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CHRISTIE’S 
Fine Art Auctioneers Since 1766 

The Lady of Shalott—on panel, 74 in. x 57 in.—by William Holman Hunt, O.M. 
Sold for £9,975 ($28,500) a world record price for a Pre-Raphaelite painting. 

Christie’s sales exceeded £3,100,000 ($9,300,000) for the year October Ist, 1960-August Ist, 1961. 

Catalogues and all information on forthcoming sales can be obtained from our American 

representative: 

ROBERT M. LEYLAN 

Christie, Manson & Woods (USA) Ltd., 36, East 57th Street, New York 22, N. Y. 

Tel: Plaza 2-1266 Cables: Chriswoods, New York. 

CHRISTIE, MANSON & WOODS, LTD. 
8, King Street, St. James’s, London, S. W. 1. 

Telephone: TRAfalgar 9060 Cables: Christiart, Piccy, London 
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build what André Malraux described as “a museum without walls’’—to enrich your home with the finest books on the arts—and at 
substantial savings. The selections of The Seven Arts Book Society—like those pictured above—are all books of permanent value: oversize, 

richly illustrated volumes with definitive texts. Moreover, as a member you will regularly enjoy savings of 30% and more. 

Why not begin your trial membership today? Discover for yourself the great advantages of belonging to this unique organization. 

You may begin your membership with any one of the magnificent books shown here at the special introductory price of $5. 

% MASTERS OF WORLD ARCHITECTURE: Wright, Gaudi, Nervi, Le Corbusier, Aalto, and 
Mies von der Rohe. 6 boxed vols., 74 x 10, each containing 80 pp. of illus. and 
an informative 10,000 word text. Retail $29.75. Member's price $16.95 

FEMASTERS OF WORLD ARCHITECTURE: Gropius, Neutra, Sullivan, Mendelsohn, and for Onl Niemeyer. 5 boxed volumes, 71% x 10, each containing 80 pp. of illus. and an 
informotive 10,000 word text. Retail $24.75. Member's price $14.95 

GREEK MASTERWORKS OF ART, Max Wegner. 190 pp., 10'4 x 131%, 166 illus 
1 in «¢ r). Retail $12 Der Dr $9.50 = - wd etoil $12.50. Member's price $9.50 : : The seven ARTS BOOK society 

KATSURA: Tradition ond Culty in Japan Architecture, Kenze ange. Introductio edhe dunia, aD ae, no 2 lon alameda tea 215 Park Avenue South, New York 3, N. Y 
Japan, and bound in raw silk. Retail $15.00. Member's price $9.95 You may enter my name aos a member and send me 
THE ARCHITECTURE OF AMERICA: A S sf an ultura ory. John Burchard and the selection of my choice for only $5 (plus a slight 
Albert Bush-Brown. 484 pp., 6% x« 9/2, 156 pl | $15.00. Member's price $7.95 charge for postage and handling). | agree to take as 

THE COMPLETE BOOK OF ARTISTS’ TECHNIQUES, Kurt Herberts. 169 illus few es six additional selections—or alternates in the 
80 in full color), 8 x 8. 352 pp. Retail $15.00. Member's price $11.95 ee a Fe:  remeenye my. 1 am = ye 

‘ a - Pent . in . . mon without charge the attractive Seven Arts News 
MA STERWORKS OF JAPANE SE ART, Charles S. Terry 264 pp., 834 x 12, 100 illus containing an extensive review of the forthcoming 
40 in color). Retail $ ). Member's pri > ) selection and descriptions of all other books avail 
THE ART OF HENRY MOORE, Will r n : pp 7s x 11, 238 illus able to me at member's prices. If | do not want the 
ncluding 12 full-page, 8 9 11.95 selection announced | can return your simple form 

THE GREAT AMERICAN ARTISTS SERIES. Six jsomely boxed v mes with more saying “send me nothing,’ or use it to order another 
thon 480 illustrations (96 7 r): WINSLOW HOMER, ALBERT RYDER, THOMAS EAKINS book from the more than 100 authoritative volumes 

WILLEM DE KOONING, STUART DAVIS, and JACKSON POLLOCK offered in the course of a year. | may cancel my 
Retail $29.75. Member's price $16.95 membership ot any time after purchasing the six 

PABLO PICASSO. V ' < additional selections or alternates 

44 in full color 24p 2 sit $20.¢ Mer ; Ki you wish you may have both sets of MASTERS 
MONET. | : S : Be 7 ; OF WORLD ARCHITECTURE for only S9.95. 5 ] 
’ ad 7 — 2 ~. 301 & , iHustrations vil ¢ Simply check here 
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This month 

P. Maurois is the Conservator of the Wicar Museum 

in the Palais des Beaux-Arts, Lille, and of its price- 

less group of Raphael drawings whose peregrinations 

he traces in these pages . . . Henry Geldzahler, of 

the staff of the department of American art at the 

Metropolitan Museum, is doing research on early 

Matisse drawings and contemporary vanguard mani- 

festations ... Ernst J. Grube is assistant curator of 

Near Eastern art at the Metropolitan Museum 

Philip Pearlstein, well-known painter, is a charter 

member of the artists’ co-operative gallery, Tanager, 

“the Duveen’s of Tenth Street” in downtown par- 

lance, which is directing the exhibition-symposium on 

“private myths” The unpublished manuscript 

titled “Art” by the late John Graham had been 

mailed from Europe in installments to his New York 

dealer, Jack Mayer, who made it available to ART 

news. A retrospective exhibition of Graham’s paint- 

ings and drawings is in the process of organization. 

Coming 

{ painter of avant-garde lyrical abstractions, Paul 

Jenkins, finds a possible grandfather in the hermetic 

works of Gustave Moreau . .. Reports of three major 

European exhibitions—Crivelli in Venice, Mantegna 

in Mantua, Romanesque in Barcelona and Santiago 

de Compostela . Gabriel Kohn makes a sculpture. 
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News, this watercolor is by Peter 

who is rep- 

highly recom- 

Designed especially for 

Agostini, sculptor, 

resented in two 

mended exhibitions in downtown 

New York this month: “Private 

Myths” at 

and heads by modern American 

the Tanager Gallery 

sculptors at the Great Jones Gal- 

lery [see pp. 42-44 and Reviews 

and previews, p. 15, respectively]. 



Editor’s letters 

Sir: 

Mr. Barnett Newman's letter to 

the Editor in the May 

ARTNews to a per- 
sonal communication which was 

issue of 

relerring 

printed without my knowledge or 

consent—assaults not only me 

which I don't mind) but also 

the Latin language; and this | 

do mind 

Mr. Newman declares and af 

firms that the correct title of one 

of his paintings is Vir Heroicus 

Sublimis, and that the “Sub 

to which I had taken ex Imus, 

ception, is indeed a misprint 
Then, howe ver, he unexpectedly 

proceeds te “defend” this very 

misprint on the grounds that the 

idjective “sublimus” occurs in 

Latin literature. This fact is no 

surprise to anyone who owns or 

has access to a Latin dictionary; 

but what | objected and object 

as printed is to in the caption 
not the use, but the mis-use of 

v¢ form “sublimus.” 

As Mr 

not fail to point out, this “sub 
form, and 

Newman's source does 

limus” is an archaic 

it is an error to assume that the 

archaic and the current forms of 

one and the same word are in- 

discriminately interchangeable 

for the very good reason that 

the former did not participate in 

the semantic changes which, in 

the course of time, affected the 

latter 

In the case 
the difference is particularly evi- 
dent: apart 

from the fact that it habitually 

precedes, rather than follows, the 

under discussion, 

“sublimus” (quite 

governing noun) can be used 

only in the literal sense: “sub- 

limis” can also be used meta 

phorically. In other words, “sub 

limas” can be applied only to 

concrete objects or phenomena 

occupying an elevated position 
in space, such as—in addition to 

Accius’ 
summit? the 

sublimus vertex i high 

upper reaches of 

the sky (sublima coeli or, sim 

ply, blima), high-flying clouds 

(subl mae sub ices, Su ima neb- 

“uia’, r i high platform (sub 

situs) “Sublimus,” 

transferred 

‘imus sugge 

cannot, however. be 

such abstract notions as ser 

oratio or genus dicendi: nor 

it be applied to human be 

except, perhaps, in refer 

Sir Edmund Hillary on 

top of Mount Everest, or to Major 

und Commander Shep 

shown : classi il 

ch juncturae as 

“vir sublimus” 

or “heroes sublimi.” I shall ex 

tend my apologies to the com 

positors and proof-readers of 

ARTxews and shall be glad to 

think of Mr. Newman as a PIC 

TOR SUBLIMUS 

Erwin Panofsk 

Princeton, NJ 

My advice 

y 

n rep . 

Panofsky is that he 

dispatch his apologies to 
to Dr 

haste 

the proof readers and composi- 

tors of ARTNews 

Tower of Nonsense he has fab 

post- 

because the 

ricated to wriggle out of the pit 

he dug for himself cannot save 

him. At the time of the publica- 

tion of my letter, I was 

(and so were the Editors of ART 
News) of the complete list of al 

Panofsky has 

Kuhner’s 
The quote from 

iware 

lusions that Dr. 

suddenly found in 

Latin grammar 

Accius was considered sufficient 

In this attempt to impress with 

Panofsky, in 

stead of helping his case, only 

his erudition, Dr. 

demonstrates that the spelling 

“sublimus” was in common use 

Latin poets, among the incient 

and he only fortifes my point 

that there is no question that 

“sublimus” is a correct alternate 

spelling for “sublimis.” It is, 

therefore, unbecoming for Dr. 

Panofsky now to assume the pose 
of injured party and nonchalant- 
ly to accept a misprint in an at 

tempt to twist the issue from the 

original one of grammar and 

spelling to this new issue of style 

und rhetoric. He makes a list 

f rules for the use of archaic 

spellings for which he has fab- 

ricated a Darwinian theory of 

inguistic evolution 

Let us examine the theory. Let 

us apply it to English for those 

who are unfamiliar with Latin. 

What Dr. Panofsky is claiming is 

this If someone were to use the 

“shop, 

is for example in a shopkeeper’s 

sign as “Ye Olde Radio Shoppe” 

by someone st ling old 

word “sho ype” instead of 

crystal 

sets, or better still “Haberdasher 

Shoppe.” Dr. Panofsky 
word “shoppe” is 

would 

argue that the 

not correct grammatical English 

If one proved to him that the 

spelling was classic because both 

“shoppe” and “haberdassher” oc- 
cur in Chaucer's Canterbury 

Tales, he would insist that Chau- 

cer never used them together 

and challenge you to prove that 

he did. And his original 

of grammar would suddenly be 

issue 

come mseue of stvle I am cer 

tain that if it could be 

that they were used together. Dr 

prove d 

Panofsky would then argue that 

“haberdassher” in Chaucer's time 

was spelled wiih two s’s so that 

the question of rhetoric and style 

would suddenly, in order for him 

to win the argument, again be- 

come a problem of spelling. And 
Panofsky’s 

“coffee 

shoppe” 

yet according to Dr 

phrases like 

“gifte 

theory. 

shoppe” and 
would not only be grammatically 

correct but high style 

i could, of ourse, accommo 

date Dr. Panofsky and his theo 

ries and show that “sublimxz 

in have a connection § with 

‘man.” If Dr. Panofsky knew 

more Latin, he would know that 

the word “vertex,” has “evo- 

luted” to mean the skull. A mod- 
ern biologist could translate the 

phrase “sublimus vertex” to 

mean the lofty crown of a man’s 

skull. What could be 

lime! But this is not the issue 

What is at issue is Dr. Pan- 

ofsky’s attempt to fabricate rules 

more sub- 

for the use of archaisms, and al- 

though characteristic of one who 

is as antagonistic as he is to any 

poetic expression, it is 

What is at 

stake is his attempt to deny the 
right to 

right of 

current 
still unpardonable. 

create artist's poetic 

language, the “potestas 

audendi.” 

How different is the attitude 

of the great Otto Jespersen, 

who says: “This is one of the 

reasons that impel poets to use 
archaic words; they are ‘new’ 

just on account of their being 

old.” Or the attitude of Fowler, 

“It is the kind of re- 
reviver 

who says: 

vival that justifies the 

and a good proof of how effectu- 
ally a more or less disused word 

may come to life again.” 

The issue is simple. My use of 
the Latin “sublimis” is correct. 

The ARTNews’ use of “sub 

limus” is also correct. Dr. Panof 

sky’s attack was unwarranted 
and unbecoming. Nothing that he 

writes now changes matters. Yet 

I hope that he is not convinced 

for to be called 

“sublimus” by one who 

“Pictor sub 

limis” or 

has consistently shown himself to 

work 

of art since Diirer is too much. If 

Dr. Panofsky had 

Prof. Rosenblum’s 

found that I 

already been so named. It is not 

Dr. Panofsky’s 

needed. What is required is his 

; : 
be unfeeling towards any 

really read 

irtix le. he 

have would have 

praise that is 

ipology | 

Sir: 

In reference to the May "61 issue 

of your fine magazine, in particu- 

lar the of the Stephen 
Greene show at Staempfli by Jack 
Kroll; BE SERIOUS! 

Certainly this can not be la 

beled a 
the kind 

description of the artist’s work. 

review 

review or anything of 

Not even a serious 

It is simply, and most obviously, 

an attempt by some misguided 

“critic” whose knowledge of art 

s questionable, to show either a 

vocabulary or a literary 

both of which are out 

in the 

review as Mr 

language of art 

Krol] 

seems to see it could have been 

stated 

Solipsistic 

The entire 

in the last sentence alone. 

puppetry indeed! 

What the hell has he said of the 

work? In this, Mr. 

seventh 

irtist’s 

Greene’s show. one 

would certainly expect more than 

. his prototypical zygotes and 
somnolent somatomes. sc 2 

really so difficult to state one’s 

opinion in the language of con- 
temporary painting rather than 
that of the largest Webster avail- 

able? What purpose do these su 
perfluous words serve? In my 
opinion, Sir, NONE. 

I am not pleading for four-let- 

ter words! But I am sure I speak 
not only for myself when I ask 
for a little less than journalistic 

exhibitionism and more _intelli- 
gent, pertinent, concise reviews, 

Lanny Powers 
Brooklyn, N.Y. 

ur: 

Ut pictura poesis. 

Jack Kroll’s prose has that rare 
of thought 

in which the pendulum swings 
quality transmission 

freely in a vast field where the 
identity of contraries is defined. 

His masks of 

masks of matter reveal the very 

thought and 

essence of the works he has un- 

der consideration. I 

pleasure of reading his reviews. 
enjoy the 

Landés Lewitin 

New York, N.Y. 

oir: 

Congratulations on the recent 

addition to your roster of art 

Jack Kroll. He is a 

worthy successor to Felix Fénéon 

(1861-1944), the first to evoke a 

work of art in word-pictures. To- 
day it is even harder to fit the 

word to the painting. Jack Kroll’s 
solution is to employ a 

critics: 

prose 

style that is incandescent, image- 

laden, literary, embellished with 

exotic similes, and nothing if not 
contemporary. Thanks to Kroll I 
shall always think of Stanley 
Fisher’s work as “Hellish butter- 

making.” and Kurt Seligmann as 

a “vegetarian Surrealist” where 

Dali is a carnivorous one. And 

when he says César is “the Sto 

kowski of the power press,” and 
Georgia O'Keeffe takes “polli- 

nated helicopter-dives into the 
portals of flowers,” I am_ both 
entertained and illuminated. 

Rosalind Constable 

New York, N.Y. 

or: 

There have recently come to my 

works of art attention several 

purportedly by my late husband, 
Jan Miiller. These heen 

small oils, pastels and drawings. 
Of these, some works are by my 

husband but his initials 

been forged on them, some are 

have 

have 

segments of his paintings. Others 
are not by my husband but have 

his initials forged on them and 

are being sold as his work. 

I would be happy to verify and 
sign either on the back or by 

letter any works that are by my 

husband. My address is 81 Sec- 
ond Avenue, New York 3, N-Y. 

Dody Miiller 

New York, N.Y. 
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Art news international 

Artists and New York settle housing dispute 

For the first time, New York artists, most of them vanguard, have 

joined together as a political pressure-group in order to influence 

legislation to their own advantage, with the formation this summer of 

the Artist Tenants Association. The Association, whose statements 

have been backed by about five hundred signatories, is fighting for 

changes in the City housing codes and regulations that will permit 

painters and sculptors to continue to live in and to work in lofts (be- 

cause of their spaciousness and low rent, they are ideal studios). Last 

spring and winter, Fire and Building Department inspectors began to 

enforce to the letter regulations governing the use of loft space—regu- 

lations which had been drafted with child-labor and over-crowded 

factory conditions in mind. In what seemed to be a capricious and 

haphazard manner, artists were badgered by irrelevant petty “vio- 

lations” and in many cases eviction proceedings were started by the 

City. In an answer to this apparent campaign against artists, the 

Artist Tenants Association was formed to protest publicly and to 

City Hall; the chairman of the group is James Gahagan, Jr., painter; 

sculptors Sidney Geist and Richard Stankiewicz head, respectively, 

the Public Relations and Legal Code committees. The main tactic for 

getting publicity was an announcement by the A.T.A. that all New 

York artists should boycott New York exhibitions, from September 11, 

unless the City administration changes its policy and regulations, or 

at least undertakes to institute such changes. Newspaper, radio and 

l.V. coverage followed this announcement, the main angle in the press 

being the difficult conditions under which serious artists have to work; 

the excellence of the remodeling artists have undertaken to transform 

their lofts into large, safe, appropriate studios; and the capricious 

nature of the City’s enforcement of outmoded regulations. 

Sensitive to this publicity, particularly in an election year, high 

municipal officials, including the Building Commissioner, the acting 

Fire Commissioner and the housing assistant to the Mayor, met with 

representatives of the A.T.A. Statements were issued that “the Mayor 

considers the survival and extension of living arrangements for artists 

as very important to the city.” The officials also agreed to study 

changes in the regulations proposed by the A.T.A. and by its counsel, 

Assemblyman Mark Lane and Robert Bobrick, especially concerning 

1 new category of building occupancy, “Artist Studio Residence” 

ind “Artist Studio Non-Residence.” 

The A.T.A. emphasizes that it approved regulations enforcing 

health and safety standards, and pointed out that in the thousands 

of lofts converted to artists’ studio-residences, there has not been one 

fire over the decades. 

As this issue goes to press, it appears that the artists’ have won their 

case, and the strike is definitely suspended. Mayor Wagner announced 

that “The artist working in New York is assured of the city’s con 

tinuing interest in his welfare and in his work.” Under arrangement 

with the city, artists will not be evicted for violating zoning or o« 

cupancy regulations if their lofts meet four safety conditions: 1) there 

must be a proper exit in case of fire, 2) the work going on in the 

loft must not be of a hazardous nature, 3) an artist must tell the 

Buildings Department that he is living and working in a loft, 4) he 

must put a sign outside the building to indicate to firemen responding 

to an alarm that the building is occupied. 

Sidney Geist pointed out that now many more lofts should become 

available to artists, that the new conditions apply only to studios 

and studio-residences (a loft cannot be used only as a residence) ; 

and that these conditions apply only to artists. He also said that the 

strike is suspended, that memoranda containing the above points 

have been initialed by members of the A.T.A. and high officials of 

all the city departments concerned, but final action will have to await 

new ordinances to be passed by the City Council in November. 

An intelligent solution to a pressing and difficult problem seems 

to have been solved in a model way. 

The ease with which a large, cohesive group of artists (most of 

them not members of Artists Equity) was formed to combat a 

political injustice directly affecting their lives, will be of interest to 

future historians. Heretofore such groups have signed letters of 

protest on esthetic or moral issues; never on ones that directly con 

cern their own interests. Many observers feel that the A.T.A. may 

| Continued on page 63) 
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| Coming auctions 
| 

An anomalous situation exists, as far as the past auction season is 

concerned, that whereas the London market has managed to capture a 

lion’s share of the market, it is mostly Americans who have set the 

pace both as sellers and purchasers. The fact that London, with its 

many international contacts, has been able to attract stock in trade 

from all over the world, has given it a decided edge, thus bringing 

the situation full-circle. For today the real competition among auction 

houses is for marketable wares, with full knowledge that quality is 

the major factor. The past year’s record seems to bear this out, 

because wherever superlative items have reached the auction block 

whether in New York, London or Paris—very high prices have been 

reached and records shattered. 

Report from Parke-Bernet 

Commenting on the significance of this as related to Parke-Bernet’s 

1960-61 record, Leslie A. Hyam, president of the Galleries, says that 

“The season just past confirmed more clearly than ever the one valid 

conclusion which can be drawn from auction records about collecting 

and collectors. The finest procurable examples in any category attain 

unpredictably high prices . . .” With a gross total of $8,430,306 for 

all categories, as compared with $9,240,982 in 1959-60, the Gallery 

suffered an almost ten-percent shrinkage in business while maintain- 

ing no appreciable change in the level of prices paid. The highest 

total for a single sale was $730,225 for the Myron C. Taylor collection 

of Gothic and Renaissance sculpture, tapestries and furniture, 

eighteenth-century French and other furniture, old master paintings, 

porcelains, silver and rugs. This was followed by $418,845 for early 

American cabinetwork—the most important group to be offered since 

1928—historical china and rare Currier & Ives prints from the estate 

of the late Reginald M. Lewis: and $380,555 for eighteenth-century 

English furniture and portraits from the Lillian S. Whitmarsh estate. 

Three record-breaking sales of modern paintings, from the Gladys 

Robinson, Barbara Church and other collections, held in October, 

January and April, aceounted for $1,800,185 of the season’s total. 

“The Impressionists and Post-Impressionists continued to rank high,” 

noted Mr. Hyam, “while the upswing in prices for Cubist and abstract 

works was more pronounced than in previous seasons.” Top prices 

were $80,000 for Toulouse-Lautrec’s Dancer: $75,000 for Picasso’s 

Cubist Portrait of Fernande; $54,000 for Degas’ pastel Three Jockeys; 

a world-record of $52,000 for a Utrillo, Rue de Crimée, Paris: another 

record, $43,000 for Chagall’s Chrysanthemums. $47,500 was paid for 

Picasso’s early pencil and watercolor poster Au Moulin Rouge, which 

had been sold at Parke-Bernet in 1950 for $1,650. And one of the few 

remaining Brancusi marbles to come on the open market, Two Pen- 

guins, brought $32,500. For old masters, the highest price was $31,000 

for Turner’s early Port Ruysdael and $24,000 for a pair of Venetian 

scenes by Marieschi. 

More than half of the season’s total—more than four million dollars 

resulted from sales of furniture and other antiques, including not 

only the rare and costly, but several thousand items in the $50-$500 

range. Bearing out Mr. Hyam’s contention as to the demand for 

quality, the world’s auction record for a piece of English furniture 

was $70,000 for an Adam-Chippendale satinwood and mahogany 

marquetry serpentine-front commode possibly executed by Chippen 

dale himself. $19,400 was paid for a pair of Louis XVI /fauteuils, 

$8,500 for a Louis XV commode by Nicolas Grevenich, $7,800 for a 

pair of Louis XV gilded metal and rock crystal chandeliers, bearing 

out the evidence that French eighteenth-century furniture continues 

in widest popularity. Prices were also high in the increasingly rare 

American field, $26,000 being paid by the Henry Ford Museum for a 

Chippendale carved mahogany secretary-cabinet, $25,000 for a 

Hepplewhite serpentine sideboard, $18,000 for four plates from 

Washington's Cincinnati service. 

New records chalked up in London 

For the third successive year Sotheby's has exceeded its previous 

turnover, attaining a world-record total of over $23,520,000 for the 

past season, as compared with $19,252,800 for the year before. In 

the report which has been just received, it is noted that although 

the average price per lot was a little under $476, and despite high 

individual prices, such as $392,000 for Goya’s portrait of the First 

{Continued on page 59] 
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| Art news international | 

Obituaries 

Lionello Venturi, Italian art historian, teacher and author of a 

major history of art criticism, died in Rome on August 14, age 76 

Dedicated to the principle that critical experience in present-day art 

is essential to an understanding of the history of art, Prof. Venturi’s 

interest in the moderns equaled that for the old masters, as indicated 

by his voluminous critical writing, probably his most famous being 

the definitive catalogue raisonné of Cézanne, and his Modern Painters, 

published in 1947. Readers of ARTNews will recall] his essay on new 

trends in Italian painting. As a violent anti-Fascist who refused to 

take the oath of allegiance to Mussolini, Prof. Venturi left Italy in 

1931 and did not return until toward the end of World War II. He 

came to America in 1939 and held visiting professorships at the 

Universities of Mexico, Berkeley and Johns Hopkins. 

Abbé Henri Breuil, the noted paleontologist discoverer of prehis- 

toric cave paintings and sculptures, died on August 14 at his home 

in L’Isle Adam, France, aged 84. The first to maintain, against 

scholarly opinion, that the cave paintings of Northern Spain and 

the French Dordogne, were by paleolithic man, he extended his 

numerous discoveries in these countries to others in Ethiopia, South 

Africa, Ireland. Teaching successively at the University of Fribourg, 

Switzerland, the College de France and the universities of Lisbon 

and Johannesburg, he was elected a member of the French Institute’s 

Academy of Inscriptions and Literature in 1938. 

John Graham, Russian-born American painter and connoisseur, died 

in London this June [see p. 46]. 

Mario Sironi, prominent Italian symbolist painter and illustrator, 

died on August 13, aged 76. A native of Sardinia, he studied engi- 

neering before becoming a painter in 1914, and later became a mem- 

ber of the “Novocento Italiano.” 

William Ivins, Jr., founder and curator emeritus of the print 

department of the Metropolitan Museum, died on June 16, age 80. 

Louis Betts, portrait painter and member of the National Academy 

of Design, died in New York on August 14, age 87. 

Artists in the news 

Lester Johnson has been appointed to the faculty of the Ohio State 

University’s School of Fine and Applied Arts, on a one-year visiting 

basis 

Lennart Anderson, alumnus of the Cranbrook Academy of Art and 

winner of a Rome Prize Fellowship, has been appointed instructor in 

irt at Chatham College, Pittsburgh. His work has been shown in New 

York and Rome. 

[wenty artists were awarded cash prizes in the 26th Annual Midyear 

Show at the Butler Institute of American Art, at Youngstown, O. The 

top prize of $1,000 went to Al Blaustein, New York. Others were: 

$700 to Norio Azuma, Long Island City, N.Y.; $500 each to Dan 

Radin, Bloomfield Hills, Mich., and Glenn R. Bradshaw, Urbana, 

lil.; $350 to Harry Brorby, Holland, Mich.; $300 to Robert A. 

Nelson, Grand Forks, N.D. 

Che following four artists have been awarded Opportunity Fellowships 

for 1961 by the John Hay Whitney Foundation: Raymond Han, 

Honolulu; Mario Jorrin, New York City; Adriano B. Pangelinan, 

lumon Bay, Guam; Robert L. Weil, Detroit. 

Perle Fine, of New York, was the top prizewinner of $1,000 of 

twenty-nine awards made at the Silvermine Guild’s 12th New England 

Show, New Canaan, Conn. Others were Tauno Kauppi, Newtown, 

Conn., and Noburua Yamashita, New York, $500 each; Evelyn 

Keyser, of Elkins Park, Pa., $250; Peter Lipman-Wulf, New York, 
ind Leo Rabkin, New York, $200 each. 

The Pacific Basin; Will Barnet retrospective 

The Pacific Basin, well established as an entity in the ethnological 

sciences, is beginning to be recognized as perhaps shaping trends in 

contemporary art. A quadripartite exhibition of Painting from the 

Pacific was organized by the Auckland (New Zealand) City Art 

Gallery, in co-operation with the National Museum of Modern Art, 

fokyo, the San Francisco Museum of Art and the Queensland 

Continued on page 51} 
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PUBLISHERS: DEUTSCHE ZENTRALDRUCKERE! AG 

Dessauer Str. 6-7, Berlin SW 61 (West-Berlin), Germany 

| Art news international 

Art historians’ congress meets in New York 

Meeting on this side of the Atlantic for the first time since its in 

ception in 1873, the Twentieth International Congress of the History 

of Art will take place in New York on September 7-12. More than 

seventy of the most distinguished art historians from twenty foreign 

countries will meet with their colleagues in the United States. Since 

the war, previous Congresses have met in Lisbon (1949), Amsterdam 

(1952). Venice (1955) and Paris (1958). Topics this year will range 

the vear 1000 to the twentieth century, with major 

Middle Ages and the Renaissance. Other subjects 

include tecent Concepts of Mannerism,” “The Reaction against 

Impressionism in the 1880s,” “Drawing in the Seventeenth Century,” 

“Frank Lloyd Wright and Architecture around 1900,” “The Esthetic 

ind Historical Aspects of Damaged Pictures,” etc. There is also to 

be a backward glance at antiquity in its relation to the Renaissance 

ind Baroque periods. 

I sessions have been planned as a “working Congress” to focus 

on certain key problems and provide opportunity to discuss 

n to be divided in two parts. During the first half, 

related papers will be presented; the second part will 

1 symposium limited to a number ef invited disputants to 

problems raised by the lectures. The plenary session on 

day, September 12, open to all, will be addressed by Sir 

Kenneth Clark, Chairman of the Arts Council of Great Britain, and 

Erwin Panofsky of the Institute for Advanced Study, Princeton 

Sessions will be held at Columbia University and the Institute of 

New York University. The College Art Association of 

rdvanced the te of its annual meeting, which would 

iary 1962, so that as many of its members as 

be able to participate in the Congress; its own sessions 

immediately, on September 13 and 14 

with the Congress, an exhibition of “The Arts of the 

es” has been organized by French & ¢ ompany | Sept. 6-30] 

rT ncorporating a restricted number of exceptional 

nediums—sculpture, stained glass, furniture, tapestries, 

twelfth to the early sixteenth centuries—offers an opportunity 

the extraordinary unity of the arts in the Middle Ages. A 

fth-eentury Spanish painted wood Christ in Majesty (ex-coll 

Stolk Museum, The Hague) has the incisive crispness of cast 

tal, or indeed the carved stone of a Northern French Gothic portal 

tatue of the same period. Contrasting with this, a late twelfth-century 

neh marbie Vadonna Enthroned in Wayesty “ th Christ Child 

Roussillon (Pyrénées-Orientales) preserves in its rounded 

orl and surface carving the monolithic massiveness of earlier 

Romanesque. Some fine late Gothic pieces include a Franco-Flemish 

| stone Madonna and Child seated under a canopy, formerly 

Cathedral of Tournai, and a superbly modeled nude of 

in Caen stone of the fifteenth century in France. A 

fourteenth-century Austrian stained glass window with a 

re standing figure (ex-collections Joseph Brummer and 

Hearst) can be counted as an outstanding piece in this medium. 

tably for this gallery, of major importance are the tapestries, 

of the earliest of which is a Brussels Gothic Adoration of the 

Vagi, ca. 1495, woven of wool, silk and silver metallic threads. 

