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Ms. Karen S. Chambers
One Sheridan Square
New York, NY 10014

9 November 1983
Dear Ms. Chambers:

I am responding to your letter of October 29 to Jim Fisher
regarding the reimbursement to Scott Burton for his long
distance telephone expenses in connection with the Burton
exhibition.

Since you indicated that Scott would be willing to accept
reimbursement in the form of additional copies of the
exhibition catalogue we have enclosed 10 copies of the
catalogue. We are selling the catalogues for $15.00
each, which is below our actual cost of production.

If Scott wishes to order additional copies of the catalogue
please direct the request to Ms. Francie Richardson, our

bookstore manager.

Yours truly,

James B. Corser, III
Business Manager

JBC:sc

1309 Montgomery St., Fort Worth, Texas 76107 817/738 9215
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November 21, 1983

Mr. Scott Burton
86 Thompson Street
New York, New York 10012

Dear Scott:

Scott Burton Chairs opened November 12 at the
Contemporary Arts Museum of Houston, the last
stop of the exhibition tour. Following the closing
of the exhibition in mid-January, your loans to the
show—-Bronze Chair, Model for Rubber&Glass
Chaise Longue, Lawn Chair--will be returned to
you at youwr Thompson Street address.

Once you have located someone to do the repair-
work on the Child's Table, please notify me and
I will forward that item to the appropriate address.

Sincerely,

T
James L. Fisher
Registrar
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1309 Montgomery St., Fort Worth, Texas 76107 817/738 9215
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Faren S. Chambers
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29 October 1983

Jim Pisher
Fort Worth Art Museum

Fort Worth, Texas

Dear Jim:

As per our conversation I am enclosing xerocE copies of
Scott Burton's telephone bille, a sample to documenta
his request for $150.C0 as reimbursement for long
distance phone calls made in connection with his
traveling exhibition.

He would be very happy to receive reimbursement
in the form of copies of the exhibition catalogue.

Please inform me about the cost of the catalogues
to him as we would like to order additional books.

Eest regards,

karen S. Chambers

enclosure
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1 November 1983

11 t
ulslﬂx‘h:l.tl o‘&" o 45202

Dear Sarah:

Thanks for sending the photographs. I have nct had
a chance to go over them with Scott, but my preliminary
check seems okay ®bbhaa few exceptions.

We may be missing the San Francisco outdocr chair (but Scott
may recognize it when I do not). We algo seem to be
ngssing a slide of one of the three lava chairs and three
slides of the Sling Chalr (unless those were returned
directly to Scott when he needed them for a slide lecture).
We ahb seem to be missing the color znapshot and nezative
for the Sierra granite chair, as well as the photograph
that Nance Caldwrwodd did of the tridge.

I have enclosed the color snapshot of Robert Orton's
lawn chair; I assume that is the one that you were
referring to.

I will be in Cincinnati November 9-11 to install a show
at the University called "Fragments." I hope you will be
able to come to the party afterwards that Ruth Neyer is

hosting.
Looking forward to seeing you.

Karen S. Chambers

enclosure
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1 November 1983

Sarah Rogers Lafferty

The Contemporary Arts Center
115 Epst t&iam‘t.
Cineinnati, o 45202

Dear Sarahs

Thanks for sending the photograrha. I have not had
a chance to go over them with Scott, but my preliminary
check seems okay ¥ithaa few exceptions.

¥e may be missing the San Franciseco outdoor chair (but 3cott
may recognize it when I do not). We algo seem to be
méssing a slide of one of the three lava chairs and three
slides of the Sling Chair (unlass those were returned
divectly to Scott when he needed them for 2 slide lecture).
We alh seem tc be mimsing the color snapshot and negative
for the Sierra granite chair, as well as the photograph
that Nance Cpldewrwodd did of the bridge.

I have enclosed the color snapshot of Robert Orton's
lawn chalr; T zsauvme that is the one that yvou were
referring to.

T will be in Cincinnati November 9-11 to inetall a show
at the University called "Fragments." I hope you will be

;bl;ito come to the party afterwards that Ruth Meyer is
e8TiIng. '

Looking forward to sseing you.

S

il

Karen S. Chambere

enclosure
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@ New York Telephone
226-2412 162 R3A0 SEP 16, 1983
) DETAI TEMIZED ¢ 6=

TINE PLACE AREA-NUMBER | RATE APPLIED AMOUNT
T103AN , 206 343-7393 | DIALED DAY 11
1117AM|-TQ_MINNEAPOLSIN 612 375-7671 " n

234PM 206 527-6160 " "

252PM HOUSTON 713 520-1888 " n

254PM OMAHA 402 342-3300 n "

456PM SEATTLE WA 206 527-6160 " "
514PM ST PAUL MM 291-8603 | DIALED NIGHT
952AM YAPHANK  NY 924-3547 | DIALED DAY
1158AM GREENVILLE NC 757-6336 " "
1203PM SEATTLE WA 527-6222 | PERSON DAY
1212PM| TO SEATTLE WA 527-6160 | DIALED DAY
1227Pm| TO NEW YORK  NY 925-0323

3RD NUMB WA 527-6160 OPER DAY
17|1232PM| Ig:gg; X 738-9215
SRD NUMBER F E WA 527-6160 PERSON DAY

VRN OUT S WN =[O

|
L N O OUIH N = D

CONTINUED

@ New York Telephone
226-2412 162 R3AD SEP 16, 1983
DETAIL OF ITEMIZED CALLS 226-2412

TIME PLACE AREA-NUMBER RATE APPLIED AMOUNT
430PM| TO NEN HAVEN CT. 203 777-2515
NUMBER FR NY 516 925-3547 OPER DAY 2.31
441PM| QO MINNEAPOLS FI 332-1209 :
R 924-35647 |a " L 11.95
; A S92=3732
3RD NUMBER Y 924-3547 OPER EVENING 7.47
26|1146AM| 3643-7393
3RD NUMBER 924-3547 OPER DAY 2.29
26| 101PM| 925=-0323
3RD NUMBER 926-35647 = D 181
27|1022AM| 221-8430
3RD NUMBER 924-35647 OPER NIGHT 2.82
28]1027AM| 925-0323
3RD _NUMBER YAPHANK 9264-35647 s " 1.50

CONTINUED
INDICATORS: @ MULTIPLE RATE
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| New York Telephone
212 226-2412 162 R3A0 AUG 16,l1983 PAGE 5
j A 6=
; NO| DATE TIME PLACE ___AREA-NUMBER RATE APPLIED MIN| AMOUNT
1|JUL 22[1042AM| TO MINNEAPOLS MN 612 332-1209 DIALED DAY 4 -
2|JUL 25{1111AM| TO ST PAUL MN 612 291-8603 . b L .64
3|JUL 2511235PM]| TO N 612 332~ 2 i 20 9.00
4|JUL 25{1259PM| TO(FORT LIO = i/ n 1 .66
5|JUL 25| 102PM| TO X 713 526-3129 %4 L] 5 2.640
i 6({JUL 25| 452PM| TO BEVERLYHLS CA 213 271-7101 i 12 3 L.72
| 7|JUL 26|1044AM| TO LEWISTON NY 716 7564-9001 2 e 9 3.56
i 8|JUL 28| 628PM| TO SHELTER IS NY 516 749-2097 DIALED EVENING 6 1-39
5 9|/AUG 1|1005AM| TO SEATTLE WA 206 343-7393 DIALED DAY 3 .74
| 10|]AUG 1(1153AM| TO CONWAY WA 206 445-2131 PERSON DAY 5 5.70
\ 11{AUG 1[1203PM| TO MINNEAPOLS MN 612 332-1209 DIALED DAY 1 .64
12|AUG 1}|1225PM| TO BETHESDA MD 301 365-2272 i = 2 97
13|AUG 1| 203PM| TO BEVERLYHLS CA 213 271-7101 L L 9 .66
14{AUG 2|1037AM| TO NEWFOUNDLD NJ 201 697-9521 ® L 54 15.32
15/AUG  311137AM| TO MINNEAPOLS MN 612 332-1209 L) i 1 -66
CONTINUED
:I New York Telephone
| 212 226-2412 162 R3A0 AUG 16, 1983 PAGE 6
DETAIL OF ITEMIZED CALLS 226-2412
NO] DATE | TIME | _—PLACH AREA-NUMBER RATE APPLIED |MIN| AMOUNT
1[AUG 3|1138AM (.Hl;rglJiN_EAZ_OJ.S_NN 612 375-7671 | DIALED DAY 25| lEL20
2|AUG 5|1238PM| TO SEATTLE WA 206 343-7393 " " 3 1.72
3|AUG 5| 307PM| TO CAMBRIDGE MA 617 864-5150 " n 2 .97
4|AUG 5| 450PM| TO BEVERLYHLS CA 213 271-7101 " " 8 4 .17
5|AUG 5| 458PM| TO SHELTER IS NY 516 749-2097 (a " w 3 1.06
6|AUG 6|1144AM| TO GOSHEN CT 203 491-3456 DIALED NIGHT 31 .66
7|AUG' 7]1219PM| TO ST PAUL MN 612 291-8603 " " 20 3.60
! 8|AUG 8|1153AM| TO NEWFOUNDLD NJ 201 697-9521 | DIALED DAY 13 3.84
I 9/auc 8| 359PM| TO NEW HAVEN CT 203 777-2515 . » 7 2.79
" |i10laue 8| 625PM| TO PROVIDENCE RI 401 421-3422 | DIALED EVENING| 17 4.09
i |11|{au6 9|1217PM| TO NEWFOUNDLD NJ 201 697-9521 | DIALED DAY 2 .76
I |12]AuG 9]1228PM| TO SHELTER IS NY 516 749-2097 v il 5 1.82
13|AUG 9 1nsem:§§%§§£§§§%;gg§:MN 612 332-1209% n - 10 .60
14[AUG 9| 1T9PM WA 206 343-7393 i n 7 3.68
15/AUG 10| 421PM| TO NEW HAVEN CT 203 777-2515 " n 2 .94
CONTINUED
INDICATORS: 9 MULTIPLE RATE
] @ New York Telephone
212 226-2412 162 R3A0 AUG 16, 1983 PAGE 8
DETAIL OF ITEMIZED CALLS 226-2412
~
NO| DATE | TIME PLACE AREA-NUMBER RATE APPLIED ul
1/JUL 18[1029AM| TO BETHESDA MD 301 365-2272 . fLNG AMOUNT
3RD NUMBER FR YAPHANK NY 516 924-3547 | OPER DAY 5 3.69
2|JuL 18|1036AM| TO NEW YORK  NY 212 582-3889 d
3RD NUMBER FR YAPHANK NY 516 9264-3547 " " 1 1.81
3|JuL %grl)lgglml T0 ST PAUL MN 612 291-8603 E
MBER FR Y 516 924-3547 " "
; 4|JUL 18|10642AM| WEESN 612 332-1209 . ey
| 3RD NUMBER F Y 516 924-3547 " " 3 3.07
5{JUL 18|1045AM| MINNEAPO 612 375-7671
3RD NUMBER -NY 516 9%264-3547 = X 1% 10.11
| 6|JUL 21| 309PM| TO NEW HAVEN CT 203 7171-2515
4 3RD NUMBER FR ALEX 703 684-9510 = b 1 2.13
7{JUL 21| 616PM| TO NEW YORK NY 212 989-5231
3SRD NUMBER FR ALEX VA 703 521-9503 OPER EVENING 2 .13

CONTINUED
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~NewYorkTelephone

226-2412 162 R3A0 JAN

16, 1983

LAST PAGE

F_ITEMIZ c S 226-24

NO] DATE | TIME PLAC AREA-NUNBER RATE APPLIED _|MIN] AMOUNT
1[JAN 12| 323PM FORT WORTH TX°817 738-9215 | PERSON DAY 17| 10.65
2|JAN 13| 314PM VIDENCE RI 401 421-3805 | DIALED DAY 6 2.53
3|JAN 13| 340PM| TO CENTRALIA WA 206 736-3263 " " 15 7.60
4|JAN 13| 403PM| TO SEATTLE WA 206 447-4661 | PERSON DAY 9 7.66
5|JAN 14| 144PM| JO5ER WA 206 363-7393 | DIALED DAY 6 3.19
6|JAN 14| 251PM R X 817 738-9215 | PERSON DAY 8 6.72
7|DEC 14 PROVIDENCE RI TELEGRAM 4.45
8|DEC 20 TO TICONDEROG NY TELEGRAM 5293

TOTAL CHARGE FOR ITEMIZED CALLS

5 New York Telephone

|

) 212 226-2412 162 R3A0 JAN 16, 1983 PAGE 5

1

) DETAIL OF ITEMIZED CALLS 226-26412

\

s [NO]_DATE [ TIME PLACE AREA-NUMBER RATE APPLIED [MINI AMOUNT

y [ 1|DEC 18] 125PM| TO YAPHANK NY 516 924-3547 | DIALED NIGHT 21 2.60

.| 2|pEC 23| 224pPM| TO SAN FRAN  CA 415 864-3195 | DIALED DAY 5 2.70

+ | 3|DEC 23| 229PM| TO DETROIT MI 313 885-8594 hid " 1 .62

{ | &|DEC 28| 111PM| TO FORT WORTH TX 817 738-9215 | PERSON DAY 20| 12.00

1 5|DEC 28| 132PM| TO BUFFALO NY 716 881-1555 " " 5 .82

{ | 6]JAN 1 702PM:4;3:%%§§fEt:%\:;N 612 291-8603 | DIALED NIGHT 23 300
7|JAN 5| 324PM| WORTH YX 817 738-9215 | DIALED DAY 19 8.56
slJaN 6| 115PMT—TO WASHINGION DC 202 634-4276 " " 2 .97

