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CHRISTIE’S OF LONDON 
will offer at auction on Friday, February 20th 

FINE MODERN PICTURES 

“The Edge of a Wood” 

by H. Harpignies—signed 

21 in. by 15 in. 

Our representative in America, W. G. Constable, is always ready to advise clients con- 

cerning the valuation and disposal of works of art. We would like to remind you that 

our commission for selling is still only ten per cent. Please write directly to: W. G. 

CONSTABLE, 23 Craigie Street, Cambridge, Massachusetts. Telephone: Kirkland 7-1346. 

CHRISTIE, MANSON & WOODS, LTD. 
Telephone: Trafalgar 9060 «¢ 8, King Street, St. James’s, London S.W.1 ¢ Telegrams: Christiart, Piccy, London 
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This month 

Clement Greenberg, a frequent contributor to these 

pages, organized the Hofmann retrospective exhibition 

which is the springboard of this essay Sir 

Anthony Blunt, Surveyor of The Queen’s Pictures 

(i.e., curator of the Royal Collections), Director of 

the Courtauld Institute, London, is the author of two 

books on Poussin and of the Pelican history of 

André du Bouchet has 

published three books of verse that have been hailed 

French 17th-century art 

as the work of an outstanding young French poet; he 

is preparing a volume on Matisse’s sculpture 

Prof. Walter Friedlaender is the dean of modern 

Poussin scholars. He is the author of the definitive 

catalogue of Poussin drawings and is now finishing 

a major study on that master soon to be published. 

Coming 

Spectacular new discoveries of antiquities on the 

Chinese mainland reported for the first time 

Colorplates of outstanding works entering museums 

—Boston’s Gauguin sculpture and Washington’s new 

Rubens ... Analyzing essays on outstanding Amer- 

ican artists including Sanders, Blaine, Kaldis, Rosati 
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The Fossil Hunters, 1926-28, by 

Edwin Dickinson, has just been pur- 

chased hy the Whitney Museum, New 

York, and is ARTNews’ selection for 

the best modern painting to enter an 

American public collection in 1958 

[see p. 44]. 96% inches high, it was 

once hung upside down in an ex- 

hibition at the National Academy. 



KNOEDLER 
ESTABLISHED 1846 

Loan Exhibition 

COLLECTION OF 

MR. & MRS. HENRY PEARLMAN 

for the benefit of 

GREENWICH HOUSE ? 

GREENWICH MUSIC SCHOOL 

January 28—February 21 

NEW YORK 

LONDON 

34 St. James's Street 

14 EAST 57th STREET ° 

PARIS 

22 rue des Capucines 

Editor’s letters | 
{ 

Sir: 

The So 1ety for the Protection of 

Our Artist Friends is so busy these 

days handling cases of artists need 

ing protection from themselves, we 
can hardly afford to take on the 

problem which your T.B.H. raises in 
the November issue Editorial. Be 

sides, who doesn’t count himself 
among the artists’ friends today? 

Another case that has _ been 

brought to our attention is the ques 

tion why such a Distinguished Jury, 
like the Carnegie Pittsburgh Bicen 

tennial International Exhibition one 

this year, chose to award prizes to 
third-rate foreign artists when there 

are so many good well-known Se 

ond-rate American artists in the 

show. 

Ad Reinhardt, s.P.0.A.F 

New York, N.Y. 

or: 

Language note: The French equiva 

lent of carpetbagger is “sastapis.” 

Does this remind you of somebody? 
Denise Hare 

New Y ork, N.Y 

or: 

I should like to point out an error 
in your November issue: Percy Lea- 

son has never been President of this 
institution, although at one time he 
was chairman of our Section of Art 

an entirely different matter. 

James L. Whitehead, Director, 

Staten Island Institute of Arts 

and Sciences 
Staten Island, N.Y 

I 

The rumble this season in the art 

world has been such as I don’t think 

[ remember in my fourteen years of 

being in it. ARTNnews’ November 

Editorial certainly did much to in 

dicate the way certain artists have 

been “coming on”—let us say that 

ARTnews did it by indirection 

Others declare more flatly that not 

a few artists have become puffed up 

more like Juvenile Delinquents 
than Seekers after Truth. 

Like all big rumbles, it has been 

as though someone blew a whistle, 
someone shouted “Switch!” (to 

which?), and the wild scramble for 

new galleries began. As more than 

one observer has cracked, “They’re 
playing musical chairs on Madison 

Avenue.” 

Can it be possible that everyone 
is going to do that much better? 
What is the basis for this drift to 

big money? 

The magnetic pull towards the 
Plush means, I suppose, that really 
Highbrow galleries, who until now 

were “allowed” to supply the big 
guns with fresh ammunition, are 

being squeezed off the street. If 
this happens, of course, the big guns 
will slip right back to Paris for 
choicer bombs (“bomb” in the slang 
sense; e.g., “Joshua Logan’s newest 
production is a bomb”), and then 
we will all be right back where we 
were: pre-Parsons, pre-Egan. 
Maybe I view with alarm. The 

advent of the studio shark and the 
rich amateur is hardly new. But one 
gets tired of telling the collectors 

and museum people (who are no 
longer able to keep track) who has 
gone where and why. 

John Bernard Myers 

De Nagy Gallery 

New York, N.Y 

Or: 

Permit me to point out an error in 
your December issue regarding the 
ownership of the four Renaissance 
jewels reproduced in color on page 
28. These do not belong to the De- 

troit Institute as indicated, but are 

on loa from my collection. 

Melvin Gutman 

New York, N Y. 

oir: 

Your Editorial Associate was in er 

ror in stating in the November issue 
that I exhibited “abstractions for 
the second time.” The November 

17th, 1958 exhibition was my fifth 

one-man show in New York. 

John Little 

East Hampton, L. I. 

[ARTnews’ apologies; Mr. Little’s 
exhibition was his second at this 
particular gallery; and our con- 

gratulations to the artist for having 
had no less than three one-man shows 

in 1958.—Ed.] 

=r: 

It must have been interesting for 

Soviet artists and students to watch 

Robert L. Colman perform Action 
Painting [Dec. 58]. They might have 

understood more of what went on if 

they could have had some idea of the 

way in which complicated and far- 

reaching concepts like Socialist Real- 

ism and Abstract-Expressionism are, 

in the I S., sorted, dried, crushed, 

powdered and wrapped in cellophane 

for use in colleges and art schools 

Mr. Colman can be excused for 

not knowing much about Socialist 

Realism; it has disappeared from the 
American scene, although it has a 

long past and a vigorous life in much 
of the rest of the world. But as an 

Action Painter, Mr. Colman should 

have some idea of the theory back of 

his own art. For instance, he is con- 

fused about content. A lot of art 
doesn’t have subject-matter in the 

old sense of the term, and it is a 

vulgarization to speak of it in con- 

nection with some Rothkos or Pol- 

locks. But all art, from Altamira to 

Reinhardt, has content in the sense 
that it expresses and communicates 
the feelings and ideas of the culture 
that gave it birth. 

Although I was left a little breath- 
less by your surgery on Mr. Kent's 

article, your series on art in Russia 
is most interesting. Thank you for 
printing it. 

Marston A, Hamlin 
New York, N.Y. 

[The only “surgery” performed on 
Rockwell Kent's article was the ex- 

cision, as pointed out at the end of 
his text, of a political introduction 
appealing for world peace—a pos- 
sibly laudable plea, but beyond the 
scope of this publication, which, be- 
ing one of the very few devoted to 
the arts, feels obligated to devote 
its pages to them.—Fd.] 
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Art news international | 

Modern and new 

The Albright Art Gallery in Buffalo has put on exhibition the fifty gifts 

recently received from Seymour H. Knox, enterprising collector who has 

ranged from Morgan Russell to Richard Diebenkorn, Clyfford Still to 

Michael Goldberg, Tadashi Sato to Arthur G. Dove. Mr. Knox has pur- 

chased with equal boldness from Spain, Italy, France and the Netherlands. 

His gifts, plus those of other benefactors, including Mr. and Mrs. Gordon 

Bunshaft, make the Buffalo contemporary collection outstanding among 

American museums. 

Amsterdam has come to Boston this season, by way of the Stedelijk Mu 

seum, fifty of whose important twentieth-century canvases are on view at 

the Institute of Contemporary Art. These include van Gogh and Mondrian, 

range through German Expressionists, Futurists, Surrealists and terminate 

with Jackson Pollock, the only American represented. The show will travel 

to Milwaukee, Columbus and Minneapolis, after it leaves Boston on Feb. 4. 

Texas, which usually likes things big, chose them small this time, in an 

exhibition of drawings at the Contemporary Arts Museum in Houston. The 

show ranged over most of the century’s major figures—Picasso, Braque, 

Giacometti, Hofmann—and many younger Americans and Europeans, and 

a sheet from a John Cage score. The medium has its own fascination for 

collectors of extravagant paintings: probably intimacy and a dimunitive 

scale are among these, for most of the drawings were not study-drawings, or 

testings-out of ideas, but quite finished works in black and white. 

The Museum of Modern Art, New York, evidently steadfast in its determi- 

nation to worship its own past, has just installed a 15-foot, cast-iron Paris 

subway gate (ca. 1900) in its garden. Designed by Guimard, celebrated (ca. 

1925) by Dali, it is complete with Art Nouveau lettering. On the Museum’s 

third floor is a history of modern design—chairs, lamps, pots, pans, etc. 

from this institution’s own holdings. Elsewhere are exhibited some of the 

Museum’s photographic collection. 

Exhibitions: the world and beyond 

Two of several exhibitions at this season present the microcosm view of an 

American style—Impressionism—and a macrocosm—art portraying the 

universe. The first assemblage of eighty-three paintings is at the American 

Academy of Arts and Letters [to Feb. 15], New York. It presents the work 

of pre-Armory show Americans like Hassam and Shinn, and of later, more 

radically affected artists like Marin and Hartley. The show makes comment 

upon the slow pro« ess of assimilation which led this mode from gentle, 

moody genre to a bold invention of new forms and manners. 

“Man’s Concept of Outer Space” is the title of a show presented by the 
Milwaukee Junior League at that city’s Art Center [to Feb. 9]. The range 

is from an Egyptian Sun God to Tanguy’s Fear; from a clay tablet marked 

with the multiplication table, from the third millennium s.c. Mesopotamia, 

to a photo of the spiral nebula in Andromeda. How could such material] not 

fascinate children, for whom the show is planned? 

People in the art news 

Dr. Grace McCann Morley, until last summer director of the San Francisco 

Museum of Art, has been appointed Assistant Director of the Guggenheim 

Museum, soon to find its permanent headquarters in the Frank Lloyd Wright 

circular galleries on New York’s Fifth Avenue. 
Charles E. Burchfield is the painter among four new members elected to 

the American Academy of Arts and Letters. 

Norman Daly, Giuseppe Macri were winners, for mural design and sculp- 

ture, of the “Art for our Town” competition sponsored by the Munson Wil- 

liams Proctor Institute, Utica, N.Y. and several local organizations. 

Arthur Foster was re-elected president of the Art Students League. 

Notes in brief 

A new attentance record was set at the M. H. de Young Memorial Museum 

in San Francisco ghis autumn by an exhibition of paintings and drawings 

by van Gogh. The total was 440,767, with 211,764 paid admissions. The 
popular show travels next to the Los Angeles County Museum, and mu- 

seums in Portland and Seattle. 
Philadelphia joins the growing list of cities holding Arts Festivals this 

winter, from Jan. 23 to Feb. 15. A juried exhibition at the Philadelphia 

Museum of Art is only one of many activities scheduled. These include 

chamber music, little theater productions, a show at the Philadelphia Mu- 
seum School called “Meet our Instructors, 1959,” and the presentation of 
awards to famous sons and daughters of the city. 
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Schwandner’s CALLIGRAPHY now only $10.00! 
18th century rare book costing up to $300 now 
reprinted. Inexhaustible treasury of material 
suggesting quality, sophistication, elegance — 
ideal for commercial art, monograms, ceramics, 
leather, metalwork, needlework, scores of other 
crafts! 
This is the first reprinting of Schwandner'’s “Calligraphy” (“Calligraphia 
Latina”)—unabridged, with all the marvellous wealth of material of the origi- 
nal edition. The high point of continental calligraphy, it does not duplicate 
script of lettering books, but contains only the highest quality ornamental 
lettering and flourishes: ; 

goo ornamental initials (12 complete alphabets) florid . . . flamed .. . 
overlaid . . . script 

200 elegant flourishes, borders 
150 ornate decorative frames & panels 
75 calligraphic pictures: cherubs, crowns, eagles, cocks, lions, etc. 
5000 and more calligraphic motifs and designs 

On your handwork—needlework, leather, weaving, ceramics, metal—use this 
material for highly unusual initials, monograms, decoration. One of these 
ornamental letters used on direct mail, magazine advertising, packing art will 
attract attention, and set a mood of sophistication, quality and beauty. (No 
permissions, no acknowledgments, no clearance fees.) When you buy a copy of 
Schwandner, you buy with it rights to reproduce material. Use this book 
once and it pays for itself. 158 full-page plates. 198pp. 9 x 14. Opaque paper. 
Heavy cloth binding. $10.00 

Dept. 201, Dover Publications, Inc., 180 Varick St., New York 14, N.Y. | 
| Please send me copies of son whatever, return the book for full 

Schwandner. I am enclosing $10 per immediate refund, no questions asked. 
| copy in full payment. Payment in full 
| must accompany all orders except those Please print 

' 

| 
! 

from libraries or public institutions, | who may be billed. Name * | 
GUARANTEE: All Dover books are un- Address 
conditionally guaranteed. If you are not 
satisfied with Schwandner for any rea- City Zone State | 

! 



MARBORO SALE 
Prices slashed on famous art books 
and prized full-color prints 

7925. LEICA WORLD. 
Ed Jacquelyn Balish = magnificent book that shows, 

through the eyes of the orld’s great photographers, the 
creative pe of 35 mm x hot tography today. Well over 100 
masterful photographs by artists of the camera—Eisen 
taedt, Cartier-Bresson, Halsman and Dr. Paul Wolff, the 

Leica pioneer, are just a few. Most reproductions are full-page 
Sl4 x 1 R we larger, with 12 pages in glowing color 

Text i les a history of the Leica and guide to every model 
Leica ever made. Pub. at $ Only 2.98 

6342. HISTORY OF MODERN 
PAINTING. 

I by Germain Bazin. An excellent collection of more 
than 0 black-and-white reproductions, plus more than 

nm full r, with brief texts classifying the modern 
01 f painting from the 19th century to the present 

Special 2.98 

6343. HISTORY OF CLASSICAL 
PAINTING. 

Ed. by Germain Bazin. A superb collection of over 200 
reproductions in black-and-white and more than 60 in 

r, with brief texts classifying the schools of 
the early Christian era through the 18th 

2.98 
painting fron 
entur > ‘ S pectai 

5549. 150 YEARS OF ARTISTS’ 
LITHOGRAPHS: 1803-1953. 

By Felix H. Man. An excellent guide to one of the more 
modern graphic arts, this handsome 834” x 11%” volume 
ixcludes masterpieces of lithography by Delacroix, Daumier, 

Gauguin, Toulouse-Lautrec, Kandinsky, Klee, Matisse, Picasso, 
Braque, Chagall and many others of the period from Blake and 
Fuseli to the present. More chan 125 large-size plates 13 im 
full color, plus descriptive text, exhaustive bibliography and 
xplanation of technical terms. Pab. at $17.5( 

Only §.95 

7405. THE GOLDEN GOSPELS OF 
ECHTERNACH: 
Codex Aureus Epternacensis. 

A breath-takingly beautiful volume devoted to one of the finest 
extant examples of medieval book illumination. In this hand 
some work are magnificent reproductions from the Codex, an 
analytical study of the book and an account of its fascinating 
history. 96 pages of interpretative text by Peter Metz; 97 full 
page halftones; 13 full-page 5-color plates; cellophane jacket 
boxed. 91)” x 13”. Pub. at $25.0 Only 12.49 

5891. ANATOMY FOR THE ARTIST. 
By Jeno Barcsay. This tremendous book, representing the 
life experience of a famous teacher of anatomy, is an 
important acquisition for ae serious art lover. In a clear 

simple text, illustrated wit 142 plates, Prof. Barcsay 
has described the entire skeletal, muscular and epidermal 
structure of both the male and the female body, and has 
added special groups on proportions, on the body in 
motion, the body in contrapposto, and in all other posi 
tions. 344 pp ” x 1314". Pub. at $12 

Only 7.95 

6266. HARUNOBU AND THE EDO GROUP. 
63 full-color plates immortalizing the fragile, slender and 
incredibly lovely maidens portrayed by the great Harunobu in 
{7 plates and presenting 16 other portraits, genre prints, etc., 
by Harunobu’s contemporaries, Buncho, Shunsho, Shigemasa 
and Kiyonaga. The text by Lubor Hajek is a full-length dis 
cerning study of Harunobu and his school—their work and 
their period. Cloth covered, Japanese-style portfolio binding 
with bamboo clasp. 8” x 1014”. Imported Special 5.95 

7423. ITALIAN ART, LIFE AND LANDSCAPE. 
By Bernard Wall. A beautiful edition of a classic study that 
explores Italy region by region, city by city, and lets you 
really see and understand all its distinctive features, set against 
a background of their cultural heritage. Over twenty unusual 
phoros. Pwb. at $5.00 Only 1.98 

6752. EL GRECO. 
By Seuart Preston. This beautiful 1044” x 14” volume con 
tains nearly 50 reproductions, 12 in full, authentic color, 
suitable for framing, and comprehensive biography 
Pub. at $4.75 Only 1.98 

7196. TITIAN. 
By Dario Cecchi. A biography of a great master whose long 
life was as crowded and colorful as one of his own paintings 
written with the feeling and psychological insight only a fel 
low artist and countryman could manage. Here is an unforeet 
table picture of Renaissance Venice and a world peopled with 
great rulers and even ereater men of art. Illus. and color 
frontispiece. Pub, at $5.00. Only 1.00 

7725. THE NATIVITY. 
This magnificent 10” x 13! volume, printed by the Uffici 
Press in Italy, features English text by Hans Weigert and 1¢ 
ull-color tip-on plates of Nativities by Leonardo, Fra Angelico 

El Greco, Tiepolo, Bosch, Giotto, others. Limp binding 

1.98 Special 

5543. THE COMPLETE ETCHINGS OF GOYA. 
Foreword by Aldous Huxley. All 268 etchings—The Disaster 
of War, the Caprices, The Proverbs, The Art of Bulifighting 
plus 39 others not grouped in any series—now available for 
your continual pleasure in a permanene library edition. Here 

re galleries of great art in one handsome 9” x 12” volume 
Pub. at $7 ! Only 3.95 

6310. THE HINDU RITUAL OF LOVE: 
KAMA KALPA. 

By P. Thomas. An erudite and detailed survey concerning mar 
riage, morals, women, the art and science of love, and sex 
symbolism, prevalent in India from remote antiquity to the 
present day. This monumental history is supplemented by a 
magnificent gallery of 100 plates and a color frontispiece of 
tem.ple sculptures and paintings depicting the pleasures of the 
senses as expounded by Kama. 914” x 11! 12. 49 

PICASSO POSTERS 
P-513. TOROS. 
An aficionado of the bullring, Picasso has graced his 
matador with rich gold and black to reflect the lush 
ceremony and costume of the ring. A stunning silk 
screen reproduction of the original lithograph. 35” high 
x 22%)” wide Special 1.98 

1958 VALLAURIS EXPOSITION. P-514. 
Pictorial motifs cleverly arranged in a series of four 
panels. Dazzling red, blue and yellow drench the be 
holder in the bright sunshine of the Riviera, home of 
the famous exposition. This splendid silk screen repro 

duplicates the original lithograph. 35” 

1.98 
duction virtually 
high x 22! wide Special 

VESALIUS: 
The Anatomy Illustrations. 

Ed. by J. B. Saunders & Charles B. O'Malley. A_ beautiful 
modern edition of one of the most remarkable works in the 
whole history of science, art and printing. Included are 96 
full-page facsimiles of Vesalius’ powerful and dramatic wood 
cuts of the human figure and organs. with annotations, a dis 
cussion of the plates and a biographical sketch of the great 
16th century physician-artist. “A great classic, a scholarly work 
and a beautiful one N. Y. Temes. Pub. at $10.00 

Only 5.95 

7261. 

6399. CERAMIC ART OF CHINA. 
By William Bowyer Honey. The first full survey of the whole 
vast field of Chinese and other Eastern ceramics trom earliest 
times to the present, this work is designed to broaden our 
appreciation of a remarkable and venerable tradition. Profusely 
illustrated in color and black and white. Pub. at $12.50 

Only 7.49 

6396. MEDIEVAL AMERICAN ART: 
Masterpieces of the New World 
Before Columbus. 

By Paul Keleman. A new edition of a great work that has be- 
come a standard reference guide to all the important cultures 
of pre-Columbian America. Magnificently illustrated and au- 
thoritatively written by one of the acknowledged masters of 
the subject, it covers every phase of art. Over 300 plates; 
map, index & bibliography. Pub. a¢ $15.00. Only 9.98 

7426. A Book of PICTORIAL PERSPECTIVE. 
By Gwen White. An intriguingly different book in which the 
art of perspective is dramatically taught with the aid of color 
sketches and diagrams. 1014” wide x 814” high 

Pub at $3.00 Only 1.00 

7791. PAUL CEZANNE. 
By John Rewald. An eminent art historian presents a definitive 
biography of one of the most important painters of modern 

tumes. Over 90 illustrations, four in color, including compari- 
sons of Cezanne paintings and photos of the same subj 

P= 2 > 6.00 , x 10 Pub. at $6.0 Onls 1.98 

7055. HOGARTH: Marriage a la Mode 
and others. 

lustrated with 44 full-page plates. Here are all the engravings 
of one of the world’s greatest social satirists; includes these 
great series Marriage a la Mode, Harlot’s Progress, Industry 

and Idleness, Pour Stages of Cruelty, Rake's Progress, Beer 
Street, Gin Lane, others. Pub. at $5.01 Only 1 98 

SEX, ART AND RELIGIOUS SYMBOLS: 
SIGNS OF LIFE. 

By H. M. Raphaelian. Erotic illustrations from Egypt and 
India, religious iconography from all countries and all re 
ligions, Semitic scripts, stone-rubbings, bas-reliefs and secret 
rites are but some of the sources of this erudite and curious 
pictorial dictionary of symbols, gathered from everywhere and 
all ages. Over 250 illus. 754” x 101 Special 3. 98 

7157. FRENCH ART OF THE 18th CENTURY. 
By the Editors of Conmmasssance des Arts. A handsome 10” x 
124)” volume, with over 600 illustrations, 50 im color 
covering every facer of 18th century French art, when in 
numerable forms came into being that are now indispensable 
to the everyday scene. Sections on Paintings, Furniture, 
Ceramics, Gold and Silverware, Gilt, Bronze, Wood Paneling 
Carpets, Tapestries and Textiles, Sculpture, Inrerior Decoration 
Pub. at $17.50 Only 5.95 

6311. 

7511. PAINTINGS OF THE MODERNS. 
A spectacular volume of 96 full-page plates, 48 sm fuli color 
of the art of nearly 5O great moderns—Cezanne, Picasso 
Matisse, Klee, Dali, Marin, et with an evaluation of the 
entire Modern movement by Sir John Rothenstein, biographies 
of the painters represe nted, an analysis of each plate, and a 

12 Special 6.95 bibliography. 944" x 12% 

6753. TOULOUSE-LAUTREC. 
By Hans Tietze. This beautiful 1044” x 14” volume contains 
nearly 50 reproductions, 12 in full, authentic color, suitable 
for framing, and comprehensive biography. Pub, at $4 

Only 1.98 

5899. ICONS. 
By N. P. Kondakov. This present volume, containing 65 
color plates, a new introductory text and succinct up-to- 
date information on this fascinating subject, is derived 
from Mr. Kondakov's original four-volume work, prob- 
ably the most comprehensive ever published on icons. 
The icons in this book are from the collection brought 
from Russia by the author, the prized possessions of his 
Institute in Prague, which became a center for the study 
of all facets of East European art. A handsome and truly 

authoritative work. 10” x 131” Special 9.95 

7545. THE PARTHENON: 
Its Science of Forms. 

By Robert W. Gardner. This magnificent, large (14” x 20” 
volume contains 11 plates, all full-page and one a double. 
spread, and an explanatory text, all concerned with determin- 
ing whether or not, in addition to an innate feeling for beauty 
and art, the Greeks possessed a scientific basis for their works 
of art. Long out of print Special 1.98 
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7521. WATERCOLOR PORTRAITURE. 
By Phoebe Walker, et al. A valuable, informative and stimu 
lating book for artists who have avoided the combination of 
medium and subject but now wish to take up the challenge 
56 illustrations, fowr in full color. Pub. at $5.50 

Only 1.98 

5177. RAPHAEL. 
By Oskar Fischel. A monumental, two-volume biography and 
study, by the world-famous art historian and scholar, of the 
fundamental and essential meaning of the life and are of the 
‘Divine Raphael.” Vol. I gives a complete critical account 

of all his works—paintings, drawings and architecture; a 
sensitive biography and a complete catalogue raisonne. Vol. Il 
contains 302 reproductions. 7/4” x 10”, Pub. at $25.00 

2 vols., only 9,88 

6485. ARTS YEARBOOK 1. 
Distinguished articles on Primitive Art, Modern Are at the 
Turn of the Century “The Eight,’’ Old Masters, Pre-Raphael 
itism to Bloomsbury. Profusely illustrated, 24 magmsficent 
clor plates. Calendar of Events 1890-1913. Hardbound 

9M" x 124". Pub. at $3.95 Only 1.00 
7616. DICTIONARY OF BRITISH 

SCULPTORS, 1660-1851. 
By Rupert Gunnis. Over 1700 biographies of sculptors and 
statuaries followed by lists of their works, including all im 
portant foreign artists of the period who worked in Britain 
and whose works are still there; 32 pages of halftones and 
a 61l-page index of nearly 12,000 entries. Pub. at $12.50 

Only 4.98 

7510. MODERN GERMAN PAINTING. 
By H. K. Roethel. 80 illustrations, 60 in full color, 
trace the strongly Expressionistic course of German 
painting from 1900 to the post-W.W.II era; covering 
the Brucke, Blawe Reiter and Bauhaus groups and Kan- 
dinsky, Klee, Kokoschka and other individual masters. 
Extensive illustrated queen on gtaphic art. 915” 
x 12%”. Pub. at $7.50. Only 4.98 

7332. CHINESE ART. 
By Lubor Hajek. Nearly 250 sllustrations, some in full color. 
This beautifully produced book, a triumph of the printer's 
art, surveys Old Chinese Culture for a period of 4,000 years. 
Beginning with the Shang Dynasty, it ranges from archaic 
religious bronzes to exquisitely carved jades and ivories, metal- 
work, paintings, tapestries and embroideries. Handsome over- 
size volume, 93%4” x 114%”. Imported. Pub. at $17.50 

Only 9.95 

6155. JAPANESE WOODCUTS. 
By Hajek-Forman. 72 entrancing masterpieces—50 in glowing 
color and 22 in monochrome—by asanobu, Harunobu, 
Kiyoshige, Kiyomitsu, and other great artists of the colorful 
early’ period of this fascinating art. Decorated cloth port 

folio binding in Japanese-style with ribbon ties and bone +7 a 2 
clasps. Imported. 844 "x10". Pub. at $12.50 Only 5.88 

6617. Four Thousand Years of Beautiful 
Women: THE CHANGING FACE OF 
BEAUTY. 

By Madge Garland. A magnificent picture book presenting the 
most dazzling beauties of the past 4,000 years. A fascinating 
record—over 400 iliustrations—of the ever-changing fashions 
and forms of feminine beauty from the Minoans to Marilyn 
Monroe: the classic beauty Greek =. the luxuriant 
nudity of Venice in its golden age, the fresh look of today 
8Y4" x 11”. Pub. at $10.00 Only 2.98 
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7941. SWORDS AND DAGGERS OF 
INDONESIA. 

Photos by Werner Forman; text by Vaclav Solc. A handsomely 
bound, magnificently illustrated volume devoted to a most 
fascinating folk art. More than thirty exquisite photos, several 
in color, with accompanying explanatory text. The ingenious 
binding includes a clasp based upon one of the pictured krises 

Special 5.88 

7743. COMMERCIAL ART TECHNIQUES. 
By S. Maurello. The one, comprehensive self-instruction course 
most widely recommended by instructors and commercial 
artists; fully discusses materials and equipment for layout, let 
tering and photography; 500 show-how drawings and photos 

2.98 

5175. DUTCH STILL-LIFE PAINTING. 
By Ingvar Bergstrom. A scholarly work of international repute, 
this perceptive history discusses the origins of Dutch still-life 
ainting and examines its creators during the golden age of 

tch art—the 17th century. 239 plates, 8 mm full color, 
reproduce the work of Bosschaert, de Gehyn, Heda and other 
masters. Index, bibliography. 330 pp. 844” x 11” 
Pub. at $17.50 Only 9.98 

7792. AMERICA’S ARTS AND SKILLS. 
By the Editors of LIFE. Here, in one magnificent volume 
is the great history of American skill in fashioning 
beautiful, useful things—over 500 examples of Amer 
ican craft and design are illustrated in this beautiful 
book, an unparalleled collection of truly representative 
pieces from all parts of America and all periods in our 
history. More than 250 full-color illustrations, plus many 
in black and white, provide a pictorial record of 300 
years of American inventiveness and design—Revolu- 
tionary silverware, pioneer weaving and glassware, Greek 
Revival mansions, Yankee clipperships, Hispano-Indian 
missions, opulent river boats, even more opulent Vic- 
torian houses and the streamlined functionalism of to 
day's machines and structures—and 30,000 words of 
text provide an illuminating background. This large 
1012” x 14”) book, printed on heavy coated paper 

and beautifully bound with a gold-stamped cover, is a 
comprehensive and authentic reference gallery of Amer 
icana, a fabulous history revealing the very roots of our 
culture. Every artist, decorator and lover of antiques will 
want this book; every family will be enriched by its 
inclusion in the home library; anyone who receives it 
as a gift will surely appreciate and treasure it. Never 
before has it been made available at so low a price 

Only 7.95 

6750. CORPS ET VISAGES FEMININS. 
By W. George. A most unusual and exquisite volume of art 
reproductions of the female form (160 in full color and 
black and white) drawn by the great French artists from 
Ingres to the present time. With a brilliant text by Waldemar 
George. Beautiful oversized format. Editions D’Art Et In 
dustrie. Pub. at $9.00 Only 4.98 

7700. HOGARTH’S PROGRESS 
By Peter Quennell. The definitive biography of the great 
English artist, satirist and bon vivant, bringing to life the 
man and his circle: Boswell, Johnson, Garrick, Gay and 
others. 23 reproductions from A Rake's Progress, A Harlot’: 
Progress, etc. Pub. at $6.50 Only 1.98 

6556. HOMAGE TO PICASSO. 
A magnificent collection of 80 drawings and watercolors— 
three in full color—done since 1893. Appreciations by Roland 
Penrose and Paul Eluard. Photos of ee in his studio 
93%4"” x 12%". Pub. at $7.00 Only 2 98 

6236. HOKUSAI—48 Reproductions in 
Color. 

Intro. by J. Hloucha. A choice item for art lovers and collec- 
tors of beautiful books, describing the life and art of Japan's 
greatest master of the woodblock color print and reproducing 
his best works on individual pages removable for framing. The 
48 color plates alone would make this an outstanding bargain 
—included are some of Hokusai’s most exquisite bird and 
fruit prints, delicate portraits, charming landscapes and scenes 
of travel. Cloth-covered, Japanese style portfolio binding, with 
ribbon ties and bone clasps. Imported Very special at 5.88 

7052. ALBRECHT DURER: 
Complete Woodcuts. 

Ed. by Dr. Willi Kurth. I/iustrated with 346 woodcuts. This 
volume contains al! the woodcuts Durer ever made—one of 
the greatest artistic achievements of all time by one of the 
recognized masters of the woodcut. 9” x 12”. Pub. at $7.50. 

Only 3.95 

Save up to 80% 1f you act now 
while supply lasts. Mail coupon today 

7942. UTAMARO. . 
Text by Lubor Hajek; photos by Werner Forman. An exquisite 
introduction to the paintings of Utamaro and several other 
classical Japanese artists. More than 50 color plates, many half 
tones. Traditional Japanese binding and cloth slip case with 
wooden knob Special 5.88 

S-518. DEAD SEA SCROLL AND VASE. 
A perfect miniature replica, 554” high, of a Qumran 
vase — the same color, shape and texture as_ the 
priceless original—made of clay from the Judean Hills 
Inside is a replica of the Manual of Discipline, most 
famous of the Scrolls buried by the Essenes nearly 2000 
years ago. This authentic reproduction, specially treated 
to simulate the present condition of the Scroll, unrolls 
to a length of three feet. Included is a 39-page illus 
trated booker translating the Scroll, relating the story 
of its discovery and explaining its significance. This 
fascinating and beautiful objet d'art makes an excellent 

gift. Special 5.95 

7740. The Art of EMERSON TUTTLE: 
50 Large Prints. 

Superb etchings and drypoints of birds and landsca by the 
New England artist; a complete cross-section of his best work. 
Includes introduction, critique, completely illustrated catalog: 
1921-1946. 8%” x 11%”. Pub. at $15.01 Only 3.98 

7412. HISTORY OF THE WORLD’S ART. 
By Hermann Leicht. Here, in one profusely illustrated volume, 
is the whole story of the evolution of artistic expression from 
the cave paintings and bone carvings of the glacial epoch to 
the architecture, painting and sculpture of today—nor just ‘the 
familiar Hellenic and Western masterpieces, but the art of 
Africa, Oceania, pre-Columbian America, Russia, Islam and 
the Orient as we l. 5 full-color plates, 301 halftones, 186 
line drawings. 744” x 9\4". Pub. at $7.00. Only 3.95 
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Reviews and previews 

Léger {Saidenberg; to Jan. 31], during the decade of 1917-27, was still 

primarily a Cubist or “Tubist.” His surfaces in drawings and paintings had 

a cleanness, an almost mechanical perfection, that gave them a sense of 

restraint and seriousness. But even here one detects a slight undercurrent of 

gaiety in the juxtaposition of objects and their placement. In Still-life with 

Pipe, 1917, there is a playful precariousness about the balance of ovals or 

tomatoes against the austere repetition of bottle forms behind them. This 

spirit is even more evident in The Wrestlers, 1921, where the machine 

turned mustachioed gentlemen are the open fun that one expects of later 

work, Prices unquoted. L.L. 

Jack Tworkov [Stable] gave the step-by-step of his achieved paintings in 

a masterly show of drawings. In those most directly from the figure, it was 

a fast sketching line as chiaroscuro that took the interest: a quick fan-like 

fold of lines was an armpit, the lightly shaded upper arm and chest. Or 

over a torso there were potent directional scribbles that gave its gravity: 

not as a thing, but as nature. In his most noble (and impersonal) utterances 

['workov never loses the sense of the unique human occasion, and following 

the transmutations here, it was easy to see why it is so: even a sheet solidly 

soiled with charcoal, that looks like night with an unlit window, has its 

particularity. The objective study of form can lead to the transcendentally 

personal: Tworkov is not unrelated to Racine. Prices unquoted. Js. 

Eight Americans [Janis; Jan. 5-31] is the most important show of eight 

Americans since the same eight were last seen here, a year and a half ago. 

Guston in The Return has deepened his color with a silvery cast. Boldly 

massed with an articulated movement, space is forced out to the edges of 

the canvas, warm and cold in his uniquely serene blue. Motherwell’s The 

Wedding, is subtle and flat, the two black forms gently touching in the 

ocher-gold, the surfaces brimming with stroked life. Dominating—the whole 

city, it seems—is Kline’s Delaware Sap, its toned blacks forced apart like 

the fierce action of an ice floe, an apocalyptic feeling the first to see the 

Gap might have felt: it is not a display of crude energy but an exhortation. 

Rothko’s Red, White and Brown (1957, shown previously in Houston, 

though not New York) is loaned by Basle’s Kunstmuseum. It is the best 

ambassador we could have, clear as the sun, gentle as the prodigal’s father 

at the end of the dance, various as a petal. Also shown are an untitled 

Richard Stankiewicz’ Diving to the Bottom of the Ocean, steel, 56 inches high: 

“an endless descent” 

Gorky and Mr. and Mrs. Burton G. Tremaine’s Pollock, Frieze. New works 

by Albers and de Kooning were not available for preview. Prices un 

quoted. J.S. 

Richard Stankiewiez [Stable; Jan. 5-24], who has staked out his own 

esthetic claim in the junkyard of modern sculpture, shows new work. By 

now everybody knows how his sculptures are made, welded of industrial 

metal detritus. Elements range from the hand-rubbed that make you want 

to reach out and turn a handle, to lids and sliced tanks that look, at the 

least, exhumed. Diving to the Bottom of the Ocean is a diagonal mass 

of things perilously resting on a coil. It is not like anything (though it is 

like the act its title describes, an endless descent), which is new. Without 

losing any of his mastery of inbalance and surprising conjunction, he has 

gone beyond the very acrid satire that sometimes made his earlier work 

seem overly pointed or too single-minded. These new works, with fewer 

direct comments, make more, and more complex ones. Prices unquoted. J.s. 