12th-century France (Roussillon, Pyrénées-Orientales): Virgin 

n Majesty, with Christ Child, marble, 29 inches high 

ART NEWS 



DUVEEN 
ESTABLISHED 1869 

Masterpieces of 

PAINTING SCULPTURE PORCELAIN 

FURNITURE TAPESTRIES 
GOTHIC RENAISSANCE KIGHTEENTH CENTURY 

DUVEEN BROTHERS, INC. 
18 EAST 79 STREET 
NEW YORK 21, N. Y. 

FONNESON — 
pet OND: . © October 6th-21st 

ol 
+ 

_ Pietrantonio Galleries | 
26 East 84th Street New York 28, N. Y. 

SEPTEMBER 1961 



Reviews and previews 

Paintings from the W.P.A. |Smolin;: Sept. 11-0 5] can be but 

a small fraction of the huge total which New York City sald at 

ollector alone bought no less than 7,000 works 

for $3 apiece, and most of the works in this show are from him. 

auction in 1942, One 

There were two Pollocks in the original sale, but for various reasons 

they are not this showing. Instead are three Mark Rothkos, an 

Adolph Gottlieb, a Joseph Solman, a Herman Rose, an Augustus 

Peck, a Will Barnet, a George Constant, a Max Schnitzler, a Louis 

Harris, and several unknowns. Not yet cleaned for the exhibition, 

the group as a whole seemed a little shaky, like winos in Magistrates 

Court. Yet through the dirt, there often shone a mysterious beatty 

{ painter « d Nagai (no other clue on the back) painted a 

yellowish still-life in front of a window with a view of the city as 

ordinary as a postcard. This painting of transcendental banality held 

the gaze fc ime. There was an interesting work by Louis Missinoff. 

Then car » paint by Jules Helfand. His two paintings of 

4 Bit of Old Brookl-n 

Wreckers. Max Schnitzler’s polychromatic landscape, a 

city streets were good enough to note the titles 

iscading colors, came next. Zoltan Hecht is represented 

hued landscape which also stands out in the memory. But 

{ the exhibition were Herman Rose's painting of 

quite unlike his present direction but, like his 

paintings, original—and Rothko’s paintings in wan, 

whitened color like frescoes from Herculaneum. Only in one painting 

of the subway, is a faint touch of Milton Avery All three have 

haunting attributes. One may be able to find a link with his present 

before the magic name “Rothko” is uttered. Apart 

,eorge Constant and Ben Zion, Joseph Solman’s is 

f W.P.A 

the only painting of a street which requires no hunt for a signature. 

This exhibition is worth a long walk across town to an off-beat 

gallery. It is like the closing scene of the movie of the Dreigro- 

schenoper where the beggars who appeared briefly to greet the 

queen, vanish once again in shadow as sharp and absolute as the 

blade of an executioner’s axe. Prices unquoted. L.c, 

Heads [Great Jones; Sept. 12-Oct. 12] in sculpture are contemporary 

stella marking time-style in the revolution from the "40s representa- 

tion to 1950-60 abstraction. Done in the past twenty years by some 

Agostini, Kadish, Kohn, Nakian, Pavia, 

Rosati, Spaventa—they hold change, development and personal dif- 

of today’s foremost sculptors 

ference of style within the measured confinement esthetic gives: an 

ovoid form and a face or facial expression. In Reuben Nakian’s power- 

ful Marcel Duchamp, of the early forties, material is the driving force. 

Jutting out, contracting, bursting, it finally erupts amid painterly 

turbulence into the form of a face—never experienced as surface but 

as the final thrust-out of matter. From the mid-‘forties, Peter 

Agostini’s head comes out like a breath in blond light from the 

perfect flow of surface skin—blended so smoothly that all transitions 

defy exact demarcation and make the mouth seem to tremble and the 

eyes shift. A monumental head by Phillip Pavia, from the same 

period, is more abstract. Its great mask compressed towards an 

economical form—the sphere—still unstable, still converging, simul 

taneously bursts internal energy out through the dwarfed features 

cut into its interior. In contrast, Gabriel Kohn’s bronze shrinks 

into introversion. A surface drawing back from the nose into a 

bow at the back of the neck correlates to a personality so withdrawn 

paintings 



George Spaventa: Tchuky, 

plaster, 12 inches high. 

Gabriel Kohn: Girl with Ribl 

1949, bronze, 7 inches high 

that eyes and mouth seem to strain out anxiously for contact. George 

Spaventa’s Tchuky is a clear and straightforward head of a girl not 

too hard to imagine drifting around Paris. By the ‘60s sculpture is 

abstract. In David Slivka’s head, done a few weeks ago as an experi- 

ment with an old idea, the abstract qualities drive the “head idea” 

A continuously moving plane—folding, bending into subservience. 

opening, closing—in which form and motion are “one,” has the 

spatial experience of a head and the expression of a face in its 

dark hollows. Similarly, Reuben Kadish’s head, a euphemism for 

this mascerated gargoyle, gets its real strength from stance, mass 

and other abstract qualities and not from any depiction. James Rosati’s 

exhibit was unavailable for preview. Prices unquoted. N.E. 

American Painting, 1865-1905 [Whitney Museum] was organized 

by the Art Gallery of Toronto and Lloyd Goodrich to travel through 

and to New York. The of 

tenselessness, of comparative equanimity, when the rebellious were 

Canada exhibition chronicles a time 

involved with building industrial empires and their spiritual counter- 

parts were as yet unheard of in this country. At its most interesting 

the show becomes an analogue of the period; at its most honest, 

a collection of paintings representing a limited vision and a provincial 

this not 

include those whose feet were too big to fit any shoes, and who are 

statements one, too, does ambition; as with all general 

generously represented in the show: Inness landscapes, one large 

Whistler, all five tiny Ryders, the Arthur B. Davies, one Sargent 

portrait, the Eakins, Elshemius, two Mary Cassatts and the Blake- 

locks were pleasures. Yet drowning out these voices were scores of 

mannerisms ponderously overburdened with longwinded stories and 

flag waving to over-strained strains: Byrne-Jones is one cup of tea, 

but a Thomas Dewing can be just that much and then too much. 

The 

son’s ditto, Chase’s picturesque idylls, Tarbell and legion. In the 

middle of the fields and families, foolish-eye realism and midwest 

philosophy were two Daryl F. The 

Cumaean Sibyl which stars a bare-breasted Anna Magnani on the 

road of tire, and William Rimmer’s Flight and Pursuit. But if all 

the painting wasn’t what it couldn’t have been, at least America was 

V.P. 

acreage of adequacy included Twachtman Impressionism, Robin- 

Zanuck productions, Vedders’ 

evidently a free country. Prices unquoted. ] 

A chord [Camino; to Sept. 30] has all its notes struck at one time 

and then is over with, but it is also in the continuum of time a 

starting line for the future motifs and themes of its member notes. 

The chord struck in this group show is composed of these members: 

Jo Warner’s clouds of sensitive color moving into each other and 

over the top edge; Pat Sloane’s new straighter-edge painting; 

Agostini: Marina, 1945, 

r, 11 inches high 

David Slivka: Romantic Gir 

1961, wax, 19 inches high 

Reuben Nakian: 

Marcel Duchamp, 
99 1942, bronze, 22 inches 

All five works 

in the Heads 

high 

are 

in Sculpture show. 

Curoi’s Alice Foreman’s effervescent impastoes; 

Abstract-Expressionist paintings by Bart Perry, Jon Henry and Joe 

Clarke. Among new members there is Elaine de Kooning, who in- 

representations; 

corporates traditional elements in a very up-to-date style. Her sweep- 

ing strokes set up the criss-cross, side-to-side movement of Poussin 

and translucent the old 

masters, yet both elements are locked in a tight contemporary plane. 

Also new is Alice Neal’s dangerously perceptive portrait and a 

handsome landscape by Alice Fox. Judging from this 

harmony, a season of innovation and invention may be anticipated. 

N.E. 

her colors suggest space-light of many 

surprise 

Prices unquoted. 

Ronald Bladen and Sylvia Stone [Brata] offered collages and 

paintings, respectively, that became stark foils for one another, in 

both senses of the word. Bladen has previously shown similar series 

of bent paper reliefs, generally less intensely variegated. He bends 

up and thrusts out short jabs of white paper in piles and rows; they 

buffet each other and draw lines of lights and pit-darks across the 

surface. These waves of landscape crowd in close or are widely 

separate and, searing through this uninvolved territory, Bladen 

tracks the path of a quick passing form. His results poise in a 
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Reviews and previews continued 

Wint 1912, 12 inches high 

area an activity that is both indeterminate and final. Sylvia 

Stone's latest paintings corroborate physical laws with corollaries of 

eve-washing color and distance-defving shapes which swap positive 

and negative places and look exactly like those of another painter's 

most recent show. $125-$550 VP s 

Hayley Lever [Black; Sept. 28-Oct. 21], Australian-born associate 

of the artists of The Eight, especially Lawson, is having a retrospe« 

tive of small paintings from 1905-1930. Although in the collections 

of almost all the major American museums, and in the 1920s grouped 

with Lawson and Glackens by Catherine Beach Ely in a series of 

articles on “The Modern Tendency in Art,” by 1958, the vear of 

old-timers remembered him. The standard reference 

April "61] 

whose paintings were rather like Lever’s. This could be due to over 

his death, onl 

books ignore him. They also overlook Allen Tucker [A.N., 

sight or it could be because neither of these two worthwhile artists, lk 

mannerists of Impressionism and Symbolism both, ever actually 

broke new ground. Lever left Australia as a very young man and 

went to Paris. After that he painted in England, notably in St. Ives, 

Cornwall, until 1912, when he came to America. By this year he was 

a painter with a solid reputation. His paintings have to do mainly 

with the things that one can see with the eves. They are straight- 

forward optical paintings with Symbolist overtones. He was a 

sensitive colorist. His impastoes are jolly. He would smack the 

paint down and shove it around, and he knew the right moment 

to stop. He would take standard subjects—of course there : really 

wharfside shacks, or no such things. only standard people like 

fishing boats, and present them in a fresh, pleasing way. Occasionally 

he came up with a surprising painting. Syracuse Railway Station 

ting the metamorphosis locomotive has a transition of forms sugges 

of Cubism. A small landscape has a sun into smokestack into smoke 

overlooking black-green trees, like a huge man-made satellite. High 

Bridge 

a4 particularly pleasing painting Prices unquoted I 

probably Lawson introduced him to this delightful park—is 

( 

Situations and environments [Jackson] offered the Happenings 

toys in some more attempts to create Innocence using the methods 

of Frankenstein. The most successful was Claes Oldenburg’s giant 

esque rummage sale, huge papier-maché bargains in little girls’ 

dresses, mink coats, prosthetic limbs, abandoned flags and suicides’ 

bathing suits. Oldenburg has a real feeling for the immediate ambi 

ence in which most of live, at least spiritually. That ambience is 

litter, and Oldenburg monumentalizes it, or rather inflates it until 

it floats away and sticks fluffily to the walls with just the faintest 

sickening papery vibration of evacuated warehouses and atomized 

shipping clerks. He is the Cecil Beaton of the regressive Skid Row 

of our lost and slightly smelly innocence. Allan Kaprow filled a patio 

with a compote of ancient automobile tires and a couple of large 

mysterious packages. This was an excellently idyllic landscape of 

the metropolis, and the day I saw it was enhanced by a grey drizzle 

which made it look like the last stop for Falstaff as staged by 

Stanley Kubrick. Robert Whitman had a mausoleum that was a 

16 

fusion of Beckett and Dracula, with two corpses of the he’s-really- 

alive persuasion, one lying in state on the ceiling and one sitting in 

a tennis umpire’s chair. Jim Dine’s spring cabinet looked like one 

of those embattled happiness gardens you find in Hungarian restau- 

rants, or a classy papaya-juice grotto near the B.M.T., with its crépey 

verdure and electric-fanned milkshake cups standing for the breezy 

flora of /e Printemps Perdu. Walter Gaudnek made a maze out of 

large panels with vortical bull’s-eyes through which one stepped with 

in usher’s flashlight provided by the management. This Da(e)da- 

lean labyrinth gave one the feeling of being trapped in a colon 

clogged with detergent wrappers. The Happenings Boys go about 

their business with an air of lobotomized comedic prophecy, but the 

share the same kingdom of necessity inhabited by such other figures 

as Gregory Corso and, from a different cultural perspective, Yves 

Klein. But where Corso, like the first dolphin to learn English, sur 

faces from regression with admirable leaps of glubby articulation, the 

Happenings Boys are, as yet, foundering in the party-favor esthetics 

of the regressive strategy. The trick is to turn sleep-walking into a 

dance, not merely to strew the scene with pillow feathers. Prices 

unquoted. J.K. 

The figure” [de Aenlle was the theme of an agreeable show, 

with paintings and drawings by twenty-one artists including Dieben 

Rivers, Ben Johnson, Bartoli, Paul korn, Drexler, Beauchamp, 

Georges. Elaine de Kooning, Boris Lurie and John Paul Jones. Two 

portraits by Elaine de Kooning, one of her brother and one of Willem 

de Kooning (also represented by a small drawing) showed again that 

in refusing to relinquish either the purport of the she is unique 

of the Abstract-Expressionist style—the classic portrait or the power 

paint-action rumples the figure to the gross sum of its presences, and 

the blank face is a true visage, the eve-kindled cipher of inescapable 

expressiveness. Larry Rivers exposed his notorious nude O’Hara, 

which I felt like summoning all the librarians across the street to see: 

this fey and Gentile golem, garbed solely in business-like boots, 

touched lightly on face, neck and chest by the ultra-violet of poetic 

narcissism, is a reverse-English triumph—the Nude as a sort of Man 

without Qualities, attired in all the fleshly attributes that suggest, 

with a real perverse power, that negative stewardship of the arts that 

is an incantatory necessity of our time. This is probably the only 

nost appropriate reaction is a sincere grin. Prices 

IK, 
nude for which the 

unquote d 

Sculpture and relief [Castelli] as a total image created an atmos- 

phere of faultless elegance with just the right dash of brash, which 

was also tempered with a smart comme il faut sophistication. John 

Chamberlain’s high-toned junk and Lee Bontecou’s omniscient eye- 

pieces played the heavies to Scarpitta’s fugue in canvas strips and 

Edward Higgins’ rests cast in bullet-proof shapes. The untrammeled 

symmetry of the Higgins took on a serenity by contrast to the 

surfeit of opulence of the overhanging Chamberlain and thereby 

picked up a virtue by association. Lee Bontecou’s holes are rigidly 

jailed behind bars of chaste hostility; they are totalitarian-grey and 

formidable, like a jet pilot’s panel of knobs, levers and scopes. 

Prices unquoted 
VI 

of New York; to 

was an historian as 

Samuel Ward Stanton [Museum of the City 

Sept. xO}, who lost his life aboard the Titanic, 

well as an illustrator of American steam vessels. Like Stanton’s, 

this exhibition’s interest is in the ships; the drawings, mostly side 

views, are arranged according to the type of vessel illustrated. Along 

with a few oils, the drawings which make up the show are limited 

but not naive. They serve well their primary purpose, documentation. 

Prices unquoted. C.R.S. 

Polish painting [Museum of Modern Art; to Sept. 27] flourishes the 

avant-garde “look” as a flag of freedom and a general inspiration for 

intellectuals. Courage must be applauded, since the right to do 

abstract art was hard won with Gomulka’s victory over Stalinism. 

However, that the symbol of liberty does not itself provide the free 

environment so necessary for a genuine avant-garde movement is 

evident in this show’s lack of originality and its completely derivative 

production. Politics generally are a burden to art—as ideas they are 

{Continued on page 53] 



Reviews and previews: New names this month 

Aaron Roseman [Graham; Sept. 14-Oct. 14] came to New York 

from Chicago a few years ago and has only shown here once before, 

in a large group. He has hardly shown anywhere at all since 1956 

during which time his present work was being slowly painted. It 

is his unusual technique which strikes the attention at first. One 

wonders how he did it. He has spun a veil of white or some other 

one-color, thread by thread, layer by layer. It is a precise throw of 

paint, like the thread of a silkworm with enough stickiness to stick 

to the surface. While his origins are in the automatism of Tobey 

and Pollock, there is something else which seems quite personal. 

From afar, a painting gleams like snow, from close-to, it melts into 

spun sugar, into a densely-involved multi-colored surface as bright 

and tinselly as costume jewelry. Sometimes a vague form hangs in 

the painting, or there is a raised part, a kind of relief. In some 

paintings another color lies along the foot. He has pulled the stopper 

out and the color has run down the drain, There are also some 

automatist drawings. Roseman’s paintings are original and intense. 

Without representing landscapes, they suggest them—like looking 

through frosty windows as the train pulls by. Prices unquoted. _L.c. 

Don Bloom [Highgate; Sept. 21-Oct. 7], a 1960-61 Guggenheim 

awardee, shows figurative paintings exclusively of subjects gleaned 

during his stay in Israel. His larger pictures are multi-figured can- 

vases of market-place scenes, crowded, clamorous, barking. Here are 

the historic and histrionic emotions of the trade, the barter, and 

here, too, are the old people dozing—traditional accessories. In 

Butchers and Beggars the forms are flattened, almost silhouetted, with 

the participants in a variety of attitudes. The drawing and the 

anatomy are somewhat unconvincing or at best understated while the 

prevailing shadowy blue and violet tones add little to the definition 

of the principal forms although they do contribute to the general 

melancholic mood. A certain hesitancy of application is overcome in 

Men with Fowl where the color is brighter, more direct, with a 

Aaron Roseman: Yesterday's Dream, 59% inches high. 

wider use of orange, yellow and off-white; forms emerge more 

convincingly and the (somewhat forced) Expressionism is suppressed 

in favor of a more classically oriented disposal of the principals. 

$75-$1,800. J.HB. 

Mike Nevelson’s [Staempfli], son of sculptress Louise Nevelson, 

laminated wood armless figures are related to Gabriel Kohn’s archi- 

tectonic abstractions and H. C. Westermann’s Dada constructions. 

An erect penis in Big Daddy becomes the handle to a drawer that 

contains the family jewels. A door in Pregnant Princess opens onto a 

closet in which is secreted a bottle-like foetus. The fancifulness of 

these two cabinet-personages, the largest in the show, clashes with 

the emphasis on highly polished, stylized, angular volumes. In a 

group of four Students, wit and purity are fused more successfully. 

Prices unquoted. 1.H.S. 

Yoko Ono [Almus] has made a “smoke” painting. It consists of a 

grimy unstrung canvas with a hole in it. Into the hole she stuck 

a burning candle, withdrawing it when the canvas began to smolder 

and smoke on its own. The painting’s limited life was shortened by 

half a minute for this report, its living presence snuffed out by a 

damp cloth as soon as the idea became clear. Another picture was 

accompanied by a poem about life, about death and about the re- 

placement of the ivy growing through two holes in it. $75-$400. ¢.n.s. 

Sebastian Trovato and Sondra Battist [Artzt; Sept. 6-18] are 

both artists who stress painterly distinctions. Trovato, a painter of 

considerable experience, emphasizes a singular coloristic relationship 

in each individual canvas. Whether his key is low green as in Marina 

with touches of white, yellow and black, or a pinkish off-white as in 

4scension, these abstractions are highly satisfying. The drips and 

blobs are united by wafer-thin transparent washes and sure and 

{Continued on page 54] 

Mike Nevelson: Maine Torso, pine, 40 inches high. 



as much as 82% if you mail coupon now while supply lasts 
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Marboro slashes prices on fabulous art books and prints 

5716. LONDON TREASURES. 
White; with 1 ph 

the dignity ndon's pala t eaut 

i gardens, th ne er wed 

Saye 

the majesty o hurches if ne ndsome 

1.49 

5477. THE GLORY OF ROMANESQUE ART. 
ty J Gantner. With Ds f eo re photograph 

a ie ade i ie a A t tt € 

ture of the Romanesque period 

> On 

Ag € A 

me 

2897. CHINESE ART. 
ay MacKenzie. Illustrated 

tures in the text and a may 
4 ne t uct 

paint 

P-827. Original 

Dry Point: 

MATERNITY. 

By Robert Cariola An 
gina iry point 

g evoking the charm and 
warmth of motherhood in 

incisive lines against 
tt gray b ground. A 

250 

numbered 

the artist 
* high x 11 

mn a heavy paper 

Special 9.95 

2896. CEZANNE. 
By Basil Taylor. 48 magnificent lor plates highlight this 
veautiful book, which also includes a long introduction, an 

graphy, important quotes by the artist mments 
macemporaries and later critics, and full notes on 

Special 1.98 

6002. LEONARDO DA VINCI ON THE 
HUMAN BODY. 

The anatomical, physiological and embryological drawings 
f Leonardo da Vinci, with translations, emendations and 

a biographical introduction by C. D. O'Malley & J 
Saunders, Over 1200 scientifically exact and artistically 
eautiful drawings, many from the Royal Lit 

r inner of Graphic Arts awards; 506 

5766. THE SCARLET LETTER. 
By Nathani« Hawthorne. Foreword by Louise Bogan 

with drawings by Jacob Landau. The great American classic 
ft aduleery and revenge, in a handsome edition on colored 

paper, with gold-stamped heavy cloth binding. Double boxed 
PP x 9)”. Pub. at 312 Onls 5.95 

5635. MODERN PAINTING: 
From Manet to Mondrian. 

By Joseph-Emile Muller. A huge, handsome volume con 
taining 110 reproductions in full color and 10 drawings, 
providing a superb panorama of the evolution of modern 
painting and its vast and display of creativity 

"= 1234". Pub. a $1 Only 9.95 

5859. HOKUSAI: 100 VIEWS OF FUJI. 
Intro. by Jack Hillier. Plate annotations by F. W. Dickens 
An exquisite tribute by Japan's greatest 19th century artist 
with the “little people’ of Japan set againse revered Fuji 
Yama in 156 superb illustrations. Bound in ribbon in Japanese 
fast printed on luxurious parchment-type paper. Slipcase 

Pub. at $ Only 5.88 

1055: BROADWAY U.S.S.R. 
By Faubion Bowers. An exciting survey by a knowledgeable 
expert of ballet, drama, opera, folk dancing, the circus and 

s as they are performed in Russia today; the train 
xduces some of the world’s greatest performer 

f the state; et O photos. Pab. at $5 

Only 1.98 

S-146. 

MODIGLIANI: 

HEAD. 

A beautiful example by this 
unique modern master of 
his graceful elongated style 
Stone finish, 22” high. No 
c.0.D rder No ship 
men utside of U.S.A 

34.95 
plus shipping 

shipped Railway Express 
Collect 

4264. Daumier Lithographs: LAW AND 
JUSTICE. 

Ed. & intro. by Julien Cain. 47 
atiri realism of indifferent judges, fraudulent barristers, 
jespairing litigants and other imadequacies of the judicial 
system. 914” x 1214” reproductions, including French cap- 

that do full justice to the famous originals 

Special 5.88 

5241. CONTEMPORARY CHURCH ART. 
By Anton Henze. A survey of painting and slpeure in the 
modern church and of church art in the 19th and 
enturies; with a detailed discussion of Church Art and the 

by Theodor Filthaut. Magnificently illustrated witt 
reproductions of statues, altars windows crucifixe 

et from Europe and the Americas, 5° 

superb plates, masterpieces of 

P-795. MATISSE: CHARIOT. 

A charmingly gay panel of decorative shapes in light 
rple, blue, green, orange and black dramatically ser purty 

against a white background. Silk-screen. 16144" high x 

Special 2.98 

5617. TEN OPERATIC MASTERPIECES. 
Here is a fabulous 9” x 12” volume, with over 80 drawings 
authoritative descriptions of Figaro, Meéistersinger, Aida 
Carmen, Hoffmann, Bobeme, Tosca, Rosenkavalier, Three 
Oranges & Worzek; new piano arrangements of the important 
passages; and a special “Music Locater’’ to spot passages on 
L.P. recordings. Pub. at $10.0 Only 2.98 

5534. BUDDHIST CAVE PAINTINGS 
at Tun-Huang. 

By Basil Gray; phows by J. B. Vincent; preface by Arthur 
Waley. The first color photography survey of the cycle of 
paintings at the 1,000-year old shrine at the Chinese gateway 
to the holy places of India. These unique photos of the prin- 
ipal cave paintings are accompanied by background material 

Pub. a $20.01 Only 12.49 

ART NEWS 



5767. WALDEN. 
By Henry David Thoreau. Preface by Joseph Wood Krutch 
Illus. with 24 ancient Chinese woodcuts. The great American 
classic of nature writing, in a handsome edition chosen by the 
AIGA as one of the 50 best books of the year. Printed on col- 
ored paper; gold-stamped heavy cloth binding; double boxed 

362 pp. 7” x 10%”. Pub. at $13.75, Only 5.95 

6001. MIRO. 
By Walter Erben. A beautiful book, based on conversations 
with the artiste about his work and modern art in general; 
with 68 reproductions of his works of all periods and 
eight color plates, including a double-spread of the famed 
UNESCO murals. Pub. at $8.50. Only 4.98 

5288. THE PSYCHOANALYST AND THE 
ARTIST. 

By Daniel E. Schneider, M.D. A brilliant analysis of the 
psychology of the creative artist; discusses the Oedipus plays, 
Macbeth and Arthur Miller, and Van Gogh, Picasso and 
Chagall, among others. Illus. Pub. at $4.00 Only 1.98 

3148. ART NEWS ANNUAL: Portfolio +1. 
The fabulous 1959 edition of this gorgeously illustrated, hard 
bound periodical of literature, theatre, music, science and the 
visual arts; featuring articles on Looking at Pictures, Wozzeck 
Color into Space, poetry and sculpture, and an essay on 
Cezanne by Rainer Maria Rilke. Pub. a $5.00. Onjy 1.98 

5499. SELECTED WORKS OF GAVARNI. 
96 magnificently reproduced plates largely devoted to Paris 
life in the 19th century, by an artist who will remind you of 
Daumier at his best. Text in French, including an introduc 
tion by Jules & Edmond de Goncourt. Softbound 

1.49 Spectal 

5367. THE NINE SYMPHONIES OF 
BEETHOVEN IN SCORE. 

The scores clearly reproduced with an original system for 
simplifying the reading of the scores. Historical and criti 
cal comment precedes each symphony. Large 9” x 12” 
format, in soft reinforced binding suitable for use on 
music stands 2.98 

Uniform with the above 

5606. THE SYMPHONIES OF BRAHMS 
AND TSCHAIKOWSKY IN SCORE. 

2.98 

5607. THE SYMPHONIES OF HAYDN, 
SCHUBERT AND MOZART IN 
SCORE. 2.98 

5667. MATISSE: A Portrait of the Artist and 
the Man. 

By Raymond Escholier. A remarkable, fascinating srudy 
great artist, his life and his devotio o his art; a | 
that Matisse said ntains all that is wn about 
me."’ Profusely illustrated with 8 color pls 8 monochrome 
plates and many drawings. Pub. at $ 5.95 Only 

a id 

P-823. FRANZ MARC—ON CANVAS: 
RED HORSES. 

This is a fine example by the 
animal studies. The brilliant 
yellow, and yellow-greens on an 
silk-screened in rich oils. 17 
20” x 30” canvas 

modern German Master of 
reds 1e-greens 

orange background are 
high x 26” wide on a 

Special 7.95 

blues, bil 

6310. THE HINDU RITUAL OF LOVE: 
KAMA KALPA. 

Thomas. An erudite and detailed survey concerning 
morals, women, the art and science of love, and 

prevalent in India from remote antiquity « 
the present day. This monumental history is supplemented by 
a magnificent gallery of 100 plates and a color frontispiece 
of temple sculptures and paintings depicting the pleasures of 
the senses as expounded by Kama. 94g” x 1142” 12.49 

5880. PICTORIAL ANATOMY OF THE 
HUMAN FIGURE. 

By Frederic Taubes. A 
techniques for depicting the 
of illustrations 

By P 
marriage, 

sex symbolism, 

teacher on the 
hundreds 

1.98 

world-renowned 
human figure with 

SEPTEMBER 1961 

6028. VICTORIA R. 
By Helmut & Alison Gernsheim. A handsome text-and-picture 
biography of Queen Victoria, with 400 illustrations based on 
her personal photograph albums; a comprehensive work 
dealing with the woman rather than the sovereign, with per 
sonal relationships rather than politics. 814” x 11”. 

Only 4.95 Pub, at $12.50. 