1|, 9f9aN 6| 121PM /qgjgg%}fggg%E>Tx 817 738-9215 5 n 2 1.08

j|LofJAN 7 1214PM[—F0— LE WA 206 343-7393 " " 1 5.64

!111]JAN  7[1226PM| TO OAKLAND CA 415 654-0245 " " 4 212l

i |12|JAN 7|1251PM| TO CENTRALIA WA 206 736-3263 " " 2510 v12.50

! 113]JAN 7| 205PM| TO SEATTLE WA 206 447-4710 | PERSON DAY 15| 10.60
14|JAN 10|1252PM| TO PROVIDENCE RI 401 421-3422 | DIALED DAY 2 .97
15)JAN 10| 100PM| TO LOSANGELES CA 2313 856-0640 PERSON DAY 29| 17.46

CONTINUED

I i s

¢ New York Telephone
' 212 226-2412 162 R3A0
! i : DETAIL OF ITEMIZED CALLS 226-2612

APR 16, 1983 PAGE 5

NO| DATE TIME PLACE AREA-NUMBER RATE APPLIED MIN| AMOUNT
1|MAR 26[1224PM 713 520-1888 DIALED NIGHT 13 2.36
2|MAR 28|1007AM 13 721-0390 PERSON DAY 1 3.62
3|MAR 28|1009AM CINCINNATI OR 513 721-0390 DIALED DAY 157 2.50
4|MAR 28| 118PM STOWN NY 716 745-3377 ¢ " 1 .60
5{MAR 28| 127PM| TO €A 213 274-2534 o 5 21 10.54
6 |MAR 28| 753PM NNATI-OH 513 381-2159 DIALED EVENING| 29 7:59

\ 7|MAR 29| 858AM HUA NH 603 883-6673 DIALED DAY 11 4.68
| s|MAR 29| 112PM| TO MINNEAPOLS MN 612 332-1209 n n 4 1.96
! 9|MAR 29| 116PM| TO SHERWOOD OR 503 625-7168 b iy 4 2:21
| l10|MAR 29| 342PM| TO CULVERCITY CA 213 559-5033 n bk 16 8.09
. |11|MAR 29| 449PM| TO SHERWOOD OR 503 625-7168 o 2 1 + 74
. |12|APR 4[1202PM| TO SHERWOOD OR 503 625-7168 " » 9 4.66
. |13]AaPR 11| 552PM| TO ST PAUL MN 612 291-8603 DIALED EVENING il 1.96
. |14]aPR 13|11154M| TO PROVIDENCE RI 401 861-9002 DIALED DAY 1 .58
. |15|APR 164[{1200PM| TO MINMEAPOLS MN 612 332-1209 n i) 3 1.52

: CONTINUED
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29 October 1983

Jim Fisher
Tort Werth Art Museum

Fort Worth, Texas

Dear Jims

As per our conversation I am enclosing xerom copies of
Seott Lurten's telephone bills, a sample 1> decumenta
his reguest for $150.00 as reimbursement for long
distance phone calls made in connection with his
traveling exhibition.

He would be very happy ‘o receive reimbursement
in the form of copies of the exhitition catalogue.

Please inform me abou} the cost of the catalogues
to him as we would like to order adiditional books.

Lest regards,

Karen 5. Chambers

~ enclosure
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- KAREHN S. CHAMBERS
-ORE SHERIDAN SQUARE
NEW YORK 10014

telephone: (212) 675 3425

19 July 1983

Amy Bannister

The Contemporary Arts Center

115 Egst Fifth Street .
Cincinnati, Ohio 45202

Dear Amy:

ontnief—
Aprp 753

Thanks for sending the press material on Scott.

I have a few questions about sources which I need to add
in order to make Scott's bibliography as complete as possible:

f— e
Where did the Hunt article appear, date and page? Art Bea P

What issue of Dialogue and page for Sarah®s piece? Mr‘/ﬂp l’?}?‘ it

Do you have the page number for the New Art Examiner ,,..

review? '/hcidlv@r 744/.”:(

Again, thanks.

Best,

M

Karen S. Chambers
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August 1, 1983
Dear Scott,

Greetings from soggy Cincinnati. Hope you're
enjoying your summer and the success of your
beautiful exhibition. I'm so sorry that I missed
the Walker opening, but I'm sure it looks just
smashing.

I will be sending you the 15 catalogues today
and tomorrow--probably in 2 packages. But they'll
go first class , so you should have them soon.

I have been having the usual go-around about the
cost-price of the catalogue. Because of the all
changes/typesetting/etc. they say that each cat.
cost $15: As I only have general access to all

the figures, I can only estimate , but unfortunately
that seems to be in the ballpark. Anyway, the

cost figure that is being used is $9, $15 is obviously
too outrageous. Karen indicated that you wanted

to buy 50 - 100 depending on the cost figure. At
$9 a bk that's pretty steep. I will keep trying
to work on a better arrangement... it's still
hard'cause the new director has not yet arrived.
However, I'll send this first group off (for free--
just don't mention it to our staff) and then keep
in touch. In the meantime, you might check with
Fort Worth, to see if you could buy some from them.
It sold quite well here, and I'm sure is doing
well in NMinneapolis. You should also be pleased

to know that , it will be circulated throughout
museums around the country as part of the catalogue
exchange system, which means it will end up in the
libraries.

I'l11l keep you posted. Take care
Sar

The
Contemporar &
Arts Conter Wy

115 East Fifth Street  Cincinnati, Ohio 45202 513-721-0390 The Contemporary Arts Center is a member of the Fine Arts Fund
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10 August 1983

Szmaah Rogers~Lafferty

The Contemporary Arts Center
115 Hast 5th Street
Cincinnati, Ohio 452022

Dear Sarath

Now that the catalogue is finally finished, I expect
that the printer will be retumning all of the
photographic materialyyo you. Scott suggested that
it might be easier if I took care of returning it
all, Could you simply forward it to me?

Many thanks.

Best,

KRaren S. Chambers
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19 July 1983

Any Bamnister

The Contemporary Arts Center

115 Bast Fifth Street

Cincinnati, Chio 45202

Dear Amys

Thanke for sending the press materlal on Scott.

I have a few questions about sources which T need %o add
in order to make Scott’'s bibliography as complete as possibles

Where did the Hunt article appear, date and page?
Whet issue of Dislogue and page for Sarah's plece?
Do you have the page number for the New Art Examiner

review?
Again, thanks.
Beast,

Karen S. Chambers
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19 July 1983

Marge Coldwater
Walker Art Center
Vineland Place
Minneapolis, MN

Dear Marge:

We will probably have spoken by the time you receive
this, but Scott would love to have at least a dozen
catzlosues as soon as possible. We will be ordering
more for our use.

Flease make sure we receive copies of-all-of the press
coverage 80 I can add it to Scott's resemm.

Here is Scott's alrline ticket, $278.00,ffor reimburse-
ment. I Xnow he will sppreciaste your looking after
that °

Hope 211 is well in WM@nnespolis.
Best,

:
A 4 I
\ (L A

Karen S. Chambers

enclosure
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10 July 1983

Sera Rogera=Lafferty

The Contemporsry Awvte Center
115 Bast Fifth Street
CGincinnati, Ohio 45202

Dear Saras:

Well, I guees the second installment of the CThalr
show is up aand 2ll iz well.

If you sent Scott cories of the Cincinnatl press,
I have not seen them. Can you send me Juplicate=?

Alse, I am surse that it ig an oversight, but I have
enclosed a second invoice for my services.

On a lasg Burtonian note, I have enclosed a copy

of the magazine which I am now editing, new work.

It is published by the New York Experimental Class
Workshop and deals strictly with that medium.

Perhaps the bookstore would like to carry it? Tet
me know. The terms are LO0% discount, on consigrment,
full return policy.

Hope the summer in the Ohio Valley is not to ghastly
and humid.

Best,

Karen S. Chambers

enclosure
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N%fm EW YORK EXPERIMENTAL GLASS WORKSHOP _® 142 Mulberry Street ® New YO©" City 10013(212) 9661808

NEW WORK macazine, published by the not-for-profit New York
Experimental Glass Workshop, is the only journal in the
United@ States which offers a serious critical voice for

the glass arts. Our readers include glass artists and
craftspeople, suppliers, gallery and museum staff members
and collectors. Because our reacership targets the people
interested in the glass arts, I am certain that you

will want to advertise in our upcoming September issue.

I have enclosed a copy Oof our current issue and a rate
card for your information. Our next issue will, as
usual, offer coverace of the national and international
glass art scene with special reportage by liarvin Lipofsky
on the first international ¢glass symposium held in
Czechoslovakia, an interview with David Wilson, the

first publication in the West of an exXcerpt from Soviet
Colored Glass and much more. We will also be initiating
our exhibition reviews andé notes section.

As the new editor of NEW WORK, I am excited by the prospect
of the increasing our coverace in both depth and breadth.

I hope that you will help us to make this possible by
becoming a supporter -- a position that you can assume by
acdvertising in our paces.

I will call you next week to discuss this possibility.

Sincerely,

Karen S. Chambers
Editor

enclosure
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10 July 1983

The Contemporary Arte Center
115 Egst Fifth Street
Mincinnati, Ohio 45202

STATEMENT, original invoice 30 March 1983

Services rendered
9% hours assembling photographic
:agﬁigiolfor Scott Burton catalogue

$133.00
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MMM NEW YORK EXPERIMENTAL GLASS WORKSHOP @ 142 Mulberry Street ® New York City 10013 (212) 9661808

NEW WORK macgazine, published by the not-for-profit New York
Experimental Glass Workshop, is the only journal in the
United States which offers a serious critical voice for

the glass arts. Our readers include glass artists and
craftspeople, suppliers, gallery and museum staff members
and collectors. Because our reacdership targets the people
interested in the glass arts, I am certain that you

will want to advertise in our upcoming September issue.

I have enclosed a copy of our current issue and a rate
card for your information. Our next issue will, as
usual, offer coverace of the national and international
glass art scene with special reportage by Larvin Lipofsky
on the first international cglass symposium held in
Czechoslovakia, an interview with David Wilson, the

first publication in the West of an excerpt from Soviet
Colored Glass and much more. We will also be initiating
our exhibition reviews ané notes section.

As the new ecitor of NEW WORK, I am excited by the prospect
of the increasing our coverace in both depth and breadth.

I hope that you will help us to make this possible by
becoming a supporter -- a position that you can assume by
acdvertising in our paces.

I will call you next week to discuss this possibility.

Sincerely,

Karen S. Chambers
Editor

enclosure
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30 March 1983

-—

Dear Chuck and Elizabdeth, [Setlw
I have wanted to write to thank you for hosting

such a lovely party abBter the CAC opening, but things
have been very hectic for me, in other words, their
usual state. Flease forgive my tardiness in thanking
you because it really was a wonderful way to celebrate
the show.

The work that the Center staff put into making
my show a success was teemendous and it was great to see
that the Board also contributed in terme of your gracious
hoppitality. Thanks, again.

Best regards,

Scott EBEurton
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SCOTT BURTON

86 Thompson Street
New York, NY 10012

30 March 1983

Charles and Elizabeth Byrne
LO5 Lafayette

Cincinnati, Ohio 45220

Dear Chuck and Elizabeth:
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The Contemporary Arts Center
115 East Fifth Street
Cincinnati, Ohio 45202

Please. cometo a pa
Lor visthing arhsts
Scott Borton and

g : ONZ SHERIDAN SQ.
lLee %uqn—om Lollow: NEw Vork, NY *

“Hrein CAC OFQJU% ool
March 1o at § oo PM

Chuek € Elizabety Bjrne

40S Laﬁura/-k—/ 4520

Scott Burton Acrylic Chair, 1981
acrylic plastic 40%2" x 24" x 26'."
Courtesy Max Protetch Gallery, New York

Eesto

Karen S« Chambers

P‘S'

I would appreciate anything you can do about the Vent Haven
catalogues. Thanks.

P.P.S.
of course, we would all love to see what B.J. Foreman
wrote!
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at you are a
ore look
in before

of which
11 send

he catalogue.
iﬁg? i hat I can
help w '

Best,

Karen

P. S L]

I would appreciate anything you can do about the Vent Haven
catal ogues. ’I‘hankSo

& e B.J. Foreman

of course, we would all love to see what B.J.

wrote!
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18 March 1983

Sara Rogers=~Lafferty

The Contemporary Arts Center
115 East Fifth Street
Cincinnati, Ohio 45202

Dear Saras

Well, I think everything looked great! And that you are a
marvell! I had hoped to stop in to have one more look

and say good-by, but just could not work that in before

my 1 o'clock plane.

I have enclosed some photographic bills, most of which
should be reimbursed to me, one to Scott.

As for my bill for gathering photographs, I will send
that along soon.

Good luck with your continuing struggle with the catalogue.
And, of course, call me if you need anything that I can
help withe.

Best,

Karen S. Chambers

Plsl
I would appreciate anything you can do about the Vent Haven
catalogues. Thanks.

P.P.S.
of course, we would all love to see what B.Jd. Foreman

wrote!
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STATEMENT OF PHOTOGRAPHIC EXPENSES FOR SCOTT BURTON CATALOGUE

Alan Zindman - Queen Anne chair & table $ 4.25

Dugghl=~ from book(Brancusi bench) 15.00
(22043)

Duggal - from book, 2 imsges(Eirza-fauteuil, 30.00
(22008) MNoholy=Nagy ?)

Duggal - Nance Calderwood photograph 7+ 50
(21606)

Duggal - from book (Le Corbusier plub chaire) 17.50
(21605)

Total to red@imburse Karen S. Chambers b,

Duggal - Polaroid of rubber chaise longue
(22159)

Total to reimburse Scott Purton
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> March 1983

Nance Calderwood

1518 First Avenue South
Seattle, WA 98134
Dear Nance Calderwoods

Scott Burton has asked that I send you the enclosed
print of your photograph, cropped as it will appear.

3incerely,

Laren 5. Chambers

enclosure
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20 February 1983

Sara Rogers-Lafferty

The Contemporary Arts Center

115 East Fifth Street

Cincinnati, Ohio 45201

Dear Sarat

It was nice seeing you in Philadelphia. I got home last
night totally exhausted. And after today am wishing I
were back in the Franklin Plaza swimming pool.

