Louis Bové’s Remembrances of Bari 

umple of this Brooklyn-born artist’s personal approach to semi-abstraction. 

Prices unquoted. L.¢ 

4 painters, 3 sculptors [Schaefer: Oct. 6-25] includes two recent Action 

Paintings of nudes by Nicholas Marsicano. Although heavy black line is 

still the trap with which to ensnare the elusive females, color, in luxuriant 

one a relaxed, classical 

flesh; 

are compelling presences. Raymond 

touches, is a new lure in the work. These women 

standing figure; the other, a Dionysiac brawler—are not made of 

they cannot be touched. As myths they 

Rocklin experiments with welded metal sculpture. Facade differs from his 

abstractions of waterfalls and flames, three of which are in the show. and 

marks a return to an earlier fantastical imagery. In this piece, tangled 

nodules of bronze suggest people writhing in the maw of some Baroque 

minotaur. Joseph Konzal constructs, in wood and terra cotta, bulky archi 

tectonic figures. Thrusting diagonals and curves create complex rhythms 

and tensions within a rectilinear framework of planklike shapes. Prices 

unquoted. 1.1.S. 

exhibition 

The 

| Perls; 13-Nov. 8] is an 

of good examples by two of the best-known popular painters of our time 

Camille Bombois, Louis Vivin Oct 

Bombois come from the collection of André Paz, the artist's first collector. 

They have little in common with the sad potboilers you see on sale all 

over town At his best, as in The House Between W ood and W ater and 

Raymond Rocklin’s Facade, bronze 

3 Sculptors” Painters in , 

kind of 

which 

with a 

works, 

strength of 

La Péche a Ligne, he knew well how to combine charm 

horror. With 

impact. At 

Vivin, it is the later, not the earlier 

his best, he 

morbid 

have greater does not have the symbol 

Bombois had; but he has his strange side, too. Prices unquoted La that 

old, in 14-Nov. 1] died, 

his careet 

hity years [ Nordness: 

exhibition 

About half the 

is Guglielmi Oct. 

This is a memorial spanning from the somber 

last and 1930s to his year. works come from museums 

private collections, His early paintings were on the social protest side, but 

with something individual, romantic and surreal. It would have been inte 

esting to have included more of these—it is time perhaps we looked at 

the 1930s again. Among the earliest works are 23rd Street Church, 1930, 

ind two poetic, haunting paintings called The Persistent Sea, 1935, and 

Hague Street, 1936. These combine a romantic symbolism with a feeling 

around the horizon, as though it weren’t there, as though the edge of the 

world were all around and you, a slender shaft, were on the edge of it. None 

of the other paintings quite come up to these two and when the Pepsi-Cola 

end of the 1940s had unrolled itself Guglielmi had abandoned these qual 

ities, or almost, in favor of an intricately-patterned, stylized, semi-abstract 

manner combining pointillist dots, flat, papery forms and bright colors 

dulled, usually, by being painted over other colors underneath. By the 

1950s he was being influenced by an earlier Stuart Davis and there was a 

brief period of non-representational form. His last painting was a return 

to representation. Guglielmi’s was the path of too many talented Americans. 

He had nice, private qualities but caved in too easily. This is called 

“vrowth.” By this is not meant that these later paintings were not well 

done. $1,200-$3,000. L.c. 

Paintings and sculptures |Viviano; to Oct. 31) by artists represented 

by this gallery open the season. The sculptors are Rosenthal, Minguzzi 

ind Mirko—the last is teaching at Harvard this year. The painters are 

Mirko’s well-known brother, Afro (teaching at Mills College, California) 

and Birolli, and Alan Davie and Peter Lanyon from the British Isles 

There are also three early lithographs by Beckmann. Prices unquoted, L. 

Will Barnet [Krasner; to Oct. 18], in a retrospective that covers the last 

fifteen years, shows oils that divide into three periods: chunky children; 

American-Indian-cum 

Although the 
a transition to a more Picassoid designing; the 

School-of-Paris style by which he is most easily recognized. 

later work has muted psychological implications, combining human shapes 

with titles like The Cave, the pictures find their quality in constructed 

color. A member of the jigsaw school that Stuart Davis has raised to glory, 

tarnet has gone pretty consistently toward simpler forms, more meaningful 

in edge and clearer color. The latest, Times Square at Noon, is his most 

chewing and swinging shapes thinly and lightly painted, saturating the 

with sunlight. $400-$2,500. Ls 

lives in and Walter Plate Woodstock studied for 

several years with Léger and, more Kuniyoshi. He 

Annuals and in other prestige exhibitions before 

[Stable: to Oct. 15] 

briefly, with has ap 

peared in three Whitney 

this second one-man show in New York, a large one, of collages and paint- 

ings. He is an untidy, exhilarating, reckless painter. Every painting seems 

to have a gamble, not between “good” and “not so good,” but between 

and “abject failure.” He tends to combine two or three color 

divisions, a kind of vertical striping, with a crush-together of hair-edged 

shapes with smothered, black writing thrusting and twisting, partly blanket- 

ed by a color washing over it, like a fire extinguished. These suggest the 

“success 

presence, but never the appearance of a figure, a landscape or an interior. 

He seems to be doing everything simultaneously hard to find 

words to describe what he is up to. But the feeling you get from his paint- 

and it is 

ings you call “beauty.” Prices unquoted. LA 

Master moderns [Fine Arts; Oct. 7-25] introduces three well-known paint 

ings by Gris and Picasso to the American public. Both the Gris works 

are reproduced in Kahnweiler’s book—Pierrot, 1922, and Houses in Paris, 

1911, as an unusual painting; and the only one like it is in the Guggenheim 

Museum. Picasso's Partition, Guitar, Composition, 1924, should be familiar 

back d'Art 

is also a Voret, 1893, and sculptures by 

of Cahiers where it has been repro- 

Church of 

numbers 

Sisley 

to readers of 

duced. There 

Maillol, Rodin and Picasso. Prices unquoted. L.c. 

Genichiro Inokuma [Willard: Oct. 7-Nov. 1], well-known Japanese ab- 

stractionist who signs his canvases “Guen” and who, when in Europe, knew 

Matisse and was guided by him, has his third New York show following an 

exhibition at Boston's Institute of Contemporary Art, and others elsewhere 

this past year. He works with clusters, often black and white spots, with 

a touch or two of others, the clusters driven to one side or another or 



forming within a space, depending on the dictates of the particular order 

he is seeking. His clusters are made up of marks, funny by themselves, 

little 

scrabble of touches and dragging marks, comet tails of paint as deft as the 

sober and hypnotic in their sum blots and blemishes, a scribble 

movement oi a cat’s paw. There is a restraint and quiet good taste about 

this pleasing exhibition which may have something to do with Japan—or is 

this because knowing he is Japanese we read into these thoroughly inter 

national paintings qualities we believe Japanese? Prices unquoted. L.A 

Watercolors and drawings [Davis; to Oct. 18], by Seymour Remenick, 

David Levine and sculptor Robert White, make one of those intimate 

exhibitions for which this gallery has a deserved reputation. Remenick 

has taken to watercolor this past year and obviously likes it. His subjects 

still-lifes of, 

He has worked out a 

and 

kind 

English in 

the 

familiar landscapes and which he never tires 

his 

of “blotte sque” 

are the 

become tiresome. which, in hands, do not 

shades. It is 

and some of the landscapes refer back to the 

Peter de Wint 

colors on his tiny penciled studies 

technique of tintings and 

ippearance dawn of 

great age of English watercolor painting, to and Thomas 

Girtin. Levine places more emphati 

of figures on beaches. They are pleasing but more fragmentary than 

Remenick’s. White’s drawings are unabashedly Baroque in subject and 

manner. Like the others, he is a romantic. $40-$150. Lc 

Adeline Kent | Parsons; to Oct. 11] died in March 1957 at the age of 

fifty-seven. She was born in California, studied with Bourdelle, and lived 

in San Francisco, where she was a leader in the local art world. She 

exhibited in Paris, New York and San Francisco. Her gigantic statue. 

Musician commissioned to represent Polynesia at the San Francisco 

World’s Fair in 1939. A book on her work, by Jermayne MacAgy, formerly 

of the San Francisco Museum, will appear during this memorial exhibition. 

Much of 

imbedded in 

was 

A small sculpture oi 

The 

noisiness of Visitor makes a joke about an idol. The hydrastone and terra- 

her sculpture expresses immaterial ideas. 

stones concrete has a direct and common sensibility. 

cotta pieces look like bones, bone tools, idols, masks, ritual objects and 

useless objects whose beauty, with their innocence of modern technology, 

contains a certain nostalgia for something we have never really had, not 

The Her denial of the 

the life—that live 

its complexity—is 

the South 

present is 

even on camping trips. nostalgia is vicarious. 

continuing significance of ancestry of our way of we 

without believing in it and without understanding 

modern. “I want the power of Stonehenge and the magic of 

Wide The 

wide, and California is But since we do not believe in 

Pacific in language of the Present,” she wrote. 

certainly spacious. 

the same things that inspired the builders of Stonehenge and since the 

magic of South Pacific medicine men does not impose on us, this power 

and magic go no deeper than a tourist’s entertainment. “As a person lives 

in his time he must share the ideas that make up this time.” But if her 

sculpture represents the ideas of this time, then our ideas are contrived 

and adopted, this time is eclectic, tentative and imitative without belief 

in what is imitated, and her borrowing of forms from other cultures is 

disinterested with a merely tolerant seriousness. Prices unquoted. F.P. 

Xanti Schawinsky | Bodley; Wittenborn; Oct. 6-18] Swiss-born designer 

of stained glass, studied with Klee at the Bauhaus and has exhibited fre- 

quently. Simultaneously with these exhibitions one of paintings, the 

other of drawings is a third of wall-sized paintings at the Herman Miller 

Furniture Co. Schawinsky is fascinated by the limitations and possibilities 

of techniques. Some of the paintings at the Bodley Gallery were made with 

blocks of wood instead of brushes. There are also some paintings which he 

made by fastening paint-soaked pads to his feet and dancing on the canvas. 

At Wittenborn he demonstrates some of the results of using very broad 

ribbed In his the thick 

give the appearance of a greatly enlarged color print from a photograph 

of New York. There are all kinds of other effects, too. If none of these 

paintings and drawings are works of art in the traditional sense or in any 

pens. hands and thin lines combined with color 

sense except the decorative, they are surprisingly interesting. Prices un- 

quoted. L.c, 

Kenneth Evatt [Kraushaar; Oct. 13-Nov. 1], who teaches painting at 

Cornell, shows paintings and drawings of abstract landscapes and figures 

in the dim light of the beginning of things. The figures’ monumentality 

derives from the bare geology of the landscapes, except in the small and 

vibrant Persian Garden where red-brown, blue-green and orange glow 

against each other in a complex pattern, $175-$600. HD.H,. 

50 years [Washington Irving; Oct. 13-Nov. 1] of American painting 

consists of some two dozen works by a distinguished group. Most tendencies 

short of abstraction are included. Freshest is George Luk’s Saturday Night, 

a homey robust picture of a housewife shaving her husband that caused 

a scandal when it was first shown around 1916. A miniature wash sketch 

Adaline Kent's Nevada Shore, cement and pebbles: 

“has a direct and common sensibility” 

of a semi-nude by Shinn has a sexy verve. Pioneer American Cubists 

Preston Dickinson, Dasburg and McFee are represented by tamer 

canvases—American Scenes or still-lifes. By comparison, the works of the 

few academicians in the show are lively: a juicily brushed portrait by 

Chase and an unpretentious picture of an authentic cowboy by Bierstadt. 

Social Protest is represented by Boardman Robinson; its decadence, by 

Philip Evergood. Also noted were works by Pascin, Sloan, Twachtman and 

Prestopino. Prices unquoted. 1.H.S. 

Edward Chavez’ [Heller; Oct. 14-Nov. 1] abstractions are taken from 

Mexico and New Mexico; only one is like his last show’s mineral images. 

[he others range in derivation from the sparse and shaped vegetation of 

the dry Southwest, to the fuller compositions of the Mexican plain and 

the unrestrained growths of the olive green Rain Forest. Where the artist’s 

geological motifs remain they seem to be influenced by the impersonality 

of Mayan unquoted. H.D.H. architecture. Prices 

has returned from a trip to Frederick Franck | Passedoit; Oct. 6-Nov. 1] 

Lambarene in French Equatorial Africa, where he visited Schweitzer. Some 

of the drawings from his trip will be shown here, and some at the Asso- 

ciated American Artists at the same time. The drawings have an immediacy 

and inspiration that is lacking in many of the paintings. The purpose of 

the drawings is illustration and a tribute to Dr. Schweitzer, the purpose 

of the paintings seems more self-consciously artistic. This reviewer liked 

best Fields and Hills, Indian Summer, Medicine Jars and Nude in the 

Form of a Landscape. These are paintings in which the artist’s vision is 

least limited by those demands of neatness and presentation that so often 
more ex go with a palate-knife technique, making the painting surface 

pressive of the sharp edge of the knife than of the form of the painting or 

of the objects represented. Prices unquoted. F.P. 

shows with little Obin [Gallery G; to Oct. 6] and Voodoo [Burr] are 

in common except a vague Haiti: the latter suggested that voodoo as a 

subject for contemporary artists is no more inspiring than, say, the Orkney 

Islands, It is hard Obin the merit that 

some critics find, but why pick quarrels? The charm of his paintings is 

to credit with Rousseau sort of 

real enough, and if the greasy skies are not very pleasing, the finely 

picked out vegetation in Sur la Route de St. Marc is, and so are the 

J.S. complications of figures in stiffly natural poses. Prices unquoted. 

José Bermudez [de Aenlle; Oct. 20-Nov. 8], a Cuban abstractionist with 

exhibitions behind him in other cities and appearances here in group 

shows, works in a variety of mediums: oils, collage and strange wooden 

reliefs. Inventive in his combinations of material, the surfaces of all 

[Continued on page 46] 
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Alice Baber [March; Oct. 24-Nov. 14] studied at the University of 

Indiana but her pictures speak with a New York accent, though not 

impersonally so. In her free abstractions, she paints a world in which 

everything is gloriously falling. There is Cibola, a feathered and imaginative 

flight in orange and reds, hued with white and magenta, that seeks a 

childhood image of golden cities. Everglades, bending yellow light into 

blue-green strokes, expounds her grasp of the intricacy of surface, a restless 

movement that coils and lifts upon itself. The Edge of the Trees is a 

close-up of a distant detail, with a shaft of blue bisected off-center that 

is beth sky and water and the depths of distance. Sirenidae changes the 

stroke to white and golds on a rose madder ground that is abstract and 

sensual, undulating and undersea. Bar-le-Duc caps the show in a freedom 

of fresh blues and a shattered rose. Prices unquoted Is 

Angelo Savelli (Castelli; to Oct. 18] was born in Pizzo di Calabria, in 

1911, and was educated at the Accademia di Belle Arte in Rome, su 

rounded by the remnants of Roman and Renaissance culture, by the 

traditions that nurtured the Renaissance masters and kept them from taking 

the road of unrestrained emotional expression traveled by the Northerners 

the tradition that today gives Cremonini or Afro the restraint and formality 

that Wols or Appel feel unnecessary. In Italy, Savelli spoke with the 

unfamiliar accent of an Expressionist. In early works, an anguished 1944 

crucifixion, a Rouaultish Ecce Homo of 1947, we see him groping for the 

expression of emotional conflict. In later Italian abstract expressions, it is 

less the formal than the expressive that is the impetus—jagged lines, 

oppositions of forces, the unsettled atmosphere. And so with hindsight, 

we can say that his temperament was prepared to make the journey to 

America in 1954. In the years between then and now, his work expanded, 

ibsorbed the explosive vitality of the New York painters, became less 

Angelo Savelli’s Number 3: 

“each canvas is a battleground” 

“grasp of the intricac 
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dependent on linear opposition and more active within the paint itself 

In this, his first one-man show in New York, we see Savelli grown strong in 

new soil. His paintings are tremendous, in size and in the violence of 

movement in the thick paint. There are convulsive upheavals in the large 

paintings, overwhelming oppositions of great forces. Perhaps, it is the 

iolence of the sea, or merely the comprehension of the drama in matched 

onflict. But the great difference and strength of these works over his 

previous canvases is that now violence is not aimless but opposed by a 

like and nearly equal violence. This conflict might even be said to be the 

theme of all of the large works. Each canvas is a battleground alive with 

different forces. Transmuted but repeated, it is in Number 2, cruel, dark- 

ness, viscous greens shot with lights and blacks colliding in orange energy, 

while Number 3, no less tumultuous, is an open meeting frighteningly in 

nocent in color. This first viewing of Savelli is a strong introduction 

Prices unquoted 
a 

Hilda Morris [Barone], wife of West Coast painter Carl Morris, presents 

sculpture and scroll studies in her first New York one-man show. The 

scrolls, like the s« ulpture, are best when the linear, corroded, eaten-away 

quality of the forms are emphasized. The starkly sketched charcoal Circling 

Figures could be a starved, prehistoric monster, while the bronze Earl) 

V ovages resembles a huge sea creature Prices unquoted 1.M.S 

Gambini, Lurie [de Aenlle; Oct. 6-18], moving out of different traditions 

of painting, together create a show of dynamic contrasts. William Gambini, 

in the line of Lorrain, Turner and the late Monet, eschews form in the 

sense of volume and outline for space emerging from merging clouds of 

color. He reduces painting to atmosphere and hue, luminous as if it were 

fire or light piercing a fog. In one small canvas the greenish-black base 

William Gambini's Red and White 

“reduces painting to itmosphere and hus 

surface” 

~ 



sputters into live yellow and then is lost in the heavy white billow above. 

Boris Lurie, on the other hand, draws with paint, forcefully, sometimes 

brutally. His calligraphic stroke, tortuous, active, giving tone and texture 

to the surface, defines problematically his forms. He is still seeking and 

often too reflective of his sources, but he can speak strongly, as in Reclin- 

ing Figures, one of a series of dance-hall couples, a shape of tangled emo- 

tionally-charged strokes of black, stark against the white of the ground. 

Prices unquoted. LL. 

Five Whitney fellows |Mi Chou; to Nov. 1] includes two who will be 

shown at the Whitney Museum this year: Yuen Yuey Chinn and Dale Joe. 

Gary Woo has not been shown in New York before. James Leong achieves 

entirely contradictory effects with a mixed medium of lithograph, acrylic 

plastic and casein. Lurid and shiny landscapes belie the delicacy of tradi 

tion with its brown silhouettes of trees on an abrupt mountain. Gary Woo’s 

flaked and scraped surfaces of delicate colors are written in translucent 

white bone writing. Chinn’s abstractions range from the slashing black 

framework of Stove to prismatic fish colored like harlequin kites. Chinn’s 

paintings are the least Oriental of the group, saving Leong Moy. Dale, 

Joe shows big, sweeping abstractions studded with a milky way of minute 

near-symbols, like tiny shrimp, swallows and delicate seedlings. Prices 

unquoted H.D.H. 

Victor Colby [Hewitt; to Oct. 11] teaches at Cornell and is having his 

first one-man show of sculpture—free-standing, almost life-sized figures 

in aluminum, and smaller figures, human, mythological and animal, in cast 

bronze, plaster, aluminum and polychromed wood. Colby knows his business, 

but he is on the chic side; there is an Italian virtuoso look, also something 

vaguely archaic. It is the quite small pieces, the little plaster torso and 

the small owls, that seem to offer an individual direction. Prices unquoted. L.c. 

Brie Taylor [Avant-Garde; to Oct. 25], a former student of Kantor, 

Vytlacil, Barnet and Singer at the Art Students League, has his first one-man 

show of oils and watercolors. He works in a reduced range of colors, close 

in value, and with curving, rounded forms suggesting leaves (sometimes 

lips). All his abstract paintings refer to appearances of nature. He transfers 

everything into a private, melting and blot-edged place where one color 

usually dominates. As one looks from one painting to the next (from 

Indian Garden to Duck Shoot to Seashore), it is as though the sun had 

drowned in a cloud leaving behind it its blinding after-image. In earlier 

paintings the wriggling forms recall, not unpleasantly, Surrealism, and one 

thinks of old Rothkos. Taylor looks promising. $75-$750. Re: 

First Lithuanian international [Riverside Museum] brought together the 

works of artists in the United States, Canada, France, Australia and South 

Africa who have in common the heritage of Soviet satellite Lithuania. Oc- 

casionally one glimpsed facets of nationalistic character, but more remark- 

able was the international quality of the work in a range of styles from 

realism to abstraction. Although the best-known artists of Lithuanian origin 

Soutine, Hyman Bloom, Shahn, Lipchitz and Zorach were absent, 

there were memorable works in the imaginatively patterned lithographs of 

Viesulas, Elskus’ monumental oils of rock breakwaters, the eerie still-lifes 

of Paskevicius and Jonynas rich-surfaced watercolor, Trees by a Pond. 

Prices unquoted. Rule 

Opening group | March; to Oct. 5! is a fine selection of downtown work 

at this first-rate gallery. Among the pictures available for preview, stand- 

outs were Ray Spillinger’s authoritatively stated oil in husky blues and 

greens, matted and fibrous; a Patricia Passloff with a new sharp simplicity, 

making a pink lightly step on orange couched on hard torn black; Marcia 

Marcus’ witty, painterly partial figure duo (she seems lighting out to be 

the Abstract-Expressionist Pascin); Mario Irassori’s exploding figure that 

traces the Fauve-New York gamut around the palette edge; and a 
sculpture—-Ann Arnold’s wood pig. Prices unquoted. Is. 

Ludvik Durchanek [Graham; Oct. 14-Nov. 8] was born in Vienna and 
and lives in a lonely place near Wassaic, N. Y. Until six years ago he 

painted; then he started to furl and weld sheets of copper into relief and 

free-standing figures. Hammering copper produces images which are like 

those obtained by crumpling paper—the bashed-in tin-can look that turns 

into a pathetic expression, the punched hole which becomes an eye. Although 

these quasi-religious figures and heads have a kind of heavy sadness, too 

often his compassion turns to caricature as a gross, perky humor substitutes 

for dignity. $300-$2,000. L. 

Four-man show [Section 11; to Oct. 18] will initiate this addition to the 

Parsons Gallery. None of its exhibitors have had one-man shows. Agnes 

Martin shows square paintings in which two equal rectangles are compared 

on an almost white background. The distinctions are subtle ones of color 

Victor Colby’s Ha 

“an Italian virtuoso look” 

Brie Taylor’s Pink Plant 

reler to appearances of nature 

and value: the greys, browns and yellows are soft, pale and dry. Judith 

Godwin shows large dark paintings with broad purpled black areas at 

right angles and at forty-five degrees; they suggest ideas about space that 

an architect trained in the modern German school might be interested in, 

Sidney Wolfson shows mostly vertical paintings in the textures and colors of 

industrial or manufactured articles—neat rectangles and triangles. David 

Budd's originality belongs to a modern American fashion. His paintings 

are the most organic. He commonly uses brassiere shapes in blue and 

white against white, or else the variety in a brilliant yellow painting is 

entirely in the texture, an over-all pattern of little curved ridges. The 

effect of his paintings is sharply bright and surprising. Prices unquoted  F.P. 

Eliot Elisofon [Durlacher; to Oct. 25], a well-known photographer and 

collector of African art, shows large-scale drawings executed in watercolor 

and ink, most of them of flowers or landscapes. Color is loosened around 

firmly drawn form, a bouquet spreads out to the borders of the paper. 

Beginning with a simple set piece, he finds large tonalities and generalizes, 

making a single rose in a large bouquet carry the flower color in a wash 

of brown-greens and blues. Composition, when it turns from the straight-on, 

is freely Oriental: two flowers reverse a long vertical, with a snapped 

bamboo effect. Sometimes he lets go, bleeding pink over a whole page, 

or scattering blossoms as fresh as rockets. Prices unquoted. IS. 

Isser Aronovici [Phoenix; Oct. 1-30], Cooper Union graduate, inaugu 

rates a new member of the 10th Street gallery entente with drawings and 

oils, most of them small. His tendency is toward the centering of an 

obsessive ink-blot-like shape, sometimes cruciform, sometimes like a bead 

of light. The effect is of a buried matrix. The varied handling of pigment 

is effective when it is washily luminous. Aronovici’s pictures suggest a 

latent Surrealism in New York painting whose ancestor would be Max 

Ernst, $25-$300. J.S. 

Younger names [Fleischman; to Oct. 15] make a show full of promise 

and verve. Pictures that live up to their titles include: Lynfield Ott’s 

From the Snowy Heights: Ed Dickman’s Cosmos; Irwin Tuttie’s Grotto, 

excavated right in the paint; Chaim Fleischman’s The Awesome City: 

Tom Gruosso’s Composition of exactly painted overlaid transparent tri 

angles; Jay Rosenblum’s Radiance. $250-$500. .S. 

José Louis Galicia [Weyhe; to Oct. 18], a young Spanish artist, was intro- 

duced to Americans last spring at the Cincinnati Art Museum. His color 

lithographs, a conglomeration of School of Paris mannerisms—particularly 

those of Picasso, Miro and Matisse—are amusing and witty. $20-$50. LHS 

Beate Hulback [Workshop; Oct. 7-Nov. 1] was born in Germany, and has 

been a member of the American Abstract Artists since 1952. Her husband, 

a practicing psychiatrist, was, under the name of Richard Huelsenbeck. 

one of the founders of Dada. She shows collages made of pieces torn ot 

cut from paper on which she has painted in gouache, in German colors, 

[Continued on page 48] 
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CEZANN E—Garcon Couché (1882-87). Extensively 
exhibited. Recorded and illustrated by Eugenio 

d’Ors, Nina Javorskaia and Lionello Venturi. 

RENOIR— Jardin a Sorrente (1881). Recorded and 

illustrated by Albert André and Julius Meier-Graefe 
La Couseuse (1877). Recorded and illustrated by 

A. C. Barnes & V. de Mazia. Also, 7étes d Enfants 

and Etudes de Tétes de Femme et d Enfants. 

PICASSO — Mother and Child | 1903). A master- 

piece just prior to the blue period. Formerly in the 

collection of Mrs. Julius Schmits, Wuppertal- 

Elberfeld 

VAN GOGH —Bateau a l Amarr 1887-Paris Pe- 

riod). Formerly in the collection of C. Hoogendijk, 

the Hague. Recorded and illustrated by J.-B. de le 

Faille and illustrated by W. F. Douwes. 

MANE T— Femnx Dehout dans jardin de Bellevue 

(1880). Recorded and illustrated by A. Tabarant 
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(1881). Recorded and illustrated by Ludovic Rodo 

Pissarro and Lionello Venturi. 
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in the Catalogue of the Staedelsches Kunstinstitut, 

Frankfurt a/Main, 1924; by Alfred H. Barr, Jr., 
Matisse, 1951 and other authorities. 

UTRILLO—Le Lapin Agile 4 Montmartre (191 3). 
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artist, and Sannots { Seine-et-O1 se )} (1QTO-IT). 

MONET— Jean Monet dans sor Ber eau (1868 

Recorded and illustrated by Oscar Reuterswiard 

and Alfred Frankenstein. 