5629. DUTCH STILL-LIFE PAINTING. 
By Ingvar Bergstrom. This extremely readable, scholarly 
work fully discusses famous masters and less known 
artists, and includes such unusual aspects as interpretation 
of symbols and beauty of shells. 250 plates im color and 
black and white. Index, bibliography. 814” x 11”. 
Pub. at $17.50. Only 2.98 

5990. 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 
woodcuts of the human figure and organs, with annotations 
a discussion 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. Times 

5.95 Pub. at $10.00 Only 

5498. CHRISTUS: The Life of Christ in 100 
Masterpieces. 

A magnificent collection of extraordinarily moving great 
works by great artists, covering subjects in the life of 
Jesus from the Annunciation to the Ascension. 8 plates in 
full color, 9144” x 13%”. Self. cover Special 1 98 

6022. MASTERPIECES OF GREEK 
DRAWING AND PAINTING. 

By Ernest Pfuhl. Foreword by Sir John Beazley. A 
concise but vivid outline of the development of Greek 
drawing and painting, and a full commentary on each 
of the 160 splendid plates (6 pages in full color) that 
illustrate Greek arte from early geometric vases to the 
Hellenistic wall paintings of Pompeii Pub at $1: 

5.95 Only 

5725. THE GOTHENBURG ART GALLERY. 
By Alfred Westholm and Nils Ryndel. 103 reproductions 
24 in full color. Handsome volume, 914” x 1214”, con 
taining a special selection of the Gallery's finest paintings 
beautifully reproduced, not only in their entirety but 
number in particular detail, with explanatory texts by the 
present Director of the Gallery 

b. at $ Only 5.95 

P-824. KLEE: BIRD GARDEN. 
A delightful 
plants 

arrangement of red and white birds among 
of pale and medium blues, blue-green and green 

et off by the yellow and tan gate and rich red-brown 
ilk-screen, 17” high x 2334” wide 

Special 3.95 

5651. THE ART OF ANCIENT MEXICO. 
Photos by I. Groth-Kimball; text by F. Feuchtwanger. Over 
100 majestic photographs of the finest examples of Mexican 
art—architecture, sculpture, mosaics, artifacts—magnificently 
reproduced in gravure by European craftsmen, with four plates 
in striking color, an exciting evaluation and presentation of 

ne of the greatest art cultures of history. 814” x 12” Pub. at $19.5 Only 6.98 
5765. APHRODITE. 
By Pierre Louys. Newly transl. by Frances Keene: illus 
19 versions of Aphrodite by ancient and modern masters 
The famous French novel of pagan love in a handsome edition 
m colored paper, with gold-stamped heavy cloth binding 
Jouble boxed. 278 pp. 6! x 1044”. Pub. at $13.50 

5.95 Only 

with 

2894. REMBRANDT. 
Intro, & notes by Trewin Copplestone 
ings in full color: portraits, self-portraits, group portraits, re 
ligious and genre paintings from the total output of this 
preates sters. 914” ” , greatest of masters = t's Special 1.98 

5774. ASIA. 
By Sam Waagenaar. Golden Buddhas and sacred cows, ancient 
ruins and sculptured temples, Balinese maidens and Chinese 
refugees—the face of Asia and its peoples is revealed in com 
pelling and unforgettable detail in this photo book. Printed 
in Germany. English, French, German and Italian text 

Special 2.98 

48 magnificent paint 

6029. Cecil Beaton: JAPANESE. 
Over 100 superb photos of the countryside, the crowded 

cities, Noh and Kabuki drama, dancers, geishas and all else 

that captures the essence of Japan, plus drawings and @& 

sparkling text make this strikingly handsome volume an €x- 

cellent introduction and companion to Japan, 842” x 11”. 

Pub. a $12.50. Only 5.95 

5529. A SHORT INTRODUCTION TO 
ANATOMY. 

One of the most important anatomical treatises of all time, 
Jacopo Berengario Da Carpi's lsagogae Breves, transl with 
intro. & historical notes by L. R. Lind, anatomical notes by 
Paul G. Roofe, and illustrations from the 1535 edition 
Pub. at $5.00. Only 3.49 

P-825. KLEE: FISH MAGIC. 
These highly decorative tropical fish flash pink, red, blue 
and yellow through underwater flowers of blue, pink and 
red against a red and blue-grey background, Silk-screen 
17” high x 2144” wide Special 3.95 

5748. PHAIDON REPRODUCTIONS. 
Twelve magnificent reproductions of masterpieces in glowing 
color. all easily removed for framing as 10%,” x 11%” 
units; works by Da Vinci, Van Gogh, El Greco, Rembrandt, 
etc. published as a calendar by Phaidon, world famous art 

publishers Special 1.00 book 

5849. PICASSO IN ANTIBES. 
By Dor de la Souchere. 98 exquisite reproductions of the 
masterpieces that Picasso created in the Chateau Grimaldi 
between July and December 1946. The 10,000 word 
text covers Picasso's entire outpur in relation to the great 
achievements in Antibes. A magnificent, 10” x 1244”, 
linen-bound volume, with acetate wrapper, in slipcase 

Imported. Pub. at $ Only 10.95 

2895. RENOIR: With 48 Paintings in Color. 
A glowing volume, with vibrant richly colored reproductions 
an introduction and notes by Colin Hayes; comments by and 
about Renoir; notes on Impressionism; notes on the plates; etc 

x 4 Special 1.98 

SEA. 
& text by Sam Waagenaar. Egypt, Arabia, the Sudan 

Ethiopia and other countries spring vividly to life in the 
pages of this strikingly handsome volume, prepared by one 

f the great international photographers. Printed in Germany 
English, French and German text Special 2 98 

5773. LANDS OF THE RED 
Photos 

ae at i aa 
ORDER BY MAIL WITH THIS COUPON! 

marboro dept. AN-787 
131 Varick Street, New York 13, N.Y. 
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Art news from 

Los Angeles by Jules Langsner 

he country would seem more conducive to a 

proliferation of sculpture than Southern California. The environment, 

Modern 

shoreline 

public and private, natural and man-made, calls for it 

hillsides, 

and flatlands between. Glistening new department stores and multi 

homes, complete with patio and pool, dot the 

storied office buildings can be spotted from one end of this vast 

megapolis to the other. But until very recently, only a handful of 

gifted artists here were concerned with sculpture, and less collectors 

This insensibility rapidly is becoming a thing the past. Collectors 

ire acquiring works by major Americans Europeans, and gal 

leries frequently present exhibitions of first sculpture from 

points of the con pass 

Seulpture becomes perennial 

f Le 

Museu to of the 180 works in the show 

in itz Museum of Modern Art and 

oklyn Museum of Art and print-maker Misch 

than 7 i ipture The remain 

ind mixed 

Pasadena Museun 

elopment throug 

the Appel maelstre 

f of vibrantly-hued swirls of pigment runs from the infuriation of 

Pasadena clubwomen to indignant cries that Appel is no more than 

Appel to 

Pasadena was a splendid idea on the theory that club ladies shocked 

benefits. The 

contention that Appel is a European slicker cashing in on pioneering 

a fashionable exploiter of American painting. Bringing 

by violent expression stand to enjoy some _ psychic 

efforts of others does less than full justice to his accomplishment. Not 

that Appel is in any sense a profound painter, or a prime innovator 

like Asger Jorn, the Danish member of the Cobra group with whom 

Appel has most in common. Appel’s work is without the note of irony, 

the multiplicity of associations imbedded in Jorn’s pictures. On the 

other hand, the Appels radiate a personal and irrepressibly con- 

tagious joie de vivre, an exuberance and animal exhilaration of 

spirits. The evolution of Appel from the brutish and convulsive 

hgurative paintings of the early ‘fifties during the Cobra episode to 

the recent frenzied improvisations is rooted as much in Fauvist, 

German Expressionist and Tachiste origins as in American modes of 

vision. I found the influence on him of American jazz at least as 

the recent work as the debt to abstract improvisation on 

the Atlantic. The 

Pasaden 

ind iia in the months ahead 

As a foil to the 

in 

Appel exhibition, by the way, will 

1 to museums in Phoenix, Santa Barbara, Seattle 

turbulent excitement engendered by the Appel 

Museum is 

ind muted abstractions in oil and casein on rice paper by Carl 

the Portland, Oregor 

paintings, the Pasadena presenting recent cool and 

painter [to Sept 201. Selected by the 

exhibition to be circulated 

by the American Federation of Arts, Morris 

sensibility, at his best in revealing 

a retrospective 

subtleties 

suspended in diffused atmosphere. His works 

t nner quiet to gain their mpact No razzma 

its he sets himself 

ie Berman 

trom the incessar i 

rsonal re m py I 1\ e little worth revealing 

Ruins of cl intiquity and Italian Baroque ‘build 

sented by Bert } if the viewer were to perceive the 

ross a proscenium. Surfaces of these weathered court 

n columns and pediments are splattered w th spots ind 

ind me ffort is made to simulate the “real” attri 

often than not a dream-like emptiness 

scene, minuscule figures perched on 

than ghostly personages helping 

ceasion. Berman paintings suggest 

desultory stretches of day-to-day 

Johnson, who once quip of Dr. 

what he is not, for who is 

drawings of works in progress combining 

ind the Crucifixion and Hans Burkhardt’s 

cuted with spontaneous verve at Ankrum 

other surprisingly well. Both artists seek 

equivalents—Broderson 

Burkhardt with eliciting 

Much 

younger I ] the process ot issimilating influences, but 

visible world into poeti 

nythic im gery, 

ces animating the natural world. 

coming his own man, while Burkhardt has so 

Arshile Gorky, that he has 

ibstract idiom wholly his own. In this 

we ll on 

ibsorbed , his teacher. 

Burkhardt « be seen renewing his vocabulary by draw 

from the n rendering the nude in progressive stages 

ight representation to elliptic versions disclosing essential 

forms. The Broderson sketches catch an idea on the wing 

ind I pv ichieve in aura of events seen through the gauze of 

memory 



Art news from 

Chicago by Franz Schulze 

"Tis big state universities of the Midwest have a new standard by 

which to measure their campus art galleries: the Krannert Art Mu- 

seum at the University of Illinois in Urbana, which was formally 

opened this spring. It is a clean, handsome structure with a marble 

facade and paneled interior, the felicitous collaboration of Architect 

Ambrose Richardson and Director C. V. Donovan. 

Biennial at Urbana 

They use their stacks of legislative dollars wisely at Urbana. The 

biennial contemporary arts festival is always an event of moment, 

and this year the American exhibition (the first major show to be 

housed in the Krannert) was the highlight. Comparisons between 

this display of U.S. painting and sculpture and that which the Chi 

cago Art Institute staged the month before cannot be avoided. The 

University wins, probably because it ignored the Romantic and Social- 

Realists whom the Institute had tried unhappily to resurrect. The 

University concentrated rather on the younger, post-postwar genera- 

tion, notably the artists of the West Coast. This is the first recent 

American show in these parts which was not dominated by New York 

abstraction or extremely conscious of Chicago imagery. Instead one 

became further aware of a congealing identity among West Coast 

painters: the color is hot and delicious, the attitude is rhapsodic and 

somehow curiously unworried. It lacks the strength and severity of 

good New York painting and eschews the darkling story-consciousness 

prevalent in Chicago. But there is a compelling lyricism and painterly 

punch throughout, which is most eloquent here in Richard Dieben 

korn’s Yellow Seascape and David Park’s Standing Couple. (In fact 

Roland Peterson and Paul Wonner appear to be promoting an Ecole 

de Diebenkorn, with headquarters in Davis, Cal.) There are also 

impressive pieces by Joan Brown, Sam Amato and Nathan Oliveira. 

The show contains some east-of-the-Rockies riches, too. While New 

York's presence is quiet, it is audible in the works of Theodore 

Roszak and Miriam Shapiro. Chicago’s sole success is H.C. Wester 

mann. And from around and about are sprinkled formidable efforts 

by James MecGarrell, Jack Squier and Hugh Townley. 

Arp and Miré; American retrospect 

' In Chicago proper, spring was celebrated with a rush of activity in 

the galleries. The major attraction was an Arp-Mird double-feature 

at the Arts Club. All the work came from Chicago collections and 

testified (particularly for Mir6) to the immense esteem locally for the 

two artists 

Main Street observed the considerable expansion of its premises 

with an ambitious assemblage of American painting from 1740 to 

1920. The event lasted less than a month, which is regrettable, since 

such an exhibition theme is as rare around here as it is difficult to 

carry off. But the show held up; there were numerous items that 

represented the artists quite commendably: Inness’ Sunset—Mont 

clair, nri’'s Montparnasse, two Audubon oils, a Harnett still-life 

Around the galleries 

The Holland-Goldowsky sculpture group contained two arresting 

pieces—the vigorous and leanly conceived Aerial Anchor of Gabriel 

Kohn and George Spaventa’s inventive The Sculptors Studio. And 

there were rewarding contributions by Agostini and Peter Grippe, 

plus a number of other minor items. Recent canvases of Krimmer 

Brams, William Stipe and Frank Vavruska, each of whom has gon 

through a notable change of manner in recent years, were at Devorah 

Sherman. Brams is now working with a brilliant dark palette. Stipe’s 

erstwhile diamond-hard fantasies appear to be softening and gravi 

tating toward pure abstraction and painterly fluidity. Vavruska is 

fighting it out with the space-maze, working in festoons of sprayed 

and dripped paint. 

James McGarrell, who is on the faculty at Indiana University, had 

his first Chicago one-man show (Frumkin). McGarrell is one of the 

best younger figure painters in America, and, like many others, lends 

viability to the motif by setting it in a Surrealist framework. 

SEPTEMBER 1961 

An intimacy to share 
Her thoughts might influence yours, if you will come along with us, 

Réalités Magazine, inside Europe. We'll take you into a World of 

new ventures, attitudes and dimensions...into a World that tourists 

seldom discover. 

Each month Réalités takes you on an escapade with professional 

camera and pen down the many different avenues of life on the Con- 

tinent: the arts, current events, fashion, food, philosophy, politics, 

travel—topics of great interest...topics of delight, always the things 

that make European living all-enveloping. 

Be intellectually engrossed...be entertained by France’s foremost 

commentators and journalists. Keep Réalités within arm’s reach to 

see, perhaps study, the valuable collection of paintings and photo- 

graphs ingeniously reproduced on heavy varnished paper. You might 

even agree with the critics who call this “The Most Beautiful Maga- 

zine In The World.” 

Mailed from Paris each month, Réalités is available in English-lan- 

guage or French-language editions. Treat yourself, «nd particular 

friends or relatives, to the thoroughly fresh and rewarding experience 

of “living in Europe”... for a year 

Available by subscription only. $15.00 a year (12 issues) 

Réalités 
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REALITES in America, Dept. 71 

301 Madison Ave., New York 17, N. Y. 

Please enter my subscription to REALITES: 

[] English Edition OD 1 year (12 issues) $15 

(-) French Edition (1 2 years (24 issues) $25 

NAME: 

ADDRESS: 
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PARKE-BERNET GALLERIES - INC. 
980 MADISON AVENUE ° NEW YORK 21 

Public Auction October 25 at 8 p.m. 

IMPORTANT MODERN PAINTINGS 

DRAWINGS AND SCULPTURE 

From the Collection of 

MR. AND MRS. ADOLPHE A. JUVILER 
New York and Palm Beach. Sold by Their Order 
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Nu de Face et Nu de Profil PICASSO 
painted in 1906 (rose period ) 

DE LUXE CATALOGUE, hard cover, 39 subjects, 22 illustrated in black and white, 12 in color. Price $5. 

Air Mail $1.50 additional 
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Scaling art used to be the sporadic activity of psychopaths 

whose personalities had become romantically lost in an object. 

Watteau’s L’Indifférent was sneaked out from the Louvre by a 

mad connoisseur who wanted to protect his beloved object from 

the hands of museum conservators. He wanted to clean it him- 

self. The Mona Lisa was stolen in a fit of opéra-bouffe patriotism 

by an Italian who decided his country’s honor was traduced by 

the French government’s flagrant possession of Leonardo’s 

masterpiece. 

These were gentle maniacs, art lovers, passionately devoted 

to works of the human spirit. Like artists, they were concerned 

with things above money, beyond common-sense, outside the 

petty understanding of guards, curators and policemen. Their 

thefts were a kind of hostile reverence. 

(When art became glamorous, paranoics, from time to time, 

would attempt to get into its aura by acts of vandalism or 

thefts. When art became associated with colorplates, students, 

from time to time, would attempt to hang superior “facsimile 

reproductions” on their walls by stealing the originals. Neither 

of these manifestations need concern us here beyond noting 

their curious existences. ) 

Now we have changed all this. Real thiefs seem to have taken 

over. In the past few months [see listing below], accompanied 

by hectic newspaper publicity and a torrent of misspelled 

names, important works of art have been stolen at a tempo 

that suggests a new fad, and with a regularity that has made 

some otherwise knowledgeable newspaper people believe that 

there is indeed a black market for hot paintings—or that there 

is a system of getting paid for them, by ransom or insurance 

settlements. The risky enterprise looks suddenly profitable, 

with satisfactions in cash. 

This development is not surprising when one considers how 

the public’s new interest in art has been shaped by vulgarizing 

books, magazines and films, by gossip-columnist’s items about 

starlets’ Renoirs, by newspapers which, in their cynical naiveté, 

will accept the fact that Michelangelos turn up every summer 

in Chicago pawnshops. Art has been turned into a Big Story, 

and the content of each story is the dollar sign. 

“So-and-so buys, sells, shows, collects, despises, knows some- 

thing or anything about such-and-such a painting which is 

worth a price said to be in the six, four, five, eight or whatever 

figures only five years ago it was discovered at a blind 

Syrian antiquaire’s who bought it in the effects of the Lusignan 

heirs during the Smyrna events for six millions or six hundred 

..” Money is the only subject that the art popularizers ever 

really talk about, the only spiritual denominator in their con- 

versations with History. Every facet in a Cézanne tablecloth, 

every blond tress in a Watteau, each impasto from Goya’s 

spatula, comes to the public through the entrepreneurs with 

“$” stamped on it. A newspaper writer can no more think of ~ 

“the Barnes Collection” without the phrase “five-hundred- 

Cézanne The Card Players, 1890-92, 
17% by 22%; loaned by the Louvre, 

among eight Cézannes stolen from Aix- 

en-Provence, Vendéme Pavilion show. 

Matisse: Gypsy, 
1906, 2154 by 18% 
inches; one of 57 

paintings stolen 

from St.-Tropez 
Musée Annonciade 

Goya The Duke 
of Wellington 

1812, 25% by 20% 
inches: taken from 

al Gallery, 

England 

Editorial 

The art-theft fad 

million-dollars” than a sportswriter can of a left-handed athlete 

without the designation “southpaw.” 

Everybody has helped create the impression that art is a 

commodity, and that the justification of art is its cash value. 

Museums, in their staid little press releases, guess at how 

much a traveling exhibition might fetch at auction. “Inter- 

national currency experts” (e.g. one Franz Pick, quoted by the 

columnist Sylvia Porter) talk about things like, “since 1945 

the ‘blue chips’ among the Impressionists and Post-Impression- 

ist paintings have soared 2,000 per cent and more . nothing 

beats this stuff, nothing.” 

Is it any wonder, then, that thieves finally have been con- 

vinced, against their better judgments, that art is something 

that can be stolen and sold? Their newspapers, magazines, 

pocket-books and jumbo-museums have been trying to make 

them aware of art for years by just such an argument. What 

thief can be so cynical as to disbelieve them all? How would 

it be possible to convince an honest burglar that “2,000 per cent 

and more” of everything he hears and reads in the mass 

mediums about painting and sculpture is meretricious rot. 

Actually there is no underground market | Continued on page 52] 

Art stolen, 196] 

Feb. 3 Rome: Barberini Palace, Derain Sel/-Portrait, taken from exhibition 
Feb. 6 Pittsburgh: University of Pittsburgh, Picasso Figure, 1918, 13% by 

105 inches, lent by Guggenheim Museum, New York 
San Antonio: McNay Art Institute, 16-century Flemish (Master of the 

St. Sang) panels: St. Catherine, St. Barbara, each 13% by 9 inches. 

New York: Graham Gallery, Ulysses, Polyxene and Hecuba by Girodet 
le Trioson, 12 by 16 inches 
New York: Museum of Primitive Arts, Senufo wood container, 13 inches 

high. 
Lincoln, Neb.: Univ. of Nebraska Art Gallery, Affected Equilibrium, 

1928, by Paul Klee, watercolor and ink, 8% by 5% inches 
16 St.-Tropez: Annonciade museum, Bonnard, The Port of St.-Tropez, The 

Port of Cannes, Nude at the Fireplace, View of Cannes; Camoin, St 

Tropez: Place des Lices, and an untitled work; Cross, Nude in the Wood 

and The Beach at Sainte-Claire; Derain, Westminster, Bridge on the 
Thames, The Forest at Fontainebleau, Portrait of a Woman; van Dongen, 

Woman at the Railing, The Gypsy; Dufresne, two studies for The School 
of Pharmacy; Dufy, Avenue du Bois, and The Jetty, Honfleur; de la 

Fresnaye, The Oarsman; Friesz, The Port of Antwerp, The Cap Brun 

Gardens; Lebasque, Landscape; Lhote, study for The School of Arts and 
Crafts; Luce, The Citadel St.-Tropez; Manguin, Bather, Two Bathers; 

Marquet, The Sea at Boulogne, The Port of St.-Tropez; Matisse, The 
Gypsy, Woman at the Window, Corsican Countryside, Interior at Nice; 

Puy, The Market at Sanary; Roussel, The Rape of Europa; van Ryssel 
berghe, Bormes Countryside; Segonzac, a watercolor; Signac, The Port 

{ St.-Tropez, three other oils and six watercolors; Utrillo, Pinson Hill, 

and Montmagnier; Valtat, L’Esterel; Viaminck, Still-life, The Chateau 
Bridge; Vuillard, Interior with Two Chairs and The Soup; and one 

painting each by Cousturier, Gerbaud, Person and Selmersheim-Des- 

April 28 

May 16 

June 6 

June 9 

grandes 

Pittsburgh: CG David Thompson collection, Picasso, Bathers 1920, 

21% by 32 inches, Head, 1929, 29 by 23 inches, Seated Woman in Blue, 

1939, 29 by 23% inches; Still-life with Guitar, 1942, 39% by 31% 
inches, Still-life with Cherries, 1942, 39% by 51% inches, Girl with 

Flower, 1932, 63% by 51% inches; Léger, Two Women (Yellow), 1930 
28% by 36% inches, Composition with Three Sisters, 1950, 51 by 38 

inches; Miro, Portrait, 4, 1938, 51% by 38% inches; Dufy, Landscape, 
1924, 24 by 29 inches. Mutilated by thieves and abandoned: Picasso, 
Portrait of a Lady with Hat, 1917 and a collage; Matisse, Woman at the 
Fountain, 1917 
Aix-en-Provence: Vendéme Pavilion, Cézanne: The Card Players, 1890-92 
(The Louvre), The Artist’s Sister, 1867-69 (St. Louis Museum), Still-life 

with Leg of Mutton (Zurich Museum), Still-life with Teapot (Cardiff 

Museum, Wales), Seated Peasant, 1892-94 (Sidney Simon, New City 
N.Y.; ex-coll. Sam Lewisohn), Water Reflections (Milan, private collec- 

tor), The Skulls (Mme. Marianne Feilchenfeldt, Zurich), a landscape 

near Aix showing Caesar's tower (private collector). 

Lendon: National Gallery, Goya, Portrait of The Duke of Wellington, 
1812, 25% by 20% inches 

Klee Affected 
Equilibrium, 1928, 
drawing, 8% by 

5% inches; Univ. 
f Nebraska Gal 

0% 
= 

Master of the 
(left), St. Barbara 

ch 13% by 
MeN 



2% inches high, 

Jeaux-Arts, Lille. 



By P. Maurois 

Wicar: The artist as an inspired collector 

His native town exhibits the unparalled series of 

Raphael drawings which this little-known 

Neo-Classicist collected in Italy 150 years ago 

| * the church of St. Louis-of-the-Frenchmen, Rome, is a 

stele: “Here lies Jean-Baptiste Wicar, 

Lille the MpccLxl, Knight of the 

Order of the Two Sicilies, ex-Director-General of the Royal 

funerary painter, 

born at xxi January 

Academy of Naples, Counsellor of the Roman Academy of 

St. Luke, Luke] at 

Bologna February 

[Academies of St. 

Rome the Xxxvil 

member of those 

and Milan, died in 

MDCCCXXXIV.” 

student of J.-L. David, 

would probably be forgotten today had he not bequeathed 

This painter of history-pieces, 

to his native town a magnificent collection of Italian draw- 

ings which is one of the greatest treasures of the Lille 

Palais des Beaux-Arts. 

He was the son of a poor furniture worker and at an 

early age showed an aptitude for drawing (an excellent. = 

Jean-Baptiste Wicar: Se//-Portrait, ca, 1800. 

Lille museum 

W i ar 

shall 

life essential to the 

1939 by 

here with 

of his 

collections). At the age of ten, thanks to the protection of 

detailed biography of published in 

Fernand Beaucamp; we 

was 

content ourselves 

those events of his formation 

M. Hespel, lord of Guermanez, he entered the drawing 

school of the Lille Academy, then headed by the painter 

Guéret. Jean-Baptiste became a student of Louis Watteau 

and soon became known for his energetic work. In 1779, at 

the age of eighteen, he won a scholarship to continue his 

studies in Paris. 

At first he entered the studio of the engraver Le Bas. and 

at this point in his career, hesitated between the professions 

1781, he was enrolled 

among the pupils of Jacques-Louis David, who appears to 

of painter and print-maker. But by 

have been fond of the able young draftsman. David sponsored 

Jean-Baptiste Wicar: Portrait of Murat, ca. 1798. 
Lille museum 



Raph ie] 

high, 

f/ha Madonna, 1508-09, 1015 

d pen on white paper 

the Chair and arch 

Raphael: Head of a Bald Man, 1505-08, 

4 11/16 inches high, 

ees 

(above, 

' 

silver point on green paper. 

tural 

inches 

studies 

ideas). 

W icar continued 

him for a renewal of the scholarship from Lille, and, in 

1784, Wicar accompanied the master to Rome where David 

journeyed to paint his Oath of the Horatii. Back in Paris in 

1785, Wicar was already impatient to return south. In 1787, 

he went to Florence to make drawings from the paintings, 

sculptures and objects in the Pitti Palace which would serve 

for engravings for The Gallery of Florence, a vulgarizing 

publication of considerable importance in its time, on which 

Wicar collaborated with Louis-Joseph Masquelier. Twenty 

years were devoted to this project; the fourth and last 

volume appeared in 1812. 

Wicar lived in Florence and Rome. When the Revolution 

broke out, he decided to return to Paris (where his former 

teacher had become artistic dictator) and joined the Popular 

and Republican Society of Arts. A protégé of David, he was 

named to several official commissions by the Convention; he 

was briefly a member of the direction of state museums and 

fulfilled his duties with zeal. But while working at politics 

like his master David—he also made enemies. When Robes- 

pierre fell, Wicar was stripped of his jobs and thrown in 

jail. Released shortly afterwards, he fled to Switzerland, 

thence to Italy, arriving in Florence in 1775. 

Soon French troops invaded Continued on page 60 

Raphael: Head of a Man, 1505-08, 5 inches high, 

silver point on prepared green paper. 

a he a 
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Raphael: Philosopher with a Book, Apollo with His Lyre, study for The School 

of Athens, 1510, 10% inches high, pen on white paper, Wicar Collection, Lille 



By Henry Geldzahler 

Helier: New American-type collector 

The largest collection of established Abstract 

Expressionist masters starts a national 

tour at the Chicago Art Institute this month 

B.. Heller’s collection of recent American paintings will 

travel through the United States to seven museums in 1961- 

62 [Chicago. where it is on view this month. Baltimore. 

Cincinnati, Cleveland, San Francisco, Portland, Los Angeles 

It does not take long these days for a legend to grow and 

the Heller 

of a huge Pollock swinging in through the window 

legend. The journalisti Collection is a young 

coverage 

of a New York apartment on Central Park West had some- 

thing to do with it. So does the high quality of the paintings. 

When the Museum of Modern Art p its “New 

couple of years ago. it was 

it together 

American Painting” show 

hiteen vears of painting in America in as summing uj 

mpressive a package as possible and offering it up for 

Europe's bemusement. It was an eighty-vears-later answer 

York and 

isurpation of the French 

to Durand-Ruel's Impressionist shows in New 

Boston i toke n ) our we sful 

hegemony in painting. The show was well selected; the 

quality of American painting was being proved. Seventeen 

artists were represented by four or five works each. Ben 

Heller lent six paintings to the show: one each by Gottlieb 

( Burst, (ddam, 1951-52), Rothko (Earth 

and Green. 1954-55). Still (Number 2, 1949). Tomlin 

(Number 15, 1953) and Tworkov 1957-58). 

Each of these is a major point in its painter's career and 

1957). Newman 

( Transverse, 

several are contemporary history. Other equally impressive 

choices could have and Rothko 

from this collection, as well as paintings by Pollock, Kline 

been made of Newman 

and Gorky as important as those in the show, and Ad Rein 

hardt. had he not been left out. unaccountably, from the 

“New American Painting.” 

The Heller Collection will travel as a Museum of Modern 

Art Circulating Exhibition. a large and expensive one for ~ I 

Barnett Newman: Adam, 1951-52, 9514 ine he s high 



this program, (which does much to make well-selected twen- 

tieth-century art available to American museums and other 

art centers), but it elicited great interest and was quickly and 

completely booked. 

The show requires 300 feet of running wall space, Bar- 

nett Newman’s Vir Heroicus Sublimis alone is 8 by 18 feet. 

Even with 300 feet, however, the exhibition organizers had to 

be selective; they could not show the whole collection. Their 

decision was to include the established American moderns: 

three Pollocks, five Rothkos, four Newmans, three Klines, 

three Gustons, two Motherwells, three Willem de Koon- 

ings, two Cornell boxes and one painting each by Gorky, 

Gottlieb, Still, Tomlin, Reinhardt and Tworkov. The Hellers 

have not concentrated exclusively on the painters of that 

generation and reputation; they have also collected less 

firmly established or younger artists, such as Miriam 

Shapiro, Perle Fine, Ludwig Sander, Harold Cohen, Ray- 

mond Parker and Jasper Johns (and in Heller’s office are 

works by Joan Mitchell, Earl Kerkam, Ernest Briggs, Larry 

Rivers, a large sculpture by Richard Stankiewicz, etc. ) 

Among the younger artists, the Heller's commitment ap- 

pears to be to Jasper Johns and Ray Parker, two painters 

whose work seems in line with the Heller’s general taste 

(Heller speaks highly also of Ellsworth Kelly and Kenneth 

Noland). They tend away from Willem de Kooning, Alfred 

Leslie, painters whose work could appear over-loaded, im- 

precise, in their collection. Of course the Hellers own three 

great Pollocks (E« ho, One and Blue Poles), a Tworkov and 

three small de Koonings, but the generalization still holds; 

Mark Rothko: Four Darks on Red, 1958, 102 inches high. 

the Hellers are interested in the clearer and cleaner abstract 

image of less is more--Newman, Rothko, Kline, Still. Ben 

Heller evidently feels that this is the direction in which our 

significant art is developing. 

There is a letter from Keats to his brother Thomas (June 

25-27, 1818) describing the English Lake Country; Keats 

was on a walking tour that was in a way an homage to 

Wordsworth. His reaction to nature was in the Baumgarten- 

Kant mode of the sublime as well as the beautiful; what 

Keats wrote relates to the best pictures in this collection, 

as it does to the best in contemporary American painting: 

“IT cannot think with Hazlitt that these scenes make men 

appear littke—I never forget my stature so completely-—I 

live in the eye; and my imagination, surpassed, is at rest.” 

This is as fine an appreciation of Barnett Newman’s Vir 

Heroicus Sublimis as has been written. 