Robert Goodnough’s [De Nagy; Jan. 6-31] paintings express an interpreta 

tion of the emotions of the subject rather than of the artist. His subjects 

derive from the figure, not from landscape, as do most of the subjects of the 

A bstract-Expressionists. On a Cubist grid the planes are analyzed in small 

rectangles of few unmixed colors, similar to the Neo-Plastic idea. The color 

is more conventional and less realistic than Picasso’s Cubist color. One 

painting analyzes the Laocoén. When he analyzes classical art, his form is 

flowing, like a small rough lake: it almost slops over its banks. The color 

is the red and blue of Classicism. The other paintings in the show derive 

from tv Westerns and from tales of the frontier. The color includes more 

browns and a little green. The frame to which the colors cling, like signal 

flags, is angular and interrupted. Bandit is dark in color and menacing in 

its tumbling dangerous drawing. But Goodnough is always formal. The pres- 

sure of the emotion is always contained within the frame, and emphasis 

comes from compression instead of expansion. The stronger the denoted feel 

ing, the more black lines he uses, until by a multiplication of parallels, line 

turns into area, a black geometry of control. $75-$2,000. F.P 

Marsden Hartley [Babcock; Jan. 5-24] cannot fairly be considered for his 

abilities as a draftsman in this exhibition of drawings and lithographs. He 

Robert Goodnough’s Frontiersman 

‘interpretation of the emotions of the subject” 
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drew best when he painted. Besides this is a scrappy exhibition, not up to 

the painting show which preceded it. There are one or two silverpoints of 

rocks and trees in imitation of Cézanne. In 1923 he did a series of fruit-and- 

goblet lithographs. And there are various notes in preparation for his Maine 

and Nova Scotia paintings. Prices unquoted. Lt. 

Matisse sculpture and drawings [Matisse and Fine Arts] showed at the 

first gallery drawings from all periods and sculpture of the ‘fifties, that have 

not been shown before; and at the second gallery sculpture from before the 

war, including such well-known early bronzes as The Slave. Sculptors 

habitually think of their drawings as working drawings, not as ends in them- 

selves; while painters, who work in a two-dimensional medium, have more 
respect for drawings in themselves, Matisse had both points of view. As 

a sculptor, he did not always care about the accuracy of his rapid line: the 

sculpture would fix that. As a painter, he often made patterns and tone of 

equal interest with the line that shows a change of direction in the plane. 

Matisse’s bronzes in these shows are all small size, and the scale is not con- 

ventionally monumental. The proportion of head to body is about one to 

six, which means the heads are proportionately large, and heads, breasts 

and buttocks count as equal; so, too, the arms are often equal to the legs, 

even upper arms counting as equal to thighs. This makes for an understate- 

ment, not of modeling, but of proportion. His sculpture understates the 

monumental, it understates the heroic. He sees the figure from a mean 

proportion, neither grand nor petty. This is a peculiar achievement, especial- 
ly as he is not even a realist like Degas, who concentrated on gesture. This 

understatement of the human figure in Matisse is like a view of human 

nature seen in a just relationship to the world as a whole. Matisse says 

neither that man is small in the immensity of the world, as a romantic 

might, nor does he say that man is the measure of all things; he says in- 

stead that man is measured by all things. He arrives at Classicism from the 

outside. Thus he loses the grandiloquence of Rodin, and is saved from 

Rodin’s pomposity; he loses the irony of Degas, but is saved from his dry- 

ness. Prices unquoted. F.P. 

Three American sculptors [Kootz], Herbert Ferber, David Hare and 

Ibram Lassaw, were seen in a show planned to coincide with the release of 

books about these artists. Most of the pieces exhibited are recent. Ferber’s 

Once Again has a new monumentality. Instead of the small, spiky parts 

of past sculptures, massive tendrils snake about bulbous plant-like forms. 
Hare, in Leda, a bulky, multiple goddess-swan, changes from casting in 

bronze to metal construction, a return to his older method of working. The 

flexible medium, welded steel rods, is suited to the orgiastic distortion in 

this piece. Lassaw continues to explore the possibilities of organic rectilinear 

structures. Concourse is a composition of planes created by walling some 

of the sides of his aerated cubes. In Galactic Cluster, 1, thick simplified, 

golden-colored rods are contrasted with slender, active, brownish filaments; 

the work evokes a three-dimensional fugue. Prices unquoted. L.H.S. 

Jules Pascin [Perls; Jan. 5-Feb. 7], whose tumultuous life led him finally 

to suicide in 1930, is shown in his most familiar aspect—as a painter of the 

nude. His nudes are usually suggestive of the erotic, but treated without 

the violence or bitterness one associates with the subject when handled by 

Rouault, Grosz or even Lautrec. When he is caustic, it is in drawings or in 

some brothel scenes, but the individualized figures are most often gentle 

images. The woman is not seen as a victim, not even the painter’s. Even on 

the bed, she retains something innocent, almost girlish, and the lushness of 

the body is painted so delicately that it is almost a caress. His paint, in Re- 

clining Nudes for example, is thin to almost a blush of color, moving in 

slow transitions, strengthened occasionally with line. He frequently paints 

pale, using light as a sensuous element: playing on the rumpled bedclothes, 

the milky skin of the figure, helping to lose the prosaic definition, creating 

an all-over flickering that is brought into focus only by small accents of 

dark. Prices unquoted. L.L. 

Paintings for Unlimited Space [Parsons; to Jan. 3. Section 11; to Jan. 
31] intends to attract people who live in houses with big walls in the mural- 

size pictures by gallery members. The paintings themselves are char- 

acteristic of the work by these artists. Most interesting is Ad Reinhardt’s 

relatively small canvas (80 by 42 inches) of shimmering, red and light 

purple, brick forms painted in 1952, Exodus (80 by 140 inches) by Enrico 

Donati is a new high, for this artist; Pass of the Hero by Richard Pousette- 

Dart, composed of monumental hieroglyphs, manages an arresting direct- 

ness. Also noted were pictures by Okada, Hugo Weber, Hedda Sterne and 

Elisworth Kelly. Prices unquoted. LHS. 

Paul Burlin [Alan], Armory Show veteran, is a masterful draftsman. 

Recent ink drawings, several of which are colored over with crayon, relate to 

his Abstract-Expressionist canvases. The line is nervous yet weighty. It is 

not allowed to trap form. The entire surface is kept in flux; order is 
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Henri Matisse’s Nude, charcoal, 1951: 

“understatement of the human figure” 

achieved by relating the mobile elements in a loose orbit around the center. 

Burlin handles shading in the drawings like color in his oils; it is extracted 

from the depths of the paper and produces spatial sense of the interior. 

These sketches are not notes for paintings, but complete works in them- 

selves; the differences in medium are thoughtfully considered. As drawings 

they have a lyricism and a lightness that Burlin generally has to sacrifice 

in his major pictures. Prices unquoted. 1.H.S. 

Sam Francis [Jackson] represents for many Europeans the essential quality 

of the new American painting. He uses bright spots of red, yellow, blue and 

especially purple arranged in a minimal framework with a lot of bare canvas. 

His paintings have the freshness and irregularity of nature. The spots, shaped 

like lumps of coal and clinkers, are more like each other than they are 

different, as waves and leaves are. The color carries like the color of painted 

scenery, and it makes a cheerful background for people in the gallery, like 

a stage setting for pedestrians. The scale is enormous and arbitrary, as if 
he took Everything as his subject. His paintings could illustrate Wallace 

Stevens’ observation that the imagination applied to the whole world is 

vapid in comparison to the imagination applied to a detail. $300-$5,000. F.r. 

Chinese porcelains [China Institute; to Jan. 2], mostly K’ang Hsi, have 

been donated to the Institute. The collection of eighteen pieces is par- 

ticularly strong in blue and white, of which the massive deep blue motif of 

deer, crane and pines on a squat temple jar contrasts with the delicate soaring 

fluting of a white porcelain bottle bearing the Imperial mark. In another 

Imperial piece, a smal] Yung Chéng bowl with red bats on white ground, 

the almost imperceptible flare of the lip follows the dictates of a highly 

rarefied esthetic. H.L.F. 

Eugene Higgins [Hirschl, Adler; Jan. 17-Feb. 13], who died ten months 

ago, is revealed in this show as the strong and sympathetic painter of the 

poor he was known to be for several decades. An early French Family, 

three figures bent under their few worldly possessions, states the theme of 

massive figures with intense self-respect, subsequently in dark oils of 

peasants, Biblical figures, pioneers, farmers, the shipwrecked, victims of 

floods, refugees, etc. Higgins’ memorial exhibit marks the passing of 

an epoch in American painting. H.D.H. 

Three-man [March; Jan. 23-Feb. 12] show of paintings are by Tom Young, 

Richard Ireland and Boris Lurie. Young now uses wax and oil as medium 

for his intensely imagined colorscapes. Titles (Idea of Cumorah) are from 
places in the Book of Mormon: the undefined subject is “always going some 

place, always coming from some place.” The mystery of his non-world has 

presence: elms blasting in a pitted rain, a blue-green reflecting a dark city, 

aerial longings. His color plays on the desire for exaltation and his pre- 

cision on that for fact. Boris Lurie shows one big scroil that takes his 

negative-positive black-and-white style successfully into the straight ab- 

stract. Ireland uses transparencies of high color tissue in hypnotizing flat 

figure pieces. Prices unquoted. IS. 

Allan Kaprow [Hansa], who teaches art history at Rutgers, wants art to 

envelop the spectator, like a world. Kaprow is not himself enveloped; he is 

impatient with art, including his own, which he prefers to understand, in 

so far as his ambition, which is to create a total art, allows. The gallery 

was filled with a construction of raffia hanging from a net under ihe ceil- 
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Wolf Kahn’s Addio a Venezia 

“pallor is subtle’ 

Reviews and previews continued 

ing, along with winking lights, noises of rattles, electric bells and a repel- 

lent smell of the particular disinfectant that osteopaths favor. Around a 

corner reached through the raffia is a brightly lighted area between metal 

foil and a collage of broken mirrors. By “beginning with the totality of 

nature itself as a model or point of departure” out of which he puts together 

“a molecule . . . of the sensory stuff of ordinary life,” he hopes to achieve 

a “sense of all-encompassing artistic experience.” He says, “this theory of 

art is the result of hindsight”—that is, the hindsight of the sociologist of art. 

The spectator enters the exhibition “according to his talents for engagement”; 

also “a much greater responsibility is placed on the visitor than he has 

had before.” If the visitor is not entertained, he is guilty of irresponsibility. 

“This is perhaps to place undue emphasis on the fragile and impermanent.” 

Is artistic experience a capacity for being entertained? Kaprow could be 

more inventive. Prices unquoted. F.P 

George McNeil’s [Poindexter; Jan. 12-Feb. 7] forms are loosely brushed 

films of pigment whose shapes and colors are arrived at in the act of 

painting. Traces of struggle are partly visible in the underpainting which 

continues to throb and smolder, threatening to erupt and to overwhelm the 

tenuous equilibrium. The forms themselves are also on the verge of moving. 

In Season In Brooklyn, for example, the yellow shape in the upper right 

may crash down onto the orange circle and shatter it. It is this tension be 

tween uneasy repose and potential motion that makes the work compelling. 

Not only are McNeil’s pictures passionate records of a personal search for 

order, but they are also profound insights into man’s condition—his per 

petual striving to create order in chaos; hope being found in momentary 

resolutions and in the ability to continue to struggle. These paintings are 

courageous not only for what they risk, but for what they sacrifice. The 

comforts of style are relinquished; the similarity among canvases is more 

in the way they are painted than in their appearance. Elegance is re- 

nounced; color is impure and the surface is not touched up. One senses that 
the painter sometimes misses the finished look for he occasionally indulges 

in it but only in some of the very small works. McNeil is one of the most 

uncompromising Action Painters in New York. Prices unquoted. LH.S 

New sculpture group [Riverside], which was organized last year and in 
cludes twenty-five experimental sculptors, shows several works by each 
member plus works of two guests, Philip Pavia and Trajan. As a group 

they are homogeneous only in the prevailing sense of excitement with ma- 

terials, the importance that they give to its nature. In most other respects 

subject or no subject, type of medium, attitude toward finish and space 

itself—they vary widely. If sculpture is essentially a taking possession of 

space, then we see the sculptors falling into two groups—those who think of 

their work as primarily an enclosed volume, and those who regard both the 

space within and the sculptured forms as malleable elements. Of those in- 

terested in solid volume: Sugarman’s heroic roughly carved Untitled, 1, 

Lily Ente’s Evening, a beautiful stone worn to a metaphor, Pavia’s rough 
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“uneasy repose and potential motion” 

and forcefully angular plaster piece, Caparn’s serene and monumental Cat 

were outstanding. Calvin Albert’s Portrait of the Artist as Sculpture is a 

link between the two attitudes. Of those working with space and mass: 

Konzal’s geometric complex of gently rusted nails and screws, Kallem’s 

Grass Forms, tendrils of metal undulating in space, and Stankiewicz’s 

humorous accumulations of “things,” were most commanding. Prices un 

quoted. L.L. 

Wolf Kahn [Borgenicht; Jan. 6-24] has been in Italy, most of the time 

in Venice, for two years. The last paintings he sent from Venice were 

characteristically populous interiors full of color and light on a rectangular 

grid. In the new landscapes the bright color has given way to pallor, and the 

rectangular grid to an obliqueness, as in The Castle of Spoleto and Giudecca 

Canal. Or the only straight line is the high horizon. The pallor is subtle, 

but not so interesting in the landscapes as in the seascapes of the Venetian 

lagoon, in which it is extremely rich and various, especially in Addio a 

Venezia, which is almost white. He formerly used light as a way of varying 

the space: now he is more abstract, there is space alone instead of spaces, 

ind light alone instead of color. One is reminded of Turner’s fascination 

with Venice, or of Monet’s pond, without the water lilies. The Venetian 

paintings have an excitement that the Spoleto paintings do not have, as if 

he had not stayed long enough in the Umbrian hills to absorb their nature. 

Prices unquoted. F.P. 

Peter Takal (Graham; Jan. 20-Feb. 7] had a large exhibition of drawings 

at the Print Club in Philadelphia and the Cleveland Museum late in 1958, 

also a show on the road courtesy the Smithsonian Institution. He is a virtuoso 

of drawing techniques and mannerisms. His drawings are ends in them 

selves. He uses most mediums, combining some with watercolor. He is 

especially fond of the drawing “purple patch”—perhaps an intensely filled 

outlook through a half-open door, all the rest is no more than some sparse 

lines and white paper. In some he fills the paper with the tiniest of graphic 
information—hairs, dots, hatchings, scratchings—and through this under 

growth, like a ladybug pushing its way through the hair of a forearm, the 

eye searches for an image. It finds it, to be sure, but it may be disappointed. 

$50-$200. £2. 

American folk-art [Downtown; Jan. 6-31], like any folk expression, is the 

art of the unschooled craftsman who feels the need for an inner logic of 

design in his work and who achieves it with a naive boldness that his more 

sophisticated contemporaries would have shunned—at least in the nine- 

teenth century. This inventive license touches our sensibilities—a late 

nineteenth-century wooden weathervane changes from a rudimentary horse 

form into an arrow—a directional symbol like an arrow in a Klee. It is 

accomplished perhaps crudely, but with a sense of the rhythmic repetition 

of curved and forked forms. One sees this same sensitivity in a Maine cock 

weathervane, or the amusing horse and rider vane, like a prototype of 
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Nadelman, which freely combines materials: mica, metal and wood. The 

paintings, also, most notably Youth’s Guide and General Carrington and 

Family, show the artist’s concern as defining a visual order as well as 

fact. Prices unquoted. LL. 

Abraham Walkowitz [Zabriskie; Jan. 5-31], the small white-haired man 

so familiar to New York gallery visitors, and who for at least a decade has 

been unable to paint because of failing eyesight, is once again on the ex- 

hibition calendar with a retrospective viewing which includes examples of 

most stages of his development. There are very early landscapes of America, 

later light-filled views of Europe and parkscapes with relaxed Sunday 
loungers. But his moments of greatest intensity are his recordings, with 

Rodin-like indefiniteness, of the supple Isadora, and his Expressionist- 

abstractions of Coney Island rhythms and New York skyscrapers. The build 

ings become a tottering towering mass between the nightmare sky filled 

with scavenger-birds or airplanes while sewers eject the ant crowds of 

workers, shoppers and sight-seers, Prices unquoted. ba. 

Gandy Brodie [Durlacher; to Jan, 24], New York painter whose paint 

erliness has brought him a deserved early success, is seen in an oddly mixed 

show. Particularly among the smaller pictures, there are a number that 

seem like time marking—Crossed Gladioli, for instance. Others are sump- 

tuous in a familiar and satisfying way, the dark Radishes, romantic and 

tragic but unforced. Manhattan Bridge, Friday Evening Candles: childhood 

and its murk comes back. The present has another appeal, and requires 

less figuration: Boat in the Sun, the boat a squash of paint in the blue day, 

Birches in the Wind, in which the wind logically reduces more painting 

than the trees. Among the big pictures, there is The Young Musicians, a 

remembered invention interspersing jazz notes of color as lightly as Art 

Tatum used to play and, most commanding, City Anguish, non-figurative 

and true, like endless skyscraper structures limply and soundlessly collaps- 

ing. Prices unquoted. JS. 

L. C. Woodman [ Adam-Ahab; Jan. 2-23] shows a hundred or more small 

abstractions in a series called Rock ’n Roll abstractions of Gospel Hymns 

for Revivalist Meetings of 100 years ago. An admittedly long title, but there 

have been absurdities committed in the interests of brevity as well. Tempera 

is barely manipulated on his “two- and four-way” sheets of paper with a 

spinning brush, a sponge or crumpled paper producing marbled surface 

jumping with accidents and vibrating colors that almost mix themselves. 

The elements combat singly or in groups and the @rtist rides the storm. 

Prices unquoted. H.D.H. 

Peter Lanyon [Viviano; Jan. 25-Feb. 26] is a Cornish Abstract-Expres- 

sionist who once worked with Ben Nicholson (who lives close by in St. 

Ives) and Gabo. This second New York show consists of large paintings 

which are cool in coior and rather uncertain. There seem to be no tops or 

bottoms to them. It is as though he conceived them looking out from an 

airplane—he happens to have been in the R.A.F. during World War II— 
or simply wished to communicate an ambiguity. Susan, the only figurative 

painting, is painted from a balcony point-of-view. Lanyon’s forms are laved 

in mists of color. Structurally, they consist of overlapping amorphous planes. 

He works for a long time on them, and since he permits himself anything, 

the results are sometimes confusing, if pleasant. Prices unquoted. L.c. 

Bernard Chaet [Stable; Jan. 12-31], who teaches at Yale, shows swirling 

oils. They are both harsh and jolly and take off from an odd Expressionist 

stance: the exaggeration of the obvious, the same principle that makes the 

color organ such a joy. When he restrains himself with white, as Jn Grey, 

Kandinsky revolves more slowly. Prices unquoted. J.S. 

Modern French [Findlay; to Jan. 2] range from some Impressionist can- 

vases (Pissarro, Monet) through two or three Fauves to concentrate on two 

contemporary Parisian realists, Brianchon and Guy Bardone. Braque’s violet 

and yellow Fauve Landscape at L’Estaque (1906), a strong 1905 Vuillard, 

a shimmering Soutine flowerpiece stand out, as also a Degas watercolor bal 

let study for a fan design straight out of the Ukiyoye. Brianchon balances 

large masses of flat primary colors in a semi-representational mode—red, 

white and blue flags, a black screen and pale violet flowers are the props 

in a large Matisse-like still-life—while Bardone puts warmth and emo- 

tion into heavily impastoed still-lifes and Parisian cityscapes. Prices un- 

quoted, H.L.F. 

Tetsuo Ochikubo [Krasner; Jan. 5-24] had his first show last spring and 

immediately afterwards won a Guggenheim for graphics. He is particularly 

liked by those people who are fond of finding in abstract paintings familiar 

signs in a familiar context. Ochikubo’s paintings suggest the moods and 

sometimes the appearance of nature as understood by an artist of Oriental 

traditions. He uses oil like watercolor and works up his surfaces to make it 

seem to rest on rice paper instead of ,canvas. He works with greyed har 

monies, muted colors and a few simple shapes—a limp and floating trapezoid, 

a handkerchief form, confetti paper shapes, a shape like a river on a map, 

and a dancing embroidery of small calligraphies. He is dexterous and 

tasteful. Prices unquoted. L.( 

Five collectors [Parma] saw their collections (mostly of works by younger 

New York painters) assembled for the sake of a tasteful exhibition. The 

collectors are Walter S. Goodhue, Robert C. Hunsicker, H. Mare Moyens, 

Dr. and Mrs. Fred Olsen and Horace Richter. Prices unquoted. LA 

American paintings [Graham] described as “major” brought together some 

interesting works by West, Vanderlyn (an especially charming portrait, 

Master Edward J. Elmendorf), Chester Harding (a rugged Daniel Boone), 

Bingham, Inness, Whistler, Homer, Chase, Davies, Luks, Lawson, Demuth 

and others. Prices unquoted. nt. 

Fritz Winter [Kleemann; to Jan. 31], well-known abroad, shows again 

with a new development. From the bright gauche color swatches among 

wiry ropes of black, or the Soulages-like fat sweeps of pigment, a stolid 

moodiness, most suited to a stubborn nature, has set in. Thick shafts of gritty 

charcoal grey or black are troweled sideways or upward over slaty grounds, 

sometimes scumbled with simple greens, blues or reds, or ornamented with 

little arabesques of colors. They give no lift or romantic feeling to the 

Abraham Walkowitz’ Forty-second Street, 1910: 

“buildings become a tottering mass” 

Gandy Brodie’s City Anguish: 

“non-figurative and true” 
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Edith Schloss’s West Window, Fourth of July: 

“affection for things and places chosen” 

2 Nassos Daphnis’ 10-5 

“an atmosphere of color and rest” 

somberness, Aufleuchtend (“upglowing”) is weighty and has the largeness 

and comfort of a heap of coal, and “glows,” but only in comparison to the 

other canvases. $1,200-$3,000. E.B 

Nassos Daphnis [Castelli; Jan. 6-24) has not shown for ten years in New 

York but his 

formation in manner and outlook from his early 

life. In 

seems to have really found himself. He has worked out a color 

present geometric abstractions a complete trans represent 

folk art paintings and ab 

these recent paintings he stractions which looked liked undersea 

theory and 

has been applying it to paintings related distantly to Reinhardt and Diller. 

When placed on white walls they make an interior space into a painting 

They create an atmosphere of color and rest. Each painting usually consists 

of three colors only (blacks and whites are used as colors) in uniformly, 

smoothly, precisely hued horizontal planes. Sometimes there is a vertical 

plane, but no overlappings or crossings. It would be hard to imagine simpler 

statements. But one will discover, if one takes the trouble, that very curious 

things seem to happen: vibrating edges, modulations of hue and value, 

folding, hinging and oscillating planes, These 

ultra-simple color statements turn out not to be so simple after all. They are 

in-and-under movements. 

like sphinxes. Prices unquoted. LA 

Edith Schloss {[Workshop; Jan. 13-Feb. 7], the Edith Burckhardt of ART 

News, shows oils, and found objects arranged in boxes. In the paintings 

14 

she divides her attention between Maine landscapes and still-lifes grouped 

in and around windows: things of daily use, including flowers, poised as a 

guest would find them, though not put in special order: the order is in- 

herent or sufficient. White equals light: water whitely reflects, the curtains 

that frame a window are bare canvas heightened with streaks of white 

white objects—pitchers and fruit bowls—are introduced for their own 

white unglittering sake. Her stroke is dry and even scratchy, paint is put 

down toward an end, to give solidity to branches against a bay, the “smear” 

of green beyond a window: her vision is not of abrasive realism, but it is 

one of uncompromising faith to a way of seeing, of affection for things 

and places chosen. The quality of the boxes is more illusive: unrelated 

fragments of now and then are put into natural evocative relation. It is a 

deceptive and artless art that seems always about to disclose an enjoyable 

secret about someone unknown. $75-$300 1s 

Tadashi Sato (Willard; Jan. 6-31], «1 Hawaiian artist now living in New 

York, paints aquatic life as seen through water. The floating shapes are 

blurred; color is muted; little crisscross brush strokes simulate the shimmer 

of refracted light. In some of the canvases the ocean floor becomes the 

surface plane; in others, depth is more naturalistically rendered through 

the use of shadows. All are clean, cool and tasteful. Prices unquoted, 1.1.s 

The grand opening [French; to Jan. 24) of a beautiful new gallery o 

curred after the Bratby exhibition. (In theory the Bratby’s were not there at 

all.) This exhibition is the “Official Opening.” The surprise of the show is 

a 1946 Jackson Pollock painting called The White Angel. There is also a post 

Impressionist-looking painting by Pissarro, 1890, called Old Chelsea Bridge; 

a pleasant Mary Cassatt; a well-documented Daumier oil sketch, Jn the Loge; 

a Monet Viaminck Sailboat, 1919; 

works by Utrillo, Villon, Cézanne, van Gogh and others. Prices unquoted. L.c 

Snou robust and Landscape, 1875; a 

Don David {[Camino; Jan. 23-Feb. 12), a former Hofmann student, shows 

abstractions which derive from city subject-matter. Form is discarded, but 

kept as movement and color quality—the frenetic pace, the warm intensities 

of neon signs at night, the city greys, and, in Central Park Evening the 

mounting shapes of growth fused to the blue duskiness. Prices unquoted. L. 

Frederic Taubes {Grand Central], well-known writer and teacher, showed 

recent landscapes and figures. The former have simplified masses of rocks 

and trees shattered or eroded into arches and hollows. His figures, in a 

standardized color scheme of pink flesh, grey shadow and orange high 

lights, are also reduced to a complex sculptural massing, whether nude, 

H.D.u as ina Venus Kallipygos, or armored Prices unquoted., 

Joan Miro’s [F.A.R.; Jan. 5-23] recent color prints are of the highest 

decorative order. From the small etchings, naughty little sprites outstare 

you, making you remember earlier, more disturbingly ambiguous, in 

They are bitten with disarming skill and simplicity. In the larger 

Miro’s 

an unspoken language live among woolly crayon scribbles, watery splashes 

nuendoés. 

lithographs, fresh with flag-like color swatches, bright capitals of 

with more charm and meaning than the 

$150-$450 EB 

and other amusing details—all 

crusted ceramics of recent years. 

Otto Muller, Emil Nolde [New Art Center; Jan 

for a time with The Bridge group and its active enthusiasm for the graphic 

mediums, are shown in prints and drawings. Muller, the most lyrical mem- 

ber of the group, is shown in his favored medium, the lithograph, and his 
favorite subject, the youthful angular nude in a landscape. Nolde, who 

2-17], both associated 

taught etching to the group, is variedly represented with a rare early etched 

Self-Portrait, 1905, a moody Mother and Child colored lithograph and a 

typical watercolor of flowers. Prices unquoted Ld 

Bellows’ lithographs [Allison; to Jan. 31], at first glance make one think 

of Goya, Daumier and Blake. They are generally regarded as his best work, 

all done in the eight-year span (1916-24) before his death, in which time 

he did over two hundred. He was as derivative as he was prolific, and many 

are virtuoso performances technically, Dance in a Madhouse is straight out 

of Goya, Artists Judging Works of Art recalls Daumier. And he must have 

turned to Blake for inspiration for one of his few religious pieces, the 

Crucifixion, 1923, in which the English mystic’s rhythmic, nervous swirling 

line is combined with Bellows’ melodramatic lights and darks. But he was 

more completely himself in the famous boxer studies, such as the 1916 Stag 

at Sharkey’s, and in some charming portrayals of his wife and daughters, 

when he was expressing subjects close to him. $75-$400 1.M.S. 

Mervin Jules [A.C.A.; to Jan. 23] shows textured encaustic abstractions of 

youthful musicians and beach scenes. A Fauve beach with pink and purple 

dunes under an orange sky contrasts with the sunny openness of marsh flats 

peopled with bathers or clammers. The sympathetic studies of young people 



graduating from toys to instruments are less colorful and suggest a hidden 

prismatic structure under their warm, granular surfaces. $225-$900. H.D.H. 

Marguerite Stix [Krasner; Jan. 20-Feb. 7] has exhibited her sculpture 
under her first name prior to this show. There is a forceful awkwardness to 
her best works which, at least in the past, have often been portrait busts. 

But there is nothing awkward about her technique; it is an expression of 
character, Torero is an example. The tiny figure leans against a barrier as 

though the struggle to prevent his fear from showing has straightened him 

into a rigor mortis of courage. Her other figures seem to be pushing against 

something, a struggle to be free and loose but restrained by conscience. They 

are Puritans struggling with themselves. Her group of musicians continues 

her interest in making complete environments in the tradition of the Burghers 

of Calais. There may be unresolved aspects to her sculpture, but this ir- 

resolution seems to be part of her vitality. Prices unquoted. Lf. 

Meaning in Immediacy (Terrain; to Jan. 5], an exhibition of prints, is 

the latest attempt by this gallery to illustrate by concrete examples, the 

esthetic theories of Eli Siegel. One of the “opposites” reconciled in the ex- 

hibition is that some of the artists—Racz, Baskin, Barnet, Peterdi, Grippi, 
Conover—exhibit frequently, while others—Bob Blackman, Chaim Koppel- 

man—are seen only on occasion. Like all exhibitions here, it is interesting. 

$15-$100. L.c. 

Matisse, Villon [New Arts Center; Jan. 19-31], the great poets of the 

bourgeoisie, who see and present the world as comfortable and light-filled, 

can be seen together in a show of prints; Matisse with examplars of his 

vital linear style and sensuous lithographs on Algerian themes; Villon, 

whose technique is so skillful that it appears simple, with several of his 

early Cubist works, among them the fragile, voluminous Renée de Trois 

Quarts as well as the late lithograph series, Les Bucoliques. Prices un- 

quoted. L.L. 

Alex Katz (Tanager; Jan. 16-Feb. 6], who last showed collages of solid- 

color paper, extends his experiments in making a static image give life and 

air to flat color in his new oils. The image is always specific: at its simplest, 
4 canvas all sunny cream is banded at the horizon by a canted Maine 

landscape. In the figures he risks banality: the prettiness of a pretty woman 

is as factual, and as simply achieved, as in an ad. It is taste that wins, and 

the existence of the picture as a resolution of color tensions. The mat sur- 

round counts for a lot. There is a gradual taking out of detail that leaves 

their force behind. The simplifying of features, which at first appears 

arbitrary or tricky, becomes apt: in a figure in blue, isolated in white, the 

colors feed each other so the red of the lips not only makes its necessary 

effect but the lips have the sharpness lipstick actually gives. One color 
controls another and it is amazing how much white is made to do in Lucy 

and Irving Sandler, air and floor (the figures are secure in their space) 

and the presence of the unnecessary to discriminate. Prices unquoted. J.s. 

Kathe Kollwitz [St. Etienne; Jan. 12-Feb. 7] is seen in a show of draw- 

ings, posters and rare or unique states of prints. Not to number oneself 

among them always seems a little boorish—like making jokes about Rosa 

Luxemburg. Kollwitz cared so patently about those who suffer and are 

ground down, what difference does it make if her ideas are like being hit 

by a wet sponge, her technique trite as Boardman Robinson’s, her contribu- 

tion to art, really, a debasement? She is surely not to blame for her van- 

ishing imitators. Prices unquoted. JS. 

Shirley Carter [Bodley; Jan. 5-17] teaches at Parsons and is showing 

watercolors for the third time. With a busy scaffolding of inky lines, fishing 

smacks and waving masts stand against white foamed waves, their dark 

green troughs and skies often midnight blue. Italian church-tops look silver 

against similar skies. $40-$200. E.B. 

Modern prints and drawings [Deitsch; Jan. 6-31], broad in range 

(Chagall, Matta, Bonnard, Savelli, Villon, Picasso, Delaunay, Epstein, 
Delacroix, et al) and equally broad in expressive means (collage, monotype, 

pastel, lithograph, watercolor, etc.), contain many durable, necessarily com- 

peting, statements. Larry Rivers’ color lithograph has red heart-shapes and 

black thumbprints smuggled into air and set in motion by a furiously ped- 

dling lady cyclist; two Dufy woodcuts are medievally, even morally, harsh and 

firmly grounded, with nothing topsy-turvy in the offing; ominous Miro etch- 

ings and pre-Surreal Ensor prints are bogie-full and Bosch-like. Prices un- 

quoted. R.D. 

European paintings, drawings and sculpture [Peridot: to Jan. 10] 

consist mostly of small intimate, but not minor pieces. Maillol’s Two Sisters, 

posing opposite each other in a barely asymmetrical juxtaposition, hold up 

an invisible clock with style; a far cry from Anna I and Anna II and per- 

haps a take-off on the many nymphs of mantelpieces—they were actually 

a design for a clock monument. By Maillol is also a little sturdy nude. 

astride a dolphin, and an almost lifesize torso. Renoir is present with the 

relief of a dancer striking a tambourine with the abandon of Isadora. Arp’s 

small bronzes of polished, teasingly lopsided curves invite the touch of the 

hand. An oil by Gleizes, painted in 1915 in New York, foresees the Twenties. 

An appealing Gérard is a drawing Matisse did for the camera in the film 

showing glimpses of his daily life. There are also a Rodin sculpture and 2 

drawing, some Moores, drawings by Brancusi, Miro, Léger and Redon. Prices 

unquoted. E.B. 

Frank di Gioia [Milch], traveler and sketcher, showed recent drawings 

and watercolors of France, Italy, Spain and North Africa. They composed a 

light and likeable album. Prices unquoted. JS. 

Warner Prins [Juster; Jan. 26-Feb. 14], born in Holland where the tradi- 

tion of tile manufacture is strong, has enlarged the conception of accepted 

artistic mediums, breaking a barrier between the fine and minor arts by 

elevating the glazed tile to the level of painting. Excellent technically, his 

works are of more varied quality esthetically. Some suffer from a lack of 
cohesiveness and banality of subject, but some successfully utilize the 

potentialities of the glaze, its free flow, brilliance and translucence. In 

Solitude in Spain, with only touches of line to structure it, thin washes 

evoke watery sky, airy earth and tree-like forms. Prices unquoted. Es. 

Thomas Fransioli [Kennedy] presented heavily-varnished scenes of 

Europe and America in which neither birds in the sky nor people in the 

streets seem capable of movement or speech. Carefully manipulating build- 

ings, Fransioli seems still the architect he once was, while his learned paint- 

ing eye impersonally evokes the past, perhaps Canaletto. $600-$2,000. Rp. 

Contemporary Danish artists [Riverside; Jan. 4-25] are represented by 

twenty-eight exhibitors. The majority of the painters are forty or under 

which probably accounts for the preponderance of abstraction among the 

paintings. It is a restrained abstraction, more contemplative than active; 

and if one can see outside influences, it would appear that the Germans 

and the Dutch Neo-Plasticists are most powerful. Among the most inter- 

esting of the paintings were three by Hans Meyer Petersen, who, if my 

biographical information is correct, has at twenty-one had shows from 

Europe to Asia, including the U.S. and Mexico. All three works treat the 

same theme, the emergence out of the absorbant dark of the canvas of a 

shimmering, and unearthly luminescence which sheds halos of light into the 

black. Other noteworthy paintings were those of Hornung, Ernst, Dalsgaard 

and Schwalke. Among the sixty-three graphic works, Forest Fire, a woodcut 

of flickering red forms by Paul René Gauguin, grandson of Paul, was im- 

pressive. Prices unquoted. bs. 

Peter Heineman [RoKo; Jan. 12-Feb. 4] shows a complacent group of 
still-lifes and figures in oils. His still-lifes are composed of elongated tables 

with slightly reversed perspective. They are slightly more serious than con- 

temporary French decorative painting. Choreography and Onions and Wine, 

Marguerite Stix's Walking W oman, 

bronze, 12% inches high: 

“forceful awkwardness” 

Alex Katz's Lucy and Irving: 

“how much white is made to do” 



Lucien Day's Quarry: 

“the direct presence of nature” 

Henry Mattson’s Blue Marine 

“blued observation” 

Reviews and previews continued 

however, are endowed with a grace which lifts them from the ordinary. 

His dramatic nudes are more ambitious. Prices unquoted. H.D.H 

James N. Rosenberg [Jewish Museum; to Jan. 15] marks the publication 

of an elegant volume of his works with a show of landscapes in oils, water 

colors and pastel painted largely in the past five years. Rosenberg, a suc- 

cessful lawyer, a former publisher of Arts Digest, has painted for about 

fifty years. For the last ten, he has been a full-time painter when he has 

not been fighting for the better exhibiting of American art at the Met- 

ropolitan Museum, and the interest he has taken in American painting is 

echoed by the American-ness of these landscapes, with their flecks and 

quivers of color and their atmosphere of vitality. His landscapes are basical 

ly Expressionist but sympathetic rather than violent, and they capture na 

ture as it is seen at its best: a sunlit hillside in Little Pond, a remarkable 

Turbulent Skies, rain aquamarine patch of clear sky over a mountain in 

scratched into the surface of a misty mountain landscape in Cloudburst, 

the Adirondack Morning with bright color echoing autumn in its sky. 

H.D.u $200-$1,200. 