BONNARD — Fenétr: Ouverte (1943 Also, Renée; 

Aprés le Thédtre and La Jeune Vendeuse de Fruits. 

ROUAU LT a ( réf Se ule Pay sage Lége y daire { before 

1937). Recorded and illustrated by Lionello Venturi. 

DEGAS— Deux Danseuses e Jupes Vertes, Décor de 

Recorded and illustrated by P. A. ’aysage (1895). 

Lemoisne. 

MODIGLIANI — Portrait of a Gentleman and Mme 

A. Eyraud-Vaillant (1919). Recorded and illustrated 

by Yvon Tallendier. 

And works by Vlaminck, Vuillard, Signac, Segonzac, Morisot and Raoul Dufy 

On Public View from Friday, November 14 
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Art-words chronolexicon 

W ir. on art and organizers of exhibitions habitually tell 

artists how old they are. not in years, of course, but in the His- 
torical Chronologies. Americans traditionally are anxious about 

the identity of their grandfathers, and American critics and 

curators, true to tradition,*enjoy assigning painters and sculp- 

tors each to an appropriate leaf on a particular family tree. 

This is a source of continuous pleasure to artists who read the 
bulletins to find out when they have graduated from New Talent 

to Younger American or to Veteran or Pioneer, and whether 

they are Neo-Dada, Post-Cubist, Post-Mondrian or Post-Pollock 
(there is a new game called “Post-Master”). But it also has 

created some ill feeling among the writers because no one has 

told them how old they are, which, in turn, has led to minor 
confusions, such as the recent example of a young (in experi- 

ence) critic telling an elderly (Veteran) artist-writer that the 

jatter was involved with something the former had known long 
before he (the former) had been (professionally) born. Obvi- 
ously the young critic is really a Pioneer while his older col- 
league is a Younger. So, equally obviously, some handy method 
of letting a writer know how old he is has become essential. 

\ writer's words, like a painter's “look.” decide his genera- 
tion—words fixed in their time. like potsherds in layers of 
garbage. The form of discourse is also its content. 

What follows is a preliminary, vest-pocket lexicon of key 
morphemes, words, phrases and locutions, with ten examples of 
its application. Readers are urged to submit additional material. 

for when it is perfected, this device will enable an artist to as- 

certain in seconds the exact age of the critic who has reviewed 

his exhibition, and the writers themselves finally will know their 
spots m history (and if a gang of teenagers ends up among the 

patriarchs, well, that is how things are being arranged nowadays). 

(A minus sign [-] indicates pejorative usage. an asterik | * 
admiration. ) 

Key words of the 1910s 

Pronouns: We (editorial), One, It 

References to other fields and hobbies: Music (Symphonic, Leitmo 
tiv, Melodic, Rhythm, Farmony, Chord, Arpeggio, Crescendo), clementary 

olor physics (Vibrations, Primary, Secondary, Tertiary, Waves, Saturation) 

Foreign words and phrases: Malerisch, Bravura, Al tocco, Furia, Epater 

Bourgeois, Equipe, Terribilita 

Names of obscure old masters used as adjective-surrogates. 

Some favorite words: Alabaster, Apricot, Atmospheric, Balance, Bohem- 

ian, Bourgeois, Brilliant, Closed-Form (or Open-), Collectors, Color, De- 

bauched, Decorate [*], Diagonal, Distortion, Dulcet, Electric, Empathy, Ex 

pressive Fathomless, Florid, Form, Glyptic, Golden, Graphic, Image, 

Imagination (Croce), Intense, Line, Lower-Left-Corner, Masterpiece, Mechan 

ical [-], Natural, Naughty. Palette, Patron, Philistine, Plastic, Precious [*], 

Progress, Rare, Refulgent, Rich, Russet, Significant, Sublime, Swmbol 

Symmetry, Tactile, Tonal, Value, Vital. 

Key words of the 1920s 

Pronouns: She, Us 

References to other fields and hobbies: Architectore and industrial 

design (Architectonic, Format, Axial, Scaffold, Structure, Functional, Thrust, 

Vault, Murality), elementary physics (Centrifugal, Centripetal, Torque), paint 

hemistry (Zine-, Thalo-, Cadmium-, Bitumen, Linseed), jazz (all jazz words 

including those of the 1950s—for example, the phrase “G. paints ‘beat’ 

Mondrian mark a 1920s usage), elementary Einsteinisms (Time-Space, 

Fourth Dimension, Continuum), popular Freudian and psycho-analytical lingo 

(Subconscious, Id, Extrovert, Sublimate, Libido, Erotic, Inverted, etc.), myth 

and Golden Boughisms (Narcissus, Orestes), literary-criticism terms from 

Babbitt and Eliot (Tradition, Humanism, Conservative [*], National) 

Foreign words and phrases: Zeitgeist, Weltanschauung, Matiére, Cuisine 

Café, Pompier, Cénacle, Avant-Garde 

Some favorite words: Anecdotal [-], Audience, Autodidact, Automati 

Behavior, Catalan, Catalyst, Cerebral [-], Circumstantial (meaning “de 

tailed”), Clean [*], Compartmentation, Concrete, Constellation, Construc 

tion, Correlative, Corrupt, Craftsmanship [*], Drama, Dynamic, Eclectix 

Edges, Effortless, Empirical, Epitome, Exegesis, Experimental [*], Eye, Folk 

{*], Galaxy, Geometry, Handwriting, Hieratic, Innocent [*], Interplay 

(Dewey), Jewish, Literary [-], Manipulation, Mannerism, Metaphor [*], 

Mnemonic, Mythic [*], Naive [*], Neat, Object, Organic [*], Overlap, Paint 

erliness, Pattern, Personality, Planal (Planar, Planic), Picture-plane, Polarity, 

Rediscovered, Root, Rugged, Sensual, Situation, Solitary [*], Spectator, 

Spontaneous, Sophisticated [*], Standards, Subject-matter, Synthesis, Ten 

sion, Tempo, Two-Dimensional [*], Vertical, Witness, Wound [*] 

Key words of the 1930s 
Pronouns: They, Everybody 

References to other fields and hobbies: Politics (Marx, Trotsky, Rev 

Editorial 

olutionary, Dialectical, Reactionary, Historical-necessity, Masses, Classes, 

Semitic, Liquidate, Capitalistic, Partisan, Vanguard, Fascist, Negro, Nihilis 

tic, Sanctions), elementary medical terms (Syndrome, Symptom, Morphology, 

Bio-), Jungian and Gestalt psychological words (Archetype, Free-Association, 

Rorschach, Blots, Paranoiac, Configuration, Persona, Construct, n.), elementary 

higher mathematics (Discrete, Quantum, Non-Euclidean), literary terms from 

New Criticism and semantics (Syntax, Rhetoric, Ambiguity, Meaning, Com 

municate), finance (Credit, Money, Bankrupt, Currency, Gold), military 

maneuvers (Tactics, Strategy, Salute, Generalship, Sniper, Underground) 

Old Testament tropes (Joseph). 

Foreign words and phrases: Angst, Stasis, Arrivisme, Corrida, Emigre 
[-], Maudie. 

Some favorite words: Affirm, Aggressive, Alienation [*], Amoebic, Am 

phous, Antithesis, Autobiographical, Awkward [*], Brutal [-], Clarity 

Climate, Clique, Common-Denominator, Communication, Conceptual [-], Con 

servative [-], Consolidation, Continuity, Decadent, Decorate [-], Derivative, 

Dichotomy, Disintegration, Experience, Experimental [-], Field, Gang [-], 

Geometric [-], Haptic, Horizontal, Integrate, Intellectual [-], -Ish (viz 

Matisseish), Ideology [*], Macro (Micro-) cosm, Manifestation, Naive [-], 

Obscurity [-], -Oid (viz. Picassoid), Overt, Parisian [*], Position, Precious 

[-], Public, Reflex, Refugee, Reporter [*], Scene, S« hism, Shackles, Slick 

{-], Social, Sophisticated [-], Stance, Theorist, Thesis, Witness [-] 

Key words of the 1940s 
Pronouns: I, Me. 

References to other fields and hobbies: Metaphysics and theology 

(Syneretic, Gnostic, Eschatology, Manichean, Antinomy), popular Existential 

ism (Engaged, Absurd, Committed, Involved), Zen (Pure, No-), Social- or 

Cultural-Anthropology (Community, Culture, Conformity, Group, Directed, 

Aware), popular culture, old movie-stars, comic-strips (Moon Mullins, Maric 

Dressler, Jean Harlow, Katzenjammer Kids) 

Foreign words and phrases:Greek and Oriental tags, such as Hubris, 
Yang, Chrematistiké, Wu Wei, Pharmacos 

Names of famous old masters used as adjective-surrogates 

Some favorite words: Accurate, Affect, Ambience, Awkward [-], Bang, 

Brutal [*], Caricatural, Clarity [-], Close-tones, Colorplate, Concept [*], 

Craftsmanship [-], Crucial, Distortion [ }. Dream, Effortless [-], Eccentri 

[-], Event, Flay, Folk [-], Functional [-], Gesture, Ideologist [-], Immanent, 

Intellectual [*], Interior, Interstices, Journalistic [-], Lambent, Light. 

Mysterious [*], Obscure [*], Obsessive [*], Over-all, Parisian [-], Poise, 

Pop, Predict [*], Presence [*], Pull, Push, Resonance, Rip, Scream, Slam, 

Spasm, Streamline [-], Tear, Theory [*], Two-Dimensional [ ], Ugly (*] 

Useful [-], Vitamins, Wham, Zoom 

Test yourself 
Here are ten examples of recent art-writing, 1910-40. The read- 

er is invited to date each one for himself, and then turn to page 
51 for the answers. Score 10 points for each correct date. 60 is 

Passing, 70 is Excellent, 80 suggests that you have been reading 
too much art-writing. r.B.H. 

1. “It is an art of pure act and experience, a self-emptying that leads to 

a condition of potency, in which the painting suddenly flashes forth like 

lightning in a dark sky.” 

2. “They are physical in the sense of a stretched bow or a cluster of 

fencing foils, not in the sense of a nude Venus by Rubens or a draped angel 

by Bernini.” 

3. “The Academy's brave but half-hearted attempt in recent years to 

shake off its shackles and salute new ways of thinking and painting 7 

4. “The body is a personalized history in which beads, wheels and per 

forations are fossilized and experience is literally shelved in boxlike com 

partments. A pattern of open spaces forms vignettes within the whole.” 

5. “To borrow a phrase from the terminology of photographic chemistry, 

they tend to ‘come up’ in detail and then recede in brilliance. They do not 

so much propose metamorphosis by lyric allusion as they seem themselves 

to undergo it in actuality.” 

6. “Gris was, of course, no ordinary fellow-traveler of the avant-garde. He 

came to Cubism after its syntax had been created . . 

7. “In all these pictures, and in many others, the spatial relations can 

change abruptly . . . the ambiguity gives space a mysterious dynamic quality 
” 

perhaps akin to the space-time continuum of physics . . . 

8. “Despite the gravity of the subject, the picture has an almost lyric 

quality, expressed chiefly through the lovely fresh color in which blues and 

vellows predominate.” 

9. “Some constructions are scary and funereal, others have a Rube Gold 

berg humor. They show that life is stronger than the machine by the dis 

respect with which machinery is treated.” 

10. “His tawny, fatty and lean colors, surfaced like soot and grease, seem 

ripped into jagged bays and spurs.” 

19 



By D. Talbot Rice 

Sailing from Byzantium 

From all over the world. including Moscow and the Vatican. 

come precious relics of the golden 

Byzantine civilization for a great exhibition now in London 

ks exhibition of Byzantine art that was opened in the Royal 

Scottish Museum. Edinburgh. by the Earl of Crawford and 

Balearres on August 22. and now is at the Victoria and Alber’ 

Museum. London |to Nov. 9|, was planned to be of importance 

to specialists and of profound interest to art lovers and en 

thusiasts, but the attention that it has aroused has proved that 

a far wider circle of visitors has been attracted. The rooms are 

literally crowded with people who previously knew nothing of 

the subject or even, perhaps, what the term Byzantine implied 

In organizing the exhibition the principal aim was to il 

lustrate the art of Constantinople from the time of the trans- 

ference thither of the capital of the civilized world by Con 

stantine in 339 until its conquest by the Turks in 1453. But a 

distinctive Constantinopolitan style in art was not. of course 

born at once: indeed, the attribution to localities of a large 

number of the works of art produced in the two hundred years 

or so after 330 has been one of the main problems that have 

exercised the authorities, and it is often not at all easy to say 

whether many of the ivories and pieces of metal of this age 

were made at Rome, at Constantinople. at Antioch, at Alex- 

andria. or even at some other less important city of Syria, Asia 

2 Hippodrome scenes, 

ivory diptych, ca. 450, 

13 inches high 

1 Dish of Paternus, silver, ca. 518, 24 inches wide 

Hermitage Museum, Leningras 
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3 Emperor Constantine ( 837). bre 1 Saint. mosaic, 12th century 
Museum, Belgrad ection the Earl of Crawford 

Minor. Greece or Italy. The results of study in recent years 

however, are beginning to bear fruit, and the nature of local 

styles is beginning to become clearer even if the exact locality 

of manufacture is less certain—in view of the fact that artists 

and craftsmen undoubtedly moved about very freely. Men from 

numerous regions certainly worked at Constantinople, whither 

they were drawn by Imperial command or by the prospects of 

a more distinguished, more prosperous clientele and more lavish 

patronage. 

The story that the exhibition seeks to tell begins, appropri- 

ately enough. with a magnificent bronze portrait-head of Con- 

stantine. lent by the National Museum at Belgrade [fig. 3]. It 

was found at Nis, Constantine’s birthplace. but it is hardly like- 

ly that so fine a work was made there; it may well have been 

sculptured in the new capital, though the style is of course com- 

pletely Roman. A second head, in onyx, the property of the 

Royal Scottish Museum, perhaps also depicts Constantine. In 

any case it is of the same date. though this time it is of pro- 

vincial workmanship, and is powerful rather than elegant. 

To the Roman sphere are to be assigned a good many of the 

earlier ivories, like a leaf of the diptych of Basilius, Consul at 

Rome in 480. from Florence, or the two leaves with scenes in 

the Circus from the Hermitage at Leningrad | fig. 2], a par- 

ticularly fine and vivid piece of work. But even if it was carved 

at Rome, the absence of ground below the figures, as well as the 

way in which they are silhouetted against open space, betoken 

the birth of a new outlook in art, which was to reach its cul- 

mination in the Middle Ages, after many centuries of change 

and development had taken place at Constantinople. The ideas 

apparent here in embryo are to be seen at a rather more de- 

veloped stage in the diptych of Clementinus from Liverpool; he 

F. a millennium, the styles of Constantinople were the 

styles of the civilized West. Gradually the face of the 

Emperor [3! changed into the face of the Saint [4], the 

abstract background for Roman naturalism [2] became the 

space for magnificent mosaics, and the Alpha and Omega 

existed side by side with the vine leaves of Greece [1]. 

(Torcello? 

Bb 



was consul at Constantinople in 513, and there is every reason 

to believe that the ivory was carved there for him. The progress 

towards a more stylized, less naturalistic conception during the 

hundred years or so that separate the making of these two 

diptychs is quite obvious. 

As opposed to the basically Classic style that characterized 

Rome, and which was at first taken over by Constantinople, 

there was developing in Syria, Palestine and Egypt during these 

centuries a more primitive, but nevertheless, highly expressive 

manner, which is illustrated in the exhibition by several ivories, 

notably one from the British Museum showing the Nativity and 

the Adoration, or two plaques, one from Berlin, bearing two 

angels. and the other from the Collection of the Marquis de 

Ganay. showing scenes from the life of the Virgin | figs. 5, 6] 

These two plaques must once have formed the top and bottom 

of a large multiple diptych, like the so-called Murano ivory 

from Ravenna with scenes from the Old and New Testament, 

which is shown in the same case. They are reunited here for 

the first time after many centuries. 

(nother important art of these early years was that of 

silver work. Examples have been found in distant places, like 

Cyprus, Central Russia and even the British Isles, where they 

were prized by the barbarian chieftains of the Dark Ages, and 

were sometimes buried with them. Many often bear control 

stamps or hall-marks, and there is reason to believe that all 

such works were made at Constantinople. There are a number 

of outstanding pieces of early silver in the exhibition; the 

earliest. « jug with decoration in gilt relief, comes from the 

lraprain treasure, which was discovered some forty years ago 

i few miles south of Edinburgh, it is now in the National Mu- 

seum of Antiquities there. But the majority are from places 

further afield, and have been loaned from the Nicosia Museum 

in Cyprus and from the fabulous collections of the Hermitage 

Museum at Leningrad. Some bear scenes from classical my 

thology. like the plate with a figure of Silenus from the Hermit 

6 Scenes from the life of the Virgin, ivory, 6th-7th century 

Mar . e Gana Paris 

T... richness and variety of Byzantine styles is dramati 

cally presented in the exhibition now at the Tate, London 

Gold, ivory and precious stones glimmer in these portable 

objects, almost all of them religious in content and func 

tion—for theology was the passion of the Empire, even 

more popular than chariot racing and _bear-baiting 

8 Virgin and Child, ivory, 

llth century. 

7 Christ crowns the Emperor 

Constantine vu, ivory, ca. 920 

Museur f Fine Arts, Moscow Archiepiscopal Muse tt 

age, dated by a control stamp to between 610 and 629; some, 

like the plates from Cyprus, bear Biblical subjects or formal 

decoration of crosses or monograms; but perhaps the finest of 

all is the great dish of Bishop Paternus, no less than two feet 

in diameter, which was made for the Bishop in Constantinople 

about 518 | fig. 1]. It bears a great X P cross, and the Greek 

letters A W, signifying “Christ, the Beginning and the End.” 

The inscription around the base is in Latin, and the juxtaposi 

tion of the two attests the dual basis of Byzantine culture, for 

the new capital was in the Greek world, and Roman culture was 

brought there by the early emperors. But the spirit of the de- 

sign is new, and Christian. The Greek language was soon to 

supersede Latin entirely; the culture was to show a blend of 

both a Western and an Eastern legacy, and thanks to the crea- 

tive energy and lavish patronage of Justinian (527-56), the age 

of formation was brought to a glorious close and Byzantine art 

in the true sense of the term was born around the middle of the 

sixth century. Even if works of a conservative character were 

turned out for another century or so, it was the new style, to be 

seen for example in the lovely gold medallion of the Emperor, 

stolen from the Bibliothéque Nationale early in the nineteenth 

century, now preserved for us in a facsimile, that was from then 

onwards the most vital. 

The F mperors who succeeded Justinian were perhaps less 

lavish in their patronage than he had been, but much work was 

done, and textiles like the “Sampson” silk from the Victoria 

and Albert or the quadriga silk from the Musée de Cluny are 

probably to be assigned to the seventh or eighth century. But 

there was an artificial break in the natural course of develop- 

ment between 723 and 846, when the state was ruled by Em- 

perors who enforced a ban on all figural art, and it was only 

with the ninth century that the new style was able to burst forth 

in its fullest glory. This was perhaps the greatest age of Byzan- 

tine art, when the church interiors were lavishly decorated in 

mosaic and frescoe, when treasures of gold, silver and enamel 

were produced in such quantities that contemporary travelers 

who visited Constantinople speak of the city’s riches with in 

credulous wonder; when silks, which are perhaps the finest ever 

to have been made in the world’s history, were turned out by 

the Imperial looms, to be jealously reserved for the use of the 

court, but for a few which were sent to the West as presents and 

subsequently were used for the burial of saints or emperors, 

=~ 



some of which are preserved for us in treasuries like those of 

Sens or Aachen. A reliquary from the Treasury of St. Mark’s 

at Venice may serve to attest the quality of the work so far as 

the goldsmiths’ and the enamelers’ art are concerned | fig. 9}. 

But of all the products of this great age it is perhaps the ivories 

that reach the highest peaks of artistic excellence. One of the 

earliest is that loaned from Moscow showing the coronation of 

the Emperor Constantine vu Porphyrogenitus by Christ | fig. 

7|; it must date from about 920, but others which must also 

be assigned to the first half of the tenth century are shown 

with it, like the Archangel Gabriel from W. R. Tyler's collection. 

From that time onwards, for more than two hundred years, 

a mass of superb work in this material was done. Most cften 

the ivories take the form of single plaques. like the lovely ones 

from Liége and Utrecht | fig. 8| bearing the Virgin and Child, 

which tell by the supreme restraint and elegance of line. Only 

on the very rarest occasions was work in three dimensions pro 

duced, as for example in the lovely statuette of the Virgin from 

the Victoria and Albert Museum. Sometimes, however. the carv- 

ing on the plaques is fuller, more exuberant, and in compara- 

tively high relief, as on examples from Berlin. the Victoria and 

Albert Museum and elsewhere. 

Almost as numerous as the single plaques are the triptychs, 

which were no doubt used as portable altars. The exhibition 

contains a large numbe® and in one case alone there are four 

of the finest of these that are known: one from Luton Hoo 

9 Reliquary, silver gilt with enamels, 11th century. 
Treasury of St. Mark's, Venice 

Sailing from Byzantium continued 

bears the Virgin; one from the British Museum and another 

from Berlin bear the Crucifixion, and one from the Louvre bears 

the Deésis; it is the famous Harbaville triptych which is per 

haps the finest of them all. Nor must the ivory caskets he for 

gotten, for though sometimes they were coarse, the best of them 

like the Veroli casket from the Victoria and Albert Museum, 

or a superb little casket with the Ascension on its lid from 

Stuttgart, have never been surpassed. 

In 1204, Constantinople. the center of all this artistic wealth, 

was sacked by the bandits who composed the fourth Crusade, 

and all these vast riches were dispersed. Much was wantonly 

destroyed, but much. too, was preserved, to be brought back to 

the West and presented to churches and cathedrals at home. 

One deplores the sack of the great Christian capital. but it is 

only fair to state that had it not taken place we would know 

much less about Byzantine art than we do, for it is unlikely 

that these Christian treasures would have survived Constanti 

nople’s second looting by the Turks in 1453. The Crusading 

conquest greatly impoverished the Empire; the Turkish one 

brought it to an end and the Christian churches were converted 

to the worship of Islam. Yet in the interval between these two 

events, artistic creation continued, and if the making of the 

precious materials and treasures of the tenth, eleventh and 

twelfth centuries was prevented by economic depression, the 

artists turned to other mediums and political difficulties were ac- 

companied by an artistic renaissance. [Continued on page 53 

10 St. Michael, icon, 13th century. 
Civic Museum, Pisa 



By Allan Kaprow 

The legacy of 

Jackson Pollock 

lhe problem of Jackson Pollock, two years after his tragic 

death, is of paramount importance. The examples of his life 

and revolutionary style are increasingly, and not always be 

nignly, influential, for his career has encouraged some art 

ists in the perilous belief that self-destruction is necessary 

to the integrity of a work of art. Here a young vanguard 

painter attempts to separate the man from the myth, and 

also to suggest what Pollock will mean to artists in 1960 

Jackson Pollock at work, 1951 | photographs by Rudolph Burckhardt] 

Ti. tragic news of Pollock's death two summers ago was 

profoundly depressing to many of us. We felt not only a sad- 

ness over the death of a great figure. but in some deeper way 

that something of ourselves had died too. We were a piece of 

him: he was, perhaps, the embodiment of our ambition for 

absolute liberation and a secretly cherished wish to overturn 

old tables of crockery and flat champagne. We saw in his ex 

ample the possibility of an astounding freshness. a sort of 

ecstatic blindness. 

But, in addition. there was a morbid side to his meaningful 

ness. To “die at the top” for being his kind of modern artist 

was, to many, I think, implicit in the work before he died. It 

was this bizarre consequence that was so moving. We remem 

bered van Gogh and Rimbaud. But here it was in our time, in 

a man some of us knew. This ultimate, sacrificial aspect of 

being an artist, while not a new idea, seemed, the way Pollock 

did it, terribly modern, and in him the statement and the ritual 

were so grand. so authoritative and all-encompassing in its 

scale and daring. that whatever our private convictions, we 

could not fail to be affected by its spirit 

It was probably this latter side of Pollock that lay at the 



root of our depression. Pollock's tragedy was more subtle than 

his death: for he did not die at the top. One could not avoid 

the fact that during the last five years of his life his strength 

had weakened and during the last three. he hardly worked at 

ill. Though everyone knew, in the light of reason, that the man 

was very ill (and his death was perhaps a respite from almost 

certain future suffering), and that. in point of fact, he did not 

die as Stravinsky's fertility maidens did, in the very moment 

f creation annihilation we still could not escape the dis 

turbing itch (metaphysical in nature) that this death was in 

some direct way connected with art. And the connection, rather 

than being climactic. was, in a way. inglorious. If the end had 

to come, it came at the wrong time. 

Was it not perfectly clear that modern art in general was 

slipping? Either it had become dull and repetitious qua the 

“advanced” style. or large numbers of formerly committed con 

temporary painters were defecting to earlier forms. America 

was celebrating a “sanity in art” movement and the flags were 

out. Thus. we reasoned, Pollock was the center in a great fail- 

ure: the New Art. His herok ind had been futile. Rather 

than releasing a freedom. which it at first promised. it caused 



The legacy of Jackson Pollock continued 

him not only a loss of power and possible disillusionment, but 

a widespread admission that the jig was up. And those of us 

still resistant to this truth would end the same way, hardly at 

the top. Such were our thoughts in August, 1956 

But over two years have passed. What we felt then was genuine 

enough, but it was a limited tribute, if it was that at all. It was 

surely a manifestly human reaction on the part of those of us 

who were devoted to the most advanced of artists around us 

and who felt the shock of being thrown out on our own. But 

it did not actually seem that Pollock had indeed accomplished 

something, both by his attitude and by his very real gifts, which 

went beyond even those values recognized and acknowledged by 

sensitive artists and critics. The “Act of Painting.” the new 

space. the personal mark that builds its own form and mean 
ng &- the endless tangle, the great scale. the new materials. et 

ire by now clichés of college art departments. The innovations 

are accepted. They are becoming part of text books 

But some of the implications inherent in these new values 

are not at all as futile as we all began to believe; this kind of 

painting need not be called the “tragic” style. Not all the roads 

of this modern art lead to ideas of finality. I hazard the guess 

that Pollock may have vaguely sensed this, but was unable, be 

cause of illness or otherwise, to do anything about it. 

He created some magnificent paintings. But he also destroyed 

painting. If we examine a few of the innovations mentioned 

above, it may be possible to see why this is so. 

For instance, the “Act of Painting.” In the last seventy-five 

years the random play of the hand upon the canvas or paper 

has become increasingly important. Strokes, smears, lines, dots, 

etc. became less and less attached to represented objects and 

existed more and more on their own, self-sufficiently. But from 

Impressionism up to, say, Gorky, the idea of an “order” to these 

markings was explicit enough. Even Dada, which purported to 

be free of such considerations as “composition,” obeyed the 

Cubist esthetic. One colored shape balanced (or modified, or 

stimulated) others and these in turn were played off against 

(or with) the whole canvas, taking into account its size and 

shape—for the most part, quite consciously. In short, part-to- 

whole or part-to-part relationships, no matter how strained, 

were at least a good fifty percent of the making of a picture. 