The Hellers began collecting in the early ‘fifties; they 

saw a Braque they admired at the 1949 Venice Biennale; 

the next year in New York they bought a 1918 Cubist still- 

life by Braque. During the following years they bought 

paintings by Soutine, Miré, Modigliani, Maurer, Dubuffet, 

de Staél, and sculpture by Giacometti. Of all these, only 

Giacometti is still in the collection. The rest were sold or 

traded to meet the demands of the Hellers’ new interest in 

the American painters they came to admire. 

In 1949, Ben Heller, then recently out of college, happened 

into the Betty Parsons Gallery and saw his first Pollock. 

In 1954 he went to Pollock’s studio with his wife and 

bought One. This was not the first new American painting 

Bradley Walker Tomlin: Vumber 15, 1953, 46 inches high 

T.. Ben Hellers began collecting in 1950 with a Cubist 

Braque, and added work by Miré, Modigliani, de Staél and 

other Europeans. Of these all but Giacometti sculpture 

yielded to Rothko, Pollock, Newman, Still, as Heller, a 

textile man, put together, mainly between 1953 and 1956, tlie 

major private collection of U.S. Abstract-Expressionist work 



Heller ontinued 

Heller purchased, for he already had a Rothko (Number 10, 

1953, not in the circulating exhibition) and within the next 

three years he bought work by Still, Gorky, Kline, Tomlin 

and Newman. It was Pollock who urged the Hellers to see 

Barnett Newman’s work and in 1956 they bought Adam and 

The Queen of the Night. Thus their major flurry of activity 

was concentrated in a few years, when the painting was 

recognized, but before its great quality was generally 

appreciated. 

The Heller's purchase of the enormous Pollock One (106 

inches by 209%, inches) was a breakthrough in the private 

collecting of Abstract-Expressionist art. One of the social 

objections to the new painting had been that its removal 

from the easel to the wall or floor was making it impossible 

for any but museums or institutions to hang the works. It 

was forgotten that the almost exclusive concentration on 

Jackson Pollock: Echo, 1951, 92 inches high rhe Ben Hellers’ living room 

Vumber 2, 1949; Pollock’s Echo, 1951, and a Rothko [at the far left]. 

easel painting, intimacy, was only a nineteenth-century de- 

velopment. The Hellers proved that a private home could 

be made to accommodate an enormous Abstract-Expression- 

ist canvas. Of course the fact that the enormousness of 

many of the best examples of this painting geared them 

away from the private home and toward the general public 

cannot be considered totally unfortunate. Our philanthropic 

and tax structure is such that important art eventually finds 

its way to the museums, and thus to the public. If it is 

difficult to hang privately and physically awkward to inherit, 

it will reach the public more quickly. 

After the Hellers’ reconstructed their apartment to ac- 

commodate the pictures, the press took notice. Architects 

Kramer and Kramer, according to The New York Times, 

“up-dated the background of Mr. Heller's middle-aged New 

York apartment.” Walls were removed, and an enormous 

room divider constructed to hold Pollock’s Blue Poles. When 

journalism celebrates art there are indignities to be sus- 

tained, even at the hands of the staid Times; thus captions 

under photographs of the Heller installation! “Dining room 

contrasts rounded shapes of tables and chairs against the 

boldly linear paintings of Mark Rothko and Franz Kline,” 

and “Kitchen serves up art in the dining area with a Joseph 

Cornell painting [sic], left, and on the counter below it an 

Ibram Lassaw sculpture. In the working areas the art look 

is continued with studied arrangement of pans and other 

implements. And in /nteriors magazine, the article 

about the Heller apartment is headed, “Art as Decor and 

Daily Fare.” 

been sanctified, what the collector is collecting is the ashes 

of the experience, the residue, for an act cannot be collected. 

In an age in which the act of painting has 

The type of coverage noted above domesticates the collec ting 

further, removes it still further from action and involvement. 

The Ben Hellers continue to collect; they continue to add 

work by the great established [Continued on page 58] 

Pollock’s Blue Poles, 1953; Still's 



Clyfford Still’s Number 2, 1949, 91 inches high. 





Seeger: International young collector 

From Italy, England, Germany and America 

come varieties of Expressionism now 

shown at the owner’s alma mater. Princeton 

A young collector with an eye for off-beat lyrical Expres- 

sionist painting and sculpture, Stanley J. Seeger, Jr., is also 

a professional musician. He began his collection, which now 

overflows a remodeled barn in Frenchtown, N.J., after 

graduating from Princeton in 1953 and while he was work- 

ing in Florence under the composer Luigi Dallapiccola. His 

first major interest was in Afro, by whom there are all of 

nineteen works in the selections from the Seeger Collection 

on exhibition this month at the Art Museum of Princeton 

University. Later most of the well-known modern Italians, 

including Afro’s two brothers, Mirko and Dino (both scup- 

tors), became represented—Birolli, Burri, Corpora, Cremo- 

nini, Francesconi, Marini, Minguzzi, Morlotti, Pizzinato, 

Vedova and Viano. The motif of the collection thus became 

that Italianate modern elegance, in which suggestions of 

natural figuration emerge from virtuoso manipulations of ad- 

vance-guard forms, which has received international accept- 

ance among collectors and museum directors. Branching out 

into other national fields, Mr. Seeger became enthusiastic 

Joseph Glaseo: Head, 1958, 

marble, 18% inches high. 

Beckmann: Meeting in the Night. 
1928, pastel, 41% inches high. 

about the nature-abstraction of the English artist Peter Lan- 

yon and also the re-interpretations of the early Jackson Pol- 

lock in the highly colored dramatics of Alan Davie. There are 

ten works by the latter in the Princeton exhibition and eight 

by the former. But the largest single representation is Joseph 

Glasco’s—thirty objects, including canvases, bronzes, draw- 

ings and marbles by this younger American artist whose 

highly individual, eclectic style always has eluded categori 

zation. Probably the high point of the collection for the local 

university gallery-goers are the nine Max Beckmanns. Also 

represented are Rudolf Hoflehner, Paul Klee, Henry Moore, 

Jack Smith, Sutherland, Turku 

Viviano. The last-named, an American who has been experi- 

Trajan and Emanuel 

menting with lead and stained-glass sculptures, is the brother 

of the well-known New York dealer Catherine Viviano. By 

far the majority of the works in the Seeger Collection at 

Princeton are by artists represented in her gallery, and ob 

viously her trained taste, in collaboration with Seeger’s, has 

been the key influence in the formation of this ensemble. 

Peter Lanyon: Susan, 1958, 

18 ine hes high 
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3 Romney: 
Collection Brigadier C. E. 

By Alfred M. Frankfurter 

Rediscovering Romney 

as a Fantastick 

The conventional Georgian portraitist is seen, in 

this first exhibition of his since 1900, 

as a subtle Neo-Classic progenitor of Romanticism 

This. the excellent catalogue says. is the first exhibition of 

Romney's work since 1900 (when 111 of his paintings were 

exhibited at the Grafton Galleries. those same illustrious 

London halls which a decade later were to house the epoch- 

making Post-Impressionist exhibitions organized by Clive 

Bell and Roger Fry). Why now? some people may ask: the 

interval may not seem too long to them. 

Eor Romney is one of those tragic figures of the drastic 

workings of the history of taste: a fair success in his own 

day. mostly as a workmanlike portrait-painter; following his 

Col. George Wilson of Abbot Hall, 

Tryon-Wilson 

1700 

2 Romney: Unfinished Self-Portrait. 
Collection Sir Kenneth Clark 

death in 1802 at the age of sixty-eight. the nineteenth cen- 

tury made little of him except as the limner of its own an- 

cestral images and as the roué-hero of his purported romance 

with Lady Hamilton; he was “re-discovered”—commercially. 

not esthetically—first by London dealers who were exporting 

to the Colonies Zeitgeist-documents of the Georgian aristoc- 

racy. and then, on a much larger scale, by the late Lord 

Duveen who found that Romney satisfied an eager demand 

for what might suggest ancestor portraits. in the six-figure 

price bracket, for the Chippendale dining rooms of Cali- 

4 Mrs. Richard Cumberland and Her Son Charles, ca. 1770-71. 
Lent by the Trustees of the Tate Gallery 



Romney continued 

fornia railroad barons and Detroit spark-plug princes. Yet 

the real source of Romney's fate at about the same time, lies 

in what was happening in those prosperous Edwardian days 

of the Post-Impressionist exhibitions: they had no more room 

for a polite Georgian painter of portraits and scenes from 

Shakespeare, while these first effervescent contacts with Ce- 

zanne and van Gogh were beginning to produce Wyndham 

Lewises, than they had for Wordsworth as Prufrock’s broken 

record first chanted his love songs. Taste—fiery young’ Taste 

was indulging formidably in its favorite sport of throw- 

ing out the baby with the bath. 

This particular baby, it is true, was not a great painter. 

But he was in fact a painter, not merely a trite recorder of the 

faces and meurs of his day—which the strong-armed ones 

who were doing the pitching-out seem to have overlooked. 

Chis summer's exhibition, held in the delightful setting of 

Kenwood, the handsome Georgian country house (it is by 

now within London) where Romney often visited when it was 

the seat of the Lord Chief Justice, the Earl of Mansfield, 

who was then having Robert Adam remodel it magnificently 

may not secure for Romney a foothold on Olympus, but 

it does make one look at him and his work quite differently 

than ever before. 

The process of this new look has to be a very careful one 

indeed. One must take care not to be swept away by another 

of those outbursts of strong-armed, half-blinded Taste which 

is now at work rather in reaction to its Significant Form ex- 

cesses of the early century. There is no question that nowa- 

days a sort of sophisticated Gainsborough Revival is in the 

wind, much as a group of extremely elegant people who 

were then enamored of the Baroque formed. in London, a 

Magnasco Society in the 1920s. Nor must one permit one- 
] t > py seeing : Study of two heads for King Lear in the Storn self to be swept away by the dix-huitiéme charm of seeing 

¢ C. E. Tryon-W Romney against the period back- [Continued on page 55] 

6 Romney: Titania’s Attendants Chasing Bats, 1793-94 

it lively draftsmanship, which he 

cultivated in numerous drawings [1] quite 

independently of his professional portraiture 

was already evident in the net 

his early canvases [3] Deep \ 

classical sculpture. he was able to 

by oncentrating on attitude the 

a head. expressive simplifications of 

form (4]. In his prolific sketches illustrating 

Shakespe are 5, 6) anticip l 

, , 
mm animator Romantic 

Lent by The Leger Galleri: 
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The real dreams of Persia 

Persian Painting. By Basil Gray. 

Skira, Geneva and New York. 

191 pages; 80 colorplates. $22.50 

By Ernst J. Grube 

The national genius of Persia created an art of miniature 

painting unique in its realistic-fantastic quality. The fusion of 

a realistic conception of the objective world with a fantastic 

imagination that evokes a world of its own is probably its 

greatest and most original achievement. Unlike the illumina- 

tions of medieval Europe, where a metaphysical reality is 

represented in symbols, Persian painting deals with a physi- 

cal reality that is represented in individually realistic images, 

even if the subject is entirely fantastic. It is this ability of 

the Persian artist to give even to the unreal an aspect of 

reality and to the monstrous and fantastic an actual credi- 

bility, that constitutes the fascination of his art. Quite 

unjustly the world of Persian painting has been considered 

one of dreams and fairy tale. It is, however, a world full of 

life, full of violence, bloodshed, cruelty and destruction. It 

is inhabited by monsters, ghosts and fantastic animals, and 

by knights that quite literally cut each other to pieces. 

At the same time, however, this world is populated by 

beautiful flowers and trees, by birds, women, elegant courtiers 

that display their often seemingly decadent beauty in sumptu- 

ous gardens on magnificent carpets, listening to music and 

poetry, or to the wisdom of a sage. But there is no separation: 

beauty and serenity stand side by side with confusion and 

cruelty; the hand that just held the flower now wields the 

sword to kill the rival or enemy. Both halves complete a 

world that has nowhere else been defined with quite the 

same consistency and precision. It is, in fact, precision that 

strikes the beholder most, a precision of design that equals 

the abstract perfection of Persian calligraphy which is 

frequently incorporated in the actual painting. 

Most important to Persian painting, however, is the un- 

equalled way in which the artists used color. There is a 
profusion of hues, but never a diffusion of shades. The colors 

stand as strong, bold entities side by side, organizing a 

surface in a way that must be particularly appealing to the 

modern eye freed of the limited appreciation of the sfumato 

of post-Renaissance painting. 

Painting in Persia looks back on a very old tradition. 

Muslim historians have given various descriptions of its lost 

splendors: we read about magnificent historical wall paint- 

ings, the most famous being those of Ctesiphon, the residence 

of the last Sassanian kings, done in the 6th century A.p., that 

remained intact for more than two centuries after the Muslim 

conquest. And we have reports about richly illustrated books 

of Sassanian and post-Sassanian times, books of which we 

have nothing left but half a dozen fragmentary pages that 

have come to light in Central Asia. These were illustrated 

by Manichaean artists who found [Continued on page 51 

Grubb Street on Parnassus 

Breakdown. By John Bratby. 

World, New York. 

336 pages. $4.95. 

The Agony and the Ecstasy. By Irving Stone 

Doubleday, New York. 

664 pages. $5.95. 

The Forger. By Jay Williams 

Atheneum, New York. 

376 pages. $4.95. 

By Jack Kroll 

These three novels having to do with “art” are so bad that 

reading them is like going to a triple feature in one of those 

New York lysol-lyceums which are almost part of the city’s 

system for unemployment compensation. Jay Williams is a 

“pro” who has decided to “do the art world” in his latest 

novel; he is slick, but second-rate slick, with a bothersome 

spoiled-seasoning of clumsiness, which gives the feeling of 

a writer so grateful for his own mutated clichés that he con- 

tinually breaks hand-rhythm to throw a hiccup of pride into 

his shaving mirror. His hero is an insufferably typical ex- 

ample of that classic species of modern literary paleontology, 

First-person Man; the chap who rides a bobbing surf-board 

over the folding sea of Experience, falling off now and then, 

and perhaps once or twice fetching himself a nasty gash 

in the hairline, but at the last walking from the white beach 

of crisis back to the world of men with a shaking-off-those- 

sea-legs feeling on the last page. In your neighborhood book- 

store this fellow could be an architect, a writer, an advertising 

creature, a senator, a private eye, a business thing, or, as 

here, a painter. There is simply not much of substance to say 

about a book like this; it is just another edition of the 

author’s intermittently issued magazine: this one is the Art 

Number. Like Hollywood, and like the cultural 

its specialty is 

“pnvesti- 

gations” of velvety periodicals like Esquire, 

mouthing strenuously but safely about the subject in hand. 

This is the method of the choreographed cancellation; proba 

bly it is the mongoloid offspring of pristine allegory and 

old-fashioned naturalism. This is a waxy and wearisome book. 

Irving Stone has again been off on a successful expedition 

and has brought ‘em back dead. Imagine if there had been a 

Boswell-like character in Michelangelo's life, tagging about 

after him and recording each knock of the hammer, each 

interview with the Pope, each gleam in the sexually ambigu 

ous eye. Mr. Stone’s book is a Madame Tussaud travesty of 

what that Boswellian book would be; The Agony and the 

Ecstasy is, again, typical of its genre, which is the big, bland 

biographical casserole, immense but tasteless, as if a giant 

were to pick up a golf course because he liked to eat golf 

balls. The feeling you get from this book is not of anything 

written, but of a vast rough waste, a Flushing Meadows, at 

huge labor and expense finally cleared and installed with 

exhibits. It is a Museum of the Life of Michelangelo brought 

to grisly click-clacketing movement. [Continued on page 57 | 



Tiepolo: Triumphal U.S. tour 

Lent from London, 133 drawings by this master, 

who never admitted the Renaissance was 

dead, will tour six American cities this season 

G. Bb. Tiepolo drawings, exclusively from the collection of 

Victoria & Albert Museum, London, will be shown at the 

Washington, D.C. this month (Sept. 15- 

to travel to museums in Worcester, Hous 

eles, Chicago and finally to the Metropolitan, 

May. 1962. Closely connected with the exhibition 

of the Tiepolo Drawings in the 

on which the new exhibition 

book offers a fascinating account of 

the Tiepolo collection belonging to the Museum and it relates 

these drawings, of which 133 are being shown in this country, 

and various extant drawings in other depositories to his 

paintings 

Prof. Knox’s book stands as a useful and handsome piece 

of modern scholarship. Tiepolo’s drawings should have an 

immense appeal for the modern audience, for they fulfill 

the requirements of the most au courant gallery-goer as well 

as the expectations of the Baroque {Continued on page 58 



G. B. Tie polo Chronos, ca, 1760,, pen, was and chalk. 8") inches high 



1958, 36 inches high 

By Philip Pearlstein 

The private myth 

\ group of New York artists, introduced by one 

of their number, suggest that there is 

more to their images than Line, Color and Form 

Bui. h surveyed the epic mythology of the ancient 

world. Now a smaller bird, the Tanager, samples the private 

yths of a number of New York artists in an exhibition 

»f twenty-four works. Simultaneously this artists’ co-operative 

gallery is publishing statements by twenty artists, many of 

whom are t in the show. This survey is not an attempt to 

fine a trend; it represents only the collective opinion of 

certain artists that some contemporary work seems to radiate 

in urgent message And when asked to, some artists at- 

tempted to verbalize, if not a message at least an oblique 

definition of a motivating idea in idea not rooted in the 

reating paintings or sculpture mechanics of 

“Mvthology” is a misleading word in this context. Rather 

ds and nymphs, these are attitudes—mystical, sub- 

ive, even science-fictional—expressing the artists’ re- 

lationships to the rest of humanity, the universe or even to 

scenery [he gap between what an artist savs he is doing I # 

itor actually sees is always unnerving. 

Alfred Jensen: Heaven and Earth, 1960, 42 inches high. 

But it does matter what the artist thinks. For though he may 

make no conscious attempt to give visual form to his at- 

titudes, the sense of them tends to be present in the final 

work and may even dictate the work’s particular character- 

istics. One thinks of the urgently reiterated message in 

Mondrian’s essays: man must learn to maintain his equi- 

librium among the opposing forces of life if he is not to 

give way to despair. And it is apparent that Mondrian’s 

“pure plastic means” were visible equivalents to his cry 

In her statement, Perle Fine speaks of this hidden re 

lationship betwen visual forms and intangible ideas: “The 

spell-binding quality, the one that beckons and holds, the 

unpremeditated, the nameless, touched off perhaps by some 

transcendental experience, but guided surely by a_ poetic 

and creative hand—these are the things hidden beneath 

the surface. What we see with our eyes, on the canvas, is 

but a small portion of an audacious system of symbols and 

concepts and is truly incapable of rationalization.” 

Ric hard 

peculiar imagery; he speaks of the life any piece of ma 

Stankiewicz’s statement directly explains his 

terial assumes when our imagination endows it with a 

presence: and so we can have images suggested to 

us by non-image things, images of beings never seen, or 

forms never seen reviving familiar beings. . . . The popu 

lation of forms: they swarm. To [Continued on page 61 

Enrico Donati 

There is a Latin word, incubus, which I roughly describe in 

terms of a hammer which keeps tapping at the head for a 

long time. You become aware of the knock but not of its 

origin. In order to find the source you must connect and 

relate various clues and fleeting insights. My incubus 

developed from a fossil. To me the stone is the most pure 

form of the expression of nature. A stone is created by 

nature and destroyed by it; it is the element that contains 



Sal Sirugo: Composition R-24, 5 inches high. 

the greatest antiquity and is, at the same time, the purest 

in its shapes. It contains in its depths something that is 

still alive. The fossil, in particular, has an_ incredibly 

animated inside form, while regular rock has a more ani- 

mated outside shape. The fossil carries the whole cycle 

Nature had 

destroyed the life it once was and has reincarnated it in a 

of creation, destruction and rebirth within it. 

new life that will have perpetual {Continued on page 62] 

Lester Johnson : 

An artist is the caveman drawing on his cave, whistling in 

the dark, putting down his loves and fears and his pride 

on a piece of canvas. I want to paint the ocean, the 

sand, the trees, the stars. the beach. I want to paint me, 

alive and living, looking out into the world with my teeth 

bared. I want to paint me high up [Continued on page 61 | 

Ibram Lassaw 

In New Mexico a few years ago I was climbing among 

buttes and canyons in the wind-eroded country of the 

Navajo reservation. Having reached the top of a butte, I 

looked around me and suddenly I was standing in the midst 

of a four-dimensional sculpture. The weather-worn sandstone 

shapes, fantastic and unearthly, the colors of the sedimentary 

layers—yellow, ocher, light blue, turquoise and pink—began 

to sound, Above in the intense air, the moving clouds like 

water-vapor masses, not flat delineations that we see in the 

East, were voluminous, three-dimensional, protean. The 

whole scene was playing itself like a piece of music. 

I was a spectator looking at this scene out of the interior 

world of my mind. 

Suddenly this homomorph at the top of the butte, this 

small thing of flesh that was myself, began to participate 

in the sculpture music which was taking place. I felt that, 

even on the molecular level, my feelings and the dancings, 

Charles Cajori: drawing, 1961. 

pirouettings, jumpings and shiftings of all the electrons 

fused. 

{ continuum had been created. The usual categories of 

man and nature no longer had separate meaning; they had 

become unified, so that what is usually considered the 

nature-out-there penetrated my being and I was as much 

a part of it as it was part of me. 

Or simply, I have come to believe that the relationships 

of all created things—their lives, [Continued on page 62] 

Richard Stankiewicz 

The peculiar thing about everything is that it is all the 

same thing—well, at least the same stuff, which makes it 

the same thing again but organized differently from case 

to case. When we make art we try to evoke life with 

apparently dead stuff. Since this is a human matter of com- 

munication, we do it pretty well at times by affect, even 

if we have to resort to personification. That is, to some 

degree we make resemblances to figures. (Is it that the 

more like a figure a thing is made, the more we are taking the 

easy way?) If people were contemplative enough, art, or 

Jean Follett: Three Black Bottles, 1958, mixed materials, 1 foot high. 



The private myth continued 

Pat Adams: World Song, 1 

at least figurative art, might become a pleasant but not 

especially useful or necessary thing; but almost nobody is 

und so we make and need art. We form things in organiza- 

tions, balance them, apply logic and intuition and what-all, 

and hope that in the end they will. when looked at, vibrate, 

mysteriously move, or strike some taut chord buried below 

the muck 

life in being e 

somehow, no matter how sluggishly, suggest the 

Because we are by training and habit oriented 

to human form (and this includes the things in the human 

world) it is necessary on one level at least to suggest these 

forms so as to have a vocabulary that works—communicates, 

that is. And so we can have images suggested to us by non- 

lage things, images of beings never seen, or forms never 

seen reviving familiar beings. This suggestion operates on 

ideas that aren't conscious: the ambiguity of creatures 

humar animal? both? neither?—elfin. monstrous, horren- 

dous, dolorous, cute. Out of what? Stuff! 

Postures and attitudes, the forms of things and what they 

suggest with the logic of dreams. Ghoulish buggy creepers 

careening exerters, {Continued on page 6] erect starers, 

Landes Lewitin 

They are all there in the triple darkness of death and in 

shadow of obsolescence: symbols, emblems, attributes. The 

irsenal of past obscurities, myths of a paradise lost, whole 

outgrown or still agonizing myths. new myths. new 

here some ; hosts ire still rvw 

i, generator-destrover preserver; — the 

hbeneficient dragon, custodian of the house of 

life: Dragon of the absolute: the reconciler: the 

Angel of the 

4 dove on the shoulder 

leliverer; dawn: spirit ol all 

knowledge an altar with 

fl golden egg. whirlwinds and tornadoes imes i 

1 peacock, Pegasus, an owl, a bull, a cypress, a 

palm, a unicorn, a crescent moon, an hourglass 

vth, for me, is the painting The work must primor 

a source of energy with hypnotic tascination and 

fund of throbbing. deluging the sleepy mind into 

Robert Beauchamp: untitled painting, 1961. 

wakefulness, telescoping signs, modules, prodigies into im- 

mense powers of transformation Avenues of action pass 

from level to level with presences at every turn, with incredi- 

ble credibility, to mean something not yet decipherable and 

of great visibility Psychological labyrinths of dawns, 

suns, moons and incandescence of vital experiences into 

uncharted regions ineffably begotten; intense, pristine acts, 

and with every new act a new veil revealed, veiling another 

veil, each of a new fabric. Thus visible facts are replaced 

by visible acts of the imaginary imagination. 

\ hinged gate in the wind, an existence, a substance, an 

essence, a becoming, a manifest power, visible and latent; 

no rippling flesh, no wrappings, but felt joy. A deep down 

joy, nameless, secret, a bringer of light: astral inhabitant 

becoming fire, whirling between heaven and earth; spirit 

boundaries created, parceled, divided and reunited. 

A quest for greater visibility, for hard surfaces pul- 

sating. vibrating; dazzling intensity {Continued on page 62 

John Hultberg 
It is a panoramic landscape, usually a megalopolis, that 

obsesses me, that I wish to people with subjective fragments 

tilted into perspectives that follow the laws of the setting. 

Many of my pictures are perhaps only close-ups of this city. 

If one really believes in this setting, it might be possible 

not only to inhabit once more the intoxicating arena of art 

but also, risking as intensified life Continued on page 62 

Perle Fine 

For me, true reality exists in the aura of the unknown. The 

spell-binding quality, the one that beckons and holds, the 

unpremeditated, the nameless, touched off perhaps by some 

transcendental experience, but guided surely by a_ poetic 

Continued on page 62 and creative hand—these are the 

Louise Bourgeois 
There is 
vision and the final result: often it is a matter of years. 

a long lapse of time between the first creative 

For instance, hollow forms appeared first in my work as 
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details, and then grew in importance until my consciousness 

of them was crystallized by a visit to the Lascaux caves 

with their visible manifestation of an enveloping negative 

form, produced by the torrent of water that has left its 

waves upon the ceiling: my underlying preoccupation had 

been constant, but it had taken me some seven years to 

develop and give it shape. 

There has been a similar gradual change from rigidity to 

pliability. When I was asked to give a fourth side to the flat 

back of a statue called Spring, which had been conceived as 

a stiff caryatid, | found it impossible to do so; rigidity then 

seemed essential. Today it seems futile and has vanished. In 

the past my work fought. sustained and challenged; my new 

work, in which modelling and building up has replaced 

hacking away. can roll and wear out, and settle down to a 

peaceful existence. 

Though the titles of many of my pieces refer to nature 

or the human figure, they are not abstractions in the usual 

sense. Rather they arise out of a [Continued on page 62] 

Sally Hazelet 
I believe there exists within the complex of nature one pure 

undifferentiated power. It is eternal and creates expanding 

form out of inert matter, gives direction to undisciplined 

energy. I feel that if this spirit is sought intensely enough 

and with enough concentrated devotion, form will eventually 

present itself. 

My vision is of an art that declares this sensed reality 

in the purest and simplest terms—the total painting as the 

image—silent, emphatic and radiant. 

George Spaventa 
I come upon situations in life that have a symbolic character, 

a meaning larger than their actuality. These moments are so 

intense and total that I have to make sculpture of them, 

sculpture which is biographical and ought to be dated. They 

Marisol: untitled terra cotta. 

* 

— 

seem to be mere events at which I am present, but I guess 

I choose them, too. Still there’s not too much of a choice, 

since I have no wish to find them; they happen. I don’t go 

around looking for trouble, and yet these experiences often 

lead me out of sculpture to realms of danger—fantastic, 

literal, psychic danger. 

One of these things happened to me recently in a period 

when I wasn’t able to work. I had the feeling that a life 

situation created a sculpture. 

It was closing time at the Cedar bar. Someone, maybe the 

bartender, shouted that it was all over. There was a moment 

of silence and immobility and a current of deep feeling ran 

through the place. For a split second [Continued on page 62 | 

Louise Nevelson 

Queen of the black black 

In the valley of all all 

With one glance sees the King. 

Mountain top 

The climb 

The way 

Restless winds 

Midnight blooms 

Tons of colors 

Tones of waterdrops 

Crystal reflections 

Painting mirages. 

Celestial splendor. 

Highest grandeur. 

Queen of the black black. 

King of the all all. 

Pat Adams 

There are knots of isolated phenomenons, sequences of edge 

and occurrence, piles of happenstance. The eye of blood- 

mind stares into this unrelatedness [Continued on page 62} 

George Spaventa: The Studio, 1956, bronze. 



John Graham: Self-portrait themes based on Poussin, ca. 1950, 60 inches high 
Mayer Galler 

John Graham, 1881-1961 

A key figure in American vanguard art of the 1930s and 

"40s, John Graham died this June at the age of eighty in 

London. Aristocrat, painter, dandy, polemicist, cosmopolite, 

marchand-d amateur, he had been “in” modern art as a 

painter since the mid-1920s when he emigrated to New York 

and became, at first, a favorite student of John Sloan’s. But 

he was aware of the movement since before World War I. 

Morosov and 

Shchoukine collections in St. Petersburg. It was there that 

from frequent visits to the extraordinary 

as young Ivan Dabrovski, aide-de-camp to the staff of czar 

Nicholas II, he fell in love with Picasso, and proclaimed him 

‘infinitely greater than the rest of them” for his “structure 

furies, audacity, imagination and knowledge”’—a one-man 

cause Graham fought for with violent enthusiasm until, with 

equal energy, in the 1940s, he turned against Picasso for 

“orinding out merchandise” instead of “trying to educate 

himself.” He was devoted to the convictions of his insight, 

no matter how criss-crossed they might be by the antinomies 

that characterized his way of life and his methods of thinking. 

His career as a Russian officer in World War I brought 

him three awards of the St. George Cross for Valor, and 

after escaping from the Revolutionary prisons (through the 

intercession of the poet Maiakovski who, the legend goes, 

Continued on page 51] thus repaid his former patron), 



By John Graham 

Excerpts from an unfinished manuscript titled “Art” 

Questions of discipline. control and knowledge are 

once more put to the vanguard artist by 

this painter, connoisseur and champion of modern art 

Au in all its forms, painting, music, architecture, litera- 

ture, dance, drama, has never been used for decorative 

purposes or for entertainment. Up until the eighteenth 

century it was a secret, sacred language used in adoration, 

evocation, conjuration of this world’s forces or spirits. Only 

since the eighteenth century have some countries, consider- 

ing themselves emancipated and enlightened, reduced art. 

in all its manifestations to entertainment, which eventually 

has degenerated into a debauch of irresponsible speculation 

and shameless grimacing, which in turn leads humanity to 

utter desolation. Humanity as a result is running away 

from order, control and discipline into a slavery which, on 

the subconscious level, all human beings so ardently desire. 