Henry Mattson [Rehn; Jan. 5-24], who has been showing at this gallery 

for thirty years, continues with a small group of seascapes in which a blued 

observation of rocks, waves and storm skies epitomizes the subject. Land- 

scapes and flower paintings do not respond to the same treatment. Mattson 

has also contributed a coy, blue study of a Boy and His Cat which makes it 

all the more wonderful that the mat, turbulent surfaces of his seascapes can 

generate such power. $600-$1,500. H.D.H. 

Lucien Day [Passedoit; 12-21] lives in New York but starts his 

paintings in Vermont in the summer. Others he finishes on the spot. But 

both those completed afterwards in New York, and those done in Vermont, 

Jan. 

have the direct presence of nature in them; of trees, quarries, lakes, directly 

experienced. They all look like real experiences of something outside of him- 

self—even the paintings more conceptually realized. Tamarack in Winter 

Sunlight, and the study for this painting, suggest the early Mondrian (with 

out in any way resembling a Mondrian) struggling to penetrate the mysteries 

of appearance and structure. Day, who has a kind of calligraphic way of 

putting down colors on canvas, is a good example of a painter who has made 

himself independent of mannerisms and the styles of other painters—simply 

by teaching himself how to see. Prices unquoted. L.C. 

Elsie Ject-Key [Crespi; Jan. 26-Feb. 7], born in Denmark, has been seen 

in many group shows in New York. Her colorful abstractions continue the 

granulated effects so distinctive in her work and she has begun to desert 

the equivocal depths of her former abstractions for a crumbled Cubism. 

But Invocation to Pan casts shadows in a search for dimension and re- 

sembles a Surrealist trophy. $125-$500. H.D.H. 

Skidmore art faculty [Graham; Jan. 16-30] and a few former students 

of which the best seems to be Robin Campbell, a sculptor, have themselves 
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James N. Rosenberg’s October Gold 

“American-ness 

a sad little show. Except Arthur J. Anderson, the teachers are represented 

by works which look as though they had been done in the pursuit of degrees 

at State Teachers Colleges. 

By contrast the N.Y.U. Art Faculty [James; Jan. 2-22 

This is the more amusing when you reflect that the bulk 

offers a hotbed 

of mad creativity 

of its members belong to some branch or other of the Education Department, 

Some of the artists in this lively show are Philip Guston, Esteban Vicente, 

Hale Woodruff, Leo Manso, Samuel Adler, Claude Mark, John Opper, Martin 

Craig, Pearl Schecter, Robert Ahr. $90-$1,500. LW. 

French drawings [Schweitzer], randomly chosen from this and the last 

centuries, included brief Boudin watercolors, a minute Daumier ink, Paris 

ian observations by Forain. $200-$1,200. R.D. 

Henry Niese [Gallery G; Jan. 6-30], a young New Jersey painter, unevenly 

continues to utilize cinnamons, varied blacks, coppers and brick reds in 

giving familiar, turn-of-century or Pennsylvania-Dutch furnishings a frontal, 

totemic, sometimes menacing, primitivism. His wavering but considerable 

sensitivity is amplified in this second show by a biting fluidity when he 

considers people. Here, a silent apartness is achieved through chalky colors 

yartially obscuring a nervously-assured pencil. Prices unquoted. R.D g ) 1 

Sophie Hughes [Crespi; Jan. 12-24], who teaches widely, continues her 

experimental approach to painting with a diverse group of canvases, looser 

than her previous ones. $100-$200. H.D.H. 

Dauchot [Juster; Jan. 5-24], a young French painter who is quite popular 

in France, shows a group of wash drawings that reveal his facility with line 

and a_ dash of color. He paints a semi-real world in which harlequin and 

Lautrec’s Paris characters are actors. Prices unquoted. L.L. 

Ancient art of North Peru [Furman; Jan. 15-Feb. 28] is a stimulating 

summary of ceramics produced by the Chavin, Salinar, Gallinazo, Mochica, 

Tiahuanaco, Chimu and Inca peoples. Most of the eighty exhibits are water- 

jugs (this section of Peru is mainly desert) fashioned in the shape of heads. 

They range in style from totemism to realism. The frontal-staring portraits 

from the Mochica period are the most expressive. There is in some of these 

vases a genuine artistic grappling with facial features that transcends the 

naturalistic and the stylized. Also notable is a series of sculptures of Ai- 

Aipec, the jaguar-man-god common to all of these cultures, in which varied 

formal characteristics can be traced. $50-$1,500. LHS. 

Edith Geiger [White; Jan. 6-24], in her second show, pastes torn-edged 

tinted shreds of rice paper in horizontal strips which usually congest in a 

thick or accented band over the middle. This, in blacks or dye pinks, de- 

notes land, a crested mountain range, tide flats, ice floes. Whether parallel 

runnels of paint or vertical thin paper panels are deployed, the whole mat- 

ted fabhic of the surface drinks up the specific-like blotting paper. Meant 

[Continued on page 52] 



Reviews and previews: new names this month 

Berry and Held [Poindexter; to Jan. 10], from Boston and New York re 

spectively, are just over thirty. Al Held’s virile pictures are composed of 

overlapping slabs of pigment that surge and heave like an earth-colored 

tidal wave. Unwilling to break into the surface plane, Held builds up paint 

thickly in the attempt to move the picture into the room. Textural contrasts 
are unimportant; the all-over image advances uniformly and _ insistently. 

Single forms are pushed out but remain anchored within the laboriously 

composed web. The weight of pigment and the large size of the work also 

contribute to spanning the space between the surface and the viewer. Several 

of Donald Berry’s paintings resemble Tomlin’s calligraphic works of 1948. 

These canvases, consisting of single grey brush strokes skimmed over a 

black ground, are involved with spontaneity and gesture, but the overruling 

intervention of taste causes them to appear pat rather than free. However 

Berry is still experimenting. Other pictures of black, white and grey lines 

on bare canvas are less flashy, more complicated, more interesting. Prices 

unquoted. L.H.S 

John Bratby [French], best-known of the Kitchen-Sink painters, winner 

of two Guggenheim Awards for Great Britain, was presented to New Yorkers 

to the accompaniment of a steady crescendo of publicity drums—not alone 

from the producers of The Horse’s Mouth movie (for which he made several 

unfortunate and overblown paintings; see also p. 38), but also from those 

who, here and in Europe, would use him as a stick to beat Abstract-Ex- 

pressionism, the New York School, etc. This made it difficult to look at his 

best paintings, those depicting his own life, in a fair light. Also, he is an 

upsetting painter. He has an arrogance which disturbs you. He forces you to 

think of the world in a new way. This is because of his compulsive, “any- 

thing-goes” way of painting. He has those contradictions of taste and feeling 

which upset yet fascinate. It is not that he does anything profoundly original, 

either. Matisse painted himself painting the picture as though he were in the 

room you are in. But he made this revolutionary idea acceptable to sophisti 

cated tradition. Bratby does the same thing on the level of folk-art, like the 

absurd cyclorama in Atlanta with real rocks and bushes in a real foreground 

strange way of streaking his in front of the painted surface. Even his 

enormous surfaces with paint (to many this will seem his claim to original- 

James Gahagan’s Tintinnabulation: 

“explores visual remembrances” 

ity) was anticipated by Expressionist painters like the Bavarian Josef Schar!. 

Yet none of this seems to matter. Bratby has an extraordinary vitality. He 

communicates a poetry of light entering a many-windowed room filled with 

staring people. They seem to judge you like a line of Romanesque saints. 

He is fascinated by everything—in this he is like Philip Evergood—clocks, 

power drills, toy trains, scatter rugs, newspapers, monopoly cards, an end- 

less catalogue of suburban pleasures. His best paintings here were called 

Painting Activity, 2 and French Window with Girl. Prices unquoted. L.c. 

James Gahagan [Nonagon; Jan. 25-Feb. 14], shows collages and paint- 

ings. He begins by working his ideas out in collage. With bits of paper 

and oils applied in brightly colored dabs, he explores visual remembrances, 

such as the Vermont sunset which inspired several works in the present 

show. With the translation to canvas, it undergoes another development, 

changing with the pressures of the new scale and the potential of new 

relationships, but often it retains the quality of collage. Tintinnabulation, 

on the sunset theme, is one of the most resolved of the large works; in it, 

color spots of cobalt, ultramarine and cool yellows, blossom against red, 

filling it with fluctuations in space, Prices unquoted. Ke. 

Two painters and a sculptor [March; Jan. 2-22] are Athos Zacharias, 

Anthe Zacharias (they are not related) and Marc de Suvero. Outstanding 

is Athos Zacharias who draws swiftly in oil and then in the oil: speed seems 

the obtained aim of pigment, of line, of quickly erupting and vanishing 

color area. The small pictures are especially assured, collaged in such a 

way that a painted and cut insert looks like a troweled up underpainting, 

life below life, like muscle under muscle. Anthe Zacharias balances heavy 

bars of pigment against each other; turbulence of paint reacting against 

boldness of stroke or shape. De Suvero’s sculptures, in plaster coated with 

metal paint, have abstract style but seem impersonal. Prices unquoted. J.s. 

John Chamberlain [Jackson] was shown in a kind of preview before his 

first one-man show which will come later this season. Three stee! sculptures 

were exhibited with the Sam Francis paintings at this gallery. They are 

characterized by a close and insistent piling up of details of scraps of metal, 

Athos Zacharias’ Chirico 

“speed seems the obtained aim” 



New names this month continued 

Mychajlo Moroz’s Waterjalls 

“the fast play of brush and color” 

Stan Freborg’s Return Port: 

“paints in a large, jovial way” 

which gives a very concentrated effect, contrasting with the dispersed look 

of Francis’ paintings. Prices unquoted. F.P. 

Stan Freborg (James; Jan. 24-Feb. 12] came to the Hans Hofmann school 

in Provincetown after having read about him in Life. Before that, but some 

years ago, he attended the Art Institute of Chicago at night. He was a 

successful commercial illustrator for a time, and a real-estate agent in Tuc 

son, where he managed to save up enough money to paint full time. Al- 

though a newcomer to Abstract-Expressionism, his paintings have the look 

of experience and maturity. He paints in a large, jovial way—spattering, 

wiping, rubbing paint on with gauze, striping, loading the paint in several 

densities, rocking successfully to a conclusion. There is a kind of nervous 

scaffolding to some of them, but no two resemble each other except in color, 

which is juicy. $75-$850. LA 

Mychajlo Moroz [Panoras; Jan. 26-Feb. 7], a Ukranian who has shown 

before internationally, is a newcomer only to New York. The unity of the 

show as a whole, the fluency, the fast play of brush and color, reveal an 

experienced painter, a man who sees his scene all of a piece, grasps its 

details instinctively and with a quick technique lays it out flatly and dis 

tinctly. He enjoys being alone outdoors and intimate with forests and 

rocks. The flicker of water is present everywhere, under the coppery masses 

of foliage and closely stacked rocks, it either tumbles down in thick wet 

streaks or spreads sideways, invisibly flowing. On a larger, more modish 

scale, these canvases would be at home in any show of Expressionist real 

ism. Prices unquoted E.B 

Robert Whitman [Hansa; Jan. 12-31] is a graduate student of art history 

it Columbia. His first exhibition shows constructions of fragile ordinary 

modern materials (such as Rauschenberg made familiar several years ago) : 

knotty slats of green lumber, aluminum foil, plastic, Kleenex. The paint is 

mat, like poster colors. The rickety constructions are square or cubical with 

checkerboard patterns cut out of more or less limply hanging sheets of 

transparent plastic, on which is pasted scotch tape that pulls the plastic 

into “interesting” wrinkles. The most elaborate exhibit contains red and 

blue winking lights in cubbyholes against aluminum foil. Before the blue 

lights hangs red cheesecloth, before the red lights, blue cheesecloth. He 

equates importance with history, like the artists of the Bauhaus, but unlike 

the artists of the Bauhaus, he thinks art is not engineering, but something 

handmade, therefore badly made. His concern with time shows, making the 

constructions look already dated. What is in store for next year? Prices 

unquoted. F.P. 

Sal Sirugo [Camino; Jan. 2-22], who began painting in an army hospital 

during his several years of convalescence from war wounds, turned to paint 

ing seriously in 1948 and since then has won Emily Lowe and Woodstock 

Foundation awards. The casein is brushed, knife-stroked and rolled into an 

all-over flicker of values. There is a handsome surface to these large even- 

ly-lit works, but they need the change of pace that distinguishes Com- 

position, 60. This small dark panel, Chinese in feeling without any overt 

relationship, opposes the larger deep browns of exposed masonite to the 

raised highly rubbed black paint areas that glimmer occasionally with a 

18 

revealed white underlayer. It becomes, with the exploitation of chance 
effects and the highly rubbed surface, at once, a free and highly cultivated 
expression, $50-$500. ‘2. 

Kay Christensen | Meltzer; Jan, 12-Feb. 7] is a well-known Dane approach- 

ing his sixtieth birthday. Although he has been included in groups in the 

United States, this show must be considered his debut for this country. His 

paintings, all Intimist-Symbolist, have that intensely dreamy atmosphere, 

those dingy greens, those soiled harmonies, that one associates with the 

turn of the century. He rarely carries a painting beyond a sketch and uses 

dotting elements that suggest the influence of the Pointillists. Actually he 

descends straight from Gauguin and Redon. He paints his figures—one type 

is his favorite, a high-bridged nosed, chinless girl—in moments of stillness 

They are very gentle and very nice. $75-$2,400. L.c. 

Bernard Dufour [Loeb; to Feb. 21] was a civil engineer painting land 

scapes in spare moments, until a few years ago when he joined the Galerie 

Pierre in Paris of which this gallery is the New York representative. He has 

been painting full-time since and his work has evolved rapidly from ab 

stractions of landscapes to increasingly personal interpretations of the 

figure, in which there are no direct visual associations. Although no com- 

parisons are intended, some of these recent paintings recall, in a way, the 

curiously personal paintings of the early Georgia O'Keeffe, at least in the 

forms and the phallic imagery, but not in the color which is character 

istically French. Prices unquoted. Lt. 

Ed Moses [Area; Jan. 2-22], Californian who has shown in Los Angeles 

and San Francisco, includes collage-type drawings done with Crayola and 

turpentine that blossom wetly at the bottom of the sheet in a kind of Gorky 

garden. His oils are a calculated Action Painting with Surreal roots; but 

the roots, happily, seem to be snapping, The accidental vestiges of under 

strokes are sharp to perceive, and one of the paintings that snarls color on 

white has a strong fought-through look. $100-$500. JS. 

Morton Roberts [Grand Central; to Jan. 9] shows drawings and paintings 

including a recent series commissioned by Life illustrating the beginnings 

of jazz in New Orleans. Roberts was born in Worcester, Mass. and attend- 

ed the Yale art school. His paintings have a clarity that compensates for 

their multi-form derivativeness, a clean-cut, engaging quality and an obvious 

technical expertise either or both of which should endear them to the large 

public to which they will be exposed. Prices unquoted. H.D.H. 

Jack Davis [Nonagon; Jan. 4-24], chairman of the art department at 

Hood College, paints nature as symbol. Its lyric aspects inspire him—refle« 

tions in water, hanging willow branches, tangled roots. In some, the 

earlier, they are left as seen, but in the last of the group they become 

movements representing, by suggestion, the phenomenon. A blue splash 

against subtle but differentiated browns is Stream, while in River Vieu 

the latest, root and water forms are no longer distinguishable as such, they 

are merged in a struggling cacophonic rhythm. Prices unquoted Lt 

Hisao Domoto [Jackson; Jan. 2-24] shows in this country for the first 

time. He was born in Japan into a family of artists and was trained in the 

traditional Japanese manner, which shows in the conventionalized natural- 

ism of his abstract style, with its wave and bird’s-nest forms, and whorls of 

blue-green and brown that look like excercises in the Palmer method of 

penmanship. His color seems to come from his head rather than from ob 

servation. He is under thirty, and in 1954 he left Japan for Paris in order 

to become an abstract painter. $150-$1,500. F.P. 

Four Indians [Adam-Ahab] included “Aztec Charlie” Sturm and Lloyd 

Etters is: a group which was as Indian as it wanted to be. Sturm showed 

haunting Expressionist watercolors, pastels and oils which demonstrated a 

strong incipient talent with an eye for Post-Impressionist effects. Eerie 

mother-and-child studies and massive figures in purple and red countered 

pale watercolor figures and thick, tormented landscapes in oils. Lloyd 

Etters showed Southern landscapes which were somehow desolate in spite 

of their lush foliage and the hot, bright colors taken straight from Seminole 

patch-work. Lawrence Woodman picked some aboriginal work from his 

past output and served them up with a trio of yellow-orange “Sputnik 

Juniors.” $25-$1,000. H.D.H. 

Schainen and Stern [Schainen-Stern; Jan. 14-Feb. 27], recent Pratt 

graduates, are showing twelve collaborative structures intended for indus- 

trial decoration. Several fountains bear algae-colored planks of sand-cast 

rectangles which tremble quizzically on metal stems at the approach of 

ordinary footsteps, further motion being supplied by bits of copper-colored 

gutters attached to the lozenge-splattered armatures through which blue 

[Continued on page 56] 
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O.. New Year's wish for our friends and for ourself, as the 

last tenth of this decade begins. is for more breadth. More than 

for anything else does there now seem need for breadth and all 

its synonyms and connotations: width (of vision), broadness (of 

approach, of intellect), amplitude (of originality, of generous 

impulses), caliber (of integrity, of perceptivity), expansion (of 

narrow roads which lead to set wavs and prejudice). 

No sermon this, as the Lucepapers’ phrase goes. Yet St. Sylves- 

ter’s Day has the traditional privilege of inducing a few solemn 

thoughts along with the midnight ones that will be gone with the 

wine in the morning. Especially, to repeat from above. as the 

decade winds itself up; these turning-points emerge as on a 

speedometer, racing up mileage until at once its little wheels 

turn 9,999 all the way ‘round to 10,000. And this century’s 

decimals of decades have had a curious way of providing coin- 

cidences to go with historical milestones, Except for the unevent- 

ful 1949, with the world still stupefied by the hang-over following 

the war's end, they make a series of dates towering over most 

others. 1939: start of World War II. 1929: the Wall Street crash, 

of course, and beginning of the Depression. 1919: the Versailles 

Treaty and official end of World War I, with the document pro- 

viding a good basis for the next war. 1909: on the face of it, noth- 

ing much more happened than in most of the other blissful 

Edwardian years when nobody could have believed what was 

soon to come; still, the historic event of the year was Blériot’s 

first flying the English Channel, which in its own way was per- 

haps as portentous as the start of a war. 

All somewhat beside the point, unless to come back to the New 

Year's toast and to add “perspective” to “breadth.” For as one 

looks deeply as well as broadly, the past adds new elements to 

the present, and maybe some to help relieve current confusion. 

In the arts, why now the need for breadth more than at another 

time? Probably because this age is one of not merely specializa- 

tion but often of astigmatic subjectivity as well. It has given tens 

of thousands of varieties of specialists each one a separate private 

language, and has then left civilization with this Babel upon it. 

Compare, for example, the art world of 1909 with that of this 

new vear of grace, and not just the outer facts. Cézanne and 

Gauguin were recently dead, Degas and Renoir alive and the 

latter actively painting; the Fauves were being slowly domesticat- 

ed into not precisely tame but at least worldly creatures. Matisse 

had emerged as the best of them and was painting La Danse for 

his Moscow patron. Picasso and Braque were discovering Negro 

sculpture. Bernard Berenson, having published The Drawings of 

the Florentine Painters, was helping Charles Loeser acquire 

his extraordinarily early, large, collection of Cézanne (now main- 

ly on loan in Washington at the National Gallery); B. B. was 

otherwise sufficiently interested in modern art to write a letter 

to The Nation praising Matisse following an unfavorable review. 

And a distinguished early painting by Matisse was presented in 

that year to Mrs. Isabella Stewart Gardner in Boston, to become 

part of the museum bearing her name—the donor being Professor 

Thomas Whittemore, the Princeton archeologist, whose great 

deed was the uncovering of the walled-up Byzantine mosaics of 

Santa Sophia in Constantinople. Another art historian, Denman 

Ross of Harvard, was lecturing on both Persian gold of 1500 

B.C. and the contemporary brothers Prendergast, who were with 

Marin perhaps the best painters produced in this country in the 

first part of the century. 

These are obviously leading statements, and they are here for 

a reason. They highlight one kind of breadth which has so shrunk 

Editorial 

Capodanno 

that it has all but disappeared from the art world. It is not the 

only sort of broad thinking and action essential nowadays, in 

many ways, but it is one variety which we, in this corner, believe 

to be deeply demanded and probably keenly interrelated to other 

current artistic problems and confusions. 

What we mean to say is, of course, that art historians are, in 

the main, no longer so actively and keenly preoccupied with liv- 

ing art as they were in the half-century-ago period just cited. 

Except for a handful throughout the world like Meyer Schapiro, 

Sir Kenneth Clark, Lionello Venturi, Georges Salles—with per- 

haps one or two younger men in each of their countries following 

them—art historians of the present generation have not been con- 

cerned with their struggling creative contemporaries as were 

Berenson and Whittemore with the young artists of their own 

youth (even if they afterward retired to their respective towers 

and minarets, always sticking really to that first generation). 

Even the great Max Friedlander, who forged the entire body of 

modern knowledge of Flemish painting from the van Eycks to 

Brueghel, began his career in 1888 with a perceptive essay on 

Manet and Impressionism. 

What has happened? Art history as such is really a relatively 

recent branch of learning, in its modern quasi-scientific, wissen- 

schaftlich phase as against the purely narrative tradition from 

Vasari to Lanzi. It reaches. its first, still not fully formed, fruition 

with Morelli, Weale and their contemporaries—the generation 

immediately before Berenson, Bode, Friedlander, Kingsley Porter 

and others who began to build its solidest structures just previous 

to and around 1900. Within a mere five decades it has been trans- 

formed from such a vital, investigative study—intensely related 

to life, which is to say living art—to a branch of scholarship 

largely archivistic (one cannot even say “archeological” because 

that would imply the lively, at least “committed” work of actual 

digging). 

But this is not to analyze or condemn, it is to plead—for mehr 

Licht, literally “more light” in Goethe’s dying phrase that is the 

greatest of all pleas for breadth. The art historian, and on/y the 

art historian, providing he is “committed” or “involved” in the 

best sense, can shed new light, perhaps even broader clarification, 

upon today’s situation in which advanced style in the arts has 

moved farther from educated understanding than ever before in 

the history of Western culture—and almost as far from verbal 

means of explanation. Yet could not art historians, trained to 

see, to order stylistic evidence and to attempt evaluations of 

quality, bring these professional standards and techniques to 

bear upon art and artists around them as they do upon their own, 

ever more specific, areas of specialization? If they could, and 

would write down the results, however tentative, we might have 

more of the objectivity of a Schapiro on the New York School or 

a Clark on Henry Moore—which, in larger quantity, might again 

forge a wider understanding of the literate public toward the new 

art forms around it. 

It will take more breadth—and hard looking and wanting to 

know. By now a big gap has opened up between artists and art 

historians, and it will want time to close it. But it can be done. 

and best of all by the scholars whose place it is to understand 

the history of art. To this earnest plea for that rapprochement, 

which we know will have to be a matter of years, we would like 

to add a hearty invitation: the pages of this journal are open, nay 

eagerly outstretched, to any art historian who wishes to write, 

no matter how informally, on any aspect of living art. We hope 

for many responses, and over a long period. Prosit Neujahr! a.r. 

2] 



1 Franz Kline: Siegfried, 8% feet high, 

at the Carnegie International, Pittsburgh 



By Thomas B. Hess 

The cultural-gap blues 

In three ambitious surveys of modern art 

concepts and paintings and histories and sculptures 

all are mixed cheerfully together 

FE. the record: 

Guggenheim International Award was an exhibition drawn from about 110 of 

the 113 paintings chosen from twenty-three national groups by three-man 

panels each consisting of an artist, a critic and a museum official. In the 

Guggenheim’s temporary quarters, most of the national prize-winners, plus a 

number of other works placed in nomination for the $10,000 International 

Award, were on exhibition for the past two months. The top prize-winner, 

Miro’s wall for Unesco, was seen only in reproduction. The American winner 

Rothko, was also unavailable for exhibition [see A.n., Oct., Editorial] and 

the paintings by Kline and de Kooning could not be seen either. The Japa- 

nese and Canadian delegations won “National Section Fonorable Mentions,” 

and their entire groups were hung 

Whitney Museum Annual ‘Exhibition of Sculpture, Paintings, Watercolors, 

Drawings included one work apiece by 184 American artists from eighteen 

states. They were shown in all three stories of the Museum [Nov. 19-Jan. 4] 

From the exhibition the Whitney has acquired the entries by Isabel Bishop, 

Naum Gabo, Richard Hunt, Philip Pearlstein 

Pittebergh International Exhibition of Contemporary Painting and Sculp- 

ture offers 367 works from thirty-one nations, selected by the Carnegie’s di 

rector, Gordon Washburn (except for the Latin American works which 

were assembled by José Gomez-Sicre). Top prizes were won by Moore and 

Tapies [see A.n., Nov. °58]. Also at the Carnegie are 95 paintings from 

2 previous Internationals (1896-1955). Both exhibitions run Dec. 5-Feb. { 

2 Jac k I'workov: Red Lake, 

at the Carnegie, Pittsburgh. 

These are the common-sense facts that make no difference; what 

does make a difference is that all three “important” exhibitions, 

whose record this magazine is more or less duty-bound to note, 

give a curiously distorted view of modern art 1958—something 

like looking at a tray of objects through prisms, and everything 

seems clear enough, but when you try to pick up the red marble, 

your hand misses it by three feet. 

In other words, there is a fundamental dislocation between 

the art and its exhibitions, between what the artists are doing 

and what the official museum world thinks they are doing. 

Of course there has always been a dislocation of chronology; 

it is accepted that a work of originality, because of its very 

qualities, may have to wait about four or five years to be ap- 

preciated by the more enlightened officials of the Taste Bureauc- 

racy, and about fifteen to be “discovered” by the solider 

citizens. The retrospective selection of distinguished former 

exhibitors (Renoir to Beckmann) at the Carnegie thoroughly 

substantiates the existence of the Cultural Gap. But this chasm 

has been taking on the character of a mythical Cloaca Maxima 

into which can be tossed any garbage that impedes the ideal 

artist-public relationship. “It will all come out in the wash,” 

said Gordon Washburn of the Carnegie, when asked to com- 

ment on the ridiculous prizes chosen by his jury, who suddenly 

3 Stephen Pace: 58-05, 

at the Whitney Annual, New York. 
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4 Giacometti: Sketch, 1957, 

Swiss award-winner in 

the Guggenheim competition 

11 feet high, 

at the Carnegie International 

5 Barnett Newman: Day before One, 

The cultural-gap blues continued 

made the Gap appear about twenty years wide (the nostalgia 

for 1938 is as deeply fixed as that for mud). And indeed the 

Cultural Gap is awash with old avant-garde slogans and form 

ulas for “flat” pictures and pivots for fast mobiles—a whole 

river of misunderstanding into which, every now and again, to 

make life more piquant for those on the other side, a brilliant 

talent will commit suicide. Not that the Gap hasn't its uses, 

guaranteeing the artist a certain privacy. No one is going to 

try to “ruin” him until they discover his existence. 

But there is something else the matter with these big exhibi- 

tions. Obviously the Carnegie’s staff made an heroic effort to 

find out what is going on; young artists are, in the main, well 

represented ; older ones, often superbly so. There are a number 

of glaring omissions (of which more later), but there is also 

a fairly accurate representation of what the major painters and 

sculptors of today have been up to. But what about the three 

hundred-odd other exhibits ? 

You wander through the airy corridors and galleries as 

through cloud canyons, surrounded by beautiful colored noth 

ings; the slash of a gesture that must have jerked a painter 

around like an acrobat moves through these neo-stratospheres 

like a toy spark. American-type painting from Japan, Spain 

Germany, France, Canada, Italy, endlessly is spun out; for 

variety, a South African working in Paris will toss in some 

colored ping-pong balls; many paintings have so low a thresh 

old of sensation that they turn into wallpaper as you look at 

them. 

Against this background (which also managed to sop up most 

of the cash that comes with the exhibition), like real actors in 

front of a fake cyclorama-sky, stand the paintings and sculp- 

tures by de Kooning, Kline, Rothko, Tworkov, Newman, Res- 

nick, Reinhardt, Spaventa, Mitchell, Vicente, Hare, David Smith, 

Rosati, Goodnough, Follett, Cornell, Gottlieb, Hofmann, Stank- 

iewicz, Pousette-Dart, Miiller, Pasilis, Rauschenberg, Davis. 

Motherwell, Rivers, Marca-Relli, Leslie, Clad, Noguchi, Passloff, 

Goldberg, Bluhm, Hartigan, Schapiro, Krasner, Heller, Mar- 

tinelli, Gatch, . . . these listed in the random order of notes: 

hk “heretical” intensity of the look of modern American 

art is evident in many different kinds of werk—in the pas- 

sionate strokes of Kline’s black and white image [1], in 

Newman's fixed but quivering wall of hue [5], in Spa- 

venta’s poetic juxtapositions of invented commonplace parts 

[6]. It has a different texture than the best modern Paris 

painting [4], although all, obviously, are of the same time. 

Recent exhibitions have tended to blur these distinctions. 

6 George Spaventa: Scu/ptor’s Table, 

9% inches high (2 views), bronze, 

at the Carnegie International 



taken while looking Albers, Kelly, Stout, Daphnis 

Braque, Picasso, Giacometti, Kokoschka, Richier, Riopelle (for 

different reasons)... these are the personalities that crystallize 

sharply in the haze of anonymous beatitudes. 

Consider the following rumor: there is a Japanese tycoon who, 

among other accomplishments, is official flower-arranger to the 

Emperor. He is organizing outside Tokyo a group of brilliant 

young painters to produce Pollocks, de Koonings, Klines, 

Rothkos, et 

sold at five-and-dime prices. The young Japanese are all mas- 

terful technicians and, just as they can manufacture their own 

as-good if not better German cameras and British fighter-planes, 

let us assume that their “Pollocks,” “de Koonings,” “Klines,” 

“Hofmanns,” etc. will be “as-good” if not “better” than the 

real things. Then what is wrong with “as-good” and with 

“better”? 

The difference between the blacks in Franz Kline’s Siegfried 

fig. 1] (like soft-coal smoke rushing through a snow-choked 

forest) and the blacks in some of the Japanese or German ab- 

stractions that snow-choke the Carnegie [figs. 7-13], is the 

“look” that comes from the artist’s intention. It is the presence 

in paint of the ethical, heretical attitude of Kline, as against 

the hedonist, orthodox attitude of the Orientals and Europeans; 

and despite all the rhetoric at the American’s command, this 

presence is, evidently, not an aspect of his image that comes 

through easily. Otherwise how could Kline and Soulages (for 

example) have been confused? It is apparent that they de- 

veloped independently, and that their pictures have nothing to 

do with each other—Kline’s black image having a burning, 

heretical intensity (“heretical” is an easier word than the more 

precise, but more confusing “religious”—especially today when 

everything under the sun seems to get tacked up in churches), 

Soulages’, a soft, placid, warm and used look—Paris confort 

cossu. 

The problem evidently is not just a Grand Canyon Cultural 

Gap over which, from time to time, wild horsemen can leap 

like Douglas Fairbanks, and every so many years another 

wagon-train crosses; rather there has been a deception of ap- 

pearances. For solutions to the problem, it is not necessary to 

test intentions—these appear in the pictures and in the sculp- 

tures—in Newman’s blue wall [fig. 5], in the mired crossings 

over Tworkov’s red lake [fig. 2], in the poetry of relationships 

between the strange common-as-my-thumb objects on Spaventa’s 

table [fig. 6]. And the lack of this quality of intent is what 

drains so many hundreds of pictures at the Carnegie of every- 

thing except the several kilos of oxidizing oil that went into 

them. 

The difficulty is one of deceptions and the results are bound 

to confuse. The fact that the core of excellent paintings and 

sculptures at the Carnegie has been arranged so well makes the 

omissions from it even more confusing, especially of such paint- 

ers as Bell, Blaine, Briggs, E. Dickinson, Diller, Dugmore, 

Freilicher, Grillo, L. Johnson, W, Kahn, Kaldis, Kerkam, F. de 

Kooning, Kresch, Lewitin, Matthiasdottir, de Niro, Pace, Ray- 
mond Parker, F. Porter, Rose, Sanders, Sawin, Solomon, Still, J. 

Wilson, and sculptors Agostini, Bourgeois, Hague, Nakian, 

Schnabel, and, from Europe, Balthus, Hayter and Masson—to 

keep the list short. These omissions suggest the nature of the 

blind spot. The Carnegie is apt to forget American artists who 

are not part of the “system,” who do not exhibit regularly and 
are not easily available in galleries; and it is also apt to forget 

artists whose works superficially look “wrong” in relation to 

the dominant styles. What has been [Continued on page 61] 
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for the American and European markets, to be 

7 Spain: Tapies, Painting, 
$3,000 Ist prize at the Carnegie. 

8 Japan: Hasegawa, Work, 

$1,000 purchase, Carnegie. 

- 

9 Japan: Yoshihara, 

White Painting, at the Carnegie. 

10 France: Bryen, Floral 

Envelope; Carnegie. 

11 Germany: Platschek, Calamar, 

at the Carnegie. 

12 Spain: Canogar, Black 

Composition ; Carnegie. 

13 South Africa: Coetzee, untitled, 

at the Carnegie. 

Wim many countries, but with one look—an artificial 

re-creation of American Abstract-Expressionism—come these 

paintings, many of them wall-size, to Pittsburgh. Perhaps 

because they have none of the difficulty of American art, 

they are far more popular among collectors and juries. 

(The jury also honored huge pieces by Calder and Moore.) 



By Clement Greenberg 

Hans Hofmann: grand old rebel 

\ retrospective exhibition, largely composed of 

pictures never before exhibited, 

emphasizes the prophetic role of his art in America 

Hofmann and students, Provincetown 
Photograph by Tom Milius, 1943 

1 1936: Pilgrim Heights. 



- ro * 

. 

2 1958: Prelude of Spring. 

H..: Hofmann’s art is increasingly recognized as a major 

fountainhead of style and ideas for the “new” American paint- 

ing, but its value, independent of its influence and Hofmann’s 

role as a teacher, is still subject to certain reservations. His 

omission from the “New American Painting” show that the 

Museum of Modern Art has sent to Europe (1958-59) is a 

case in point (an omission which did more to distort the picture 

than did the number of highly questionable inclusions). A 

good share of the blame rests with the public of advanced art 

in New York, which has its own kind of laziness and obtuseness 

and usually asks that a “difficult” artist confine himself to a 

single readily identifiable manner before it will take trouble 

with him. (One would think that the exhilaration and satisfac- 

tion to be gotten from following advanced art were propor- 

tionate to the effort of discrimination required, but most of 

those who do the following, having accepted advanced art in 

principle, apparently want it made easy within its own context.) 

But Hofmann himself is also to blame in some part—and actu- 

ally, the more excellences I find in his art the more I incline 

to shift the blame toward him. 

The variety of manners and even of styles in which he works 

would conspire to deprive even the most sympathetic public 

of a clear idea of his achievement. At the same time, such a 

diversity of manners makes one suspect an undue absorption in 

problems and challenges for their own sake. Or else that this 

artist follows wherever his inventive fertility leads him instead 

of bending that fertility to his vision. And Hofmann’s inventive- 

ness is truly enormous, to the point where he might be calied 

a virtuoso of invention—such as only the Klee of the 1930s 

was before him. But in art one cannot scatter one’s shots with 

impunity and Hofmann has paid a certain price for it in terms 

of quality as well as of acceptance. That price is certainly 

not as great as the one the later Klee paid, but it may be larger 
than that of Klee in his prime (when his “handwritten” ap- 

proach and the small formats to which he restricted himself 

conferred a real unity of style upon all the different notational 

systems he used). And, unlike Picasso since 1917, Hofmann has 

no ostensible main manner to which all his others are kept 

subordinate; he can work in as many as three or four different 

ones in the span of a year and give them all equal emphasis. 

The notion of experiment has been much abused in con- 

nection with modernist art, but Hofmann’s painting would 

seem to justify its introduction. He is perhaps the most difhcult 

artist alive—difficult to grasp and to appreciate. But, by the 

same token, he is an immensely interesting, original and reward- 

ing one, whose troubles in clarifying his art stem in large part 

from the fact that he has so much to say. And though he may 

belong to the same moment in the evolution of easel painting 

as Pollock, he is even less categorizable. He has been called a 

“German Expressionist,” yet little in what is known as Expres- 

sionism, aside from Kandinsky’s swirl, predicts him. His color 

and color textures may be “Nordic,” but one clutches at this 

adjective in despair at a resolute originality in which the 

“Mediterranean” is assimilated. I would maintain that the 

only way to begin placing Hofmann’s art is by taking cogni- 

zance of the uniqueness of his life’s course, which has cut 

across as many art movements as national boundaries, and put 

him in several different centers of art at the precise time of 

their most fruitful activity. And his career as an artist has, on 

top of that, cut across at least three artists’ generations. 