Here is the black and white of the Chaise Longue == full
gsize. It ig blown up from a Polaroid but does capture
the essence of it. Scott's notes will explain the fuzziness.

Speaking of notes, he has taken his copy of them to Minneapolis
to go over with Marge tomorrow (Monday).

Did the Nodel for the Chaise Longue get photographed?

Please let me know about the financial arrangements for
the shipping of the Sling Chair.

I will talk to you before you recelve this, so all of
these things should be taken care of.

I do look forward to seeing the show ingtalled. Will
there be a dinner or party after the opening? Scott would
like to make surqihat Ray and Lucille Rousch from Carl
Strauss's office is invited.

And is Scott staying a¥ the Netherland Hilton?

Best,

Karen 3. Chambers

enclosure
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15 February 1983

Sara Rogers-Lafferty

The Contemporary Arts Center
115 East Fifth Street
Cincinnati, Ohio 45201

Dear Sara:

I just spoke with Jim Fisher from Ft. Worth and understand
that he and Marge will also be in Philadelphia for the CAA
meetings. g, undoubtedd¥ we will have all spoken before
you receive this on your return.

bEnclosed are three other Photographs that Scott would
like used in the notes, an addition to the notes and
a list of the phétographs to accompany the notes.
Scott will be sending another photecaraph at the end
of this week and then,Il think that will be it.

As usual, if you need anything, let me know.

Sincerely,

Karen S. Chambers
enclosure

P.S'
The photographs are completely labeled on the backs.
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Photographs to Accompany Scott Burton's Notes (which should be
get flush left, with an extra line between paragraphs)

1.
2.
3.
L.
5.

6.

7

8.
9.
10.
14,

Bronze chair -- chair in street and by table

Lawn chairg =- Wagner pair and detail of Formica chair
Lounge chair =-- on the Plaza and in the museum

Rock chairs -=- Rockville, Seattle and all other examples

Aluminum chair =-- the Nance Calderwood bridge photograph
if it is not used in the essay by Stuckey

Acrylic chair -- template (which Scott is also promising
to send this week)

i (please note the new and correct titlej
hot the The Steel-Frame Sling Chair) -- the 3/4 rear view
converted from Scott's slide
Child's Table and Chair =-=- nothing
Steel table and chair == full set
Melzer dining chair -- full set if not in Stuckey essay

Chaise Longue model -~ converted Polaroid that Scott is
gending on Thursday
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add 2 paragraphs p. 12 (Model, Rubger and glase chaise longue)

This is the first of a contlinuing series of designs for chaises
longues (as copposed to chairs, which have less inclined backs
and which do not support the lower legs of the sitter).

In addition to the Modekl for Rubber and Glass Chaise Lonsue,
Thomas Avate-Marco, of TAM Fabrication, New York City, has

made all models and/or drawings for the Lounge Chairs,
Child's Table and Chair, Aluminum Chair. Acrylic Chair,
Dining Table and Chairs and Sling Chair. Over the past

eight years, he has also contributed essential advice and
skilgs to these and many more of my projects.
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10 PFebruary 1983

Jim Fisher
The Fort Worth Art Museum

1309 Montgomery St.
Fort Worth, TX 76107

Dear Jim:

I have a call in to Mark Liebman at Ollendorff
and will talk to him on Monday when he returns
fpom his abbreviated vacation.

I have enclosed the signed loan forms =-- at last.
You will, of course, note that I have net done
condition reports on the works at this time.

I think that should be done when the plieces are
picked up.

You are also missing the dimensions for the Model
for Chaise Longue. I will send that along when
I receive it.

Sorry that it has taken so long to gét these to
you,

Best regardsnp

Karen S. Chambers

enclosure
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THE FORT WORTH ART MUSEUM

LOAN AGREEMENT

Please complete, sign and return this form to the Museum’s R

is for your files.

egistrar, particularly filling in items checked with an “X.” The copy

Exhibition Title

Dates & Locations

Duration of Loan

Lender

o

Home Phone

" Business Phone

N
Nlie

Address

(Unless otherwise instructed below, work will be shipped from and returned to this address)

Artist, Nationality
& Dates

Title & Date

Medium or Materials :
& Support L

Size (in inches) Painting, drawing, etc (excl. frame or mat) h

Sculpture or relief (excl. pedestal) h

Approximate weight
Pedestal: h W.

Ibs.

Is the work framed?

Credit Line

appx. wt

(Lender’s name as it should appear in catalog and gallery label)

Special handling
or instructions

Condition In your opinion is the work in sound physical condition?
Please list any defects you may note (cracks, scratches, chips, etc):

Insurance Value (U.S. currency)

Do you prefer to maintain your own insurance?

If so, estimated premium (See conditions on reverse side)

Photography and  Except as crossed out below, the lender agrees that participating museums may:

Reproduction

(with credit line) (A)  Reproduce the work in their publications and publicity including videotape

(B)  Make slides and videotape for distribution to Educati

(C)  Permit the general public to photograph the work

on users including the College Art Association

If the work was acquired after January 1, 1978 do you have reproduction rights?
If not, please indicate the name and address of the person to contact for permission to reproduce.

ol

R

8 Qe ~

Shipping - Are the following shipping instructions satistactory? yes

N

L

no

1309 Montgomery St., Fort Worth, Texas 76107 817/738 9215
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TERMS AND CONDITIONS:

1. The Fort Worth Art Museum (the Museum) will exercise the same care and safekeeping in respect to loans as it does in
the safekeeping of its own property.

2. Loans shall remain in the custody of the Museum and/or other museums participating in the exhibition in question for the
time specified on the face of this loan agreement, but may be withdrawn from exhibition at any time by the Museum.

3. Lender,on behalf of himself and any subsequent owners,agrees that he will not withdraw loan during the period of this
agreement.

4. Unless the lender expressly elects to maintain his/her own insurance, the Museum will insure the work wall-to-wall under
its fine-arts policy in the amount of the value specified by the lender on the face of this loan contract against all risks of
physical loss or damage from any external cause while in transit and on location during the period of this loan; provided,
however, that if the work shall have been industrially fabricated and can be replaced to the artist’s specifications, the amount of
such insurance shall be limited to the cost of such replacement. If no amount shall have been specified by the lender, the
Museum will insure the work at its own estimated valuation. The Museum’s fine-arts policy contains the usual exclusions for
loss or damage due to war, invasion, hostilities, rebellion, insurrection, confiscation by order of any Government or public
authority, risks of contraband or illegal transportation and/or trade, nuclear dama?e, wear and tear, gradual deterioration,
moths, vermin and inherent vice, and for damage sustained due to and resulting from any repairing, restoration or retouching
process unless fire and/or explosion occurs during repairs. The lender agrees that, in the event of loss or damage, recovery
shall be limited to such amount, if any, as may be paid by the insurer, hereby releasing the Museum, each of the participating
museums, and the Trustees, officers, agents and employees of the Museum and of each of the participating museums from
liability for any and all claims arising out of such loss or damage.

5. If the lender chooses to maintain his own insurance, the Museum must be supplied with a certificate of insurance naming
the Museum and each of the participating museums as an additional insured,or waiving subrogation against the Museum and
each of the participating museums. If the lender shall fail to supply the Museum with such a certificate, this loan agreement
shall constitute a release of the Museum and of each of the participating museums from any liability in connection with the
work. The Museum cannot accept responsibility for any error or deficiency in information furnished to the lender’s insurer or for
lapses in coverage.

6. Unless otherwise noted in writing, the loan will be returned to the address noted on the reverse. If the Museum is unable to
contact the lender within one month following the close of the loan period, and no special arrangements have been made for
the return of the loan, then the Museum shall have the absolute right to place the work in storage at the lender’s risk, to charge
regular storage fees and the cost of insurance therefore, and to have and enforce a lien for such fees and cost. If after three
years, the work shall not have been reclaimed, then, and in consideration for its storage, insurance and safeguarding during
such period, the work shall be deemed an unrestricted gift to the Museum and the lender hereby authorizes the Museum to so
proceed in accordance herewith.

7. If the legal ownership of the work shall change during the pendency of this loan, whether by reason of death, sale,
insolvency, gift or otherwise, the new owner is requested to notify the Registrar of the Museum, giving full name and address in
writing. The new owner, prior to its return,may be requested to establish his legal right to receive the work by proof satisfactory
to the Museum.

8. No restoring, repair or cleaning of object will be performed by the Museum unless prior permission is obtained in writing.
9. All objects will be handled and/or packed by professional preparators or art handlers.

10. In signing this agreement, the lender certifies that he or she is the legal owner or authorized agent of the legal owner of the
object(s) in question.

11. The foregoing constitutes the entire agreement of the parties and neither this clause, nor this agreement, nor any
subsequent modification may be made except in writing signed by both parties hereto. Any changes herein of printed text or
written additions must bear the initials of the parties hereto. The conditions of this loan as stated above and on the reverse are
accepted and shall bind lenders, heirs, assigns and personal representatives.

Jy y BTN
Signature:%/d//«////’: LALLAL 2l /\ FOR SCO7~ Date "'5/4/4/ f ‘3

(Lender or authorized agent)

Signature: M KM\ Date /// / z/ &3

(For the Fort Worth Art Museum)
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Please complete, sign and return this form to the Museum’s Registrar, particularly filling in items checked with an “X." The copy

is for your files,

THE FORT WORTH ART MUSEUM

LOAN AGREEMENT

Exhibition Title
Dates & Locations

Duration of Loan
Lender

Address

SCOTT BURTON CHAIRE

March-April, Cincinnati; July=-August, Walker Art Center,

A

Coambtarmeamanyy Aate AMOacaien  Houston
Aerrporany ¥

apx. February 1988 through February 1984

Scott Burton 212/2026-2412

Home Phone _

36 Thompson Street
Business Phone

10012

New York, New York

(Unless otherwise instructed below, work will be shipped from and returned to this address)

Artist, Nationality
& Dates

Title & Date

Medium or Materials

& Support
Size (in inches)

Credit Line

€ cott Burton, American

Adirondack Lawn Chair

piné wood

Painting, drawing, etc (excl. frame or mat) 1h_
Sculpture or relief (excl. pedestal) h e
Approximate weight
Pedestal: h W.
Is'the worlk framed?

Ibs.

s e

(Lender’s name as it should appear in catalog and gallery label)

Special handling
or instructions

Condition

Insurance

Photography and
Reproduction
(with credit line)

e

Shipping -

In your opinion is the work in sound physical condition?
Please list any defects you may note (cracks, scratches, chips, etc):

Value (U.S. currency) X
Do you prefer to maintain your own insurance?
If so, estimated premium (See conditions on reverse side)

Except as crossed out below, the lender agrees that participating museums may:

(A)
(B)
(©)

If the work was acquired after January 1, 1978 do you have reproduction rights?
If not, please indicate the name and address of the person to contact for permission to reproduce.

Reproduce the work in their publications and publicity including videotape

Permit the general public to photograph the work

DA B AT A, RS S
DN Ave the following%hipping-}hstrucﬁons satisfactory? -yes-*

3 S

) N
LN A AN A\

andc

1309 Montgomery St., Fort Worth, Texas 76107 817/738 9215

Make slides and videotape for distribution to Education users including the College Art Association
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TERMS AND CONDITIONS:

1. The Fort Worth Art Museum (the Museum) will exercise the same care and safekeeping in respect to loans as it does in
the safekeeping of its own property.

2. Loans shall remain in the custody of the Museum and/or other museums participating in the exhibition in question for the
time specified on the face of this loan agreement, but may be withdrawn from exhibition at any time by the Museum.

3. Lender,on behalf of himself and any subsequent oowners,agrees that he will not withdraw 16an during the period of this
agreement.

4. Unless the lender expressly elects to maintain his/her own insurance, the Museum will insure the work wall-to-wall under
its fine-arts policy in the amount of the value specified by the lender on the face of this loan contract against all risks of

hysical loss or damage from any external cause while in transit and on location during the period of this loan; provided,

owever, that if the work shall have been industrially fabricated and can be replaced to the artist’s specifications, the amount of
such insurance shall be limited to the cost of such replacement. If no amount shall have been specified by the lender, the
Museum will insure the work at its own estimated valuation. The Museum's fine-arts policy contains the usual exclusions for
loss or damage due to war, invasion, hostilities, rebellion, insurrection, confiscation by order of any Government or public
authority, risks of contraband or illegal transportation and/or trade, nuclear damage, wear and tear, gradual deterioration,
moths, vermin and inherent vice, and for damage sustained due to and resulting from any repairing, restoration or retouching
process unless fire and/or explosion occurs during repairs. The lender agrees that, in the event of loss or damage, recovery
shall be limited to such amount, if any, as may be paid by the insurer, hereby releasing the Museum, each of the participating
museums, and the Trustees, officers, agents and employees of the Museum and of each of the participating museums from
liability for any and all claims arising out of such loss or damage. 8

5. If the lender chooses to maintain his own insurance, the Museum must be supplied with a certificate of insurance naming
the Museum and each of the participating museums as an additional insured,or waiving subrogation against the Museum and
each of the participating museums. If the lender shall fail to supply the Museum with such a certificate, this loan agreement
shall constitute a release of the Museum and of each of the participating museums from any liability in connection with the
work. The Museum cannot accept responsibility for any error or deficiency in information furnished to the lender’s insurer or for
lapses in coverage.

6. Unless otherwise noted in writing, the loan will be returned to the address noted on the reverse. If the Museum is unable to
contact the lender within one month following the close of the loan period, and no special arrangements have been made for
the return of the loan, then the Museum shall have the absolute right to place the work in storage at the lender’s risk, to charge
regular storage fees and the cost of insurance therefore, and to have and enforce a lien for such fees and cost. If after three
years, the work shall not have been reclaimed, then, and in consideration for its storage, insurance and safeguarding during
such period, the work shall be deemed an unrestricted gift to the Museum and the lender hereby authorizes the Museum to so
proceed in accordance herewith.