The power ot repetition is the most powerful weapon hu- 

manity knows. By means of repetition, publicity and propa- 

ganda exploit human vanity and the death instinct. One 

can sell to human beings black pages under the guise of a 

book, or blank canvas as a profound painting, etc. It is only 

a matter of how much money you are willing to spend on 

publicity or propaganda. 

Intellectuals are people who know all the labels. but the 

meaning of none. They speak an international crooks’ jargon 

which is no more than a phonetic jibber-jabber, such as: 

“creative art,” “form,” etc., a logical nonsense. Only Divine 

Powers or Forces can create something from nothing. Man, 

at best, can imitate, adopt, interpret, elucidate, arrange, 

organize, analyze, synthetize, compose, comment, reveal. 

Leonardo never pretended to do more. 

Good design, good taste, originality, talent, all are con- 

trary to art. Talent is an impediment because it lulls its 

possessor into easy effects and clouds the issues to the 

public. Knowledge is the only art weapon, if you have talent 

on top of it, so much the better. Charm, good taste, good 

design, good composition, originality are contrary to art. 

If you fill a room with 10,000 beginners and put a nude 

model in front of them, all their drawings will be highly 

original, their personalities will have a free play due to 

the lack of knowledge, 

wardness, which all is cute but has no value, only a potential 

charm of freshness, innocent awk- 

value, which is no value at all. Any farm boy coming to the 

big town dresses in a flashy haywire style, then he learns 

the civilized ways and acts like everyone else and should he 

reach a high peak of development he might revert to flashy 

clothes, but, with a special discernment, with controls ap- 

plied. If you let 10,000 beginners draw from a nude model, 

every day, in the same pose for ten years, all their drawings 

will look alike and no originality, which is exactly the pur- 

pose of education, or knowledge in art will remain. Except, 

maybe one of the 10,000 will show some imperceptible 

personal touch on top of his perfect technique; this is art! 

Maybe! Talent, every one has, talent for something, but to 

have knowledge is difficult. In the whole world perhaps 

two or three men had knowledge, men like Leonardo, 

Raphael, Cranach, Cellini, Giovanni Bellini, Antonello da 

Messina, Donatello, Carpaccio, Franz Kriiger, Ingres. They 

never wanted to be original because originality is merely 

a lack of perfection and a commercial trademark which 

distinguishes one tooth-paste from the other. Art does not 

need it, it arrives higher, it arrives at perfection, a vertigi- 

nous, perilous defiant perfection, which does not rely upon 

the “personal,” queer, quirk, or “personal” brash stroke 

To achieve perfection one must rely upon only one thing: 

knowledge, the knowledge of a figura in its Dante-esque 

meaning, the effigy. the revealing image or truth yet in terms 

of drab reality. It is not given to many to pierce the mystery 

of perfection. It is not given to many to view and see per- 

fection. As Cézanne put it. “nothing looks more common- 

place than a masterpiece.” Giovanni Bellini or Antonello da 

Messina look plain, serene, above the turbulent vortex, 

above good and evil, indifferent, in a frozen zone. 

The real article never looks the part. A man who looks 

like a poet is never a poet, and a real poet never looks like 

one, 

Only artificial things are good, because they represent the 

domination of superior senses over the brute instincts. 

Natural impulses are only too eager to break loose and do 

some mischief. At all times, culture could have been achieved 

only by means of: inhibitions, repressions, controls, dis- 

cipline, order. 

A civilization is measured by the quality of its art; 

art is estimated by the tenor of its civilization. 

Purity, a complete purity, hermetically sealed, is the 

measure of all greatness. 

The primitive, naive or simplified art is without value 

because it is void of repressions and controls. 

What is the difference between simple walking and tight- 

rope walking? The very nature of control is a subject of 

admiration due to the architecture of the human mind. 

Man cannot invent or imagine something which does not 

already exist in the world. The most monstrous monster 

invented by the most imaginative artist has only the elements 

of monsters already in nature. 

There is nothing in books that does not exist in nature. 

In art, all elements of nature are present, but reorganized. 

Since all the books that have been written depict things 

already existing, they consequently represent only second- 



Excerpts from “Art” continued 

hand information about things, and not exhaustive infor- 

mation about things, and not exhaustive information at that. 

Intellectuals, whose knowledge is derived from books, draw 

their information naturally from the second-hand sources, 

and consequently have a second-hand knowledge of life. 

Machines are made from books and thus offer third-hand 

information about nature, People who man machines, con 

sequently, have a third-hand knowledge of things. A busi- 

nessman who markets the goods produced by the machines 

has a fourth-hand information about life, and so on. The 

intellectual, essentially, is a middleman with a vague idea 

of basic earthy values, adulterated with some nebulous, 

speculative information. An intellectual’s purpose in life is 

to fill up the international latrines. 

Many people call themselves “artists,” which is a logical 

absurdity; there is no such profession. “Artist” is a quali- 

tative adjective denoting a certain perfection in one’s pro- 

fession. The best shoemaker, baker, musician, painter, 

architect. in their respective communities. may be called 

artists or monsters. When a man becomes an outstanding 

The knowl- 

a craft implies honesty and sense of responsibility 

in his craft, people may call him artist 

loves its saints to be served rare. saignants. 

the more you study source of ignorance 

wavy the more ignorant vou become Our 

intellect is a useless tool because, it is a victim and a slave 

of sensory perceptions, which condition the intellect, likes 

and dislikes, judgment. Only an intellect free of sensory 

perceptions, free of conditions, desires and attachment, may 

become a workable tool. 

The things we know impede us from seeing things we do 

not know. 

All great crafts possess a secret teaching and formulas. 

The basis of all art was architecture. In Greek, “archi- 

tecture” means super-secret. The secret, sacred doctrine or 

teaching has been lost. A modern architect does not know 

anything, he cannot even design a window, a simple organic 

window, like one sees in Renaissance buildings. There was 

a secret, sacred model or cipher of declension, one cipher 

in each case or even for all cases. Perhaps there is one single 

model for all vases of all countries! From this single num- 

ber, or measure, everything is refracted, multiplied, divided, 

assembled. A secret angle of deviation, La Divina Pro- 

portione, is based on it. A secret cipher, secret angle or 

angle of deviation, or refraction, angle of cleavage, pro- 

jection, the ratio of Forms. The secret model is not just a 

model, but a special, particular cipher distilled through 

hermetic processes to arrive at a fateful number which 

issumes total command of all situations and combinations 

to lead to a perfect command of all situations and com- 

binations, to lead to a perfect solution. 

Fragments of the Secret Tea hing are scattered all over 

the world. through the most incongruous crafts. Those who 

know can recognize these fragments and gather them to- 

gether. perhaps in hope of reconstructing the initial marvel. 

Painting is a very definite, limited and precise propo- 

sition. like any proposition in, say, philosophy or mathe- 

matics, or the like, or tennis, dentistry or boxing. Tennis is 

a game with standards, little courts and rules. You may come 

up with a baseball bat and hit the tennis ball miles away; 

it is, perhaps, much better than tennis, but it is not tennis. 

Dentistry is an art which teaches how to pull out teeth, 

according to certain rules; you may come up with a big 

bat and with one stroke knock out all the teeth from some- 

one’s mouth. No doubt, it is much better, but it is not 

dentistry. Painting is confined to certain given problems 

and given methods of resolving them. Anything else, more 

drastic, more dramatic, more daring you might wish to do 

is, no doubt, better, but it is not painting. For one thing, 

“modern artists” are too timid and too conventional, to be 

really devastating. Attacking canvases with rollers, broom- 

sticks, ete 

Fifth Avenue and as wide as Manhattan? This is daring; 

is constipated. Why not do a painting as long as 

and pound it with cannons instead of paltry broomsticks. 

Which all goes to show that painting is just painting and 

not bricklaying or boxing or anything else which, no doubt, 

is better, but is not painting. 

Art in all its manifestations, at all times, was a form of 

religious ritual worship subject to rules much stricter than 

mere painting in the nineteenth century. These strict, ritual 

rules made painting, and other arts, open only to those who 

were naturally gifted. 

If you examine all existing tapestries of the fifteenth 

century. you will find that they are [Continued on page 5 



Art news from 

Paris by Pierre Schneider 

Ai: last summer’s epoch-making Poussin retrospective, the 

Louvre’s choice for this year is rather surprising: Gustave Moreau. 

Surprising, because most of the work on display and several thousand 

more can be seen all year round at the Musée Moreau [see Oct. A.N.], 

where nary a handful of visitors venture per day. The fact that they 

have been dusted and washed could hardly be advanced as sufficient 

reason for the removal of the Roman sarcophagi and statuary that 

has occupied the Salle Mollien, on the ground floor, for generations. 

The real reason, I venture to say, is officialdom’s inferiority complex 

vis-a-vis the avant-garde: the Louvre feels obliged, one suspects, to 

hang something that would be the pictorial counterpart of the TIonesco, 

Genét and Beckett plays staged at the Théatre de France. But there 

are things which the Museum of museums, the guardian of the past, 

just can’t do. Moreau, lately hailed as a precursor of lyrical abstrac- 

tion, after having been the teacher of the Fauves and one of the idols 

in the Surrealist pantheon of oneiric eroticism, was also the last and 

most pedantic member of the academic tradition, A painter who can 

thus be played across the board is too good an opportunity to be 

missed, and the Louvre didn’t. 

Prophetic epigone 

Moreau’s academicism is evident in his draftsmanship, particularly in 

the early years, when he was under the influence of Chassériau, whose 

importance lay not so much in that he attempted an eclectic synthesis 

of Ingres and Delacroix, but in that he was the first to find a style for 

the anemia which was gradually debilitating the grand tradition 

handed down from the Renaissance. In 1864, Moreau made his choice: 

he locked himself up in his mother’s house, on the Rue de La Roche 

foucauld. It was a radical decision, and that is precisely what makes 

him a modern artist, for one of the main characteristics of modern 

painting is its radicalism. In all other respects, Moreau’s decision ran 

igainst the grain of the mainstream of the new art of his time. At 

the very time the Impressionists opened every window wide, Moreau 

closed his tightly and let down the curtains. They were after an abso 

lute degree of view: he. after an absolute degree of vision. 

Phat vision, like those of the literary Symbolists, was fed on dreams 

dreams peopled by obsessions. Through them, Moreau enriched the 

mythology of Art Nouveau and, a generation or two later, the my 

thology of Surrealism. Dreams fear daylight: in Moreau’s work, to 

cite Baudelaire, “irresistible Night establishes her empire.” His water 

colors, in which he borrows the colors of night, are not only historically 

important in that they are the first modern works to explore the no« 

turnal range, but among the best ever created. Their colors, feverish 

and darkly glowing, seem ground or distilled from evil stones and 

poisonous orchids. So great was the fascination exerted by them that 

Rouault never overcame it, and they imposed their somber, glittering 

scale of purple, green, blue and wine red on the young Fauves, al 

though their temperament inclined them to worship the healthier 

spectrum of the sun. 

It was the latter’s absence that unexpectedly led Moreau to paint 

what are probably the first abstract paintings. For it is the sun that 

feeds forms and gives them strength. Its disappearance causes not only 

the feminization of male figures in Moreau’s work (even Hercules 

looks like a hermaphrodite), but the anemia, collapse and eventual 

decomposition of all figures. In his late Vymphéas, Monet had tran 

scended the realistic image by aggression: Moreau fell short of it by 

regression. Both these attitudes have been exemplified time and again 

in postwar abstract art. And so it is quite legitimate to set up, as a 

precursorial pendant to Monet. Moreau and his dream nymphéas. 

Thus, by a quaint reversal, the last gasp of a tradition breeds a new 

lineage. Moreau himself had sensed the possibility. He once told a 

pessimistic visitor: “They say it is all over. But it is only beginning.” 

A little over a century ago, France and Germany hurled poems at 

each other across the Rhine; this summer, the contest was one of 

drawings across the Seine. On the right bank, the Louvre’s Cabinet des 

Dessins exhibits German drawings from the late fifteenth century to 

1550. It is, as usual, an excellent selection. An Expressionistic harsh- 

ness, a cruel heaviness have ever been the characteristics of German 

art. Hence its vigor in the late Gothic period, carried over into the 

production of Hans Baldung and Griinewald. Reformation rather than 

Renaissance shapes the spirit of such men as the Holbeins. The key 

figure of the period, Diirer, is represented by no less than fifteen 

drawings, of which the View of Val d’Arco stands like a symbol of 

the artist’s predicament: Italianate olive trees spread at the foot of 

a Burg-like castle. Compare the grotesques of Amman with the ara- 

besques of Cranach or Altdorfer, and you will find that German 

Baroque has its roots in late German Gothic. 

While insistence or violence reigns here, grace is the keynote across 

the river, at the Ecole des Beaux-Arts, which exhibits French drawings 

of the seventeenth century. Its first half is marked by the survival of 

Mannerism and Caravaggism. Paris is not yet the tyrant of taste: 

Bellange, Callot, Lallemand in Nancy, Nicolas Cochin in Troyes, and 

others like Lagneau, preserve their autonomy, albeit sometimes a 

provincial one. What these endeavors lacked was backbone. The gen 

eration of Vouet, Bourdon and Tournon went to seek it in Rome. But 

it was only with Poussin and Lorrain (splendidly represented here) 

that the two-fold Roman heritage, ancient and modern, was assimi 

lated and that the principles of French Classic art were laid down and, 

from Le Brun on, imposed. The Versailles-centralized regime both 

required and made possible such a marshalling of talent. Its chief 

platform for its doctrine was the very place in which the show is 

displayed: the Ecole des Beaux-Arts. Lebrun, a lively artist before 

official tasks devoured him, Rigaud, Largilliére, Coypel propose sturdy 

academic examples. Such original temperaments as Puget were barred 

from success (though the latter’s drawings hardly give evidence of 

his Baroque power) or relegated into the harmless margin: Israél 

Silvestre’s exquisite sketches are done on an Italian journey, Sébastien 

Le Clere’s almost Mondrianesque Cabinet de Physique can unfold 

itself only in the modest dimensions of the vignette. At the turn of the 

century, the decline of Louis XIV’s power entailed that of the Classic 

principles. Though timidly and belatedly, the lessons of Rubens and 

the Baroque loosened the solemn corset. All in all, a thorough show, 

where the essentially French debate between lucidity and luminosity 

is illustrated by more than a few masterpieces, 

Mazarin 

Mazarin had Francois Mansart build him a palace to house the art 

treasures accumulated in the course of his career as France's Prime 

Minister 

the latter paid tribute to its benefactor by assembling a large number 

The mansion has become the Bibliothéque Nationale. And 

of manuscripts, books, paintings, tapestries, ancient marbles and furni 

ture having once belonged to Mazarin. Raphael’s Baldassare Castig- 

lione, Titian’s Venus of the Pardo and Correggio’s Sleeping Antiope 

have thus temporarily left the Louvre. While Mazarin’s collection in- 

cluded some celebrated Renaissance pictures, it con entrated primarily 

on Settecento painting: the Carracci brothers, Reni, Lanfranco, Valen- 

tin de Boullogne, Vouet and Poussin. Mazarin’s importance as a patron 

of the arts is twofold: he placed before the eyes of Parisian artists the 

Roman exempla which they were wanting: and he set the personal 

example needed to encourage French patrons to collect and com 

mission works inspired by the new Classic canons. In this, he followed 

the pattern laid down by his genial predecessor, Richelieu, and paved 

the way for Louis XIV. The Mazarin exhibition enables us to study 

one chief well-spring of the art of the grand siécle 



Art news from 

London by John Russell 

W.... is Art?”: since Tolstoy’s day the great round question has 

become a department of sermonizing. To speculate about individual 

artists, and about individual works by those artists, is a respectable 

activity: but to put both arms around the problem and presume to 

give it a squeeze is something altogether more dubious, Most comments 

yn modern art are more puff than pastry, and the number of people 

who can handle the subject in general terms is pathetically small. 

A new humanism 

Someone in England who studies today’s art by the light of today's 

illuminations is Adrian Stokes, and the recent publication of his Three 

Essays on the Painting of Our Time has been saluted as a consider 

able event. Not that Mr. Stokes is a popular reverberator on the scale 

Sir Herbert Read: his work is not easy to read and 

as never been large. In earlier books he addressed him 

and civilization of ancient Greece, the Italian Renais 

f Monet and Cézanne. Thirty years ago, he was 

essays on Henry Moore and Ben Nicholson which 
be 

Italian bronzes. Daumier 

Among the summer's other enterpri ) do Daumier at the 

Tate and Italian bronze statuett Victoria & Albert Museun 

The Daumier show, restricted to paintings ind drawings, included a 

ind the 

of tt 
n of his oeuvre in these mediums; 

Art news from 

Rome by Milton Gendel 

Giniic Tureato’s studious serenity is impressive in the midst of 

the general rush to stake out independent positions (commonly 

taking the form of land grabbing), and his old settler’s assurance 

predominates even in a show which does not include gesticulating 

rushers, such as the one inaugurating the Galleria Odyssia’s new 

quarters in the Via Ludovisi. 

Turecato, painter’s painter 

Turcato doesn’t peacock in foreign imports and is less known to the 

public than to other artists, for whom he is one of the animators of 

the Italian vanguard. His work offers few helpful hints for those in 

search of tempting new recipes, but stands for faith in paint and 

unvas and the act of painting itself, a degree of confidence rare 

among the most sensitive of the Roman painters. Turcato’s belief 

in painting is expressed in subtle variations in texture and color, not 

ingering or tenuous but decided and robust, and these are developed 

by persistent experiment over long series of canvases. In the phase 

preceding his present one, he worked with a plane of flat color given 

pulsation by a sort of linear and noduled nervous system 

1s and blacks. Occasionally the vein of Italian mag 

nificence that seems to be present in the most quietest of artists 

would emerge, and the whole plane might be painted silver or, 

juentially, a banknote of fairly large denomination might be 

canvas. His themes are never entirely discontinued, 

atest paintings are concerned with large expanses 

rey-white impasto through which emerge patches of 

loudscapes; and, evidently in keeping with 

the traditional value of painting, the pictures 

middle of the canvas, rather than represent 

of infinite possibilities. 

urtists showing with Turcate have little in common with 

for that matter with each other, except that they have or are 

ng an individuality among the forward positions of Italian 

nding sculptor, Pietro Consagra, continues his slab 

seen in extenso at the Venice Biennale. Here the 

in bronze, the active gouged and cut-out shapes 

d, and consequently the play between flat object and 

suggestion is more marked. The painters exhibiting 

Perilli and Novelli 

who has always been fascinated by the beauty of precision, 

follow strongly divergent directions 

ind geometric contour, has in the last several years found 

vitality, of preserving this esthetic, which can 

wasteland shapes of Euclid bare. His over- 

sure color contrasts and an indeterminate 

ow or profound, create a system of vibrating 

whole work floats in air with a life of its 

invas into rough rectangular frames in 

sits calligraphic signs incised in the caked paint, or 

in of color and makes a sign on it. The intention seems 

convey spontaneous gesture. Novelli’s knowing combinations 

letail and disconnected printed messages—in Telegram 

nippled breast comes into focus out of a blurred background 

in garbled English and Italian speaks of freedom, 

unforgettal are reminiscent of the libidinous and 

itmosphere sought by Italian movie directors, like Fellini 

ind Antonioni, who take pleasure in annotating the episodic. 

Bignardi and Fioroni 

Somehow among the rushers for individuality, the two young painters 

their twenties) Bignardi and Fioroni, showing at Tartaruga, 

seemingly without effort achieve lyric exuberance. Their summer-time 

palettes establish the mood, and their free and easy forms carry it out. 

Bignardi’s summer is not Roman but nostalgic, harking back to 

Impressionism’s family outings. The outings are there without the 

families, and the setting is seen by an innocent eye that does not 

ver color or structure. These are vivid and definite, set down 

with the right informality 



Real dreams of Persia continued from page 39 

a new home in Turfan after fleeing Persia because of severe religious 

persecution. The miniatures, although few and fragmentary, are of 

greatest importance as they are the oldest surviving Persian book 

paintings. They alone remain to give us an idea of the painting done 

before the Mongol conquest of Iran. 

Even of the great monuments of early Muslim days little has come 

down to us. That little, however, may serve as an indication of what 

once must have been abundant: great wall paintings of battle scenes 

and court life, and illuminated books with the histories and poetry 

of ancient Persian tradition. While nothing of these illuminated books 

has survived, wall paintings of this kind have been found in the 

recently discovered palace of the Ghaznavid rulers of Lashkar i-Bazaar 

on the Helmand River in Afghanistan, and in Nishapur, the leading 

city of Khurasan. 

All these paintings clearly indicate the strong ties that existed 

between early Muslim and Sassanian painting, and one should not 

be surprised to find Sassanian elements of form and color treatment in 

later Muslim Persian painting. It is astonishing, however, to see 

that the Sassanian tradition, apparently so strongly alive in early 

Islamic days, has not continued to exert its influence in later times, 

and that in fact great Muslim painting appears in Persia only after 

the coming of the Mongols. In this profound and concise study Basil 

Gray (the distinguished Keeper of the Department of Oriental Anti- 

quities in the British Museum) says the contact with Chinese painting 

was “the agent which seems to have freed the Persian genius from 

its subordination to the other arts of the book by a mysterious 

catalysis.” 

It was then in the illuminated codices that Persian painters achieved 

their most magnificent creations. Though these miniature paintings 

of Muslim Persia are the true subject of the author’s study, he never- 

theless gives an account of the earlier paintings of which we know. 

He discusses the question of the Persian character of Iraqian paint- 

ing referring to Samarra, the 9th-century capital of the Abbasid 

caliphs; the paintings of Turfan, of Lashkar i-Bazaar and Nishapur; 

and even of the earliest known pre-Mongol, manuscript, the Varka va 

Gulshah, a romantic poem illustrated in the early 13th century. Re- 

grettably, however, he could not illustrate any of these paintings. His 

series of illustrations starts only with the paintings in a manuscript of 

the very end of the 13th century, the Morgan Library’s Manafi al-Ha- 

yawan, a kind of zoological handbook and compendium on animal life. 

Pacific Basin continued from page 10 

National Gallery, Brisbane, Australia. The main objective was to bring 

together work from all four regions in order to see whether the Pacific 

provided some common characteristic. Both in abstract and in realistic 

canvases from Japan, the national preoccupation with nature was 

definitely expressed, as was found to be the case likewise in New 

Zealand, whose lush volcanic landscape is not dissimilar to that of 

Japan. For Australia, the most representative painting being done by 

the younger artists appears to search the horizons of the mind rather 

than of the land, though remaining local in feeling. For America’s 

West Coast, the Oriental influence is more directly evident in the 

Northwest, in the work of Tobey, Graves and Callahan; while 

John Graham continued from page 46 

devoted himself to painting—a profession that, Graham wrote, would 

have been “unthinkable” in the noble Polish milieu of his birth. 

Graham brought to the New York “provinces” a sophistication and 

original turn of mind that was sadly missing from that scene. He 

knew everyone and did everything. He was a friend of such then- 

unknown artists as Willem de Kooning, Arshile Gorky, David Smith, 

3arnett Newman and was a bridge for them to the Paris art-world, 

where Graham exhibited with Zborowski (the gallery in which Soutine 

and Modigliani had been launched), and where monographs were 

published about his work by the critics of the moment—André Salmon 

and Waldemar George. He himself wrote a book (in 1937) which, 

if extravagant in spots, was also a rarely prophetic critique, giving 

for the first time an international context to the American art scene. 

Graham was famous among artists for his “eye”; it was said that 

he could walk into any junk-shop and find a beautiful object for 

fifty cents. (This talent won public recognition when Graham was 

given the responsibility of forming Frank Crowninshield’s collection 

The miniatures of this manuscript are indeed the first great monu- 

ment of Muslim Persian painting, having been executed after the 

conquest of the Iranian plateau by the Mongols. However devastating 

this conquest was, at the same time it opened Persia to the world of 

Asia that soon was to become of paramount importance in her further 

cultural development. While in other parts of the Muslim empire 

Greco-Roman tradition was the foundation of the new art of Islam, in 

Persia, although the initial impetus came from her immediate Sas- 

sanian past, it was the art and culture of Asia that initiated the 

greatest cultural development Persia had ever seen. Hardly any other 

period of painting has seen a more successful marriage of foreign 

influences and local traditions. Persian painters, open to the diverse 

stimuli of Asia and Europe alike, have always maintained their own 

forms of expression. Foreign influence for the Persian artist was never 

more than an experience upon which to react, and in his reaction he 

had always been independent and freely creative. Persian painters 

have therefore never been eclectic. 

Basil Gray quite necessarily follows the historical line. He defines 

in clear terms the various stages through which Persian painting has 

gone and describes the various schools and their peculiarities, illus- 

trating them by a selection of masterpieces from public and private 

collections in Europe, America and the Near East. He has, as men- 

tioned above, not included anything earlier than the Mongol period 

and concludes with the last great masters of the seventeenth and 

eighteenth centuries, leaving out the painting of the Kajars. 

There is little, if anything, to be argued about his lucid and concise 

presentation of the subject, and although the colors of the numerous 

illustrations are not always very accurate, as we are by now a bit 

weary of remarking, they nevertheless suggest the possible experience 

of an actual confrontation with the originals. The text is excellently 

suited to lead one to an appreciation of Persian painting, and even 

the scholar will find it interesting and stimulating. 

Persian painting of the highest quality can be studied and appreci- 

ated particularly in New York in the collections of the Metropolitan 

Museum, the Pierpont Morgan Library, and the Spencer Collection 

in the New York Public Library, and there are other important Ameri- 

can collections that are amply represented in this book. As America is 

fortunate enough to have such collections, this book should be particu- 

larly welcome in this country, drawing general attention to an art 

that only too rarely is noticed. 

Southern California has provided pioneers of the modern movement 

more directly related to Europe, such as MacDonald-Wright and 

Lorser Feitelson. 
Will Barnet, well-known teacher, painter and printmaker whose 

work has trended consistently toward purer and simpler forms, is the 

subject of a full-length retrospective at the Institute of Contemporary 

Art, Boston [to Sept. 17]. His early figurative work documents a path 

toward abstraction through a painful process of simplification, In his 

most recent abstractions, a few massive forms are essentially organic, 

and avoid going into pure geometry by retaining equivalences of 

emotional impact and content. 

of African art.) He knew Renaissance bronzes and Egyptian vases, 

Flemish tapestries and Baroque town-plans—and the best talent of 

his own time. From these observations and experiences, he deduced 

certain arcane systematizations, alchemical schemata that might ap- 

proach the fundamentally religious mystery of art. But if he enjoyed 

the medieval color of such intellectual gestures, his assumptions 

always retained the pure ethical quality of his insight. He was a 

truly dedicated, cultivated man. 

In the last decades of his life, he abandoned a Picassoesque style 

for a different, realist kind of painting and drawing—allegorical, 

symbolic, ritualistic, heavily romantic. A sharp, hard pencil line 

meticulously travels over and over the faces of women; wounds like 

whimpering lips open on their necks; coiffures twisted into lobsters 

and armorial jewels set off blunt eyes slightly crossed with passion 

or pain, their archaic smiles making both interpretations possible. 

Having helped to clear the way for the mainstream of vanguard Ameri- 

can art, it was perhaps logical for this Russian manichean to create 

51 



GRAND CENTRAL 

ART GALLERIES, Inc. 

WORK BY 40 LEADING 

PORTRAIT ARTISTS ON 

CONTINUOUS EXHIBITION 

1961 Year Book Now on Sale $2.75 post paid 

40 VANDERBILT AVE., BILTMORE HOTEL 

NEW YORK 17 T™N 7-3344 

JOHN 

FENTON 

SEPTEMBER 12 - 30 

BABCOCh 
Gallortess 

805 Medison Av. at 68th, N. ff. 21 WOMEN BEFORE A YELLOW SKY 

modern paintings and sculpture 
PIERRE MATISSE 
41 EAST 57 STREET, NEW YORK 

some of its most eccentric, introverted, peripheral images. Indeed there 

is a perverse logic to his whole long career. Always obsessed by blood, 

he died of leukemia—in Wellington Hospital, London, on June 27, 

1961, a date he had predicted accurately in a letter to the American 

Embassy. Contradictions also obsessed him and he lived with them. 

Graham kept the pictures of three Nicholases by his bedside: an icon 

of the saint, a picture of his Tsar and the third of Lenin. 

Obsessed by art, he helped a whole new school come into existence, 

only to renounce it for the very qualities his prescience had identified: 

spontaneity, talent, adventureousness, originality. But in turning back 

to his beloved Greek and Renaissance models, late in life, he found 

new sources of power in the discipline, control, empiricism and cruelty 

that had made him a distinguished and brave cavalry officer in Grand 

Duke Michael's “Wild Brigade.” Graham became a kind of meta- 

physical Repin and probably the best Russian artist—in the Russian 

tradition of draftsmanship and elegant narration—of his time. In 

culminating this tradition, he lived out his ultimate paradox. 

On pages 47-48 of this issue appear excerpts from a long, unfinished 

manuscript that Graham was still working on when he died, If there 

is madness in it, and self-destruction, there is also the poetry and 

wisdom these turn-of-the century passions could evoke. T.B.H. 

People in the art news 

Charles Jacques Sterling, curator of paintings at the Louvre, has 

accepted a professorship at New York University’s Institute of Fine 

Arts, effective February, 1962. He will resign his administrative 

functions at the Louvre but will continue to direct the compiling of a 

new catalogue of its paintings 

Richard McLanathan is leaving his post as Director of the Munson- 

Williams-Proctor Institute’s community arts program because of “a 

fundamental difference of opinion between the Trustees and himself 

as to the scope of the program.” 

+ ye ° 
Editorial continued from page 23 

for stolen art, there are no fences, ransoms are practically impossible 

to procure. In most countries (including the U.S.A.), the buyer of 

a stolen work never gets title to it; in a few places (including Switzer 

land), twenty years’ possession plus proof of bona fides purchase 

establishes ownership 

Even if a few suckers in Kuwait or Venezuela, Japan or Goa, could 

be found to pay for a picture they cannot claim to own or exhibit, 

they would have to be especially naive and larcenous. It would be 

far easier to sell them genuine fakes purporting to be hot paintings 

than run the dangers of breaking and entering and smuggling. (The 

notion, evidently conceived by an organ called The Insiders Newsletter, 

that stolen pictures are going to “wealthy Communist leaders who 

prefer art to liquid assets . . .” was perhaps the silliest bit of 

ignorant speculation of the summer; typically enough, it was given 

credence by such otherwise hard-headed opinion-makers as The Neu 

York Times and Sylvia Porter. This is a piece of daydreaming in the 

pure /zvestia tradition: when anything goes wrong, blame the hyena- 

capitalists, or the evil-men-in-the-Kremlin, depending on which camp 

is in trouble.) 