Born and educated in Germany, Hofmann lived in Paris on 

close terms with the original Fauves and the original Cubists 

in the decade, 1904 to 1914, during which both movements had 

their birth and efflorescence. He made frequent trips to France 

and Italy in the twenties, after having founded his school in 

Munich. In 1931 he settled permanently in this country. For 

fifteen years he hardlv picked up a brush but drew obsessively 

as he says, to “sweat Cubism out.” Only in 1935 or 1936, 



Hofmann continued 

when he was in his mid-fifties, did he begin to paint again 

consistently—and only when he was already sixty, at a time 

when many of his own students had long since done so, did he 

commit himself to abstraction, His first one-man show in New 

York was held at Peggy Guggenheim’s early in 1944, and 

since then he has shown in New York annually, as an artist 

with a reputation to make or break along with artists thirty to 

forty years younger, and asking for no special indulgence. 

Hofmann himself explains the lateness of his development 

by the relative complacency fostered in him during his Paris 

years by the regular support of a patron, and by the time and 

energy he needed, subsequently, to perfect himself as a teacher. 

But I would suggest, further, that his Paris experience con 

fronted him with too many faits accomplis by artists his own 

age or only a few years older; that he had, as it were, to wait 

until the art movements of those and the inter-war years were 

spent before making his own move; he had to “get over” Fauy 
ism and Cubism, and Kandinsky, Mondrian, Arp, Masson and 

Miro as well. 

His own move started with Fauvish landscapes and large 

still-life interiors that he began painting shortly after 1935 

figs. 1, 3]. The interiors synthesize Matisse with Cubism in 

a fully personal way, but are if anything a little too brilliantly 

wrought. The landscapes however, especially the darker ones, 

open up a vision that Nolde alone had had a previous glimpse 

of, and Hofmann opens it up from a different direction. Their 

billowing, broadly brushed surfaces declare depth and volume 

with a new, post-Matissean and post-Monetian intensity of 

color, establishing unities in which both Fauvism and Impres- 

sionism acquire new contemporary relevance. Although there 

are already a few Hofmanns from 1939 in which no point of 

departure from nature can be recognized, the effective transi- 

tion to abstract art takes place in the first years of the forties. 

Figures, landscapes and still-lifes become more and more sche- 

matically rendered, and finally vanish. What appear to be allu- 

sions to Kandinsky’s near-abstract manner of 1910-11 constitute 

no real debt in my opinion; Hofmann would have arrived at the 

same place had Kandinsky never painted (though perhaps not 

3 1937-38: Little Blue Interior. 4 1944: Effervescence. 

if Miro, himself in debt to Kandinsky, had not). Rather than 

being influenced by Kandinsky, Hofmann seems to have con- 

verged with him at several points on the way to abstraction—a 

way that in his case was much broader, since it ran through 

the whole of Matisse and the whole of Cubism. 

No one has digested Cubism more thoroughly than Hofmann, 

and perhaps no one has better conveyed its gist to others, Yet. 

though Cubism has been essential to the formation of his art 

{ doubt whether any important artist of this postwar era has 

suffered by it as much as Hofmann has. It is what I call his 

“Cubist trauma” that is responsible, among other things, for 

the distractedness of his art in its abstract phase. Without the 

control of a subject in nature, he will too often impose Cubist 

drawing upon pictorial conceptions that are already complete 

in themselves; it will be added to, rather than integrated with, 

his redoubtable manipulations of paint. It is as if he had to 

demonstrate to himself periodically that he could still command 

the language with which Braque and Picasso surprised him 

fifty years ago in Paris. Yet the moments of his best pictures 

are precisely those in which his painterly gift, which is both 

pre- and post-Cubist, has freest rein and in which Cubism acts, 

not to control, but only to inform and imply, as an awareness of 

style but not as style itself. 

l'o the same painterly powers are owed most of the revelations 

of Hofmann’s first abstract period, before 1948. In a picture 

like Effervescence of 1944 [fig. 4] he predicted an aspect of 

Pollock’s “drip” method and, at the same time, Still's anti- 

Cubist drawing and his bunching of dark tones. In Fairy Tale 

of the same year he expanded and deepened a hint taken from 

Masson in a way that anticipated Pollock’s great Totem, | of 

a few months later. In the tempera-on-gesso Homage to Howard 

Putzel of 1945 still another aspect of Pollock’s later “drip” 

manner was anticipated (“drip” is inaccurate; more correct 

would be “pour and spatter”). These works are the first I 

know of to state that dissatisfaction with the facile, “hand- 

written” edges left by the brush, stick or knife which animates 

the most radical painting of the present. The open calligraphy 

and “free” shapes that rule in “Abstract-Expressionism” were 

5 1944: Seated W oman. 
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6 1945: Early Fall. 

foretold in many other pictures Hofmann did before 1948, and 

especially in numerous gouaches and watercolors, in which 

paint is wielded with a disregard of “construction” that repre- 

sents the most inspired possession of it. Most of these pictures 

are more important as art than as prophecy, but it is only in 

the light of what they did prophesy that people like myself 

have learned to appreciate them; ten years ago and more, 

when thiey were first shown, they were too new. 

In certain other pictures, however, Hofmann anticipated him- 

self alone. Summer Glory of 1944 and Conjurer of 1946 declare 

the impastoed, non-linear manner which, in my view, has been 

his most consistently successful one since 1948. Here color 

determines form from the inside out as it were; thick splotches, 

welts, smears and ribbons of paint dispose ‘hemselves into 

intelligible shapes the instant they are placed on a surface; out 

of the fullness of color come drawing and design. The red and 

green Flowering Desert of 1954 is done in this manner, and 

so are many much smaller paintings in which bright greens 

predominate, as they do also in a masterpiece like Le Gilotin 

of 1953. And then there is the Bouquet of 1951. 

Only when Hofmann tries to reinforce contrasts of color and 

shape with taut contour lines, and when he trues shapes into a 

Cubistic regularity, does his art become uncertain and tend 

to go off in eccentric directions. Given that the originality of his 

color consists often in oppositions of intense hues of the same 

degree of warmth and even of the same value; that a cool color 

like blue or an ambiguous one like green will be infused with 

unaccustomed heat; and that such things can tax the eye the 

way an unresolved chord taxes the ear—given all this, design 

becomes a very precarious matter in which it is safer to stop 

too soon than too late, To insist on line or edge can be excessive 

or disruptive. And sometimes the energy of Hofmann’s line can 

be more nervous, more machined, than pictorial, and force an 

illegitimately sculptural effect. Or, as more recently, an over- 

loaded one is created by the compulsion to inflect every square 

inch of the surface both chromatically and graphically. For 

Hofmann’s overriding weakness has nothing to do essentially 

with drawing, but lies in a tendency to push a picture too far in 

7 1956: The Prey. 

every direction—in the endeavor to achieve, it would seem, an 

old-fashioned synthesis of “drawing” and “color”—a grand- 

manner synthesis, that is. This is an ambition that identifies 

him with Picasso’s and his own chronological generation of 

artists and separates him from the generation he actually paints 

with. But it separates him only insofar as it distracts him, and 

in his bad pictures, not his good ones. 

But if not all of his bad pictures are due to misplaced 

draftsmanship, neither are all of his good ones a function of 

color first and foremost. There are many oils on paper, gouaches 

and watercolors in which Hofmann’s Cubism develops a Matis- 

sean, rather than Constructivist, grace of line. There are paint- 

ings like The Prey of 1956 [fig. 7] in which thick pigment is 

handled calligraphically. And there is the large and magnificent- 

ly original Undulating Expanse of 1955, which, along with four 

or five other, and smaller, items in the same series of studies 

for an architectural commission, is rapidly and almost trans- 

parently brush-drawn on a white ground. These studies strike 

one of the freshest notes to be detected anywhere in the paint- 

ing of the last five years, but it is, alas, characteristic of Hof- 

mann not to have pursued further an idea that another artist 

would have built a whole career on. Pictures like these confirm, 

at any rate, the impression that his first impulses are usually 

his best ones; when he fails it is most often because he forgets 

what he himself has drummed into his students: that science 

and discipline which have not become instinct are cramping 

rather than enabling factors. 

A good deal of what is so rashly called “Abstract-Expression- 

ism” amounts essentially to a kind of late Cubism (which takes 

nothing away from it in principle). In some of his best work 

Hofmann is almost as much a Late Cubist as Gorky or de 

Kooning. In another and even better part of it, however, he 

points to and enters a way that is fully post-Cubist, and when 

he does so he follows his deepest bent, whether he himself 

recognizes it or not, and fulfills his most personal vision. Klee 

and Soutine were perhaps the first to address the picture sur- 

face consciously as a responsive rather than inert object, and 

painting itself as an affair of prodding [Continued on page 64] 

; = Hofmann, whose career spanning at 

least three generations is seen in the current 

retrospective at Kootz Gallery, New York, had 

to work through Cubism [3] and Fauvism [1] 

in Paris before finally committing himself to 

abstraction in the U.S. His fertile inventive- 

ness is marked by a split between Cubist 

formality and automatic painterliness; he 

works simultaneously in both manners: spatial 

definitions by planes [5], the freer liberated 

statements that anticipated Pollock’s “drip” 

method [4], the recent emphasis on texture 

for a breathing, pulsating openness [6, 2]. 
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The leadership of Poussin: 1 

The artist’s pictures 

come to America 

By Anthony Blunt 

\ major exhibition in Toledo and Minneapolis. 

important new acquisitions, a new book 

focus attention anew on France's first modern 

1 Death of Germanicus, ca. 1627-31 [facing page; detail below] 

Minneapolis Institute of Arts 

N,v: before in America have so many important works by 

Nicolas Poussin been brought together for a temporary exhibi- 

tion, and this event is an indication of the manner in which the 

artist’s reputation is rising and interest in his work increasing. 

That this is a relatively recent phenomenon is indicated by the 

fact that of the paintings now shown at Minneapolis and Toledo 

only one, the Midas from the Metropolitan Museum, was in 

America before 1900, and the greater number have been ac- 

quired since the end of World War II. 

It is in no way surprising that Poussin’s reputation among 

collectors should have been low during the nineteenth century. 

in Europe as well as in the United States. His intellectual ap- 

S.ctiine the growing list of Poussins in America, and 

probably the greatest, is the classical composition (54 by 77 

inches) just bought by the Minneapolis museum [1]. An 

early work with intimations of the grandeur of Poussin’s 

maturity, it was painted for Rome’s great 17th-century pa- 

tron, Cardinal Barberini, whose family owned it until now. 
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2 Moses Sweetening the Waters of Marah. ca 1627-28. 

r M 

proach and his assertion of the importance of reason rather than 

imagination in the creation of a work of art ran counter to all 

the beliefs of the Romantics, and a critic like Ruskin was so far 

blinded by his distaste for the classical conventions in which 

Poussin worked, that he failed to see the profound observation 

of nature, whether animate or inanimate. on which his paint- 

ings were based. Even the Impressionists could not really sym 

pathize with his art, though Degas copied him and Pissarro had 

some wise things to say about his painting; and it was only the 

artists of the next generation, emerging from Impressionism and 

reacting against it—above all Cézanne—who rediscovered the 

supreme merits of the great representative of the French clas- 

sical tradition. 

It would be an oversimplification to say that Cézanne’s dictum, 

that he wanted to do Poussin over again from nature, caused 

the revival of interest in his work; but it is certainly the case 

that the revolution which Cézanne brought about in painting 

by transforming it from an art of exact observation to one of 

more intellectual control was the condition which prepared 

artists and public to appreciate Poussin as he had not been ap- 
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prec iated since the end of the eighteenth century. It was no 

hance that Picasso in a moment of supreme stress, when the 

Germans were being driven out of Paris in 1944, should have 

ilmed his nerves by copying a composition of Poussin | see A.N., 

Nov. °55]. As he himself said, “A more disciplined art in a time 

like this is the artist's defense. Very likely for the poet it is a 

time to write sonnets.” And the inteliectual discipline which he 

found in copying one of Poussin’s most considered compositions 

is essentially what other artists have sought in him in the last 

fifty years 

Poussin did not attain to the concentration of his most clas- 

sical and intellectual works all in a moment, and the present ex- 

hibition illustrates his period of experiment with several im- 

portant works. The Baltimore Museum’s Moses Sweetening the 

Waters of Marah | fig. 2| is one of the small group of paintings 

in which Poussin tried to compose on a large scale, with figures 

not far short of life-size, and in a technique largely based on 

Titian and Veronese. Toledo’s Mars and Venus | fig. 5| is among 

the earliest of his paintings of love stories from Ovid, executed 

before he had adopted the somber Titianesque tones of the 



early 1630s, of which the first trace is to be seen in the lovely 

background landscape of the De Young’s Golden Calf, with its 

silver-touched leaves against a dark and threatening sky. 

The height of Poussin’s achievement in the years before 1630 

is the Death of Germanicus [fig. 2], a painting in which there 

appears for the first time something of that heroic grandeur 

which was to be the great quality of his mature work. Here he 

had a subject after his own heart, and his imagination may also 

have been stimulated by the fact that this was for him the great 

opportunity: a private commission from the most important 

potential patron in Rome, Cardinal Francesco Barberini, 

nephew of the recently elected Pope Urban VIII, and the center 

of all that was most lively in Roman art at the time. It was 

through this connection with Francesco Barberini that Poussin 

obtained the commission to paint an altarpiece for St. Peter's 

in 1628. 

However, the altarpiece was not a success and Poussin turned 

away from this type of work, settling down to what was to be- 

come his real vocation: the painting of small poetical or phil- 

osophical themes for a small circle of friends of whom the most 

important and attractive was Cassiano del Pozzo, the learned 

secretary of Cardinal Francesco Barberini, who became the 

Ai nothe: Poussin entering an American museum, the huge 

Biblical composition (61 by 84 inches) with almost life- 

size figures dating from his early years in Rome, comes to 

after two centuries in the Earls of Harcourt 

[2|. Following such ambitious essays, Pous- 

turned to more intimate, informal compositions on 

The artist’s pictures come to America continued 

artist’s most intimate friend in Rome. Cassiano is known to have 

owned a painting of Mars and Venus, which in all probability is 

either the Boston or the Toledo painting in the exhibition | figs. 

4, 5]. Perhaps the most lyrical production of this type is the 

Selene and Endymion from Detroit [fig. 7|. Never did he suc- 

ceed in transporting an Ovidian love story to a more purely 

poetical plane, far removed from the senses, yet losing nothing 

of the romance of the story. More obviously sensual in its treat- 

ment of the lovers is the Venus and Adonis from the Rhode Is- 

land School of Design [fig. 3], but even here Poussin has in- 

dulged in a complicated allegorical allusion with the group of 

cupids catching a hare. Based on a passage in Philostratus, the 

hare is here the animal loved by Venus as it is ready for the 

act of love at all seasons. 

The intellectual control which becomes increasingly marked 

in Poussin’s art during the late 1630s is apparent in the Kansas 

City Triumph of Bacchus and the Metropolitan Museum’s Rape 

of the Sabines. In the former the design is reduced to a strict 

frieze-like arrangement, the evolution of which can be followed 

in a series of carefully thought-out drawings. The Sabines de- 

pends more on the balance of diagonals, a device which Poussin 

used at this particular period, and which is well adapted to his 

curious frozen method of expressing movement. At this time, 

the colors became cooler and the handling smoother. The ro- 

mantic sunsets and freely handled pigment of Selene and 

Endymion have disappeared for good from Poussin’s work. 

In 1640 Poussin was called to Paris for a short time, but after 

his return to Rome his style reached its most strictly classical 

form. This was manifested not only in the series of Sacraments 

painted for his French friend, Paul [Continued on page 65 

mythological themes in somber Titianesque landscapes, with 

illegories from antiquity or contemporary poetry [3, 4). 

i 3 Venus, Adonis and Putti, ca. 1630-32. 

Rhode Island School of Design, Providence 

4 Mars and Venus, ca. 1630. 
Museum of Fine Arts, Boston 
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—— of Poussin’s most beautiful compositions are in America. 
The Endymion [fig. 7] of the Detroit Institute of Arts and the 

Giant Orion { fig. 6] in the Metropolitan, New York, along with 

the Hermitage Polyphemus and the Louvre’s Autumn, Summer 

and Spring—and the London Man and Serpent—constitute some 

of the most accomplished and mysterious stages of his quest. 

If | had to choose only one subject, it would be Orion; more 

than any of the others it makes clear Poussin’s course, his es- 

sential itinerary—this, in spite of the fact that it is a painting 

usually ignored in studies of his work. Poussin’s “quest,” how- 

ever, misunderstood though it is, is written in the very stride of 

the enigmatic figure who bursts into the green landscape. Two 

centuries later Courbet was to paint that same green under- 

brush, but by Courbet’s time the gods had disappeared—or at 

least they had lost their identity. The gigantic deity who breaks 

into Poussin’s canvas from the right does so only that he may 

vanish. His huge greenish body—if I remember rightly—is at 

first glance almost invisible. One is aware of it, however (and 

how should one not be? it extends across the entire composi- 

tion), without seeing it, although it stands out with an undeni- 

able clearness in black-and-white photographs of the painting. 

In the actual painting there is nothing but a tree on the move 

amid trees. Here, mythology takes shape only to be dissolved; 

two centuries later, Courbet’s oak at Ornans will be sufficient to 

itself—divinity will no longer be involved. Let us say for the 

moment that the spiritual stage marked by Poussin is situated 

between that seasonal nature so harshly revealed by Courbet 

and the intuition of some of Poussin’s own contemporaries, such 

as the English metaphysical poets, as well as Gongora in Spain, 

of whose existence and work Poussin, of course, knew nothing 

poets who bore witness to the accidental appearance of gods 

and to their paradoxical disappearance: “Annihilating all 

that’s made/ To a green thought in a green shade.” Marvell's 

lines makes one think immediately of Poussin’s garden, of the 

5 Mars and Venus, ca. 1627-28 [detail left]. 

am 

ie the buoyant clarity and contrasts of his earliest 

themes on Ovidian love stories [5], Poussin’s mythologi- 
cal narrative turned increasingly to mysterious accords 

between man and nature. In a version of one of his last 

canvases, the immense groping figures of the giant Orion be- 

comes practically submerged in the luxurious landscape [6], 

The demi-god: Orion [see below]. 

The leadership of Poussin: 2 

The artist his own 

demi-god 

By André du Bouchet 

6 Blind Orion Searching for the Rising Sun, 1658 [detail above]. 

Metropolitan Museum 



7 Selene and Endymion, ca. 1635 [detail right]. 

Detroit Institute of Arts 

O.. of Poussin’s most poetical allegories [7] was proba 

bly painted while in the entourage of the Roman connoisseur, 

Cassiano del Pozzo. But it was largely through engravings 

that his subjects became famous to his contemporaries [8] 

Phe artist his own demi-god continued 

paradise of his Springtime, of the early morning forest Orion 

! through. Poussin has an earthy version of the preciosity 

‘ e poets, the expression of a dreamy and mysterious 

realism. 

The conscious and deliberate side of Poussin’s work—as 

Panofsky has clearly shown—plays an all-important part here, 

though it cannot be disentagled from his unconscious (or in- 

stinctive) intention. Where is the blind hunter going? The gods 

are already nothing more than infinitesimal sparks, “étincelles 

dor de la lumiére nature,” lost in the clouds. The Powers, those 

who have real strength, are the demigods. Conceived on the scale 

of nature herself, and not cut off from the world of men, every- 

thing contributes equally to their vanishing and their reap- 

pearance. Huge forms jut out over the earth, dominate it, and 

move through it, at the same time more indistinct and more dif 

fuse than clouds, because they embody not only the acquired 

experience of the human tradition, but also constitute the 

minutely detailed narration of that tradition. And after they have 

passed over the earth they dissolve, far from the vanished gods, 

in the very earth they tread. When the reabsorption of the demi- 

gods, their immersion in matter, is completed, we shall have 

Impressionism. But not yet: the foundations of this theater of 

clouds. of mountains, of lazy rivers unraveling, in Poussin’s 

paintings, in an infinity without mists, remain irreducible. The 

great mythological resources are rooted in the landscape. The 

two Stoics conversing at a turning of the path, in the painting in 

Lord Derby’s collection, seem elongated, projected outside them- 

selves, in spite of their apparent impassivity, by a force which 

is at the same time the centrifugal force of the path and that 

of the rotation of the earth. It is this same force that is ex- 

pressed in the stride of the giant Orion moving, like a cloud, 

over forests, bays and mountains. 

A crescent moon at her brow, Diana, the goddess who pun- 

ished the overbold hunter, vanishes in the heights. The blind 

daylight increases—while the moon gives way and the fictions of 

night withdraw—and fearlessly begins to follow the sinuous path 

which never stops meandering through all of Poussin’s work. 

The disappearance of the gods (which is also a sort of disap- 
pearance of subject-matter that is, of subject-matter used 

before Poussin) encourages the presence of mere things in 

paintings, among others, landscape, a great tree painted for the 

sake of its foliage. This continual disappearance of the gods 

furnishes the inexhaustible material for Poussin’s narrative. The 

god gives way to the earth spirit, mediator between man and na 

ture, in whom can be seen the embodiment of the first instinctive 

accord between man and a nature without gods, but in which 

there still floated the cloudlike remains of the vanished gods. 

This gigantic blind mediator, who advances uncertainly through 

nature and daylight, because he has been blinded by Diana, and 

who raises the man perched on his shoulder almost to the height 

of the now fading goddess, is the very spirit of Poussin’s art: 

in his great stride, the sort required by the new landscape, in 

his accord with things (simultaneously lucidity, selflessness 

blindness, in a sense), and in the fact that, solidly ensconced 

on his shoulders, like a torch to show him the way, is Reason 

Reason which, though it no longer possesses the motivating and 

creative force the Renaissance innovators had seen in it, still 

played a precious though secondary role. 

The spirit of Poussin’s art had been such ever since the time 

when as a young man he had secretly left his peasant home at 

Les Andelys to go to Paris and from there to the city of the 

Academy, of Ideas, of Gods, where he unnostalgically planted 

and cared for his first vision of nature until the end of his days 

He remained rooted in his native soil, which he had never really 

left. by the intermediary of his art, which, in its essentials, gives 

evidence of an intuition anterior to all rhetoric, anterior to the 

gods, anterior to the painting he came to discover—an intuition 

somehow original, instinctive. His universe was both Edenic and 

civilized, crowded with detail and perforated with light, which 

must have been the way his village looked, set down in the 

waste of vast forests which have since completely disappeared. 

This universe, however, was no longer that of the Golden Age. 

but an antediluvian one existing before that flood which he him- 

self was to paint in the year of his death. In Poussin, Renais- 

sance idealism was grafted onto that frank rusticity which in- 

forms the wild or naive physiognomy of his fabulous char- 

acters. One has only to look at his last canvases, above all Sum- 

mer and Autumn: the beings look as [Continued on page 64| 
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The leadership of Poussin: 3 

The artist engraved 

for posterity 

By Walter Friedlaender 

| == who does scholarly work on Nicolas Poussin will 

be infinitely thankful to Georges Wildenstein for his splendid 

book, Les Graveurs de Poussin au XVIle Siécle (Presses Uni- 

versitaires, Paris). Before its publication, anyone who tried to 

make a catalogue raisonné of the widely scattered oeuvre of 

Poussin, or who did research on single works of this master, 

which are often obscure in their provenance, had to take refuge 

in Andresen’s list of engravings after Poussin (published in 

1863)—an eminently valuable little book, but extremely dif- 

ficult to find. So also, for the non-specialist and for the public 

at large, this new and beautifully printed and illustrated col- 

lection of all the seventeenth-century engravings after Poussin 

will be an object of enlightenment and pleasure. 

Not a few of Poussin’s paintings have been lost or are in a 

bad state of preservation, so that their compositions can be 

known only by the engravings after them. And composition is 

the most important factor in the painting of Poussin because it 

is the vehicle for the “content” of the story. In his own time 

Poussin was famous, in the words of the sculptor Lorenzo 

Bernini, as a “great narrator and storyteller,” and in one of 

his letters Poussin even demanded that the spectator should 

“read” the parts of a painting like a book. By his famous dictum, 

“the aim of painting is delectation,” he meant not only the pleas- 

ure which the senses take in beautiful shapes and colors, but 

equally the elevation of the mind through understanding the 

action represented. This intellectual element of Poussin’s art 

is captured in engravings. It was through them that the serious 

and rational concept of life which permeates so many of Pous- 

sin’s paintings was communicated to a public for whom most of 

Poussin’s works were otherwise inaccessible. One can even say 

that the French classicist ideal and manner of thinking was 

strongly influenced through the medium of engravings after 

Poussin. The idea of the honnéte homme, the virtuous man, was 

never more emphatically manifested than in engravings after 

the artist’s stoical compositions taken from ancient history. 

Popular stories like that of Coriolanus (engraved by Baudet), 

the Schoolmaster of the Falerii (engraved by Gérard Audran), 

the Death of Germanicus (engraved by Guillaume Chasteau; 

figs. 1, 8) were not only psychologically important in their 

own time, but were effective after more than a century when 

they inspired the awakened moral and political sentiments in 

the period of the Revolution. The young Napoleon took an en- 

graving by Pesne of the Testament of Eudamidas (the painting 

was almost unknown at the time) with him on his Egyptian 

campaign. He praised the composition, saying, “One can never 

forget compositions like the Germanicus or the Testament of 

Eudamidas, once having seen them. The French school of 

painting must return to the ideas of Poussin.” 

In the area of religious subjects, many of Poussin’s scenes 

from the Old and New Testaments were engraved. None had 

greater influence or contributed more to the climate of French 

religiosity than the engravings after the Seven Sacraments (the 

first series painted for Cassiano del Pozzo and edited by Jean 

Dughet; the second and more advanced series, for Chantelou 

and engraved by Jean Pesne). 

Poussin was not solely the great rationalistic painter of sub- 

jects with moralistic overtones. In fact, when he arrived in Rome 

his stock-in-trade was mythological and erotic subjects, and he 

continued to execute many paintings of this kind until his 

sobering trip to Paris in 1641. Therefore, it is natural that many 

engravings were made after his mythological, legendary and 

allegorical paintings. And it is only astonishing that all such 

works of Poussin were not engraved, and the Triumph of Flora 

and the grandiose Richelieu Bacchanals neglected. 

Perhaps the most popular and most delightful engravings 

after Poussin are those of his landscapes. Eighteen of the pro- 

fusion of landscapes which he painted around 1650 and in his 

old age are represented in engravings made during the seven- 

teenth century. Through them, Poussin’s landscapes continued 

to exert influence in the eighteenth century. And among the 

many copies of his landscape compositions, some were certainly 

made from engravings and not from the original. 

In Wildenstein’s catalogue, every known seventeenth-century 

engraving is reproduced and provided with painstakingly ac- 

curate and complete commentary. In addition, the engravers of 

Poussin’s works are themselves discussed in the preface and 

throughout, so that a significant contribution has been made in 

this book to the history of French engraving. The excellent 

preface includes a chronology of the engravers, along with a 

characterization of their work and its value. The prominent en- 

gravers—Poilly, Dughet, Gérard Audran, Pesne—disappear 

around 1700. Then came the first “faked” engravings, which use 

Poussinesque motifs and are only reflections of his art. There- 

fore, I concur with Wildenstein in limiting his catalogue to the 

period before 1700. As it stands the catalogue gains in lucidity 

and usefulness, and it will prove an indispensable tool for re- 
searchers in seventeenth-century art in France. 

8 Death of Germanicus |see p. 31] engraved by Guillaume Chasteau, 1663. 



By Parker Tyler 

Has the horse’s mouth a gold tooth? 

One critic’s view of filmdom’s latest interpretation of the artist— 

as taken from Joyce Cary’s novel, 

with “Kitchen-Sink” painter John Bratby’s mural-size productions 

Bina the thattascopes and thissascopes of the film screen, 

megalomaniascope seldom gets a mention in print, but it’s there, 

operating on all jet cylinders and at ever wider angles. It’s so 

much there that one takes it for granted, like the false exclama- 

tion points (false teeth in a horse’s mouth) that appear in the 

ads after excerpts from reviews. The truth is that those unde 

the daily or weekly obligation to assess the art of the movies 

are extremely conscious, even self-conscious, of book and theater 

culture, and so, when something comes along as literate and 

as honest as the new portrait of a painter in The Horse’s Mouth, 

adapted from Joyce Cary’s novel of that name, there is an ir- 

resistible urge amid the critically disposed toward glad ap- 

probation. One of the judicious went so far as to hail the screen’s 

first “pure painter”: the hero, Gulley Jimson, impersonated by 

Alec Guinness, who was so inspired as to write the script him- 

self. Axiomatically speaking, Guinness may be said to have 

followed what has grown to look like a noblesse oblige of film- 

dom’s aristocracies: more and more homage to “literature.” 

But let me add at once, in case I have not adequately pointed 

it up formerly, that what the aristocracy of film talent bases 

itself on is a respect for literature decent and empirical enough, 

but scarcely “pure.” Ever since film genius was swaddled in 

bioscope, gyroscope and other pristine forms of mechanically 

reproducing visible motion, it has, both respectfully and dis- 

respectfully, emulated anything in life or art it could lay hands 

on. Soon enough, this meant “prestige films” just as, to date, 

the most commercial book publisher takes up “prestige items.” 

But given a superficial motive, the best intentions become im- 

pure and abortive. Nothing like a pure feeling for film as such 

animated Guinness, either in adaptation or impersonation; nor, 

as the evidence shows, did his feelings for Cary’s novel, how- 

ever admiring, result in a chaste loyalty to the original. For 

some reason, to begin with, Guinness dispensed with the novel’s 

first-person narration, although the film has long found this 

congenial to its techniques. 

Maybe, faced by the alternative of being faithful to film or 

faithful to literature, the most dangerous solution of all is to 

try to be faithful to both; therein may lie a moral to be deeply 

pondered. Readers of The Horse’s Mouth are aware 

be—that Cary’s book is an interrupted stream-of-consciousness 

or should 

revealing exactly how the sixty-seven-year-old painter, Gulley 

Jimson (whose false teeth the movie never mentions), trans- 

lates his daily visual experiences into ideas for paintings. This 

forms an aggressive—I think too aggressive 

tribute something to literature. It owes a debt to Dickens, Joyce 

and even to the movies. Why, then, did not the talented Guin- 

ness seize upon so obvious an opportunity of exploiting a special 

technical means developed by the film? For here a novel had a 

ready-made “film script.” Jimson is a veritable Caligari of 

paint-brush and palette, regarding the world and everything 

attempt to con- 

sacred in it as a mere armature for the chemistry of color and 

the fantasy of form. What does the dialogue and script actually 

do? It readily shows Jimson’s zany tactics in the physical world, 

but it only hints at his inner workings by means of his fugitive 

comments and casual mots. A mere spectator of the film could 

not know what is in Cary’s novel. But it could have been trans- 

lated by the movie into filmic means which have been completely 

mastered: the by-now well-known capacity of film to create a 

phantasmagoria of vision—split-second spatial shifts, meltings, 

montage. .. . This was the alternative to first-person narration. 

Viewers coming raw to Guinness’ movie might well be delight- 

ed that some of the seamy side of genius is conveyed by it with 

a minimum of stale convention and with no hifalutin occasioned 

by awe of The Artist. Outwardly, according to Cary as followed 

by Guinness, Gulley Jimson, the painter whose change of style 

has practically ruined his career, is a bum and behaves like a 

cross between a confidence man and a common pilferer. But 

this rudimentary agreement between novel and movie operates 

only in a limited field, a field surprisingly circumscribed by dis- 

crepancies that have crept in as the automatic result of “film 

aristocracy” processes of thought. Where it is a matter of a star 

vehicle (which this film is), noblesse oblige is a horse’s mouth 

that opens up only when told to. Is Gulley Jimson, physically, 

a stringy old turkey with something of a goon about him? Alec 

Guinness isn’t. Guinness is a comfortably fleshed forty-seven or 

thereabouts, not a hard-bitten sixty-seven, and the only decisive 

way he has of conveying Jimson’s age is a little trot which he 

has had set to a tune from Prokofiev's Lieutenant Kije suite. 

This rhythmic lope, threading the action to the end, is very weak 

tea in a man to whom mental drives are as strong drink. The 

fires of his plastic passion, among other things, have burned 

away Jimson’s flesh. 

Is it funny in the novel to hear Gulley tell about hoodwinking 

his former or prospective rich patrons with absurd pranks? Is it 

funny to see him wreck the home of one lordly such pair in order 

to paint a mural on their wall? It is just that funny in the film. 

But in the novel it is a little more than funny. There it has a hint 

of the monstrous and the sinister; in brief: the demonic. Guin- 

ness has not only toned down the plot’s bravura and the style’s 

bravura; he has excised Jimson’s capacity for being deadly 

earnest and rather nasty about it. (Personally, | should much 

have preferred to see the late W. C. Fields in the part, coached 

by Chaplin and with the script by Eisenstein.) When, for in- 

stance, Gulley has a physical struggle for a precious painting 

with his former mistress, the lady ends up dead at the bottom 

of the stairs; by “accident,” it is true, but if Cary’s Jimson had 

been no more violent in the struggle than Guinness, she would 

only have konked out over the bed-end as she does in the film. 

Thus, when actually looking into the horse’s mouth, one must 

opine that the true atmosphere of Jimson’s life and character 



have nothing to do with healthy teeth and much more to do with 

William Blake. The actress playing Sara betrays no tithe of the 

basis for the original Jimson’s melodramatic conception of he 

as the sorceress of Blake’s Mental Traveller, who “cuts his heart 

out at his side. / She lives upon his shrieks and cries, / And 

she grows young as he grows old.” In the novel, Gulley recites 

the lines, knowing, of course, that he is as much a “sorcerer 

as she is 

One would not call John Bratby, a leader of Britain’s “Kitch 

en Sink 

missioned to do the allegoric fantasies it was inevitable to show 

School,” a sorcerer, either, though he was com 

in the film. In fact, as his first one-man show in America plain- 

ly revealed, (held at French and Co. and opening on the day 

the movie did), all that was necessary to prove him no sorcerer 

Judgment Day, The 

Raising of Lazarus, Adam and Eve. His other 

of paint was these idle, inflated canvases: 

works, done 

spontaneously by the kitchen sink and opposite the television 

set, are just as large and sprawling, but show him as a con- 

tented sort of “angry young man” (he falls thirty-seven years 

short of being as old as Jimson), painting his radical-bohemian 

friends in various stages of dress and undress as though they 

were all pre-Raphaelites of the Dowdy Era. At best, Brathy—a 

name that would demand a novelist’s genius to think up—has 

a talent for vigorous draftsmanship and a flair for the analytic 

palette. He is supposed to owe a great deal to van Gogh. This 

may be true: brush strokes and twisting dark outlines support 

it. But by every kitchen sink is a kitchen stove and on it Bratby 

seems to have stirred in souvenirs of a number of other dishes: 

Ichelitchew, Albright and Beckmann: 

enough seasonings that may account for the finished dish hav- 

Gauguin and exotic 

ing a surface somewhere between tapestry, woodcut and cake 

trosting. 

Whatever ambiguity may exist about either a factual Bratby’s 

or a fictional Jimson’s profundity and sincerity, one would hesi- 

tate before calling either a “fraud.” | see no reason to call either 

a fraud. But one book reviewer, at least. accepted Cary’s painter 

as, however glorious, just that. One wonders if perhaps the deep 

est insight of Guinness into the part he performs was not the 

“real” margin of doubt which Jimson’s antics might create, in 

movie-goers, about his genuine call to his profession. It is patent 

that for Guinness, as for Cary, Gulley is a gay old underdog. 

Perhaps this should be enough for any movie horse’s mouth. 

And it may even be that the proper function of mere print is 

not to decide whether the genius of a hypothetic visual art (to 

he verified by the true optical sense) is deep or superficial. The 

compromising part is that in the [Continued on page 66] 



Kansas City: Depression-baby 25 years later 

Sharing in 1930 with a bequest of twelve million dollars for 

acquisitions alone, the spectacular initial achievements of the 

William Rockhill Nelson Gallery, Kansas City (Mo.), which is 

now celebrating its twenty-fifth anniversary, were due in part to a 

fortunate economic circumstance. Coming at the depth of the 

Depression, aided by a brilliant staff, including Langdon Warner 

in Oriental art and Harold W. Parsons in European, the museum 

had practically a free hand for purchases at the precise mo- 

ment when the budgets of other museums were severely reduced. 

In the space of thirty-six months the Gallery was able to open 

its doors with a well-balanced nucleus of four thousand pieces, 

with emphasis on European painting and Chinese art [see A.N., 

Dec. 9, °33; Dec. °53)}. 

Today the Nelson Gallery has almost quadrupled its hold- 

ings and has rounded out collections in remoter fields, from 

ancient Sumer to Pre-Columbian America. Stress, however, is 

still on brilliant individual purchases and, due to this admitted- 

ly opportuiiistic methodology, it is difficult to distinguish any 

specific trends reflecting a Zeitgeist of taste, unless it be the 

postwar penchant for the eighteenth century, which in the past 

five years has inspired such acquisitions as Sebastiano Ricci’s 

huge “machine,” The Marriage at Cana, Boucher’s equally large 

Landscape in the Environs of Beauvais, 1740, and Hogarth’s 

brilliant Tavern Scene, Following purchase of the Caravaggio 

St. John | A.n., Dec. 

its seventeenth-century holdings with Rubens’ tumultuous sketch 

53], the Nelson Gallery has also built up 

Il Rodin: study for The Thinker, 

1880, 14% inches high. wax, ca 

2 Nic oias Hilliard: 

George Clifford, Earl of Cumberland, 

watercolor on vellum, ca. 1590-92. 