7. If the legal ownership of the work shall change during the pendency of this loan, whether by reason of death, sale,
insolvency, gift or otherwise, the new owner is requested to notify the Registrar of the Museum, giving full name and address in
writing. The new owner, prior to its return,may be requested to establish his legal right to receive the work by proof satisfactory
to the Museum.

8. No restoring, repair or cleaning of object will be performed by the Museum unless prior permission is obtained in writing.
9. All objects will be handled and/or packed by professional preparators or art handlers.

10. In signing this agreement, the lender certifies that he or she is the legal owner or authorized agent of the legal owner of the
object(s) in question.

11. The foregoing constitutes the entire agreement of the parties and neither this clause, nor this agreement, nor any
subsequent modification may be made except in writing signed by both parties hereto. Any changes herein of printed text or
written additions must bear the initials of the parties hereto. The conditions of this loan as stated above and on the reverse are
accepted and shall bind lenders, heirs, assigns and personal representatives.

0 Ty B ormd O A=
A T bate X AL TS

J (Lender or authorized égent)

Signature: M KM{\ Date / / ZC./ 83

(For the Fort Worth Art Museum)
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THE FORT WORTH ART MUSEUM

LOAN AGREEMENT

Please complete, sign and return this form to the Museum'’s Registrar, particularly filling in items checked with an “X." The copy
is for your files.

Exhibition Title
Dates & Locations

Duration of Loan

Lender SN Suit Home Phone

.. Business Phone

rhommson troe aw York, New York 100

Address

(Unless otherwise instructed below, work will be shipped from and returned to this address)

Artist, Nationality scot urtos \merican
& Dates :

Title & Date

Medium or Materials
& Support

Size (in inches) Painting, drawing, etc (excl. frame or mat) h_
Sculpture or relief (excl. pedestal) h___-
Approximateweight ___ Ibs.
Pedestal: h W, appx. wt
Is the work framed?

Courtesy o the artist

~ Credit Line

(Lender’s name as it should appear in catalog and gallery label)

Special handling
or instructions

Condition In your opinion is the work in sound physical condition?
Please list any defects you may note (cracks, scratches, chips, etc):

Jp N

Insurance Value (U.S. currency) -
Do you prefer to maintain your own insurance?
If so, estimated premium (See conditions on reverse side)

Photography and  Except as crossed out below, the lender agrees that participating museums may:

Reproduction

(with credit line) (A)  Reproduce the work in their publications and publicity including videotape
(B)  Make slides and videotape for distribution to Education users including the College Art Association
(C)  Permit the general public to photograph the work

If the work was acquired after January 1, 1978 do you have reproduction rights?
If not, please indicate the name and address of the person to contact for permission to-reproduce.
, ‘ N
NN £ AL 7N WL K2 7 S SN SRR NN O
Are the following shipping instructions satisfactory? yes  no i

~\3
. 4 N

/ N

v’ » ks \
Shipping

1309 Montgomery St., Fort Worth, Texas 76107 817/738 9215
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TERMS AND CONDITIONS:

1. The Fort Worth Art Museum (the Museum) will exercise the same care and safekeeping in respect to loans as it does in
the safekeeping of its own property.

2. Loans shall remain in the custody of the Museum and/or other museums participating in the exhibition in question for the
time specified on the face of this loan agreement, but may be withdrawn from exhibition at any time by the Museum.

3. Lender,on behalf of himself and any subsequent owners,agrees that he will not withdraw loan during the period of this
agreement.

4. Unless the lender expressly elects to maintain his/her own insurance, the Museum will insure the work wall-to-wall under
its fine-arts policy in the amount of the value specified by the lender on the face of this loan contract against all risks of
physical loss or damage from any external cause while in transit and on location during the period of this loan; provided,
however, that if the work shall have been industrially fabricated and can be replaced to the artist’s specifications, the amount of
such insurance shall be limited to the cost of such replacement. If no amount shall have been specified by the lender, the
Museum will insure the work at its own estimated valuation. The Museum'’s fine-arts policy contains the usual exclusions for
loss or damage due to war, invasion, hostilities, rebellion, insurrection, confiscation by order of any Government or public
authority, risks of contraband or illegal transportation and/or trade, nuclear damage, wear and tear, gradual deterioration,
moths, vermin and inherent vice, and for damage sustained due to and resulting from any repairing, restoration or retouching
process unless fire and/or explosion occurs during repairs. The lender agrees that, in the event of loss or damage, recovery
shall be limited to such amount, if any, as may be paid by the insurer, hereby releasing the Museum, each of the participating
museums, and the Trustees, officers, agents and employees of the Museum and of each of the participating museums from
liability for any and all claims arising out of such loss or damage.

5. If the lender chooses to maintain his own insurance, the Museum must be supplied with a certificate of insurance naming
the Museum and each of the participating museums as an additional insured,or waiving subrogation against the Museum and
each of the participating huseums. If the lender shall fail to supply the Museum with such a certificate, this loan agreement
shall constitute a release of the Museum and of each of the participating museums from any liability in connection with the
work. The Museum cannot accept responsibility for any error or deficiency in information furnished to the lender’s insurer or for
lapses in coverage.

6. Unless otherwise noted in writing, the loan will be returned to the address noted on the reverse. If the Museum is unable to
contact the lender within one month followinﬁ; the close of the loan period, and no special arrangements have been made for
the return of the loan, then the Museum shall have the absolute right to place the work in storage at the lender's risk, to charge
reqular storage fees and the cost of insurance therefore, and to have and enforce a lien for such fees and cost. If after three
years, the work shall not have been reclaimed, then, and in consideration for its storage, insurance and safeguarding during
such period, the work shall be deemed an unrestricted gift to the Museum and the lender hereby authorizes the Museum to so
proceed in accordance herewith.

7. If the legal ownership of the work shall change during the pendencg of this loan, whether by reason of death, sale,
insolvency, gift or otherwise, the new owner is requested to notify the Registrar of the Museum, giving full name and address in
writing. The new owner, prior to its return,may be requested to establish his legal right to receive the work by proof satisfactory
to the Museum.

8. No restoring, repair or cleaning of object will be performed by the Museum unless prior permission is obtained in writing.
9. All objects will be handled and/or packed by professional preparators or art handlers.

10. In signing this agreement, the lender certifies that he or she is the legal owner or authorized agent of the legal owner of the
object(s) in question.

11. The foregoing constitutes the entire agreement of the parties and neither this clause, nor this agreement, nor any
subsequent modification may be made except in writing signed by both parties hereto. Any changes herein of printed text or
written additions must bear the initials of the parties hereto. The conditions of this loan as stated above and on the reverse are
accepted and shall bind lenders, heirs, assigns and personal representatives.

\/ﬁf/&j//’/l JDate L;ﬂ]//[/i' ,/ /J(L’j

(Lender or authorized agent)

Signature: \J“ Ao K M Date /// 2/83

4 (For the Fort Worth Art Museum)
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10 Pebruary 1983

Sara Rogers Lafferty

The Contemporary Arts Center
115 East Pifth Street
Cincinnati, Chiec 45201

Dear Sara:

Nice to talk to you this morning. And just to put the
information in writing:

The ir (not Granite Chair as I have been referring
to it) should be called an exhibition copy of Club Chair.
I assume that in the checklist it should read something
like "Exhibition copy of ClGb Chair." The Nauman catalogu
notes the information in a section cglled notes and not

in the actual checklist.

Sue Honaker Stephenson, Rustic Furniture, Yew Yerk, Van
Nostrand Reinhold, 1979, p. 72 for footnote 14.

Scott is having three more copy prints made from books
which I will pick up on Tuesday and get into the mail
to you. OCne is from a Rietveld book, another is the
Brancusi bench and the third escapes memory.

I have enclosed the furniture in the landscape, Adirondack
and jock Chair photographs which we discussed.

As usual, if you need anything, please call me.

Best,

Karen S. Chambers

enclosure
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5 February 1983

Sara La.ffer_':ZBQAm_

The Contemporary Arts Center
115 BEast Fifth Street
Cincinnati, Ohio 45201

Dear Sara:

I just spoke with Sidney Geist and he suggested writing to
the Center for Native Studies in Tirgu Jiu where the bench
was photographed, enclosing a xerox, to see if they have a
better shot. He also suggested writing the writer and
publisher Jianou in Paris (getting the address from any
Paris phone book). So it does not look like I have helped
any with that.

I have encloged the "Vintage Modern" announcement and the
photo of the bronze chair at the table.

Scott is still pondering what th call the granite chair

copy and I will pin him down on that when I see him on
Wednesday. I will also get the photos of the chair tableaux
pieces.

The Stekl-Frame Sling Chair is in the works and the acrylic
chair is underway according to Scott. The pine lawn chair
is being repaired now (or as soon as I get there today to
photograph it for insurance purposes for the University of
South Florida).

What else? Charles is helping Scott with his notes and
perhaps they will be on their way early next week.

Again, I will try to facilitatesthings in any way I can.
Nearly forgat the Mang credit information: plate 244,

"Le Corbusier and Pjerre Jeanneret. Hall of the Pavilion de
1'Esprit Nouveau, Lxposition Internationale des Arts Deco-
ratifs, Paris, 1925." The photo is credited to Art ehdDBebra-
tion, Paris. The book is Karl Mang, Mo -

38£&Jw§fr&}ﬁrbgbﬁf£f¥ N. Apbrams, Inc.,1979; translated by
End of page, end of letter,

Karen S. Chambers
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January 20, 1983 '77 o ~
4 S X TN

Karen S. Chambers
One Sheridan Square
New York, NY 10014

Dear Karen:

I am writing to confirm the phone message I left on your
machine today, in the event that the message was confusing.

First, what is the status of the template drawing for the
Acrylic Chair? If completed, it may be sent to us at The Center.
If this drawing is not to be included in the note sections we
will need some illustration.

Second, please obtain from Scott two black and white photos
of the Furniture Landscape pieces. He assured me that these
were in his file. Also, we could use any additional photos of
Chair Drama at Finch College to strengthen the point in the essay.

Third, I received a bill from Nance Calderwood for the
bridge photo. Have you or Scott received the photo yet?

That's it for now. I will go over the final list of photos
for the essay with Charles on Monday. I will also call Scott to
discuss the final draft of notes and catalogue design.

Again, thanks for all your assistance. I'll talk to you
soon.

Best,

A

Sk

Sarah Rogers-Lafferty
Curator

SRL:jrs

P.S. Thanks for getting my name right.

Cg”ﬁtemporary &
Arts Center

115 East Fifth Street Cincinnati, Ohio 45202 513-721-0390 The Contemporary Arts Center is a member of the Fine Arts F
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14 January 1983

Sara Rogers Lafferty

The Contemporary Arts Center
115 East 5th Street
Béwcinnati, Ohio 45202
Dear Sarai

First, an applogy for getting your name wrong -- a
horrible fuux pas; sorry.

I have enclosed the Frith Stol postcard. Please be
sure that the entire postcard is reproduced; do not
crop the white margin on the bottom.

I spoke with Seattle and the Arts Commizsion is sending
you two views, slides unfortunately. I am still tryihg
to reach Sidney Geist about the Brancusi bench.

Am I still responsible for thelde Corbusier room?

I got the photographer's name and number from Marge
when I spoke with her today.

The shot of the bridge that Scott wants is in the works.
I cannot think of anything else, so...

Karen S. Chambers

enclosure
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12 January 1982
@
Sarsh Rogers Fileherty
The Contemporary Arts Center
115 East Fifth Rtreet
Cineinnati, Ohio 435202
Dear Sarhhs
A few new dimensions:
The Sierra Granite chair is 32" x 55" x 57".
The white lava chair is 43" x 35" x 48",

The white rock table which accompanies the chair at
Max Protetch's is 17" x 33" x 22".

I will ask Marge this the next time we talk, but

I thought I would put it in writing, too: what

is the name and phone number of the photographer
who shot the Melzer dining set and the steel frame
sling chatt?

Speak to you soon.

Karen S. Chambers
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8 January 1983

Dear Sara ==

I just spoke with Gery Carson at Daniel Weinberg Gallery

in San Francisco and Andrew Fabricant in LA; they have

promised to send you transparencies of the bluisk-red

and orange-red lava chairs from LA and a black and white

photo;nph of the Sierra Granite Chair and transparency
of the white lava chair from San Francisco.

The slides have the dimensione in the cases where I know
them. The unlabeled ones will have to wait for infor-
mation from California.

Best,

Karen
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I will call the Seattle Arts Commission to t 'hoto h
of the model from them, also on Monday. il i
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I will call the Seattle Arts Commission to get a photograph
of the model from them, also on Monday.
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8 January 1983

Sara Rogers I“Ilah!ortyU

The Contemporary Arts Center
115 East Fifth Street
Cincinnati, Chio 45202

Dear Saras

ghis will be a rambling letter, a progress report on the
photographs which Scott wants for his notes:

I have enclosed slides of a detail of the formica lawn

chair in Robert Orton®s collection, the Rockville model,

the Museum of Modern Art rock chairs, the Mobil marble

chair alone and one of the two marble chairs in which

Soott would like to block out the Mobil chair to show

the Morgan one alone, the three lava chairs from

Daniel Weinberg :hown gingly, a2 shot of thi white flint

table and chair in the qu nd,three slides of th
§§°ﬂ\eFﬁgﬁe$ing Fope P PhEvE" 5150  ehelosed a grawfng (xerox)

I am also enclogsing a color snapshot and negative of
the Sierra Granite chair.

I have asked John Wineman at the Protetch Gallery to
send you the black and white photograph which shows the
splat detail of the Aluminum Chair and the color
transparencies of the "black"” lava chairs alone. Scott
would prefer thmmtoéogether.

That is the progress; now for the non-progress:

I have been trying to reach Nance Calderwood in Seattle
to see if she has taken the bridge shot that Scott wants;
so far no snswer.

I am trying to track down the photograph of the bronze chair
at the table which I believe was taken by Bevan Dhvies.

Alan 8indmaen who is now printing the Davies®' negatives is
checking and I should know something by Monday.