(Most of the time it was a lot more, maybe ninety percent). 

With Pollock, however, the so-called “dance” of dripping. slash 

ing, squeezing, daubing and whatever else went into a work, 

placed an almost absolute value upon a kind of diaristic ges- 

Posthumous fame: Pollock’s Autumn Rhythm, 1950, is glimpsed 

through spectators at the opening of the Metropolitan Museum's 

new American galleries. It brought a record $30,000 price. 

ture. He was encouraged in this by the Surrealist painters and 

poets, but next to him their work is consistently “artful,” “ar- 
ranged” and full of finesse—aspects of outer control and train- 

ing. With a choice of enormous scales, the canvas being placed 

upon the floor, thus making it difficult for the artist to see the 

whole or any extended section of * parts,” Pollock could truth- 

fully say that he was “in” his work. Here the direct application 

of an automatic approach to the act makes it clear that not 

only is this not the old craft of painting, but it is perhaps bor 

dering on ritual itself, which happens to use paint as one of 

its materials. (The European Surrealists may have used auto 

matism as an ingredient but hardly can we say they really prac 

ticed it wholeheartedly. In fact, it is only in a few instances that 

the writers, rather than the painters, enjoyed any success in this 

way. In retrospect, most of the Surrealist painters appear to be 

derived from a psy hology book or from each other: the empty 

vistas, the basic naturalism, the sexual fantasies, the bleak sur 

faces so charactertistic of this period have always impressed 

American artists as a collection of unconvincing clichés most 

Hardly 

Klee and Miro belong more to the stricter discipline of Cubism 

automatic, at that. And such real talents as Picasso 

than did the others, and perhaps this is why their work appears 

to us, paradoxically, more free. Surrealism attracted Pollock as 

an attitude rather than as a collection of artistic examples.) 

But I used the words “almost absolute” when I spoke of the 

diaristic gesture as distinct from the process of judging each 

move upon the canvas. Pollock, interrupting his work, would 

judge his “acts” very shrewdly and with care for long periods 

of time before going into another “act.”” He knew the difference 

between a good gesture and a bad one. This was his conscious 

artistry at work and it makes him a part of the traditional com- 

munity of painters. Yet the distance between the relatively 

Europeans and the seemingly self-contained works of the 

American indicate at best a 

Jac kson Polloc k 

never really had a “malerisch” sensibility. The painterly aspects 

chaotic, sprawling works of the 

tenuous connection to “paintings.” (In fact, 

of his contemporaries, such as Motherwell, Hofmann, de Koon- 

ing, Rothko, even Still, point up, if at one moment a deficiency 

in him, at another moment. a liberating feature—and this one 

| choose to consider the important one.) 

I am convinced that to grasp a Pollock’s impact properly 

one must be something of an acrobat, constantly vacillating be- 

tween an identification with the hands and body that flung the 

paint and stood “in” the canvas, and allowing the markings to 

entangle and assault one into submitting to their permanent 

and objective character. This is indeed far from the idea of a 

“complete” painting. The artist, the spectator and the outer 

world are much too interchangeably involved here. (And if one 

objects to the difficulty of complete comprehension, I insist that 

he either asks too little of art or refuses to look at reality.) 

Then Form. In order to follow it, it is necessary to get rid 

of the usual idea of “Form,” i.e. a beginning, middle and end, 

or any variant of this principle—such as fragmentation. You 
do not enter a painting of Pollock’s in any one place (or hun- 

dred places). Anywhere is everywhere and you can dip in and 

out when and where you can. This has led to remarks that his 

art gives one the impression of going on forever—a true insight. 

It indicates that the confines of the rectangular field were 

ignored in lieu of an experience of a continuum going in all 

directions simultaneously, beyond the literal dimensions of any 

work. (Though there is evidence pointing to a probably un- 

knowing slackening of the attack as [Continued on page 55] 



Museum modern Art 

p 

een Arp, seen in his studio at Meudon [photograph by 

André Villers, above!, is father of the kidney shaped coffee 

table and swimming-pool—a poet, mystic, Dadaist, painter, 

sculptor, whose witty, often whimsical, ovoids will rise 
phoenix-like from the ashes of the Museum of Modern 

Art fire in a full-scale retrospective [Continued on page 53] 
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1 Corinth: The Red ¢ hrist, 1922 

Bavar State G ry, Munich 

Lovis Corinth, 1858-1925 

Butcherboy or hypersensitive observer, father of Expressionism or fashionable Teutonic 

portraitist—these are some of the epithets that have been applied 

to the much-misunderstood artist whose reputation, once again, seems to be growing 



By Ernest Harms 

a occurrence of his hundredth birthday recalls to memory 

the life and work of Lovis Corinth. At the height of his career 

he was called the strongest talent of his time by the then lead- 

ing art historian, Meier-Graefe, as well as by the leading critic, 

Karl Scheffler. Von der Osten, in a recently published biog- 

raphy, credits him with having painted some of the most im- 

portant portraits of his period. 

On the other hand, none of the art groups to which he tried 

to belong acknowledged him. The Leibl School of Munich de- 

nounced him as being unable to achieve a formal style. In Paris 

Bouguereau seemed flattered to have among his pupils this 

“gros allemand,” but by the rest he was considered “a rough 

ind brutal German.” The Berlin group thought him too “Paris- 

ish.” and the Dutch, to whom he felt most related, met him 

smiling, but regarded him as an outsider. Corinth himself, in 

his autobiography, gave a significant explanation of his isolated 

position: “the more of an individualist an artist is, the more 

he will be misunderstood.” And he was, indeed, a passionate 

and realistic individualist, who also possessed a gigantic energy: 

the memorial catalogue of his works lists 1,007 major paint- 

ings, there are twice as many etchings and innumerable draw- 

ings. 

Corinth was born in a small town fifty miles from Koenigs- 

berg of East-Prussian farmer stock. His father, married to the 

widow of the town tanner, was a well-to-do citizen in the com- 

munity. Lovis was the late-born. only offspring of this marriage. 

and grew up as a lonely child in a considerable and busy agri- 

cultural establishment. He wrote that even in his early child- 

hood he felt an attraction to drawing. He was sent to school in 

2 Selj-Portrait with a Champagne Glass, 1902. 
Private collection 

3 Model with Straw Hat, 

5 Corinth at work on a Self-Portrait, 1924. 
The painting is now in the Museum of Modern Ar 

B... exactly a century ago, Corinth was an ambiguous 

realist whose open attack on the painting surface [6], com 

bined with his often brutal or erotic subject-matter [2, 3]. 

provided an example for later Expressionists. Oriented 

towards Paris art, but believing in an ideal “German” style, 

his public reputation unfortunately has been eclipsed by en 

thusiasm for abstraction and distaste for overt violence. 

4 The Poet Graf Keyserling, 1919 

Chicago Art Institute 



Lov is Corinth continued 

Koenigsberg where he lived with a poor relative, and we learn 

from her that the boy was easy to handle as long as he had a 

sandwich, and was left alone to his drawing. When he was 

fourteen years old, his mother died, and his father moved to 

Koenigsberg to be near his deeply-loved only child. The father. 

whom Lovis called the only firm believer in his art, and his 

only Maecenas, would have preferred to send his son to the 

famous Koenigsberg University, but compromised to have him 

become a student of its second-rate Academy of Arts, During 

the three years he stayed there, Corinth did not learn much. 

but he grew his wings as an artist. These wings carried him to 

Munich, Germany’s main art center in those days. He was well 

received by such leaders as Leibl and Defregger, and later 

wrote that he learned “pictorial seeing” and composition there, 

but temperamentally he felt out of place in the predominantly 

formalistic school, and was generally censured for being un- 

disciplined. 

Corinth yearned for a wider and more intense color scheme 

like that of Courbet’s, so, after three years, we see him packing 

his bundle and moving to Paris. He did not take the direct 

route, but went via Holland. Evaluating Corinth today. there is 

no doubt that. if he belongs to any family, it is that of Brueghel 

and Rubens. He returned many times to Holland, where he also 

6 On the Seashore. 1908 

( ection He 

died, at the age of sixty-seven, during a summer stay in 1925. 

Corinth emphasized in his autobiography that his three years 

in Paris taught him to paint. However he did not, as might 

have been expected, emulate the softer tones of Impression- 

ism, but burst into the color polyphony that marks his mature 

style. If he was considered rough and crude by fashionable 

Paris, he also won renown, and even some prizes. He did not, 

however, create turmoil in the Salons as had been done earlier 

by the Norwegian Per Krogh, and later by Munch. 

In 1888 his Paris stay was suddenly terminated by a call to 

the deathbed of his father in Koenigsberg. This was the first 

of three deep-reaching psychological events in Corinth’s life. 

After burying his father he wrote: “now I have to fight my way 

through life alone.” After some months of wandering around 

in Germany, he returned to Munich. But he was no longer the 

Corinth who had left there four years ago. Whether the Paris 

years had changed him, or the death of his remarkable father. 

or a combination of both, is hard to say. In any case, he had 

developed into a strong personality, willing to step with all 

his force into the fight between the academic school and the 

evergrowing modernism that was raging in Germany. 

“Truthfulness is my principle,” Corinth had written on the 

[Continued on frontispiece of his autobiography page 51 



By Vincent van Gogh 

Letters to Gauguin and Signac 

Published in English for the first time 

The irony of Vincent van Gogh as a modern tragic hero is 

underlined this month in two major events: the appearance 

of his complete letters in English (N. Y. Graphic Society. 

$50) and a large traveling exhibition of 155 paintings and 

drawings—part of the shipment of “permanently” unsellable 

works that Vincent bundled back to his brother from his 

wanderings. accompanied by the wonderfully eloquent let- 

ters in which he defined the dilemma, the hope and despair. 

of the modern artist—opening at the De Young Museum, 

San Francisco. The irony of Vincent’s cris-de-coeur taking 

the form of a monumental edition (with 194 facsimile re- 

productions), and of his pictures, which society ridiculed 

murderously, become icons of popular culture, is enough to 

make the gods hilarious. The following letters demonstrate 

how clearly the artist faced the problems of his work 

ind the morality which creating them in his day entailed. 

They are from the newly appeared three-volume edition. 

M, dear Gauguin, 

This morning | received your excellent letter, which I sent 

on to my brother; your concept of Impressionism in general, 

of which your portrait is a symbol, is striking. I can’t tell you 

how curious I am to see it—but this much I know in advance: 

this work is too important to allow me to make an exchange. 

But if you will keep it for us, my brother will take it at the 

first opportunity—which I asked him directly—if you agree, 

and let’s hope that it will be soon. 

For, once again, we are trying to hasten the possibility of 

your coming here. I must tell you that even while working I 

keep thinking incessantly of that plan to found a studio, which 

will have you and myself as permanent residents, but which 

the two of us would turn into a refuge and place of shelter for 

comrades at moments when they are encountering a setback in 

their struggle. 

After you left Paris, my brother and I stayed together for 

a time, which will forever remain unforgettable to me! The 

discussions covered a wider field—with Guillaumin, with the 

Pissarros, father and son, with Seurat, whose acquaintance | 
had not made (I visited his studio only a few hours before my 

departure). 

Often these discussions had to do with the problems that are 

so very near my brother's heart and mine, i.e. the measures 

to be taken to safeguard the material existence of painters and 

to safeguard the means of production (paints, canvases) and 

to safeguard, in their direct interest, their share in the price 

which, under the present circumstances, pictures only bring a 

long time after they leave the artists’ possession. When you are 

here, we are going to go over all these discussions. 

However this may be, when I left Paris, seriously sick at heart 

and in body, and nearly an alcoholic because of my rising fury 

at my strength failing me—then I shut myself up within myself, 

without having the courage to hope! 

Now, however, hope is breaking for me vaguely on the hori- 

zon; that hope in intermittent flashes, like a lighthouse, which 

has sometimes comforted me during my solitary life. 

And now I am longing so much to give you a large share 

in that faith, namely that to a certain extent we shall succeed 

in laying the foundations of something that will endure. 

When we are talking over those strange days of discussions 

in the poverty-stricken studios and the cafés of the “little 

boulevard,” you will get a clear insight into that idea of my 

brother’s and mine, which until now has not been realized at 

all, at least as far as starting a company is concerned. Never- 

theless, you will see that this idea is such that all that will 

have to be done to end the terrible situation of the last few 

years is precisely what we said, or something along parallel 

lines. When you hear the whole explanation, you will see that 

we have put things on an unshakable basis. And you will admit 

that we have gone a long way beyond the plan we communi- 

cated to you. That we have gone beyond it is no more than our 

duty as picture dealers, for perhaps you know that in the past 

I was in the art-dealing business for years, and I do not despise 

the profession in which I once earned my bread. 

Suffice it to say that, although apparently you have isolated 

yourself from Paris, yet you will not stop feeling in fairly di- 

rect contact with Paris. 

These days I have an extraordinary feverish energy; at the 

moment I am struggling with a landscape that has a blue sky 

over an immense vine, green, purple, yellow, with black and 

orange branches. Little figures of ladies with red sunshades 

In his letter to Signac, March 1889, van Gogh sketched 

this pen study of an orchard on a rainy day in Arles. 
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Letters to Gauguin and Signae continued 

and of vintagers with their cart enliven it even more. In the 

foreground, grey sand. Yet another square size 30 canvas for 

the adornment of the house. 

I have a portrait of myself, all ash-colored. The ashen-grey 

color that is the result of mixing malachite green with an 

orange hue, on pale malachite ground, all in harmony with 

the reddish-brown clothes. But as I also exaggerate my per- 

sonality, I have in the first place aimed at the character of 

simple bonze worshiping the Eternal Buddha. It has cost me 

a lot of trouble, yet I shall have to do it all over again if I 

want to succeed in expressing what I mean. It will even be 

necessary for me to recover somewhat more from the stultifying 

influence of our so-called state of civilization in order to have a 

better model for a better picture. 

One thing gave me enormous pleasure: yesterday I received 

a letter from Bock (his sister belongs to the Belgian “Vingt- 

istes”), who writes to tell me that he has settled down in 

the Borinage to paint the miners and coal mines there. Yet 

In the traveling show of “Dutch Master Draw 

ings”: van Gogh's Landscape near Nuenen, 1885. 

lection Mr. and Mrs. H. J. Calkoen, Valsen, Holland 

ij | re * 
a 

he intends to return to the South—in order to vary his im- 

pressions—and in that case it is certain that he will come to 

Arles. 

I always think my artistic conceptions extremely ordinary 

when compared to yours. 

I have always had the coarse lusts of a beast. 

I forget everything in favor of the external beauty of things, 

which I cannot reproduce, for in my pictures I render it as 

something ugly and coarse, whereas nature seems perfect to me. 

However, at present the élan of my bony carcass is such that 

it goes straight for its goal. The result of this is a sincerity, per- 

haps original at times, in what I feel, if only the subject can 

lend something to my rash and clumsy execution. . 

I think that if, from now on, you begin to feel like the 

head of the studio, which we shall try to turn into a refuge 

for many—little by little, as our strenuous work furnishes 

us with the means to complete the thing—I think that then 

you will feel more or less comforted Continued on page 58 



Hieronymus Bosch: Grotesque Animals. 

Rijksmuseum, Ameterdam The Dutch preoccupation with objective truth, which con- 

nects Bosch with Rembrandt with van Ostade with Ruys 

dael with Maris with van Gogh, runs like a golden thread 

through four hundred years of “Dutch Master Drawings,” a 

traveling exhibition sponsored by the Smithsonian Institu- From n Gogh ss Se ee 
o Bosch to va a tion, opening at the National Gallery of Art in Washington 

[Oct. 5-26]. Organized by Professor J. Q. van Regteren 

via Rembrandt Altena, Director of the Rijks- [Continued on page 53] 



Andrea Riccio (1470-1532): Paschal candle 

stick, bronze, 52 inches high [detail above] 
M use 

Connoisseurs’ 

choice 

Every kind of art, from fifteenth-century panels to Renais 

sance bronzes and jewels to Gothic tapestries to Rococo 

abinets to Baroque allegories, is assembled in French & 

Co.’s “Taste of Connoisseurs” exhibition. The 118-year 

old firm is inaugurating new quarters atop the Parke 

Bernet building (now owned by the firm) by showing 

objects sold over the years to museums and private collec- 

tors all over the country. The new galleries, a block-long 

area 15 feet high, can be divided into small rooms with 

movable partitions, and is provided with flexible light 

ing that would be the envy of any museum, ranging from 

“daylight” illumination or dramatic spotlights to “wall 

washers” for lighting vast areas evenly. The show is for the 

benefit of the Spence-Chapin Adoption Center [Oct, 8-25). 



The promised 

land 

1 Renoir: Moulin de la Galette, 1876. 
ieeiatehill Male: eciaabill nd Mrs. Johe Hey W 

Bis six years ago, the Museum of Modern Art announced 

that it was going to form a permanent “core” collection of 

works that “have passed the test of time.” How successfully it 

has pursued this goal is seen in the eye-opening reopening of 

its refurbished galleries, the ground floor ones now hung with a 

group of “24-karat works,” in the words of Alfred H. Barr, Jr.. 

who is largely responsible for the formation of this collection. 

Not that the “core” is actually “formed”—many of its con- 

stituent parts are promised to the Museum by owners who re- 

tain a lifetime interest—-in other words, they keep the pictures. 

But sooner or later these will enter this public domain; al- 

ready Philip C. Goodwin’s bequest. including a well-known 

Derain and de Chirico [2, 5] and works by Brancusi, Klee. 

Léger and Picasso, is in the Museum’s hands. In the years to 

come, it will inherit such heirlooms of late nineteenth- and early 

twentieth-century art as Lautrec’s La Goulue Entering the 

Voulin Rouge [see cover and p. 5] and Chilpéric (from Am- 

bassador and Mrs. Whitney), Renoir’s Moulin de la Galette [1) 

and The Judgment of Paris (Louise Smith collection) , Cézanne’s 

L’Estaque (Paley collection) and Chateau Noir (Levy collec- 

tion), Gauguin’s Portrait of Meyer de Haan (D. Rockefeller 

collection), Mondrian’s Trafalgar Square (Burden collection), 5 Picasso: Le Torero, 1911. 

Picasso’s Two Acrobats with a Dog, 1905 (Burden collection), Promised by Nelson Rockefeller 

Boy Leading a Horse, 1905 (Paley collection), Two Nudes, 1906 

(G. D. Thompson collection), Girl with Mandolin, 1910 (N. 

Rockefeller collection), Seated Woman, 1927 (Soby collection), 

Paloma, 1952 (Louise Smith collection). [Continued on page 59 

2 Derain: Fishing Boats, 1905 
Philip L. Goodwin Bequest 

walnut, 4°%4 feet high, 1924. 4 Brancusi: The Cock, 
Gift of LeRay W. Berdeau 

6 Miro: Sel/-Portrait, 1938 
Promised by James Thrall Soby 

5 De Chirico: 

The Great Metaphysician, 1917 
Philip C. Goodwin Bequest 



By Jean Genét 

Rembrandt as a holy sinner 

/-Portrait, 1624. detail 2 Seli-Portrait. 

lea s Stewart G c Mus i atecr 1 M 

A robust goodness And I use the word as a shortcut. His 

last portraits seem rather to say: “My intelligence will be such 

that even the animals will recognize my goodness.” The morality 

that guides him is not the vain search for sumptuous clothing 

to adorn the soul. It is a necessity of his craft, or rather some 

thing that his craft carries with it. That we are able to ap 

preciate this is due to the happy chance, almost unique in the 

history of art, that a painter who used to pose before a mirror 

with an almost narcissistic satisfaction, has left us a series of 

self-portraits in which we can read the evolution of his method 

That and the action of this evolution on the man or else the 

reverse / 

> In the pictures painted before 1642, Rembrandt seems to be in 

love with magnificence, but a magnificence which is solely in 

the scene portrayed. The sumptuousness—Oriental portraits, 

Biblical scenes—is in the richness of the settings, of the trap 

Jeremiah wears a very pretty robe, he stands on a rich pings; 

carpet, and it is plain that the vases on the rocks are made of 

gold. One feels Rembrandt happy to be 

a conventional opulence, as he is happy to paint that extrava 

inventing or depicting 

gant Saskia as Flora, in which Saskia sits on his lap while he 

both from the 

often 

glass, magnificently dressed. True. raises his 

painted people in humble circumstances 

but it would 

beginning he 

dressing them in luxurious finery seem that while 

dreaming of splendor, Rembrandt had at the same time a pre- 

faces. \ 

that flows into his hand when 

dilection for the humility of sensuality—with rare 

exceptions for example—he is 

going to paint a fabric, and that leaves it as soon as he attempts 

preferred faces marked by a face. Even when young he age 

1634, detail 3 Selj-Portrait, ca. 1665, detail 

Ber Cologne Museum, Germany 

taste for dif Was it perhaps, or from a 

ficulty in painting (or facility), or because of the problem of a 

grandfather’s face? Who knows? But these 

are accepted for their “picturesqueness.” He paints them with 

through sympathy 

faces at the time 

taste, finesse; but, even the face of his mother, without love. 

The wrinkles are scrupulously noted, the crows-feet, the furrows, 

they are not the warts, but they do not extend into the canvas. 

nourished by the warmth of a living organism; they are orna 

ments. The two portraits of Mme. Trip are decomposed, decay 

before our very eyes, and they are the ones that are painted with 

the greatest love. Later | must explain why I use that word 

when the painter’s method has become so cruel. In them de- 

crepitude is no longer considered and restored for Wits pictur- 

esqueness, but as something just as entitled to be loved as any- 

thing else. If you wash away the wrinkles from the face of His 

Vother Reading, under them you will see the charming young 

girl she continues to be. Mme. Trip’s decrepitude will never 

that, force. It is 

a fact that breaks through the pic 

only 

Obviously 

wash away. She is apparent in all its 

there. Glaring. 

torial veil. 

Therefore 

your 

Agreeable to the eye or not, decrepitude exists. 

beautiful. And rich in 

elbow for instance, which has festered? There is a scab. You 

. . Have you ever had a cut, on 

lift the scab with your fingernail. Underneath, the filaments of 

Naturally! 

page 60 

puss that nourish this scab extend very deeply 

The whole organism is working for [Continued on 

4 Selj-Portrait, 1659 

Mellon Collecti National Galler Washington, D.C 

A modern Villon—like him pardoned from a life-sentence 

in jail—-with a seasoning of Sade and Sartre, Jean Genét has 

been writing a book on Rembrandt. He himself chose these 

exerpts which appeared in Paris in L’Express. This is 

Genét’s first piece of criticism to be translated into English. 
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Art news from 

Paris by Pierre Schneider 

T’,. number of exhibitions by contemporaries during the season is such 

thet even the scantiest survey poses fearful problems. I would have given 

up the project in discouragement, had not a friend, a parliamentary journal 

ist reduced to inactivity by the deep hibernation into which France’s 

legislative bodies have been steeped, given me some useful advice: why 

not catalogue your artists, he suggested, as we do our representatives when 

From top to bottom: 

Triumph and Judgment 

Villand & Galanis); a 

Gleizes (Galerie 

ka’s Sol 

d’Art Moderne) ; 

nes 5 f{utumn 

and A 

(Galerie 

Lapique’s 

(Galerie 

panel by 

Heller); Kup 

of a Blue Train (Musée 

rpad Sze 

Pierre) 

= 

capital votes are taken? And so here is, from right to left, the gamut of 

local stands on the issue of art. 

The extreme right 

On the extreme right. are those for whom nothing has changed. The 

Bibliothéque Nationale presented a large retrospective of etchings, draw 

ings and watercolors by Dunoyer de Segonzac—fretful clawings at the sur 

face of Ile-de-France landscapes, demonstrating a métier subtle enough to 

warrant calling Segonzac the “Rembrandt du Tertre.” At Galerie Pétridés, 

Terechkovitch exhibited a number of canvases, old and recent; they show 

him moving from the pale of Utrillo and Soutine to that of Renoir and 

Bonnard: exquisite little girls, luxurious odalisques Still the atmosphere 

is at least as much Ballets Russes as it is Mediterranean—in other words, 

very much Comtesse de Ségur. Lino’s bouquets, at Galerie de l'Institut, re 

duced Bonnard’s colors to a kaleidoscope patness. Aggressive gaiety rapes 

the eye; too much laughter makes one choke. The case of Pierre Sicard 

(Galerie Framond) is of a different sort. His language, a conservative com 

bination of Degas’ absinth, Toulouse-Lautrec’s vitriol and Van Dongen’s 

venomous lipstick, is of secondary importance next to his subjects. For 

Sicard is primarily, not to say exclusively, a witness: 1925, the epoch of 

Paul Morand’s Ouvert la Nuit, with its chromium-lined bars, fat, shimmer 

ing saxophones, six-day bike-races, music-halls, oxen on the roofs, Pigalles. 

It is not given to everybody to be a witness; on the other hand, it is dif 

ficult for a witness to be anything else: when Sicard deserts the night-life 

of the Jazz Age for day-light views of the Quais or Notre-Dame, he comes 

dangerously close to the chromo. 

One revolution behind 

A certain hesitation can be felt on the “ultra” side, verging at times on un 

easiness, One remains a rightist, to be sure, but one has an eye cocked on 

the left. Lapicque (Galerie Villand and Galanis) uses a strident, simplified 

palette, where indigo, mauve, yellow, blue and apple green dominate, and a 

wiggly, loquacious line—both reminiscent of Dufy—to map out Southern 

landscapes. Freshness is aimed at, but only breathlessness attained. Timid 

reminders of perspective do not succeed in opening up a space. In the end, 

these canvases look like models by a set-designer obsessed with Fauvism; 

broken classic columns and statues, however, provide symbolic expression 

for what is disguised on the literal level: a hopeless nostalgia for the an- 

cient order. That nostalgia is shared by Souverbie (Galerie de Chaudun) 

who has gradually softened Cubism the Cubism of Braque’s caryatid 

women down to pastellized harmonies acceptable even to Beaux Arts 
taste. Raza, an Indian painter in Paris who won the Prix de la Critique 

in 1956, displayed, at Galerie Lara Vincy, a vision basically as conventional, 

but a certain agitation of the brush and a thickening of the pigment, in 

herited from Soutine, if not from Pougny, add an up-to-date veil. 

The one-time left 

The receding tide of time leaves even the swiftest swimmers stranded: 

yesterday's left has become today’s right. Surrealism has long since been 

digested and assimilated. Galerie Furstemberg showed a series of paint- 

ings by André Masson, dated 1922-27, a time when the artist was moving 

from the earlier avant-garde of Cubism to the more recent one of Surreal- 

ism. A ghostly pallor overtakes prismatic surfaces that recall Gris; the ele- 

ments multiply, virulent vegetation ensnares or explodes the Cubist polygon, 

a bird and with it Masson’s violent calligraphy — takes flight from the 

broken cage. Masson was followed at Galerie Furstemberg by Toyen, a 

painter of Czechoslovakian origin, whose Surrealism belongs to a more re- 

cent, reconciled phase. Waves, herbs, plants are inflected imperceptibly in 

the direction of the supernatural and are bathed in a soft, insinuating am- 

biance. The old Surrealist brashness of statement has given way to an 
ornamental rubato. Decoration with Surrealist overtones is also characteristic 

of André Marchand’s current work (Galerie David and Garnier). 