Silver Anniversary purchases 
of the Nelson Gallery 

for the Battle of Constantine and Licinius tapestry, van Dyck’s 

Marschalck (1624), 

Largilliére’s Portrait of Augustus the Strong and Girardon’s 

youthful, sparkling portrait, Joannes de 

equestrian bronze of Louis XIV. Outside these trends, there are 

such random coups as Diirer’s Leonardesque drawing of Four 

Heads bust of 

Antinoiis, Lorenzo Monaco’s delicate gold-ground panel of the 

Madonna of Humility 

lfig. 3], a second-century Roman marble 

[fig. 4], a Filippino drawing of Two 

Seated Figures and, in the nineteenth century, Rodin’s virtuoso 

wax for The Thinker, 1880 | fig. 1}. 

Chinese art, in which the Nelson Gallery ranks among the 

three or four greatest in the world, here approaches the ideal 

of presenting varied but interrelated aspects of the long artistic 

tradition of a single culture. New purchases have continued 

with a magnificent Shang-Yin dynasty sacrificial vessel, and, 

particularly in painting, with a Sung-dynasty panoramic scroll 

by Chao Yo (12th century) and the masterful continuation of 

that tradition in the Ming painter Chou Ch’en’s storm-driven 

The North Sea, just announced. 

The same personal attention and enthusiasm for a special- 

ized field can be traced in the Starr Collection of European and 

American miniatures, likewise announced as a major gift on 

the occasion of this anniversary. In this collection are includ- 

ed works given to the famous Nicolas Hilliard [fig. 2], court 

Holbein, Oliver, 

H.L.F. 

painter to Queen Elizabeth I and James I, 

Cosway, Copley, the Peales and Malbone. 

3 Albrecht Diirer: Four Heads, 

pen and ink, dated 1513 (or 15). 
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Coming auctions 

"hs new year is being ushered in at Parke-Bernet on January 7, 8, 9 

and 10 with an unusually varied collection of eighteenth-century furniture, 

antique silver, objets d’art and paintings belonging to Felix Kramarsky of 

New Rochelle, N. Y., now on exhibition. Perhaps the drawing card will be 

the distinguished group of sixteenth- to eighteenth-century German silver 

beakers, tankards and goblets from Augsburg, Nuremberg and other centers. 

A notable piece is a repoussé parcel gilded silver and enamel goblet by Jacob 

Schenauer, Augsburg, 1608, formerly in the Baron Alphonse Rothschild col- 

lection in Vienna, Over two hundred sixteenth- to eighteenth-century silver 

spoons are listed in the catalogue, as also some Charles II and Queen 

Anne silver. Of particular interest is some rare Judaica silver which in- 

cludes Kiddush cups, spice boxes, Hannukah lamps, beakers and _ plates, 

along with Hebraic brass, pewter and faience. In the elegant eighteenth- 

century technique of chased gold inset with expensive materials are some 

Louis XV and XVI gold boxes and watches, a number of which are 

pietra dura snuff boxes by Johann Christian Neuber of Dresden. 

The Felix Kramarsky collection also contains an important group of 

Continental porcelains and faience including early Béttger stoneware and 

Herold specimens, Meissen, Ludwigsburg, Copenhagen and other examples. 

A notable surviving Meissen piece is a relief molded platter with cover 

from@he swan service made by Kaendler for Count Bruhl, 1737-41 (formerly 

in the collection of Count Szeinbeck); another rare item is a Meissen 

blue-and-gold chinoiserie tankard with gilded silver mount attributed to 

Johann Christoph Horn, ca. 1725. There is also a group of Vincennes, 

Sévres, Mennecy and other French pieces. The furniture section is en- 

tirely French dix-huitiéme, including signed cabinetwork by Nicolas Petit 

(a Louis XVI inlaid tulipwood bureau de comptoir), Claude Louis Burgat, 

P. Falconet and Claude Charles Saunier. A Salomon van Ruysdael is one 

of the principal paintings in the sale, which contains Dutch, Flemish and 

British old masters, with such other names as Cornelius Jonson, Romney, 

Francis Cotes, Bartholomeus van de Helst and others. There is besides a 

small group of nineteenth-century canvases including Renoir, Boudin, 

Boldini and Frits Thaulow. The listings of this interesting collection wind 

up with Chinuese porcelains and pottery, jades and semi-precious mineral 

carvings; and, of course, Oriental rugs. 

Modern French paintings from the Coe collection 

\ well-known name among collectors of modern art a generation ago is 

Ralph M. Coe of Cleveland, ten of whose paintings are coming up for 

sale at Parke-Bernet on January 14, along with canvases from F. W. 

Burmann of London, Felix Kramarsky and others. Outstanding is van Gogh's 

Park of the Hospital at St. Rémy, October, 1889 [fig. 1], purchased by 

Mr. Coe in 1927, and formerly in the collections of V. W. van Gogh and 

Mme. J. van Gogh-Bonger, Amsterdam. The painting is recorded in de la 

Faille (642). Another important and well-known canvas, bought by Mr. 

Coe in 1912, is Pissarro’s shimmering Charing Cross Bridge, London, 1891 

[fig. 2], recorded and illustrated by Venturi, and in Jedlicka’s Pissarro, 

with a long history of its appearances in American museum exhibitions. A 

third outstanding painting is Renoir’s At the Seaside, painted about 1905 

and formerly in the hands of Ambroise Vollard, Paris, and Arthur Tooth, 

London. It is reproduced in Vollard’s Renoir. Also listed are two fine 

Monets—a landscape and a coastal scene—and good examples by Vlaminck, 

Utrillo and Redon. By Courbet are Woman with a Fan and Chateau de 

Chillon, Lake Geneva; there is a handsome Raoul Dufy, Venice, dated 

1938; and the German Expressionists are represented among others by Emil 

Nolde, Jawlensky and Kirchner. A second van Gogh, Peasant Woman 

Raking, comes from the collection of Felix Kramarsky. It was painted in 

Nuenen in 1883-85, was formerly in the collection of L. C. Voorburg and 

is recorded in de la Faille (172). In the same sale is a group of sculptures 
which includes bronzes and other works by Rodin, Daumier, Moore, Ep- 

stein and Kolbe. There is also a sizeable group of modern drawings. 

Sussel Americana 

English furniture, porcelains and other decorations belonging to Mrs. 

Walter Sharp of Nashville, Tenn. and other owners composes the next 

sale at Parke-Bernet, on January 16 and 17. This will be followed by Part 

II of the well-known Americana collection of Arthur J. Sussel, Philadelphia, 

on January 22, 23 and 24, after being on view from the 17th. Both Penn- 

sylvania and other regions are represented in the furniture offerings. His- 

torically important and valuable are the two Oriental Lowestoft rarities: 

a blue-and-white Oriental Lowestoft plate from the famous service brought 

from China in 1785 by Captain Samuel Shaw of Boston, first Secretary 

of the Order of the Cincinnati, and presented by him to George Wash- 

ington; and a large punch bowl of ca. 1765, enameled on the exterior 

with two hunting scenes after paintings by J. Seymour. To be sold in 

the same lot are two mezzotint engravings of the same subjects done by 

T. Burford in 1785 after Seymour, related to the scenes on the bowl. 

In the same sale are also Staffordshire, Bennington and Wedgwood ware, 

rare historical prints, early American paintings, bibelots, Georgian glass, 

textiles and needlework. 

Hearst antiquities; more Toppan silver 

The month winds up with two more auctions at Parke-Bernet, the first 

of which will be Egyptian, Greek and Roman antiquities, also Gothic and 

Renaissance art and armor from the William Randolph Hearst Collection 

(Hearst Foundation) and other owners, on January 28 and 29, after being 

on view from the 24th. The second sale is the final installment of Georgian 

silver from the Cushing Toppan Collection, on February 4 and 5, with 

examples mostly by members of the well-known Bateman family. 

Old master drawings at high prices in London 

Final returns from the sale of the famous collection of old master draw- 

[Continued on page 61] 

Gilded silver stag-cup by Melchior Bayer [left], Augsburg, ca. 1600, and gilded 

silver ostrich-egg flask by A. Drentwett, ca. 1660; Kramarsky Sale, Parke-Bernet 
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The year’s best: 

1958 

Nakian: terra cotta. 

Giacometti: Head, bronze 

F. twenty-one years, ARTNews’ staff of reviewers and editors have voted 

for, respectively, the Ten best one-man shows of the preceding calendar 

year and for the best exhibitions and acquisitions of American museums, 

not to pick “stars,” but to give an indication of general trends in the art 

world and the magazine’s attitude towards them. For somewhere in this 

yearly statement of averaged opinions is the only time ARTNews’ collec- 

tive voice is heard. No single critic or editor would agree with the whole 

lists as they are published below. But, for better or for worse, here is what 

all the votes, added up and divided by the number of voters, amounts to; 

and for once the critic may find himself in the common position of the 

artist who has lent some painiings to a group exhibition, and then looks at 

the group and exclaims positively, “That’s not me!”—even though he is 

part of it. 

This year, owing to a triple-tie, the “Ten best” one-man exhibitions in 

New York galleries number eleven (eligible here are shows by living artists, 

chiefly composed of new work; the month listed after each exhibition refers 

to the issue of ARTNews in which the exhibition's review occurs). Chosen: 

Nakian (Stewart-Marean) Nov. 

Giacometti (Matisse) May 

Kline (Janis) Summer 

Rothko ( Janis) May 

Kline: Crow Dancer. 

Hofmann: Reflection. Rothko: Red, White, Brown. 

Porter: Beach in Maine. 

Vicente: collage. 
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Decorative arts acquisition of the year: 

Louis XV cabinet. 1773, 

Kress gift to the Metropolitan. 

The year’s best old master acquisitions: 

Poussin’s Death of Germanicus [see p. 31) and 

Gerard David's Nativity | Dec. °58. cover] 

Modern painting acquisition of the year: 

Edwin Dickinson Fossil Hunters |see cover| 

Sculpiure acquisition of the year: 

Vase, 4th century, in group of Byzantine silver, 

at the Cleveland Museum 

Best modern sculpture: 

Epstein’s } enus, marble, 

Yale Art Gallery 

Vicente (Fried) March both retrospective in nature, both of which would have done honor to any 

Hofmann (Kootz) Feb. New York museum or gallery—Edwin Dickinson at the Cushman Gallery, 

Fairfield Porter (de Nagy) May Houston; and Barnett Newman at Bennington College (Summer). Also 

(de Nagy) Jan. the Walt Kuhn memorial exhibition (Summer), sponsored by his old Goodnough 

friends and patrons, Governor and Mrs. Averell Harriman, in Albany, de- Adolph Gottlieb (Emmerich) Jan. 

Oct. serves special notice. Balcomb Greene (Schaefer) 

The year’s best exhibition of old art: honors here go to the Detroit In- Guston (Janis) April 

stitute of Art’s exhibition of Italian Renaissance small sculpture and deco 
They are listed in the order of votes received; so closely following them 

if field rative arts—work in a marvelous shadowy and the exhibition’s 
that omission would be a falsification of tabulation were : 

handsome catalogue did little to help dispel the shadows of ambiguous at 

Seymour Lipton (Parsons) Feb. tribution that traditionally blur it. But the bringing of this little Bargello 

Joan Mitchell (Stable) April to Detroit was a signal achievement. Special mention goes to the Houston 

Jane Freilicher (de Nagy) Nov. Museum’s exhibition of the Guardi family (here, too, it should be mentioned 

Hyde Solomon (Poindexter) Nov. that problems of attribution were not faced too squarely—but then it is 

Albers (Janis) May understandably difficult to borrow a work of art from someone and then 

Avery ( Borgenicht) Nov. turn around and say that it is by someone else—someone usually much 

de Niro (Zabriskie) Nov. less famous—than the lender thinks it is). 

Cornell (Stable) Jan. An embarrassment of riches (O tempora, O mores) raises its ugly head 

Nevelson (Grand Central) Jan. in the category of the Year's best acquisition of an old master painting by 

Lester Johnson (Zabriskie) March an American public collection, for the small-change of the absolute (the 

Noted for special honorable mention were two out-of-town exhibitions, Continued on page 60] 

Goodnough: Mediator. 

Gocalieb: Bias Pu 

Guston: Native’s Return 



Art news from 

o 

Paris by Pierre Schneider 

O... again, the Orangerie is the site of the winter's most important ex 

“From Clouet To Matisse: French Drawings from American Col- 

chamber 

hibition, 

lections.” In more ways than one, drawing is to painting what 

music is to symphonic music. 

Hour of truth 

The reduced format 

half-dozen of the 

French drawing, at least in its chief phases. Continuities and resurgences 

may be what regarded, in spite of the mere permits 

fairly modern museum, as a complete survey of rooms 

stand out clearly. Punctilious psycho-physiological notation serves the same 

Degas. A 

monumentality, reflecting the will to grasp the world in its solid 

Matisse. But 

and, in fact, of the artists just men- 

thirst of knowledge in Clouet, Ingres and poised, sometimes 

Massive 

foundations, is evident in Poussin, Corot, Cézanne and even 

no less typical of the French school 

tioned—is the willingness to let the subtle fluencies of light define forms: 

the glimmer of a woman’s cheek or of a fold in a dress by Watteau finds 

its equivalent in the rippling foliages and waters of Pissarro. No strain 

really vanishes forever. Saint-Aubin’s curiosity revives in Constantin Guys, 

ind Bellange’s mannered, rapid line in Daumier’s freer sketches 

Cubist revival 

Is Cubism coming back into fashion? At least three noteworthy exhibitions 

1919 to 1943, by the 

at Galerie Louise Leiris. Every school has its good 

pay tribute to it. Stone sculptures from late Henri 

Laurens, are on display 

and its bad boys. Laurens was the good boy of Cubist sculpture, as Braque 

was the good boy of Cubist painting. “I don’t have a violent temper,” he 

once confided. Temperateness marks his position within Cubism as it does 

his gradual evolution away from it. “Even when I represent motion, | seek 

Laurens remarked. He finds it in the refined equilibrium of his 

that 

stability,” 

manv-faceted heads, one of the few convincing—in they are truly in 

space —transpositions of the doctrine of multiple planes evolved in paint or 

collage. The way out of Cubism, for Laurens, lay through monumentality 

Areas become larger, simpler; edges more rounded. “I aspire toward riper 

I would like to render them so full, so juicy that nothing could be 

declared. In the 

forms 

added to 

elegance were kept within bounds by the innate sense of volume which never 

them,” Laurens later figures, gentleness and 

deserted Laurens. 

within the Baroque 

Havyde n. 

on view at Galerie Henri Bénézit, while 

Suil- 

Laurens proved that there was a way for “Classics” 

proliferation of Cubist facets. This lesson is also made evident by 

some of whose Cubist canvases are 

works of the 

Hayden met Cubism in its 

recent same artist are on show concurrently at Galerie 

lerot. synthetic phase, when elegy and musette 

had once again become possible. By 1921, however, this tenuous vein begins 

to dry up. Increasingly thin and brittle landscapes replace the Apollinarian 

still-lifes. Unlike had left that left 

Hayden—left him with his barrer as was with 

Derain, for the decorative peril. Recourse to Fauve 

Picasso, who Cubism, it was Cubism 

Classic stage, an easy prey, 

color attempts to in- 

ject new animation, but the light in these landscapes, for all their métier 

and refinement, remains artificial. Once one has lived under the sun of the 

arbitrary, the way back to the skies of Ile-de-France is a difficult one to find 

André Lhote, who is given a huge retrospective at the Musée d’Art 

Moderne, is content to stay where he has been for a long time. Classic. too, 

in a way, is the course which he has run. After a brief Expressionist pre- 

lude and a Fauve introduction, Lhote, around 1911, adopts Cubism: it pro- 

vides him with a sure-fire method for filling his pictures. There is always 

a fragment of a plane handy to plug a hole or to patch up the sagging com- 

position. Lhote is the kind of painter who gives a doctrine the bear’s hug. 

Reality too, for that matter: when he paints a flower, you can be sure that 

it has too many petals. Lhote’s course leads him through all the phases of 

Cubism toward an ever thinner, more abstract and decorative stylization 

where Fauvism and Cubism achieve a synthetic marriage. There are people 

who remain faithful to themselves: Lhote has always been faithful to others. 

That is what makes him so excellent a teacher. 

Quick course in practical psychology 

Non-figurative painting is apt to be ambiguous about all things except one: 

the personality of its author. Psychological categories, one feels tempted to 

say, are more suited to the classification of the innumerable current exhi- 

bitions than esthetic ones. There are the hyper-decisive natures: those who 

assert, before even having asked themselves what it is that they are asserting. 

w 

Untitled abstraction by 

Serpan; Stadler Gallery. 

Hélion’s sketches from his show at 

the Cahiers d'Art gallery, Paris 

Arnal (Galerie Le Gendre) has come back after an absence of several 

years, his pigment still lurid, but loosened up and flayed by violent gestures. 

Serpan’s wildly proliferating commas cluster this time in tornado-like whirls 

or congeal into signatures evocative of Mathieu, set off agaist full-colored 

backdrops; 

ornamental 

hovers on the borderline of the rudimentary and the 

Stadler) 

Serpan 

(Galerie 

At the other extreme, we find the imprecisionists, the non-assertives. Léon 

Zack His thick, milky 

sometimes reminds one of Tal Coat, no doubt because of his programmatic 

crystal formations. impasto magnifies opalescent 

refusal of statement (Galerie Renou & Poyet). There is a milkiness, too, 

about the soft, floating stratifications of Kolos-Vary, a harmonist in the line 

of Bazaine (Galerie Craven). Cyril, a young American woman with an 

appreciable technical baggage, exhibits etchings and watercolors (Galerie 

La Gravure); they are material, but of a materiality turned equivocal, fluid, 

blurred—the pre-natal underwater climate of dreams, where minerals, not 

sun, are the sources of light. Alechinsky is a quietist through line; Mes- 

sagier, through color; both exhibit at Galerie Michel Warren, together with 

the most Rimbaud-like of our painters, Bram van Velde, whose recent 

gouaches mark a new flaring of violence. Kelly (Galerie Maeght) crucifies 

clover-like abstractions against flat backgrounds; his gigantic, two-tone 

geometries make the universe of a Malevitch appear teeming with adventure 

and fantasy. 

Hyper-decisive painters tend to emphasize gesture (that of the fist, for 

instance), under-affirmative ones rely rather on unperturbed shapes. In 

between, we encounter a great number of artists who combine motion and 

position. Roger Barr, an American now working in Paris, attempts with 

considerable sobriety to blend the geometry of Soulages with a swift, more 

undulant line (Galerie Philadelphie). The pi’s and steles of Sugai, a Japa- 

nese exponent of the Ecole de Paris, prettily rubbed and scrubbed, rest on 

vapid backgrounds. Signs, but of what? Of taste? It is as if Balmain had 
hired a Zen monk to decorate his boutique (Galerie Creuzevault). In his 

paintings, Munford, another young American, drowns Staélian masses in 

heavy oil and vinegar tones; his gouaches, freer, more inventive, sometimes 

[Continued on page 63] 



Art news from 

London by John Russell 

“ 

Scena” is a tremendous name to be born with. Lucky the artist who 

can say, “My work is represented in the Primeval Father's collection.” 

And lucky, too, the Primeval Father who can back his fancy as liberally as 

M. Urvater, a Belgian who began to collect, with his wife, less then ten 

years ago, and now has a collection outstanding in its field. 

Urvater Collection at the Tate 

More than one hundred and 

Urvaters. Fantin-Latour is the oldest in date among them, and they include 

painters who, like Leonore Fini, are of mainly decorative interest, and 

others who, like Poliakoff, Ubac, Soulages and Sugai, have long disdained 

to set before us a recognizable image from everyday life. But the idio- 

syncrasy of the collection is its very large holding of Surrealist paintings; 

twenty artists have been bought by the 

and when the Urvaters allowed ninety-two of their pictures to be shown at 

the Tate Gallery in London it was from the Surrealists that the selection 

was mainly made. 

Not since 1936 had we in London seen so many such paintings assembled 

together. Many date from the heyday of the movement: of the eighteen Max 

Ernsts, for instance, only one was painted later than 1935—this being Roman 

She-Wolf of 1954—and even there the teat-headed foster-mother looked 

back in inspiration, if not in handling, to the works of the twenties and 

thirties. The Belgian contributors to the movement were naturally much in 

evidence; and in their emphatic and corporeal approach there was some- 

thing that related them to the Flemish painters of three and four centuries 

ago—not the greater men, but those in whom the blood ran thick and slow 

and the talent would not survive any departure from plain statement. 

Delvaux was there, with one of the most erotic of his large-scale con- 

frontations of nudes; Magritte, with a spread of ten canvases (including the 

Threshold of Liberty that had figured in the “Fifty Years of Modern Art” 

show in Brussels), Labisse, and Mesens, and a late-comer, Maxime van de 

Woestyne. Add to these a Dali of 1935, a Chirico of 1924, several Miros of 

1921-25, Wolfgang Paalen, Jacques Hérold, Yves Tanguy, Kurt Schwitters 

and Dorothea Tanning, and it will be clear that the reunion was on the 

grand scale. 

Not everything went off quite as it should. In the Labisse, for instance, 

the dread shadow of the Musée Wiertz in Brussels hung altogether too close: 

disbelief was not suspended in the presence of the strapping girl who stood 

sex-high in lapping water, with one breast bared and a huge scimitar at 

the ready. And, to a generation which has come to worship paint for paint’s 

sake, the sheer look of the pictures was often offensive. In the Magrittes, 

for instance, there was about as much dry, plain statement as can ever have 

been seen outside of a manual of engineering. It was therefore a good idea 

to include a contrasting group by Klee, where imagination had been as 

active in texture as in conception, and two landscapes, outstanding for their 
shimmering ambiguity, by Vieira da Silva. And, lest young people be dis- 

Max Ernst’s The Couple, 1921, in the Urvater Collec- 

tion now on exhibition at the Tate Gallery, London. 

mayed by the Surrealists’ considered and undemonstrative utterance, there 

were large canvases by Matta and Wifredo Lam, notable alike for ferocious 

energy and for a determination to suck the observer into the strange vortex 

of the artist’s imagination. “Remain outside if you dare,” was their message; 

and it was well received, for a generation reared on under-water fishing 

takes easily to comparable hazards above ground. 
Older visitors were more interested to discover what sort of place the 

Surrealists will eventually take in the imaginative art of their time. Will 

they have, for instance, the kind of renewed and redoubled importance which 

has attached itself, in the last year or two, to Odilon Redon? Redon had, of 

course, great beauty of utterance: but he had also the old-style fine-art ap- 

whereas the Surrealists aimed 

their fuse was set to 

proach. He built with eternity in mind; 

rather at an immediate holocaust of received ideas: 

go off at once. (In Magritte, literal to the last, both the word “canon” and 

the image of the squat engine of destruction play important roles.) 

Perhaps it is remarkable, therefore, that so many Surrealist paintings 

should retain their power: over and over again the defiant bareness of 

statement has lasted surprisingly well. Plain as the cooking may seem to 

those now drawn to Pollock or Riopelle, it has kept the vital juices intact; 

the horror-image in Magritte’s Esprit Comique (1934) has all its original 

force. It’s noticeable, all the same, that someone who is lasting even better 

is Schwitters, who aimed rather at the redemption of despised matter than 

at the dismissal of despised ideas: his two collages ca. 1946 had an authen- 

ticity of invention and, paradoxically, a severe beauty of form which gave 

them an importance far beyond their size or their apparent pretentions. 

Boudin, Britain’s first ““modern” 

Many Surrealist pictures seem to be the work of poets who had a paintbox 

handy: they are conceivable, that is to say, in terms other than those of 

paint. Someone of whose work this could certainly never be said is Boudin, 

who has just been the hero of a large retrospective show at the Marl- 

borough Fine Arts. Boudin is a great family favorite in England, where he 

is known as par excellence the “starter’s painter”; a Boudin shorescape has, 

in fact, been the foundation of the classic British collection since the late 

Sir William Burrell began to buy them in the 1880s. Boudin was the first 

“modern” French painter to enter the National Gallery; and even today the 

moneyed novice who takes home with him the statutory view of Honfleur 

or Trouville has the feeling that he is well up with the leaders of opinion. 

And so, in a sense, he is: for Boudin is one of the most consistently truth 

ful of the French minor masters. It is this element of veracity, allied to a 

serene equanimity of temper, which endears him to those who shrink in ap- 

prehension from the immoderate in art. Boudin was pre-eminently a man 

of the middle way: did he not, after all, say of Millet that “peasants are all 
very fine, but the middle classes also deserve to be put on record?” Sometimes 

{Continued on page 64] 

Boudin watercolor, Figures on the Beach, 

1865; at Marlborough Fine Arts galleries. 



Art news from 

Los Angeles by Jules Langsner 

or hs Los Angeles County Museum is celebrating the one hundred-fiftieth 

anniversary of the birth of Daumier with a comprehensive exhibition of 

prints, drawings, paintings and sculpture. 

The human touch 

effort at the age of fourteen and closing with 

lithographs executed in 1872 in the artist’s sixty-fourth year, the 192 prints 

Beginning with an early 

in the show reveal Daumier’s full range as the trenchant observer of the 

human comedy, even though references to forgotten events of the day obscure 

the full meaning of some of these works, The artist’s increasing command 

of expressive line, culminating in the vibrating, nervously-charged scrawl, 

And in Resting 

submerged in subtle 

traced in the drawings. such paintings as is clearly 

Saltimbanques, force of line is form modeled by 

revelations of light, the quiet, contemplative moment of the figures trans 

posed into a timeless and moving statement. The sculptures, mostly car- 

icatured heads, animated by the energy and descriptive vivacity of the prints 

and drawings, gain added impact by an undulant surface plasticity. Small 

in scale, these caricatured heads quicken into figures with a life of their 

own, taking them out of the category of extravagant fancies. All in all, a 

master who never lost the splendid testimonial to a nineteenth-century 

human touch. 

Jawlensky, Masson 

The exhibition of paintings by Jawlensky, dating 1908-36, at Stephen Silagy 

Galleries, presents certain facets of the pioneer Expressionist not previously 

seen here. An extensive body of Jawlensky’s work is represented in the 

Galka Scheyer Collection at the Pasadena Museum of Art, but these are 

confined largely to the artist’s vibrantly-hued female heads and the small, 

mask-like, abstract faces, At Silagy, Jawlensky’s full range can be followed 

in fragile, delicately-hued landscapes, blunt and vigorous still-lifes and 

jewel-surfaced nudes. The radiant, monumental heads, taut within Jaw- 

lensky’s electric black outline, as in the 1912 Saracen 

place in the full context of the artist’s oeuvre. Jawlensky’s fervent mysticism, 

Woman, take their 

more Slavic than Germanic, more iconic than descriptive, is convincingly 

established. 

Recent paintings and prints by André Masson at Edgardo Acosta Gal 

lery constitute something of a surprise. Masson, whose automatic Surreal- 

ist paintings contributed to the formation of Abstract-Expressionism in 

America, has been influenced, in turn, by the works of Pollock and Tobey. 

Sut Masson bends his pictorial sources to a vision personal to himself, as 

in the kinetic writing creating an elusive image of the human figure in 

Vigratuer. Here a broken, luminous line rhythmically twists and spirals 

sanded sur in and out of a darkened environment. In other works, over a 

Good Humor 

by S. Clayberger; 

by Irene Koch [above] 

both in 

the California Watercolor Society 

and Reau 

show . 

face, the line curls and winds on abraded textures. The imprint of spon- 

taneity is always present in this show, which is scheduled also for the 

Pasadena, San Francisco and the Santa Barbara museums. 

Adventures in watercolor 

The thirty-eighth annual exhibition of the California Watercolor Society is 

being shown concurrently with the Daumier show at the County Museum. 

This juried event draws on contributors from many parts of the country 

and consequently provides an excellent sampling of the state of contemp 

orary watercolor. 

Ihe air of excitement pervading the show is attributable to its avant-garde 

element. Such spontaneous calligraphers as Howard Clapp, Irene Koch and 

Alexander Nepote take advantage of the fluency of watercolor to enhance 

the immediate impact of the artist’s handwriting. On the other hand, paint- 

like Audrey World or Reau 

interfold mat and translucent areas to create a sense of the evanescent and 

ings Peterson’s Inner Samuel Clayberger’s 

the mysterious. Transformation of nature into abstract equivalents, a con 

cern of many of the artists in the show, is effectively realized in watercolor 

terms in such pictures as Clinton Adams’ Landscape, New Mexico and 

Russa Timber Line. Other painters 

themselves include Phil Dike, Madeleine Haas, 

Jane Leibel, Hilda Levy, Patricia Morris, B. L. 

Elizabeth Pearce and Elsa Warner. 

giving a good account of 

Ynez Johnston, John Kwok, 

Maisch, Jack 

(,raeme s 

Otterson, 

Degrees of Expressionism 

rhe initial impact of Sonia Gechtoff’s huge Abstract-Expressionist canvases 

at Ferus Gallery is immersion in vast cascades of paint. It takes a while to 

sort out individual works from their collective impression. Then it becomes 

evident that Gechtoff, in spite of the large scale of her works, is a sensitive 

and, at times, intimate lyricist. In certain paintings, echoes of the human 

figure are imbedded in the turbulence of scumbled folds of pigment. A 

painting titled Camus, on the other hand, avoids shadowy references to 

external forms, creating instead an image wholly abstract and organic, self- 

sufficient in its own right. Here rivulets of pigment overlap one upon the 

other into cumulative waves. Gechtoff, who recently moved from San Fran- 

cisco to New York, demonstrates her position as a ranking young Abstract- 

Expressionist. 

Martin Lubner’s one-man show of recent oils at Bertha Lewinson Gallery 
points toward this young artist’s increasing assurance and maturity. Lubner 

is involved with positioning the human figure within its everyday environ- 

ment, but rather than documenting his surroundings, he seeks to isolate 

meaningful states of being, and to transpose those states of being in a 

[Continued on page 62} 

Woman Dressing by Martin Lubner in his 

show at the Lewinson Gallery, Los Angeles. 



Art news from 

Chicago by Franz Schulze 

‘aie mid-season flowering of the private galleries here is disturbed by one 

note: the Wells Street Gallery will close its doors in April. Its 

idiosyncrasies in Chicago art. 

withering 

going will remove one of the more provocative 

The Wells Street corporate artist 

Wells Street shows itself, which means the work of a singularly devoted 

group of young painters who labor on large canvases with rhapsodically 

violent, full-spectrum paint. They are bound together in idiom and attitude 

with such closeness that the outsider (who tends to feel he is precisely 

that) has difficulty in distinguishing the painters and the paintings. Their 

own names therefore have unfortunately come to be replaced by the inclu- 

sive term “Wells Street”—a kind of Corporate Artist somewhat akin to 

Dada’s “Exquisite Corpse.” Nevertheless they remain separate enough to 

permit one to observe in Don Vlack a monolithic grand manner, in Ron 

Slowinski a tortuous plundering of space, in Judith Dolnick delicate lyricism 

Viack may be the most talented. The avowed tribal gods are de Kooning 

and Pollock, which is not usually the case among the postwar group in 

Chicago (they have favored image and myth), and which may in small 

part account for the fact that all the Wells Street dramatis personae are 

preparing to move to New York, Stanley Korzen’s show in November and 

the two-man effort of Robert Natkin and Stanley Sourelis in December 

revealed that light has become the primary pictorial problem among them 

and their colleagues. The oils and collages are growing ever more Impres 

sionistic: colorful, vaporous and quilt-like. Korzen’s Eye of the Peacock and 

Natkin’s Dick Tracy Meets Skip and Brenda are among the more convincing 

thrusts scribbled built 

centers. In other, less successful, cases the gesture is more apparent than 

here, the hues are carefully into luminous storm 

the grip 

Wells Street will be missed; not because its members have as yet arrived 

at coherent realization of objectives, but because the objectives are worthy 

and unique in the local scene. The yearly Momentum show, which has in- 

cluded them recently, may now be a little duller without their skittering 

line and sprawling color patches. 

Two shows of sculpture 

At Charles Feingarten, an older and more experienced sculptor has opened 

one of his best shows in years. Abbott Pattison executed most of the twenty 

odd pieces in Italy in 1957 and 1958, and they confirm the notion that he is 

gradually developing a more impressively personal vision and losing some of 

the decorative mannerism that marred his work some time back. While there 

is still a slight disposition toward derivation and the cliché (one senses the 

presence of Giacometti’s chariot wheels and the mechanical found-objects of 

Pattison’s Giro d'ltalia, bronze, Abbott 

in his one-man show at Feingarten Gallery. 

Modigliani looks at M. and Mme. Lipchitz in the 

Art Institute’s “The Artist Looks at People” show. 

Smith and Stankiewicz), the forms are decidedly more forthright, unequiy 

ocal and strong, and a swift energy fully controls the space in question. 

Some of the smaller bronzes, e.g., The Actress, Wagon Drivers of Tuscany 

and Giro d'Italia, display a fresh and complicated invention which goes 

beyond anything achieved in his previous exhibitions. 

Some of the same plastic tactics which Pattison successfully employs are 

less felicitously handled by several of the artists in the Arts Club’s six-man 

sculpture show. Fred Farr and Ilja Schor are wrestling roughly the same 

angel in an attempt to bring order to a welter of knobby forms. Each 

provides a solution, but not without acquiescing somewhat to a triteness 

which Pattison avoids. The two most memorable sculptors are Seymour 

Lipton and Joseph Glasco. Lipton is the old pro, maintaining a consistent 

level of formal expertness and demonstrating admirably his ability to reveal 

voids within voids in such works as Germinal, 2 and Carnivorous Flower. 

Glasco’s funny people do not always transcend caricature, but his Portrait 

of a Young Girl is the most exciting piece in the exhibition—a cluster of 

solid, perplexing and severely proportioned round volumes. Julius Schmidt, 

with some objects reminiscent of Chinese bronzes, and Leonard Baskin, with 

wrought figures, round out the show. a number of large woodcuts and finely 

Portraiture at the Institute 

‘The Artist Looks at People,” an exhibition of painting and sculpture cur 

rently in the East Wing of the Art Institute, is essentially a display of formal 

and informal portraiture selected from the museum collection. Curator 

Katharine Kuh developed the idea last spring out of the recognition that 

maritime problems and insurance costs are making large shows of important 

work increasingly difficult to produce. Hence, by juggling the Institute’s 

permanent collection and picking pieces from it to turn about the theme of 

people as subjects, she and assistant Waltraut van der Rohe have assembled 

125 items which range from Rogier van der Weyden’s exquisite fifteenth 

century portrait of Jean de Gros to Dubuffet’s grotesque study of the modern 

poet Supervielle. The galleries are divided among a number of sub-cate 

gories: portraits of writers and performers, portraits of distinguished men, 

etc. Wall texts provide a running thematic thread to the exhibition. 

To be sure, there are few first-rate objects which have not been seen 

before, but the new context is refreshing to some of the best-known Institute 

Rembrandt’s Harmen Gerritsz van Rijn (happily with glass oome ef gems, €.g., 

removed), Degas’ Mme. Lisle and Mme. Loubens and the relatively new 

Monticelli Portrait of Stanislas Rouland, which relates strikingly in tech- 

nique to the Kokoschka Ebenstein next to it. The show will doubtless please 

the literal minded (its concept is crystal clear), as well as lovers of Chicago's 

[Continued on page 64] 

Dali looks at Mae West, a famous glance, 

also in the Art Institute’s theme exhibition. 





Art news from 

Rome by Milton Gendel 

P...« Lerici’s earth-periscope method of exploring Etruscan tombs before 

their excavation has had its most spectacular success to date with the dis- 

cevery of the frescoed Tomb of the Olympiads, at Tarquinia, the first such 

discovery since the finding of the Tomb of the Bulls, also at Tarquinia, in 

1892. Ingenious elaboration of the original method of inspecting and photo 

graphing tombs— by drilling a small hole through the roof—made it possible 

to televise the newly-found wall paintings before the tomb was opened. Still 

photographs and te'evision showed that looters some time in the past had 

removed all the funeral furniture, and that the walls were in ruinous state. 

Champagne opening 

It was clear, however, that what remained of the frescoes themselves con- 

stituted an important document of Etruscan painting of the late sixth century 

B.c. This was confirmed by the tomb-opening party of archeologists, who 

jubilantly broke a bottle of champagne (spumante) at the entrance before 

going in to examine the find. The principal scenes, framed in horizontal 

bands of black, red and blue, illustrate the funeral games for the dead, and 

include runners, a broad jumper, a discus thrower and a chariot race. Vivid 

and somewhat rough in execution, the paintings were in precarious condition, 

as much of the remaining ground was crumbling away from the underlying 

tufa. It was decided to strip them from the walls and mount them on canvas, 

as is commonly done for wall paintings threatened with destruction from 

damp, chemical action or the breaking up of their support. The overworked 

Government restorers cite this case, which required emergency marshaling 

of technical resources and funds, as an argument against the wholesale dis- 

covery of tombs resulting from the efficiency of Lerici’s method. In their 

dismay over a possible flood of new finds requiring their assistance, they 

advance another argument against the Lerici technique. They maintain that 

drilling through from the surface may destroy ceiling paintings or cause the 

roof to collapse and crush any object that might be lying below. Overwork 

has undoubtedly led to overcaution, however, as hundreds of tombs have 

been perforated for investigation, and in no case has any damage been done. 