I will call the Seattle Arts Commissi
of the model from them, also on Mogga;? % % & JES———
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Sars Rogers Flaherty, The Contemporary Arts Center,
8 January 1983 page two

I have talked to Andeew Fabricant at the Daniel Weinberg
Gallery to ask him to convert the lava chair transparencies.
I will check on that later this afternoon when the Gallery
is open and ask him to simply send you the transparencies.

I do have a negative number for the Georgia marble chairs
(Mobil and Morgen) and could have Roy Elkind reprint what
he has. I think the photograph must be of them together.
I understand that Stuckyy is off to Paris and will not

be back until the 17th, so I have not spoken with him.

I guess you have his photographic requests well in hand.

Let me know if there is anything that we are miesing,
beyond what I know about.

Best,

Karen S. Chambers
enclosures

ccs Marge Goldwater
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BURTON CATALOGUE/PHOTOGRAPHS TO ACCOMPANY SCOTT'S NOTES

1. Queen Anne Chair
“"Already in hand:
Queen Anne chair on the street
Finch College 1971 photograph
Catalogue photo

eeded:
astoral photo (Scott/Karen)
yﬁustic table (CAC: Order from Stern, West Broadway Synagogue

C.%missj.onISaza) , E le Zf / , _m
Lawn Chair

Already in hand:
Formica chair

Needed:
standard Adirondack chair (CAC)
Maple chair (Stuckey)

Club chair

Already in hand:
Catalogue photo.
Hammerskjold Plaza photo (Reproduction rights and credit:
Leslie Harris 212/683-3548)

j.ge view at;z%%lzzz 4.5 M‘ G

Needed:
Dallas Museum Settee (CAC pursues with Hirshhorn)
View of Le Corbusier room (Scott/Karen pursue with MOMA)

4. Rock chairs
Already in hand:
pPhiladelphia rock chair

eeded: R
M; i”"e‘.ﬁ' : MOMA chair (Scott/Karen)

"Mobil" chairs (we photograph at Protech)
AFlorida chair (Scott/Karen) /Z3@sdn/c,
Flint chair with table (we photograph at Protech)
W San Francisco outdoor chaixr.(CAC: Daniel Weinberg/Linda Lynch)
\%’ v San Francisco Lava ch ﬁ@ Daniel Weinberg/Linda Lynch)
New York Lava chaixsf photograph at Protech
= Brancusi oak bench, 1937 (CAC: Sidney Geist)\

b Dl e 2 G e
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Burton Catalogue Photographs/Scott's Notes
page 2

5. Aluminum chair
Needed:

Catalogue photograph (we shoot at protech)
Additional views of chair —

Sestt IS%Z.thh century bridge or machine leg (Scott)

Steering wheel (CAC)

/%02 Z : -UE Zﬂ Wfrom 19205 (cac) ‘WWMM#

6. Acrylic chair
Already on hand:
Catalogue photograph
Tripod table

f Needed:
—_ Drawing of the template (Scott/Karen)
—_— Marca-Relli photograph? (Scott)

—  Summers Plywood armchair (FWAM/MG pursues)

7. Steel Chair ‘
Already on hand:
Installation photo

Needed: :
Photograph of Weinberg table (CAC)
. Others: Scott

8. Child's Table and Chair
Needed:

Catalogue photograph (CAC/Protech Ma
. Others-;‘yﬁcott

9. Bronze and Leather chair

-~ Needed
Installation photograph (we arrange) "dd%
Perhaps have Leslie Harris photograph at Melgzers —

M ' Chipendale (Scott) —

10. TLeather and Tubular Chair
Already on hand:
Mother-of-pearl table

W eeded:
Gothic chest (Rott)'d@é@& y
Breuer chair (Scott/Karen) Gaww =y // O/L//

mt? Installation photograph from "Vintage Modern and Recent

Burton"? iy
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Burton Catalogue Photographs/Scott's Notes
page 3

11. Model of Rubber and Glass Chaise Longue
Needed:

Catalogue photograph (we arrange)
=mpedestal (CAC: Richard Marshall at Whitney/Roy Elkin)
Light wood table (Scott)
12. Portrait of a Young Artist
Sylvia Placny - 212/846-2213

Robin Holland - c/o Japp Rietman - sister Babette
James Hamilton - 212/475-7087

OR

We get photographer who is taking new photographs of chairs
to take a photograph of our hero. (MG/FWAM to arrange)
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WORKING CHECKLIST FOR SCOTT BURTON CHAIRS

1. Queen Anne Chair (Bronze Chair)
Currently at foundry in New York.
Scott to obtain. 5

Adirondack Lawn Chair

1st choice: Maple chair(s) owned by Harvey and Ruth Wagner,
North Carolina.

Marge will pursue.

2nd choice: Formica chair owned by Robert Orton, Cincinnati.
(If Formica Co. provides support, that chair would doubtless
be included.)

Alternative: Pine prototype owned by Scott.

Club Chair (Granite)
Currently owned by C. de Menil and in storage.
Marge will pursue.

Rock Chairs

1st choice (MG/SRL): ILava stone, courtesy the artist and Max
Protech Gallery.

2nd choice (?): White flint, currently at Max Protech Gallery;
possibly to be purchased by Chase Manhattan Bank.

Alternatives: White lava stone at Daniel Weinberg in LA or

red lava stone at Weinberg in LA.

Other possibilities: Stone chair in Philadelphia; white marble
chair owned by Mobil.

Aluminum Chair
Courtesy the artist and Max Protech Gallery.— V&L CuVER
Currently at gallery in NYC.

Acrylic Chair

Courtesy the artist and Max Protech Gallery.

Currently at gallery in NYC. Scott is going to try to have
a new version of the chair ready in time for the exhibition.

Steel Chair and small table

1st choice: One chair (owned by Orton in Cincinnati) with
matching table. Currently at Daniel Weinberg in San Francisco.
Other possibilities: Scott will have a new set ready; we use
6 dark grey chairs now in New Jersey.
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WORKING CHECKLIST FOR SCOTT BURTON CHATIRS

Queen Anne Chair (Bronze Chair)
Currently at foundry in New York.
Scott to obtain. s

Adirondack Lawn Chair

1st choice: Maple chair(s) owned by Harvey and Ruth Wagner,

North Carolina.

Marge will pursue.

2nd choice: Formica chair owned by Robert Orton, Cincinnati.
(If Formica Co. provides support, that chair would doubtless
be included.)

Alternative: Pine prototype owned by Scott.

Club Chair (Granite)
Currently owned by C. de Menil and in storage.
Marge will pursue.

Rock Chairs

1st choice (MG/SRL): Lava stone, courtesy the artist and Max
Protech Gallery.

2nd choice (?): White flint, currently at Max Protech Gallery;
possibly to be purchased by Chase Manhattan Bank.

Alternatives: White lava stone at Daniel Weinberg in LA or
red lava stone at Weinberg in LA.

Other possibilities: Stone chair in Philadelphia; white marble
chair owned by Mobil.

Aluminum Chair
Courtesy the artist and Max Protech Gallery.— V&L CLVER
Currently at gallery in NYC.

Acrylic Chair

Courtesy the artist and Max Protech Gallery.

currently at gallery in NYC. Scott is going to try to have
a new version of the chair ready in time for the exhibition.

Steel Chair and small table

1st choice: One chair (owned by Orton in Cincinnati) with
matching table. Currently at Daniel Weinberg in San Francisco.
Other possibilities: Scott will have a new set ready; we use
6 dark grey chairs now in New Jersey.
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Scott Burton Checklist
page 2

8. Child's Table and Chair
Original set in London.

. Scott must do new set for exhibition.
Lender will be Linda Shearer.

9. Bronze and Leather Chair
Will be included at exhibition opening mid-November at Protech.
Lender will be Mr. and Mrs. Bernard Meltzer, New York City.

10. Leather and Tubular Chair
@ Courtesy the artist and Max Protech Gallery. Work will be
included in show at Protech.

11. Model for the Chaise Longue
Mahagony base in San Francisco.
‘ Model to be built; forthcoming from Scott.
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THE FORT WORTH ART MUSEUM

10 November 1982

Ms. Karen S. Chambers
1 Sheridan Square
New York, New York 10014

Dear Karen:

Enclosed for your reference is a list of all the photo-
graphs we need for Scott's catalogue, with the assignments
as to who is responsible for what. The blue dots indicate
we're counting on Scott and/or you for that item.

I have also included a typed version of the working
checklist. As I noted, we have not yet reached agree-
ment as to which rock chair will be included. Once
again, the blue dots indicate those works for which
we're counting on Scott.

I'11 be sending along copies of these lists to Scott
next week. I thought I'd wait until after his opening
in New York so as not to overwhelm him.

Please don't hesitate to give me a buzz if I can clarify
anything for you.

sara and I are both so pleased that you are a part of
this project!

Sincerely,
///[i/(L44/j>/” -
Marge Goldwater
Curator

MG:sc
Enclosure

1309 Montgomery St., Fort Worth, Texas 76107 817/738 9215
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CATALOGUE PRODUCTION SCHEDULE

December 15

January 24
February 7

February 21
A

March 4

Copy due from Charles Stuckey

Copy completed (captions, bio, biblio,
acknowledgements, board lists, photo credits)

Designer begins work on boards
type, galleys and photos set

Boards delivered to printer

Delivery
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23 December 1982

Sara Rogers Flaherty

The Contemporary Arts Center
115 East Fifth Street
Sincinnati, Ohio 45202

Dear Sara:s

Scott and I sat down today and went over the photograph
1ist. As you already know, he has reviged his thinking
about the notes and has turned over a number of the
photographs to Charles for his use in the essay. Because
the nature of the notes has changed, Scott has decided
that he does not need several photographs. He would
l1ike to eliminate the following:

Rockdale Temple installation
Dallas settee model
Marca-Relll

Chippendale

Gothic chest

pedestal

1ighg wood table

I have enclosed a photograph of the pastoral tableau
which may be better than what you have.

Scott would also like to include Geoffrey Clements’
photograph of the granite clubechairs as installed
at the Whitney. I think that you may be able to get
that from the Museum (and may have already).

Scott is also eager to have the lawn chaire photographed
in situ at the Wagners as well as the Melzer dining room
table and chairs.

Please let me know if there is anything else that I can
do. We are working on getting the remaining photographs.
I am trying to track down the photo of the Quemn Ann
chair and rustic table.
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Sara Rogers Flaherty, The Contemporary Arts Center
28 December 1982 page two
We do not have black and white photographs of the following:
Seattle model
Maryland model
Museum of Modern Art rock chairs
Mobil chair
Florida chair
but do have slides or transparencies which can be converted.
Are you planning to photograph any of these? shall I go
ahead and have them converted?

Charles and I will talk early next week ebout the photographs
he needs for his essay and I will proceed on that.

I think this is a complete progress report...
Hope your holidays are (were) good.
Best regards,

Karen S. Chambers

enclosure

cer Marge Goldwater -- when are you going to the Walker?
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1 December 1982

Marge Goldwater
Ft. Worth Art Museum
1309 Montgomery
Ft. Worth, TX 76107

Dear Marge!

Sorry 1 was so dopey on the phone today. No real excuse
except that I have been working too much, having just
finished installing an exhibition at the women's
collective gallery, AIR.

I have enclosed original slides of the W
m. the ! and the maple

« I will call Protetch tomorrow to see if they
have the granite or rock chairs in originals, but I
thought I would put this in the mail in the morning.

Hope all is going well with the show. I think Scott
and I will have time to sit down early next week
and handle our part of it.

Best,

Karen S. Chambers

enclosure

PS
The dimensions for the Child's Table and Chair --
table 21" x 22" x 17"
chair 27" x 12" x 12"
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12 November 1982

Parsh Rogers Flaherty

The Contemporary Arts Center
115 East 5th Street
Bincinnati, Ohioc 45202

Dear Sarah:s

I believe that one of the photographs you wanted is
the enclosed Rustic Table.

I thought I would send it along with this guestion:
are you asking Reichert to have the Rockdale Temple
installation photographed from the roof? If not,

I will,

1 really pnjoved meeting you and hore to see you
again in New York., I aleo am planning tec come out
for Scott's onening -- a good excuse to get back

to the o0ld haunts.

Eest ]

Karen 3. Chambers

enclosure
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18 August 1982

Charles Stuckey
9 Bast Droadway
New York, NY 10038

Dear Charlesa

8cett Burton has asked that I send you the enclosed
photographs of the works which will be inecluded in
his chalr show,

I ax walting for the Max Protetch CGallery to get
copies of several other pieces and will send them

to you as secn ag I receivedthen.

If you need anything else, please ccentact nme.

I will be going away from the 30th of August until
September 16th but can be reached at the above number
usuzlly.

Sinecerely,

Xaren S. Chamhers

enclosure
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Charles Stuckey, 18 August 1982

black and white photographs enclosed:
Rock Chair (Georgia marble)

Bronze Chair

Granite Chairs (pai@, "Club")
Aluminum Chair

Granite Chair (42" x 40" x 32")
Acrylic Chair
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except fine young wr. for
him to do the essay for the chair bition catalogue.

I hope everything is proceeding acc to schedule
with the omuam. !hwﬂlg. ir n:.“ anything
that I can help with, please ask.

Best,
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Truman Capote, 1979, acrylic and silkscreen on canvas, 40 inches square. Private collection. Liza Minelli, 1978, 40 inches square.

Andy Warbols
Painted Faces

Warhol’s recent exhibition at the Whitney, checkered with double portraits
from the *70s, was only the latest example of his talent for combining

the pictorial with the environmental. The author
look at the paintings themselves, examining their

takes a close
formal and stylistic

properties, as well as their place within the portrait tradition.

BY CHARLES F. STUCKEY

102 ARTINAMERICA
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Collection Halston.

Bridget Berlin: Whose portrait are you doing?
Andy Warhol: Gunther Sachs.

BB: When [is] mine going to be finished? You
promised me mine, I have it written.

AW: I owe you one?