The idea of a thieves market for paintings is only a little less 

ridiculous than that of the Hollywood Mad Scientist's cousin, the 

Crazy Billionaire, who has a secret paneled room, and when he is 

alone, the panels slide down noiselessly to reveal .. . The Goya Well- 

ington stolen from the National Gallery, the Louvre’s Cézanne Card 

Players: and perhaps the Uffizi’s missing Pollaiuolo. The next sug 

gestion probably will be that all the stolen paintings are in Havana! 

One can only hope that the thieves soon will realize that they are 

caught up in a fad as useless to them as airplane hijacking or hula 

hoops. As to the owners of paintings that have been stolen, our 

sympathies go with them. Perhaps from their examples, more strin 

gent, safer and methodical custodial and security measures will be 

initiated. And, perhaps, this ludicrous business of thefts of valuable 

objects which turn valueless in the hands of the thieves, may tend to 

change the direction of international public gossip about art, from its 

value in currency towards some of its other values. Not that we hope 

collectors will start talking about esthetics or museum trustees about 

radiance or dealers about sublimity. Heaven forbid! But the self- 

evident facts remain, for the owner as well as for the thief: A work 

of art is a unique object produced by an individual. It can never be 

duplicated. It contains a fragment of one man’s own aspirations and 

ART NEWS 



accomplishments; it reflects a fragment of one man’s awareness of his 

humanity in the universe. Thus it is as precious to all men as the 

stars. And like the stars, it is priceless. T.B.H. 

Reviews and previews continued from page 16 

not pertinent to it but are imposed on it and therefore can only 

encumber self-expression. As painting without any excuses, Polish art 

is young and unformed, still in the “school of,” “influenced by” and 

“similar to.” From Western Europe, Dubuffet and Tapies have the 

major ascendencies. Their gritty surfaces occur in Gierowski, 

Kierzkowski, Kobzdej, Lebenstein and others. (It is surprising that a 

gritty surface could command such popularity when its appeal is to 

touch, the most dark, dumb and primitive sensibilities—memories of 

abrasion serape and scratch come reeling back—and not to the 

visual or ideational.) Architectural motifs identified with Tapies turn 

up in Kobzdej and the squashed art-brut images of Dubuffet show up 

in Lebenstein’s axial figures and in mascerated collages by Rudowicz. 

From America, the influences are late Jackson Pollock with its big 

blots in Kantor, the Newman stripe and the Rothko format in Gierkow- 

ski, a variation on this in Fangor, and a general “Tenth Street” look 

in Pagowska and Dominik. As a movement Polish painting has not 

jelled, but it may in the future, because its artists are young and 

ambitious. Prices unquoted. N.E. 

William Ronald |Kootz: to Sept. 30], the young Canadian-born 

painter, has his fifth one-man show at this gallery. These new pic- 

tures have a mappy or collage-like look, with colored counties smartly 

cogged together in a benign asymmetry, often on a trumpet-yellow 

background. Ronald’s version of the New York-seeded international 

style stops at the second base of shape rather than trying for the 

inside-the-park home run of climactic action; in this respect he has 

rather a British-American look—The Duke falls between, say, Stephen 

Pace and Terry Frost. These are the pictures of an artist who seems 

to have reached an equilibrium of all his faculties, and, since con- 

temporary abstract painting is still in great part a matter of risk 

driving at mastery and then, for the happy few, the precipitated 

relinquishment of that mastery, works at this stage of Ronald’s de- 

velopment inevitably have a decorative look. They speak too patently 

of circumscription and the potential satiety of accessible feeling. 

For our time, abstract art is most powerful because, and when, it 

manifests the fierce, strong, beautiful potential in an age of deli- 

quescent compromises. At this moment Ronald’s art, assured, calm, 

with the lightweight irony of the intelligent but restful sojourner of 

an upward slope, engages an admiration which is only the backlash 

of our impatience. Prices unquoted. J.K. 

Sue Fuller |B. Schaefer; Sept. 18-Oct. 7] shows more of her string 

compositions in which colored or black-and-white string is fretted 

cross a frame under glass. The frustrating nature of this work is that 

it keeps suggesting a field of complexity while never itself becoming 

more than pattern. Several irritations of minor engineering thwart the 

good will of the observer: what might be called the vanity of the 

intersection is ene of them; one soon feels oppressed by these carto- 

graphic simulacra of the beautiful nexus of forces. In the end one 

remembers best the innocuous transit of light along iridescent threads 

as one’s head moves through the show. Prices unquoted, J.K. 
§ 

John Fenton’s [|Babcock; Sept. 12-30] latest paintings seem cut 

more from a whole cloth (or sprung to imagery from the same mind) 

than works in his show of a year ago. This is not to concede much, 

Here are more of those over-large figures dancing their solemn 

pavanes like mantises in courtship. Here are those same _ linear 

rhythms. To the visually sophisticated these paintings are chloroform. 

There is no surprise to them. Rhythms, patterns, all the rest of the 

elaborate business, have been done before, and better. Prices un- 

quoted, L.« 

Three-man [Nordness] included John Thornton, who moves ribbons 

of closely related and complimentary or antithetical tones on a 

circuit of undulating wave lengths providing cleanly articulated 

patterns; Sidney Delavante, long-time teacher at Cooper Union, who 

has a close way of packing pungent pigments into figures of decorative 

origins with rhetorical overtones; and George Koras, whose bronzes 

are intimate collections of shredded chunks of still smaller textures 

held together by romantic intentions. Divided World, one of Koras’ 
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larger works, benefits by a total cohesiveness, the details being 

unable to dominate by over-exposure. Prices unquoted. V.P. 

Shuler’s [Artzt; Sept. 7-21] second one-man show spotlights a 
vacillation between a snappy slash-and-dash technique associated 

with Pollock, although here forced and superficial, and a restrained 
more “poetic,” scumbled attack, in each instance Non-Objective. 

Of the latter group Still Life, 17 and Cataclysms both have a central 

expanding jagged form that provokes the image of an elegant piece 

of driftwood hanging, as it were, in the sky from a slender invisible 

wire. $75-$400. J.H.B, 

Pat MeArdle and M. Wesley Dominick [ Burr; Sept. 24—Oct. 7] 

make a dialogue of wit and pathos. McArdle’s small painted perpen- 

dicular constructions; jointed out of knobs, household bits and 

pieces, shafts of wood, are whimsical comments on equilibrium, 

irchitectural history and human manners, each a little spatial joke, 

without malice. Dominick shifts styles with distracting fluency. Grills 

and amorphous forms drift in predominantly blue tonalities; a sense 

of desolation is pervasive. Prices unquoted. R.H. 

Alfredus Williams [Lovisco; Sept. 19-Oct. 7] an 86-year-old primi- 

tive painter living in the West Indies shows attractive pictures of 

his native city, Kingston, historical events like The Defeat of the 

French Fleet (which he may have witnessed) and views of his 

islands spotting the bright blue deep. $45-$250. N.E. 

Twenty-seven artists [A.C.A.; Sept. 5-16] evidence their craftsman- 

ship in this show of drawings and etchings. Prominent among them 

ire Philip Evergood, William Gropper, Joseph Hirsch, Mervin Jules, 

Moses Sover. $100-$300. G.R.S. 

Sung Woo Chun [Bolles] creates an impression of dead silence in 

his paintings. Sets of pastel-colored amoebic shapes move across 

each other behind a pale and whitish surface. They appear mysterious- 

ly, like footprints on the kitchen linoleum. Prices unquoted. C.R.S. 

Mixed group [Art Directions; to Sept. 20] offers, amid a bewilder- 

ing array, Sebastian di Stefano’s large, glazed and elegant forms, 

ind the disciplined riot—rendered here by a streaming, fractured 

light—of Townsend Wolfe’s meditations on The River. Prices un- 

quoted R.H. 

Gallery group [Artzt; Sept. 19-30] includes Leah Nolan, whose 

Lines and Bends, with its loose though crisp geometric patternings, 

deserves attention [$50-$400]. J}.H.B. 

John Good [Studio Workshop] uses violent color contrasts on a 

wide variety of subjects [$25-$150]. . . . Paul Flegel [Studio Work- 

shop] paints scenes of France and New Orleans [$65-$200]... . 

Maria Zichy [Studio Workshop] showed still-lifes [prices unquoted]. 

. Helen West Heller’s [Studio Workshop] artistically but not 

politically naive woodcuts and paintings were shown posthumously 

[prices unquoted]. G.R.S. 

New names this month continued from page 17 

knowledgeable strokes with the full brush. Miss Battist seems more 

singleminded in her interest in form—her color remains dark, even 

muddled and the nuances, over-subtle and obscured. She shows pure 

Non-Objective pictures and studies of the female nude, both indicat- 

ing that this young artist has yet to isolate and refine her impulses. 

$100-$600. J.HB. 

Hugo Asbach [Key; Sept. 12-Oct. 2], veteran German painter, uses 

thick rectangles of pigment about one dactyl long as building blocks 

for his image: dark horizontal and vertical bars lying over or under 

something bright and colorful. $200-$400. N.E. 

Stella Jacobi’s [Kottler; to Sept. 16] incised wood “sculptures of 

the dance” take their impulse from the New York City Ballet pro- 

duction of Carl Orff’s Carmina Burana, and do project an energetic 

eroticism and certain Gothic pleasance, Prices unquoted. R.H, 

New group [Kottler; Sept. 18-30] is dominated by Morris Gelber’s 

iustere, untitled etchings, the well-bred Impressionism of Luis 



Gozanga and, most arresting, José Alvarez Toral’s technical accom- 

plishment, flavored by Goya and Géricault. Prices unquoted. R.H. 

Frances Avery [Panoras; Sept. 24-Oct. 7], who teaches at Adelphi, 

builds up Sea Fragments with a concentration and surge of impasto; 

they move in an ambience at once fastidious and evocative. Motifs 

more representational in impulse do not rise above the didactic. 

Prices unquoted. R.H. 

Gail Mercey’s [Burr; to Sept. 23] paintings are intricate, webbed, 

calligraphic constructions, floating in an ambience of rather gritty 

color. A luxurious excess blurs the verdure of her Puerto Rican 

scenes, and a diaphanous feminine sensibility is perhaps best dis- 

tilled in a number of gouaches with collage. Prices unquoted. — R.H. 

Henri Edion [Schab] was born in Vienna and now lives in Paris. 

A consistently subtle and accomplished colorist, his gouaches and 

drawings are frequently of animals—real or private wordly, a la Klee, 

to whom his work bears resemblances. $75-$200. C.S.S. 

George Marro and Daniel Lee Kuruna [Madison; to Sept. 20] 

show jointly. Marro’s masonite oils are bold yet abstinent black 

gestures on a white ground. Kuruna’s reticence is veiled by somber, 

spidery coils and grills, through which color fitfully spills. Prices 

unquoted. R.H. 

Lillian Lent [Angeleski; Sept. 6-23], Woodstock veteran, now shows 

in New York. Her intimate forests in the dusky light of post-sunset, 

colors darkening into shape-pools, have Philip Guston’s jagged central 

image from a few years ago. Prices unquoted. N.E. 

Patricia Lambert and Jerry Meatyard [Madison; Sept. 21-Oct. 2] 

show landscapes and portraits, of which Meatyard’s are vapid and 

domestic in tone, while Miss Lambert’s—for their heavy assertion 

and chiaroscuro—intimate a sense of character. Prices unquoted. R.H. 

Meyer F. Lieberman [Sherman; Sept. 24-Oct. 7] manufactures 

modernistic pictures by playing around with and re-arranging ele- 

ments in abstract art; for example, one of Albert Einstein with violin 

amidst the swirl of Pollock lines [$60-$650] n.z... . Mabel Brenner 

[Panoras; to Sept. 23] brings a soft focus and pleasantly diffused 
color to Cape Cod solitudes and amiably raffish urban images [prices 

unquoted] r.u. . .. Jerry Jofen [K] showed small ink drawings, 

collages of many materials and oils; all include multiple styles, 

attempts and directions [$35-$2,000] v.p. . . . Masha Stern’s 

[Kottler; to Sept. 16] vaguely figured paintings indicate frantic col- 

lisions of erratic forms [prices unquoted] r.u. . . . Hsiao-Hsia Tsai 

[Duncan; Sept. 5-19], a Chinese-born woman who now lives in Texas, 

shows watercolors and oils of brightly painted natural scenes [prices 

unquoted] J.H.B. . . . Invitation show [Artzt; Sept. 22-Oct. 3] 

includes work by eight unknowns among which Catherine Koenig’s 

Winter Bouquet, a willowy still-life, seems the most accomplished 

[$40-$300] J.1.B. 

Romney continued from page 36 

ground of Kenwood, especially in these days when the most elegant 

of Parisian dix-huiti¢éme decorators is re-doing the White House in a 

purist American equivalent of Regency style. 

Actually, it is precisely in the degree to which Romney is dis- 

sonant with the serene Adam friezes of the locale here that he is 

made most interestingly novel to eyes that thought they had long ago 

seen all, boresomely all, of him. For, Neo-Classic artist though he 

was, coming a generation after the Rococo of Gainsborough, Romney 

has no equivalency whatever with such archetypical Neo-Classic con- 

temporaries as Angelica Kauffmann and Raphael Mengs, even Gilbert 

Stuart. The true Emotional Frigidaire of the Classic Revival—as in 

Wedgwood, the Brothers Adam or Canova—was never for him. Be- 

neath the prescribed rigidity of composition and the cool bluish 

palette dictated by his own day, there burned a precocious Romantic 

whose occasionally painted dreams predict a Fuseli or a Washington 

Allston, and whose red underpainting has by now come through 

often enough to give even his most conventional portraits a look of 

rosy recollection in tranquillity. 

The new exhibition, which makes no pretense at being a full 

retrospective, somehow appears to make a virtue out of its lacks 

SEPTEMBER 1961 

Karel APPEL “Portrait de Tapie-Lupesco”’ 

51 x 77 inches oil on canvas 

GIMPEL FILS 
CONTEMPORARY 

PAINTINGS & SCULPTURE 

50 South Molton St., W. 1. 
MAYFAIR 3720 Cable: GIMPELFILS, LONDON 

JULIUS BOHLER 

MUNICH 
Briennerstr. 25 

TELEPHONE: MUNICH 5 13 25 

TELEGRAMS: PAINTINGS 

Paintings by Old Masters 

Fine Works of Art 

Antique Furniture 



ire I ew, proportionately very tew in 

Cujsine Exquise .., Dans a on he portraits of Romney’s active and highly successful 

ve Z iddle period, 1775-90, for which he has been best known in the past | or 

Une Atmosphere Elegante nd st : merica. The emphasis here is on the early portraits, iy f LY) Lv S 

ae | hie do NS 
hi country and continued it afte1 

t paintings as we 
G 

re 

45 EAST 58th ST.; N. Y. 

LUNCHEON ® COCKTAILS *® DINNER 

HOT 

HORS D°OEUVRES, 
VALOIS 

e 

ROAST POULET 
4 L'ESTRAGON 

® 

CHOCOLATE MOUSSE 
Sh Park Avenue at 63rd St. AU RHUM 

NEW YORK 

MUrray Hill 8-7630 

HOWARD | 
YOUNG! 
GALLERIES 

| 

seascape 
Boao 

OCI e no 
oe 

eee eS a ae ected with Old and Modern 

dea. that he 

sede athe test sacee oar | PAINTINGS 
voluminous set 

he 

The world of fine art has its own fine 

hotel ...The Stanhope. Opposite the 

Metropolitan Museum of Art, just 

moments from the Frick Collection, 

which the writer, surely 

gloomy images of Macbeth’s wit 

‘ a horse nd ountiess other 

National Academy, many famous gal 

leries The at inhope is a masterpiece in clean by the - simplihed Ger 

itself .. . a canvas in continental colors 

striped-trousered services, interna 

tional cuisine, delightful rooms and 

suites overlooking the park. Wher 

another would place a mirror, The 

Stanhope hangs a Mir 
mported his 

THE STANHOPE roethe lemons direct from German Switzerland to London—and 
Fifth Avenue at Sist Street perhaps also Blake, whose theatricalities look rather gawky besids 1 E. 57th Street 

Butterfield 8-5800 here are no documents for Romney's obviously natural 

. drawings and subject pictures show New York City | 

ction under the proscenium, and 

ontemporaries s] < of his h coached Lady Hamilton in the 

fantastic histrionic poses tor h she was famous as well as for the 



manifold alle gorical likenesses with which he helped make her still 

more famous. 

his sense for the fantastic expressed itself in numberless drawings 

while Romney was prolifically and fashionably painting society por 

traits—a little as if we were to discover that John Singer Sargent had 

been secretly making Surrealist drawings all the while he was por 

traying duchesses and Mrs. Gardner. But even this ambivalence was, 

for Romney, apparently not a big enough escape hatch. After 1790, 

his lifelong neuroses overtook him: he became constantly, inexplicably 

ill, and his painting shows a rapid, sloppy decline. By 1800 he gave up 

painting entirely, living as an unhappy invalid to his death in 1802 

One excepton to the decline is the majestically organized Newton 

and the Prism of 1794, which he intended as one of a grandiose series 

of large canvases commemorating illustrious Britons. Its lighting and 

its immanent scientific understanding immediately recall Wright of 

Derby—whose cold, statuesque figures, however, look frozen alongside 

Romney’s nervously pulsating ones. In Romney there is always drama. 

human drama, behind the facade 

Grubb Street continued from page 39 

Everything has been concocted a priori and then shot into the plastic 

vascular system of this sprawling Thanksgiving Day Parade of the 

Renaissance; one meets here at every point that horrible fiasco of 

papier-maché epic biography—the characters know who they are. Or 

rather, who they’re supposed to be: the leading character is much 

more Charlton Heston than he is Michelangelo. This is a truly de 

pressing book—so much work, so much research. but no empathy, no 

spark, no doubt, no attack on the dark nucleus of a burnt-out pattern 

of life, just a kind of cartographic complacency that issues forth in a 

doughy tissue of self-conscious acceptance—the Great Stories of the 

Bible sort of thing. 

In a sense, Bratby is the worst of the three, at the same time that 

he is the only one with any claim to creative distinction at all. He 

evidently thinks of himself as a kind of overman, a repository of the 

life-energy of the race. But again, his book is also dead, and dead 

in a way that forces you to think again of his pictures—these com 

pulsive verbal tafies of under-the-rock vulgarity, this stodgy copro 

lalia, this silly beatnik narcissism of happy crud appears finally to 

mirror in words what, at a more knowing technical level, he has 

long given us in his painting. James Brady, his fictional persona, is a 

true sentimental sop, a degenerate cross-breed between the heroes 

of Henry Miller and Tobias Smollett. “What cleansing of himself, or 

what betterment of himself, Brady hoped to attain, by roaming 

around the country, looking for a weak-minded whore, it is difficult 

to understand.” Bratby’s tone, as a writer, is forever promising of 

some ironic success of non-commitment, or over-commitment, some 

acrid defiant nuptials between the grotesque caryatids of optimism 

and pessimism that hold up the shantied pantheon of our culture; 

but finally it is just a bit of spiked Céline. an expendable fizzing-forth 

of gassy energy that should be carbonated with fructifying paranoia 

but is really flat, a soggy brain, as Bratby himself says, a disastrously 

h Appy slob who decorates the disintegrating scene, as Céline does not 

do, and makes the sentimental mistake of killing himself off at the 

end; the sentimentalist’s moral blackmai 

7 35 
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all beautiful and perfect in every aspect of craft, compositien and 

art. How do you account that today in ten thousand paintings you 

? There must be an explanation. It is will hardly find one palatable 

because the epoch itself was better, stricter and the craft itself was 

more rigorous and exclusive, and men were inspired not by “art” but 

by a religious fervor or craft fervor. All this is to show that instead 

of trying for greater so-called “freedom of expression” or destruction 

of the world around and of themselves, so-called “artists” should try 

to devote themselves to a detached subject and to their own craft, 

try to convey a message and not to produce a pretty decoration. 

The purpose of life in society, art and civilization, is: the greater 

order, discipline, control and inhibitions to produce and organized 

culture, a culture which functions in concert, like an organism. In 

Zen, the archer must reach such technical and spiritual perfection 

as to identify himself to such an extent with the target, that the 

target becomes himself. Perfection means that the arrow, sent out by 

the archer, hits the archer himself, square in the solar-plexus, thus 

realizing the perfect Sunburst, because self-immolation is the ultimate 
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aim of archery, and of itself. The Greeks knew it and so did the 

Egyptians. Hence the secret of Egyptian and Greek statuary is that 

every male figure of a divinity or warrior is always wide-open, 

defenseless, ready for the great Ritual Immolation, the secret purpose 

of all arts, of all endeavor! This heroic task is not for the feeble- 

minded, soft, scheming, pettyfoggers, doubledealers and scavengers. 

he artist’s job is a Hector’s task and nothing less. Those who are 

not equipped with Hector’s heart, aim and perspicacity, should keep 

their profane hands off the domain of art. 

Complete Innocence is: the power integral. Complete Knowledge 

is the force integral. The difference between the power and the force 

is that the power is a rightful, faultless prerogative while force is 

the actual ability to execute. 

Silence is: wisdom integral. 

Immolation or human blood is beauty integral. All great artists 

were attracted by St. Sebastian, not because he was a great saint 

of the church, which he was not, but because he provided the most 

display. Caligula and Nero were the artists, blood for greatest 

philosophers, moralists and dandies. Cheap, middle-class historians 

cannot understand them. Caligula and Nero were the 

beyond good and evil, like 

supermen, 

angels in a frozen zone. They knew it. 

Heller 

contemporaries who form the heart of the collection, and also to buy 

continued from page 10 

by younger and less generally appreciated artists. In 1959 

for B. H. Friedman’s anthology, The School of New York; 

Younger Artists, Ben Heller wrote the short piece on Jasper Johns, 

It ends: “Lost in speculat 

nine years old and has exhibited work for only six years. In this time 

paintings 

Some 

ion about Johns is the fact that he is twenty- 

he has developed a complete ane thoroughly personal image whose 

onviction can be measured by the stir it has caused. What remains to 

seen is how Johns will develop and expand.” As long as we're 

itching, it will be interesting to follow the development and ex- 

pansion of the Heller Collection. 

Tiepolo continued from page 40 

For the latter it must always remain somewhat shock- 

riovanni Battista Tiepolo (1696-1770) actually was ac 

well over a century after the death of his spiritually most im- 

mediate predecessor, Paolo Veronese. Yet he incontestably belongs 

to the majestic tradition of the Italian rinascita and especially to his 

own Venetian soil. He represents in fact the last outburst of that 

is quite proper that he was a Venetian. For Venice, 

accepting 

Florentine Quattrocento innovations so that more than half a century 

spirit and it 

physically isolated from the Italian mainland, was slow in 

lapsed before the developments of Masaccio and Donatello were 

assimilated and it was hardly before the beginning of the fifteenth 

century, with Giorgione and Titian, that the Renaissance took full 

sway from Byzantine formulas. But once inculcated it survived longer 

than anywhere else in Italy and judging from Titian and Paolo 

Veronese one could hardly guess that the High Renaissance died 

with Raphael in 1520. Indeed David and Goya, each presaging later 

developments rather than looking backward, were already masters of 

their craft when Tiepolo died and Mengs had plucked important 

1 with his pseudo-classicism. Thus Tiepolo was ymmissions from hin 

clearly “retardataire,” but his brush and pen created a glow that was 

cht and tenacious as his own city’s phenomenal sunsets. Not 

summing up native achievements, he was also intimately aware 

stranieri like Rembrandt and Rubens. One could almost study 

R iphae l, 

and Roman Baroque masters (see for example Knox No. 

the previous two centuries—Michelangelo, Correggio, the 

Bolognes« 

HM, for 

the same way that the whole history of art 

Jernini)—in terms of Tiepolo in 

might be inspected in 

a direct borrowing from 

erms of Picasso, The late drawing Chronos |p. 41], a study for a 

fresco in the Stanza dell’Olimpo in the Foresteria of the Villa Val- 

marana, might be likened to Correggio or even Parmagianino (for 

the Steccata in Parma), but here everything is subjugated to the 

is made with 

Subject and 

rsonality of the hand, the touch, so that the figure 

the vitality and unselfconsciousness of handwriting. 

form are entirely dominated by the esprit d artiste, a feature that is 

more typical than singular in all these drawings and quite akin to 

contemporary twentieth-century procedures Tiepolo was so fluent 

in the anatomical and perspective discoveries of the previous two 
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hundred and fifty years that these problems were no longer of real 

significance to him, for he solved them automatically. He could indulge 

in his own virtuosity without succumbing to the limitation of subject 

not far from Gorky or Guston, one might add. (Although it would 

of course be unjust to suggest that Tiepolo was disinterested in 

subject matter as such, for his works can hardly be thought of as 

abstract. Indeed there are instances [see Knox No. 7, verso] when 

he selects and dissects a human eye to discover its essential form.) 

But his kind of break from the dominance of subject was equally 

true in fresco, where his highest achievements lie. He was able to 

introduce into that traditionally restrictive medium the vigorous 

stroke and brushwork that are characteristic of his drawings, so that 

a new freshness was combined with the monumentality of the 

Grand Manner, as in the Wiirzburg decorations. In The Rider 

Standing by His Horse |p. 40], a drawing for a series of etchings 

called the Capricci and together with his Scherzi of clear interest to 

Goya, we see his method of creation: the basic scheme is sketched, 

one might almost say scribbled in pencil and from this base the 

salient character is inked, but without losing the vitality of the 

original thought. Apollo and Hyacinthus (Knox No. 186, recto) is 

especially revealing for here we have the pencilled thoughts, the 

penned selection, and finally the addition of washes which are in 

some cases hardly more than blots and splashes though so “right” 

that we cannot but gape. Here the drawing of the figures may be 

compared to the script on the upper right of the same sheet revealing 

a most suggestive parallelism. Ever-changing tastes require new 

heroes and one of the most likely contenders for our generation is this 

last great master of the Renaissance. J.H.B. 

Coming auctions continued from page 9 

Duke of Wellington, the outstanding feature of the season was that 

45 percent of all lots were sold for $84 or under. Five of the picture 

sales each totaled more than a million dollars; and every department 

reported the highest turnovers on record. Paintings alone totaled 

$10,971,385. Some of the most important sales were: Impressionists 

and modern paintings from the collection of Jacques Sarlie of New 

York, $898,776; the sale which included old master drawings sent by 

J. Randall of Montreal, $375,443, whose pen-and-ink drawing of a 

young woman attributed to Hugo van der Goes was bid to $84,000; 

the old master paintings sale of June 14, $1,638,420, which included 

Goya’s Wellington portrait; the Impressionist and Modern art sale 

of June 28, which brought $1,576,016, the second highest total ever 

reached for a sale of paintings sold at auction. In this sale, the first 

American Action painting to come up for sale on the international 

market abroad, Jackson Pollock’s Free Form—1946, brought $12,600. 

It is significant to note that collectors from 50 countries sent articles 

for sale at Sotheby’s, and buyers came from 53 countries. American 

collections took the first place in value; but there were also notable 

collections from Britain and the Continent. American business repre- 

sented approximately 25 percent of the total turnover. 

Christie’s, in active competition for its share of the market, can 

also report a booming season. Of the climactic early summer sales, its 

Impressionist, Barbizon and Modern art sale of July 7 and 11 cleared 

$205,027: and the June 8 French Furniture sale, $207,916. Notable 

individual prices in these sales included: $25,270 for a Degas pastel 

of Four Dancers; $12,236 for a suite of six Louis XV walnut fauteuils 

by L. C. Charpentier; $7,980 for a small Louis XV marquetry petite 

table d’accouchée by J. F. Leleu. The small but unusual sale of ancient 

marbles from Wilton House, formed by the Eighth Earl of Pembroke 

(1654-1732) totaled $58,030, of which the most expensive item was 

$2,926 for a white marble Greek figure of Gallus, second century B.c. 

Some Continental figures 

\ spot check of results on the Continent confirms that high bidding 

can be expected almost anywhere that first-rate works are offered. In 

Paris, at June 21 sale at the Palais Galliéra, a handsome Monet, The 

Bridge at Argenteuil, fetched $294,000—a world record for Monet. 