The restorers naturally prefer more leisurely assignments, such as the one 

that has just been completed at the Istituto del Restauro, after two years’ 

work: the recovery of the remaining original painting on the panel known 

as the Madonna della Clemenza. This well-known picture, belonging to 

Sta. Maria in Trastevere, has generally been accepted as one of a number 

of twelfth- or thirteenth-century panel paintings to be seen in and around 

Rome, but has now been revealed as the noble ruin of a rare eighth-century 

or earlier—painting by a sophisticated master, perhaps a contemporary 

of the author of some of the frescoes in Sta. Maria Antiqua, and of Pope 

John VII, whose name is associated with the mosaic in the museum of Sta. 

Maria Novella in Florence. Periodic overpainting from ancient to modern 

times had built up a thick cake of pigment over what remained of the 

original composition of the Madonna and Child enthroned with two angels 

and a donor, in encaustic on canvas glued to a large cypress panel. Major 

additions to the original included a: square halo behind the head of the 

donor—indicating that this figure was given the identity of a living dignitary, 

some time after 1100; an eighteenth-century miter on the same head; and 

repainting of the cross and the left side below the angel (damaged by fire) 

approximately along the original lines, in the thirteenth century. Removal 

of the crust of repainting has brought to light the vibrant but skillfully 

modulated tones of the encaustic original. The head of the right-hand angel 

is almost intact and, with the head of the Madonna and the other vestiges 

that can still be made out, represents a high point of formal, aristocratic 

art that is rarely equaled in panel painting before the thirteenth century. 

Modigliani year 

Few artists lend themselves as well as Modigliani to the romantic folklore 

of the star-crossed genius who produces blurts of masterpieces in the face 

of an indifferent public, is hurried by desperate dissipation to an early grave 

and achieves apotheosis in the clear hindsight of posterity. Modigliani’s 

myth, which contains its measure of truth, is very much alive in its primitive 

form, despite the number of serious and exhaustive studies that have been 

devoted to his life and works. This year alone—which has become a sort of 

Modigliani Year—his art has been the subject of two important books (a 

life-and-works by his daughter and a close-focus critical study by Franco 

Russoli), feature-length two movies (Sandro Pallavicini’s star-crossed, e*c., 

romance, followed by Nelo Risi’s respectfully poetic documentary) and the 

largest exhibition of paintings, drawings and memorabilia seen in Italy. 

The opening of the exhibition, at Palazzo Reale in Milan, was widely 

publicized by the press, partly because Italian journalism is attentive to cul- 

tural events, and also because of Modigliani’s hold on the popular imagina- 

tion. One of the news-and-photographs weeklies came out with a large 

reproduction of the Reclining Nude (1917) Mattioli Collection. 

The issue was sequestered by the police, as offensive to “public decency,” 

from the 

whereupon another issue was promptly brought out with a front-page spread 

showing the nude censored, that is with black strips across the loin and 

breasts, which made it not only indecent but grotesque,-though this time 

evidently acceptable to the forces of morality. The police may or may not 

have been aware that their French colleagues in 1917 ordered the Galerie 

Berthe Weill to remove the painting, or a similar one, from the front show- 

window, for the same reason; but present-day official Italian prudery with 

respect to representations of the nude follows a durable tradition, from the 

breeches added to Michelangelo's Last Judgment to the cast-iron corsets 

clamped on to the Venuses of the museums in the mid-nineteenth century. 
More 

central figure in Boiticelli’s Primavera, only the upper part of which may be 

recent examples have been the halving, in reproductions, of the 

seen in school textbooks; and the G-stringing of Michelangelo’s David when 

used as the introductory symbol in a popular newsreel. 

Public interest in Modigliani is so high, however, that this kind ef prurient 

addendum to the lowest form of his legend cannot even be expected to 

increase attendance figures at Palazzo Reale, where the exhibition is the 

latest in a grand series that has included van Gogh, Bonnard and Picasso, 

among the moderns. One of the most “legible” of twentieth-century painters, 

he is apt to satisfy most viewers, including the “what-does-he-mean?” con- 

tingent. From about 1906 left Italy 

1920, at the age of thirty-six, his work is lineare, in two senses: 

to his death in 

it follows a 
straight course, and his theme, the portrait, whether heads or nudes, is 

when he for Paris 

expressed in a sculptural line that models his few basic forms in sufficiently 
stimulating variety. As with Morandi, Capogrossi and a number of artists 

who identify themselves completely with a small vocabulary of forms, 

Modigliani uses this compression of means to intensify his formal and 

associative overtones. Franco Russoli, organizer and cataloguer of the exhibi- 

tion, quotes a definition of the artist, written by Modigliani on a sheet of 

drawings in 1915: “The Artist: I shall forge a cup and this cup shall be the 

vessel of my Passion.” The Yellow-Book tone of this sentiment clothes in 

turn-of-the-century literary trappings a truth that takes more astringent form 

in Modigliani’s painting, a vessel for his formal and human preoccupations 

formed in an environment created by Cézanne, Toulouse-Lautrec, Picasso, 

Brancusi, the Cubists and the Fauves. Modigliani, as is evident from his 

work, remained apart from the revolutionary movements of his generation— 

though reflecting their influences, and his personal synthesis of currents 

ranging from Romanesque sculpture, Early Renaissance painting, Post- 

Impressionism and Art Nouveau to the discoveries of his contemporaries, 

remains a personal appendix to the main streams of international art. In 

Newly discovered Etruscan fresco, Tomb of 

the Olympiads, ca. 520 B.C., in Tarquinia. 
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Spectacular results of cleaning the Holy Madonna of Mercy, 

from Sta. Maria in Trastevere, Rome, have revealed an 

' eighth-century Byzantine painting with “Imperial purple” hues. 



Rome ntinued 

Italian t s, however, he has broader significance, as one of the few modern 

nationa! painters who also figure as protagonists of European culture 

Burri, Gentilini 

Two exhibitions also showing in Milan offer the latest of Burri and 

Gen Burri, who is as mucl appreciated in America as some of the 

Americans are in Italy, has made a bold and exquisitely calibrated art of 

veneer-thin wood. In his sacks and 

present show, at the Galleria Blu, his compositions, called Ferri, consist 

combining painting and vinoviled rags, 

of thin, corroded metal plates and disks on canvas. Using these inorganic 

fragments in the same organic spirit as he has used sacking and wood, he 

has created a new range of subtle and disturbing forms and relationships; 

ind the nature of the material has eliminated the flimsy effects that were 

s es a disturbing element in his previous work. 

At the Naviglio Gallery, Gentilini’s female nudes and heads, allusively 

itive and continuing Parisian traditions of another day, hold a knowl 

ible balance between emblem heightened by wit and sensuality. Low 

1, sandy and granular, sparked with a flaming note or passage, the 

paintings are among the most wholehearted being done in Italy 

Milan, at least in patronage, is known to be more receptive to con 

Rome, but it came as something of a 

“difficult,” 

snatched up by 

expression than surprise 

American, wall-sized, white, 

Milane se 

of works which certainly did not have that s 

pinpoint 

Naviglio’s 

uccess in Rom 

en all of Cy Twombly’s 

Action P 

ent exhibition 

1intings were collectors, at 

This was the latest indication of a recent and growing trend toward including 

advanced examples of American art in private and public collections. In 

fact, nothing like it has been seen since Whistler won the first prize at the 

Venice Biennale 

At the Sign of the Horseshoe and Outside the Walls 

Rome, 

has few 

cities lacking a café life on the scale of that of the Great European 

casual meeting places for youth, beauty and genius. This need is 

as the Al Ferro di Cava 

bookshop, in Via 

family runs a publishing house, and 

met in part, at least, by such institutions 

Sign of the Horseshoe) 

Aonese de Donato, 

being 

At the 

Organized by 

Ripe tta gallery and 

whose 

Gina Severini, daughter of the eponymous painter, bookbinder and wife of 

the sculptor Nino Franchina, Ferro di Cavallo has become one of the hubs 

f Roman cultural and intellectual life, though its exhibitions are relative 

d consist mainly ilong with photographs 

Book 

of Fesco Maraini’s photographs of 

lecture by Georges ( 

modest an in presenting new books 

drawings and prints celebrations during the year have included the 

Japan in connection with th 

3s 

stories, 

Villa’s 

Sanford Roth’s portrait photographs 

snowing 

publication of his Ore Giapponesi, a ittaul on 

Eliot, another by Carlo Levi on an anthology of Italian short 

Sicilian folk art and the presentation of Emilio exhibition of 

ideologie fonetiche, illustrated by Burr 

f cultural celebrities such Picasso, James Dean, Einstein, and talente 

ted with among shows unconne: 

Porta San 

colleagues by Nuvolo and Lori were 

The Appia Antica G 

raw the crowds that make it difhicult to get 

Sebastiano does not 

Ferro d 

illery. just outside 

into the Cavallo on 

hook-vernissage evening, but has a following which in any other cosmo 

politan city would correspond to the undifferentiated bohemia of the arts 

pre-discovery. It has shown Samona, Cervelli, Sartori, the Japanese abstract 

ceramist Paolo Casagrande. Casagrande, who painter Taku Iwasaki and the 

operates a kiln next door to the gallery, produces highly original tile com 

ositions whose logical public, besides the few private appassionati, should 

be the architects of this tile-conscious city. The gallery is pleasantly installed 

it in old farmhouse, and in its peripheral location follows the present 

tendency of the Roman art world to disperse from the center, other instances 

of which are the Rome-New York Art Foundation on the island in the Tiber 

and, most recently, the Trastevere Gallery in Piazza in Piscinula 

Cagli 

Corrado Cagli, pioneer of Italian abstract painting, who is well known in 

New York. where he worked for some years, has developed i new idiom 

of paper-on-canvas paintings whose “composition” is achieved by intricate 

Reviews and previews continued from page 16 

to be visions—Genesis and Afterglow are some of the titles—or landséape 

they are merely tastefully laid out and flower memories and impressions, 

generalizations. $60-$600. EB. 

12-31], interest is still with the surface com Sue Mitchell’s [Peridot; Jan 

motion in nature. Like the wind, the brush stirs up a rustle of foliage and 

yellowing grasses. All is feathery, dry and weaving. Small Landscape is the 

most grandiose, and Tall Grass with a bird—perhaps a partridge 

stitched, feathery patterns has a resemblance to hunting’or a harvest goblin 

in sober, 

Portrait of Blaise Cendrars in the Modigliani exhibition at the 

Roval Palace, Milan (lent | t CGual ( Rome) 

folding and crumpling of the paper before it is d and ied to the 

canvas, Color, in evanescent blues, greens lows and pinks - spraved on 

in diffused areas, and takes on an earthy quality where it soaks into the 

paper and acts as a ground, or has a powdery feeling where it remains on the 

surtace to build up a plane created by the folds. A number of the paintings, 

particularly the irge ones, ac hieve the impact of a sweeping terrain seen 

from a height some of the smaller ones. however. look } reproductions 

skillful process of themselves done by a very 

Minguzzi 

Among the Italian contemporary sculptors who impress traditior figurative 

plastic forms with personality and vitality, Luciano M has be 

tstanding. Compared to the monumental gravity of a Manzi or a Marini 

s typical work has always been lightly poised omentarily balanced and 

vrically erratic in contour. In his latest exhibition at the Odyssia Gallery 

these qualities are very much present, but the 

ave disappeared. Of the ten bronzes shown, Warrior is the least “abstract” 

helmet, which might ha 

Here, as in the 

gold patina 

it is a variation on the theme of a bronze-age 

been assembled from scrap-metal objets trouves other 

sculptures, the material is richly worked and has a weighty, dark 

The impressive Six Characters is closest in spirit to Minguzzi’s formes 

figurative work. More than six feet high, the group of flat sail-like forms is 

itmosphere of insouciant balanced on three tapering points, and creates an 

splendor. This is not achieved, however, in the several sculptures which nest 

in or bear aloft a tangle of angular metal struts. The use of this formula, 

which in The Loves makes them appear to be carrying a bedspring «evnthe 

sizes the arbitrary decorative element that often marked Minguzzi’s earlier 

work and has been carried over, to this extent, in his new phase. A turning 

point in the career of a highly talented and attractive sculptor, the show ts 

also one of the best put on by Odyssia, a plate-glass bandbox of a gallery 

off Via Veneto, 

surviving from the 

which is built around the base of one of the giant pines 

old Villa Ludovisi 

Some of the canvases fall off, the scaffolding in House in Landscape—a 

structural attempt probably—and the high keyed tumble and swirl of 

Flowers seem out of context and are perhaps tries in other, unresolved 

directions. $250 $600. E.B 

Cyril Osborne [Iolas; Jan. 4-24], an Englishman who has shown in the 

United States since 1942 and has lived here since 1952, is an assured artist. 

Underlying his work is a concern with geometrical design that has its roots 

in Cubism. Counterpoint, the major work, consists of a massive, centralized 
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ART BOOKS from 

WASHINGTON 

Rembrandt's ANATOMY 

OF DR. NICOLAAS TULP 
An Iconological Study 

By WILLIAM S. HECKSCHER 

This is a richly illustrated study of the 

remarkable painting “Anatomy of Dr. 
Nicoloas Tulp” painted by Rembrandt 

in his twenty-sixth yeor. Dr. Heckscher 
shows this extraordinary work to be a 
medical, philosophical, social, theologi- 

cal document as well as an enduring 
work of art. Many fascinating details 
of the life and thought of Rembrandt 
and his contemporaries are brought for- 
ward and what emerges is a massive 

and brilliant chapter on post-renais- 
sance art history. 

Bibliography—85 IIlustrations—Full color 
frontispiece of “The Anatomy.” $15.00 

THE WAY BEYOND ‘ART’ 
Revised Edition 

by ALEXANDER DORNER 

Introduction by John Dewey and 
Charles L. Kuhn 

First published in 1947, this prophetic 

book, which anticipated the work of 
the leading pointers and dominant 
styles of the nineteen fifties, is being 
reissued in answer to a continuing de- 
mand. Mr. Dorner demonstrates how the 
history of art and the art museum can 
become driving forces for the better- 
ment of modern life. 

93 Illustrations, 7% x 10, Paper, $4.00 

NEW YORK UNIVERSITY PRESS 
32 Washington Place, New York 3 
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New York City 

Sue Mitchell’s Small Landscape: 

“a rustle of foliage and yellowing grasses” 

horseshoe form that seems*to be made from curved structural steel beams 

The image, suspended dramatically in front of a blue and red backdrop, 

pivots out deliberately and forcibly at the spectator. In this and a group of 

similar paintings, tension is maintained between angularity and roundness, 

sculptural bulk and flatness, a knowing polish and an innate power. In 

other canvases, Osborne attempts to break the constraints of the central 

image through Action Painting. The space is flatter, colors are right out 

of the tube; the line is looser. Despite the emotional handling there is no 

loss of precision. Prices unquoted. 1.H.S 

Creative Arts Association [Riley; Jan. 2-24], temporarily headquartered 

away from the Riverside Museum, gives midtowners a chance to see recent 

work. Only a few of the thirty-one participants were available for review- 

Dove-soft col 

River 

Sunset. Tahlequah, with blurring, colored inks, made her profiled Sun Wor 

ing. Present were Van Loen’s marble fish, Gordon Brown's 

lage, Ashby’s Mainescape, Gerardia’s deceptively simple, Neo-Plastix 

shippers seem more like black Sumi-rocks basking under burst, blue light. 

Prices unquoted. R.D 

Doris Caesar [Weyhe; Jan. 15-Feb. 7), who is concurrently showing at the 

Whitney Museum with three other Expressionists, marks her thirty-first 

year at this gallery. Added to her elongated bronze nudes with their com- 

pressed surfaces and scar-like musculature is a handsome, life-sized Cattelya 

with four leaf tubers performing in a spiral rhythm in counterpoint to the 

single, poised flower. In Pietd, a seated Mary generates a similar harmony 

with the paired curves of her skirt, arms and back, but the awkward earn- 

estness of St. Francis Receiving the Stigmata and the standardized grace- 

lessness of the nudes show how much strength she loses when she denies 

poetry. Prices unquoted. H.D.H. 

Richard Bellias [Hervé; Jan. 14-31], a young Parisian, repetitiously wields 

his palette knife in horizontally-dolloped, stucco-surfaced canvases concerned 

with bathers and the Bretagne landscape. He understands the cadmium 

brightness of a particular hour in the day and keeps his contented eye on 

what reflects this light rather than what holds it. $500-$1,500. R.D. 

Maxwell Gordon [A.C.A.; Jan. 5-24], in his fifth one-man show in New 

York, exhibits paintings of the last five years. He increases the population of 

the deranged world in a series of paintings which suspend distorted figures 

in a misty background. Their obsessive faces, usually cricked from the 

vertical, contrast their delicate shading with the hard-painted, ornamented 

costumes they rise from. In Tryst, a squat and hurrying figure radiates a 

hopeful affection doomed to be trampled; therefore, she is endowed with 

the sweetest face, the softest hands possible, the prettiest bouquet and lace 

to soften an inevitable disappointment. $150-$750. H.D.H. 

Gertrude and Otto Natzler [Jewish Museum; to Jan. 15] are California 

potters originally from Austria. The Natzlers shape clay in forms that range 

from extreme delicacy to a classical monumentality. Glazes are in tune with 

their form—misty transparencies, rugged, encrusted patinas. With tiny bowls 

and mammoth, pitted turquoise craters, an abstract statue, a handsome, 

Doris Caesar's Proud Seed, 

bronze, 51 inches high: 

“compressed surfaces” 
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aT STUDIO EASELS 

NO. 250 IMPERIAL EASEL 
rofes« r j essi A pre onal studio easel with added support 

of center post. Large canvas 

Ider and utility tray with palette holder fully 

adjustable by means of metal ratchet 

gned to provide better support for large 

Adjustable metal stabilizer 

on both side 
hy 

de 

canvase 

nd other hardware plated to resist corrosion 

List price $15.00 

FOB: Glendale, L. | 

NO. 83 MASTER EASEL 

traditionally popular studio easel now 

even better than ever! New unique 

construction provides easier adjustment of 

tray and canvas holder with built in palette 

holder. Large easy tightening thumbscrew- 

and-steel plate assembly prevent tray 

slipping even with 100 Ib. weight 

a 

fey 

Anco’'s 

List price $12.00 FOB: Glendale, L. | 

WINSOR & NEWTON’S ARTISTS’ OIL COLORS 

time-defying! 

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 

THE STOLPER GALLERIES 

OF LOS ANGELES 

ANNOUNCE 

THE OPENING OF 

THEIR NEW YORK GALLERY 

OF PRIMITIVE ARTS 

AT 7 KE. 80TH 

FEBRUARY 7TH, 1959 

saturday 11 am-5 pm regular gallery hours: tuesday through friday 2-6 pm 
Please write for literature mentioning this publication. 

by appointment only / yukon 8-2110 

ANCO WOOD SPECIALTIES, INC. 

GLENOALE i) 

JANUARY 1959 



ARTHUR TOOTH 
& SONS LTD. 

Personage dans un paysage desertique 

J. DUBUFFET, 1957. Gouache: 914” x 144%”. 

ACTUALITES 
Contemporary watercolors and gouaches 

including work by 

FRANCIS - 

RIOPELLE 

APPEL + DAVIE + DUBUFFET - 

MATHIEU + MICHAUX - 

20th January-14th February, 1959 

31 BRUTON STREET ° 
MAYfair 2920 + Cables: ‘INVOCATION, LONDON’ 

THROUGH FEBRUARY 21 

FRENCH MASTERS 

19th and 20th CENTURY 

OPENING FEBRUARY 25 

WORLD HOUSE 
GALLERIES 

987 Madison Avenue, New York 21 

56 

JORN 

LONDON W.1. i 

rectilinear Menorah and Yahrzeit lamps with intricate patterns of holes and 

inscriptions are shown. $20-$1,200. H.D.H. 

Samson Schames [Este; Jan. 12-27] uses ink, crayon, grease crayon, water- 

color and casein together to make much-textured paintings of out-of-door 

subjects like harbors, quarries, and best of all, Reeds and Snow. He shines 

in this last, also in Swiss Mountains, because here he is able to use texture 

to express his feelings about a subject. Few of the rest go beyond texture. 

Perhaps he ought to carry it further and develop some of the ideas he 

proposed when he made mosaics out of rubble during World War II. $200- 

$400. Le. 

Enit Kaufman [Bodley; Jan. 19-31], a former portraitist, shows oils and 

watercolors for the second time. Her energetic ability is without direction, 

so that in an effluvium of luminous paint semi-Cubist dream towns or 

Dufyesque harbors in disorganized prismatic bursts reach no specific con- 

clusions, Little Pine Tree is an exception in its simplicity. Prices un- 
quoted. EB. 

Abstractions in African art [Segy; Jan. 2-31] so specifically refer to the 

happy rummaging of early Cubism that West and Central African figurines 

fail as tribal propitiations and seem rather to be expert oddments of Gallic 

mirth. Particularly shelves of tiny Warega ivories, where the human form 

loses first a finny arm, then another, and legs get sutured together form 

ing, trunk to toe, a triangular support for an incised, moon-shaped, mourn 

ful head. Object—fertility. Prices unquoted. R.D. 

Gallery group [Heller; Jan. 5-24] includes several works each of Betts, 

Simpson-Middleman, Vasilieff, Magafan, Farruggio and Giobbi. Diverse 

handling and aims give the show pace—for the smoothly surfaced trans 

parent planes of dark and light in a Simpson-Middleman contrast nicely 

with heavily scumbled Magafans or the atmospheric subtleties of Betts’s 

Morning Mists—just as the positive, somewhat surreal, statement of 

Giobbi’s Images makes more evident the delicacy of a Farruggio. Prices 

unquoted. LI 

Mattabee Goto [Petite; Jan. 19-Feb. 7] presents birds and animal paint 

ings from Japan, with fantastic, whimsical flowers [$125-$175] H.p.H. .. . 

Florence Whitehill [Barbizon] presented competent traditional water 

colors of the New York scene and the coast of Maine [$15-$150] Ee... . 

Ben Meyers [Artists’; Jan, 10-29] occasionally isolates overlapping discs of 

flowery colors the better to increase his concern for an intricate, tonal 

balance [prices unquoted] rv. . . . Harry Wertz [Grand Central; Jan 

20-31] shows expert watercolors of hunting and fishing [prices unquoted] 

H.D.H. .. . Katherine Bercovici’s [Bodley; Jan. 5-17] sculpture portrays 

little boys alone with a sensitive understanding, but when held by their 

mothers, both lean toward the sentimental [prices unquoted] gE.s. .. . Jo 

Carroll [Burr; Jan. 18-Feb. 1] shows smooth surreal canvases accom- 

plished in candlelight, plus torn-paper collages and efficient pencil sketches 

[$100-$500] nv... . Peter Hayward [Grand Central; Jan. 12-24] shows 

broad-brushed, colorful village scenes, with portraits, landscapes and 

seascapes [$250-$5,000] n.p.u. . . . Marion Greenwood [Milch; Jan. 19 

Feb. 7] shows large oils of indigenous types painted in Haiti and Mexico 

[prices unquoted] s.s. .. . Patricia Allen [Burr; Jan. 5-17] buries quartz 

and mica-like fragments in thick, viscous paint on canvases which record 
bluish stratoscapes on a round trip flight, New York—Indianapolis [prices 

unquoted] R.p. Edmund Niemann [Eggleston; Jan. 5-24] offers 

decorative, semi-abstract landscapes and abstract “mood” pictures [$250 

$500] 1.H.s. 

New names this month continued from page 18 

water trickles. A large, bronze-roughed bridge has curious, hairy filaments 

projecting from an intricate skeleton; it looks like a Lassaw wrecked by 

the Hesperus. $50-$900. RD. 

Abraham Lishinsky [Irving; Jan. 5-24], a muralist and painter who has 

worked here and exhibited in Spain, shows recent paintings from Majorca. 

He paints in a warm, attractive Barcelona-type Cubism which works up 

considerable tension in its desire to be representational; however when 

Lishinsky gives in to his style, he produces a mildly beige version of Pi 

casso’s Blue Period. Prices unquoted. H.D.H 

Dorothy Underhill [Panoras; Jan. 12-24] makes a good beginning. Her 

oils of Mexican towns are more than the usual mementoes of returned lady 

travelers, for one is sure the artist would be patient with a huddle of houses 
anywhere. These, rosy and close, look with black windows over empty 

streets which lie pleasantly sleepy during the afternoon nap. They are as 

gregarious as the people who inhabit them. in Patzcuaro, gold ocher, deep 
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blue green and brownish rose madders recall the early Chirico, though not 

his severe nostalgia. Prices unquoted. E.B. 

Nicholas Morosoff [Artzt; Jan. 6-18], born in Russia, paints in two styles. 

One, the more decorative, is angular, chalky almost like pastel; the othe: 

is soft and rich surfaced. $50-$350. L.L 

Kazann and Jaffee [Phoenix; Jan. 2-15] show oils and graphics respec- 

tively. Kazann is a seaman in the engine room of a freighter. His paintings 

alternate between fluid Abstract-Expressionist works (Disintegrated Athena 

in violent colors) and nervous, sprayed abstractions under a diagonal grid of 

lines. Lenore Jaffee shows woodcuts, drawings and collages with a great vari- 

ety of approaches. Her work has an integral sense of form. $50-$200. H.p.1. 

Annual [Art Directions; to Jan. 31] of predominantly abstract pictures 

includes a soft and lyrical painting by Aaronel Gruber and a solidly con- 

structed canvas by Tom Wesselman. $25-$250. 1.H.S. 

Invitation show [Artzt; to Jan. 10] brings six artists of varied styles 

together, Freeman uses city rhythms with subtle color, Halstead paints in 

teresting abstractions with lots of black, Ollendorff's Chicken Coop poses 

fantastic fow] against the pattern of wire. $50-$300. L.L. 

Peter Moore [Bodley; Jan. 12-24] is a Hungarian poet who has turned to 

painting. Whirling opalescent blue-greys and dead pinks held by runs and 

specks of ink are frozen into arctic wastes, with surreal overtones on the begin- 

ings of life or final catostrophe. Prices unquoted. E.B. 

Mary Ascher [Barzansky; Jan. 19-31], who studied at the School of 

Chinese Painting and at the Art Students League with Will Barnet, im- 

presses with the variety of styles she is capable of handling. However, she 

never actually develops her potentialities. $75-$750. L.L. 

George Wexler [Fleischman; Jan. 21-Feb. 6], a young painter who teaches 

at State Teacher’s College, New Paltz, N. Y., shows works based on the 

image broken by color. He paints the eerie beauty of the bleached skull 

emerging like a mirage. Prices unquoted. L.L. 

Eight painters [Gallery 15; Jan. 1-14) in a sprightly, abstract group in- 

clude the open, flat, almost geological patterns of tans and blue-greys by 

Miriamg (sic) Burdsall, Carole Friedman’s active and depth-conscious 

Silhouette, Ruth Winter’s brown and gold landscape. $150-$450. .D.H. 

Three-man show [ Pulitzer; Jan. 6-20] includes Betty Parrish, who brings 

a homey intimate atmosphere to the suburbs of London. Houses and railed- 

in churches stand squat and sturdy after the bombings. Olivier Charles 

looks beyond what meets the eye in Venice and enhances palaces as well 

as their hidden foundations with a peculiar mother-of-pearl iridescence. 

R. Mareiniss contributes vaporous nudes and flowers. Prices unquoted. E.s. 

Gallery artists [Artzt; to Jan. 8] include Ramelle’s bright painting of 

Marcel Marceau, Ahntholtz’s diffused orange-yellow landscape, a seascape 

by Muller-Lux. $50-$400. Ba. 

Jim Martin [Phoenix; Jan. 30-Feb. 12], a young painter from Oklahoma, 

bows with a series of forward-looking abstractions. Two animal paintings 

would not be out of place in Lascaux, although they are not quite as specific 

as the cave paintings. $100-$300. H.D.H. 

Paul Gattuso [Crespi; to Jan. 10] shows a twilight series of blue-green 
landscapes and still-lifes in which vaguely directional brushing and the 

dark coloring help dramatize the bold massing of his compositions. $150- 

$300. H.D.H. 

Annual competition [Crespi; to Dec. 23] produced Paul Gattuso as the 

winner of a one-man show for his moonlit landscape and a “membership” 
for Alvin Sella for his professional and evocative Birds. $100-$300. H.D.H. 

Victor Delhez [Sudamericana; Jan. 12-31], born in Antwerp, has lived in 

Argentina for many years where he is a professor at the National University 

of Cuyo in Mendoza. He has shown extensively in Europe and South Amer- 

ica. His series of wood engravings illustrate the Bible, Baudelaire and the 

haunting faces of the People of Chacras. The strongest is a recent Danse 

Macabre, filled with highlighted animal skulls. $30-$50. H.D.H. 

Nicholas Orsini [Pietrantonio; Jan. 16-30] shows gouaches which are dis- 

tinguished by a personal sense of color and by their modest size. Italianate 
in feeling, making one remember the little saints of the Pala d’Oro, these 

little triptychs illustrate private abstract fairy-tales. Velvety events take 
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One of a pair of Régence carved and painted bergéres. 

ISABELLA BARCLAY 
INC. 

119 East 57th Street 

New York 22, N. Y. 

Member of New York Antique & Art Dealers Association, Inc. 

Study painting at home 

under the guidance of 

world-famous painters 
ERE'S a truly remarkable opportunity to 
study painting — at your leisure and in 

the privacy of your own home — under the 
| expert guidance and enriching influence of 
} America’s leading fine arts painters. 

These great artists personally supervise 
the Famous Artists School's special staff of 
Fine Arts painting teachers. Through these 
teachers, they pass on to you their personal 
philosophies and techniques as painters. 

You learn everything you need know to 
paint skillfully and perceptively ...every- 
thing from basics up to the most advanced 
professional techniques: The use of color — 
how to paint in oils, watercolor and other 
mediums—form drawing and still life—com- 
position — perspective — portrait and land- 

| scape painting — painting the human figure. 

| Each painting assignment you mail to 
the School is constructively criticized by an 
artist-teacher who is an expert in the me- 
dium. He paints corrective suggestions in 
full color and makes helpful, detailed draw- 
ings. To these he adds a long, personal letter 
telling you exactly how to improve your pic- 
ture. This elaborate criticism is yours to 
keep and refer to as often as you wish. 

BEN SHAHN 

DONG KINGMAN 

STUART DAVIS 

DORIS LEE 

ADOLF DEHN 

FLETCHER MARTIN 

ARNOLD BLANCH 

ERNEST FIENE 

WILL BARNET 

SYD SOLOMON 

As a result of Famous Artists training, an en a= an epepanenane: 
men and women all over America are get- i FAMOUS ARTISTS SCHOOLS i 
ting richer rewards and satisfactions from i Studio 913, Westport, Conn. t 

their painting. Many have exhibited and § send me, without obligation, your 
sold their pictures for good prices. Others | Famous Artists Talent Test. I 

| have qualified for interesting art jobs either | Mr i 
-time or full-time. part i = ee aaateseysereneaneceess j 

Free...Famous Artists Talent Test sien 

To find out if you have art talent worth I a Ths ae aa ye ae ee i 
developing as a fine arts painter, send today I City Ieee. I ous he bly revéaling 12-page Fa- i ciceneemenaeehieue silt —— seve i 

mmous Artists Talent Test. There's no cost poe State I 
or obligation. 
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BERNARD 

DUFOUR 
First One-man Exhibition 

in the United States 

January 20-February 21 

ALBERT LOEB GALLERY 
12 EAST 57th STREET, NEW YORK 22 

Tel. Plaza 3-7857 

GALERIE A. G. 
32 rue de l'Université —- PARIS 7e ¢ Bab 02-21 

Permanently: 

ALTMANN e ROBERT TATIN 
PIERRAKOS | crxininss 
DIETRICH _— (sculpture) 

January 20 to February 

BA R AM 
\ PAINTINGS 

BELLIAS 
FIRST AMERICAN EXHIBITION 

From the 14th to the 31st of January 

galerie herve 
611 MADISON AVENUE, NEW YORK 22 e EL 5-5573 

Permanently on view: 

ROUAULT . VLAMINCK e 

MINAUX 7 JANSEM e HEAULME PASCIN 

place among night purples, and sudden small moons are opening. A nat- 

ural refinement goes hand in hand with a childlike simplicity. Prices un- 

quoted. E.B. 

Bernard Meadows [Rosenberg; Jan. 12-Feb. 7) was Henry Moore's studio 

assistant before World War II. He has been getting his works into English 

museums since and participating in important sculpture exhibitions. Al- 

though he works abstractly, his subjects are easily identifiable. Most ot these 

medium-sized to small, free-standing bronzes of roosters and wounded birds 

combine anguish with mannered ugliness, They are deadly serious. All are 

casts, but you may suspect the presence of ready-mades in the parts. In 

concept there is strength, but he depends too much on the flat silhvuette. 

He seems to think more in terms of drawing than of something that may 

be approched from all sides. Some small reliefs are, in fact, drawings. His 

white-on-black patinas are pleasing. Prices unquoted. Li 

Martin Bradley [ Wittenborn; 

with a Manchurian calligrapher and is strongly influenced by Buddism, 

to Jan. 12], an Englishman who worked 

speaks of himself as a “poet in paint” who strives to release the image. The 

images he releases are often disturbing: Impending Madness, a dark blot 

like head with sorrowful eyes, or Cart among the Fig Trees, which seems 

to build heavier and heavier as it moves upward. Prices unquoted L.I 

New York City Center [Artzt; Jan. 20-Feb. 2] brings together paintings 

that have received prizes or honorable mentions in these juried shows. It 

is a fresh and varied collection with several arresting paintings: Pau! 

Kennedy’s Nude, a relaxed figure atmospherically defined; Zimmerman’s 

luxuriant abstraction; Young's boldly handled Figure; Cohen’s Tideland 

$150-$600, Lt 

Enrico Pontremoli [Contemporaries; Jan. 5-24] is a Parisian born in 

Egypt of Italian parentage. He paints flat, simplified still-lifes in greyed 

colors. The pictures verge on the decorative, but are saved by a genuine 

awkwardness. Prices unquoted. LIS 

L. MacNelly [Artzt; Jan. 19-31], a pupil of Taubes, is a painter who 

is serious about craftsmanship. His portraits appear to have been done from 

photographs, but the sharp black lines and dabs of color in the flower paint 

ings give some life to their otherwise smooth handling. $75-$400. Ld 

Sergio Vacchi [Contemporaries], a young, talented artist from Bologna, has 

been influenced by Dubuffet. The figures in his heavily pigmented, blackish 

red paintings are so lacerated that they look like ragged grotesques in a 

Bernard Meadows’ Cock, 17 inches high: 

“combine anguish with mannered ugliness” 
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William Blacklock’s Tropic /: 
“order without sacrificing vitality” 

concern with manipulating textures produces an element of 

elegance unsuited to his turgid imagery. Prices unquoted LHS. 

Eight abstract artists {Gallery 15; Jan. 18-31] include handsome, stippled 

abstractions by Augusta Kelley and heavy, decorative Expressionist figures 

by Edith Brodsky. Gertrude Gould and Jeanette Feldman also contribute 

notable works. $150-$450. H.D.H 

William Blacklock | Fleischman; Jan. 4-20], who studied with Zerbe and 

Aronson and plays jazz piano, shows a group of free and energetic oils. 

Often too involved with paint to see the painting, he becomes diffuse and 

meaningless. But {an the small and sparkling Regalia and the larger Winter 

Garden, in which whites and repeated slashes of red stabilize the profusion 

of color, he succeeds in establishing order without sacrificing vivacity. $50 

$550 L.I 

John Collins [Area; Jan. 23-Feb. 14], a young New Englander, shows oils 

and watercolors lightly influenced by Munch. The washier watercolors are 

sweetly spaced, darks appear as rocks do in a bay, or objects shimmer and 

vanish in a soft mist. The nightscape oils match a brisk blue technique 

with a tendency toward emptiness which may become openness. Prices 

unquoted JS. 

Richard Langseth-Christensen [Van Diemen-Lilienfeld] paints the ob 

ject, a landscape, fruit, flowers and even prosaic Pots and Potatoes, with 

soft pleasant color and the rich texture of paint spread with the knife. 

Prices unquoted 
a 

Ted Joans (Phoenix; Jan. 16-29], born in Illinois, studied art at Illinois 

University, worked at uNnesco and has recently returned from a trip to 

Africa. He is showing an abstract series of jazz paintings on the brutal side. 

Another series, of figures in strong silhouette, are connected to the jazz 

theme only by And God Made Charlie Parker, which, like the others, con- 

tains an abstract development within clean outlines. $25-$300. H.D.H. 

Howard Low [Mi Chou; Jan. 13-Feb. 7] was born in Portland, Ore., 

studied art at Cooper Union and has been seen in many group shows in 

New York. His paintings wittily reduce representation to its essentials: 

stylized stick figures or signs are distributed sparingly on monotone back- 
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HANS 

HOFMANN 

Kootz 

1018 Madison Avenue at 79 Street, N. Y 

PAUL ROSENBERG & CO. 
ESTABLISHED 1878 

Sculpture 

by 

BERNARD MEADOWS 
12 - Feb. 7 Jan. 