BB: Yes.

AW: I didn’t say when I was going to give it to
you. It’s inmy Will. . . . A portrait of Bridgette
[sic] Berlin goes to her when I die.

BB: How far have you got?

AW: I've got pretty far.

BB: How far?

AW: Pretty far.!

n essence this conversation could
have taken place between Picasso
and Gertrude Stein, Reynolds and

Mrs. Siddons, or Raphael and Cas-

tiglione. From the outset of a commis-
sion, portraitists and sitters both accept
trying interpersonal relationships: im-
patience, curiosity, interference, disap-
pointment, indignation. Many artists
and patrons justifiably avoid portraits,
but there are many who cannot resist
the special appeal of a concentrated
face-off. Whatever self-images sitters

may hold in imagination, posing inevit-
ably reveals unnoticed or even studious-
ly concealed characteristics. For the
artist, no more human challenge exists
than to render the presence, purpose
and fantasy of a face. Van Gogh, like
his closest colleagues, was enthralled by
the challenge: “. . . it is often difficult

- for me to imagine the painting of the

future theoretically as otherwise than a
new succession of powerful, simple por-
traitists, comprehensible to the general
public.”2 Anyone who cares to may
consider the brilliant portraiture
painted by artists here and abroad dur-
ing the 1970s as a fulfillment of van
Gogh’s prophecy. Warhol, whose por-
trait work began to emerge 20 years
ago, certainly set an example for many
of them. Warhol always addresses the
widest public with all of his work,
which is disarmingly direct and “pow-
erfully simple.” The Whitney Mu-
seum’s recent exhibition, “Andy War-
hol: Portraits of the 70s,” attested to

that, as well as to his uncanny sensitiv-
ity to sophisticated issues of pictorial
representation and to the manifold pos-
sibilities of art as environment.

It was the second extensive exhibi-
tion the Whitney has devoted to War-
hol’s work. The first was a major retro-
spective in 1970. Uncomfortable with
the prospect of a traditional retrospec-
tive, however, Warhol tried to convince
the exhibition staff to include only
recent work. For example, he proposed
a show comprised exclusively of his
Flowers (1964) paintings, up to 300 of
them; and he suggested alternatively
that the exhibition consist simply of his
Cow Wallpaper (1966), applied to the
walls backwards even, according to
impish comments reported in the
press.® In the end he consented to a
retrospective, but nevertheless covered
the gallery walls with Cow Wallpaper,
a bold background against which (as
associates assured him) the other work
would be less noticeable. That retro-

MAY 1980 103
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Installation of “Mao” exhibition at Musée Galliera, Paris, 1973. Photo Jacqueline Hyde.

Cow Wallpaper installed at the Castelli Gallery, New York, 1966. Photo courtesy Ivan and Marilyn Karp.
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" spective confirmed Warhol’s impor-
tance as a painter while simultaneously
extending his longstanding interest in
environmental art—or installation art,
or more plainly, “decor.”

Judging from “Portraits of the 70s,”
“decor” continues to be at least as
important to Warhol as portraiture.
Following plans devised by his long-
time collaborator, David Whitney,
Warhol checkered the gallery’s walls
(painted glossy brown) with 56 pairs of
portraits, resulting in what 19th-century
artists would have called a “decora-
tion.” According to art dictionaries of
the time, the term referred to broadly
painted stage scenery and by extension
to interior spaces articulated with pic-
torial suites. For example, van Gogh
painted the variations of his well-known
Sunflowers as a “decoration” for his
studio at Arles, and Monet devoted his
final decades to “decorations” of re-
lated water-lily murals, today installed
at the Orangerie in Paris [see A4.iA.,
Jan.-Feb. 1979 and Sept. 1979]. Many
of their colleagues likewise aspired to
create integrated pictorial ensembles
for special settings. Twentieth-century
art would be the poorer had not artists
such as Matisse and Rothko found
clients for similar expansive projects.

Of course, Warhol disclaims lofty
artistic purposes, preferring to encour-
age the communal participation of non-
artist friends, and to make art fun (and
thereby to make it more broadly and
directly appealing). As a result, his
installations largely express irreverence
for traditional gallery and museum dis-
play that is predicated on optimal pre-
sentation of individual works. Since the
start of his art career, Warhol has
repeatedly suggested non-art contexts
for his work. When in 1961 Bonwit
Teller commissioned him to dress a dis-
play window for fashion mannequins,
Warhol used the opportunity for the
public debut of his comic strip paint-
ings which he incorporated as chic
backdrop. For a gallery exhibition the
following year, he again limited himself
to a group of related pictures, this time
near-identical paintings of the 32 vari-
eties of Campbell’s canned soups. Al-
though his decision followed installa-
tion innovations initiated a century ago
by Degas and Monet, who frequently
restricted their public exhibitions to
variations on a single pictorial motif,
Warhol extended their principle, since
his ensemble systematically exhausted
the possible variations of a finite theme.
Warhol was delighted when Irving
Blum, the gallery’s director, purchased

the entire group in order to preserve its
total impact. Nevertheless, Warhol has
been largely indifferent to whether or
not closely related works remain to-
gether, even though he initially pre-
sents them grouped in provocative en-
sembles.

In 1964, for example, he transformed
a gallery space into a stockroom when
he piled it with trompe I'ceil sculptures
representing  shipping cartons for
brand-name packaged goods (Camp-
bell’s, Brillo, etc.). And that same year
he virtually wallpapered another gal-
lery space with his Flowers, which he
later claimed “were only one big paint-
ing that was cut up into small pieces.”4
These installations exemplified War-

Warhol followed bis cow wall-
Daper of 1966 with Mao
wallpaper in 1973 to serve as
background for a show of Mao
silkscreen paintings. The result:
wall-to-wall Mao, 1,951 times.

hol’s outspoken disregard for conven-
tional art contexts: “You g0 to a
museum and they say this is art and the
little squares are hanging on the wall.
But everything is art.””s Indeed War-
hol’s two installations at Leo Castelli’s
gallery in 1966 effectively extended
his art to include “everything.” He
sprinkled one room with helium-filled
silver-colored pillows, what he called
“floating sculpture,” the mirror sur-
faces of which incorporated everything
present (walls, spectators) into the
work. And he covered the walls in a
second room with Cow Wallpaper,
thereby relegating his work to the sta-

‘tus of commonplace backdrop, but in

the process extending art around the
entirety of the space.

Warhol’s experiments with decor
earned him an invitation in 1968 to 12
Environments” in Bern for which he
reproduced several of them. Earlier
that year, when Pontus Hulten, then
director of Stockholm’s Moderna Mu-
seet, organized a Warhol exhibition,
the artist went so far as to cover the
museum’s Neo-Classical exterior with
Cow Wallpaper.

Warhol continued to create bizarre
installations during the 1970s. As
already mentioned, he insisted upon
having an art background (Cow Wall-

paper) for his Whitney Museum retrc
spective. Invited to contribute to “Ar
in Process™ in 1972 at Finch Collegc
Warhol vacuum-cleaned the gallerie:
Although his efforts were virtuall
unnoticeable (he displayed the vacuur
cleaner’s collection sack), they were t:
be thought of as having transforme:
the museum setting for art and specta
tors alike. For a 1973 show at the
Musée Galliera in Paris, Warhol fabri
cated a Mao Wallpaper which servec
as background for his Mao silkscreer
paintings in several formats, all basec
on the same frontispiece photograph tc
the Quotations from Chairman Mac
Tsetung (published in English in 1966).
Installed edge to edge in uninterrupted
horizontal rows, the paintings rivaled
the decorative role of the wallpaper
pattern. The wallpaper portraits dwarf-
ed the smaller paintings and were
themselves dwarfed by the larger ones.
Altogether, 1,951 images of Mao
loomed and receded as painting and
decoration in tandem orchestrated the
gallery space.

Warhol returned to the Cow Wall-
paper for the premiere of his Ladies
and Gentlemen (a portrait series of
drag queens) in Frascati in 1975, this
time covering even the doorways, so
that spectators burst through shredded
paper to enter the exhibition. And in
1978 for a retrospective in Zurich,
Warhol designed a new wallpaper
based upon a self-portrait.

Prior to the “Portraits of the 70s”
exhibition last year, the Lone Star
Foundation presented Warhol’s Shad-
ows, 83 large, closely-related paintings
in 17 color variations which he installed
just above floor level, side to side, con-
tinuously around the perimeter of the
two huge rooms (formerly the Heiner
Friedrich gallery). “Really it’s one
painting with 83 parts,” he explained.
Asked if the work was art, he replied in
the negative, preferring the designation
“disco decor.” This distinction not-
withstanding, Warhol’s seemingly ab-
stract works (in fact based upon a pho-
tograph of a shadow) rhythmically
repeated along the walls joined one
another in something like a ballet in
confetti colors throughout and around
the enchanted space.

arhol’s concentrated in-

vestigation of portraiture

began in the early 1960s

when he was among several

artists who decided independently of
one another to use pedestrian images
familiar from everyday life as the basis

MAY 1980 108
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“Portraits of the ‘70s” at the Whitney: reading from upper left, Erich Marx, Brooke Hayward, Carol Coleman, Joe Macdonald, Leo Castelli, Trur
B R e A

for pictures. Like the art of Lichten-
stein, Rosenquist and Wesselmann,
Warhol’s responded to large, simple
close-up images common to merchan-
dized media—movies, magazines. At
first Warhol made drawings after pub-
licity photographs for stars (like Ginger
Rogers) which he had collected from
magazines and books. The uncompli-
cated pictorial qualities of publicity
photographs appealed to Warhol, who
ardently admires related characteris-
tics of popular folk art. Perhaps more
important, photographs of posing stars
appealed to Warhol because by tem-
perament he ponders distinctions be-
tween what is genuine and what is
counterfeit. “I don’t know where the
artificial stops and the real starts,” he
explained.” Of course, all representa-
tional art is concerned with where the
artificial stops and the real starts, since
all representational art is forgery, a
106 ARTINAMERICA

substitute for some distinct counterpart
in reality or imagination. But Warhol’s
art undermines fundamental goals of
representational art, since he represents
things which in themselves are tokens
or containers for something else. For
example, he painted money which is a
certificate for precious metal, green
stamps which are tokens to exchange
for other goods, and soup cans whose
labels only indirectly indicate their hid-
den contents. Warhol paints movie
stars whose play-roles, like those of
drag queens, hide true identities—he
paints shadows removed from whatever
cast them. Most often Warhol’s images
are literally photographs transferred to
canvas with silkscreens. This is always
the case with his portraits, which strict-
ly speaking represent photographs of
individuals, not the individuals them-
selves.

Ever since photography’s invention,

the use or approximation of pho
graphic images and processes by pai
ers has aroused debate. More thar
century ago Baudelaire and his as
ciates spoke out against art ti
recorded visual appearances in mint
detail as if to rival the verisimilitu
attainable in photographs, since f
them such art was mechanical a
impersonal, whereas truly great ¢
always expressed a master’s unig
manner of vision. Warhol often see
the same still unwelcome imperson
character in his art, and his work wi:
photographs and movies must at lea
partially satisfy his often cited wish t
be himself a machine. Yet despite Was
hol’s artistic inclination for repeate
units arranged mechanically in gric
compositions, when he uses mechanica
techniques he is intentionally careless.
and he apparently instructs assistants
and commercial fabricators to maintain
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standards such as clumsy or sabotage-
minded machines might be imagined to
set for themselves.

The most notable example of his atti-
tude is the characteristic misalignment
in his silkscreen paintings of color and
outline. Such “slippage” in his portraits
displaces, say, the local color of lips or
hair into adjacent areas of the face and
background. As a result his images are
inept—smudged, broken and doubled.
For over a century already, of course,
sophisticated artists have added rich
dimensions of meaning to works with
purposeful ineptitude. Man Ray, for
example, whose photographic portraits
have been an inspiration for Warhol,
explained that his art was “designed to
amuse, bewilder, annoy or to inspire
reflection, but not to arouse admiration
for any technical excellence usually
sought for in works of art. The Streets
are full of admirable craftsmen, but so

Kimiko Powers, Gale Smith, Doda Varidis,

A G it e <y

\

Photographs of Dosing stars
appealed to Warbol because

by temperament be ponders
distinctions between what
is genuine and counterfeit.

\

few practical dreamers.” Warhol is a
practical dreamer if ever there was one,
and the awkward aspects of his work
provoke thoughtful response.

Since, when they are uncoordinated,
color and outline function independent-
ly of one another, the slippage common
in Warhol’s early silkscreen portraits
calls attention to the component aspects
of representational painting. The Do It
Yourself pictures that Warhol under-
took in 1962 similarly diagram artistic

Roy Lichtenstein, Michael Heizer, Daryl Lillie, Marion B

process and illustrate his unconcern
technical finesse. Based upon popul:
merchandized paint-by-number kits
beginning painters anxious to obt
more advanced results, Warhol’s wc
illustrate the fundamental relations
of color and outline taught by ¢
dren’s coloring books. If War
chooses simple-minded subject ma:
and disregards craftsmanship, he d
S0, again, to emphasize the tenu
relationships between the artificial ¢
the real, between how an artist rep
sents and v;hat an artist might intenc
represent.

Those relationships were particula
important to the development of W
hol’s portraiture. Although his fi
likenesses were limited to purpos
fantasized subjects, media idols, W:
hol almost immediately expanded
range to include friends and clien
Since in one sense his portraits glan

MAY 1980
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rized non-celebrity acquaintances, they
seemed to help fulfill his prediction of a
future when everyone would “be world
famous for 15 minutes.” In another
sense, however, he wanted to expose
artificial glamor and realized that inept
techniques made it possible to do so.
Asked why as a filmmaker he disre-
garded. professional camerawork and
editing procedures, he explained,
“Well, this way I can catch people
being themselves . . . it’s better to act
naturally than act like someone else
because you really get a better picture
of people being themselves instead of
trying to act like themselves.”8 A simi-
108 ARTINAMERICA

lar attitude presumably guided  his
decision to base a portrait of client
Ethel Scull (1963) upon a series of
snapshots taken automatically at a
coin-operated booth. The 36 photo-
graphic silkscreen images of Scull
arranged in a grid express a wide range
of moods and expand upon traditional
portraiture’s unique pose convention in
the interests of more complete (and
consequently less artificial) representa-
tion.