The revolt against the figure 

Between the right and the left, falls the revolution. Ite central aim was 

summarized by Apollinaire as early as 1912: “Subject has lost practically 

all its importance and we are on our way to pure painting.” Revolutionary 

art was that which, as Kupka put it, “has recognized the impossibility of 

[Continued on page 54] 



Art news from 

London by John Russell 

, = cannot have been many enterprises, in the last few months, to 

which Pope and Kremlin have contributed with equal alacrity. But one such 

is the exhibition of “Masterpieces of Byzantine Art” which was a part of 

Edinburgh Festival—autumn 

it the Victoria & Albert Museum to November 2 [see 

this year’s International visitors to London 

will catch it pp. 20-23] 

Wilkie 

Another Festival exhibition which will shortly make its way from Edinburgh 

to London is the “Paintings and Drawings by Sir David Wilkie, 1785-1841.” 

Wilkie has always been a considerable figure in the canon of Scottish paint- 

in critical esteem. 

Ii s E ntry into 

ing, and within the last thirty years he has risen steadily 

in 1934 Roger Fry Already sketch 

Holyrood that it pointed the way to “a great romantic art based on Rubens 

wrote of the for George 

Delacroix, who realised that conception, never made so happy a dis 

covery in that vein as this.” 

Visitors who wanted to follow up the reference to Rubens could examine 

the National Gallery of Scotland’s recently-acquired Feast of Herod in an 

adjoining room; but those who picked up the allusion to Delacroix could 

find evidence in the Wilkie show of the danger Delacroix 

self when he visited Wilkie’s studio in 1825: “I can’t tell you how beautiful 

the sketch is,” he wroté, “but I’m afraid he'll spoil it. It’s a fatal mania.” 

sought 

scented by him 

And, sure enough, it’s the sketches which have been so keenly 

after in recent years by English connoisseurs; but John Woodward, in his 

a good case for Wilkie’s 

“looser and oilier darker and Rembrandtesque lighting.” 

And to foreign visitors in general Wilkie’s work can be 

exemplary catalogue, makes later style, with its 

brush-work, tone 

recommended for its 

strong historical interest (we've never had a painter who responded so well 

In the big Kurt Schwitters retrospective 

at Lords Gallery: Ring of a Poet, 1940 

1833, lent by Mrs. T. G. Winter 

moving to London, 

David Wilkie’s King William ww, 

to the Edinburgh Festival’s Wilkie show now 

to the challenge of the “state occasion”), its feeling for picturesque anec- 

dote, and its shafts of authentic pawky humor; he is, in fact, one of paint 

ings gifts to the British Tourist Board. 

Schwitters 

Behind many of the innovations of the last thirty years there hovers the 

enigmatical and poetical figure of Kurt Schwitters. Schwitters always stood 

(“Merz ist nicht Dada” he a little apart from Dadaism wrote on a painting 

dated 1920); and to the purely destructive elements in Dada he opposed his 

determination to re-build, from the most despised fragments of the old 

world, an imagery of his own devising 

Since his “Merzbau” at Lysaker, in Norway, was destroyed fire in 

1951 it has been difficult to see an ensemble of Schwitters’ art. The big 

retrospective of his work at the Lords Gallery in Wellington Road [Oct 

14-Nov. 30] is therefore an occasion of some importance. It displays every 

aspect of Schwitters’ work, from the reliefs in which the refuse of everyday 

life (broken skittles, the sole of an old boot, a tin of shaving-soap, a film- 

spool) is somehow re-endowed with dignity, to the paper collages in which, 

from materials of the same disregarded sort, Schwitters produced the kind 

»f lyrical effect for which the collages of de Staél are now admired. 

England gave Schwitters a home during the last years of his life, even if 

our hospitality was at times rather equivocal (he was interned on the Isle 

of Man as Isle of Man, 

allowed to use the linoleum off the floor for pictorial purposes, 

an enemy alien). Yet even on the where he was 

Schwitters 

reversed the normal status of the objects around him: and the Lords Gal 

authentic nost lery exhibition is a worthy tribute to one of the purest and 

of modern artists. 



Art news from 

Los Angeles by Jules Langsner 

hs exhibition of “Fruits ard Flowers in Painting” at the Santa Barbara 

Museum confounded this viewer by sustaining enthusiastic interest it 

provides a rewarding survey of the changes in attitude towards this aspect 
of domesticated nature from the fifteenth to the twentieth century, trac 

hanges in concepts of style from the Renaissance emerging to the present, 

Fruits and flowers 

1412, su 

holly 

The earliest work in the show. a French breviary from Rouen, 

rounds the illuminated text with stylized bluebells and nature 

conceived of as an 

floral and 

Dutch 

period is seen in Jan 

decorative rather than being 

Not 

full 

ind Spanish paintings. The 

David de Heem’s 

pristine freshness. For 

serving as a accessory 

ndependent realm. until the seventeenth century do fruit 

realization, in Flemis} 

Dutch 

Piece 

exuberance, one 

enres spring into a splendid group of 

tulip mania of the 

Flower each flower, each petal, painted with 

turns to the Rubens influence in 

such works as Franz Snyder's Still-life with Basket of Grapes; the 

dead 

ranged on a table. Evidence of the range of psychological overtones possible 

grapes 

the more succulent for being juxtaposed with game carefully ar 

to nature morte can be glimpsed by comparing the Snyders with the nearby 

workshop of Zurbaran. At 

without shadow, in shallow 

Flawers, Fruit, Vegetables from the first glance, 

these meticulously-defined objects space appear 

to be envisaged with neutral detachment. Gradually the enigma of the 

tangible assumes prominence and the viewer is drawn into te 

of the mvstery of the object 

Not surprisingly for California, the neteen and twentiet! 

wecupy center ue witt top works 1ayor Impressionist 

Impressionists, ¢ Expressionists, as by artists of the 

of Redon and Klee. and Hofmann and Tamayo. Not 

as the nineteenth and twentieth « ! it Santa 

amply re 

seventeenth of 

he € shteenth century is redees from the 

vardin. The fruit and subdued tona pewte 

ess planar relat mnships that nind a i f ] 

tin an adjacent galle 

Local talents 

Whe ‘ 2 ; tas . . 2 Art 

gifted 

Arnold, Er 

rent 

\ssociation 

including 

Bass and Ernest 

Miss 

Her 

rectangles 

n interin repor “ ny r ore 

Noted 

painter 

were Florence 

Velardi 

\rnold 

each suscribes to a diff stviistr persuasion 

is the mong painters i geometri purist 

painting rrizonta ind vertical 

lean-edges. Torero by Bass. on the 

ractured 

[above] 
Gallery 

In current one-man shows: J. Altoon’s Untitled, Ferus Galiery 

nd R. Vespignani’s tempera und ink. Sidewalk, 2, Landau 

surface of hot color. Velard abstracts from visible surroundings in a quite 
personal style. His Chairs weaves sticklike shapes with percussive effect 

Although 

while things to come 

reminiscent of Tomlin, there is more than a hint here of worth 

works by Max Bailey 

Bailey's The Island 

that is 

attracted to 

Slater 

names, ! 

Schifrin, 

t stablishe d 

Arnold 

ind simplifies the 

Among the was 

Eva 

presenting a 

Harry Carmean flattens 

subject, calm silence uncanny 

Carmean, the closest thing we have to a neo-Baroque painter, locates a 

group of nubile nudes itt a windblewn glade. Schifrin’s Fiesta suggests that 

he is managing to assimilate diverse influences and attain an expression 

Eva Slater 

surmounted 

and Solstice by 

stalks 

superimposed on the 

nature 

The 

incongruity 

indigenous to his mystical 

hated 

by flat 

Intense 

observer on first thin white 

petal 

this encounter 

white shapes appeared an 

Finally the two 

added 

Abstract-Expressionist oils (at the Fer 

over-all mosaic of curving forms devices wed, and a 

dimension is successfully 

Altoon’s 

eyvmbolic 

John 

are vigorous, 

untitled Gallery) 

forceful, masculine. No effort is made to seduce the 

Altoon 

Color 

viewer 

into acquiescence favors a twisting line tumbling in and out of a 

scumbled surtace runs towards earthen hues, interrupted by occa 

sional vibrant accents. Altoon evolves his thematic variations as much by 

overpainting as by evolving 

works 

Gallery) 

has matured a 

elimination and motifs along the surface. The 

ling to the unrealized 

this 

result group of ranging from the compe 

Cowl reveals the degree to whicl sensitive 

poetic vision, Flowers and the human figure 
| in an atmosphere of softly glowing color. A series of in 

on Mahler's Sor of the ! seems based more 

nese poems than the musi 
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abstractionist, Luca 

Venice 

wists and 

man shows are Albino 

Vespigna Landau Gallery \ 

j ransiates the sea, SKV. canals and 
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d Renz bravura 

reottops of his into native 

ctorial equivalents. He nerusts the canvas—curling creviced 

ilptural protusions adding volume and shadow to the 

work 

the poetic 

image 

doesn ilwavs One is too conscious of the gimmick 

transhgurations ino which the surface 

flatness. Renzo Vespignani, as is well known, belongs among 

reterence 
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ind immerses these scenes of modern Roman life in 

y-minded politically Left Expressionists. He avoids any 

preferring to focus on such subjects as Prostitute 

he Dockvare 

turesque 

that is at once contemporary and strangely distant from the 

cribes 



Art news from 

Chicago by Franz Schulze 

Wi, a major building and refurbishing program still in progress, and 

its directorship vacant since Daniel Catton Rich’s departure to Worcester, 

the Art Institute of Chicago has moved into the autumn season in a heady 

state of flux. Even several months after the old buildings’ face was sand 

blasted, one continues to be startled by the disturbingly clean facade on 

Michigan Avenue and by the spraw! 

ing new Ferguson wing, which now carries the Institute flush to Monroe 

it doesn’t seem to belong as yet 

sireet 

Institute face-lifted 

Inside, the alterations are equally as evident. Blackstone Hall, once domi 

nated by the huge equestrian casts of Colleoni and Gattamelata, is gone 

It has been filled in by the glistening Oriental galleries, whose lean con 

temporary elegance contrasts sharply with the old Neo-Renaissance stair 

ease which almost conceals it from sight at the entrance. Indeed, the Inst 

tute rightly chose these galleries for its first major event of the autumn: 

1 reopening of the Oriental collection [on Oct. 16], which will provide a 

first view of a number of items acquired during the department’s period 

of relocation. Among these, the most impressive are the new Japanese 

pieces: a Kamakura Buddhist Guardian Figure; the tenth-century Shinto 

Deity Zenyo Ryuwo, a yard-high wooden image with head thrown back 

ind jaw slack. The two are important objects, and they effectively com 

plement the familiar and equally excellent Kamakura Amida Buddha with 

{ttendant Bodhisattvas. The two new Haniwa figures of a warrior and a 

horse are perhaps less masterful, but by and large the new additions are 

is handsome as the present appearance of the whole collection. The Buck 

ingham Chinese bronzes and Japanese prints, long the keystones of the 

Institute's Oriental Department, are displayed in their new surroundings 

is befits their quality, and one concludes that it was worth the long wait 

to see the exhibition as it now appears. Katherine Kuh, Curator of Paint 

is still preparing the season’s first show in the East Wing: “The Artist ing 

Looks at People.” scheduled for November 

Surrealism surveved 

\ singular exhibition of painting and sculpture has been unveiled at the 

Arts Club. Organized by collector Joseph Shapiro of Oak Park, it treats 

the theme of Surrealism, tracing it from early manifestations in Redon 

Chagall and Chirico to the neo-Romanticism of Bacon and the morphology 

of Matta. It amounts, however, to more than an historical survey. For 

tunately Shapiro was the sole planner, and as a result a consistency of 

choice has led to a consistency of interpretation. Surrealism is conceived 

not as a doctrinaire movement with a manifesto and a membership, but as 
] a pervasive and integral aspect of the whole modern development. Bosch’s 

fantasy, says Shapiro, postulated a super-reality of a transcendental world 

ind Cole’s Romanticism, one of a natural world. Contemporary Surrealism 

on the other hand, contends with an irreality of a psychic universe, and a 

preoccupation with psychic magic runs steadily through modern art. To 

reveal the numerous strains of this preoccupation, even in work not essen 

tially or ostensibly Surrealist. is the object of the present show. Hence 

Shapiro left out Masson and Roy. considering them lesser artists than 

Richier and the later Giacometti. The exhibition presents compelling evi 

dence of its viewpoint that latter-day Surrealism is a still vital force. The 

hallucinatory realism of Balthus, the quality of seizure and bared instinct 

in Dubuffet, Brauner’s hieroglyphs, Matta’s symbolic space anatomy suggest 

aa undiminished fertility among the postwar idioms. The show's outstand 

ing pieces, however, observe no period limitations. Chirico’s Ariadne, owned 

by Samuel Marx, is one of its pivotal moments. The Iolas Gallery has 

loaned the recent large and quite fantastic Max Ernst bronze, The King 

‘tti's Portrait of the Artist's Wile is one of Playing the Queen. Giacom: 

his best examples of the image destroyed and transfigured. There is a first 

rate Bone Period Picasso, Figure by the Sea: a looming and dusky Matta, 

Soul without Terror: several Klees, Tanguys and Delvauxs. The thematic 

appropriateness of a few pieces is open to question, but the exhibition is 

a sound examination of the Surrealist impulse and the most exhaustive and 

significant presentation of the style to appear in Chicago in the last half 

dex ade. 

In the galleries 

The private galleries are quickening to life after a cool and uneventful 

summer, but early autumn’s pace is still slower than that which will be 

generated in a month or two. The sculpture of Giacomo Manzi, planned 

by Frumkin for November, was not ready in time for preview. The new 

Stuart Brent gallery, whose provocative group show of young Chicago paint 

ers last spring promised substantial rewards from itself and from them, 

has not yet brought forth any material this season. The liveliest items are 

at Wells Street, the hardy little vanguard establishment which has pre 

cariously weathered one season with less success than is its due, and which 

inaugurated its current year with a loan show of the New York movement: 

Gorky, Pollock, de Kooning, Kline, Rothko, and David Smith. About fif- 

teen pieces borrowed from Chicago collectors comprise the exhibition, and 

they are on the whole minor efforts relaxed moments in the Abstract 

Expressionist development. The Smith bronze abstraction is a tight and 

well-articulated work. Franz Kline’s terse Nijinsky dominates the paintings, 

with a spidery Gorky as its hand-maiden. De Kooning shows a linear sketch 

that contains a sudden virtuosic color thrust in the lower right hand corner. 

No mistakes appear in any of the works, but no grand ambition challenged 

them. It is a show worth attending, but perhaps less because of its own 

revelations than because the Wells Street Gallery, sewn together by a plucky 

and often exciting lot of young painters, deserves to be watched and sus 

tained, And one can see in the New York archetypes currently on display, 

the germinal ideas which the Chicago Abstract-Impressionists (Natkin. 

Dolnick, Vlack. et a/), more or less in residence at Wells Street. have 

turned into their own baroque and variegated manner. 

Bat Man, 1954 Germaine Richier’s Lit 

n the Surrealist show at the Arts Club. 

Ps 
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phases of his work are good for exploration. This ingenuity—this eye for 

the possibilities of flotsam—combined with his feeling for design build 

into some noteworthy works, especially A Soldier's Tale (title after Stra- 

vinsky), a relief sculpture in grey wood made into a composition with 

dowels and pegs, screening and touches of color. Bermudez’ greatest danger, 

however, a result of his fine eye, lies in allowing too pat a solution and 

in turning a discovery, by repetition, into a cliché. Prices unquoted.  L.l 

Wilhelm Kage [Bonniers; Oct. 8-18] grand old man of the Gustavsberg, 

Sweden, center of pottery manufacture, head of designs there in 1919-49, 

combines a seemingly infinite variety of forms with experimental methods 

of glazing and firing. No two objects of this highly-fired stoneware are 

alike: some are slender cylindrical columns, delicately incised, the glaze 

smoky and opaque. In others, the surfaces are carved starkly with dramatic 

designs, the glazes poured over like lava, the rhythmic shapes echoing earth 

forms. Kage calls his works “Terra-Spirea,” literally “fruits growing from 

the earth.” Colors range from deep cobalt blues to delicate ochers, greens 

and purples. $40-$150. J.M.S 

Albert Urban [Zabriskie; Oct. 6-25] has not shown since 1948. He was 

born in Frankfurt, where he studied with Beckmann and Baumeister; he 

came to this country in 1940, and in addition to painting he has worked 

it silk-screen reproductions. His canvases are very large (about 6 by 7 

feet) or small (18 inches square), and in the middle there is typically 

an expanding circular mass that almost escapes the frame. The Prophet 

has strong mixed greys with violet and orange-red areas that look whirled 

to the outside of a centrifuge. The paintings express emotional power that 

acts without intellectual content. Prices unquoted FA 

Hugh Mesibov [Artists; to Oct. 16], Philadelphia-born, has been exhibit 

ing around since 1941, but only once before solo in New, York. His recent 

oils look as though the paint had soaked into the canvas surface. He is 

working in a scurrying, decorative way which is neither unpleasant nor 

particularly meaningful. His method of combining calligraphy with color 

looks best in some watercolors. Prices unquoted. LA 

Anna Meltzer [Chase; Oct. 20-Nov. 1], veteran exhibitor and teacher. re 

veals a new phase of her work. On her former romantic realism, she im 

poses a more abstract vision. In the earliest works, the dynamism of the 

prismatic color and form, a sort of angular Cubism, are at odds with the 

static subject matter, but as familiarity increases there is a gradual syn- 

thesizing of style and content, most fully realized in such paintings as 

Symphony of the Birds, in which objects are only moderately defined and 

the circular rhythms echo a flurry of feathery excitement. Price un 

quoted. LI 

Staél [Rosenberg; Oct. 6-Nov. 1] remains a leading per 

sonality and an influence, especially upon young French and British artists. 

Nicolas de 

His untimely death in 1955 has not altered this. These twenty-four paintings 

date 1953-54, and were selected, as far as possible, to illustrate the principle 

tendencies in these years, in color, in subject, in technique. Blue Grey Sky, 

1954, looks forward to his very last paintings which were largely in whites 

and greys and thinner in texture and were much more naturalistic than 

most of these. The Bridge of Auteuil, 1954, is one of the last of the year 

It, and those in what was left of the following year, represent a flickering 

out of a talent. But Blue Grey Sky, in its lower part, looks back to the 

years 1950 to 1952 when Staél returned again and again to his canvases, 

a highly conscious artist seeking unbelievably rich and subtle effects. It 

was after 1952 that he began to paint more representationally and he 

appears to have been in an impasse. It does not seem, however, that this 

was because of a need for a picture to communicate more than he was 

able to communicate already through the play of nearly abstract colors, 

forms and textures. Perhaps we shall never know the reason. But if the 

years represented in this exhibition did not produce his greatest paintings, 

it did produce them in astonishing variety: strange paintings in almost 

monotonous color, others in splashes of brilliant hues, extraordinary yellow 

and red paintings; works like Flowers on Salmon Colored Table, 1954, 

from the collection of Mrs. Sampson Field, the enormous Street Musicians, 

1953, from the Phillips Collection, Grignan, 1953, from the collection of 

Mr. and Mrs. Walter Ross, that great explosion of Flowers — Red 

Foreground, 1953 belonging to Mrs. Richard Rodgers, and others no less 

entrancing. Prices unquoted. LA 

Robert Kiley | Meltzer: Oct. 20-Nov. 1]. who teaches at the University of 

Connecticut, documents a search for the monumentally simple, the open- 

ness of the vast opposed to the minute. From the surfaces — blue brushed 

loosely over blue-red — the unexpected small accents, a line of orange rip 
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ping across the canvas, small arresting flickers of color that we find in the 

early 57-5, he slowly begins to reduce his means. $350-$600. a8 

Carybé [Bodley; to Oct. 11], well-known in Brazil for his murals and 

mosaics and as a folklorist, has a second New York show of paintings in 

oil, tempera and drawings in ink, illustrating scenes from Brazilian life. 

He has a clever stylized way of working. Prices unquoted. ~ eae 

Ivan Abracheff [Van Diemen-Lilienfeld; Oct. 18-Nov. 4], who runs an 

art school in Boston and New York, turns to Picasso for help in animating 

his semi-abstract figures, in making them weighty and yet expansive. He 

doesn’t ape the Spaniard’s solutions; he faces a problem. Paring the 

image down to a few essential colors and flat forms, Abracheff struggles 

to use his sophisticated awareness to escape glibness and his awkwardness 

is genuine. Sculptures in-the-round lack the formal necessity of the paint- 

ings in spite of a dramatic distortion of gesture. Here crudity becomes 

ponderous. Prices unquoted 1.H.S. 

Emily Frank [Bodley; to Oct. 4] has her latest show, offering romantic 

views of cities from memory, in thick impastoes and glazes. These oils have 

interesting textural qualities but the watercolors are more remarkable. It is as 

though she dropped, on penciled papers, spoonfuls of water and ink 

which form within their surfaces the illusion of a reflecting mirror, like an 

eye on the paper Prices unquoted. L.C. 

David Shapiro [Milch; Oct. 6-25] is showing landscapes and figures in 

a settled style of bright colors outlined with black. The larger canvases 

are decorative, but when the artist works in a smaller scale his pictures 

suddenly mean more in less space. A woman picking grapes and a study 

for an autumn landscape have a delicate seriousness which is lacking in 

the other oils. $100-$850 H.D.H. 

John Groth [Petite; Oct. 13-Nov. 1] shows oils, watercolors and etchings 

of bullfighting in Spain which illustrate every aspect of the subject (in- 

cluding sound) except its color. A blue frieze of Pamplona Boys positively 

resounds with visual din, but the many versions of the Running of the 

Bulls thunder without lightning. $50-$1,200. H.D.H. 

Edward Giobbi [Heller; to Oct. 11], in his third show at this gallery, 

offers large oils which are dusty and clear at the same time, with a sort 

of immanent openness. Green fields with polka dot orchards of orange, 

blue ones with yellow spots, red with green, all jumble up to heavy and 

dramatic horizons where Kafka’s black castle looms out of the top. 
Prices unquoted H.D.H. 

Harry Engle [Krasner; Oct. 20-Nov. 5] shows abstracting and expression 

izing oils, many of them fruits of a trip through Italy. Capri is interpreted 

is a cyclone, St. Mark’s is seen both inside and out, the Aspect of Rome 

is that of a seaport. There are also some biblical subjects. $600-$1,400. 43.s 

Richard Blow [Bodley; Oct. 15-27], is the well-known founder of the 

Montici (Florence) workshop for the manufacture of pietre intarsiate 

stones set in stone. Although these recent paintings are not very consistent, 

they have pleasant qualities. Prices unquoted. L.A 

Dina Kevles [RoKo; to Oct. 15], who had her last show in 1951, finds 

her subjects in nature and her pictorial means in the works of various 

Abstract-Expressionists. In some canvases, an underlying rectilinear scaf- 

fold becomes the foil for spontaneous handling. In other works, the forms 

are more turbulent, suggesting storms. A third group of pictures are based 

on the figure after Willem de Kooning. Prices unquoted. LHLS 

Ben Eisner [ Arts; Oct. 14-24] is still painting primitive New York street 

scenes, but he has now blossomed out into clearer, more interesting colors 

and reaches towards texture with heavier paint. $50-$400 H.D.H 

Samuell-Telarroja [Crespi; Oct. 27-Nov. 8], a Cuban writer and actor, 

enjoys bright colors and uses them playfully in thick abstractions [$75-$200] 

Ll . . Group show [Schainen-Stern; Oct. 1-Nov. 15] includes Greg 

Baltock’s scumbled temperas and color prints, Kenneth Norton’s energetically 

brushed abstractions, brightly-colored constructions by H. Jack Schainen 

and Alfred Stern [$40-$400] j.m.s. ... Ulrie Bell [Barbizon] shows sweet 

pastel landscapes with reflections in water, and oils of behind-the-scenes 

at the Big Top [prices unquoted] L.t. . . . Donald Carrick [Barone; Oct. 

20-Nov. 8], a young painter who studied with Kantor at the Art Students 

League and now lives in the south of Spain, shows promising abstractions 

. Invitation group [Arts: Oct. 

3-14] includes delicate figures by Dorothy Cohen, a mist of almost invisible 

from nature [prices unquoted] J.M.s. 

Gibson girls by Richard Bacharach, a strong, abstract watercolor landscape 
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USSR. Early Russian Icons. Vol. IX. 

The best examples of this unique art 

during the medieval period of its great 
est flowering. Extraordinarily rich in 

color, abstract conception, and intense 
emotional quality. Hidden for years, 
rarely seen, now available for first time 

in full-color reproduction. Text by Victor 

N. Lasareff and Otto Demus. 

$1800 

MEXICO, Pre-Hispanic Paintings, Vol. 

X. A vivid glimpse of pre-Columbian 

America. The remarkable frescoes of the 
Mayan Temples at Bonampak, first dis- 
covered in 1946 and reproduced here for 

the first time with many details 

and in brilliant color. Text by 
Ignacio Bernal, preface by 
Jacques Soustelle. $1g00 

BOTH VOLUMES 96 pages, 
13%” x 19”, 32 full-page color 
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by Michael Stang, landscapes by Caroline Marshall and Armando del 

Campo [$75-$400] tow. . . . George Peter [Contemporary Arts; Oct. 

6-24] uses black and white lines that suggest flowers, trees, or the city 

to guide the eye through labyrinths of bright swatches of paint |$75-$225] 

who died in 1957, is 1.1L John di Gregorio |Kottler; Oct. 13-25 

seen in rcurately recorded watercolor! lands« ipes ot New \ ork and 

environs [prices unquoted] Lt... . Randulph Bye [Grand Central; Oct. 