NEW YORK 20 EAST 79th STREET 

32 east 69 street - nyc 21° 

FRITZ 

BULTMAN 
jan 27 - feb 21 

BERNARD ARNEST 
paintings 
jan. 26-feb. 14 

GALLERIES 
NEW YORK 

GEORGE RICKEY 
kinetic sculpture 
january 5-24 

KRAUSHAAR 
1055 MADISON AVENUE (entr. on 80th Street) 

DORIS CAESAR 
Sculpture: 1958 

WEYHE GALLERY + 794 Lexington Ave., N. Y. 2°2's,.. 

ANCIENT ART OF 

NORTH PERU 
February 28 

AARON FURMAN 
46 East 80 Street /New York 21 

January 15 

00 

grounds with simplicity of intent and means. Prices unquoted., H.D.H, 

Olmes Duncan, a jazz musician from Ohio, showed loosely constructed 
watercolors of Hawaiian landscapes [$75-$750] Robert Freiman 
iBodley; Jan. 19-31], an American living in Paris, delineates its streets 

and poster walls with sooty strokes; French provincial towns and _har- 
bors are set against dark, blue skies [prices unquoted|] . .. Jane 

Echeverria and Juanita Echeverria Kenda [Duncan: to Jan. 17], 

mother and daughter, show watercolors of Mexican churches [$40-$200] 

. Saint-Crieq [Duncan; Jan. 18-Feb. 1], a Parisian, shows busy street- 

scenes and still-lifes of ordinary objects in front of Semi-Cubist backgrounds 

[$100-$400)} . » Rhoda Sklar [Bodley; Jan. 26-Feb. 7] presents semi- 

abstract oils with delicately glowing layers of scumbled pigment [prices 

unquoted) . . . Billard [Duncan; Jan. 18-Feb. 1], from Brittany, shows 

landscapes of silent houses among barren trees mirrored in water [$125- 

$200] . . . Comrad Malicoat [Grimaud; Dec. 22-31] presents heavy 

modulated hunks of granite resting in delicate balance [prices unquoted] 

Prix de Paris [Duncan; to Jan. 17] is a motley group; Amft, Ander 

son, Margot Clark, Battell and Harry James barely rise above the mediocré 

[prices unquoted] . . . Claude L. Robinson [Kottler; Jan. 5-17], from 

Michigan, shows his agrarian and industrial landscapes as well as some 

parables [prices unquoted]. E.B 

Jane Miller (Sagittarius; Jan. 19-31], known for her illustrations, shows 

subjects ranging from innocent little girls in white dresses to impressions 

of the Amish [prices unquoted] tt... . Jack Prezant [A.R.K.E.P.; Jan 

5-31], who studied at Cooper Union, shows blurred landscape abstractions in 

withdrawn, chaste colors [$75-$500] H.p.n 

Vasily Zarkoff [Mond’art; Jan. 19-31] presents high-keyed, semi-abstract 

Expressionist figures [prices unquoted] ... Bent Lane [ Argent; to Jan. 10] 

artist-in-residence at Simpson College, Iowa, shows semi-abstractions in sev 

eral styles [$75-$750]...Three-man [Avant-Garde; Jan. 6-31] includes 

Anneli Arms’ Action-Paintings, Beatrice Ericson’s rectangulat.awatch pi 

tures, Nadia Temerson’s abstract impressions of the East River | 

quoted] . . . Brian Cortell [Mond’art; to Jan. 17] dwells on sunny New 

England farms, water-mills and nudes [prices unquoted]...Charles de 

prices un 

Carlo [Lovisco; to Jan. 10], a watercolorist from Connecticut, paints New 

England scenes with a light touch [$150-$295] ... Harold Merriam [ Mond’- 

art] spent last year on the California desert; he pours thinned pigment onto 

canvas to create mystical landscapes and linear abstractions [prices unquot- 

ed]... Bruce MacGibeny [Marino; Jan. 17-Feb. 17], from Evanston, IIl., 

offers wildly colored pictures, part primitive, part Expressionist, of people in 

landscape and city settings [$50-$400]. LHS 

"w . ‘i 

The year s best continued from page 45 

phrase is Malraux’s) is becoming an opium of the masses (see Kritik der 

Hegelschen Rechtsphilosophie). For example, there is the magnificent 

Laurentian (de’ Medici, not D. H.) collection of Impressionist, Post-Im 

pressionist, Fauve, Cubist, Surrealist, etc., masterpieces exhibited by the 

Museum of Modern Art, New York, this fall (Oct.)—pledges, gifts, prom 

ises that will make this institution the Mecca of its dreams. Still, the “The” 

connected with “The year’s best” implies some sense of the unique and the 

individual—therefore for 1958, our modest vote goes to the Poussin Death 

of Germanicus [see p. 31]—those who used to make a special Roman trip 

to the Palazzo Barberini to see it may now check in at the Minneapolis 

Institute of Arts; and to the Cleveland Museum’s radiant Gerard David 

(Nov.). Runner-up—but how can things so different be considered to be 

racing—it is simply that it may be harder, psychologically, to buy a Poussin 

is the dancing Renoir landscape, Road at Wargemont (April), purchased 

by the Toledo Museum. 

In the category of Year's best purchase of old master sculpture for an 

American public collection, we succumb to the collective notion, and vote 

for the group of Byzantine silver objects acquired by the Cleveland Mu- 

seum (March). 

In the field of decorative arts, which usually does not impinge on the 

fine arts, special mention must be made of the sumptuous Kress Founda- 

tion gift to the Metropolitan Museum of the Hillingdon Collection eigh- 

teenth-century room and its furnishings (Nov.)—a series of masterworks 

capturing a moment when art with adventure could fit into the snug scale 

of life. 

The Metropolitan’s is a roomful of wonders; Cleveland’s Byzantine sil- 

ver objects gather warmth from each other—these are anti-collective col- 

lectives—art, like artists, gathers together to find a common meeting-place 

for tranquil talk. The best print of the year is also a group—the portfolio 
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published by Morris Gallery, of etching and poems by variegated moderns 

(Nov.)—a considerable first step in the cultivation of the continuity of 

American modern art. 

In the field of modern exhibitions in museums, a sparsity amounting to 

famine was noted. Thus it is with apologies that the Museum of Modern 

Art’s Arp exhibition (Oct., Nov.)—a handsome affair, but hardly a world- 

beater—is selected as The year’s best exhibition of modern art. Runner-up 

is the small but excellent Maillol survey (March) organized by the Rosen- 

berg gallery, and since on the museum circuit. 

For The year’s best modern painting acquired by an American public col- 

lection, the vote is for Edwin Dickinson’s The Fossil Hunters, 1926-28 [see 

cover and p. 5], recently purchased by the Whitney Museum, New York— 

a major work by a major artist. Also to be mentioned in this category is 

the group of modern American pictures purchased for the Seymour Knox 

collection in the Albright Art Gallery, Buffalo, N.Y. [see p. 7]. 

The year’s best modern sculpture acquired by an American public col- 

lection: Jacob Epstein’s marble Venus, given by Winston ‘Guest to the 

Yale Art Gallery (again it should be noted that 1958 was a year of slim 

pickings in this field). 

To repeat, this listing is not a spotting of stars. Rather it is the place- 

ment of chips on a shoulder. Readers are invited to knock them off. T.8.H. 

Coming auctions continued from page 43 

ings made by John Skippe in the eighteenth century, which took place 

at Christie’s in November, indicate consistently high prices for the more 

important items. In line with the $44,100 paid by Colnaghi for Giovanni 

Bellini’s Christ at the Column (catalogue no. 36) are the following: $24,- 

990 for Lorenzo Lotto’s Study of Drapery (no. 122); $23,520 for Venus 

Embracing Cupid at, the Forge of Vulcan attributed to the School of Cossa 

(no. 81); $11,760 for Diirer’s Studies of Two Horsemen (no. 299); $9,702 

for Federico Barocci’s Study of Trees (no. 15); $8,820 for Profile of a Man 

attributed to Piero di Cosimo (no. 155); $6,174 for Giovanni Antonio da 

Pordenone’s St. Christopher (no. 161); $4,557, for the other drawing at- 

tributed to Giovanni Bellini, Christ’s Descent into Limbo (no. 37); $3,969 

for Domenico Campagnola’s Landscape with a Rock (no. 47); $3,087 for 

G. B. Piazzetta’s Head of a Youth with a Mandolin (no. 154). 

The cultural-gap blues continued from page 25 

misunderstood is only the essential—that Edwin Dickinson and Jackson 

Pollock have much more in common than Dickinson has with the Magic 

Realists (given their usual cupboard of horrors at Pittsburgh) or Pollock 

has with newly converted paint-slingers who have accepted all of his look 

and nothing of his intent. 

Were the Carnegie not such an excellent show, these comments would 

be superfluous. Like most critics and museum officials, it has suppressed 

the basic historical point, but unlike them, it has installed the best large 

international survey since the war. 

If the Carnegie presents a confusing mixture of images and simulacra, of 

leadership and the effects of leadership, of traditions and conventions, of 

American and European and Oriental works, at least one might expect 

this last-named distinction to be made in the Guggenheim (practically 

all European) and Whitney (all American) exhibitions. But here again 

the new type of ambiguous historicity interferes: likes are paired with 

unlikes, the past is projected blindly into the present without regard for 

flatly contradictory facts. 

Perhaps some general distinctions might help. There is School of Paris 

art, a brilliant, cosmopolitan culture—Picasso and Braque; Miro, Gia- 

cometti and Balthus; in more diluted forms, Dubuffet and Richier. Its 

aristocratic, adventurous, elegant, international tradition is the direct an- 

cestor of what has been called the New York School, but with this quali- 

fication: School of Paris art, no matter how extra-national, was colored 

by Paris and France; New York School art, equally cosmopolitan, also 

has the texture of the light and the metaphysics of America. It is in 

this metaphysical sense, in the ethics of their intentions, that a Pollock 

and a Dickinson painting resemble each other and resemble other works 

in other styles executed by Americans, some of them born in Holland, Egypt, 

Russia, Germany, Italy, Spain, etc. (Immigrants are the most “American” 

Americans.) 

While Paris is*the ancestor of New York art, the latter is not a growth 

from the former, not another blossom opening on the old branch, as Miro 

came from Picasso or Balthus from Derain, Rather it is a complete change 
of place and a fresh start; the body of the father is respectfully left 
behind. 

School of Paris art continues today, weaker and weaker as its numinous 
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leaders die and as their younger colleagues become more and more tangled 

in second-hand versions of New York painting. Solitary individuals, like 

Giacometti and Balthus continue to work; some younger artists (notably 

two Americans, Biala and Pollack) have found plenty of distance in which 
to paint between the beautiful matiére of Parisian painting and a fresh 

glimpse of nature. But most of the Paris artists, urged on by publicity 

demands for a new avant-garde French leadership, have reverted un- 

consciously to a French provincial position of mediation—now between 

the look of New York and the finish, the aroma of the Ile-de-France. 

In New York, on the other hand, young artists have been able to work 

in the enormous distances between the intentions and the finished appear- 

Parisians, a ances of paintings by the now-established leaders—just as 

generation ago, used to. 

It is a pity that the Guggenheim and Whitney exhibitions did not 

make these distinctions clear. What went on at the Guggenheim was clear 

enough: the avant-garde look and the disciple’s intention went sheepishly 

hand-in-hand through every imaginable variation on every misunderstood 

theme. As usual here, installation was impeccable, calm spaces of white 

wall underlined blank spots in the pictures where the hand simply moved 

on, while the mind was absorbed elsewhere, probably in reproductions 

from recent publications. There were some handsome pictures, but except 

for the Giacometti [fig. 4] and Riopelle, they are as hard to remember as 

they are easy to see. When you have to introduce yourself to the same 

painting three times in a row, the chances are it has no face. 

Facelessness is also a characteristic at the Whitney, but this is more a 

matter of some theory of selection rather than a reflection of the state 

of art. Seldom have so many excellent artists been so badly chosen—but 

“badly” is not the word—“strangely” or “amazingly.” Hilton Kramer has 

suggested that what is wrong is that the Museum selects “representative” 

works—like a consul is picked to represent the U. S. in Salonika. This 

seems possible, but what is more probable is that the Museum’s devout 

belief in the continuity of American styles (from Feke to Pereira) forces 

its hand. They prefer not to accept the New York School (or Action 

Painting or Abstract-Expressionism or what-label-have-you) as a new, 
aristocratic, intellectual movement, and try 

Art that demonstrates the existence of 

cosmopolitan, revolutionary, 

to fit it into a Botany of American 

a set of genetic characteristics—and the works in its Annual look chosen 

to jibe with these preconceptions. So everything begins to look a little 

like Arthur Dove or Arthur Davies. There are almost no failures and very 

few Everything seems beside the point—‘“characteristic.” But 

characteristic of what? The Whitney? 

One of the few exceptions to the above is Stephan Pace’s strange can- 

vas [fig. 3], eccentrically and passionately painted, its colors seem to 

successes, 

turn on and off for no reason except some traffic-cop God has wired them, 

ind forms cluster together for protection from what Gorky used to call 

There also elegant that 

who are just discovering American art, are so surprised 

Cornell, Hare, Hunt, Kohn, 

Brooks, Cherry, Davis, 

Kline, K. 

Rivers, Stamos, Vi- 

“Corner Trouble.” are sculptures (why is it 

European critics, 

that it is often 

Lassaw, Smith, and paintings by Albers, Avery, 

Gatch, Gottlieb, Greene, 

Parker, Pousette-Dart, 

profoundly elegant?) by 

Guston, Hofmann, 

Reinhardt, 

every now and then, one artist started to 

Frankenthaler, 

Morris, 

cente—but even among these, 

look like another one. There is, evidently, no quicker way of losing charac 

Raymond 

ters than the search for the characteristic. 

(The Carnegie is the “local exhibition” par excellence in America. Local 

newspapers and powers-that-be are traditionally aggressively indifferent to 

art, and violently aggressive to abstract art. Thus the act of assembling 

this International was one of courage, and it more than justifies some rather 

flamboyantly silly statements in its catalogue and institutional journals. 

The Whitney Annual, according to Maurice Grosser, has become the 

local Salon d’Automne. If so, New Yorkers are fortunate in having men of 

such goodwill undertake this thankless task). 

Los Angeles continued from page 48 

pictorial vocabulary personal to himself. That vocabulary edges close to 

Expressionism, but has acquired an imprint peculiarly Lubner’s own through 

the fusion of the bric-a-brac of the familiar world with the postures and 

gestures of his protagonists. Color favors the vibrant end of the scale and 

forms are revised to melt with their environment and to reveal fleeting 

aspects of personality. 

Gallery tour 

The Silvan Simone Gallery is presenting welded steel sculpture by Lothar 

Kestenbaum, twenty-six-year-old German artist now residing in Mexico, and 

recent paintings by Kero Antoyan of Los Angeles. Influenced by Marcks 
and the contemporary Italians, Kestenbaum’s work gravitates around animal 

themes—horses, bulls, goats caught in charasteristic moments of thrust and 
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tension. Emphasis on skeletal elements adds a dramatic note to Kestenbaum’s 

steel fauna. Torsos are conceived as hollowed cages, necks, legs, heads are 

transformed into ropy, sinewy forms. 

Antoyan’s paintings range from mundane landscapes to works in which 

the artist paints with the force of conviction. He seems most rewarding in 

such works as The Narrow Cage and With Child in which he has not fallen 

into a trap of his unquestioned facility. 

The gallery at the Santa Monica Public Library offers paintings by 

Lucille-Browne Greene and Fred Lane. Not without a certain flair for paint, 

Miss Greene, at this stage of her career, has not found a stylistic direction. 

As a result she appears to be exploring various avenues, but tentatively, 

rather than fully, committing herself. Frank Lane also is not without a 

feeling for paint but evidently lacks a sufficient motivation to extend his 

talent to its limits. 

Paris continued from page 46 

evoke the acid subtlety of the sky-studies of Delacroix or Boudin (Galerie 

Lara Vincy). Bocian achieves luminescent effects by superimposing large, 

squarish, translucent strokes (Galerie Riquelme). 

The surprises of reality 

One of the curious paradoxes of current art is that non-figurative paintings 

often present the image of an almost literal reality, whereas figurative artists 

achieve an impression of abstractness, Jean Hélion, in his newest landscapes 

and personages, destroys reality more surely than in the already distant days 

when he polished tubular abstractions. The precise, almost hypnotic defini- 

tion of objects which Hélion favored a few years ago has given way to a 

looser, more legato, almost Impressionist manner; but the void continues to 

lurk disquietingly behind the pellicular image (Galerie Cahiers d’Art). The 

case of another realist, Ottaviano, is no less bizarre. Ottaviano’s landscapes 

are painted as if the history of art had stopped at Sisley or Pissarro. Ot- 

taviano relies on his instinctive talent, which is considerable; but by refusing 

to become aware of the evolution of painting—in directions frequently 

opposed to his bent, to be sure—he condemns himself to a sharp but narrow, 

fragile note (Galerie Framond). For the image feeds not only on the nature 

of reality, but also on the nature of perpetually changing art. Consciousness 

of this dual allegiance characterizes the still-lifes and figures of Bendov 

(Galerie de Seine). Color, form—with Bonnard playing the catalyst—seek 

to live both their own and the model's life, at the price of some tergiversa- 

tion but also of sudden bursts of impatience which demonstrate Bendov’s 

originality. 

A certain tergiversation also marks the work of Francis Tailheux, but it 

is due to eclecticism rather than to stress. A painter of lesser intelligence 

and savoir faire could never have succeeded in wedding Matisse’s Mediter- 

ranean studio, Picasso's fractured figures, and Masson's cursive calligraphy 

into clearly organized compositions—particularly the smaller formats (at 

Galerie Saint-Germain) . 

Disfiguration, refiguration 

Maryan’s work (at Galerie de France) might be called disfigurative rather 

than figurative. Heavily outlined silhouettes, half-human, half-vegetal, are 

pinned against uniform screens. The primary source is Picasso; the inter- 

cessor might have been Clavé, Today, Maryan’s figures are sterner, but also 

dryer. One notch farther, we come upon the Surrealist refigurations. Dado, 
a Yugoslav expatriate, crams his canvas with ballooning cherubs and puffed 

columns; when the balloons burst, a timid, meticulous Tachist trickle spills 

over the anemic surface (Galerie Daniel Cordier). Dado is a naive Ensor. 
There is nothing naive about the painstaking dismantlings and readjust- 

ments of limbs performed by Charles-Henri Ford at Galerie du Dragon. 

Pierre de Maria (Galerie de Chaudun) records the copulations of insecti- 

form radio-sets and electric shavers, an experience that understandably gen- 

erates little light and joy. 

Sculpture and miscellani 

Who will give sculpture the shot in the arm which it needs? Jacobsen 

(Galerie de France) is still trapped in the industrial, building-set universe 

from which Gonzalez briefly escaped: Léger’s ballet mécanique, with the 

current stopped; inanimated space. Dodeigne (Galerie Claude Bernard) 

labors with honesty at great, lugubrious, striated stones, semi prostrate under 
their own weight. Beothy has twisted and turned Brancusi’s bird to extract 

a new song from it, but its threat remains silent. Less determined, his pho- 

tographs reveal a sensibility snowed under in the careful craftsmanship of 

the sculpture (Galerie Berri-Lardy). Yves Klein has pooled the “mono- 

chrome stability” of his blues with the “pure speed” of Tinguely’s electrically 

run gadgets to achieve an ear-splitting clatter of revolving disks, dervishing 

wires, and rattling plates (Galerie Iris Clert). And while I am speaking of 

what our discoriented age would call originality, I might mention Popot 
(Galerie Glaser-Cordier) , who is probably the first artist to paint on nothing, 
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since his plastic colors form their own support (you can look through them, 

too). He is also, to my knowledge, the first man to have stuck pieces of real 

coral into his bases—certainly sufficient reason to rate a few words of preface 

by Francoise Sagan. 

London continued from page 47 

it happened, of course, that the persons who traversed the middle distance 

in his canvases were undeniably of the upper classes: royal, no less. But 

somehow the freemasonry of the foreshore made them just like other people; 

and what mattered most, in any case, was the marvelous freedom and 

buoyancy of the upper air. Boudin’s skies are always northerly; the light 

vibrates, but does not glare, and although we may feel that Constable, for 

one, had a more intense, more purely poetic view of the “messenger-clouds,” 

as he called them, yet Boudin knew, as well as anyone before or since, how 

to “bind in” these intimations to the terrestrial happenings below. 

The ninety-three Boudins at the Marlborough were admirably representa- 

tive. There were two still-lifes to bear witness, by their forthright clumsiness, 

how ill at ease Boudin was when forced indoors; and three pastels, marvels 

each of freshness and instantaneity; and a group of watercolor sketches 

(others turned up at the Crane Kalman Gallery at around the same time) 
which showed a Guys-like freedom and rapidity of touch. Altogether the 

exhibition was a beautiful affair. 

Chicago continued from page 49 

social history, who can bask in the anecdotal sun of numerous portraits of 

local luminaries. The latter items are often less important than the subjects 

which they depict. One wonders, too, why the idea of an artist looking at 

somebody has to be gauged solely by the somebody’s identity and not, as 

well, by how the artist looks. The latter approach might have admitted many 

of the Institute’s best nineteenth-and twentieth-century works, which do not 

hang in the present show, presumably because the subjects are unknown. 

Hofmann continued from page 29 

and pushing, scoring and marking, rather than simply inscribing or cover- 

ing the flatness of such an object. Hofmann has taken this approach much 

further than they, and made it do much more. His paint surfaces breathe 

as no others do and open up to animate the air around them; they are 

less closed than the surfaces of the Cubist collage. It is because of 

their open, pulsating textures that Hofmann’s very best pictures surpass 

Kandinsky’s, as I fee] they do. And it is thanks in part to Hofmann that 

the “new” American painting in general is distinguished by a new live- 

ness of surface, which is responsible in turn for the new kind of “light” 

that Europeans say they find in it. 

But that part of the “new” American painting which is not Late Cubist 

distinguishes itself further by its freedom from the quasi-geometric truing 

and fairing of lines and edges which the Cubist frame imposes. This free- 

dom belongs with Hofmann’s open surfaces as it does not with de Kooning’s 

or Kline’s, and his hesitancy in fully availing himself of it—despite the 

fact that he himself had such a large hand in establishing it originally— 

must be attributed to his reluctance to cut himself off from Cubism as a 

base of operations. It is a reluctance that seems, as I have already sug- 

gested, to account more than anything else for the incoherence in the de- 

velopment of Hofmann’s art. But, as I cannot insist enough, it detracts 

nothing from the mastery displayed in its masterpieces. 

The artist his own demi-god continued from page 36 

though they had been hewn and kneaded, created out of the substance of the 

very earth over which they move and against which they stand out like 

lumps of soil which have hardly been given shape. This is the obvious sign 

of the material nature of their accord with the world around them. It is the 

world Poussin knew as a child. The fields in Ruth and Boaz, painted at the 

end of his life, are those of that large and frequently flooded loop of the 

Seine at Les Andelys, which he had not seen for nearly fifty years. And it 

is easy to see in the flaming Castel Sant’ Angelo of Orpheus and Eurydice, 

the Chateau Gaillard near his birthplace. We find his birthplace in his 

plateaus, his woods, his streams, and even in his Stone-Age villages built 

into cliffs. This indelible land is that of the nameless gods of his childhood— 
a land magnified and exalted by the heights of genius, by the distance which 

separates, say, the pedestrian on the edge of the path from the man who 

steadies himself on the shoulders of the giant Orion—by all the greatness 

of a completed and accomplished existence. The blind giant is unaware 

of the communion thus linked above and below him: he still advances, one 

arm extended toward the bay, like the man who clasps the incarnation of 

Painting in the background of Poussin’s self-portrait. In the same incon- 

spicuous way Poussin’s genius remains impregnated with invisible virtues. 
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The immense and groping figure rising from the underbrush with the early 

mists which flatten the foliage against an infinity of sky is at the same time 

Nature and the allegory of Nature in Poussin’s elemental narrative. But 

this nature, to which Poussin has for a moment given a local habitation and 

a name so that it will stand out more clearly, is at the same time a deity 

who is giving way—a deity already blind and who is losing his identity: he 

is Nature which, as soon as it is named, becomes lost once again in the 

immensity of the nature that has no name. 

Here we touch on Poussin’s secret. His space, in spite of its deceptive 

appearance of Classical proportion, is conceived in depth in such an ample, 

fluid, overflowing fashion that we relate ourselves quite casually to the ab- 

normally large figure of Orion, without the slightest contradiction or con 

cern—he seems a sort of hyphen between earth and sky, between the mists 

of the underbrush and the sublunary clouds—just as we accept those figures 

who barely come up to his knee. In the company of the masses of leaves, 

the clouds, the hills and the mountains, the giant is not a giant (thus his 

extraordinary faculty for being reabsorbed by the painting and becoming 

almost invisible), nor do the ordinary men seem reduced in size. The 

groundswell of Poussin’s landscapes is born of this mysterious and limpid 

coupling. Orion is merely the vertical projection of that depth in which the 

far-off mountain is immersed: he unites the trodden path and the horizon, 

which his arm already reaches. In Poussin’s intuitive gradation of space 

there is a place for the pebble and a place for the mountain, and both are 

given full value, separately and simultaneously. The transparent meaning of 

his narrative in which gods and heroes meet, die and are born in an im 

passive nature, is the myth of the disappearance of myths. A tree in itself, 

as seen by Poussin, is of a size to correspond with all who pass, be they 

men, demigods or gods: it is, really, without proportion. 

The logical fantasy of Poussin, then, is that man raises himself by his 

imagination to such a height that he is a match for the world-without- 

proportion, with which he has, in fact, come to an agreement. It is a fantasy 

which far surpasses the episodic metaphor which perpetually illustrates it. 

It transcends the obvious play of analogies: no matter if Echo is blended 

with the rock, Narcissus with the pool, if the garlands of nymphs are inter- 

woven with branches or flow along invisible banks, if they are recomposed in 

groups which mirror the landscape that has gathered them together. The 

real key to the mystery is elsewhere: it is in the invisible world which only 

blind Orion can sense as he walks through it. This unapparent world con- 

sists of a passage through the visible—that is to say, in space neither 

measured nor seen, through which we move. This “key” explains why the 

prodigious size of the bunch of grapes in The Promised Land (the same 

cluster Courbet was to paint later in the prison of Ste. Pélagie, the same 

pulsating substance, but free from even the slightest narrative impulse) 

and the hugeness of Polyphemus in the clouds both seem delicately tem- 

pered to ordinary size by the fluidity of a space in which their great size 

does not make other things seem small and debased—that space is ours. 

The great oak tree in the Hermitage Polyphemus relates to Polyphemus as 

well as to the delicate nymphs. But does a tree seem smaller to us because 

we see it in the mountains? And does the mountain seem larger or smaller 

when our eyes are fixed on a leaf? The secret of Poussin’s work is in that 

big and almost invisible walking wall, that fabulous passer-by who clears 

himself a path through the air which is as tangible and unnoticed as the 

soil of the earth he treads, and which almost completely escapes our notice 

as we pass through it. The essential accord between man and nature is el/se- 

where: evident, yet out of sight. Poussin’s painting tells us this. However, 

like the precisely placed spot of paint that later was to orient so many 
landscapes of Bonington and Corot, so in Poussin’s work there is always 

man—resolved, self-willed, sagacious—man equal to himself at no matter 

what level he finds himself. Whether he is standing on the level plain or on 

the shoulder of the heights, whether on the relative stability of the soil or 

in the confusion of the clouds, nothing can interrupt that conversation he is 

pursuing, from the heights of the earth and the sky, in the same proportion- 

less space. In the space that Poussin glimpses, even beyond his episodes, the 

allegory, as soon as it is evoked, dissolves into presence and the signs of 

presence. Thus the real orients itself according to the perpetual disappear- 

ance of the gods, still without itself ever disappearing. Endymion, in the 

admirable canvas at the Detroit Institute, is able to look fixedly at Selene: 

the light she sheds on him is nothing but ordinary moonlight. 

The artist’s pictures come to America cont. from page 33 

Fréart de Chantelou, but also in paintings such as the Holy Family with the 

Bath Tub from the Fogg Museum and in such great religious compositions 

as the Hartford Crucifixion. Here, explicit rendering of the story and per- 

fect lucidity of spatial composition were Poussin’s principal aims, and they 

lead to a calmness and a solemnity which have rarely been equaled in the 

art of painting. The same clarity is to be seen in the landscapes which Pous- 

sin began during these years. They illustrate either religious subjects (like 

the Chicago St. John), classical themes (like the Louvre Diogenes), or (as 
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with the mysterious Woman Washing her Feet from Ottawa) themes which 

have not yet been elucidated, but which certainly represent some definite 

subject, possibly with an obscure allegorical allusion. 

Poussin’s last phase is the least known and the rarest, because, as he 

got older, he painted more slowly and accepted commissions more reluctant- 

ly. But the Baptism from the Johnson Collection, Philadel phia, and the 

Richmond Achilles among the Daughters of Lycomedes illustrate the al- 

most inhuman calm which comes over his figures in this phase. In the 

classical period of the 1640s, the artist had sacrificed decorative charm 

and color in the interest of telling a story clearly; now he goes further and 

also throws overboard the free use of gesture which had been his means of 

narration. Instead, his figures exist like statues on another plane, unaware 

of the spectator and even of each other, in a complete philosophical de 

tachment from the world. 

Even his contemporaries found this phase of his art difficult to grasp, and 
his early biographers gloss over it with the comment that in old age his 

hand was failing. But this excuse has been made so often for aging artists 

that it is almost a signal to be on one’s guard. And, as with Rembrandt or 

Beethoven, though the last works may lack the more obvious charms of 

earlier productions, they contain something sublime which only comes with 

the wisdom and aloofness of age. As Poussin himself said, his band might 

be feeble, but its mistress, the head, would always compel it to express all 

that is most important in the art of painting. 

Horse’s mouth continued from page 39 

movies, Jimson’s paintings must come to immediate optical perception. Yet 

traditionally an aristocracy, no matter what its noblesse, is also “cavalier.” 

Guinness’ general impulse to be cavalier toward Cary’s novel seems reflected 

in a large number of deletions as well as sidesteppings. Jimson’s Anarchist 

cronies—as trampy as he is—have been suppressed despite the fact that 

Guinness must realize that Anarchism, too, has been a notable horse’s mouth 

in our day. 

According to Cary, Gulley Jimson must be catapulted from a condemned 

wall, on which he and his students have labored to complete a mural, before 

he stops painting. Hence, as Jimson is carried from the scene in an ambu- 

lance, the novel ends on a comi-tragic note of perpetual motion: the obsessed 

artist’s non-stop painting of which, after all, Gulley’s non-stop talking is the 

mirror image. Guinness saw fit to change this conclusion by substituting a 

very old movie “tag”: the monastic, frustrated genius drifting into a blank 

future as though it were death. The film has Jimson, following the official 

destruction of his mural, “escaping” onto his wretched houseboat and drift 

ing away on the Thames from all human contacts. Doesn’t one—in fact, 

isn’t one meant to—detect toward the back of the horse’s mouth a famous 

gold tooth called Tahiti? 

| Amateur standing 

West Coast amateurs 

In the countryside around Los Angeles, it appears, the artist meets nature 

more than halfway; or, it may be said, nature meets the artist more than 

halfway in furnishing an ideal light and climate for painting. At least this 

writer found it so during a recent stay in Pacific Palisades, one of Los 

Angeles’ many sprawling suburbs that faces the Pacific about twenty miles 

from the downtown area. Perched high above the Pacific, on precipitous 

crags and canyons overlooking the city on one side and the ocean on the 

other, Pacific Palisades is the home of the Huntington Hartford Founda- 

tion, of many actors, authors and painters, as also of amateur artists. Here, 

the activities of the Pacific Palisades Art Association is a hub in the social 

and cultural life of the community. 

As an example of the quality and scope of activities and interest in a 

suburban American community, the history of the Pacific Palisades Art 

Association is worth relating. As told by Russell Gates, an amateur painter 

who devotes much of his time to the Association, the latter’s history stems 

from the initial activities of Mrs. E. J. Kennedy, who headed a committee 

for American Art Week in 1948. The purpose was to stimulate interest in 

rt, by group visits to studios, by showing paintings in local stores and in 

the Kennedy home, winding up with a grand dinner and the founding of 

the Pacific Palisades Art Association. Fritz Lieber, the Shakespearean actor, 

was its first chairman, with meetings held in members’ studios and homes. 

From Mr. Gates’s account, the activities of the Association are impressive. 

They include annual outdoor shows, discussions and demonstrations, the 

establishment of a gallery for the monthly display of paintings, sculpture 

and ceramics by local and Bay Area artists. For a time, the gallery and its 
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exhibitions were the center of the Association’s activities. To cover expenses 

members were assessed nominal dues of two dollars annually. The Associa- 

tion’s chairman in 1953, Leon Lewis, started another innovation by organiz- 

ing classes under the Association’s sponsorship; and the following year a 

guiding group, or “Board,” was formed, and a larger meeting place for the 

expanding group was found in a local school auditorium. There, guest 

speakers at the monthly meetings included artist Charles Rogers, Vincent 

Price and others. A workshop now supplanted the gallery, for one-man and 

group shows, and for classes; and a Wednesday morning group was also 

formed to meet in nearby Rustic Canyon, where also a juried membership 

show was held. Under the presidency of the Santa Monica ceramist Sue 

Shrode, in 1956, a more elaborate system of committees was formed to take 

care of details, a monthly Bulletin was initiated to announce activities and 

for the monthly meetings a larger place with kitchen facilities was rented. 

Dues were still kept at the two-dollar level. The Bulletin covered not only 

membership activities but exhibitions all over the state and elsewhere. By this 

time the Association’s membership doubled. A novelty opened the 1957 sea- 

son: a “Patio Picnic,” given by Mrs. Kennedy, to exchange information on 

each others’ summer activities. Many had taken sketching and painting trips 

through the West and in Mexico, others had attended camp seminars given 

by artists skilled in special techniques, some had toured the galleries of 

Europe. That year dues were raised to three dollars, and a sidewalk show 

was successfully staged on Sunset Boulevard Plaza. The monthly meetings 

continued with lectures, and the showing of art films. 

The Association’s president now is George Barker; and its executive body, 

the Bulletin, the sidewalk show and juried members’ shows are now the 

established format. And, Mr. Gates concludes, an active committee is fol- 

lowing through on the idea of an exhibitions room in the new library which 

soon will be built. 

show under the sidewalk (1958), held 

palms in the beautiful Pacific Palisades village square was a one-day Sunday 

The Association’s most recent 

event. In the white light of the semi-tropical sun and cool shade more than 

forty painters, sculptors and potters showed their wares. Like a miniature 

Washington Square outdoor show, artists were doing five-dollar portraits 

and young, talented Marilyn Erickson was publicly painting a landscape. 

And again as in New York’s “Village” show, there appeared the usual fruit 

still-lifes to picturesque landscapes, the lovely girl and a minimum of ab 

straction. More adventurous were Max Cossak’s reaches into fantasy; gifted 

canvases by Priscilla Mauhan; semi-abstract, richly patterned, heavily lined 

still-lifes 

parisons with professional standards, but in the enthusiasm which the mem 

by Nico van den Heuvel. But value here is found not in com- 

bers of the Pacific Palisades Art Association display, and their stimulating 

their interests 

afield by the 

conventional and the pictorial cliché. The spirit is there; the need is to 

role in the community. Here a criticism may be ventured; 

are still too eclectic and diversified, and are guided too far 

become more aware of self and environment as inspirational sources, to 

counterbalance the prevailing reliance merely upon techniques and academic 

prece dent. 
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Canyon Arts Show, in Crier Square, Laurel Canyon, Hollywood, California. 

velvet and silk 

festooned 

Nations and a hundred and cotton, 

most vivid 

United 

banners of the colors, the second outdoor 

High in the hills just one mile from the heart of Hollywood, this art show 

by one hundred and fifty professional and amateur artists and craftsmen at 

tracted more than three thousand viewers during its eight-hour Sunday 

display. The hills and canyons of Laurel Canyon, with their secluded glens 

and precariously perched homes and studios, have long been a haven for 

artists, Bursting at the seams for an outlet, the show was a practically 

spontaneous response to the artists’ need to bring their work before the 

public. Bob and Mary Camara, columnists for the lively local biweekly 

newspaper, the Canyon Crier, and organizers of art exhibitions in the region, 

two years ago had called a meeting of artists and friends to help plan the 

first show. The success of this event resulted in its becoming an annual 

affair. It had no financial backing and a charge of one dollar entrance fee 

was made to cover expenses. This year’s display panels, which filled the 

small Crier Square and supported many attractive works, were constructed 

to be used for future exhibitions. The present show received large coverage 

by local papers, radio and television. 

Each entry was identified as by professional or amateur, numbering about 

sixty amateurs to ninety pros, including sculptors and craftsmen. As this 

show is a community project which encompasses an area of about fifteen 

miles and because of increased interest, the next vear’s show may be held 

in the large park-like area neighboring Hollywood Bowl. 

Among the amateur entries were noted a large, flat patterned Nude by 

Nina V. Tully; a swirling oil by Ruth Feinberg; an Expressionistic mixed 

medium of sepia, oil and casein by Patricia Guzman; an ominous Stonefish 

by Edwin Church, and the oil City at Night by Evelyn Bennett, Comment 

on further activities in California will follow Aaron Berkman 
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| New sources, new materials 

Enlarger-reducer, that enlarges or reduces an image to over four times, is 

now available in a standing unit, with direct-drive steel cable control and 

a calibrated front panel that allows instantaneous setting for any size 

image. The focal plate is 18 by 24 inches, with a 17 by 23 inch copy board 

that provides a large production capacity in a floor area of only 24 

by 26 inches. A Wollensak Raptar, 4-element F 4.5-32 lens gives sharp, 

brilliant images. For information, write Lucygraf [J-1], c/o ARTNews. 