Yet however ““like themselves” War-
hol was able to capture sitters, through-
out the 1960s he tended to paint multi-
ple, most frequently identical, portraits

of a given subject and to group these
decoratively in rows or grids. If the
multiplication of a single portrait
served to amplify a sitter’s presence, it
did so, however, at a cost to realism,
because repeating the same image di-
minished whatever unique true-as-life
qualities any single image might seem
to have in isolation.

is “Portraits of the 70s”
installation was ultimately
based upon his decorative
composite portraits from the
previous decade, such as the Thirteen
Most Wanted Men mural for the 1964
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New York World’s Fair or his 1967
Portraits of Artists multiple. And the
individual portraits included in “Por-
Iraits of the 70s,” to date his largest
l-portrait show, are variations on the
¢up format he introduced in the
frly ’60s—what Warhol’s assistant
red Hughes termed “the icon effect of

the head and shoulders.”s
But whereas his 1960s portraits were
tly based upon media photographs
x ones supplied by sitters, those in the
itney show rely upon Warhol’s own
Toids—he claims that it is easier to
h!s OWn. Perhaps. Although a sit-
Might require as few as 4 snapshots

(Zleana Sonnabend) or as many as 150
(Jamie Wyeth), Warhol reportedly
takes an average of 50 from which he
can select one for a silkscreen. This
method is no different from that of por-
trait photographers who shoot many
rolls of film to insure getting at least
one usable result. As sitters and their
acquaintances agree, Warhol has a
remarkable sensitivity to his subjects’
personalities. He most often responds to
the turn of the head or the gesture of a
hand, and always to the attentiveness of
the eyes.

Warhol sends the chosen snapshot to
a laboratory where it is enlarged in

black and white and then transferred to
a silkscreen, from which it can be
printed onto a canvas, which will finally
be mounted on 1 40-inch square
stretcher. Often the silkscreens are nar-
rower than this format, so that in com-
pleted portraits the photographic image
maintains a distinct identity as one part
of a more complicated process. Once
Warhol determines the placement of
the silkscreen image on a canvas, but
prior to actually printing the image, he
applies unmodulated acrylic colors
(sometimes expressively scumbled) by
hand, to indicate the approximate local
colors of areas which will correspond

MAY 1880 109
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Ivan Karp, 1974. Collection Ivan Karp. Photo D. James Dee.

roughly to backgrounds, hair, costume
or flesh. After setting down the colors,
he silkscreens the photographic images
in black; what results is an odd combi-
nation of the black and white grada-
tions of photography and his own sup-
porting color notations. One mechani-
cal and the other freehand, the two sys-
tems of representation reinforce one
another, but never completely coa-
lesce.

Subsequently, Warhol puts down ad-
ditional color accents, again using both
stencil and hand techniques. For exam-
ple, he might mask out all but one
detail on the silkscreen—often the lips
or eyes—and then print that area a
second time with a descriptive but
unmodulated local color. Or he might
add highlights of color to enhance his
design (to get the work “spaced right,”
as he puts it) !0 or to make his pictures
more evocative. “I think abstract things
say more because you can read more
into them,” he explained in 1974, at
which time he expressed the desire to
give his works more “style.”!! He seems
to have meant bravura brushwork,
which he intentionally avoided for the
most part until the early >70s.!2

The expressive power of Warhol’s
portraits in a large measure depends
upon the coloristic emphasis he gives to
details—costumes, mouths, eyes, hair,
shadows under chins. Although approx-
imately aligned with photographically
accurate appearances, the accented ar-

10 ARTINAMERICA

Warbol'’s portraits evoke
both direct confrontation
with a sitter and
afterthoughts as well.
Fact vibrates with
Jantasy, real ebbs and

Jake flows, representation
vies with decoration.

eas restructure faces in jarring expres-
sionistic terms—one is reminded of
Rouault’s moody works, or the stylized
Byzantine and Gothic portraits which
he, too, admired. In a Fauvist vein,
Warhol freely distorts local colors and
exaggerates shadows and textures.
Roughly brushed blues and reds inten-
sify hands or eyebrows. Backgrounds in
Warhol’s pictures are vivid fields of
color, energetically textured on occa-
sion, like those against which van Gogh
isolated his sitters. Although some of
Warhol’s portraits perhaps inadver-
tently call to mind specific images by
well-known masters, (Victor Hugo re-
calls Michelangelo’s Dying Slave; Dor-
othy Lichtenstein recalls Vermeer’s
Lady with a Pearl Earring), in general
his adaptations of other artists’ works
are limited to idiosyncratic pictorial

devices that increase characterization
through expressive distortion. For ex-
ample, the “slippage™ associated with
Warhol’s silkscreen technique resem-
bles the *“‘haloes” Man Ray attained
through manipulation of the Sabatier
effect (sometimes referred to as “solar-
ization”), and for both artists the
imprecise secondary images suggest a
supernatural glow.

Instead of “supernatural,” though,
Warhol would likely prefer terms such
as “fake” or “artificial.” In any case
the shapes of color in Warhol’s por-
traits amount to a representational sys-
tem at odds with that of photography,
and his portraiture as a whole relies
upon the interrelationship of these
alternative representational systems.
Sometimes one system dominates the
other. In Dennis Hopper (1970) a
roughly square area of color brightens
the presiding photographic image with-
out distorting it, and the independence
of color and outline recalls experimen-
tal attempts by Surrealist artists, such
as Miré and Masson, to separate and
decoratively realign the pictorial com-
ponents of figurative art. Alternatively,
in Sydney Lewis (1973) and David
Hockney (1974) Warhol’s color obliter-
ates much of the photographic image,
the remnants of which float in abstract
fields of ruffle-like paint strokes indica-
tive both of figure and background. The
paradox created by the interplay of rep-
resentationally real and arbitrary, arti-
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Leo Castelli, 1975. Castelli Gallery, New York.

Portraits of the Artists, 1967, silkscreen on plastic boxes.

ficial pictorial elements is similar to
that characteristic of Cubist collages
fabricated from diverse tokens of visual
notation. But whereas in Cubist works
different representational conventions
are localized in separate details or
areas, they are interfused throughout
Warhol’s portraits.

The shapes of color in Ivan Karp
(1974) extend and distort the photo-
graphic likeness, yet since they do not
obliterate it, real and artificial co-exist.
The head’s outline is obfuscated by rip-
pling doodles, and the hand is smudged
with long purplish strokes that rudely
transfigure photographic representa-
tion. But given the vestigial scaffold of
the photographic image, the graffiti-
like paint suggests, by compensation,
the textures of flesh and hair. In the
lithographic portraits of Mick Jagger
(1975) the distinct components of sev-
eral simultaneously employed represen-
tational systems are arranged with
decorative lyricism. Although the non-
representational shapes of color have
jagged outlines as if they “represented”
torn scraps of paper like those often
used in collage, only some of them cor-
respond to descriptive local colors,
while others are entirely decorative.
Line drawings traced from the photo-
graphic images multiply the facial fea-
tures 4 la Picasso, and the adjacent
drawn and photographic images stress
the unique descriptive powers of differ-
ent pictorial conventions. Warhol’s ex-

quisite lithographic portrait of Paloma
Picasso relies in a wistful fashion upon
a pictorial vocabulary invented by the
sitter’s father.

All of Warhol’s portraits rely upon
the degree to which the photographic
and freehand terms of representation
correspond to one another. In a few
portraits, such as Evelyn Kuhn (1977),
Warhol limits his palette to black and
white tones, with the result that his
frechand grisaille is in effect a trompe
Poeil of black and white photographs.
But evidence of his brushwork fractures
the photographic image, suggesting
tears, abrasions and fading. In Liza
Minelli (1978) his smoothly applied
colors so closely follow the photograph-
ic image that real and artificial hang
superimposed in another delicate bal-
ance.

Crowded with visual suggestions in
resonance with one another, Warhol’s
portraits evoke both direct confronta-
tion with a sitter and afterthoughts as
well. Fact vibrates with fantasy, real
ebbs and fake flows, representation vies
with decoration. “Why do I use color
and black & white?” Warhol once puz-
zled. “Color and black and white? That
clashes. . . . I mean it’s just so fantas-
tic it looks like Poltergeists over Polter-
geists in different colors and patterns
and intricate divisions and, uhh—what
was that word? I just had it on the tip
of my tongue but I forgot it . . . I
forgot the word. When it comes up, I'll

let you know.”!3 The word might still
elude us all, but Warhol’s “Portraits of
the 70s” reminds us of the perplexing
beauty located at that boundary where
the artificial and the real spill over into
one another. i O
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Renoir’s brother asked passersby on this bridge idle questions so that the artist could paint them before
they rushed ofi: The Pont Neuf, 1872, oil on canvas, 29Vs by 36V2 inches. National Gallery, Washington, D.C.

Whats Wirong
with this Picture?

Acknowledging the quixotic nature of their attempts to capture fugitive
visual experiences on canvas, some 19th-century Realists manipulated reality
itself to suit their needs. Others used obvious elements of artifice in

their work—signals to emphasize the disparity between real life and art.

BY CHARLES F. STUCKEY /<%
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On donne l'idée du vrai avec le faux.
—Degas, to Sickert

nd I loved the idea of painting this
thing that lasts for two seconds,”
explained David Hockney in
- reference to his Splash pic-
‘ures (1966-67); it takes me two weeks
O paint this event that lasts two sec-
'nds.”" A century ago, however, many
rtists had mixed feelings of wonder-
nent and consternation about the dis-
repancy between the time available to
bserve something and the time needed
> paint it. That discrepancy compli-
ated what was then a pervasive goal—
1e truthful transcription of visual sen-
ttions, commonly referred to as *“‘Real-
m.” Defining truth as that which can
> observed first hand and that alone,
ealist painters rejected idealized and
:storical subject matter because they
" iemselves had never directly witnessed
1gels, mythological figures or charac-
rs recorded in past history. Courbet
ade it an axiom: “Everything that
¢9es not appear on the retina is outside
t . domain of painting.”?
Although subsequent artists, notably
~uchamp, would renounce “retinal”
I :dinting as mindless, Courbet and his
¢ lleagues attempted nothing less than
@« analysis of the profound, if unruly,
rclationship between fact and fiction.
~»ware that retinal sensations varied
«cording to each individual’s mood
«nd temperament, they were unwilling
accept the mechanical, albeit ex-
traordinary, results of photography as a
truthful equivalent of human visual
experience.’ Their own more time-con-
suming method of reproduction in
paint, however, impeded artists who
wished to depict fleeting phenomena
like splashing water. Such transient
(and therefore in a sense more pre-
cious) truths drawn from experience
forced Realist painters to employ un-
usual methods to express quite rudi-
mentary visual data and at times to
depart from truth in order to depict it.
When Baudelaire exhorted painters
to confront the realities of modern life,
he was fully aware that “in the daily
| metamorphosis of external things, there

is a rapidity of movement which calls

for an equal speed of execution from
| the artist.”’# Courbet’s predilection for
Painting elusive scenes like breaking
Vaves or skittish deer, particularly
apparent during the late 1860s, was

\uthor: Charles F. Stuckey is an art historian and
| Critic,

Coping with irrepressible nature, Monet removed this tree’s

leaves as they grew: The Old Tree at Fresselines, Ma y 6, 1889.
Whereabouts unknown; photo courtesy Fondation Wildenstein.

Sleepers or lethargically drowsy figures solved the problem of
tired models: Courbet’s Les Demoiselles des bords de la Seine, 1856,
oil on canvas, 68Vs by 81 Vs inches. Musée du Petit Palais, Paris.

[

Real-fife models, but art-historical poses: Courbet’s The
Stonebreakers, 1849. Destroyed: formerly Gemaldegalerie, Dresden.
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LES ARTISTES A LA CAMPAGNE

& Maremet 178 r Hoven of o Vivienne
—Voyons, c'estyfini 2....
;

|uu3l(mp's q'ea

c'est Lout d'méme fatiguant dese reposer anssi

Exhausted by too much rest, the model in Honoré Daumier’s 1865 cartoon asks, “Finished yet?”

presumably a response to Baudelaire’s
challenge. But as we shall see, his
younger admirers, including Whistler,
Renoir and Monet, found it difficult to
follow his example in good conscience.
For even though they developed uncon-
ventionally stenographic styles, their
resourcefulness was often tested by rap-
idly shifting appearances, which some-
times exasperated them.

For example, in order to record traf-
fic hustling across the Pont Neuf, as
Renoir did in 1872, he enlisted his
brother to ask pointless questions to
delay passersby.* Otherwise they would
walk off before Renoir could capture
their forms on canvas. Monet, who
liked to point out that “Nature doesn’t
stand still,”® devised more systematic
methods to cope. Irresistibly seduced
28 ART IN AMERICA

by mercurial appearances, he often lug-
ged additional canvases to barely acces-
sible sites and shifted from one picture
to another as atmospheric conditions
varied. On occasion Monet’s ingenuity
led to absurd extremes. During the ear-
ly months of 1889, prolonged rains
forced him to suspend work on pictures
of an oak tree in an isolated ravine; by
the time the weather had once more
become suitable, the tree had already
begun to sprout leaves. Rather than
accept defeat, however, Monet hired
men to bring tall ladders and prune
away every disturbing trace of spring-
time green—an act performed in the
name of realism.”