In the same sale, a Sisley, The Inundation, brought $157,000: and 

another Sisley, The Seine at Bas-Meudon, $50,000. Other prices in 

this sale were: $40,000 for Courbet’s The Poacher: $21,000 for 

Jongkind’s Skaters in Holland; $15,020 for Utrillo’s Moulin de la 

Galette: $50,000 for a Bonnard, The Table 

Records were also established in the large sale of, mostly, German 

Expressionists at Roman Norbert Ketterer’s Stuttgarter Kunstkabinett 

on May 3-6 (Sale No. 36). The total turnover was nearly $1,500,000, 
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30. DICTIONARY OF MODERN PAINTING 
OVER 350 REPRODUCTIONS, 270 IN FULL COLOR; 
250 ARTICLES BY NOTED CRITICS 

Edited by F. Hazan. The indispensable reference work on the men 
and movements in modern art. A brilliant pictorial treasury — 
authoritative and comprehensive. $7.95 

31. PREHISTORIC MAN 52 LARGE PLATES, 27 IN FULL COLOR 
By Josef Augusta. A remarkable text and picture chronicle of man’s 
evolutionary development, from the ‘‘ape man’’ of a million years 
ago to today’s Homo sapiens. Special Import $9.95 

32. ANATOMY FOR THE ARTIST 
142 LARGE PLATES 

By Jeno Barcsay. Clear and simple text and instructions graphically 
describe the entire skeletal, muscular and epidermal structures of 
both the male and female body. Contains added special groups on 
proportions, on the body in motion, in oe and all other 
positions cial Import $7.95 

33. DRAPERY AND THE HUMAN FORM 
68 DRAWINGS 

By Jeno Barcsay. A brilliant study in the use of line and form, 
illustrating the rhythm and beauty of the human body and drapery 
covering it. Special Import $5.95 

34. FACES OF MODERN ART 
186 PHOTO-ILLUSTRATIONS, 18 IN COLOR 

By Michel Sima. A fascinating and unique document of modern art, 
preserving for sterity the living images of ong © ag, and 
sculptors at work. Intimate studio portraits of Braque tisse, Miro, 
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Beautiful and useful desk accessory. Sixty all-new full-page photo- 
graphs—six in full color—of the City of Lights. Spiral binding, gold- 
stamped acetate cover. Printed in France $2.50 

36. L‘ILLUSTRATION du XXieme Siecle: 1961 Christmas 
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39 FULL-COLOR REPRODUCTIONS, MANY MORE 
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Edited by San Lazzaro. Latest number of the famous French art 
annual, featuring an original full-color lithograph by Marc Chagall 
on the cover. This unique art book contains perceptive articles on 
the field’s most up-to-date developments and schools, written b 
leading authorities. 914” x 1214”, bound just like the finest Frenc 
art volumes. Glassine jacket. $5.95 

37. COMMERCIAL ART TECHNIQUES 
500 SHOW-HOW DRAWINGS AND PHOTOS 

By S. Ralph Maurello. Essential information on techniques, material 
and equipment for producing layouts, lettering and photography for 
pahtiion, advertising and allied fields. $3.50 

38. THE COMPLETE AIRBRUSH BOOK 
425 SHOW-HOW ILLUSTRATIONS, DIAGRAMS, PHOTOS 

By S. Ralph Maurello. The most comprehensive manual on airbrush 
technique ever published. Step-by-step instruction on —. 
brush operation, rendering, retouching, working methods $7.9 
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A usemed of ideas and inspiration to the commercial artist, a 
fascinating survey of civilization for the general reader. $3.50 

40. AMERICAN SYMBOLS: A Pictorial History 
OVER 1,100 ILLUSTRATIONS 

Compiled by Ernst Lehner; intro. by Roger Butterfield. A unique and 
fascinating sourcebook of Americana—the growth of the United States 
from Columbus to the present, seen in its own graphic symbols. Maps, 
flags, myths and emblems, much more $ 
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of which about $1,250,000 was for paintings, and $185,000 for prints 

Among the record prices reached were: $9,900 for Nolde’s watercolor 

Young Couple, 

$42.100 for Lehmbruck’s Torso of 1913 

bought by Baron Thyssen-Bornemisza of Lugano: 

one of three casts in stone— 

which will go to the Duisberg Museum. Of the modern abstractionists, 

Singier’s Lovers on the Beach brought $4,365, Sironi’s Rhythmi 

Evocations, $5,325 

Some equivalent prices were noted for German Expressionists in the 

sale of Modern paintings at Klipstein & Kornfeld, Bern, on June 8-10; 

Klee’s Southern Garden; $28,200 for Nolde’s Three 

Russians: $20.800 for Kokoschka’s View of Prague. 

$20,400 tor 

Wicar tinued trom page 26 

profited by commissions for drawings and paintings 

venerals. From these contracts, he was able to get 

ed, in 1797, a member of the Arts Commission, which 

works from convents, museums and 

Wicar was 

Commission easily, for already he was known among 

with selectin 

shipped, according to treaty, to Paris 

connoisseur of Italian works of art.” At 

first collection of old master drawings: his 

countless opportunities, especially as drawings 

gue among his contemporaries 

ench army and had to join it in the 

in 1799, His collection was left behind 

to return, he was met by the dis 

f finding his possessions no longer intact. Yield 

of a Florentine deale Fedi, Wicar’s truster 

of the drawings 

the Revolution was long over and hot 

Wicar had no desire to 

y in Italy. In 

spirits had coo 

return to Paris, and settled himself permanent 

1801. he was in Rome where he energetically and suc 

esstully ¢ ished i reputati mas a painter, and he began a new 

biographer writes: “Wicar was an attentive, c: 

med buyer.” Soon he was able to form another 

lrawings. But this second collection, too, was 

painter sold it in 1823 to an English dealer, Samuel 

1 order to raise funds to build himself a house in Rome 

cond sale, Wicar’s income and passion were large 

ff again in pursuit of old master drawings, and he 

number of his former stolen possessions 

orentine dealer had disposed of several of them 

mnoisseur Ottley). He decided to repossess some 

tant pieces still in the hands of his irreconcilable 

1 patience, cunning and prudence, and with the con 

lorentine intermediaries, he was able to buy back from 

of his first collection, without the latter ever finding 

idding to his 

eathed his collections to the Society of the Science 

holdings until his death in 1834 

Lille of whi had been a corresponding member 

1805). and today they are conserved in the town’s Palais des 

Beaux-Arts, where an unparalled exhibition of Raphael drawings nov 

1 this source [to Oct. 30] has been drawn tre 

The first two collections formed by Wicar have a fascinating his 

As has been said, he was considered to be the best connoisseur in 

furthermore he was an attentive, cautious and well-informed 

, thus it is not surprising that in those very troubled times he 

ible to assemble large numbers of important drawings in his 

ssive siections 

part of his first collection, formed in 1795-99, was stolen 

ence by Fedi who then sold it to William Young Ottley (177 

English art writer and amateur painter. Ottley had spent a 

Italy, from 1771, collecting drawings and prints. Back in 

he published in 1802, 1812 and 1823 The Italian School of 

urge, illustrated work of drawings which he himself en 

t are reproduced a number of works from the first Wicar 

In 1823, through the dealer Samuel Woodburn, the Ottley 

s joined the collection of Sir Thomas Lawrence, the most 

popular painter of his day in England, who was forming his tre 

is collection of drawings 

Samuel Woodburn 

In Rome in 1823 he bought Wicar’s second collection 

(1786-1853) of London was the biggest art deal 

r of the time 

formed in 1801-23. Woodburn sold this group of drawings to Thomas 

Dimsdale, banker and Lawrence's main collector-rival. But Dimsdale 

was ill, and died shortly after this purchase. Woodburn bought back 
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the whole collection from the estate and resold the best Italian works 

to Lawrence, whose collection now became the outstanding one of the 

period, in quality, quantity and value. 

At the time of Lawrence’s death in 1830, the rage for Italian master 

drawings had abated, and there was no one willing to buy the collec- 

tion at the relatively low price fixed by Lawrence (it represented 

about half of the purchase price). Lawrence had stipulated that it be 

first offered to the king, George IV, then to the trustees of the British 

Museum, then to Sir Robert Peel and finally to Lord Dudley. All of 

them declined. The executors then put the collection back in Wood- 

burn’s hands, in 1835, He tried without success to interest the various 

British public collections; he mounted a series of exhibitions of 

selections of the works, which he attempted to sell as groups, but 

with only meager success. Lawrence’s holdings were almost intact in 

1845 when, after prolonged negotiations, the Ashmolean Museum of 

Oxford University bought the series of Raphaels and Michelangelos. 

About twenty Raphaels that had belonged to Wicar then entered 
Oxford. 

Meanwhile Woodburn had succeeded in selling some drawings to 

private collectors and to William II of Holland, at the auction of 

whose collection the Louvre bought some drawings which had be- 

longed to Wicar, by Raphael and Michelangelo. 

At Woodburn’s death in 1860, he had not finished the disposition 

of his stock of drawings. From the auction of his estate, the British 

Museum bought ten Michelangelo drawings, of which nine had be- 

longed to Wicar. 

Miss R. Bacou, of the Drawing Cabinet of the Louvre wrote in 1957: 

“Thus the Ashmolean and the British Museums are proud to own 

drawings once collected by Wicar; at Oxford, according to the pub- 

lication of K. T. Parker, thirteen of the best Raphaels and twenty-six 

Michelangelos come from this source. In the British Museum, twenty- 

two of the twenty-four Michelangelos catalogued by Johannes Wilde 

have the same origin .. . [At Lille] Raphael triumphs is the absolute 

ruler in the Wicar collection. He dominates by the quantity and ex- 

ceptional quality of the works, in all the authority and diversity of 

his genius. If in our thoughts we can reunite the drawings at Lille 

with those of Oxford and London, there is no doubt that Wicar 

emerges as the wisest and most accurate collector of Raphael who 

ever lived.” 

Docs ay , Private myth continued from page 42 

walk the aisle of a storehouse is to go the gamut of disguised and 

silent observers—that’s how cathedrals work. By presences and 

present a 

Landés Lewitin’s phrases are verbal sisters to his painting: “Strata 

and regions, letters, words, lines, ripening into wonderment; carved, 

craving; depositing an undercurrent, a flux of activity stored and 

spent and gained again, a narrative of countless situations, a bow, 

an arrow, a target, an answer, a riddle, a bow, a fiddle, a right, 

a wrong, a painted song. 

It will be noted, in the selections that follow, that these visually 

minded artists echo Jung’s references to primordial racial experi 

ences far more than they do Freud’s set of references. The free 

wheeling poetic form that most of the collected statements take points 

that of 

lyric minstrel wandering through the territory of copy-writer prose. 

out the role the artist has assumed in American society 

Many of our avant-garde artists are dreamers, romantics, their 

creative act often an attempt to capture a dimly perceived glimmering 

image. 

Johnson continued from page 43 

and low down. Lower than the canvas and higher than the sky. I 

want to paint life and death and earth and sky . . . Man is enough 

for what I am painting, man and his soul and his universe, his 

relationship to his life and all that is in it. Death, youth, children, 

man. Man is enough for a lifetime of painting. 

Stankiewiecz continued from page 44 

floating fliers, squatting blocky ones: they are company for me—and 

you. They pertain to us, communicate silently, tell us endless stories 

not too perfectly explained, psychic magnets drawing something out 

of us. The population of forms: the swarm. To walk the aisle of a 

storehouse is to go the gamut of disguised and silent observers 

SEPTEMBER 1961 

cordier & warren 
978 madison avenue (bet. 76-77 st.) n. y. c. 

(French & Co. Bidg., 6th floor) 

NOGUCHI 
September 12 — 30 

ART COLLECTORS’ 

DORIS W. 

Ea 
KENNEDY 

PICASSO, MATISSE, RASKOB, RIVERA, TAMAYO, OROZCO, ETC. 

BERNA 10, MEXICO 6, D.F ores. 25.62.78 

O H N 
PAINTINGS AND DRAWINGS 

September 12 - 30th 

ESTHER ROBLES GALLERY 

665 NORTH LA CIENEGA BOULEVARD 

LOS ANGELES 46, CALIFORNIA 

GALERIE LAWRENCE 
13 rue de Seine 

Paris 6e Med. 14.57 

TH OMA S§S 

HELEN FRANKENTHALER 
October 1961 

GALERIE DE SEINE 
24 rue de Seine Paris 6@ — Dan. 91.31 

LANSKOY — MANESSIER — SAM FRANCIS — POLIAKOFF 

DUBUFFET — De STAEL— ESTEVE — HARTUNG — ALECHINSKY 

SOULAGES 

Sept. 18 - Oct. 17 e oO N 

ULLER 
New String Compositions CATHERIN 

BERTHA SCHAEFER - 32 E. 57 | 42 e. 57 st. 
VIVIANO 

New York 

$ 8.49 roll 
CANVAS SALE 

Hume Serer eee 
Flerence: via degli Artisti 6 nero. 45” x 6 yd. Linen 
Rome: Piazza di Spagna 72a 54" x6 yd. ; 

$12.50 “ 
$17.50 “ 

Ne C.0.D0. — Allow for Postage 

ABSTRACT ART NEW YORK CENTRAL SUPPLY CO. 
62 THIRD AVE. (Nr. 11th St.) N.Y. 3, N.Y. 

PAINTINGS BY 

MARTIN | monern masters 
AGNES 

Sept. 25 - Oct. 14 

BETTY PARSONS 
GALLERY a 15 E. 57. N. Y. GALLERIES, Inc. 

VAN DIEMEN - LILIENFELD 
* 21 E. 57 St., N.Y.C. 

6l 



CANADIAN GALLERIES 

WADDINGTON GALLERIES 

MONTREAL 

YEATS 4 / ~ 
mS SP : x 

EXHIBITION OF PAINTINGS 

24 October - 11 November 

1456 SHERBROOKE ST. WEST 

L°ART 
FRANCAIS 

ART GALLERY 
Canadian & European paintings 

370 Laurier West, Montreal 8 

Galerie AGNES LEFORT 
1504 Sherbrooke St. West, Montreal 

EXHIBITION 
PIERRE GENDRON 

recent paintings 

Sept. 25th to Oct. 7th 

PAAl fF ee 

September 6 through 23 

LENT 
Paintings & Drawings 

ANGELESK] 9 Secutts 1044 MADISON (79 St.) 

GAIL 

MERCEY 
BURR GALLERY. 115 w 55 st wy 

SEPT 10 thru SEPT 23 

Sept. 7 - 21 

SHULE 
ahda ARTZT gallery 
SSS 142 WEST S7 ST 

STELLA geperamuay cv/eture of the Dances 
from Carmina Burana 

JACOBI 
LYNN KOTTLER GALLERIES 
3 E. 65th St., N.Y.C. ° Sept. 5-16 

PRES ESE HA 

Sept. 11-3 0 . . 

Gallery Group 
Acquisitions 

RUTH WHITE GALLERY 

eee 42 EAST 57 ST, N.Y 

62 

that’s how cathedrals work. By presences and presence, So then, 

through the unconscious personal and the formal objective presence 

at the same time, we hope to say that every thing is life, existence; 

ilways, and in every thing 

Adams continued from page 45 

und wills the image of that which is beyond this moment's recogni 

tion, that for which the eye grazes upon the field of materiality, that 

which pulses behind process's shaping. 

Vision is electrified by dream’s anticipation of the confrontation: 

the soul’s meaning to the other-than-the-soul’s meaning encountered 

ind confounded. The image comes with a cry of recognition; memory 

reme nbe rs 

The great 

oncentricity now ringing, now sounding in rounds 

separation dissolves to phosphorescent overtones of a 

Lassaw continued from page 43 

their deaths, moment by moment—of the great universe are a com 

plete, ever-evolving organism which the artist apprehends and 

creates.” Human nature is first of all nature before we differentiate 

t from its surroundings. The same atoms that interact one with 

inother, forming the density in space called “man,” are identical 

with the atoms that play the role of tree, mountain, amoeba and 

- ilaxy 

Donati continued trom page 43 

existence. This is essentially what I try to do in my work. For me 

the fossile contains within itself all the mystery, power and indestruct- 

ibility of life 

centinued from page 44 Lewitin 

begetting thoughts and memories; gentle power, mating, changing, 

packed, aerated, cool, flaming, fissioned, clear, glowing with deep 

springs of radiance. Strata and regions, letters, words, lines, ripening 

into wonderment; carved, craving; depositing an undercurrent, a flux 

of activity stored and spent and gained again, a narrative of countless 

situations, a bow, an arrow, a target, an answer, a riddle, a bow, 

: fiddle, a right, a wrong, a painted song 

Fine continued from page 44 

things hidden beneath the surface. What we see with our eyes, on 

the canvas, is but a small portion of an audacious system of symbols 

and concepts, and is truly incapable of rationalizatior 

Bourgeois continued from page 45 

state of awareness provoked by a revealed and fleeting vision of 

nature. Its very elusiveness gives me the desire to fix it, for fear of 

not finding it again. If the work holds any magic I consider it 

successful. This personal vision, which some say the artist wants to 

impose on others, in fact only becomes clear to him when he has 

finished his work. When he sees it, then he knows his work is done. 

Hultberg continued from page 44 

the traps of grandiosity, to attempt new and more satisfying ambi- 

ice, lessening the gap between science and art. Thus 

one might go beyond the despair one feels toward today’s ambiguities 

ind toward the oversimplified certainties of the retreat into paint 

f our half-told myth. pol irities ¢ 

Spaventa continued from page 45 

I felt that everyone was fixed in the situation: a woman in a booth 

hu g the wall: the owner leading three men out the door: a heavy 

set man outside pointing east. They all seemed connected by a 

cal logic: the man pointing east, pointing for a cab, was the 

nly one for whom there was a tomorrow; for the three men there 

no promise of tomorrow; the woman was hugging the wall 

iuse nobody wanted her 

DUNCAN 
Paintings 

September 7 - 30 

MOLTON GALLERY 
44 South Molton Street 

London W.1 Mayfair 2482 

NEW SCULPTURE GROUP 

STABLE GALLER ¥ 

33 East 74 Sept. 19-Oet. 14 

BROTHER 

JONATHAN 
Sept. 22 - Oct. 14 

MORRIS GALLERY 
174 Waverly Place New York 

SEPT. 25- OCT. 14 
LOS ANGELES, CAL. 

PAINTINGS 

JACK 

GALLERY GUY DOREKENS 
Remport Kipdorp 41, Anvers 

Permanently: 
Bulcke, Ekvin, Dow Hoff, Kiewé, Hsiao 
Chin, Prijot, Quesada, Schumann, Van 
Lint, Wout Vercammen, Bert de Leeuw, 

Milo, San Vitale, Kodra, Volpini. 

MEYER F. 

LIEBERMA 
Sept. 24 - Oct. 7 Tues Noon — 6 

RUTH SHERMAN GALLERY 
306 E 72, N. Y. 

For sale from Swiss personal property 
Oil painting by 

TINTORETTO 
Holy Family with St. Catherine of Siena” 

Expert’s opinion by Professor Wilhelm Suida 
Vienna, also Counsellor of the National Gallery 
London. Documentation available to seriously 
interested persons 

Write Mr. Rajsek, Boswil AG, Switzerland 

Galerie Stadler 
51 rue de Seine 

Paris V1 Dan. 91.10 

GROUP EXHIBITION 

Sept. 12-30 

Gl 
G2 

BORGENICHT GALLERY 

1018 MADISON AVENUE (79), NEW YORK 

prospectus 

ART NEWS 



New York artists continued from page 8 

be the nucleus of a new artists’ union which might effectively combat 

some of the more flagrant inequities which face painters and sculptors 

in their relationships with dealers, museums, and with title rights to THE BROOKLYN M U SEUM 

their own work. 
Among the signers of the A.T.A. letter of protest are: John Grillo, ART SCHOOL 

Esteban Vicente, Ibram Lassaw, Sidney Gordin, Elaine and Willem Augustus Peck, SUPERVISOR 

de Kooning, Stamos, Robert Motherwell, Helen Frankenthaler, FALL TERM: SEPTEMBER 25—JANUARY 28 

Charles Cajori, Gabriel Kohn, Alex Katz, John Krushenick, Fairfield Painting & Drawing, Ceramics, 

Porter, Paul Burlin, Herman Cherry, Hubert Crehan, George Spaventa, Glaze Chemistry and Decorative Techniques, 

John Chamberlain, Michael Goldberg, Rollin Crampton, Angelo Sculpture, Life Drawing, Enameling, 

Ippolito, Harvey Dinnerstein, Alfred Leslie, Fletcher Martin, Paul Experimental Painting, Collage and Design, 

Georges, Sal Sirugo, Michael Loew, Louis Schanker, Robert Mallary, Landscape Painting, The Artist in his Studio, 
George L. K. Morris, Israel Levitan, Wilfred Zogbaum, Ray Spillinger, Wax Modeling For Bronze Casting, 

John Ferren, Peter Busa, Jasper Johns, David Hare. Gallery and Museum Tours, 

Watercolor Media : Old and New 
SPECIAL BEGINNERS CLASSES IN PAINTING AND DRAWING 

. Registration Begins September 11, Day and Evening Classes 
School guide | Write or call for er Gade Nevins 8-4486-4472 

oT ee EASTERN PARKWAY, BROOKLYN 38, NEW YORK 
ARTnews’ guide to fall art an Ar a. @ & §. Sept. Ii-June 30 

Last reg P ll. $500 full-time; $35( 
schools in America is listed geo half-time per term. 316 W. 57th St eS SPOTS HSSEHESESESEHEEOSEEEEESESESES ES, 

graphically. Italicized letters in- Parsons Sch. of Design. c, A, i, l. Sept ° °. 
: 12-May 25. Last reg. Sept. 12. $900 per CALIFORNIA—WHERE dicate courses offered: term. 410 E. 54th St. People’s Art Center 

ART CAREERS ARE BORN! e 6, d, f. Sept. 25-Jan. 27. Last reg 

Sept 16. Fee varies. 21 W 53rd St ' 
ee ie al aie Pig Rye Say Practicing professionals train you in Adv. Design, 

+ 
° 

sculpture Opens Sept. 18. $365 per term, dav Ind. Design, Illus., Painting, Photo. Accredited school 3. 

7 
- 

. painting and drawing 

. graphics $100, evening. 160 Lexington Ave. Sch large enough for complete facilities—small enough for 
: f Chinese Brushwork. a. Opens Sept. 11 s c ’ 

i. art appreciation and history Continuous reg. $70 per 14-wk. term individual attention. 31st year. Coed. Bachelor's Degree. 

», architecture Prof. C.Y. Wang, 58 W. Sith St. Victor Write Jane Snyder, 5353 W. 3rd St., Los Angeles. ° 
Candell Class. a. 23 East 9th St. Xavier e 

ceramics Barile private Art Sch. a, c. Oct. 3 THE ART CENTER SCHOOL ~ 
Last reg. Oct. 7. $45-$115 per 3 months, 
$15-$17, monthly. 161 Columbus Ave 

industrial design YM-YWHA Art Center. a, 6, d, f, 
Oct. 9-Jan. 31. $50 per term. Lexingto 
Ave. at 92nd St 

crafts Oswego, N.Y. State Univ. College of _photograp SOE Se THE PENNSYLVANIA ACADEMY 
interior design Port Washington, N.Y. Washington 

i Sch of Art Se & & Continuous reg Ss an Ss hee eee OF THE FINE ARTS New Haven, Conn. Yale. a, b, Sept Main St 

June. Sch f F 4 Saratoga Springs, N.Y. Skidmore Col e PAINTING 
Portland, Me. Sch. of Fine and Ap lege. a, t f, g. i, j, lL. Sept. 21 

plied A. a, c, d, f, g, A, i. $200 per Last reg ch 1. $2350 per year 

term. Sept. 21-Jan. 26. 111 High St . Syracuse, -Y. Syracuse Univ Sch. of e SCULPTURE 
Besten, Mass. Sch. of the Mus. of Art. a, b, d, j, g. h, i, j, lL. Opens 

F. A. a, b, c, d, f, &, hes reg. Sept. Sept. 20. $735 per term. 309 University For catalog write: Broad & Cherry, Philadelphia 2, Penna. 
22. $300 per term. 230 Fenway Plac 

New Bedford, Mass. Swain Sch. of De Westbury, N.Y. Country Art Sch. a 
sign. 4, » & i. Last reg. Sept. 18 Sept. 25-Dec. 2. Last reg. Sept. 23. $45 
$150 per term. 19 Hawthorn St per term, Belmont Ave 

Worcester, Mass. Sch. of the Worcester East Berlin, Pa. Creative Crafts. j 
Mus. a, t i, g. Sept. 25. $237.50 June 1-Nov. 1. $60 per wk 
er tern 5 Salisbury St Meadville, Pa. Allegheny College 

Manchester, N.H. Inst. of Arts and ce, d, f, j. Sept. 16-June 5. Last reg 
ces a d, f. j. Sept. 25-Jar Sept. 16. $525 per term. 

$20 per term, 148 Concord Philadelphia, Ba. Mus, College of Ar A DEPARTMENT OF THE MUSEUM OF FINE ARTS 4 d, f, g. h, i, j, k, l. Opens Sept 
; : 14. Last reg. Sept. 22. $500 per tern Professional training with diploma course in Drawing, Graphic Arts, Painting, Seuipture. Jewelry, 

Middle Atlantic Broad and Pine Sts. Graduate Sch. of Silversmithing, Commercial Art, Ceramics. 16 Traveling Seholarships. Unlimited contact with Museum 
Montclair, N.J. Mus. Art Sch. a : F.A.. aie f Pa. a, 6, c, e. Opens collection. B.F.A., B.S. in Ed. and M.F.A. degrees granted by Tufts University. Est. 1876. Catalog 

Sept. 26-De 15. $24-$30 per term. 3 Sept reg. Sept. 6. Woodmere Art EVENING SCHOOL certificate course in Graphic Arts, Sculpture, Ceramics, Paint- 
Mountain Ave Gallery 1 Oct $50 per term 9201 

Brooklyn, N.Y. Mus. Art Sch. a. b, f Germantown Av University Park, Pa 

Sept. 25. $45-$175 per tern Eastern State Univ. a, / s, eo. f. & & fj. & f RUSSELL T. SMITH, Head of Sehool 230 THE FENWAY, BOSTON 15, MASS. 
Pkw N.Y Community College f Opens Sept. 25. Last reg. Sept. 23. per 

Applied Arts & Sciences. a, c, d, e, £, l0-wk. tert $160, res.; $320, non-res 
‘I 1 Sept. 25. Last reg Sept. 28 ¥ ashington, D.C. Corcoran Sct rf fr ‘\ COLORADO SPRINGS 

$9 per semeste ! 300 Pearl St Art. a, ! 1 Sept. 25-Jan. 26. Last 

ee SA, Oe ee Sf oes, Sek ae. Re cane, See Stee MATIONM ACASENYI''"*.2 
Fel 5-June 8. Last reg. Sept. 25, Feb Oct t. $108 p term. 4712 Wisconsin 
1S. let 3 yea, O680 pee teem: Set ox Ave. N.W. National Art Acad. «, c, d SCHOOL f FINE ARTS College Credit 
4th yrs., $500 per term. Main St r Sept. 18. $47 per month. 1763 0 DRAWING GRAPHICS £ 

New Paltz, N.Y. State Univ. of N.Y R St. N.W cb bh tage: Et top. ee ani eles PAINTING DESIGN 
18. No. tuitic South SCULPTURE ART HISTORY 
New York, N.Y. American Art Sch. a University, Ala. Univ. a, 6, c, d. f, ¢£ The school that gives you the funda ART EDUCATION 
g. Sept. 11. Continuous reg. 154 W. 56th Sept. 9-Jan. 29. Last reg. Sept. 16. $285 mentols. Classes in drawing, painting in Registrar: 30 W. Dale Colorado Spgs., Cole. St. Art Students League of N.Y. a, 6, c, per term, non-res 
g. | Continuous reg. 215 W. 57th St Bradenton, Fla. Art League Sch oil & watercolor, sculpture & mural paint- 

Ballard Sch., YWCA. a, k, 1. Sept. 25 d, f, k. Oct.-May. 209 9th St. W ing for beginners & advanced students 

om - —_ Le : a * A ’ 3" ie — ce ao A. ~*~. <4 eS - ; World famous faculty, — building, — ¢ uy Oo U | N AR D per ¢ rse rit exington ve slumbia ymic r an ec > re 

i, e. Sept. 28-Feb. 1 respondence course. 2 Luwanna Cir entrance requirements. Registration by ART INSTITUTE 
7. $40 per point. Rm Sarasota, Fla. Ringling Sch t the month. Free catalog on request Professional school of art and design. BFA 
City College. a, b, d, » & & Opens Oct. 2. $250 per and Certificate programs in Advertising, In- 
Last reg. Jan. 1. $30 term ” lustrial & Interior Design. Fashion Design, 
( Ae Ave at 139th West Palm Beach, Fla. Norton S« { 5 E. 89 St., N. Y. 28 EN 9 4880 Drawing & Painting, Ceran ics, Film Arts, ll- 
Sch. a. g. ( ntinuous Art. a, 1, f. Sept i July J ee cee eee - mer edhe 

ath. 156 W. Sith Se tinuous reg. Fee oe RE Free Catalog: Studio 2 
Pottery. 6, f. Sept. 28 Athens, Ga. Univ ‘© . , 743 S. Grand View St., Los Angeles 57, Calif. 

g. Oct. 9. $35-$110 per fl, Bo Be & Sept ’ r , 
St. National Acad. Sch March 13. Last 

835 morning, after: Per quarter: $7.50, tess 498.50, on INSTITUTE. CREATIVE GRAPHIC WORKSHOP evening course pet res 

ee See ee tS f. OF CHICAGO ee 
8 W. 57th St i 2 de Ddgetbes x PROFESSIONAL COMPLETE FACILITIES IN 

SCHOOL 
Fine, Industrial, _Adver ETCHING & LITHOGRAPHY h. n-res 

per month. 1 F Louisville, Ky. Art Cente tising s Teacher 
for Social Research i » & , ept ‘ ne " : Training lor and Write or Phone 
pens Sept. 25. Last term f sville i Degre i 
iach St. Pen-Amer! ept. 20-Jan. 27. Last reg. Sept. 27 Classes begin Sept. 18. 111 WEST 17 STREET . N. Y. 11 

WaAtkins 4-7190 

commercial art 

fashion 

ing. Special courses in Calligraphy, Lettering, Interior Design and Water Color 

a. Sept. 21. res $181, r Se 

Michigan Ave. at Adams St., Chicago 5, II!., Box 328 
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THE NEW 
SCHOOL 
TOWARD NEW HORIZONS 

THROUGH CONTINUED STUDY 

ART 

EGAS, Director 

BREITENBACH 

ART STUDENTS 
DS te 
215 West 57th St., N.Y. 19 
Circle 7-4510 
Stewart Klonis, Director 

86th regular session begins Sept. 
18. Students may register and 

CARTON begin study any time. No en- 
CONOVER trance requirements. 40 nation- 
DAY ally-known instructors to choose 

DE CREEFT from. Individual __ instruction. 
DOYLE Drawing, Painting, Sculpture, 
DEYRUP Fashion, Illustration, Textile De- 
SSCERATA sign, Applied Art, etc. 3 sessions 
ony daily. Saturday classes for chil- 

dren and adults. Write or phone GOULET 
GROSS for catalogue. 
KAWABATA 

Levi 

LIPTON 

MAVROS 

MAYER 

McGEE 
ASK FOR MODEL 

CATALOG PALF! 

mee, | rascua 
POUSETTE-DART 

PRESTOPINO 

ROMANO 

ross 

SAVELLI 

SEGEL 

— PRATT GRAPHIC ART CENTER 

FALL TERM 

STARTS 

SEPT. 25 

individual 
instruction 

e drawing 
@ painting 

e illustration 
@ anatomy 

e design 
e lettering 

e layout 

TONEY 

VON ALLESCH 

NEW YORK 11 

Indiv alize str printmaking: woodcut 

66 WEST 12 ST. 

79S BROADWAY AT 10TH STREET 

NEW YORK 3 OR 4-0603 

CLEVELAND 
institute of art 

PAINTING PHOTOGRAPHY 
SCULPTURE CERAMICS 
GRAPHICS WEAVING 
MMBUSTRIAL DESIGN TEXTILE DESIGN 
INTERIOR DESIGN SILVERSMITHING 
ADVERTISING EMAMELING 
WLLUSTRATION TEACHER TRAINING 

DIPLOMAS - DEGREES - SCHOLARSHIPS 

11141 East Bovleverd, Cleveland 6, Ohic 

request 

SVU P SGT SME 0 A RT SS” 

LA COUR D’INGRES 
17 bis. Quai Voltaire 

Paris Vil Littré 80.48 

EARL STENDAHL 
GALLERY 

PRE-COLUMBIAN ART 
Dominguez, Herold, Hundertwasser, mocennn panenees 

Lom, Matta, Paalen, Picabia 
7055-65 Hillside Ave., Hollywood 28, Calif. 