7-18], a professor at Moore Institute, Philadelphia, shows serene illustrations 

of the Pennsylvania, Maine and Nova Scotia countrysides | prices unquoted | 

LHS Ruth Ray | Grand Central: Nov. 3-8), in her ninth one-man show 

presents pictures of horses that prance with girls in pony-tails under a 

Lillyan Rhodes 

Schaefer], from Hornell, N.Y.. offered high-fired stoneware sculptures of 

Robert Saxon | Panoras: Oct. 20-Nov. 1) 

pale moon, and other fantasies | prices unquoted| L.1.s 

birds | prices unquoted] 1.1.s 

shows oils of a slightly Expressionist bent, nudes, a blue-green figure 

still-lifes of which one approaches a Leonor Fini Surrealisn Prices 

unquoted] J.s 

New names this month continued from pave 1 

reminiscent of the German flag, and her spaces have an aw d Germat 

force. On top of elements from Constructivism and Baumeister. there is a 

tendency towards an unGerman refinement. Prices unquoted 

John Frank | Nonagon: to Oct. 31]. an ex-student of Robert Motherwell, 

paints in reds, oranges, magentas and tans that throb like a migraine 

Frank is attempting a clearer definition of form which still oscillates between 

hazy atmospheric and crude candelabra shapes. The largest work is the 

most realized: an abstract insect that crouches near the center of the 

invas extends a fearsome claw: the reature does not frighten: it is in 

pain and reaches out. Prices unquoted 1.1.8 

Leo Schutzman [Contemporaries; to Oct. 4], octogenarian garment manu 

facturer, has been taking classes at the Brooklyn Museum School. His 

introduction to the public shows a man naive in his thinking—he has 

the familiar conceptions about the blueness of sky, the greenness of trees, 

the redness of flowers, and the fantastic notions about perspective—but his 

extraordinary creations go well beyond the clichés of folk art. More 

experienced painters interested in vivid, dissonant color will envy the 

daring way in which Schutzman manipulates clashing pinks, greens, yellows 

ind blues. They are expressions of considerable vitality and self-confidence 

Prices unquoted La 

E. B. Michkils [Kottler; Oct. 27-Nov. 8], former interior decorator who 

resumed painting in 1950, exhibits her results in a show called Northwest 

Sumi—Watercolors”—she lives in the state of Washington, admires Japa 

nese craftsmen and uses their ink, sumi. She is best when, as in Cerulear 

Flight, she is spontaneous, colorful with color and free of the sentimental 

or literal. Prices unquoted LI 

Gallery group [ Arts; Oct. 5-15] shows primary colors, like children’s blocks 

in an abstraction by Robert Lawrence, strong Expressionist still-lifes by 

Betsey Bernstein, a prim Tea Party by Joan Cassidy, a brand new Pre 

Raphaelite in Alboum. $50-$500 iD. 

Richards Ruben [Grand Central Moderns: to Oct. 18) is a teacher at 

Pomona College, California. In abstract landscapes, lush mountainous 

segments consisting of inter-twisting ribbons of paint also suggest erotic 

figures or anatomical parts. Sky and valley are rendered in contrasting 

thinly painted areas. However sky is not resolved as sky and as plane 

the surface lacks unity. Ruben is young and promising: his paintings 

are handsome, but facility seems to have given rise to indulgence. Prices 

unquoted LLH.S 

American group | Washington Irving; to Oct. 11] includes an intimate 

street festa by Ralph Fasanella. Although this ingenuous picture of New 

York in repose is semi-primitive, the organization of crowds is subtly 

handled. In two welded constructions by Ruth Vodicka, the metal skins of 

Biblical figures define their open torsos creating tensions between thin solids 

and massive voids. An over-elaboration of details inhibits the flow of space. 

Jonah Kinigstein’s ornate Italian Altar is weighted down with garish gold 
embellishment. Also here are paintings by Abe Linshinsky and N. Rubington 

Prices unquoted. LH.S. 

Nora Drapcee | Barzansky; Oct. 12], a Latvian artist, has shown extensively 

abroad and now teaches at the Kalamazoo Art Center, Her oils include 

examples of earlier European work and paintings of the last three years. 

Mostly moody and dark, they reach an anguished romanticism in the twilit 

Composition for a Refugee Cycle. After these it is a pleasure to see the 
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quiet elegance of her two newer still-lifes or the exuberance of an Ex 

pressionist Autumn Landscape. $150-$500. H.D.H. 

Robert Klippel [Parma: Oct. 21-Nov. 8], an Australian sculptor who will 

teach at the Minneapolis School of Art, had the misfortune of having many 

of his sculptures destroyed in transit and so brings of necessity mostly re 

cent works to his first New York exhibition. In the earliest of his welded 

steel and copper pieces, sheets of metal painted red, white and black or 

ill black partially enclose as well as punctuate space. Planes gradually be 

come facet tensions in space, then disappear altogether in the later rod 

issemblages that are like graceful diagrams of magnetic force. Prices un 

quoted LI 

Olivier Charles [ Arts; Oct. 25-Nov. 4] is a Swiss painter and designer 

who has worked in textiles and ceramics. He offers a group of still-lifes 

n complex Cubistic composition where greys and browns mingle in a 

haze of carefully graduated tones which are given clarity by a glossy 

irface with each object outlined by thin grooves, With these is a yroup 

of rough-textured architectural fantasies. $100-$700 H.DA 

Hal Lewis | Delacort Oct. 15-31 just back from the Maecdowell Colony, 

shows watercolors abstracted from nature in narrow verticals and horizontals 

Chalky green, grey and brown shapes suggesting roots, rocks and branches 

project themselves into the elongated planes in sometimes unexpected 

nelanges Prices unquoted WD. 

Herbert Beerman | Artists’: Oct. 18-Nov. 6], Newark-born, has shown in 

groups in New York and had a fellowship at the Macdowell colony this 

summer. His first solo assault on the New York public is bold and 

issertive—-big sweeps with big brushes, determined, bright color, one sweep 

tid over the other to make a kind of compressed space. In some, one 

color seems to turn on the others, a ragged phagocyte eating sideways 

In others, it is as though he had shaken out a lot of small dabs of color 

Prices unquoted 
1 

Painting and sculpture | Marino: to Oct. 10) by American Negroes 

shows new work by Virginia Cox who, having :mastered a difficult Im 

pressionist technique of extreme delicacy, is in danger of running it into 

the ground. Walter White shows excellent examples of his work in both 

Expressionist and Abstract-Expressionist styles. E. S. Hope, Bob Hamilton 

ind George Herbert present other noteworthy painting and sculpture 

$50-$400 HD. 

Regi Klein [WMorris; Oct. 15-Noev. 1] has a sweetened Shahn vision 

children play hide-and-seek, ordinary birds roost in fantastic trees, a white 

eat vanishes behind a scrim of weeds, Her sensibility is playful, and her 

execution is equal to it. Prices unquoted 1s 

Pehr | Passedoit! is the painting name of Per Hansen, who was born in 

Sweden and lives in Seattle. He shows watercolors of birds, fantasies of 

Sweden and Lapland, and gentle fairy-tale symbols (Mask of a Prince 

Visionary Owl, Jovous Song The images from his own childhood and of 

his experiences of nature could be illustrations for a book written by 

someone else, $100-$300 FP 

Leonard Creo |Chase: Oct. 6-18], a New York bern painter who has 

ived since 1952 in Italy, where he has had a measure of success, makes 

his U.S. debut with a series of paintings titled “People of Rome.” Strongly 

evident is the sympathy he feels for the Romans, but, in his paintings at 

least, it is depersonalized. His interest appears to be in atmosphere. both 

as ambience and light and air. Prices unquoted Ll 

Anne Beer Benedikt | Bodley; to Oct. 4] is having her first New York 

one-man show. She has studied with DeWasne and Hayter in Paris (where 

«he has also exhibited! and in New York. Her oils, all of Mexican subjects, 

have a refreshing directness and a relaxed feeling. The small, sooty-tex 

tured studies in ink and crayon reveal powers of organization which one 

would not have suspected if one had seen only the oiis and watercolors 

Prices unquoted. L.A 

Jorge Elliott |Sudamericana; to Oct. 6) is an Anglo-Peruvian bern in 

Iquique in the northern nitrate deserts of Chile which he paints in hot, 

dry and dark oils. He has taught in Chile and at the University of Wisconsin, 

lectured in England and written works on modern poetry. His Expressionist 

landscapes have the virtue of making plausible a forbidding and unknown 

scenery, especially one of a graveyard. $200-$500. H.D.H, 

Dorothy Brown | White; to Oct. 11], who teaches at the University of 

California, shows oils, watercolors and drawings. The drawings, of beaches 
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SCHOOL OF PARIS — AMERICAN MASTERS 

NEW FALL TITLES 

MOSAICS OF ST. MARKS by 

Pietro Toesca and Fernando Forlati. 

The glorious mosaics of the walls 

and domes of the Church of St. Mark 

in Venice. Text covers both mosaic 

decoration and architectural history 

of this famous religious and artistic 
shrine. 130 pages, 11%" x 15”. 
14 full-page color plates. 

$2250 

BOTTICELLI, by Andre Chastel. 

More than an art book. A refreshing 
'-¢ ) | | it} window on the Renaissance world of 

the frankly sensuous and the deeply 
religious. 56 beautiful reproductions 
of Botticelli’s most famous work. The 

most complete, definitive work ever 

done in color on Botticelli. 148 pages, 

11%" x 15”. 44 full-page 
tipped-in color plates. $2260 

Write for your catalog, or 5 
see these volumes at your 
favorite bookstore. 

and lax palms, are sensitive to medium, leaving out and rubbing in where 

it matters most. The more ambitious works are a bit too much so. Places 

or whitely symbolic birds are interpreted with a dry scumbling. Prices 

unquoted. J.S. 

Yargo Delucca [Collectors; Oct. 6-25], a German-born artist, emigrated 

to Canada in 1951. He shows semi-abstract pictures of hockey-players, box 

ers, canoeists, swimmers and hunters. The meticulous linear design is too 

anemic to give body to the brawny subjects which the artist doesn’t really 

seem involved with anyway. Delucca is a talented young painter in need of a 

subject. Prices unquoted. LHS 

Umana [Delacorte: Oct. 15-31] shows oils, etchings and engravings, both 

figurative and abstract. His oils, all done with the palette knife, reflect a 

preoccupation with line. Prices unquoted H.D.H 

Contemporary Americans [Kottler; to Oct. 11], five artists strongly at- 

tached to the world around them, present it with varied emphasis. Glasser, 

appreciating exactitude, carefully defines objects and mood in The Letter; 

Doris Porter sees patterns and intensifies them; Winifred Mury seeks the I y 

romantic with blurry figures that are lost in grasses that are splashes of 

paint. Prices unquoted. Ll 

Ada Mende [Arts; Oct. 1-11] has been seen only in group shows until 

now. Her canvases, more or less abstract, range from Expressionist to 

Impressionist, sometimes depressing, always impressing. A sad Refugee 

Boy and a warm Story Telling mother and child are not in different styles 

for the sake of experiment, they are different ways to the same quality 

$75-$800. H.D.H 

Nathan Wasserberger [Crespi; Oct. 13-25], winner of a Thekla M 

Bernay scholarship in 1956, exhibits delicate, barely visible paintings which 

evoke nostalgia by their lack of clarity and incompleteness. $150-$300.  L.1 

E. G. Fleming [Burr; Oct. 12-25] is technically at ease in sunny garden 

corners: her pictures are a little like illustrations in magazines of the 1920s, 

though redeemed by “hard trying.” $100-$500 1s 

Sonia Akjayan Harris [Burr; to Oct. 11], a Lebanese who has shown 

in Paris, exhibits landscapes and still-lifes that are crisp and clearly 

drawn. $150-$1,000. 1.s 

Dorothy Ivens [Bodley; Oct. 13-25], Canadian painter who studied in 

Toronto, has her first New York show of still-lifes and landscapes in which 

she sets out to prove that you may use a palette knife for black paint. She 

was cautioned in Toronto against using either. Prices unquoted. Le 

Wilhelm Verhelst [Barone; Oct. 9-Nov. 8], who gave up the directorship 
of the Sioux City Art Center to become a full-time sculptor, presents 

Ss soldered galvanized metal abstractions. Prices unquoted 1M 

Charles and Bee Le Maire [Hammer; to Oct. 4], husband and wife, 

show oils and collages. Charles, executive designer of the wardrobe de 

partment at 20th Century Fox, with three Oscars behind him, reveals a 

practiced hand in his sophistication and versatility with style. The collages 

descend to the pretty and clever, but in Black Hills of Dakota the design 

is powerful and collage effects—multi-layered tracing paper clouds— 

are used to good end. Bee, less concerned with polish, paints happy children 

and heavily textured still-lifes. $150-$1,200. LI 

Art in Interiors [| Midtown; to Oct. 15] leads off this year with an upstairs 

elevator lobby by William Pahlman keyed in colors by Maurice Friedman’s 

painting of a waterfall. Yale Burge decorates a hall-and-corner affair with 

straw matting, rough plaster and cheerful Emlen Ettings. Drawings by 

Robert Vickrey and Isbel Bishop and a tall stork by Arlene Wingate 

enliven the hall. Pahlman recommends a good contemporary painting for 

each floor of our new co-operatives and John Abbate has invented a new 

breed of cats to live in them. He provides a “collectionist’s” corner and 

such distracting antiques that even a boistrous landscape by William 

Palmer shrinks from the viewer. Prices unquoted H.D.H 

Donald Blauhut [Bodley; Oct. 20-Nov. 1], television executive for a New 

York advertising agency, makes his bow with collages which result from 

an interest in antique prints, manuscripts, butterflies, playbills and old 

magazines. Their interest is more in the quality of the selection than in 

the arrangement. Prices unquoted. 2.6. 

Adeine de la Noé [Panoras; Oct. 6-18], a French painter who has 
studied with Hofmann, shows abstractions that have a roughened surface, 
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dripped, often making a play between the blues and reds. The lightly 

pictures have depth and competence, and a knowing uncommunicativeness. 

Prices unquoted J.S. 

Obituaries 

Dr. William Reinhold Valentiner, museum director, art historian, in 

ternational art expert, editor, a frequent contributor to ARTNews, died-* 

September 6, age 78. Recently director of the North Carolina Museum of 

Art. Dr. Valentiner was noted for delving into hidden corners for works of 

art—in 1913 he paid $510 for a painted-over Rembrandt portrait. Author of 

many books on seventeenth-century Dutch masters, as well as a catalogue 

of Rembrandt paintings in this country, he organized the lone U.S. exhibi 

tion honoring chat master’s centenary in 1956, at Raleigh. 

Stephen Bone, British landscape and portrait artist, London art critic for 

the Manchester Guardian, died aged 53, in September. 

Frank A. McCarthy, better known as “Pop” McCarthy during the forty 
‘ years he was U.S. customs examiner of works of art for the Port of New 

York, died September 24 

we 

Editorial ontinued from page 19 

Solutions 

1. Despite the 1940 use of “pure” and the Zen implications, “potency” is 

the clue, dating this fragment in the “medical” 1930s. 

2. The famous-master modifiers immediately give this sentence to the 1940s. 

3. Political “shackles” plus military “salute”—1930s. 

4. The choppy rhythm of “beads” and “wheels,” characteristic of 1940s 

prosody, should not obscure the datable part of the sentence—the “com- 

partments” and the technical use of “vignette”; obviously 1920s. 

5. A gratifyingly pure piece of 1920s prose; note the mixture of popular 

science with myth and poesy 

6. Another pure specimen, this time from the 1930s; note the Communism- 

aware nouns and “syntax” from “New Criticism.” 

7. “Mysterious” indicates the 1940s impinging on a characteristic sample 

of 1920s form-plus-science 

8. Its pastoral color quality immediately dates this in the 1910s. 

9. Rube Goldberg indicates the 1940s, 

10. The short, sharp chops of 1940 art-writing, with a hint of 1920 shop. 

talk—ca. 1949 

Corinth continued from page 32 

But this was only one of the traits of his remarkable temperament; another 

was uncompromising radicality. Everything was yes or no; and if a stand 

had been taken it was held irrevocably. He expressed his radical position in 

a basic maxim (that earned him fierce opposition)—that everything that 

comes before the painter's eyes can be the object of his brush, if it is 

formally and coloristically interesting. To the historicism and naturalism of 

the earlier Munich painters, this was utterly objectionable. As a tanner’s 

son, Corinth had seen much of slaughterhouses, he had butchered animals: 

as colors the combination of the blood-reds of meats could be equally at 

tractive as a bunch of flowers, or a crowd at the Bois. But his remarkable 

paintings of slaughtered animals earned him in Munich the nickname of 

“the Koenigsberg butcherboy.” With a Brueghelian realism he tried, in 

modern form, to extract esthetic qualities from ugly objects and faces. His 

famous Keyserling portrait [fig. 3] is an outstanding example. What 

later would become Expressionism’s trump, made this forerunner’s position 

difficult. He wrote in his diary: “I hate to cover up, and to flatter.” On 

inother occasion he said: “painting is a pictorial expression of our emo 

tional reaction to reality.” 

Being radically uncompromising was an equally serious factor in his 

social life. In the early Koenigsberg days he appeared as a young rebel 

preferring to turn away from provincial social life, and getting ‘involved in 

brawls and with farm girls of the neighboring villages. His robustness made 

him the “mad Corinth” in Paris and Munich, and gave a false impression 

of his motivation for his many realistic paintings of nudes, 

Munch once said that nothing in the world was as hard to paint as snow, 

Corinth once explained that to him the erotic was the greatest mystery, and 

the most difficult to present with the brush, because it implied “the utmost 

of sensitivity of the emotions.” The erotic was to him not animal brutality, 

but something to which he applied the words: “das Geistvollste,” the most 

spiritual in human existence. 

When Corinth returned to Munich in 1890, he was—at least he thought 

himself—solidly established. “All I have achieved, I have earned myself.” 

There were flower pieces bursting with color, still-lifes, astonishingly rea- 

listic portraits, a considerable number of landscapes, large historical sub- 

jects, finally, the remarkable religious scenes that occupied him all his life. 
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Corinth, who might be expected to be an agnostic realist, was always a 

Bible reader It was an Ecce Homo that occupied him during the weeks 

before his death 

Corinth seemed to feel badly displaced and rather alone in the whirl of 

Munich art life. This was especially so towards the end of the decade he 

spent in Bavaria. Finally, a strange friendship led him to move to Berlin. 

He had become acquainted with the Jugendstil landscape painter Walter 

Leistikow, who was, as an art’“t, the exact opposite of Corinth, but Leisti 

kow, who suffered from consumption, had honesty and a sense for emotional 

friendship that Corinth had seldom found, and deeply respected. Leistikow 

knew Corinth was consuming his forces in artist’s politics. He made contacts, 

ind proposed that Corinth come to Berlin and open a school. The idea 

caused a burst of ridicule when it became known in Munich. But Corinth 

followed his friend’s advice, and made the luckiest move of his life. 

The art school was a success. He had entered Berlin with an aura of 

fame, and became a well-to-do, much sought after artist. However most 

important in his change to Berlin was what must be considered the second 

major event in his life. Among his students was Charlotte Berend, twenty- 

five years younger than he. She was his student and secretary for a few 

months, then they got married. Mrs, Corinth’s touching biographical diary 

Vy Lije with Lovis Corinth, tells the story of the misunderstood painter's 

emotional life. This painter of “nude females,” with his strange utterances 

on the erotic, who was believed to have an over-sexed, erotically brutal 

titude towards women, was, in his personal relationship. a shy, lonesoms 

introvert. The fifty-year-old artist was erotically so inexperienced that after 

kissing her for the first time in the excitement of a dance, he let her go, 

feeling so embarrassed that he had to leave the party. His attitude recalls 

the famous study by Fritz Moebius on Goethe and Love; Goethe never came 

near any of the women with whom he fell in love, but idealized them poetic 

illy, so that instead of love experiences or marriage fulfilment, they be 

came to him figures in his poetry. It is well-known that Goethe did not 

marry until late in life, when he wed his housekeeper 

Corinth’s encounters with the erotic seem to have been sublimated into 

forms and colors; he was personally as inexperienced as a student of 

theology. When the opening of his school in Berlin made the need of a 

helper essential, he fell head over heels in love. Charlotte reports how con 

ventional and unsure Corinth was in all marriage and personal matters, 

and how hard was “to live” with him through his own inner and social 

struggles. He was always in trouble because he wanted to be truthful and 

direct. He hated the diplomatic maneuvering of such Berlin art leaders as 

Max Liebermann, and the commercialism of the dealers. Though there were 

no financial hardships, there were endless controversies. There was the same 

restlessness of moving and traveling here and there, and the same wide 

span of subject-matter, from colossal religious composition to small and 

intimate flower pieces. 

Corinth was a firm believer in a German modern style: and emphasized 

that there was nothing the Germans could not do as well as the French 

even better—if they made the effort. For himself, perfection was the major 

aim. During the Berlin years, he developed his style, directing it towards a 

more and more sensitive Impressionism with intensification of the power 

ful coloristic manner. 

The marriage with young Charlotte Berend, who was his equal as a hu- 

man being. enabled him to find resonance for his unusually strong emo- 

tional vacillations, and for his immense artistic temperament, and raised 

him to the heights he reached during the first decade of this century. 

In 1911, Corinth suffered a stroke that incapacitated him for some time: 

this experience was the third major episode in his life, although he re- 

gained full physical control. In his autobiography he wrote: “I don’t feel 

art with the same strong fire as before.” However this did not mean that 

his production decreased in quality, it only changed in—indeed—-an amazing 

way. Critics have mainly noted a lighter, less strong coloring. But this is 

only a secondary factor. Basically, he had felt his inner, strongly ego-di- 

rected power of creativity fail, and consequently he shifted, so-to-speak, the 

center of his creative gravity more to the outside. Some have hailed the 

change in Corinth after 1912 as a radical Expressionism, and, indeed, it is 

Expressionism to a higher degree than before. But it is still a more per- 

sonal manner than that of many of the Expressionists with whom he has 

been compared. He became more intimately interested in landscapes, of 

which he produced an unusually large number. His own reflection of the 

outer world became a more important sphere of experience, replacing his 

earlier psychological motivation, that had sprung from his imagination. 

Few artists have painted as many self-portraits as did Lovis Corinth. He 

produced the greater part of them in the last fifteen years of his life, fol 
lowing his stroke. It was as if he wanted to record the expressions of aging, 

and the aftermath of his sickness, as he observed them in his face. A set 

of self-portrait etchings from this period are reproduced in the auto 

biography. They speak of the inner struggle of this sensitive self-observer, 

of his tragic awareness of losing more and more ground. We know he had 

clear insight to the approach of death, because a religious, framed, self 
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caricature as dead was executed when he had but a few hours left to live. 

The span of Corinth’s impulses reached far outside the field of paint 

ing. He had an intense desire for rationalization, which he worked out in 

i large number of writings. Beside his autobiography, he published (in 

1909) a volume of memoirs under the title, Legends from an Artist’s Life. 

He also wrote an excellent biography of his friend Walter Leistikow (1910), 

and a textbook on How to Learn to Paint (1920). He was also a frequent 

contributor of articles to major German periodicals. 

But Corinth’s greatest achievement was the quality his works attained. 

For him art was self-perfection and self-fulfilment. “Why honor and glory,” 

he once wrote, “the only thing that counts is belief in oneself, and self 

realization.” “All | have achieved. I have achieved by myself 

From Bosch to van Gogh continued from page 35 

museum’s Print Room, 150 little-known masterpieces of Dutch draftsman 

ship by ninety-two artists, on loan from public and private collections, show 

the full sweep of a strongly indigenous character. Except for brief periods 

of outside influence soon digested, as in the Renaissance-inspired Manner 

ists van Scorel and Goltzius, or again the tempting amenities of Rococo in 

such witty exponents as Jacob de Wit and Cornelis Troost, the stern reali- 

ties of life prevail—from Lucas van Leyden’s and Jacques de Gheyn’s North 

ern literalness to van Gogh brutal directness, from Rembrandt's soul-search- 

ing characterizations to that magical identification with nature of the 

innumerable seventeenth-century specialists in indoor and outdoor scenery: 

architecture by Saenredam, river or sea by van Goyen, farm by Seghers, 

burgher by Hals, kitchen by Jan Steen, domestic life by van Goyen. An 

occasional lapse into idyllic sentiment, as in a superb soft crayon Studies 

of Young Shepherds by Adriaen van de Velde suggest the source for 

Boucher and Watteau. After its present stand, the show travels to the Pier- 

pont Morgan Library in New York [Nov. 8-30], thence to the M. H. de 

Young Museum, Minneapolis Institute of Arts and the Boston and Cleve 

land Museums, in that order. 

Arp continued from page 27 

that concentrates on the last two decades [Oct. 8-Nov. 30]. Arp’s tongue-in- 

cheek attack (begun as a child when, he says, he balanced precariously on 

pedestals, mimicking “the attitudes of modest nymphs”) first became famous 

among the Dadas, with such startling pictures as Navel Shirt and Head. 

Later came his search for what he calls “spiritualized essences.” Over one 

hundred tapestries, graphic works, reliefs, rope compositions, paintings and 

sculptures comprise the exhibition. Next month, in these pages, the artist 

will recall his career in a special interview. 

Byzantium continued from page 23 

This last phase is represented in the main by painting and mosaic, 

both on a large and on a small scale. Wall mosaics in the little church 

known as Kayrie Cami at Constantinople, dating from about 1310, and 

numerous wall paintings in Greece and Yugoslavia may be cited as ex- 

amples of the full-scale work; that on a small scale is represented in the 

exhibition both by miniature mosaics and by panel paintings, the like 

of which have never been included in any previous exhibition in the 

West, for they have been loaned from the Vatican, from the U.S.S.R. and 

from Yugoslavia, often from among works that have been cleaned only 

im very recent years. 

The portative mosaics vary in size from panels of about three feet 

high, like a particularly impressive one of Christ from Florence dating 

from the mid-twelfth century to the ones lent from the Vatican and the 

Hermitage which are on a very minute scale, the cubes being hardly 

larger than a pin’s tip. They illustrate the art of the age in its most ex- 

quisite aspect. The panels are more numerous and serve to show what 

developments took place from the early twelfth century onwards. The 

earliest of them is a small icon depicting the Descent into Limbo from 

the Hermitage. It is in an accomplished but rather rigid style, and may 

be compared with a few fine illuminated manuscripts of the same _ period. 

It was however in the later thirteenth and in the fourteenth centuries that 

the best work was done, and there are in the exhibition fine examples from 

the church of St. Clement at Ochrida and elsewhere. They are in a distinct, 

more lively, more humanistic style. Work of this period is characterised by 

the presence of white high lights on the faces and the costumes, and by a 

minute manner, but it is expressive and exquisite at the same time; an icon 

of the Twelve Apostles from the Museum of Fine Art at Moscow may be 

cited. Rather later in date is a particularly delightful panel from the Museo 

Civico at Pisa, depicting the Archangel Michael [fig. 10]; it shows us the 

art of the fourteenth century at its most delicate. But of all the fourteenth 

century works the most superb is perhaps a panel of the Annunciation from 

Ochrida, which in its way is as moving and as expressive as any Duccio 
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and as profoundly spiritual as the best work of Fra Angelico 

been included that date from after the Turkish 

the best is perhaps 

Northwick Park 

\ few later icons have 

conquest of 1454, in order to bring the story to a close; 

one lent by Captain E. G. Spencer Churchill from the 

Collection; it shows scenes from the life and finally the death of St. Ephraim 

the Syrian. The latest in date of all the exhibits is a panel which was per- 

haps produced in Venice; it represents St. Luke painting the Virgin and 

that is half Byzantine and half Baroque. It is not 

S.S.R., but it is interesting 

is in a style a great work 

of art like the icons from Macedonia and the | 

for it represents the final phase in the development of Byzantine art and 

completes the long story which began with Constantine some fourteen hun 

dred vears before. Almost for the first time in history this story can be 

followed with reasonable completeness in Britain in this exhibition 

Paris continued from page 42 

true character of nature’s aspects by artistic means.” Kupka, capturing the 

retrospective at the Musée who died recently, was honored by a large 

d’Art Moderne [see A.n.. Nov. °57]. His beginnings can hardly be called 

exciting. The tone is unmistakably Central European: murky palette and 

heavy, flaccid forms serve to formulate a mixture of Expressionism and 

theosophy. Kupka undergoes his mutation in two stages. First, adoption 

of the Fauve spectrum lends glow to his work. Next, comes the Cube. 