Wax medium for mixing with oils, powdered pigments, powdered metals, 

colored sands, dyes, plastic colors, etc., as well as cleaning and preserving 

paintings, antiques, wood carvings, wood paneling, inlaid furniture, etc., 

is a specially prepared wax. It is a translucent, colorless and permanent 

mixture that has the plasticity of tubed oil colors. It is reinforced with 

additive waxes, resins and oils. In painting, its “locking up” and isolating 

properties allow for an exploitation of a great variety of coloring agents. 

Just add the wax medium to each color on the palette; mix with painting 

knife or spatula; thin with turpentine or other thinners. For oil painting, 

medium to 90 per cent oil color; for “cold wax” 

li, with colors; for “hot 

mix 10 per cent wax 

wax medium by volume 

effective on wood panels) mix 50 
painting, mix 1/3 to 

wax” painting, (which is especially 

per cent to 90 per cent wax medium by volume with colors. The wax ex- 

pedites faster drying (paintings with wax dry in one to three months, ac 

cording to the manufacturer). When dry, the 

and wax varnished for a final covering. To clean, just wash down with 

polished, painting can be 

water, Many artists find the wax useful in overpainting, finishing or as a 

resisting agent. Some use egg yolk and wax medium mixed 50/50 as a 

variant in standard egg tempera formuias. The wax can also be used for 

finishing frames and sealing photographs; for stabilizing porous and weak 

ened pieces, such as worm eaten wood, weathered and decaying objects 

When repairing wood, a heat lamp should be focused on the area, to keep 

the surface warm and to aid in penetration of worm holes. For more 

information, write: Wax facts [J-5], c/o ARTNews. 

Do-it-yourself visual aid charts help beginners with basic lithography, 

etching, woodcutting, wood engraving, lineoleum cutting, potters-wheel 

throwing, bookbinding, sculpture processes and procedures—as well as 

“cleaning up the shop.” Here is an illustrated, step-by-step visual guide 

often difficult 

s« hool and 

fot processes that are to understand from written instruc 

Particularly useful for workshop classes, the charts 

step in the making of a lithograph, from preparing the 

tions. 

explain every 

stone to the final drawing: in woodcutting, the various instruments and 

their use are illustrated; in etching, how to ink the plate properly, ete. 

Write: Craftools, Inc. {J-2], c/o ARTNews. 

Rotating palette-receptacle with tiers for brushes, pens, turpentines, lin- 

seed oils, rags, paint tubes, paint bottles, brings everything within easy 

reach. Just revolve the plastic “roto-tray” mounted on its steel base, and 

every item needed during a day’s work is right there. It comes in a 10- 

inch diameter, eliminates clutter on the work table or drawing board. 

Write: Roto-tray [J-6), c/o ARTNews. 

fashioning anything from statuettes to Mold-making compound, for 

toys, lamps, jewelry, plates, etc., is a new molding latex that requires no 

complicated batter mixing and produces accurately detailed molds. It is 

a white liquid rubber which is self-vulcanizing; no catalytic agents or 

accelerators are required for drying or curing molds made with the process. 

Just use a brush, spray or dip, depending on the nature of the object to 

be molded and the type of mold to be made. Once an object has been made 

with “Javatex,” the mold can be used over and over again, and will retain 

its original form and detail for years, according to the manufacturer. The 

molds are heat-resistant. Write: Javatex [J-3], c/o ARTNews. 

Marking of negatives is now facilitated by a new technical fountain pen. 

The “rapidograph”. holds sufficient india ink to mark several hundred film 

negatives, and provides the user with five line widths to meet every mark- 

ing requirement. The ink flow is constrolled, so as to eliminate smudges and 

blots. The markings, according to the manufacturer, are permanently 

legible. Write: Koh-l-Noor, Inc. [D6], c/o ARTNeEws. 

Quick-drying agent for oil colors is a specially formulated, clear, color- 

less, inert colloidal substance that maintains the consistency and hue of 

the pigment and holds any desired texture. It is adapable to all tech- 

niques where fast drying is desirable. With paintings of the average paint 

application, the paintings will dry in two to four hours after “Zec” is ap- 

plied, according to the manufacturer. Write: Grumbacher [J-4], c/o ART- 

news, 32 East 57th Street, New York 22, N. Y. 

OSBORNE 
January 5-24 

IOLAS GALLERY 
1 123 E 99 

ONE-MAN SHOWS 

SOPHIE HUGHES 
January 12-24 

ELSIE JECT-KEY 
Jan. 26-Feb. 7 

232 East 58th St 
Hours 11-5 P.M CRESPI GALLERY 

PAINTINGS 

DON DAVID 
JAN. 23 TO FEB. 12 

CAMINO GALLERY 
92 EAST 10 ST., NEW YORK 

January 6-24 

om GEIGER 
PAINTINGS * COLLAGES 

WHITE GALLERY RUTH 

; 42 EAST 57 ST., N.Y. 

AHDA ARTZT GALLERY 

142 WEST 57 STREET 

Presents the 

N. Y. CITY CENTER 
GALLERY AWARD SHOW 

Jan. 20-Feb. 2 

CONTEMPORARY 
DANISH ARTISTS 

Paintings—Scul pture—Lithographs 

Jan. 4-25 

RIVERSIDE MUSEUM 
310 Riverside Dr. (103 St.) N. Y. 

Work by the late 

WILLIAM L’ENGLE 
can be seen by private appointment—ofter- 
noons only. Paintings include a few large oils, 
group of decorative weather maps, pencil draw- 
ings, 15 interesting watercolor studies of Cata- 
lan sculpture of the 12th Century. Contact: 

LUCY L’ENGLE, Hotel Fourteen 
14 E. 60 St., Apt. 9L, EL 5-6000 

GOLDRING 
recent paintings 

Jan. 13-31 

Grand Central Mederns 
1018 Madison Ave., N.Y. (at 79 St.) 

ART NEWS 



£40 
Jan, 13-31 

JACQUES SELIGMANN 5 E. 57 

ibstrakte kunst Drian Gallery 

£ 7 Porchester Place, Marble Arch 
3 London W.2 @ PADington 9473 

t 
= 

3 LUTKA PINK 

: 
é to Jan. 7th 

GALERIE BRETEAU 
70, rue Bonaparte, PARIS 6e @ Dan 40-96 

FEINSTEIN 

HANICH 

VIELFAURE 

ZWOBADA 

Paintings: 

FONTENE ¢ 
LINDSTROM 
Sculptures: 

GALERIE SAINT-GERMAIN 
202 bd. St. Germain, Paris Te 

Lit 01-87 

Contemporary European 
Paintings, Drawings, 

Gouaches 

GALERIE CRAMER 
13, Rue de Chantepoulet 

GENEVA = (Switz.) 

Modern prints © Drawings © Sculptures 
Illustrated art books 

Jan.: JOAN MIRO — Color woodcuts 
for Eluerd “A Toute Epreuve”’ 

GALERIE d’ART du PALAIS ROYAL 

L‘ESTAMPE MODERNE 
14 rue de Richelieu, PARIS ler @ Ric 32-04 

PAINTINGS 

Original Etchings + Watercolors 

Galerie IRIS CLERT 
3 rue des Beoux-Arts, PARIS é6¢ 

The most advanced Art Gallery in the world 

exhibit 

BRO 
the most backward painter in Paris 

@ December 16 

GALERIE de BEAUNE 
SUZANNE de CONINCK 

5 rue de Beaune, PARIS Te 

DADERIAN © BEAULIEU 
BENRATH © DUVILLIERS 

JACQUEMON @ SHU TANAKA 

LATORRE ¢ LIBERAKI 

Paintings: 

Seulptures: 

Galeries RAYMOND DUNCAN 
31 rue de Seine, PARIS Vie 

PRIX de NEW YORK 1959 

100 French artists competing 

through february 

JANUARY 1959 

Competitions, scholarships 

Diamonds-International awards for dia- 
mond jewelry design. Original designs must 
be submitted in form of sketches, or ptgs. 
Due May 4 Write: N. W. Ayer & i. 
Inc., 30 Rockefeller Plaza, N.Y.C. 
Abbey Maral Scholarship. Competition in 
mural ptg. open to U.S. citizens who on 
Jan. 1, "59 are not more than 35 yrs. Ap- 
plication blanks due Jan. 9; work on Jan. 
%h only. Far more info. write: Sec’., 1083 

Fifth Ave., N.Y. 28, N.Y. 

| Where and when to 

Chicago, Wl. New printmkng directions, 

Print Exhs., Feb. 1-28. Open to all. Etching, 
litho, intaglio. woodcut or silk screen. No 
fee. Send work to: Print Exhs., 1758 N. 

Wells St. 
Hartford, Conn. Ann., Avery Mem., Mar. 
7-Apr. 5. Open to all. Oil, oil tempera, 
sculp., prints. $5 fee, $4 for prints. Jury, 
prizes. Entry cards, work due Feb. 24. 
Write: L. Fusari, P.O. Box 204, Hartford. 
Sarasota, Fla. Ann., Art Assoc., Ringling 
Mus. Mar. 1-27. Open to all. All mediums 

| 
al 

Fulbright Art Awards. Scholarships for 
foreign study for 1959-60 under U. S. Gov- 
ernment internat. educational exchange pro- 

gram. Awards cover transportation, tuition, 

books and maintenance. Opportunities for 
study of painting, graphic arts, sculpture 
and, in some countries, industrial design. 
Open to U. S. citizens with college degree 
or its equivalent, knowledge of the language 
of the country of application, good health. 
Inst. of Internat. Ed., 1 E. 67 St., N.Y.C. 

exhibit 

Work due Jan. 26-30. Regional Jury, prizes 

receiving cntrs. Write: Art Assoc., P. O. B 
1907, Sarasota. 

Seattle, Wash. N.W. Printmkrs. Internat., 
Seattle Mus., Feb. 11-Mar. 1. Open to all. 
All print mediums, except monoprints. §2 
fee. Jury, 

Seattle Mus. 

Springfield, Mass. Ann., Mar. 1-29, Mus. 
Open to all. All mediums. $4 fee. Jury, 
prizes. Work due Feb. 18. Write: H. Rich- 
ard, 109 Caseland St., Springfield. 

purchase prizes. Write: Sec’., 

The exhibition calendar | 

Albany, N. Y. Inst.: Becker, to Jan. 14; 
E. Brooks, Jan. 6-25; Amer. archit., Jan. 15- 
Feb. 8; Suksdorf, Jan. 27-Feb. 15. 

Andover, Mass. Addison Gall. 

Jan. 10-Feb. 15. 
Beloit, Wis. Art Cntr 
to Feb. 1. 
Baltimere, Md. Mus Pleasants Mem., to 
Jan. 18; Prints, to Jan. 31. Walters: Ren. 
bronzes, Dec. 6-Jan. 18 
Birmingham, Ala. Mus.: 7. 
11. 
Boston, Mass. Mus.: Dutch dwegs., Jan. 

16-Feb. 15. Cont. Inst.: Stedelijk Mus., Jan. 

7-Feb. 4. Mirski: Duca, Jan. 15-Feb. 14. 
Baffalo, N. Y¥. Albright: Maillol, Hanley 
Coll., to Jan. 31; Cont. Eurs., Amers., to 

Jan. 18. 
Cambridge, Mass. Forg Mus 
Feb. 14; Fr. liths., to Jan. 17. 
Charlotte, N. C. Mint Mus.: ¥. 

Amers., 

Hultberg, Burford, 

Coast, to Jan. 

Persian, to 

Stevens, 
Surendor{, Jan. 4-31; Ranger Mem., Jan. 

12-Feb. 8. 
Chicago, Ul. Inst.: Artist looks et people, 
to Jan. 11: J8th-cent. textiles, to Apr. 

1: Wedgwood, to Jan. 11. Arts Club: Duwgs., 
to Jan. 25; Modigliani, Jan. 30- scu 

Feb. 26. 
Cincinnati, ©. Mus.: Sloniker Coll., to 
Feb. 5. Cont. Arts Cntr.: Fleischmann 
Coll., Jan. 5-25. 

Cleveland, ©. Wise Gall.: Pittsburgh In- 
ternat. 18, Soulages, to Jan. 31. 

Coral Gables, Fla. Lowe Gall. 
Jan. 20-Feb. 15. 

Dalles, Tex. Mus.: Prints, dwgs., Jan. 11- 
Feb. 14; Fauves, Jan. 29-Mar. 1. 

Dayton, O. Art Inst.: Cont. Amer., to Feb. 
28. 

Denver, Cole. Mus.: Cubism, Jan. 22-Feb. 
22; Color, to Feb. 15. 
Des Moines, Ia. Art Cotr.: Leach, Amer. 
Indians, to Jan. 31. 
Detroit, Mich. Inst.: lial. Ren. dec. arts, 
to Jan. 4. 
Fitchburg, Mass. Mus.: Kroll, to Feb. 1. 
Hartford, Mass. Atheneum: Cont. Amer., 

Hallmark, 

Jan. 10-Feb. 1; Israel, Jan. 13-Feb. 8. 
Indianapolis, Ind. Herron Mus.: Cont. 

New York City Exhibitions are of paintings 

A.C.A. 63 E. 57 Gordon, Jan. 5-24 
Jules, to Jan. 23 

Adam-Ahab 72 Thompson 
Woodman, Jan. 2-23 

Cont. Amer., to Jan. 29 
Alan 766 Mad. 

Collages, constructs., to Jan. 24 
Oscar, Jan. 26-Feb. 14 

Allison 32 E. 57 Bellows liths., to Jan. 31 
de Aenlle 59 W. 53 Belain, to Jan. 24 

Obregon, Jan. 26-Feb. 15 
Prims., Jan. 17-Feb. 20 

E. Moses, Jan. 2-23 
Collins, Jan. 23-Feb. 14 

B. Lane, to Jan. 10 
Cont. Amer., Jan. 12-31 
Cont. Amer., to Jan. 31 

Morosoff, Jan. 6-18 

Loftus, to Jan. 8 
B. Meyers, Jan. 10-29 

C. Aikman, Jan. 31-Feb. 19 
Art Students League 215 W. 57 

Cont. Amer., to Jan. 31 
Avant-Garde 166 Lex. 3-man, Jan. 6-31 

d’Arey 19 E. 76 
Area 8 E. 10 

Argent 236 E. 60 

Artat 142 W. 57 

Artists’ 851 Lex. 

Amer., lan. 11-Feb. 8. 

La Jolla, Cal. Art Cntr.: Lingren, Jan. 28 
Feb. 22. 
Las Vegas, N. M. 
Jan. 4-30. 
Louisville, Ken. Speed Mus.: Liths., Jan 
1-20; Amers., Jan. 5-25; Fulbright, Jan. 11- 
Feb. 15. 
Memphis, Tenn. Brooks Mus.: Wells, Prints, 
Carter, to Jan. 31. 

Minneapolis, Minn. Inst.: Dutch dwgs., to 
Jan. 4. Walker: Amer. archit., Jan. 18-Fet 
8; Rockefeller grants, Jan. 25-Feb. 22; 

Bradley, Jan. 11-Feb. 22. 

Montclair, N. J. Mus.: 12-man, Jan. 11- 
Feb. 1. 
New Brunswick, N. J. Rutgers: Milo, Jan. 
7-30. 

New Lendon, Conn. Allyn Mus.: 
ptrs., Jan. 11-Feb. 1. 

Newark, N. J. Mus.: Collectors, to Apr. 30 

Oakland, Cal. Mus.: Afri., Cont. Amers., 
Jan. 10-Feb. 1. 

Univ.: Japan. prints 

Conn 

Philadelphia, Pa. Mus.: Cont. Amer., Jan 
23-Feb. 15. Art Alliance: Gaudi, Jan. 2 
Feb. 1; Swarz, Jan. 7-Feb. 1. Print Club 
Magalhaes, to Jan. 31. Acad.: Cont. Amer., 

Jan. 25-Mar. 1. 
Rockford, Ill. Coll.: Bradley, Jan. 4-24; 
Ahistroms, Jan. 25-Feb. 28. 
Roswell, N. M. Mus.: Mallery, Jan. 5-31. 
St. Louis, Mo. Mus.: Nature in abstract., 
Jan. 7-Feb. 8; Relig., Jan. 16-Feb. 17. 
San Franciseo, Cal. Pal. of Hon.: Weers., 
Smith, Steinhardt, to Feb. 15; Krell, to 

Jan. 25. 
Seattle, Wash. Dusanne Gall.: Eskridgee, 
Jan. 7-24. Mus.: 19th-cent., Jan. 7-Feb. 8 
Seligman Gall.: Michkils, Jan. 9-31. 
Toledo, O. Mus.: Poussin, Jan. 4-25. 
Tucson, Ariz. Art Assoc.: Prims., Jan. 
12-25. 

Utiea, N. Y. M-W-P Inst.: Baizerman, Jan. 
4-25. ' 
Washington, D. C. Corcoran Gall.: Bien., 
Jan. 17-Mar. 8; Stamos, Jan. 9-Mar. 8. 
Nat. Gall.: Homer, to Jan. 4. Phillips Gall. : 
Dove, to Jan. 5. Place Gall.: Summerjford, 
Jan. 6-24. 
Wercester, Mass. Mus.: Lionni, to Jan. 11. 

unless otherwise specified 

Babcock 805 Mad. Hartley graphs., Jan. 5-24 
Barbizon 140 E. 63 

Sylvester, Jan. 6-Feb. 2 
McGee, Jan. 6-26 

27-Feb. 14 
Barone 1018 Mad. 

M. Simpson, Jan. 
Barzansky 1071 Mad. 

Cont. Amer., to Jan. 15 
Berryman 2852 B'way.. Graphs., to Jan. 31 
Berry-Hill 743 Fifth Amers., to Feb. 28 
Bianchini 16 E. 78 Cont. Amer., to Jan. 12 

6-Sculps., Jan. 15-Feb. 10 
Carter, Jan. 5-17; 

P. Moore, Jan. 12-24; 
Kaufman, Jan. 19-31; 

Sklar, Jan. 26-Feb. 7 
Bergenicht 1018 Mad. #. Kahn, Jan. 6-24 

S. Greene, Jan. 27-Feb. 14 
de Braux 131 E. 55 _ Cont. Fr., to Jan. 31 
B’klyn Art 141 Montague 

Weers., Cont. Amer., Jan. 15-Feb. 28 
Brooklyn Maus. Eastern Pkwy. 

“Fashionables,” to Feb. 22; 
Pelletreau, Jan. 27-Mar. 15; 
Eric dwgs., Feb. 3-Apr. 19 

Bodley 223 E. 60 

The Graphics of 

PIERRE SOULAG! 

Feb 

howard ee gallery 

of present day painting 

ROSE FRIED + 40 E. 68 

VASARELY 
JAN. 6 THRU FEB. 7 

Galerie MICHEL WARREN 
10 rue des Beaux-Arts, PARIS 6e, Odé 46-71 

CHARCHOUNE 
until January 17 

permanently: ALECHINSKY ° ASSE 
BRAM van VELDE © DAGAN @ DEBRE 
GERMAIN @ LARDERA © MESSAGIER 

ABRAHAM 

Jan. 11 

FRED MITCHEL! 
4 

Jan. 5-24 

LISHINSKY 
Paintings 

WASHINGTON IRVING GALLERY 
49 Irving Place, cor. E. 17 St., N. Y. 

* REINHARDT 
RECENT PAINTINGS 

January 5-24 

BETTY PARSONS 
GALLERY @e 15 £—. 57,N. Y. 

PRE-COLUMBIAN ARTIFACTS 
Figures from all principal areas of 

Mexico 
Inquiries Invited 

Pre-Columbian Artifacts 
7'2 E. Bijou, Colorado Springs 

Colorado 

Jan. 10-29 

MEYERS 
Paintings 

ARTISTS’ GALLERY 
—_— 851 Lexington Ave. (64th St.) N.Y. 

SATO 
Recent Oils Jan. 6-31 

WILLARD . 23 West 56 

69 



ILSE Thru January 17 

GETZ 
19- Feb. 7 Jan. CAMERON 

BOOTH 
BERTHA SCHAEFER - 32 E. 57 

jen. 12-1 Oe 

PETER 

HAYWARD 
Exhibition of Paintings 

Grand Central Art Galleries, Inc. 
15 Vanderbilt Ave., N. Y. C.-"" 

I January 5-24 Wisin 

/MARSDEN HARTLEY 
Lithographs @ Drawings 

BABCOCK GALLERY 
~ 805 Madison Ave. at 68 St., N.Y. 

Jan. 19-31 

MacNELLY 
ahda ARTZT gallery 
142 WEST 57 ST., Ci 5-4048 

EMIL Jan, 12 - Feb. 1 

KOSA Jr. 
MASSA GALLERY 

746 N. LaCienega Blvd., Los Angeles, Cal. 

WALKOWITZ 
RETROSPECTIVE 

ZABRISKIE 
32 EAST 65 STREET 

G6 EUROPEAN SCULPTORS 
JAN. 16 - FEB. 10 

BIANCHINI 
GALLERY 

16 EAST 78 STREET e NEW YORK 

CANVAS SALE 
45" x 6 yd. Duck Canvas $ 6.95 roll 
52” x6yd. “ ° ors “ 
45" x 6 yd. Linen 9.95 
54° x6 pre Rough Cotton 8.75 ” 

C.0.D. — Allow for Postage 

NEW YORK K CENTRAL SUPPLY CO. 
62 THIRD AVE. (Nr. 11th St.) N.Y. 3, N.Y. 

70 

The exhibition calendar 

Burr 115 W. 55 P. Allen, Jan. 4-18 
E. Carroll, Jan. 18-31 

Ceamine 92 E. 10 Sirugo, Jan. 2-22 
D. David, Jan 3-Feb. 12 

Caravan 132 E. 65 Cont. Amer., to Jan. 31 
Carlebach 1040 Mad. Prims., to Jan. 31 
Carstairs 11 E. 57 Dali, to Jan sl 
Castelli 4 E. 77 Daphnis, Jan. 6-24 
Ceeeile 52 W. 56 6-man, Jan. 5-17; 

Cont 4dmer Jan. 19-31 
Chalette 1100 Mad. Cont. Eurs., to Jan. 31 
Chase 31 E. 64 Cont. Fr., Jan. 1-15 

Cont. Amer., Jan 15-31 
Chima House 125 E. 65 

Porcelains, to Jan. 2 

Cireulating Lib. 28 E. 72 
Moderns, to Jan. 31 

City Center 131 W. 55 
Cont. Amer., to Jan. 31 

Tryon Pk. 
Merode altarpiec 

Collectors 49 W. 53 
Cont. 

Comerford 117 E. 57 

Cloisters Ft. 
¢, to June 30 

Fr., Amers., Jan, 5-31 

Orientals, to Jan. 31 

Centemporaries 992 Mad. 
Pontremoli, Jan. 5-2 

J. Albers pr 7 Jan. 26-Feb. 7 

Cent. Arts 19 E. 71 Cont. Amer., Jan. 19-31 
Cooper Un. Cooper Sq. 

Inter. des., to Jan. 31 
Crespi 232 E. 58 P. Gattuso, to Jan. 10; 

S. Hughes, Jan. 12-24 
Ject-Key, Jan. 26-Feb. 7 

Davis 231 E. 60 Sculp., Jan. 13-Feb 
Deitsch 51 E. 73 Prints, dwgs., Jan. 6-31 
Delacorte 822 Mad 

Peruvian textiles, to Jan. 31 

Downtown 32 E. 51 
Amer. folk art, Jan. 6-31 

Duncan 303 E. 61 Keroudan, Jan. 6-Feb. 15 

Durlacher 11 E. 57 ..G. Brodie, to Jan. 24 
Stuempfig, Jan. 27-Feb. 21 

Daveen 18 E. 79 Piero di Cosimo, to Jan. 15 

Eggleston 969 Mad. E. Niemann, Jan. 5-24 
Emmerich 17 E. 64 A. Gottlieb, Jan. 6-31 
Este 32 E. 65 Schames, Jan. 12-27 
FAR 746 Mad. Miro graphs., Jan. 5-23 
Feigl 601 Mad Eurs., to Feb. 28 
Findlay 11 E. 57 Fr., to Feb. 28 
Fime Arts 41 E. 57 Delaunay, Jan. 13-31 
Fleischman 227 E. 10 Blacklock, Jan. 4-20 

Wexler, Jan. 21-Feb. 6 

French 978 Mad. 
Eur., Amer. 19th, 20th-cent., to Jan. 24 

Fried 40 E. 68 Vasarely, Jan. 5-Feb. 7 
Farman 17 E. 82 . Peru, Jan. 15-Feb. 28 
Gal. G. 200 E. 59 Niese, Jan. 6-30 
Gal. 15 59 W. S44 8-man, Jan. 1-14 

8-man, Jan. 18-31 

Graham 1014 Mad 
Takal dwgs., Jan. 20-Feb. 7 

1014 Mad. 
Skidmore faculty, Jan. 
15 Vanderbilt 

Ryerson wtcrs., Jan. 6-17; 

Jas. Craham 
19-31 

Grand Central 

Wertz, Jan. 20-31; 
Hayward, Jan. 13-24 

Grand Central Med. 1018 Mad. 
Goldring, Jan. 13-31 

Guggenheim Mus. 7 E. 72 
Cont. Eurs., Jan. 21-Feb. 28 

Hammer 51 E. 57 Hayes, Jan. 6-17 
H. Erni, Jan. 20-Feb. 7 

Hansa 210 Cent. Pk. S. Miiller, to Jan. 9 
B. Whitman, Jan. 12-31 

Hartert 22 E. 58 Amer., Fr., to Feb. 28 
Heller 63 E. 57 Cont. Amer., to Jan. 31 
Hervé 611 Mad. Fr., to Jan. 31 

Bellias, Jan. 14-31 

Hewitt 22 E. 66 Ruddick, Jan 7-30 

Hirschl, Adler 21 E. 67 
E. Higgins, Jan. 17-Feb. 13 

IGAS 65 W. 56 Cont. prints, to Feb. 28 
Holas 123 E. 55. Osborne dwgs., Jan. 4-24 
Jackson 32 E. 69 Domoto, Jan. 2-24 
James 70 E. 12 _N.Y.U. faculty, Jan. 2-22 

Freborg, Jan. 24-Feb. 12 

Jamis 15 E. 57 8-Amers., Jan. 5-31 

Jewish Mus. 92 & Fifth 
J. N. Rosenberg, Natzaler cerams., to Jan. 15 

Juster 154 E. 79 Dauchot, Jan. 5-24 
Prins, Jan. 26-Feb. 14 

Kennedy 785 Fifth Amers., to Jan. 31 
Kleemann 11 E. 68 _ F. Winter. Jan. 3-31 
Kneoedler 14 E. 57 

Pearlman Coll., Jan. 28-Feb. 21 

Keotz 1018 Mad. Hofmann, Jan. 6-31 
Kottler 3 E. 65 Robinson, Jan. 5-17 

Art directors, Jan. 19-31 

Krasmer 1061 Mad. Ochikubo, Jan, 5-24 
Stix sculp., Jan. 20-Feb. 7 

Kraushaar 1055 Mad. 
Rickey mobiles, Jan. 5-24 

Arnest, Jan. 26-Feb. 14 
Little Studio 673 Mad. Neondo, Jan. 7-30 
Leeb 12 E. 57 

Cont. Eurs., Amers., to Jan. 10 
March 95 E. 10 3-man, Jan. 2-22 

3.man, Jan. 23-Feb. 12 

Marine 46 W. 56 Cont. Amer., to Jan. 31 
Matisse 41 E. 57 Moderns, to Jan. 31 
Meltzer 38 W. 57 

Christensen, Jan, 12-Feb. 7 
Metropolitan Mas. 82 & Fifth 

Homer, Jan. 29-Mar. 8; 
Ceramics, Jan. 23-Mar. 8; 

How to look at ptgs., photogs., to June 30 

Mi Chou 36 W. 56. H. Low, Jan. 13-Feb. 7 
Midtown 17 E. 57. Cont. Amer., to Jan. 31 
Milech 21 E. 67 

M. Greenwood, Jan. 19-Feb. 7 

Mills Coll. 66 Fifth Cont. Amer., to Jan. 31 
Morris 174 Waverly D. Goldberg, to Jan. 10; 

Cont. Amer., Jan. 12-24; 

R. Amft, Jan. 27-Feb. 14 
Meoskin 4 E. 88 Cont. Amer., to Jan. 31 

Morgan Lib. 29 E. 36 
“Age of Eliz.”’, to Feb. 21 

Mus. Medern Art 11 W. 53 Photos, 
to Jan. 18; Prints, to Mar. 15; 20th-cent 

des., to Feb. 22 

Maus. City N.Y. 103 & Fifth 
N.Y. city, to Jan. 31 

Mus. Prim. Arts 15 W. 54 
Precious metals, to Feb. 19 

de Nagy 24 E. 67 .Goodnough, Jan. 6-31 
Nat. Acad. 1083 Fifth 

Audubon Ann., Jan. 15-Feb. 1 
Nat. Arts Club 15 Gramercy Pk. S. 

Cont. Amer., to Feb. 28 
New 601 Mad. Eurs., to Jan. 31 
New Arts Center 1193 Lex. 

Nolde, Muller, Jan. 2-1 
Matisse, Villon, Pascin, Jan. 19-31 

Newhouse 15 E. 57 Old masters, to Feb. 28 
Newton 11 E. 57 Old masters, to Feb. 28 

Niveau 962 Mad. Mod. Fr., to Jan. 3) 
N.Y. Pub. Lib. 42 & Fifth Prints, to Jan. 3 
Nonagon 99 Second Ave. J. Davis, Jan. 4-24 

J. Gahagan, Jan. 25-Feb. 14 
Nordness 700 Mad. Cont. dwgs., to Jan. 31 
Panoras 62 W. 56 Courtney, to Jan. 10; 
Underhill, Jan. 12-24; Moroz, Jan. 25-Feb. 7 

Paris 126 E. 56 H. Agostini, to Jan. 14 
Fr., Jan. 15-31 

Parma 1111 Lex. Cont. Amer., Jan. 13-31 

Parsons 15 E. 57 Reinhardt, Jan. 5-24 
T. Sills, Jan. 26-Feb. 14 

Passedoit 121 E. 57 
Cusumano dwgs., to Jan. 10 

iL. Day, Jan. 12-31 
Pen & Brush 16 E. 10 Bush-Brown, to Jan. 13 

Graphs., Jan. 15-Feb. 3 
Peridet 820 Mad. Eurs., to Jan 10 

S. Mitchell, Jan. 12-31 
Perls 1016 Mad. Pascin, Jan. 5-Feb. 7 
Petite 718 Mad. L. Rondell, to Jan. 17 

Coto, Cont. Amer., Jan. 19-Feb. 7 
Phoenix 40 Third Kazann, Jaffee, Jan. 2-15; 
T. Joans, Jan. 16-29; J. Martin, Jan. 30-Feb. 12 
Pietrantonio 26 E. 84 

Staten Island ptrs., 
N. Orsini, 

56 Berry, Held, 
G. McNeil, Jan. 

Cont. 

Jan. 2-15 
Jan. 16-30 

to Jan. 10 
12-Feb. 7 

Amer., to Jan. 31 

3-man, Jan. 6-20 
Mattson, Jan. 4-24 

Cont. Amer., Jan. 6-24 
R. Bucker, Jan. 27-Feb. 14 

310 Riverside Dr 
Danes, Jan. 4-24 

Jan. 12-Feb. 4 

Poindexter 21 W 

Portraits 136 E. 57 
Pulitzer 55 W. 56 
Rehn 683 Fifth 
Riley 24 E. 67 

Riverside Mus. 

ReKe 925 Mad. Hineman, 
Rosenberg 20 E. 79 

Meadows sculp., 
Sagittarius 46 E. 57 

2-Feb. 7 
Tarquinio, Jan. 5-17 
J. Miller, Jan. 19-31 
Léger, to Jan. 31 

Jan. 

Saidenberg 10 E. 77 
St. Etienne 46 W. 57 

Kollwitz prints, Jan. 12-Feb. 7 
Salpeter 42 E. 57 Cont. Amer., to Jan. 23 

C. LeClair, Jan. 26-Feb. 14 
Sealamandré 57 E. 57 

Louis xiv silks, Jan. 15-Apr. 15 
B. Schaefer 32 E. 57 I. Getz, to Jan. 17 

C. Booth, Jan. 19-Feb. 7 

Schaefler 983 Park Old masters, to Jan. 31 
Schainen-Stera 200 E. 41 

2-man, Jan. 
Schonemen 63 E. 57 Mod. Fr., 
Seulpture Center 167 E. 69 

Cont 

Section 11 11 E. 57 
Pictures for pub. bidgs., to Jan. 31 

Segy 708 Lex. Africa, to Feb. 28 
J. Seligmann 5 E. 57 C. Gray, Jan. 12-31 
Stable 924 Seventh Chaet, Jan. 12-31 

Stankiewicz sculp., Jan. 5-24 
Stattman 831 Mad. Cont. Amer., to Feb. 18 
Sudamericana 866 Lex. Delhez, Jan. 12-30 
Tamager 90 E. 10 Cont. Amer., to Jan. 15 

A. Katz, Jan. 16-Feb. 7 
Terrain 20 W. 16 3-man, Jan. 5-30 
Van Diemen 21 E. 57 D. Crotz, Jan. 19-Feb. 7 
Village Art Center 39 Grove Wicrs., to Jan. 9 

Sculp., dwg., Jan. 12-30 
Viviane 42 E. 57 Cont. ptg., sculp., Jan. 6-24 

P. Lanyon, Jan. 25-Feb. 26 
M. Walker 117 E. 57 Amers., Eurs., to Jan. 31 
Wash. Irv. 41 Irv. Pl. Lishinsky, Jan. 5-24 

B. Roll, Jan. 26-Feb. 14 
Cont. Amer., to Jan. 10 

Caesar sculp., Jan. 15-Feb. 7 
White 42 E. 57 E. Geiger, Jan. 6-24 
Whitney Mus. 22 W. 54 ..Ann., to Jen. 4 

4-Amer. Express., Jan. 13-Mar. 1 
Widdifield 818 Mad. Cont. Amer., to Jan. 31 
Wildenstein 19 E. 64 

Corcoran Coll., Jan. 29-Mar. 7 
Willard 23 W. 56 ...........T. Sato, Jan, 6-31 
Wittenbeorn 1018 Mad. 

Bradley dwgs., to Jan. 12 
Kesl liths., Jan. 13-Feb. 7 

Workshop 332 E. 51 Miniatures, to Jan. 10 
Schloss, Jan. 13-Feb. 7 

World House 987 Mad. 
Brussels Fair, to Jan. 17 

Reader, Jan. 21-Feb., 21 
Old masters, to Feb. 28 

Walkowitz, Jan. 5-31 
Dwgs., to Jan, 3 

14-Mar. 6 
to Feb. 28 

sculp., to Jan. 31 

Weyhe 7% Lex. 

Young 1 E. 57 
Zabriskie 835 Mad. 
Zediac 123 E. 55 

CREATIVE ARTS 

ASSOCIATES 

JAN. 6-24 

% 

BUCKER 
Jan. 27 - FEB. 14 

Condon Riley gallery 

SAMSON 

SCHAMES 
Janvary 12 - 27 

ESTE GALLERY - 32 «. 6s sr. 

CHARLES + MAREINISS « 
PARISH JAN. 6-20 

11-6 Mon-Sat 

PULITZER GALLERIES, INC. 
55 WEST 56 ST. NEW YORK 

PAINTINGS 

corm GROTZ 
VAN DIEMEN-LILIENFELD 

JAN. 19 - FEB. 7 21 EAST 57 ST. 

“Hunting & Fishing” 

HARRY 

WERTZ 
Jan. 20-31 

Grand Central Art Galleries, inc. 
15 Vanderbilt Ave., N. Y. C- 

American 
Painters 

Sidney Janis 15 E 57 

FUNCTIONAL 

SCULPTURE 
(Through the Ages) 

Jan. 13-Feb. 7 

DAVIS GALLERIES 231 East 60 Street 

SMALL MIDWESTERN ART MUSEUM 

fully endowed and associated with 
local Board of Education, seeks a 
young man as “ASSISTANT TO THE 
DIRECTOR.” Annual Salary $4,000. 

Send resume and photograph to: 
Box +32, c/o ARTnews, 32 E. 57 St., N.Y.C. 

ART NEWS 



AGNEW 
Established 1810 

85th ANNUAL EXHIBITION OF DRAWINGS OPENING JANUARY 19th 

An Old Barn, Shoreham by S. Palmer 

including drawings by Boys, A. Cozens, Downman, Haydon, 

Burne-Jones, Lear, Millais, Towne, Turner, Wilson, de Wint. 

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



LOAN EXHIBITION 

MASTERPIECES OF. 

THE CORCORAN GALLERY 
OF ART 

WASHINGTON, D. CG. 

For the Benefit of the Museum 

From January 29th to March 7th 

Closed Sundays 

WILDENSTEIN 
19 East 64th Street, New York 