Baes, Bedard, Bona, Laloy 11 E. 68th St., N.Y Regent 4-7664 

CANVAS e@ SAVE MONEY SEBASTIAN SONDRA 

CANVAS SAMPLE BOOK 
only 25 cents conercs'°* @™@% | TROVATO. BATTIST 

of canvas in bendy beck Sept 

"Free list of Art Material Specials” 

ROSENTHAL’ S “since ime” 
Dest. 8 840 Groafway (oor. (Sth St.) N.Y.C. 8 

ARTZT gallery 
142 WEST 57 ST 

ahda 

GALLERY GROUP ::*.. STEWART 

C I. A Y f U R N Original signed & framed graphics 

Poliakoff, Campigli 
Sept. 5 - 18 Tamayo, Manessier, etc. 

Galerie Internationale RUTH SHERMAN GALLERY 
1095 Madison Ave. (82-83 Sts.) 306 E. 72nd St YU 8-3410 

School guide | & 

Per term » Fes.; 37.50, non-res 
Lafayette, > outhwestern 

La. a, 6, ¢, d, @, f, 6 Sept. 
Jan. 17. Last reg. Sept ll. Per tern 

$14.25, res.; $114.25, non-res 

Shreveport, La. Henry Gasser Art 
Workshop. a. Last reg. Sept. 30 
Finley Dr 
Chapel Hill, N.C. Univ. of N.« a, b, 

d. Sept. 15-Jan 0. Last reg. Sept 

14. Per term: $87.50, res.; $300, non 

res. Ackland Art Center 

Chattanooga, Tenn. Univ f Chat 
tanooga. a, 6, d, ¢, Sept. 18-Jan. 26 

Last reg. Sept. 30. $300 per term. Me 

Callie Hall 

Knoxville, Tenn. College of Home 
Economics, Univ. of Tenn. d, f, i . 

Sept. 14-Dec 15. Last reg. Sept. 20 

Memphis, Temm. Acad. of Arts . 

x & a & & Opens Sept. 14. Last 
reg. Sept. 29. Per term: $200, res.; $250, 

non-res. Overton Pk. Art Assoc. a, d, g, 
A. i. $5 per term. 707 Adams Ave 

Nashville, Temn. George Peabody Col 
lege. o, 6, c, d, f, j. Sept. 26-De 16 

Last reg. Sept. 25. Per credit hr: $11, 

undergrad.; $13.50, grad. 2lst Ave 5S. 

Harris Sch. of Adv. Art. a, d, g, i, & 

Opens Sept. 11. Continuous reg. $500 
per term. 1907 Belmont Blvd 

Spartanbarg, S.C. Converse College. a, 
d, f{. Opens Sept. 19. $450 per 

term 

Huntington, W. Va. Marshall Univ. a, 
i, f, j. Opens Sept Last reg. Sept. 16 
Per term: $75, res.; $225, non-res. 

Midwest 

Bloomingten, Ill. Sc! of Art, I, 
Wesleyan Univ. a, ! 4, g. Sept. 13 
Jan. 24. Last reg. Sept. 15. $437.50 per 
term 

Carbondale, Ul. Southern Ill. Univ. «4, 
b d, f, A, j. Opens Sept. 16. Last 

reg. Sept. 21. $61.50 per quarter. 

Chiecage, Tl. Sch of the Art Inst. a, 

.& & & A, i, k, 1. Opens Sept. 18 
Last reg. Sept. 15. Acad of F.A. a, «¢, 

reg. Sept. 5. §600 

per term. Inst. of Lettering and Design. 

g. Opens Sept. 4. Last reg. Oct. 2. 4648 
Sheridan Rd. Ray Vouge Sch. a, g, A, 

k, lL. Opens Sept. 6. Last reg. Oct. 2. 

750 Michigan Ave. Univ of Chicago. a, 

ec, d, f. Sept. 26-De 17, Jan. 2-Mar. 
16. Last reg. Sept. 28, Jan. 3. $350 per 
term 

Macomb, Hl. Western Ill. Univ. a, b, 
4d. f. g. j. &, tl. Sept. 5-Nov 0, Dec. 

4-Mar. 3. Last reg. Sept. 8. Per term 

$57, res.; $114, non-res 

Peoria, Ul. Bradley Univ. a, 5, c, d, 

f, g- Opens Sept. 11, Jan. 27. Last reg 
Sept. 18. $22 per semester hr. Main St. 

Urbama, Hl. College of Fine and Ap 
plied Arts, Univ. of Il 2, . = & 
f. a. A, j, &. Sept. 11-Jan. 26. Last reg 

Sept. 16. $105, res $280. non-res 

Indianapolis, Ind. Indiana Central Col 
ge. a, 6, d, f, j. Opens Sept. 10. Last 

reg. Sept. 15. $375 per semester. 4001 S 
Otterbein Ave. John Herron Art Sch. a, 

4, g. Sept. 11-Jan. 24, Feb. 1-June 
Last reg. Sept. 15. $250 per tern 110 

East léth St 

i, 1. Sept. 5. Last 

lowa City, Iowa. Stats 
1/,h. j,k Opens Sept 
Sept. 20. $165 per 

Lawrence, Kansas 
a, J, B hy 

ast reg. Sept. 17 
$120, non-res 

Topeka, Kan. Washburn Un 
Opens Sept. 10. Last reg 

hr $10, res 11 non-re 

und Jewell St 

Bloomfield Hills 
Acad of Art B & . 
Opens Sept. 11, Ja 29. Last 

Feb 2. $35 r term; $425 ra 
ard. 500 Lone P t 

Detroit, Mich 
Arte and Crafts 
0 

Mich. Cranbr 

East Lansing, Mich. 

$93, res $: 

Holland, Mich. 
G i 

Akeley, Minn 
f J 

w Wing ¢ “ 

Delath, Minn. | 

Minneapolis, Minn. 

Sept. 14-J 
; $32 

St. Paul, Minn. Sch. of Assoc. Arts 

a, 6, c, d, f, g, A, i, lL. Opens Sept. 18 
Last reg. Sept. 16. $335 per term. 111 
East 6th St. 

Cape Cerardeau, Me. Southeast Mo. 
State College. a, 6, c, d, j, i. Sept. 8- 

Jan. 30. Last reg. Sept. 13. $60 per term. 
Normal Ave. 

Kansas City, Mo. Art Inst. a, 5, c, d, 
f, A, k, lL. Sept. 8-May 25. Last reg. 
Oct. 6, Feb. 15. 4415 Warwick Blvd 
St. Louis, Mo. Washington Univ. Sch. 
of F.A. a, 6b, c, d, e, f, g, i, j. Opens 

Sept. 15. Last reg. Sept. 25. $550 per 

term. 

Canton, Ohio. Art Inst. a, /, ¢g, i, j, &. 

Sept. 24. Last reg. Sept. 24. §12-$20 per 
couree, 1717 Market Ave. N. 
Cincinnati, Ohie. Art Acad. a, b, c, d, 
&. &. Sept. 25-Jan. 26. Last reg. Sept. 
25. $218.50 per term. Eden Pk. 
Cleveland, Ohie. last. of Art. a, 5, c, 
d, e, f, g, h, i, j, k, 1. Opens Sept. 25. 
$700 per term. 11141 East Blvd. 
Dayton, Ohie. Sch. of the Art Inst. a, 
b, c, d, f, a, &, i. Opens Sept. 25. Last 
reg. Sept. 23. $175 per semester. Forest 

and Riverview Ave. 
Oberlin, Ohio. College. «, 5, c, d, ¢. 
Sept. 19. Last reg. Sept. 19. $575 per 
term 

Telede, Ohie. Mus. Sch. of Design. a, 

b, c, d, f, j, 1. Opens Sept. 18, Feb. 5 

Last reg. Sept. 18, Feb. 5. $14 per credit 

hr. Monroe and Scottwood. 
Milwaukee, Wis. Layton Sch. of Art. 
e, 6, c, d, g, h, k, l. Sept. 14-May 27. 

$500 per year. 1362 N. Prospect Ave. 
Milwaukee-Downer College. a, c, d, fj, j. 
Sept. 17-Jume 10. Last reg. Sept. 
2512 E. Hartford Ave 

West 

Pheenix, Ariz. Sch. of Art. a, g, i, lL. 
Continuous reg. $44 per month. 142 W. 

Camelback Rd. 
Tucson, Ariz. Univ. of Ariz. a, 4, c, 

d, «, f, g. Opens Sept. 1. Last reg 
Sept 

Herkeley, Cal. Univ. of Cal. f, A, j, ! 
Sept. ll-Jan. 24. Last reg. Sept. 18 
$60 per term. 104 Decorative Art Bldg 
Les Angeles, Cal. Chouinard Art Inst 
a, b, c, d, f, g. h, i, k, Opens Sept 
25. Last reg. Sept. 29. $200 per 8-wk 
term. 743 S. Grand View St. Pepperdine 

College. a, 6, d, f, j, l. Sept. 7-Jan. 25 

Last reg. Sept. 25. $432 per term. 1121 

West 7%h St. 
Santa Barbara, Cal. Univ. of Cal. a, 
b, c, d, f, A, hk. Opens Sept. ll. Per 
term: $80, res.; $330, non-res 
Steckton, Cal. Univ. of the Pacific 
b, c, d, f, j, &. Sept. 8-Jan. 22. $437.50 
per term 
Boulder, Cole. Univ. of Colo. a, - ° 
d. f, «, &, Ll. Sept.-June. Last reg Sept 
16. Fee varies. Theater 201 

Celorade Springs, Cole. F. A. Center 
a, & c, d. Opens Sept 13. $30 per 

credit hr. West Dale St. 
Denver, Cole. Womans College. @ 

g. i. Sept. 14-Jan. 19. Last reg 

13. $1975 per term with rm. and be 
1800 Pontiac St. Univ of Denver. a, 6, 

d, f. a, j, l. Sept. 25-Dec. 8. Last reg 
Sept. 22. $300 per quarter 

Grand Forks, N.D. a, / 
Opens Sept. 10 Last reg. Sept 
credit hr $30, res.: $67, non 

Corvallis, Ore. State Univ. a, 
a & & & § 25-June 

term: $90. res.; 
College Station, » Fen. A G 
College. a, c, d, ¢. Opens Sept 
Last reg. Sept. 23. Per term: $50, re 

$200, non-res 
Houston, Tex. Mus. Sch. of Art. @ 
i, f. Sept. 18-June 2. Last reg. Sept 
15. $50 per class. 1001 Bissonnet. Univ 

f Houston. a, 4 d,ef,a,h l 
Sept. 18-Jan 9. Last reg. Sept. 23. $60 I 2 

; 

per iree 

Nacogdoches, Tex. Austin State 
lege 1 Ys s a i 

Sept. 11. Last reg. Oct. 4 

$88, res.; $238, non-res 
Seattle, Wash. Cornist 
Arts. a, f i. g, Ll. Sept 
Fee varies. 710 East Roy 

Foreign 

Banff, Alberta, Can. Sc! 
ae F k. June 18-Sept 
Calgary, Alberta, Can. 
Inst ech. a, 5, 

Open t 2 Last reg 

er 

Halifax. N.S., Can. College « Art 

i, Oct. 1-May 15. Last reg 
Sept. 29. $225 per term. 65 Coburg Rd 
Toronto, Ont., Can. College of Art 
~~ 2 g. A j, Ll. Sept. 18. Last reg 

Sept. 15. $300 per yr. 100 McCaul St 
Sackerville, N.B.. Can. Mount Allison 
Un a 1. Opens Sept. 26. Last reg. 
Sept. 29. $250 per term 

Winnipeg Man., Can. Univ. Sch. of 
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£ Opens Sept 18 

16 $318.50, degree; 

140 Kennedy St 

American Academy in Rome fellow 
1 ptg., sculp., art hist., archit 

ar t., musical composition, 
studies. Open to U.S. citizens 
beginning O. 1, 1962 with pos 

f renewal. $3,000 a year, with 
residen studio at Academy Applica 

tions, work before D 0, 1961 
Writ Exe ec’y., Amer Academy, 

101 Park Ave., N.Y. 17 

Ford Foundation Fellowships for re 
earch and study involving any one of 

ative arts. Open to U.S. citizens 

mbers of academic faculties: 

artists wishing to undertake par 

studies useful to others in their 

Juctors 

associated with non-academic 

rs directors con 

s in the arts, su museums, 
orchestras; critics or laymen 
cular interest in surveying 

ellowships for periods 
1 yr. Amou vary, 

we than $7,500 for 

Where and when 

Albany, N.Y. Print Club biennial, Al 
bany Inst., O. 18-N 12. Open to all 

residing in U.S All print mediums 
black-and-white and color. Jury. Prizes 
$3 fee. Cards due S. 12, work, S. 19. 

Writ Miss A P Schafer, 33 Haw- 

thorne Ave 

Brighton, Mass. Henri Studio Gallery 

One-man-show comp. Open to all. All 
ediums. Write Sec’y., Henri Studio, 

1247 Commenwealth Ave 

Binghamton, N.Y. Roberson Mem. Cntr 
regional, O. 8-N. 5. Open to all within 

Ptgs., wters., prints, dwgs., sculp 

Prizes. $2 fee; $1 more per addi 

entry. Work due by S. 24. Write 
K. Martin, Roberson Mem. Catr., 

0 Front St 

El Paso, Tex. Art Assoc. ann., Mus., D 
Ja. 7. Open to all. Oil, casein, wtcr., 

pastel. Jury. $3 fee, $1 more per addi 

tional entry. Work d N. 9. Write: Mrs 
E. Hermann, 4215 Santa Rita 

Little Rock, Ark. Arts Catr Delta 
ann., N. 1-20. All mediums. Jury. Prizes 
$3 fee, $1 per additional entries. Cards 

due O. 1, work O. 6. Write: Ark. Arts 
Cotr., MacArthur Park 

New York, N.Y. Allied Artists of Amer 

r Nat Acad N. 2-29. Open to all 

Oil, wter ‘ in pastel, sculf Jury 
O. 19. Write 

Central Pk. West 

Artists print ann 

28. Jury Prizes. $ 

planograph Work 
limit. Write: So« f 

Artists, 1083 Fifth Ave 
quarterly. Open to all 

Jur Prizes. Write 

Cannes, France. Atelier Ozenfant. a. 
Continuous reg $300 pe no. Palais de 
P 

yr. Write ord pundati Fellowship 

gram fo reative Arts, 477 Madison 
Ave N.Y 22 

Fulbright A Awards. Scholarships for 

foreign stu for 1962-63 under U.S 
Governmen nternat educational ex 

Awards cover transpor 

maintenance Opportuni 

1 painting, graphic arts, 

e countries, industrial 

U.S. citizens with col 
equivalent in profes- 

language ability com 

surate with lemands of proposed 
ct good health Applications due 

1961. Write: Inst. of Internat. Edu 
mn, 800 Second Ave N.Y 

and Anna Lee Stacey Fellow- 
advanced study of drawing and 

in the conservative mode.” 
American citizens, usually be- 
and 35. Grants up to $5,000 

ontinuously 

a Box 411, I Q 

Madison Gall., 600 Madison Ave., N.Y. 22 

Pasadena, Cal. Watercolor Sox 
Pasadena Mus., N. 21-D. 31; De 

Y ge Mus., San Francis¢ F. 1-28; La 
Joll Art Cotr., March. Jury. Prizes. $10 

fee. Work due O. 1. Write: Ruth Cod 
an, 2602 Cardiff Ave., Los Angeles 34 

Philadelphia, Pa. Penn Academy ann., 
Ja. 12-F. 25. Oper » all. Juries. Prizes 

oil | tempera, encaustic, sculy 

made from slides d 
Director, Penn. Acad 

Broad & Cherry Sts 

Las Vegas, Nev. Art League ann., Nov 
0 to all All ptg. mediums 

es. $5. 2-wk. limit. Work due 
rite: Art League, P.O. Box 893 

Seattle, Wash. Vorthwest ann., Seattle 
Mus N. 9-D. 3. Open to res. of Was! 

Ore Mont Id Alaska, Brit. Col. Oil 

culp. Jury. Prizes. N 
rk due 21. Write: Sec’y 

i Mus 

Springfield, Mass. Art League ann 
Smith Mus N. 26-D. 17. Open to New 

England r All paint mediums, 

graphics cul Jury Prizes. $5 fee 

Work due 14. Write: Mr. J. J 
FitzSimmons, P. O. Box 1702 

Washington, D.C. Soc. of Wash. Print 
nakers na ul, Smithsonian, Ja. 13-F 

One to all. All graphic mediums ex 

| rints. Prizes. Work due Ja 
3. Write: Grace Oechser, Route 2 Box 
196, McLean, Va 

Saint Paul, Minn. St. Paul Gallery, 
Drawing nnial, Nov. 16-Dec, 22. Open 

J Prizes. Work due O. 1. Write 
Drawings USA 4176 Summit, St. Pa 

The exhibition calendar 

Albany, N.Y. Inst.: Quirt 
p ¢ wo Ss ¢ 

Athens, Ga. Mas 

Atlanta, Ga. Art 
ann., S. 24-0 

Baltimere, Md. Mu 
S. 3-0. 1; “Cir 

N. 2 
Berea, Ky. Colleg 
Boston, Mass. 1.C.A 

Brighton, Mass. Henr 
S. 25-0. 9 

Cambridge, Mass. Fogg , 

f dntiquit to S. 2 M.L.1 
S. 11-0. 15 

Charlotte, N.C. Mint Mus 
Gu a f Ss. 10-0 

Chicago, Ul. Inet Gern 

t S. 24; Hell 

Cincinnati, © 
( metry in Ptg 

Cleveland, O. M 

Clinten, N.J. Hunter 
vW erwork * Ss. 17-0 

Colerade Springs, Cole 
af terne t s 15; O 

Ss 56-0 l 

Celumbia, 5S. Mus 

> } 

Dallas, Tex. ( 
( Ss 0 1 

Des Moines, I. 
Fre , 

Detroit, Mich. 
Mss 

SEPTEMBER 1961 

East Hampton, N.Y. G 
i Na t 5 4 

Evansville, Ind. Mus 
0: Corcoran iennial, 

Flagstaff, Ariz. Mus 

Flint, Mich. Inst 
Fort Worth, Tex. 

Greenville, 5.4 M 

oO. 15 I 

Hartford, Conn. 
S. 10; U.S. Indian 

Ss. 16-0. 1 

Huntington, W.Va. Gall 
0 

Ithaca. N.Y. W 
18-0, 9 

Jacksonville, 
1.30 

Katonah, N 
oO 

Lincoln, M 
( » O. 22. 

Lincoln, Neb. | 
oO 

Little Rock, Ark 
i s 17-O 

Bors Ss. 1-0 

Leng Beach, Cal 
Nat s 24 

Les Angeles, Cal. 

( f t > « Bar 

i Den - 2. 3 

Madison, Wis Unis 
Menominee. Mich. |! 
i s 4 

Flo-master felt tip 
pens are five times 

more versatile 

than any marker... 

The secret? Five differently shaped, instantly 

interchangeable tips. You can draw extra- 

TMA ici Roar NAM eC lee ime aoe 

Flo-master lets you produce effects that resem- 

ble India ink pen, drawing pencil, charcoal, 

and even an artist’s brush. Because Flo-master 

releases ink through valve-action —you control 

the flow. You can choose among 8 vibrant, 

transparent, blendable colors. And unlike mark- 

ers, Flo-master is built to last forever —it’s 

refillable. Try it. Esterbrook’s Advanced Flo- 

master felt tip pocket pen—only $3.00. 

ee ae Ee = = a ea 
yCAMDEN 1, NEW JERSEY 



I), 7 ) 
fet u tic Image 

BENNO 

BRAUNER 

DI CHIFICO 

MAGRITTE 

MATTA 

PEREIRA 

SAGE 

TANGUY 

TANNING 

September 23 - October 21 

: eos 
Amel Gallery 

63 EAST 57 STREET 

Write Today For Free Cataleg 

IMPORTED @ DOMESTIC e@ ART 

PICTURE FRAMES 
AT GENUINE SAVINGS— 

WE MAKE THE BEST 

INTERNATIONAL SALES CO., INC. 
19-AN W. Baltimore St., Baltimore |, Md 

& 
PREVIEW OF THE SEASON 

SEPTEMBER 12-30 

ANDRE EMMERICH + 17 E 64 

GROUP SHOW 
DURLACHER BROS. 

li EAST 57 

SEPT 24 thru OCT 7 

DOMINICK | McARDLE 
BURR GALLERY - 115 W. 55 St., N.Y. 

ROBERT VICKERS 
Sept. 18 - Oct. 1 

Galerie Internationale 
1095 Madison Ave. (82-83 Sts.) 

Galerie SAINT-GERMAIN 
202, Boulevard Sa nt-Germain 

Paris Vi! Lit. 01.87 

Dubuffet, Leger, Ernst, Picasso 
Agent for: Baroukh, Pi ter Knapp 

J. Nealacuer. G. de Vecu~. Tamarkin 

ARTISTS CANVAS 
Used by Americo’s Leading Artists Since 1868 

Wrote tor sempies 

ead moms of men-est dealer an destribytor 

Manufactured by 

t. H. & A. C. PRIEDRICHS CO., 

New York 12, N. ¥ 

Milwaukee, Wis. Art Cotr “Art of 
he We s World,” to S *rints, to 

S. 10. Marquette Chag B 

Jewish Community Contr 

Minneapolis, Minn. 
S. 17; Rooseveltia 

S. 24. Walker 
Hartle S. 24-0.29; 

0-0 

Mentgomery, Ala. 
fuburn c \ 

Montclair, NJ. Mus 
Perm. ¢ S. 1-24 

Newark, N.J. Mus } 
im prims.; Hartshorne 

1a 

0 
New Hope, Pa. Gallery 10 

Ss. 2] man, S$. 24-0. 21 

New Orleans, La. Delgado José de 
f S. 24. Downtown Ga Cal- 

jria, S 16; ¢ dimer. 

Norman, Okla. Mus.: Fecu 
S. 17-0. 8: S 

S. 23-0. 29 
Oklahoma City, Okla. 
s ; 0 

(irone, Me. Lr Ye 

Phoenix, Ariz. Mus McMurray; 
Mu ( , Ss. 1-0. * 

Provincetown, Mass. Chrysler Mus 

horne S. 16. East End: Cont. 
{ Ss. 2-15 

Richmond, Va. Mus 

Roswell, N.M, Mus 
1-9 

St. Leuis, Mo. Mus 

24 

San Diege, Cal. 
s. 20.0. 29 

San Francisco, 

kK 

‘ 

Aegi-« F 
de Aenlle 

Alan 266 Ma 
F 

Ame! 63 I 
F 

Angeleski “uM 
Art Directions 60 

Artest 142 W 
s 

Asia House 112 - 

Aspects 204 

A.A.A. 605 Fift 

Babcock 805 Mad 

Barzansky 107! 

Black 1062 Mad 
Breeklyn Maus. Easterr 

C 

Berr w 

Camine 89 E 

arlebach 1( 

armel 
loisters F 

ontemporaries 92 

ent. Arts. 19 I 
Cont. Amer., 

Cerdier & Warren 978 Mad 
\ j gu 

Crespi } Ma 

FAR 74% Ma 

Feingarten | 

rench & Co 

-al. Internat 

sraham M 

-rand Central 4 

-rand Central Mod 

reat Jones ( tJ 

(euggenheim Muccum 

F G4 Hammer 
Hicks St. 4 

Highgate 

The exhibition calendar _ eee 
prints, to 5. 24 

Dilexi: Barletta, 

San Jose, Cal. Kos 

the Elder , 
San Marine, Cal. 
Thackeray, to S$. 30 

Santa Barbara, Cal. Mus 
Brown; D Brown ( 

Kollwitz, 5 

Santa Fe, 
Indians, to 5 

Seranton, Pa. Mus 
oO l 

Seattle, Wash. Mus 
Frye im We s 

Sharon, Conn. Playhouse 
to Ss. 8 
Sioux City, I. 
to S. 30 

t ~ 0 engrung o 
Huntington 

Syracuse, N.Y. Everson 

to S. 17 
Taos, N.M. Escondida: A 

Sables: Ray, to S. 7 

Utiea, N.Y. Munson-Wms Schrag, to 
; Sch , S. 10-0. 29 S. 3; Hudson River 

Washington D.C. Smithsonian: G.8 
Tie; dwg Ss. 16-0 15. Phillips 

Munch, S. 19-0. 17. Wigder: O 

to 5. 4 

West Palm Beach, Fla. Norton: /m; 
m-Expr'ism, to S$. 30; Dorsey, S. 10-2 

Williamsburg. Va. Rockefeller: ¢ 

Folk ptrs., S. 1-24 
Williamstown, Mass. Clark: Homer 

s. 4 

Winnipeg, Can. Gal 
to S. 17 

Weeodstock, N.Y. Playhouse 

S. 2-15; Cont. Amer., S. 16-% 

Worcester, Mass Mus.: Dove, t 

Youngstown, ©. Butler: Ann., t 

Wichita, Kan. Mus "er 
S. 3-24 
Winston-Salem, N.C. Lil 

9 

Grandma 

> 6-26 

tings unless otherwise specihe 

Jewish Museum 92nd at Fifth 
Lipman-W ul} London 

Shalom of Safed 

Kennedy 13 E. 58th Amers 
Key 17 E. 57 Asbech, S. 12 

Knoedler 14 E. 57 Amer., Eur., to 
Keotsz 655 Mad Ronald, to 

Kottler 6 E. 65 M. Stern, J 
S. 5-16: 6-man 

Krasner 1061 Mad Ochikul 
Kraushaar 1055 Mad 

Cont. Amer 

Lighting Group 216 1 i 

7 ¢ ne 4dmer 

4. Wiiliams 

Metropolitan Maseum 82 at Fif 
Hyde acqu 

Cc T ; 

Midtown 17 F 

Leviseo 167 E 

“*Paror Inte 

Miglionicoe 1064 Mad 
Morgan Library 35 F 

vu 

Makerji 6 F 
Morris 174 Waverly 

Maus. City N. Y. 103 at 

Mas. Modern Art 11 
Futurism, to S. 5; 

to S. 27; Roads, 

Mus. Prim. Arts 15 W 

de Nagy 149 E. 72 
Nessler 719 Mad M. Goto, 
New York Pablic Library 42 at Fift! 

Venice, to N. 26 Seven 

to N. 30; Hudson River, 

Nordness 831 Mad 
oe drei t an 1 q i 

Old Print Center 981 5 
k 

Panoras 62 W 
Phoenix 40 1 

Pietrantonic 26 
E 

Radich 818 Ma 

ReKe 925 Ma 

Salpeter 42 | 
Sealamandre 

B. Schaefer 32 F 
Sherman 306 I 

Lie 

Smelin 2 E 

W .P.A. ptgs., § 
White 42 F Kern, to 
Whitney Museum 22 W. M4 

R 

Wildenstein 19 E. 64 
Vassar ( 

Wise 50 W. 57 Von # 

Wittenborn 1018 M 
( 

World House 987 Ma 
’ 

Zabriskie 36 I 

ANNI 

BERMAN 
Paintings 

September 18-October 7 

VIRGINIA 

GARRETSON 
Paintings 

September 25-October 14 

ANN 

TRUXELL 
Paintings 

September 25-October 14 

BODLEY GALLERY 
223 EAST 60th ST., NEW YORK 

GV/ GALLERY MAYER 

announces its new address 

61 EAST 82nd STREET 

(Bet. Madison & Park) 

OPENING IN 

OCTOBER 

art directions gallery sx!'°> sr 
madison gallery « 

600-602 madison avenue 

G. MARRO @ D. KURUNA Sept 9-20 

Sept. 21- 
Oct. 2 

BOLLES 4" Francisco 
Gallery NEW YORK 

P. LAMBERT @ J. MEATYARD 

William 

MOREHOUSE 
Sept 1 - Sept 23 

729 Sansome Street, San Francisco 

sept. 12 - oct. 3 

ASBACH 

ASBACH 

ASBACH 
key gallery + 17 e. 57 

GALERIE DES BEAUX-ARTS 
10 rue des Beaux-Arts 

Paris VI Odé. 18-25 

Modern Paintings 

Permanently 

KASIULIS 
GALLERY GROUP 

AND 

COLLECTORS’ GRAPHICS 
SEPTEMBER 18-30 

PERIDOT 

820 MADISON AVE. (68 

PA aN cy eae 

SCULPTURE 

1700-1961 
DRAWING * COLLAGE 

766 MADISO 

PAINTING * 

ART NEWS 



at $4 

along the World Routes of BOAC Jets 
is days...and how exciting BRITISH SERVICE... In the Hong Kong calendar there are almost as many festivals 

it is to watch the fun! Dragons come to life... firecrackers pop...everyone joins the gaiety 

a ee Festive, too, is your jet flight there via BOAC’s Rolls-Royce 707. It’s the British and 

Oriental Cabin Service which makes the difference. And remember, BOAC has festival 

stops in Honolulu and Tokyo, on your way to Hong Kong. From there, you can jet 

throughout the Orient and on around the globe by BOAC. It’s a world of fun 

1, let vour Travel Agent help you plan So whenever and wherever you want to trav 
Or call on BOAC direct for all arrangements for your trip 

So” _ BRITISH OVERSEAS AIRWAYS CORPORATION 
the best in the world ” . , World Leader in Jet Travel 

} York, San I H 

all over the worid 

() 



NINE EXCITING NEW (A, Isle OIL COLORS 

VELLOW GREEN 

for landscapes, flowers, and neutralizing 
GRUMBACHER RED THALO 

rivhie¢ 

ZINC YELLOW (Lemon Yellow) 
; Sill fel iil ci ; FLESH or portraits, flowers and delicate tints 

MANGANESE BLUE CHROMIUM OXIDE GREEN 
yw shu ne pes for shadows and neutralizing 

THALO RED ROSE COBALT VIOLET 
dety ) re [hi ¢ sel blue-violet jor shadows, flowers and tints 

PAYNE'S GRAY 

RUMBACHER 
Inc ARTISTS’ MATERIAL 

460 W. 34 St., New York 1, N.Y. 

Dod ( Red ay 



i 