Kupka, like Delaunay and the Futurists, chose to codify the dynamic rather 

than the static aspects of reality. His own brand of Orphism he named 

Musicalism: it is something like Walt Disney's chromatic transposition of 

a Bach fugue in Fantasia. In time, Kupka’s work grows more and more 

dogmatic. The glow has long since gone; winter sets in, hard and pale. Only 

obsession remains to lend the play of curves and straight lines a certain 

urgency. 

The moment of change 

Cubism had its victims as well as its masters. One of the former was 

Albert Gleizes, a sampling of whose work, from 1906 to 

view at Galerie Simone Heller. After an early start in the wake of Sisley 

(1908), followed by a brief encounter with 

1953, was on 

(1906), and of van Gogh 

Fauvism which brightened up his palette, Gleizes found his road to Damas 

cus. Henceforth, he could be seen sporting the complete outfit of the good 

Cubist: triangles, pipes and tobacco pots, rectangles, newsprint, dapples, 

and even the circles which, as Gris had shown in his late years, could 

come in equally handy for serving food and haloeing Virgins. One looks 

at the signature of these pictures and lo! it says 1951 or 1952. Witnesses 

seldom get over the moment which it had been their function to record, 

That moment was excellently evoked by the show organized at Knoedler 

on the theme of “Les Soirées de Paris,” the title of the little magazine in 

which Apollinaire defended the founders of the new art. Around a superb 

landscape by the precursor, Cézanne, are gathered the leaders: Matisse 

(during the brief, doctrinaire spell induced by his sojourn in Africa), 

Picasso, Braque, Vlaminck (his self-portrait, hacked out as if by a Cubist 

woodsman), de Chirico, Derain (already bitten by the bug of old-mastery), 

Léger (the early, gay Noce period), Archipenko (sculpture regarded as 

three-dimensional collage), but also their friends: Picabia (then Orphic), 

Serge Férat, Larionov, Metzinger, etc. What, then, was the feel of the great 

Revolution? Excitement certainly is conveyed, and an exuberant inventive 

ness. Looking closely, we see that Delaunay and Marie Laurencin, Picasso 

and Gontcharova are really complementary. Powerful rigor was the keynote, 

but also exquisite taste: Plato went hand in hand with Diaghilev. Looking 

back, one realizes that these revolutionaries were cautious people: they 

tore down the house, but not before they had carried off its most valuable 

furnishings to safety. This tempered decisiveness is deeply characteristic of 

the epoch an epoch still astraddle on the right and the left: it was the 

First World War that brought an end to this eminently charming am 

biguity. 

The chains of independence 

The Cubists’ caution may well have been premonitory, for revolution brings 

temporary release, not lasting solutions. Instead of the independence sought, 

only more subtle forms of slavery say, economic rather than political - 

are achieved. Freedom from figuration has resulted in a more literal sub- 

servience to the familiar exigencies of painting. The image of a Madonna, 

no matter how symmetric, entails a degree of irregularity: when the 

Madonna is gone, what is there to prevent the artist from balancing pyra- 

mids or inflecting parabolas? In fact, what else can he do? Cuisine lurks 

behind purity. Kill the game, and there’s nothing left to do but to cook it. 

Figuration may not reveal to us the real character of nature’s aspects, but 

it can prevent us from giving in to the patness of our own modes of ex- 

pression. That patness appears clearly, now that the first revolutionary 

flush has subsided, in today’s non-representational paintings: precise posing 

of forms, careful modulation of harmonies. Never have hot and cold tones 
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been weighed more carefully, never have color-transitions been domesticated 

to greater smoothness. 

Oblique naturalism 

When stating is forbidden, imply. By a number of artists, nature is no 

longer shown, but alluded to. Rather, it is the late Cézanne who is referred 

to. Weight and volume are taken out of him, and a pearly haze, in which 

only an oceasional edge (mountain-crest, beach-line, rock-profile?) peeks 

through, pervades the canvas. A kind of assured prudence, as of a hunter 

tiptoeing through the underbrush, is typical of this school, and Arpad 

Szenes illustrated it exemplarily at Galerie Pierre. Allusiveness, as prac 

ticed by that gallery’s painters, usually implies soft, fluid, closely allied 

colors. La Bourdonnaye (Galerie Pierre), blocks them out after the fashion 

of the most influential alluder of recent years, de Staél. A Venetian cli 

mate, tepid and damp, has for some time blurred the edges of Music’s 

hummocks. In his latest show at Galerie de France, the same impeccable 

beige harmonies prevail, but cumuli have given way to nimbus formations. 

[he notion of landscape itself has widened, largely owing to the Sur 

realists’ explorations, to include the inscape: the path down Pantagruel’s 

gullet is much traveled, these days. Saby (Galerie du Dragon) remains 

faithful to his waxen, intestinal labyrinths. Still the temperature has 

changed: the wax is beginning to melt. Wostan uses gouache or bas-relief 

to flatten visceral magmas against the plane (Galerie Dina Vierny). At 

Galerie Daniel Cordier, Christian d’Orgeix displays Surrealism’s final jet 

sam: decalcomaniac agglutinations, punctiliously raveled filaments evoca- 

tive in turn of Matta and Wols. 

Twelve ways to season the square 

As we move leftward along the scale i.e. toward integral purity we 

come upon the Euclidian school. But what, after a while, can you do with 

squares except call them “God,” “Dora,” “Joy” or “Dawn,” as Herbin did 

at Galerie Bénézit? Jean Cortot (Galerie Jacques Massol) varies the mono- 

tony of the basic pattern by introducing diagonal deviations, dappling, or 

by corrugating his textures, while cool modulations of colors and values 

are maintained throughout. One might put the problem this way: how can 

you feed the picture after you have chopped off its head (the figure) ? 

Intraveinous feeding is the answer proposed by Maisonseul, an Algerian 

painter showing for the first time in Paris (Au Pont Des Arts). A ruddy, 

earthy quality, not without a sullen graveness, has been injected into the 

geometric patchwork which, by way of Mondrian, harks back to Cubism. 

Germain (Galerie Jacques Massol) accomplishes a similar chtonic trans- 

fusion by prodding his alignments of squares into obliqueness, thereby 

evoking, as Bazaine did, geological strata: the Sainte-Victoire in cross- 

section. Carrade (Galerie Arnaud) paints precious variations on the horizon 

line, the two planes thus defined being broken up into Staélian blocks, the 

latter at times intersected by Bazaine-like stratifications. 

Several years ago, Damian took Ais flock of squares and immersed them 

in a heavy paste for which Fautrier seemed to have provided the recipe; 

now, they have dissolved to a large extent: pink blotches and streaks 

float in whitish solutions, and vice-versa (Galerie Stadler). Manessier has 

found in watercolor a medium perfectly suited to his gentle variations, 

where arbitrariness of form alone evokes an erstwhile allegiance to geo- 

metry (Galerie de France). Piaubert (Galerie Creuzevault) belongs, like 

Ubac or Poliakoff, to the school of higher carpentry: figures ranging from 

square to circle, but all neatly defined in cool tones where brown dominates, 

are set against uniform backgrounds. 

This is the first part of a two-part article on exhibitions of contemporary art in the 
Paris galleries; the second part will appear next month 

Polloek continued from page 26 

Pollock came to the edges of his canvas, he compensated for this by tack 

ing much of the painted surface around the back of his stretchers.) The 

four sides of the painting are thus an abrupt leaving-off of the activity 

which our imaginations continue outward indefinitely, as though refusing to 

accept the artificiality of an “ending.” In an older work, the edge was a 

far more precise caesura: here ended the world of the artist; beyond began 

the world of the spectator and “reality.” 

We accept this innovation as valid because the artist understood with 

perfect naturalness “how to do it.” Employing an iterative principle of a 

few highly charged elements constantly undergoing variation (improvis- 

ing, like much Oriental music) Pollock gives us an all-over unity and at 

the same time a means continuously to respond to a freshness of personal 

choice. But this type of form allows us just as well an equally strong 

pleasure in participating in a delirium, a deadening of the reasoning fac- 

ulties, a loss of “self” in the Western sense of the term. It is this strange 

combination of extreme individuality and selflessness which makes the work 

not only remarkably potent, but also indicative of a probably larger frame 

of psychological reference. And it is for this reason that any allusions to 
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Pollock’s being the maker of giant textures are completely incorrect. The 

point is missed and misunderstanding is bound to follow. 

But, given the proper approach, a medium-sized exhibition space with the 

walls totally covered by Pollocks, offers the most complete and meaningful 

sense of his art possible 

Then ™ ale Pollo« k’s ( hoice ot enormous sizes served many purposes, 

chief of which for our discussion is the fact that by making mural-scale 

paintings, they ceased to become paintings and became environments Be 

fore a painting, one’s size as a spectator, in relation to that of the picture, 

profoundly influences how much we are willing to give up consciousness of 

our temporal existence while experiencing it. Pollock’s choice of great sizes 

resulted in our being confronted, assaulted, sucked in. Yet we must not 

confuse these with the hundreds of large paintings done in the Renais 

ince. They glorified an everyday world quite familiar to the observer, 

often, in fact, by means of trompe l'oeil, continuing the actual room into 

the painting. Pollock offers us no such familiarity and our everyday world 

of convention and habit is replaced by that one created by the artist. Re 

versing the above procedure, the painting is continued on out into the room 

And this leads us to our final point: Space. The space of these creations 

entangled in the web to 

ske in 

even 80, this 

is not clearly as such. One can become palpable 

of the of lines and splashings, ome extent, and by moving In and out 

kind ot 

than even the few 

can experiene a spatial extension But space is an 

aliiusion tar more 

vork affords. It may be 

vague inches of space-reading a Cubist 

that we are © aware of our need to identify with 

the process, the making of the whole affair, and this prevents a concentra 

tion on the specihes of before and behind, so important in a more tradi 

tional art. But what I believe clearly discernible is that the entire paint 

all him that, rather than observer) 

Pollock is 

a gradual trend that moved from the deep space of 

ing comes out at the participant I shal 

} right into the room It Is possible to see it this connection how 

the terminal result of 

the fifteenth and sixteenth centuries, to the building out from the canvas 

of the Cubist collages. In the present case the “picture” has moved so far 

out that the canvas is no longer a reference point. Hence, although up on 

marks 

correspondence has there been 

the wall, these surround us as they did the painter at work, so 

strict a ichieved between his impulse and 

the resultant art 

What we 

bounds, tends to hil our 

have then, is a type of art which tends to lose itself out of 

world with itself, an art which, in meaning, looks, 

impulse, seems to break fairly sharply with the traditions of painters back 

at least the Greeks. Pollock's near destruction of this tradition may well 

be a return to the point where art was more actively involved in ritual, 

sagic and life than we have known it in our recent past. If so, it is an 

exceedingly important step, and in its superior way, offers a solution to the 

put a bit of life into art. But what who would have is | complaints of those 

do we do now? 

Probably 

Pollock's 

other is to give up the 5 

There are two alternatives. One is to continue in this vein 

many good “near paintings” ean be done varying this esthetic of 

without departing from it or going further. The 

paintings entirely, I mean the single, flat rectangle or oval as 

Pollock 

making of 

we know it. [t has been seen how close to doing so 

himself. In the 

came pretty 

process, he came upon some newer values which are ex 

ceedingly difficult to discuss, yet they bear upon our present alternative. To 

say that he discovered things like marks, gestures, paint, colors, hardness, 

softness, flowing, stopping. space, the world, life, death—is to sound either 

or stupid. Every artist worth his salt has “discovered” these things 

But Pollo k’s 

ind dire« 

naive 

fascinating simplicity 

childlike 

a group of concrete facts seen 

discovery seems to have a peculiarly 

about it. He was. for me imazingly capable of tness 

hecoming involved in the stuff of his art as 

for the first time. There is, as [ said earlier, a certain blindness, a mute 

belief in everything he does, even up to the end. I urge that this be not 

seen as a simple issue. Few individuals can be lucky enough to possess the 

kind of 

careful study of this (perhaps) Zen quality of Pollock’s personality will be 

intensity of this knowing, and I hope that in the near future a 

undertaken. At any rate, for may consider that, except for rare 

Western art 

now. we 

instances, tends to need many more indirections in achieving 

itself, placing more or less equal emphasis upon “things” and the relations 

Jackson Pollock 

frank and 

a directness which the European artists he 

between them. The crudeness of is not, therefore, uncouth 

or designed as such; it is manifestly uncultivated, unsullied by 

training, trade secrets, finesse 

liked hoped for and partially succeeded in, but which he never had to 

strive after because he had it by nature. This by itself would be enough to 

teach us something. 

It does. Pollock, as I see him, left us at the point where we must become 

preoccupied with and even dazzled by the space and objects of our every- 

day life, either our bodies, clothes, rooms, or, if need be, the vastness of 

Forty-Second Street. Not satisfied with the suggestion through paint of our 

other senses, we shall utilize the specific substances of sight, sound, move- 

ments, people, odors, touch. Objects of every sort are materials for the new 

art: paint, chairs, food, electric and neon lights, smoke, water, old socks, 
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MARTIN WIDDIFIELD GALLERY 
a deg. movies, a thousand other things which will be discovered by the 

present generation of artists. Not only will these bold creators show us, 

as if for the first time, the world we have always had about us, but ignored, 

but they will disclose entirely unheard of happenings and events, found in 

varbage cans, police files, hotel lobbies, seen in store windows and on the 

streets. and sensed in dreams and horrible accidents. An odor of crushed 

strawberries, a letter from a friend or a billboard selling Draino; three 

taps on the front door, a seratch, a sigh or a voice lecturing endlessly, a 

blinding staccato flash, a bowler hat—all will become materials for this 

new concrete art 

The young artist of today need no longer say “I am a painter” or “a 

poet” or “a dancer.” He is simply an “artist.” All of life will be open to 

him. He will discover out of ordinary things the meaning of ordinariness 

He will not trv to make them extraordinary. Only their real meaning will 

be stated. But out of nothing he will devise the extraordinary and then 

maybe nothingness as well. People will be delighted or eee critics 818° MADISON AVE. N.Y. 

will be confused or amused. but these. I am sure. will be the chemies a FREDERICK FRANCK Dove continued from page 
| 

Drawings from Africa and the Hospital of Albert Schweitzer, 
American art lumbered slowly along only briefly jarred by the Armory LAMBAREN E 

Show. In order to do this he gave up what would have been most likely 

i success ful career as an illustrator. He worked as a farmer and as a 30 SEPTEMBER - 10 OCTOBER 

lobster fisherman, and fell back again upon illustrating, in order to sup ASSOCIATED AMERICAN ARTISTS GALLERIES 

port his paintings. From one end of his career to the other, Stieglitz 712 FIFTH AVENUE 6 NEW YORK 19, NEW YORK 

represented him. In spite of the paucity of sales in his early years, 

Stieglitz managed to create, with his usual flair, an illusion of exotic 

scarcity. The artists who knew him personally—he died in 1946—say that 

he was a charming fellow. He was very retiring. And he was one of the 

first, anywhere, to paint abstractions, which he did as early as 1910 ELIOT ELISOFON 
DURLACHER BROS. 11 EAST 57 ST., N.Y. 

J 

Most of Dove’s paintings are not abstractions in the sense of not rep 

resenting objects. They have a private symbolism, a short hand, as it 

were, for representing the aspects of things which he liked, or the sounds 

of things. He worked out a system for transferring pop music by Gersh- 

win and Berlin into marks on paper or canvas. He took themes from land 

capes, from the sea—-for seven years he lived on board a yacht—from the 

booming of fog horns, from the moon, from the sun, from farm animals 

There ire sometimes rather obvious traces of O'Keeffe, Demuth and 

Sheeler. This is not to be wondered at. The Stieglitz group was a tight New work by: ADOLPH GOTTLIEB 

little world of its own. To judge from the letters quoted in the book it 

was the exhibitions of the others that chiefly interested him outside of his JOHN werd 

own work. He had made contact with the source of modern art in France, MIRIAM. SCH 

back THEODOROS STAMOS in 1907-08 and even there he stayed away from Paris. Once in 

America he kept away from New York. His work developed in an ec ADJA YUNKERS 

centric, ingrown way. It was a “hick” abstraction. But it was almost the Andre Emmerich OCT.1-31 ia ae 

only thing of its kind being regularly exhibited in America. This made 

it umique 

Yet uniqueness does not mean greatness. The feeling one gets from 

Wight’s book and from the tone of the press release from the Whitney é EDWARD GIOBBI THROUGH OCT. 11 

Museum, is that without ifs, and’s or but’s, Arthur G. Dove is being 

boomed as a great modern master, as America’s answer to Europe and 
Kandinsky. Cubism is bypassed altogether. Dove is the first of all abstract 

painters not only chronologically, but in the the hearts of his countrymen. FDWARD CHAVEZ OCT. 14-NOV. 1 

This attitude seems to stem from bewilderment before the feeling of 

doom and recklessness of modern Abstract-Expressionism. It is also a 

hold-over from a provincial point of view. The fact is Dove occupies an iso john heller GALLERY e 63 EAST 57 ST. 
lated pew in American art. There was little contact between the abstrac 

tionists of the first wave in America, and those of the second in the 1930's. 

except perhaps through painters like Stuart Davis who come between the PRIMITIVE ART 

generations. When invited to participate in the first exhibition of the Ameri 

can Abstract Artists in 1937, neither Dove nor Marin nor Calder (who FOR YOUNG COLLECTORS 

— into another category) accepted . even acknowledged the invitation, AFRICAN AND MEXICAN 

ove’s work does not foreshadow the present as the Whitney Museum's ; 
release states. He was more a sign post, pointing to a place, but never opening October 14th 

going there. More influential work in the first wave was produced by artists SIMPSON'S STUDIO 
t rs ( e 5 ce, Mo vi {usse . \ acdonak yg ebe like Patrick Henry Bru rgan Russell lacdonald-Wright, Weber 445 EAST 78 STREET, N.Y.C. e TR 9-2430 

Hartley and Man Ray. ' 3-8 dail a 
in ; . rs: 3- ily, ay Sa 

If Dove was not a “dynamic doodler’—to use Duncan Phillips’ polite — ——- Y 

phrase-——-we have the right to expect a well-ordered structure from him, 

something in addition to poetic feelings about the universe and a range of os 

fantasy and invention. But it is here that Dove’s weaknesses show up the ] V al Ww af Fy au qe @ 

He is like most a writer who thinks not of nouns and verbs, but of ad- 

verbs and adjectives. The forms in his paintings tend to repeat them- reeent paintings and sculpture 

selves or revolve in equally-weighied rhythmic chunks, like a needle stuck 

in a phonograph record. There is no feeling of tension. His color, sour- oct. 18- nov. 4 

ussish yet sometimes appealing in his earliest works—like a disagreeable 

; hild—turns sani chilles snd beightee ta hie eee dedi ety V A N D I E M ” N- L I L I E N F E L D 

This is not to imply that Dove could not paint a closely-knit affair on GALLERIES an 5. ST St... KB Be 
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occasion. In such paintings as Foghorn, 1929, Sand Barge, 1940, Plant 

Forms, 1915, Huntington Harbor, 1926, Sunrise 1, 1937, Flag Pole, Apple 

Tree and Garden, 1944, Parabola, 1943, Square on the Pond, 1942 and the 

Post-Impressionist landscape painted before 1910, he is able to match a 

poetic mood with a striking image 

Che worst thing about his work is the hobgoblin, animalistic air of a 

Disney cartoon or a tree by Art Young that so often gets into it. He projects 

his forms in naturalistic space with atmospheric implications. These are 

the forms of a beginner who does not understand the implications of ab 

stract painting and is unable to make the transition from illustration. 

Since Dove is a painter who often looks about as well in reproduction 

as in the original, Wight’s book serves its purpose as a well illustrated 

record of a life’s work. A serious defect, however, is the lack of a chro- 

nology of the painter’s life. This makes it hard for a reader who must 

hunt for names and dates in a dull text. Whatever his feelings about 

Dove, Wight never seems to warm up to his subject. After closing the 

book you don’t regret not having known Dove. 

He quotes a phrase from a letter with admiration: “The sea gulls are 

flying by the window and their beaks look like ivory thrown slowly through 

space.” This has the clumsiness which one learns to expect from Dove. 

The words “flying” and “thrown” do not work well together. But they 

might have been reconciled had he not also introduced the images sug 

gested by the words “ivory” and “slowly.” You see elephants, not birds, 

outside his window. But this is like one of his paintings 

Burton Leston Taylor, in the Chicago Tribune in 1912, wrote a poem 

about Dove in which these lines occur: “But Mr. Dove is much too keen 

lo let a single bird be seen; To show the pigeons would not do 

And so he simply paints the coo.” In retrospect, as well as then, this was 

1 shrewd comment on a provincial painter in a provincial time. 

Van Gogh continued from page 34 

after the present miseries of poverty and illness, taking into consideration 

that probably we shall be giving our lives for a generation of painters 

that will last a long while 

The part of the country where I live has already seen the cult of 

in Greece essentially artistic 

Where such 

Venus and after that the poets and artists 

of the Renaissance things could flourish, Impressionism 

will too. 

I have expressly made a decoration for the room you will be staying in, 

a poet’s garden (among the sketches Bernard has there is a first rough 

draft of it, later simplified). The ordinary public garden contains plants 

and shrubs that make one dream of landscapes in which one likes to 

imagine the presence of Botticelli, Giotto, Petrarch, Dante and Boccaccio. 

In the decoration I have tried to disentangle the essential from what 

constitutes the immutable character of the country. 

And what I wanted was to paint the garden in such a way that one 

would think of the old poet from here (or rather from Avignon), Petrarch, 

and at the same time of the new poet living here—Paul Gauguin... . 

However clumsy this attempt may be, yet it is possible you will see in 

it that I was thinking of you with a very strong emotion while preparing 

your studio. 

Let’s be full of courage with regard to the success of our enterprise, 

and you must go on considering this your home, for I am very much in- 

clined to believe that it will last long. 

\ cordial handshake, and believe me 

Ever yours, Vincent 

However, | am afraid you will think Brittany more beautiful—even though 

kere you will see nothing more beautiful than Daumier; for very often 

the figures here are absolutely Daumier. And, as for yourself, it will not 

take you long to discover antiquity and the Renaissance asleep beneath 

all this modernity. And as to this, you will be free to revive them. 

Bernard tells me that he, Morel, Laval and somebody else are willing 

to exchange pictures with me. I am in fact a great advocate of the system 

of exchanges among artists, because I see that it used to be of consider- 

able importance in the lives of the Japanese painters. Consequently, one 

of these days I am going to send you the studies I can spare that are 

dry, so that you will have first choice. But I refuse to make an exchange 

with you if on your part it would cost you such an important thing as 

your [self-|portrait, which would be too beautiful. Surely I should not 

dare, for my brother would be pleased to take it at the price of a whole 

month’s money. Arles, September 1888 

My dear friend Signac, 

Many thanks for your postcard and the information it contained. .As to 

my brother’s not having replied to your letter, I am inclined to think 

that it is hardly his fault. I myself have not heard from him for a fort- 

night. The fact is that he is in Holland, where he is getting married one of 
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these days. 

Well, look here, without denying the least bit in the world the ad- 

vantages of marriage, once it has been contracted, and of being quietly 

settled down in one’s own home, when I think of the obsequial pomp 

of the reception and the lamentable congratulations on the part of the 

two families (still in a state of civilization), not to mention the fortuitous 

appearances in those chemist’s jars where the antediluvian civil and re 

ligious magistrates are kept—goodness gracious—mustn't one pity the poor 

wretch who is obliged, after having provided himself with the necessary 

documents, to repair to a locality, where, with a ferocity unequaled by 

the cruelest cannibals, he is married alive at a slow fire of receptions and 

the aforesaid funereal pomp 

I remain greatly obliged to you for your friendly and beneficial visit, 

which contributed considerably to raising of my spirits. At present I am 

well, and I work at the sanatorium and its environs. I have just come 

back with two studies of orchards 

Here is a crude sketch of them—the big one is a poor landscape with 

little cottages, blue skyline of the Alpine foothills, sky white and blue. The 

foreground, pat hes of land surrounded by cane hedges, where small pea h 

trees are in bloom—everything is small there, the gardens, the fields, the 

orchards, and the trees, even the mountains, as in certain Japanese land 

scapes, which is the reason why the subject attrac ted me. 

The other landscape is nearly all green with a little lilac and gray 

on a rainy day [see p. 33]. 
I was very pleased to hear that you have settled down now, and I am 

longing for news about the progress of your work and about the character 

of the seaside scenery there 

Since vour visit my head has just about returned to its normal state, 

and for the time being I desire nothing better than that this will last 

Above all it will depend on a very sober way of living. 

I intend to stay here for the next few months at least: I have rented 

an apartment consisting of two very small rooms. 

But at times it is not easy for me to take up living again, for there 

remain inner seizures of despair of a pretty large caliber. 

My God, those anxieties—-who can live in the modern world without 

catching his share of them? The best consolation, if not the best remedy, 

is to be found in deep friendships, even though they have the disadvantage 

of anchoring us more firmly in life than would seem desirable in the days 

of our great sufferings. 

Once more many thanks for your visit, which gave me so much pleasure. 

\ hearty handshake in thought, 

Arles, March 1889 Yours sincerely, Vincent 

Promised land continued from page 37 

How this will change the character of the Museum is_ problematical. 

Obviously more space will be needed—The Judgment of Paris is not a 

painting to be kept in a basement—and it is known that the Museum hopes 

to build a wing east from its present building. There, one supposes, some 

twenty years from now, a great repository of 1860-1920 European master- 

pieces will be visited by devout pilgrims who, one supposes further, still 

will be interested in this period, as well as the essential collection of Picasso. 

(The rate at which promises of gifts comparable to the ones now on ex- 

hibition will be secured probably is increasing—viz Gresham's law with 

Veblen’s amendment—although competition from the Metropolitan Museum, 

as hinted in its “Collectors” summer exhibitions, which included many of its 

firm and hopeful promises, will set limits, as well as incentives, to the job.) 

So the reopening of the Museum of Modern Art, after the fire, is a 

glimpse into its planned future—on the third floor is a retrospective for a 

seventy-year-old Dada, Arp: on the other two floors are the collections 

cores and rinds—promises and bequests, masterpieces and mistakes; down- 
stairs is a photographic survey of “historic” American architectural monu- 

ments in peril and worth saving; traveling abroad and spreading the good 

word are a number of exhibitions in which the Museum’s collections are 

heavily represented, including two devoted to the most important art of the 

1950s . . . a Museum of “Modern” Art, the “Modern” as History, our 

“Modern” past . could Father Williams really balance an eel at the end 

of his nose? ; 

It is a Pisgah glimpse of a land filled with promises, and everyone regrets 

that Moses couldn’t come, too... but he was too youthful for Canaan. 1.8.H. 

Kirkeby pictures continued from page 41 

by Renoir, one of which passed through the Margaret Biddle collection. 

In German collections until the second world war were Monet's early 

Jean Monet in his Cradle (fig. 2], with its extraordinary symphony of 

whites and strong Manet influence, and Matisse’s blue still-life of 1911, 

Fleurs et Céramique, which after being acquired by Georg Swarzenski for 

the Frankfurt-am-Main Museum, was bought from Hitler’s Lucerne auction 
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Berdeau of Palm Beach. The list could be extended to such LeRay 

equally important works as: 

by 

Renoir’s Girl Sewing, 1877 |fig. 1], originally 

owned by Renoir’s father: Degas’s Two Dancers with Green Skirts, in 

the Vente Degas, 1918; 

first shown in the Impressionist Exhibition of 1886. Bonnard’s Open Windou 

of 1943 [fig. 3] is one of the latest paintings to enter the collection which 

Modigliani 

exhibition of modern 

portraits monumental three-quarter-length also includes two 

of which one [fig. 4) was in the 1950 Orangeri« 

Italian art: and one or more works by Utrillo, Berthe Morisot, Signac, 

Manet, de 

Raoul Dufy. The collection as a whole presents a sure and personal taste, 

Segonzac, van Gogh (Paris period), Vilaminck [fig. 5] and 

which might elicit some regret that it is being dispersed so soon after its 

formation 

‘ Rembrandt continued from page 38 

that sore. It is the same with every centimeter of a lip or of a metacarpus 

of Mme. Trip. Who succeeded in doing this? Was it a painter who wished 

to render only what is, and who in painting it with perfect fidelity could 

Or a man who, hav not help expressing all its force—therefore its beauty? 

ing understood—by dint of meditation—that everything has its own dignity, 

felt that he must rather devote himself to indicating what it seems to be 

deprived of. 

It has been said that Rembrandt, unlike Hals for example, could never 

in other words, could 

If he failed to see it, 

catch in a portrait a resemblance to his model, or, 

not see the diflerence between one man and another 

is it perhaps because it does not exist? Or because it is an optical illu 

sion? It is true that his portraits rarely reveal individual traits of the model 

The man who is there is not necessarily weak or cowardly, great or small, 

good or bad: he is capable at any moment of being either. But the cat 

icatural feature, the result of a preconceived opinion, is never apparent 

Nor is there ever that lively but fugitive humor of a Frans Hals: it may 

possibly be there but only in the same way as all the rest is there. 

With the exception of the smiling Titus—his son—there is not one serene 

face. All of them seem to harbor a very heavy, opaque drama. Almost al- 

ways in their tense, concentrated poses his people resemble a tornado held 

in check for a second. They contain a very involved destiny which they have 

strictly appraised, and at any moment they are going to “act” it to the end. 

Rembrandt's drama, on the other hand, seems to reside entirely in his eye, 

fixed upon the world. He wants to find out what it is all about in order to 

free himself from it. His people, all of them, are aware of the existence of 

a wound, and take refuge in it. Rembrandt knows that he is wounded, but 

he wants to be healed. Hence that impression of vulnerability when we 

look at his self-portraits, and the impression of self-confident force when we 

stand before his other paintings. 

There can be no doubt that this man, long before maturity, had recognized 

the dignity of every living creature and of every object, even the most 

humble, but at first it was like a sort of sentimental attachment to his 

origins. In his drawings the delicacy with which he treats familiar poses is 

not exempt from sentimentality. At the same time his natural sensuality, 

together with his imagination, made him hanker after luxury and dream of 

sumptuous display 

The Bible fires his 

turbans. It is principally the Old Testament that inspires him and _ his 

imagination: architecture, vases, weapons, furs, 

He becomes wealthy. He is proud 

. Saskia dies. If 

nothing is left now but the world, and if painting is the only approach to 

value. And the 

theatricality. He paints. He is famous 

of his success. Saskia is covered with gold and velvet 

it, the world has only one—or, more accurately, is the on!y 

one is no more than the other, and no less. 

A man does not slough off so many mental habits overnight, or so much 

Rembrandt tried, little by 

little, to rid himself of them, not by discarding but by transforming them 

sensuality. It would seem, nevertheless, that 

in order to make them serve his purpose. He still had a taste for mag 

nificence-—I speak of an imaginary, a dreamed-of magnificence—and a cet 

tain theatricality. To protect himself from them he made them undergo a 

curious treatment: he still made homage to conventional splendors but 

changed them so that their identity was lost. He went still further. He 

diverted that brilliance which made them seem so glamorous into the most 

miserable materials, and so completely that everything became inextricably 

mixed. Nothing is what it seems to be any longer. But what. in fact, secret- 

ly illuminates the humblest material is the unextinguished fire of that old 

love of magnificence which now, instead of being on the canvas, is inside 

This operation, accomplished slowly and perhaps unknowingly, taught 

him first of all that pictorially all faces are of equal value, and that each 

leads back—or leads to—a human identity that is worth any other. 

As for painting, this miller’s son, who at twenty-three knew how to paint 

so admirably, at thirty-seven no longer knew how. It was at this moment 
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that he learned everything, with an almost clumsy hesitation, without ever 

risking virtuosity. And slowly he 

neither greater nor less than that of any other, 

discovered this: eac h object possesses its 

own splendor, which he, 

is in duty bound to restore, and which leads him to the revela 

singular splendor of color. One can say that he is the only 

glorifying 

Rembrandt, 

tion of the 

painter in the world who respects equally painting and model, 

both of them—the one through the other. But what moves us particulariy 

in his paintings, that attempt so desperately to glorify all things without 

sard for hierarchies, is a sort of reflection, or rather, 
perhaps, but not yet extinguished, that 

any reg as it were, the 

embers of an inner fire, nostalgic 

remains of his dreams of pomp and of theatricality, now almost are the 

completely consumed; the signs that his life, like any other, was caught by 

conventional standards, but turned them to good use. And in what a way! 

them, by twisting them, using them, Not by destroying but by transforming 

burning them. And it is these signs of an exterior magnificence that now 

illuminate everything, no matter what—but from within. 

From the beginning, except for a few fanfaranading por 

about his work seal a troubled mind, 

glance in the self-portraits 

Rembrandt? 

traits, everything a man in search 

of a truth that evades him. The sharpness of his 

cannot be explained entirely by the necessity of staring into the mirror. It 

has something of malice in it (don’t forget that he went so far as to pay to 

have a creditor jailed), and vanity (the arrogance of the ostrich feather 

velvet hat... and the gold chains), but little by little his face 

Before the 

on the 

will lose that hardness mirror the narcissistic satisfaction be 

then tremulous quest. 

For some time he has been living with Hendrijke Stoffels. 

Titus, the portraits of Hendrijke alone 

comes anxiety and passionate, 

That marvelous 

woman (except tor seem molded 

by tenderness itself and by the gratitude of the sublime old bear) must 

have satisfied his sensuality as well as his need for affection. In his last 

self-portraits we find no psychological indications. If you like, you may 

perceive something like a breath of goodness pass over them. Or is it de 

tachment? It doesn't matter, here it is all one. 

foward the end of his life, Rembrandt became good. Whether or not 

malice curbs, masters or masks him, it acts as a screen that hides the world. 

Not only malice but all forms of aggression and everything we call traits 

of character, our moods, our desires, eroticism and vanities. Then smash the 

screen and see the world come toward you! But that goodness—or, if you 

prefer, detachment— he had not sought in order to follow a moral or re 

(it is only in his moments of surrender that an artist has any 

If he makes 

go through fire, it is in order to 

ligious code 

religious faith, if he ever has), or to acquire a few virtues. 
his characters, as they might be called, 

have a purer vision of the world and through that vision to produce a 

I don’t really think he gave a damn about being good or bad, 

generous . . . The important thing 

truer work. 

irascible or patient, greedy or was to 

but an eye and a hand. In addition, and by way of that egotistic 

the sort of purity that is apparent 

be nothing 

route, he was to gain—what a word! 

But it was indeed by in his last portrait, so plain as to be almost painful. 

the narrow road of painting that he finally reached his goal. 

If | were roughly, sketchily to sum up this pursuit, one of the most heroi 

of modern times, I should say that in 1642—but even then he was no ordi- 

ambitious young man nary man-—misfortune overtakes, drives to despair an 

full of talent, but also full of violence, vulgarities and exquisite delicacies. 

Without any hope of finding happiness again, with a terrible effort, he 

tried, since painting alone was left, to destroy in his work and in himself 

all those signs of his old vanity, the signs also of his happiness and of his 

aim of painting, to depict the world, 

Was he him- 

This double necessity led him to give 

dreams. He sought, since that was the 

but to depict it in such a way as to make it unrecognizable. 

self conscious of this right away? 

equal importance to painting as material and to the subject paint portrays, 

Then little by little this glorification of painting, since it could not be ac- 

complished abstractly (but the sleeve in The Jewish Bride is an abstract 

picture) tended to make him glorify whatever is represented, but in such 

a way as to defy identification. 

This effort led him to rid himself of everything that made him see the 

world as differentiated, discontinuous and divided into hierarchies: a hand 

a corner of a table, a corner of a table a staff, a 

staff a hand, a hand a sleeve . . . All this 

ip his work carried to the point of making the material lose its identity for 

its greater glorification—all this, I say, 

then as a matter of course to the painting, but, after that, 

is worth a face, a face 

perhaps true of other painters but 

makes you turn first to the hand, 

to the sleeve, 

constantly from one to the other in a vertiginous pursuit toward nothing. 

Also, into the work passed all the old conventional magnificence and the- 

atricality, but now, burned, consumed, they serve only to add solemnity. 

Toward the years 1666-69, there must have been in Amsterdam something 

besides the paintings of an old crook (if the story of the restored plates is 

true) and the city. There was what was left of a great figure reduced to 

the last extremity, in the process of disappearing, going from bed to 

sept. 29 to oct. 18-—_$_>——— 
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easel, from easel to privy—where he probably went on sketching with dirty 

fingernails—and what was left must have been no more than a cruel good- 

ness approaching—not far removed from—idiocy. A chapped hand holding 

brushes dipped into red and brown, an eye fixed upon objects, nothing 

more. And the intelligence that linked the eye to the world was without 

hope. 

In his last portrait he is quietly chuckling. Quietly. He knows every 

thing a painter can learn. And first of all (or perhaps finally?) that a 

painter exists wholly in his eye which travels from the object to the canvas, 

but above all in the hand’s gesture going from the little pool of color to 

the canvas. 

rhe painter is there, all of him, in this peaceful, persistent movement of 

the hand back and forth. Nothing in the world but this peaceful tremulous 

coming and going into which all the magnificence, all the sumptuous 

splendors, all the obsessions have been transformed. Legally he has nothing 

any more. Thanks to some legal hocus-pocus, everything is in the hands of 

Hendrijke and of Titus. Rembrandt no longer owns even the canvases he is 

going to paint. 

\ man has just disappeared completely into his work. What is left of 

him is ready for the garbage heap, but before that, just before, he will 

paint The Return of The Prodigal Son 

He dies before he is tempted to play the buffoon. 

Translat t Lowse Varese 

Amateur standing | 
snbaitiapeetnieneeeninmt 
Aerial perspective, 3 

Color has not been mentioned in our previous discussions of aerial per 

spective. This is because the Renaissance and Baroque artists often re 

garded color as a secondary attribute of form, which by no means denies 

the fact that beautiful colors are to be found in their works. However, we 

must realize the secondary role that color played in their scheme, if we 

are to get at their basic attitude toward form. In the main, color was re- 

garded by the old masters as a decorative, beautifying element super 

imposed upon forms, which were primarily conceived in monochromatic 

light and dark values. Stripped to such bare essentials, many early Baroque 

painters, like Caravaggio and Ribera, in their zeal for chiaroscuro pratical 

ly erased color from their canvases. But with later painters color is added 

in ever enriching degrees, from the deep earths of Rembrandt to the 

brilliant hues of Rubens. 

Throughout Baroque painting we find uniform painting procedures which 

can practically be reduced to formulas. These prevailing constants, learned 

by all painters in the schools and workshops of the masters, confined the 

Baroque concept of form and color within specific, limited conventions, 

which identify the school. With full cognizance of the hazards of over 

simplification, we shall now try to define the Baroque methods in the usage 

of color, with the use of our model, the egg, which we have chosen to ex 

plain the techniques of aerial perspective. 

The Baroque painters painted upon a dark ground, usually of umber. 

Upon this, as an underpainting, the lights were heavily imposed in bold 

impasto. In painting the egg according to this method, we shape the light 

values to conform with the light planes on the egg, as caused by the strong 

light beam which enters from above, and leave the dark ground untouched 

for the dark shadows. In this way the egg’s form appears to emerge into the 

strong light from an obscuring darkness. 

When this monochrome underpainting is thoroughly dry, we then glaze 

or scumble colors, carefully controlled in values and for cool and warm 

gradations, as follows. In the light area the highlights are painted a 

brilliant cool, surrounded by warm tones. The halftones are painted espec 

ially warm as they approach the darker side, where they turn to a cool 

bluish tone; and the shadows remain a warm brown (practically the original 

priming), with cool colors scumbled into them for atmospheric effects. (To 

define our terms, a glaze is a transparent dark color washed over a lighter 

ground; and a scumble is an opaque lighter color thinly dragged or rubbed 

over a dark ground. In both instances the underpainting shows through, but 

modified by the superimposed glazes or scumbles). Thus the old masters 

always painted in layers of opaque paint with superimposed glazes and 

scumbles. Even Frans Hals, possibly the most skilled of all alla prima 

(direct) painters, first carefully washed in an underpainting (some say in 

tempera) to define his forms, “to get his bearings.” In this procedure it 
must be noted that the darks, regarded as negative voids to offset the 

lights, are comparatively ignored. But with the light areas, we are careful 

to have the under layers of paint lighter than the final superimposed colors. 

This underpainting sustains the colors and helps to keep their brilliance 

longer, thus counteracting their tendency to become dulled and darkened 

in time. Finally, if we were to put in a background of drapery, then, over a 
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similar monochrome underpainting of light and dark shapes, as caused by 

the folds, we wash over (glaze) a uniform red, and then also add secondary 

colors, according to our sensibilities. 

A valuable art lesson 

During our formative years as art students, there may have occurred a 

word, or a fortunate criticism, which startlingly opened our eyes, 

toward self-realization. One such experience is 

Mass., who 

chance 

ind helped direct a course 

related by Abram J. Freedman, a merchant of New Bedford, 

has devoted a major portion of his more than sixty years to painting, as a 

Indefatigably through the years, Mr. Freedman 

painter's problem. 

serious avocational pursuit. 

has directed a questioning mind to the Disinterested in 

exhibiting his work, the many canvases gathered in his basement studio trace 

the course of his search in the problems of form and color. 

Once a painter of “pretty” landscapes, the turning point came in Mr. 

Freedman’s career about twenty years ago when, very dissatisfied with his 

work, on the advice of a friend he searched out the late A. F. 

Rockport, Mass., for criticism and guidance. A husky “worker in overalls,” 

Mr. Levinson interrupted his own painting and after examining Mr. Freed 

e him this advice. “Forget everything that you have learned! 

Lev inson in 

man’s work, gay 

You have been seeing things with other peoples’ eves. Go out. look 

and feel about things. Learn to recognize 

if 

around 

try to find yourself—how you see 

your own thoughts and feelings. Then when you decide to paint again, 

vou feel like it, even paint things up side down—it may do you some good.” 

He was also adamant about taking on Mr. Freedman as a private 

Levinson said: “I shall not allow you to paint with me. If you want to 

full of my work; buy one and take it 

pupil. 

imitate my painting, my walls are 

home. If you still wish to be an imitator, attach yourself to one of the many 

other teachers in town. They are surrounded by satellites. They will help 

family and home to please your you paint pictures which you can take 

friends.” Then, rocking back and forth in a rocker, Mr. 

e lucky. For example, if I were to forge your 

payable to me, you would indignantly start 

But look at what 

works, 

upon them without 

I evinson con 

cluded, “You businessmen at 

signature on a check made 

legal proceedings, and I would be in a mess of trouble. 

and they you have done. Your paintings are copies of other artists’ 

cannot do anything about it. You put your signature 

ucknowledging or realizing that they are forgeries. My suggestion is that 

again. Try to paint something that is honestly 

And then 

you try painting all over 

your own, something to which you can rightfully sign your name. 

come bac k. and I shall 

This, Mr. Freedman relates, was just the 

path which he has pursued all these years, 

gladly help vou.” 

jolt needed to set him on the 

a personal quest for knowledge 

to realize his own potentials as a student of art 
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Pratt Institute, New York Uuniversity and Bard College, 

audience 

neighboring departments of 

Princeton, Yale, 

among others, have been presented; the exhibitions reveal the revolution 

in art education initiated by the famous Bauhaus earlier this century. The 

Yale exhibition linked abstraction closely with nature, and showed how 

natural forms are transformed by the contemporary student into an ab- 

stract, symbolic idiom which relates to the beauties of lines, 

shapes and colors. Scheduled for the coming season are 

expressive, 

shows by the art 

Rutgers and Ben- 

Aaron Berkman 

Queen’s ¢ ollege, departments of Hofstra College, Yale, 

nington. 

A New Bedford, Mass. 

man is also a serious amateur painter: 

Arnold Free- 
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New sources, new materials 

Woodworking and sculpting kit. made up of ten different blade sizes, is 

just the thing for stencil cutting, model-making, whittling, clipping, layouts, 

Packaged in its own plastic kit, the blades are right 

kinds of that is 

provided. If one blade size isn’t right for the job, you have nine others to 

write: Griffin Mig. Co. (QO-1|, c/o 

York 22, N.Y. 

sculpturing details, et« 

at hand, ready for all uses. They all fit into the holder 

from. For information, 

32 East 57th Street, New 

choose more 

ART News, 

Artwork projector casts sharp images of photographs, artwork or actual 

objects directly onto a drawing board, enlarging or reducing the image up 

to four times its actual size. Wherever drawing or design is part of a pro- 

cess, “Art-O-Graph” can be used: because the image is cast on any surface, 

art can be rendered with direct application of any selected art medium. No 

needed. The Art-O 

and pro 

intermediate steps such as tracings or photostats are 

is set up vertically along a wall 

downward onto a drawing table. The 

According to the 

Graph takes up no floor space 

jects the image controls are located 

under the table, within easy reach. manufacturer, the 

projector has many applications in commercial and industria] art, map 

making, medical art production, ceramics, leather, etc. Write: J. A. Engel 

Inc. (0-2), ¢'o ARTNews 

Extension cord, a new 25-foot cord put out by the Easiman Kodak Com 

pany, now gives a longer “range” to teachers and lecturers using the Kodak 

Cavalcade Projector and permits slide changing from a greater distance. The 

machine changes slides either automatically or at the press of a button on 

the cord. A lecturer can now run his own slides while speaking from the 

a mere press of the button 
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of these inks. All of them mix freely 

proof Black They lend 

lettering and sketching 

with each other and 

themselves equally well to use with 

struments, pens and brushes, and can be used for 

transparent washes in all forms of art work. They can also be applied with 

The Non-waterproof Black India ink is for fine line work and 

Black 

film and water-repellent drafting surfaces. 

tir brushes. 

washes, can be removed from plastic film by water. Waterproof 

Acetate ink is for use on plastic 

Higgins Super Black is a high intensity ink for art 

pen, Write: Higgins Ink Co. [0-4], c/o ARTNews, 32 East 57th Street, New 

work with brush and 

York 22, N.Y. 

Precision instrument, “Electro-Stylus,” is a finely balanced, lightweight, 

hand-machined and hand-fitted delineating stylus that can be used for 

writing and etching on stencils, plastics, glass, china, porcelain, leather, 

film. It after many metals and is extremely light and will not overheat 

hours of continuous use. According to the company, it causes no radio inter 

ind operates simply like a lamp or radio by plugging directly into 

7200 

ference 

105-120 volts 60 evele AC current. It starts vibrating immediately at 

strokes per minute. In order to change the point, one merely loosens the 

set screw with a small screwdriver, inserts the point all the way, tightening 

securely. Points can be changed without unplugging the stylus. For ad 

justing the instrument to the type of work one is doing, simply loosen the 

locknut at the top so that the adjusting screw can be turned to left or right 

to obtain the desired stroke. For glass work or writing on film, for example, 

less punch or power is needed. When using the Electro-Stylus, hold the 

instrument upright; for dotted lines, move the hand fast; for continuous 

like move the hand slowly. For information, write: 

o ARTnews, 32 East 57th Street, New York 22, N.Y. 

lines, writing, more 

Electro-Stvlus [O-5], « 

- 

Woodworking blades 

ROTO-TRAY 

The Revolving Receptacle 
that holds all your working 

tools within easy reach! 

No more mess and clutter on your draw- 

ing board er work table — the ROTO- 

TRAY will hold almost every item you 
reach for in a day's work. And it re- 

volves to bring just what you want right 

to your fingertips. Diameter 10". Made 
of moulded lifetime plastic mounted to 
revolve on a stee! base. 

Choice of 4 Colors! 
Maroon Antique Ivory 

Fire Red Ebony 

Write on your letterhead for 
200-page catalogue of art sup 
plies An Encyclopedia of Ar- 
tists Materials 

UG Dt ee) Ti 
ran 33a 1 eS ee 3 7) | 

THE NEW CREATIVE MEDIUM! 

esculp-metal 
IT MODELS 

LIKE CLAY- 

HARDENS 
INTO METAL! 

e 

1001 Uses 
In Arts 

and Crafts 

e 

Send 10c for 
handbook 

working in 
sculp-metal 

Sculp-Metai is applied with palette 
knife or fingers. Pieces air harden; 
burnish to rich aluminum. 

at leading dealers 

the sculp-metal company 
701-A Investment Bidg. Pittsburgh 22, Pa. 

G TEN DIL NBSYS 
STANDARD-KOPPEL ENGRAVING CORP. 
225 WEST 39% STREET, NEW YORK 16, N.Y. 

SET OF 12 POSTCARDS 

of ancient monuments and other pictures 

of antiquity; value $1 by post or check 

All of wonderful, ancient Grecian Art. 
Write: 

E. LOUKIDES 
Propontidos St. 19, Sek., Athens, Greece 

ae Canvas 

Mad y Hi meaicas Loadag Hah 

ART NEWS 



HOWARD 

WARSHAW 
Through OCT. 11 

JACQUES SELIGMANN 5 E. 57 

GEORGE 

PETER 
October 6 - 24 

CONTEMPORARY ARTS 
802 LEXINGTON AVENUE (at 62nd St.) 

REGI 

KLEIN 
Oct. 15 - Nov. 

Paintings 

MORRIS 174 Waverly Pi. 
GALLERY © at Christopher St 

Paintings Oct. 20 - Nov. 1 

ROBERT 

KILEY 
MELTZER GALLERY « 38 WEST 57 
GALLERY HOURS 1-5 & BY APPOINTMENT 

DAVID Oct. 20 - Nov. 8 

BUDD 
PAINTINGS 

BETTY PARSONS GALLERY 
SECTION 11 AT 11 E. 57, N.Y. C 

Paintings . - Nov. 

FEINGARTEN GALLERY 
58 E. WALTON PL., CHICAGO 

ALWYN paintings 

thru Oct. 31 

LAZANSKY 
MILLS COLLEGE GALLERY 

66 FIFTH AVE. 

TAYLOR 
Sept. 30 - Oct. 25 

AVANT-GARDE GALLERY, LTD. 
166 Lexington Ave. at 30th St. 

Recent Paintings 

“PEOPLE OF ROME” 

CREO 
October 6th - 18th 

CHASE GALLERY 
31 EAST 64 ST. 

OCTOBER 1958 

Where and when to exhibit | 

Works due Nov. 15. Write Soc. of 4 Arts 

Washington, D. C. 13th Ann., Corcoran 
Gallery. Nov. 22-Dec. 14. Open to all artists 

within 50 miles of Wash. All mediums. Jur 

Awards. Work due Oct. 17, 18. Write G 

Vigtel, Corcoran Gallery. 

Las Vegas, Nev. Art Round-Up, Nov. 2-22 
85 fee. Jury. Prizes. Entry blanks, work due 
Oct. 20. Write: Mrs. ¢ Hrudicka, P.O. Box 

893, Las Vegas 

New York, N. Y. Allied Artists 45th Ann., 
Nat. Acad., Oct. 30-Nov. 16. Oil, wters., 
sculp. Jury. Prizes. $4 fee. Write: H. Bank 26th Bien. of cont. ptg., Corcoran Gallery, 
off, 360 Cabrini Bivd., N. Y. 33, N. Y. Jan. 17-Mar. 8. Open to all U.S. artists. Oil, 
Palm Beach, Fla. Soc. of the 4 Arts, Dec. oil-tempera, encaustic. Jury. Prizes. No fee 
5-30. Oil, wters., dwgs. Jury. $1,500 prizes. Work due Nov. 10-26. Write The Bien. Soc 

| Competitions, scholarships 

Abbey Mural Scholarship. Competition in national Education, 1 E. 67 St.. N. Y. ¢ 
ral ptg. open to U.S. citizens who on Italy. American Acaden n Ron 

Jan. 1, °59 are not more than 35 yrs. Ap fiers fellowships in archit landscape 
plications due Jan. 9; work on Jan. 9 only. archit musical composition, ptg., sculp., art 

Write: 1083 Fifth Ave., N. Y. 28, N. Y. hist., classical studies. Open to U.S. citizens 
Fulbright Art Awards. Scholarships for for 1 yr., beginning Oct. 1, 1959, with pos 
foreign study for 1959-60 under U. 5S. Gov sibility of renewal. $3,000 per yr., with fre 
ernment internat. educational exchange pro residence and studio at the Academy Ap 
gram Awards cover transportation, tuition plications and work due before De ‘1 

books and maintenance. Opportunities for 1958, Amer. Acad. 101 Park Ave., N. Y. 17 
study of painting, graphic arts, sculpture Office lobby sculp. or mosaic: Competition 

and, in some countries, industrial design to design a mosaic or sculpture in the Seat 

Open to lt S. citizens with college degree tle Wash. Logan Bldg. Firat prize $4,500 

r its equivalent, knowledge of the language plus costs of executing and supervising 

f the country of application, good health stallation, 3 prizes of $250, 1 of $100. Write 
Competition closes Nov. 1. Institute of Inter Antero Co 1411 4th Av Seattle, Was 

The exhibition ealendar 

Akron, ©. Art Inet ( ecto to Oct. 19 to Oct. 5; B r, to O« 26 

Albany. N. ¥ Art Inmet Lance to Oct Moeontelair, N. J. Mus R Oct 

12; 2-mar Oct. 14-Neov. 2 \ ) pers Oct 5-26 

10-Nov. 20 Newark, N. J. Mus Sall-lif to Oct. 12 

Andover. Mass. Addison: Japan, Oct 3.26 man show, to Oct. 31 

Baltimore, Md. Mus.: Golschmann coll., + New London, Conn. Mus.: Vorway, Oct. 5-26 

Oct 0. Walters: Costume to Oct. 12 New Orleans, La. Newcomb Coll P 
Charch treasures, Oct. 25-Nov. 23 Oct. 31. Orleans Gall l al oll Oct 

Bel Wis. Schermerhorn Gall.: 2-man, t 12-18 

Oct. 25: Cont. Amer... Oct. 26-Nov. 15 Pasadena, Cal. Mus lta to Oct I 

Birmingham, Ala. Mus.: Grisham, to Oct Philadely Pa Art Alliane ( 

6: Cont. Amer., Oct. 7-Nov. 1. imer Oct. 3-22: 4-man show, Oct 3.26 

Boston, Mass. Cont inst Salemme, to man show Oct Nov. 2: Cont dmer 

Oct 17 Japan Oct 24 Mus Oct. 24-Nov 19 Nivlock, Oct. 29-Nov 23 

Prin Oct. 7-Nov 1; , Oct. 16-Nov Acad dmers., Oct. 25-Nov. 31. Lib.: Prin 

German dwgs., Oct. 10-De« 1 Oct. 1-31. Print Club: An an, Oc 10 

Buffalo N. Y. Albright Gall Band Phoenix, Ariz. Fine Arts Asso deq 

to Oct. 31 to Oct. 31 

Chicago, Hl. Arts Club: Surrealism, Oct Portland, Ore. Mus dnn., Oct. 18-Nov 

1-30. Art Inst Oriental galleries, Oct 18 16: Prints, to Oct. 5 

Print Exhs Sculp., to Oct. 15; 2-man, t Rich nd, Va. Mus dimers Eu t 

Oct. 31 Oct. 26 

Cincinnati, O. Cont. Arts Centr fequi Roswell, N. M. Mus Prints, Oct. 1-30 

Oct 12 Jaz archit Oct. 24-Nov 14 G. Rocket , Oct. 1-June 30 

Mus.: Domjam, Oct. 21-Nov. 25 Sacramento, Cal. Crocker Gall Park, Oct 

Cleveland, O. Mus.: Indians, to Oct. 22 12-Nov. 9; Dwgs., Oct. 12-Dec. 28; ¢ 

Wise Gallery Fr Oct. 19.31 dimer Oct. 26-Nov. 29 

Celerade Sps., Cole. Arts Centr Local San Francisco, Cal. Mus Nature in a 

how Tessai, to Nov. ll dir Force centr stract to Oct 12 Leach, to Oct 12 

Prints, to Nov, 30 Graphs Oct. 17- Nev. 9 De Young Mus 

Ceral Gables, Fla. | man, Oct. 7-Nov. 2 van Gogh, Oct. 10-Nov. 30. Leg. of Hon 

Dallas, Tex. Mus.: Prints, Oct. 4-31; Ann., Lo show, to Oct. 26; Hlavka, Oct. 4-31 
Oct. 4-Nov. 16; Amer. archit., Oct. 4-26 We . Oct. 18-31; Prints, to Oct. 26 

Denver, Cole. Mus Jungle art, to Oct. 15 Seattle, Wash. Mus Marquet, 4-man shou 
15-Feb. 15 to Nov. 2. Dusanne Gall.: Banks, Oct. 2-23 

Des Moines, Ia. Art Cotr Cont. Amer Seligmann Gall Avery, Oct. 18-Nov. 8 
Color, Oct 

to Oct. 12; Bellows, to Oct. 31 Saint Louis, Mo. Mus.: Liths., Oct. 2-22 
Emporia, Kan. Coll.: Prints, to Oct. 14 Santa Fe, N. M. Mus. of N. M I 
Hartford, Conn. Wadsworth Atheneum Kooning, to Oct. 31 
Chin., Oct. 17-Nov. 30; Titzell mem., Oct Syracuse, N. ¥. Mus Cerams., Oct. 26 
0-Nov 23 Dec 7 

Houston, Tex. Mus Kepes, to Oct 30 Urbana, Hl. | Rugs, to Oct. 26 

Japs., to Oct. 31; Human Image, Oct. 11 Utica, N. Y. M-W-Proctor Inst Tomlin 

Nov. 23 Oct. 5-26 

Kalamazoo, Mich. Art Cotr Print to Washington, D. C. Corcoran Hultherg 
Oct. 31 Maclver, Oct 15-Nov. 16. Dickey Gall 

La Grande, Ore. Coll Prints, Oct. 8-29 Field, Oct. 6-Nov. 12, Dupont Gall.: Edel 
La Jolla, Cal. Art Cntr Heinz, Oct. 1-26 man, to Nov. 10, Nat. Gall Dutch master 
dllen, Oct. 29-Nov. 23 dwgs Oct. 5-26: C€ Russell, Oct. 12-Nov. 2 

to Oct Place Gal WcKinsey, to Oct. 11; Shacke Long Beach, Cal. Mus S. Calif., 
21; Internat’, to Mar. 1; Lecal, to Nov. 5. ford, Oct. 14-Nov. 1 
Los Angeles, Cal. | Prints, to Oct. 31 Winnepee, Can. Art. Gall.: 
Memphis, Tenn. Brooks Gall.: Prints, Oct Oct. 12 
1-30 Worcester, Mass. Mus Eur dwgs., 1 
Minneapolis, Minn. Walker Cotr.: Dreher Oct. 26 

Andrews, to 

New York City Exhibitions are of paintings unless otherwise specified 

4.C.4. 63 E. 57 Flock, Oct. 20-Nov. 8 drts 62 W. 56 Mende, Oct. 1-11; Con 

idam-Ahab 72 Thompson dmer., Oct. 5-15; Cont. Amer., Oct, 3-14 
Cont. Amer., to Nov. 30 O. Charles, Oct. 25-Nov. 4: Eisner 

flan 766 Mad. Hunt sculp., to Oct. 18 Oct. 4-24 

Oliviera, Oct. 20-Nov. 8 Art Students League 215 W. 57 

filison 32 E. 57 Amers., to Nov. 30 Cont. Amer., to Oct. 3) 
de Aenlle 59 W.53 Gambini, Lurie, Oct. 6-18 fvant-Garde 166 Lex. B. Taylor, to Oct. 25 

Bermudez, Oct. 20-Nov. 8 Ney, Oct. 28-Nov. 22 

d’Arcy 19 E. 76 Prims, Oct. 11-Nov. 8 Babcock 805 Mad. Cont. Amer., Oct. 1-11 
drgent 236 E. 60 Graphs., Oct. 6-18 G. R. Davis, Oct. 13-Nov. 1 

Wrers., Oct. 20-Nov. 8 
Marines, to Nov. 30 

Barone 1018 Mad. Carrick, to Oct. 18 
Verhelst sculp., Oct. 9-Nov. 8 

Amers. Rogoway, Oct. 20-Nov. 8 

3-man, Oct. 3-16 Barsansky 107i Mad. N. Drapce, to Oct. 12 
3-man, Oct. 17-30 Cont. Amer., Oct. 14-31 

Mesibow, to Oct. 16 Berryman 2852 Bway Eur. graphs., to Oct. 31 

Beerman, Oct. 18-Nov. 6 Glazier, Oct. 27-Nov. 15 

drgosy 116 E. 59 
drt Directions 545 Ave. 

4rtists’ 851 Lex. 

ROSE FRIED * 40 €. 68 

to October 25 

RONNIE ELLIOTT 
RECENT OILS 

next exhibition 

SUMMER 1958 ACQUISITIONS 
OF MODERN MASTERS 

HY COHEN 
to October 18 Recent Paintinas ° 

ACA . 63 EAST 57, N. Y. 

COLD SPRING HARBOR ART CENTRE 

BERA LAZUK GALLERY myrtle 2-6888 

STELLA JACOBI 
Sculpture 

Rudolf Jacobi’s portrait of Pablo Casals 

October 12 to November 7th 

Paintings 

E. G. FLEMMING 
Oct. 12 - Oct. 28 

BURR GALLERIES 
New York 115 West 55th St. © 

Recent Paintings 
Oct. 16-31 

FRANK 

EIFERT 
* 

PIETRANTONIO 

26 EAST 84 ST.,N. Y. 

RECENT PAINTINGS 
ANNA E. 

MELTZER 
OCTOBER 20-NOVEMBER ist 

CHASE GALLERY 
31 EAST 64 ST. 

50 YEARS OF 
AMERICAN PAINTING 

Oct. 13-Nov. 1 

WASHINGTON IRVING GALLERY 
Bernhardt Crystal, Dir 

49 Irving Place, cor. E. 17 St., N. Y. 

ROBERT Paintings 

SAXON 
Oct. 20 - Nov. 1 

PANORAS ° 62 W. 56 St. 

Recent Paintings 

Oct. 25-Nov. 4 OLIVIER 

CHARLES 
the ARTS GALLERY 
JU 2-8175 62 W. 56 

65 



THE DOWNTOWN 
GALLERY v5." civ 
to October 11 First Public Showing 

DOVE 
WATERCOLORS 

Oct. 13 - Nov. 8 

33rd ANNIVERSARY 
New examples by DAVIS © O'KEEFFE 

RATTNER © SHAHN ¢ SHEELER 

WEBER © ZORACH 

PAINTINGS 

Oct. 20-Nov. 8 

JUSTER cattery 
154 East 79th St. © New York 

YARGO 

DELUCCA 
Oct. 6 - 25 

COLLECTOR'S GALLERY - 49 W 53 

BERMUDEZ 
Oct. 20 - Nov. 8 

Paintings 

de Aenlle « 59 w. 53 

RICHARDS RUBEN 
guest exhibition 

to Oct. 18 

Grand Central Moderns 

1018 Madison Ave., N. Y. (at 79th St.) 

INOKUMA 
Oct. 7 - Nov.] 

WILLARD ~ 23 West 56 

Paintings 

WATERCOLORS 
and 

DRAWINGS 
Sept. 25 - Oct. 18 

LEVINE « REMENICK e¢ WHITE 

DAVIS GALLERIES = 231 £. 60 s+. 

FRANCK 
PAINTINGS 1957-58 

also 

DRAWINGS FROM AFRICA 

PASSEDOIT oc: pact six 

| The exhibition calendar 

Berry-Hill 743 Fifth 

18 

8 
29 

15 

19th-cent imer t Nov 

Bianchini 16 E. 78 
WV. Thomp Oct. 6-Nov 

Bodley 225 E. 60 Carybe, to Oct 

R. Blow Oct 15-27 lven Oct 13 

Schawinsky, Oct. 6-18: Blauhu Oct 

Nov 

Borgenicht 1018 Mad Peterdi, Oct. 7 

R. Crawford, Oct. 28-Nov 

Brata 89 E. 10 ( t. Ame Oct 

( r Nich 1 Oct. 24-N 

Brooklyn Mus. Eastern Pkw 
Bur he Dead Oct. 21-Jan 

/ print oO N 

Burr 108 W un Ha to O 

E Flem Oo 12 

ime oO 6-Nov 

Carlebach 937 Thir Prim oO 

Carstairs 11 }t 57 Con Eur t Nov 

Castelli 4 E 77 Sat On 

( imer Oct 21-N 

Chalette 1100 Ma 

Scu y ptr Oct. 15-N 
Chase 31 E. 64 Fr fm te Oct 

fr Oct. 6-18 Weltzer. Oct 20-N 

Circulating Lib. 28 ft 72 

i im N 

City Center 131 W 

c i N 

Cloisters Ft. Tr Pk Ved N 

Collectors 49 W D oO 6 

Comerford 117 ¥ 7 ( Oct 
Contemporaries 92 Ma 

R Oct. 7 

I oO N 

Cont frets 802 Lex Pete Oct. 6-2 

Cooper Un. r Sq. ¢ h Oct 
Crespi 232 | _ a en . Oct 

ue oO 

Ss 7 0 Nov 
Davis 231 E. & Oct 

B s 0 N 

Deitsch 51 E. 7 CG oO 

Delacorte 822 Ma Ur to Oct 
me & Oo 

Downtown 32 | > Dove. to Oct 

‘ Oo 13-N 

Duncan E. 61 Lindeman. Oct 

( { On N 

Ss i, Oct N 

Duveen 18 E. 79 
f ’ .o 

Durlacher 11 FE 7 F oO 
S. N oO 28- Nov 

Eggleston %9 Mad. ¢ in 0 
Emmerich 17 E. 64 Con im oO 

Este 32 E. 65 vu N 
FAR 74% Mad Fr. gr 1 oO 

Feigi 601 Mad imer Eur N 

Findlay 11 ft 7 Fr Oct 
Fine Arts 41 E. 57 Fr. mod Oct. 7 

Fleischman 227 E. 10 ¢ t. Amer Oct 
n oO N 

French 978 Ma Conr Oct 

Fried #0 E. 68 R. E tt, to Oct 
Gal. GC. 200 E. 59 oO to Oct 

Dweg 0 7 

Graham 1014 Mad 
Durch 4 uly Oct. 14-N 

Grand Central 15 Vander 
Cont imer to Oct WO: Cherer t On 

10 B Oct. 7-18; Bradbury, Oct. 14-2 

Waure Oct. ZI-N 

Grand Central Mod. 1018 Mad 
R. Ruben to Oct 

Cont. Amer Oct. 20-Nov 

Cuggzenheim Mus. 7 FE. 72 Select to O 

Gug. Interna sward, Oct. 22-N 

Hammer 5) E. 57 Fr., Oct. 6-Nov 

Hansa 210 Cent. Pk. §S 
( Sculf Oct. 13-N 

Hartert 22 | 8 Eur im » oO 

Heller 63 t 7 {m 0 
FE. Ch Oct. 14-N 

Herve 611 Mad. Cont. Fr imer to N 

Hewitt 22 E. 66 V. ¢ uly to Oct 

Regensburg, N 4 

Hirechl, Adler 21 }t 7 Fr., to Oct 
IGAS 65 W. 56 Craphs.. to Nev 
Jackson 32 E. 69 Guta to Oct 

Cont. Amer Jenkin Oct. 28-N 

James 70 E. 12 Cont. Amer., to Oct 
dbby, W Oct. 31-Nov 

Janis 15 E. 57 10th ann to Nov 

Jewish Mus. 92 & Fifth 
Natzler ram Oct. 23-Dec 

Juster 154 E. 79 I to Oct 
Wart Oct. 20-Nov 

Kennedy 785 Fifth Olsen wtcr Oct. 13 

Kleemann 11 FE. 68 Cont. group., to Oct 
S. Weid Oct. 20-Nov 

Knoedler 14 E. 57 Fogel, Oct. 7 
4. Wyeth, Oct. 27-Nov 

Koots 1018 Mad Picasso, to Oct 
Ser Oct 21-Nov 

on, Nov. 11 

Kottler E. 65 Cont. Amer., Oct. 1 
Di Gregorio, Oct 13-2 

Michkils Oct 27-Nov 

Kraushaar 1055 Mad. Cont. Amer., to Oct 

Evett, Oct. 13-Nov. 1; J. Laurent, Nov. 3 

Krasner 1061 Mad W. Barnet, to Oct 
Engel, Oct. 20-Nov 

Little Studio 673 Mad. P. Henry, Oct. 2 

fgostinelli, Oct. 16 

March 9 E. 10 Cont. Amer., to Oct 
j-man, Oct. 3-21; Barber, Oct. 24-Nov 

Marino 6% W. 56 Cont. Amer., to Nov 

8 

13 

18 
& 

15 
29 

14 
10 

Meltzer 38 W. 57 Kiley, Oct. 20-Nov. 1 
Metropolitan Mus. 82 & Fifth 
How to look at ptgs., to June 3; Amers 

Oct. 16-Jan. 4; Photos., Oct. 24-June 30 
Wi Chou % W 6 j-man, to Nov. 1 

Midtown 17 E. 57 Interiors, to Oct. 15 

Sivard, Oct. 28-Nov l 

Wileh 21 E. 67 D. Shapiro, Oct. 6-25 
Etnier, Oct. 27-Nov 15 

Wills Coll. 66 Fiit! Lazansky, to Oct. 31 
Morris 174 Waverly R. Klein, Oct. 15-Nov. 1 

VWorgan Lib. 29 | 6 

lta dwes Lord Nelson, to Oct. 25 

Moskin 4 E. 88 Cont. group, to Nov 
Wus. Modern Art ll W 

Arp New acquis Oct. 8-Nov 0 

{rchit., Oct. 8-De 15 

Wus. Primitive Arts 15 W »4 
Pre ss metals, Oct. 28-Feb. 19 

de Nagy 24 E. 67 Cont. Amer., to Oct. 1 

K. Noland, Oct. 14-Nov. 1 
Nat fead. Design 10835 Filth 

H.w Ranger, to Oct. 12 

filied Ar s, Oct 0- Nov 16 

Vew 601 Mad Mod. Eur to Oct. 31 

New Arts Center i193 Lex 

Picasso graph Oct 1.20 

Chaga Oct. 20-Nov 10 

Vewhouse 15 FE 57 Old master to Nov ( 

vy. YY. Pub. Lib. 42 & Fifth 
f k 7 t D 16 

Vew School 66 W. 12 Cont. Amer., to Oct, 17 

Newton 11 FE 7 Old master to Nov 
Vireau %2 Ma Cu Oct. 1-20 
VNonagon 9 S« i Av J. Fra Oct. 28 

Vordness 700 Ma Guglielm Oct. 14-N l 

Panoras 62 W 6 De la N Oct. 6-18 
R. Saxon, O 20.N 1 

Parma lili Lex Cont dimer Oct. 1 

A uly Oct. 21-Nov. 8 

Parsons 15 t 7 Kent sculp to O 1 

H. St 0 N ] 

Passedoit \2) Ft 7 F. Franck, Oct. 6-Nov. 1 
Pen & Brush 16 E. 10 M. Carver, Oct. 1-15 

Peridot 820 Mad Crampton, to Oct. 11 
Schnechaum Oct 13.N l 

Perls 1016 Mad 
Cont. Eur imer to Oct. 1 

r Oct. 13-Nov. 8; Amat 20-Noy. 22 
Petite 718 Mad Lee-Smit Ox 11 

i } Nov l 

Pietrantonio 26 E. 84 

Poindexter 21 W 

Phoenix #0 Th 
Portraits 136 E. 57 

Rehn 683 Fifti 

Riley 24 FE. 67 

Riverside Mus. 310 

Roerich 319 W. 107 
RoKeo 925 Mad 

Staé Oct. 6-No 1 

77 Mod. Fr to Oct. 18 

7 man Oct 20-Nov 1 

Rosenberg 20 FE. 7° de 

Saidenberg 10 F 

St. Etienne 46 W. 57 
Kokoschka, Oct 27-Nov 15 

Salpeter 42 ¥} 7 Cont. Amer., to Nov. 30 

St. Jos. Coll. Clinton & DeKalb 
Girard, Oct. 20-31 

Scalamandre 20 W. 55 

Directoir Empire, Oct. 1-De« I 
RB. Schaefer 32 E. 57 Cont. Amer., Oct. 6-25 

RB. Greene, Oct. 27-Nov. 15 

Schaeffer 983 Park Old masters, to Nov. 30 

Schainen-Stern 200 E. 41 
Cont. Amer., to Nov. 15 

Schonemen 65 Ff 57 Mod. Fr to Nov. 30 

Sculpture Center 167 E. 69 
Cont. sculp Oct. 20-Nov. 10 

Section If 11 EF 7 4.man, to Oct. 18 

D. Budd, Oct. 20-Nov. 8 

Segy 708 Lex 4frica., to Nov. 30 

J. Seligmann 5 E. 57 Warshaw, to Oct. 

Stable 924 Seventh Plate, to Oct. 15 
K. Morris, Oct. 20-Nov. 8 

Studio 22 E. 13 Cont. Amer., to Oct. 31 

Stuttman 831 Mad S. Shapiro, Oct 29 

Sudamericana 866 Lex 
Nierman. Oct. 13-Nov 1 

Terrain 20 W. 16 Art as praise, ta Oct. 31 

U. N. Headqurtrs. East End & 45 
4indean textil to Nov. 30 

Van Diemen 21 Eb. 57 
Shrachefil. Oct. 18-Nov. 4 

Village Art Center % Grove 
» Cont. sculp to Oct. 17 

Cont dmer Oct. 20-Nov 

= Cont. Amer., to Oct. 

K Sage Oct. 27-Nov 

Viviano 42 

M. Walker 117 E. 57 Eurs., to Nov. 15 

Wash. Irv. 41 Irv. Pl. Amers., Oct. 13-Nov. 1 

Weyhe 794 Lex Galicia, to Oct. 18 
Cambodian stone rubbings, Oct. 27-Nov. 30 

White 42 E. 57 Neustadt, Oct. 14-31 

Whitney Mus. 22 W 54 Fulbright artists 

to Oct. 5; Acquis., Oct 14-Nov. 9 

Dove, to Nov. 16 

Widdifield 818 Mad. Cont. Amer., to Oct. 
W ildenstein 19 E..64 Ped. Refrigerators, Oct. 1-15 

Willard 23 W. 56 Inokuma, Oct. 7-Nov 
Wittenborn 1018 Mad. Schawinsky, Oct. 6-18 

Bozzolini, Oct. 20-31 

World House 7 Mad 
Baizerman sculp., to Oct. 25 

20th-cen. Germans, Oct. 28-Dec. 10 
Young 1 E. 57 Old masters, to Nov. 30 
Zabriskie 32 E. 65 Amer. Cubism, to Oct. 4 

Urban, Oct. 6-25; De Niro, Oct. 27-Nov. 15 

Sept. 20th - Oct. 18th 

NEW ACQUISITIONS 

Oct. 20 - Nov. 15th 

SEFF WEIDL 
MIXED MEDIA 

KLEEMANN - 

ADA 

MENDE 
the ARTS GALLERY 
JU 2-8175 

STEFANELLI 
POINDEXTER GALLERY, 21 W. 56 

SAVELLI 
Paintings Sept. 30-Oct. 18 

LEO CASTELLI « 4€.77 

GROTH 
Paintings and Etchings of 

BULLFIGHTS 
Oct. 13-Nov. | 

PETITE GALERIE 
718 Madison Ave. (63-64) St. NY 

THE 

EISNE 
the ARTS GALLERY 

62 W. 56 JU 2-8175 

Oct. 14-31 

NEUSTADT 
Prints and Collages 

RUTH WHITE GALLERY 
42 E. 57 St., N.Y. 

11 E. 68 

Recent Paintings 

Oct. 1-11 

62 W. 56 

Paintings 

Extended to Oct. 18 

CONTEMPORARIES 
992 Madison Ave. at 77th St., New York 

New Paintings 

BEN Oct. 14-24 

ART NEWS 

fe 



The shortest distance between two points 

isa JET line! 
ral are, ORE Pt ee FE 

SF Fs 
ae 

Are you flying from New York to London? London to Rome? 
Bombay to Singapore? Hong Kong to Tokyo? 

Between almost any two cities you’d care to name... 
anywhere on the globe...you can today BOOK BOAC. 

Between many of these points, you can shorten 
the distance by flying jet. 

With today’s jet-powered Britannias and tomor- 
row’s “pure jet” (i.e. propellerless) Comet 4’s, you 
will fly two of the fastest, most restful, vibrationless, 
passenger aircraft in the world. 

The Comet 4, for example, recently flew New York 
to London, her 537.8-miles-per-hour trip taking less 

than 6% hours, shaving 1 hour, 17 minutes off the 
record for an Atlantic crossing! (Her scheduled flights 
will be open to BOAC passengers later this year.) 

All over the globe, over 1000 routes are offered you 
by BOAC. Increasingly, BOAC jets make any route 
your shortest distance between two points. 

* * * 

TRAVEL AGENTS! Tell your clients, planning a trip 
to another part of the world, about BOAC’s ‘ billion 
miles of experience in flying jet! And about BOAC pro- 
viding the first jet service across the Atlantic! 

British Overseas Airways Corporation / a 
Flights from New York, Boston, Chicago, Detroit, San Francisco, Montreal. Offices also in Atlanta, Dallas, Los Angeles, Miami Philadelphia 

Washington, Toronto, Vancouver, Winnipeg 

Pittsburgh, 
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COMING EVENTS COUNTRY LIFE THE SPHERE GEOGRAPHICAL 
IN BRITAIN of startlingly i lu ious] printed World-wide coverage of 
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Christmas Issue of the for 

ILLUSTRATED LONDON NEWS vac jonist i “the Uni- 

This luxurious issue (the Decem- Fav 

ber 1958 selection of the Club) is 

an annual event — eageriy antici- 
pated. Its regular price is $1. An Exceptional Offer from the 

Pa MAGAZINE-OF-THE-MON
TH CLUB 

12 of Britains 

, BEAUTIFUL 
- f one every month ae F R r E 1959 

A ee “This England” 
CALENDAR 

Regular Price $1.25) 
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— An Unusual and Delightful Gift Idea 
WIDE WORLD 

age Bp ¥ ES, now you (and your friends) can fiction, humor, art and criticism; world 
enjoy 12 of Britain’s favorite maga- news commentary; fashion and decora- 

zines A NEW AND DIFFERENT sting news. Whatever your particular in- 

PUBLICATION EVERY MONTH OF ss terest, you’re almost certain to find it i il ail ae 

THE YEAR all for only $7.50 with between the covers of these splendid oo. aan ——, - 

The Economist membership in this unique Club. magazines. 10 in.) contains a charm- 
ing picture of city or 

Your December 1958 selection will be And here’s a wonderful gift suggestion! countryside and a fa- 
mous quotation The fav- 

the highly prized Christmas Issue of The Doctors, clergymen, businessmen, teach- “nae erm] oe ae 

Illustrated London News — which regu- ers, students, people who travel and folks 
larly sells for $1 alone. And —asamem- who wish they could — practically 

bership gift you'll also receive, free, eyeryone will be pleased (and flat- 
: the beautiful $1.25 “This England” 1959 tered) with a gift membership. It 

THE ECONOMIST Calendar described on this page! will bring pleasure not once, but eee eae ca 

Clear and penetrating Through the popular periodicalsshown 12 times a year! Mail coupon subscription to one or more for 
commentary. One of the 

world's most frequently here, you'll enjoy the very finest British NOW to: BRITISH MAGA- yourself or your friends, your 
juoted magazines - ZINE-OF-THE-MONTH membership in the British Mag- 

azine - of - the - Month Club en- 
moe: ACT NOW! MAIL THIS —— CLUB, Dept. AN10, 30 E. titles you to a 10% discount 

WW enc a : . a 60th St., New York 22, N. Y. from the regular annual price 

10: Portih ¢ Magazine. of-the-( Venth Club 
on all new subscriptions. 

DEPT. AN10, 30 EAST 60th ST., NEW YORK 22, N.Y 

Please enter my subscrip 
tion to the British Maga C] »N 

. Name 
zine-of-the-Month Club. This My —— 
subscription entitles me to 
12 issues of Britain's out Address 
standing magazines for $7.50 

The December 1958 selec 
tion will be the Christmas 
Issue of The Illustrated Lon 
don News. For each sub- Please send Name 

scription I order you will my gift sub : 
send, free, the “This Eng- scription 
land” 1959 Calendar. with gift Address 

For additional gift subscrip- card to 

tions, please attach names City Sane State 

and addresses on a separate 
slip of paper ENCLOSED IS MY REMITTANCE OF $ 
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BLACKWOOD’S IDEAL HOME GLOUCESTERSHIRE 
Famed for years for the Reflects all that is best COUNTRYSIDE f 
finest short stories; also in British homes and The county magazine of 
essays, comment all gardens. Britain's qual the Cotswolds—and ‘“‘the 
of the highest literary ity magazine for home- Stately homes of Eng- 
quality lovers land.” 