Although Monet constantly la-
mented his own insufficiencies as a
painter, his uncanny eye and manual

dexterity were envied by Cézanne, Who
marveled that his friend could captyy, '
a sunset’s every transparent nuance in
one brief working session.® Aware of hj
own limitations, Cézanne avoided eJ.
sive motifs. “This morning the country.
side presented the very beautiful sigh,
of a study in snow,” he wrote to Zola j,
1883. “But it melts.”® Associates
claimed that Cézanne was frustrateg
because cut flowers withered too quick.
ly and that as a consequence he useq
artificial ones or eliminated flowers
altogether from his still-lifes.!?
Although figure painting entaileg

]

Courbet and his colleagues
attempted nothing less than
an analysis of the profound,

if unruly, relationship
between fact and fiction.

acute problems for Realists, by the
mid-1860s, according to Zola, the rep-
resentation of life-size figures in an «ut-
of-doors setting was every paint r's
“dream.”! For rather obvious reas: ns,
however, that dream could not be il-
filled. Cézanne inventoried the ob: a-
cles, which included locating an apy o-
priate site, coordinating models” wc k-
ing schedules, overcoming models’ b-
jections to undressing outdoors - 1d
remaining motionless, transportin. a
large canvas and other bulky art s »-
plies to the site and making conting 1-
cy plans in case of unfavorable weat: r.
Under the circumstances, Cézanne it
aside his projected ‘“‘real Poussin ¢ t-
of-doors, with color and light rat
than one of these works thought ou
the studio. . . .12 A cartoon publis}
in 1865 by Daumier trades upon
similar handicaps faced by any wou
be Realist. A model in rural garb w
reclines as if napping on sacks of gr.
piled in a field implores the art
sketching him to hurry: “Finished yc
You know it’s tiring to rest this way |
such a long time.”!3

The problem of tired models w.
most troublesome for those working n
oils. Like the artist in Daumie: s
sketch, Realist painters often found it
expedient to depict sleeping figures, or |
lethargically drowsy ones. Courbet, for i
example, frequently used such figures, |
as in Les Demoiselles des bords de !a |
Seine (éré), first exhibited in 1857.%
His advocate Proudhon singled out this

DB o Ton &
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vork for its trenchant representation of
lothful middle-class immorality and
irged other artists to follow Courbet’s
‘xample by painting people observed
-andidly and “above all unposed; to
ake them by surprise, so to speak.”!s
3ut while Courbet’s figures seem alto-
cether unaware of his observer’s pres-
nce nearby, in point of fact the women
re hired models instructed to pose *“re-
listically,” and they are only pretend-
1g not to notice him, no matter how
ong he takes to finish his large canvas.
strictly speaking, models adulterated
he essential spirit of Realist art: to
imulate truth is, of course, a form of
iypocrisy. That realization apparently
roubled Courbet, and in fact a number
f his works explore the implications
or Realism of using posed models.

" N mitten by the drudgery of stone-
breakers whom he had observed
while taking a carriage ride in
1849, Courbet induced them to

ose as themselves at his studio. Thus

¢ avoided the deceit often accepted by
rtists who used professional models in
oles for which they were ill-suited.
ngres’ La Source (1856), for instance,

symbol of purity and generosity, was
ainted from a model reputed to be a
ut.'s Courbet’s typecasting did not,
owever, eliminate other basic discrep-
acies between reality and art, such as
1e difference between the real-life
:bors of the stone-breakers and the
sotionless attitudes required of mod-
's. Courbet’s finished painting indi-
ates that he must have relied upon
oses familiar to him from works by
oussin and Millet. It has been sug-
ested that he may have expected con-
oisseurs to recognize the postures bor-
owed from other artists and to draw
nalogies between their goals and his
wn.!” But it seems clear that Courbet
sed those sources primarily because
1ey were well suited for suggesting the
tone-breakers’ actual movements.

In the following years, however, the
se of posed models to simulate sponta-
eous behavior evidently came to both-
r Courbet, who felt compelled to illus-
‘ate the shortcomings of traditional
tudio methods for Realist art. For
xample, Les Baigneuses, exhibited
rst in 1853, makes a mockery of paint-
rs, himself included, who purport to
:present real-life situations observed
rst-hand. For this picture Courbet
nce again dispensed with the type of
lassically proportioned professional
1at Ingres might have used, and opted
1stead for bulky women, whose bodies

Reading in the Studio, ca. 1855, conte crayon,
22 Y4 by 15 Vzinches. Art Institute of Chicago.

Vallon de Villeneuve: Study of
the Nude, ca. 1850, photograph,
Bibliothéque Nationale, Paris.

seem out of place in the painting’s ide-
alized locale—a setting where one
would traditionally have expected
graceful goddesses. In accord with his
goal of unidealized, matter-of-fact rep-
resentation, Courbet rendered the
women’s every bulge and dimple unfor-
givingly; yet he undermined his Realist
efforts by posing his models with
absurdly theatrical gestures. “What do
these figures want?” Delacroix asked
after he saw the picture. Puzzled and
annoyed because the standing figure
“makes a gesture that expresses noth-
ing,” Delacroix regretted that “the
exchange of thoughts between these
two figures is incomprehensible.”!#

Delacroix’s reaction makes Cour-
bet’s point: a Realist should be obliged
to indicate that the figures in paintings
are in fact posing, rather than to sug-
gest that they were observed unawares.
The gestures of Courbet’s figures are
those used to maintain balance during
tiring studio sessions. One model leans
against a wall, the other clasps a bar.
As Courbet was aware, these gestures
could only appear senseless when trans-
posed into a real-life context. It seems
evident that Courbet based the stand-
ing figure on a photograph, as many
painters then did to reduce expenses.!?
Yet since Courbet perversely altered
the acceptably naturalistic pose of the
model in the photograph, his invented
gesture seems intended to draw atten-
tion to the artifice of his painting.

A drawing of a woman seated read-

Every bulge and dimple is revealed, yet the models’
gestures are absurdly theatrical; Courbet’s Les
Baigneuses, 1853. Musée Fabre, Montpellier.

ing on a model’s platform, done around
1855, documents Courbet’s continuing
concern about the pretense inherent in
Realist art.20 Only partly undressed,
she seems not yet to have assumed an
appropriate model’s costume, suggest-
ing that although she is at an artist’s
studio, she is not posing in any conven-
tional sense. Whereas in Les Baig-
neuses Courbet used studio poses for
figures in a natural setting, in the draw-
ing he summoned a woman to his studio
specifically in order to depict her in her
model’s role. In both cases the staged
incongruities provoke an awareness
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ics. Unabashed by the crowd of Wi
nesses, Courbet departs from the teneys
of Realism and finishes what he woulg
call a “studio landscape”—i.c., ope
executed from memory or imagination,
but not from fact observed firsthand.
Meanwhile he ignores the naked trutp
of a model who awaits his attention like
a muse ahead of schedule. If he hag
observed the model and included her
in this “studio landscape,” the result
would have been as incongruous as Les
Baigneuses. The act of painting distorts
truth as allegory distorts reality.

anet, Whistler and Monet
thoroughly appreciated the
dilemma suggested by Cour-
bet’s works and tried to
express, if not resolve, that dilemma in
their own paintings. The preposterous
details that characterize many of Ma-
net’s paintings, for example, draw
attention to the fact that art is con-
cocted from models and costumes.2?
Mademoiselle Victorine as an Espcda
(exhibited at the 1863 Salon des
refusés) is a case in point: considere:. i
Realist terms, a female model posec
a toreador is laughable. And Mane:
Le Déjeuner sur ['herbe (exhibited =
the same time) is likewise a wry c«

Would a gentlemen wear a tasseled smoking cap to a picnic? Manet: Le Déjeuner
sur I’herbe, 1863, oil on canvas, 84 Vi by 106 Y inches. Musée du Louvre.

p-127), 1855, the elaborate title of
which itself addresses that relation-

that Realist art is a problematic enter-
prise. Courbet’s most comprehensive

treatment of the relationship between
art and reality was, of course, his mon-
umental self-portrait, The Painter’s
Studio: a real allegory determining a
7-year period of an artist’s life (see

N “ i
A ragpicker wearing two left shoes:
Manet’s The Absinthe Drinker, 1859. Ny

Carlsberg Glyptotek, Copenhagen.

100 ART IN AMERKC

Manet’s mus

ship.2! At the left, acquaintances from
his life as an ordinary human being are
convened as if to pose; at the right are
assembled acquaintances from Cour-
bet’s life as an artist—patrons and crit-

cian plays his instrument upside-down and
he also frets an impossible chord: The
Spanish Guitarist, 1860. Metropolitan Museum.

ment about Realist attitudes—ame 2
other things. Despite their contem
rary dress, Manet’s male figures’ rat’
nonchalant attitudes are out of keep
with the generally decadent event ti

A hybrid of the artificial and the resl:
Whistler’s Purple and Rose: The Lange Leizen

of the Six Marks, I864. Philadelphis Museum.
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1y does that same face appear three times? Claude Monet’s Women in a
rden, 1866, oil on canvas, 100 Va by 81 ¥4 inches. Musée du Louvre.

by :
i
g
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h s picture purports to document; even
il such picnics were commonplace
enough to satisfy Realist painting’s
commitment to representing ordinary
modern life—which seems debatable—
would a gentleman, as one of Manet’s
does, wear a tasseled smoking cap to a
picnic?23 Of course not. And consider-
ing Manet’s works in general at this
time, this out-of-the-ordinary detail
seems designed to call the premises of
Realism into question.

The Absinthe Drinker, rejected from
the Salon of 1859, is another case in
point. Rather than depart from first-
hand experience and copy old master
works at the Louvre (as developing art-
ists were encouraged to do), Manet on
this occasion found inspiration in an
authentic, everyday encounter with a
ragpicker who loitered outside the mu-
seum.?* Manet’s painting is dogmati-
Cally Realist in so far as it represents
the ragpicker posed as himself. Ironi-
cally, however, this ragpicker is a
Poseur, disdainful of his precarious sta-
tion in Jife. Dressed like a lord in a once
tlegant top hat and cape, he drinks his
absinthe from a proper glass, and,
9ddest of all, wears two left shoes.?s
Manet’s Spanish Guitarist, executed

Degas’ The Orchestra of

the Opéra, 1868-69, oil on canvas, 222 by'lsl/z inches. Musée du Louvre.

For avant-garde painters
in Paris during the decade
of the 1860s, the activity
of painting per se was
at odds with Realism.

the following year and shown at the
Salon of 1861, is no less bizarre. Still,
journalists who commented at that time
noted nothing out of the ordinary,
except that the musician’s trousers
lacked authenticity.2 None of them
mentioned that the guitarist improba-
bly holds his guitar upside-down and
backwards (unless, that is, he is left-
handed) and he frets a preposterous
chord, as if he were an inept impostor
unaccustomed to a prop.?7

Many of Whistler’s pictures contain
similarly disturbing details, since he
“deliberately built up subjects for him-
self that had nothing to do with life as
he knew it,” according to his official
biographers, the Pennells. As they point
out, his Purple and Rose: The Lange
Leizen of the Six Marks (1864), a

genre painting of an Oriental porcelain
decorator, is based upon a European
model seated on a European chair.2®
Whistler likewise used Western models
dressed in Oriental costumes for several
major figure paintings done in the early
1860s. In a sense, these paintings docu-
ment a new trend in contemporary
fashion. Yet since that trend was a
form of escapism from everyday life in
Paris, Whistler’s pictures are perplex-
ing and seem to question the notion that
art has a mandate to record unposed,
everyday experience. In 1867, Whistler
went so far as to express regret that he
had been a disciple of the Realist Cour-
bet instead of the classicist Ingres.?®
Fittingly, the fanciful harem atmo-
sphere and the attitudes of Whistler’s
figures in Variations in Flesh Color
and Green: The Balcony, 1865, recall
Ingres’ Turkish Bath, 1863. But unlike
Ingres’ picture, Whistler’s is a hybrid of
incongruously juxtaposed artificial and
true-to-life elements. The figures in
The Balcony are all Western models
unconvincingly disguised as geishas;
they seem especially absurd, situated
against a background view of industrial
London. Absurdity, however, does not
exclude truth, and what these works
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Western-style geishas against a London backdrop: Whistler’s Variations in Flesh Color and Green:
The Balcony, 1865, oil on wood, 24 V4 by 19 V4 inches. Freer Gallery of Art, Washington, D.C.

truthfully reveal are the necessarily
artificial underpinnings of the activity
of painting per se.

As a figure painter during the 1860s,
Monet also developed a realist style
mannered with inconsistent details.
Courbet chided him, when Monet abso-
lutely refused to work during overcast
weather on Women in a Garden,
1866—a painting intended to be a scru-
pulous transcription of first hand obser-
vations out-of-doors. To facilitate his
undertaking, Monet went so far as to
dig a trench into which his life-scale
canvas could be lowered on pulleys; this
arrangement permitted him to work
unhampered on the painting’s upper
portions. The trouble with the com-
pleted picture, which includes four
102 ART IN AMERICA

female figures at ease in a garden set-
ting, is that three of the faces are the
same—that of Monet’s mistress, Cam-
ille.30 Since Monet surely could have
enlisted different models for each fig-
ure, his inclination not to do so tellingly
contradicts his efforts on behalf of
Realism. Why would Monet tolerate
such contradiction, if not to indicate
that his picture in no sense recorded a
real-life situation?

imilar scruples probably guided
Degas when he undertook his well
known portrait of Désiré Dihau,
The Orchestra of the Opéra, gen-
erally dated 1868-69. Seemingly in-
debted to firsthand observation of
Dihau in his workaday role, Degas’ pic-

ture nevertheless ignores the exigency
of fact. For instance, the bassoonist g
represented in what should be the firg
violinist’s seat and the double bassist j5 |
apparently sandwiched between the |
conductor and the audience; and al. !
though they were not in fact members |
of the Opéra orchestra, Degas’ friends
Piot-Normand, Souquet and Pillot are
included in the picture as if they were 3!
These discrepancies characterize a dis. |
dainful Realism-be-damned attitude
shared by many avant-garde painters in
Paris during the 1860s.

For them, the activity of painting per
se was at odds with realism, since they
were aware that they themselves dis-
rupted reality as they recorded it
Many of them, including Manet and
Monet, reinvestigated the studio situa-
tion that Courbet had defined as real
allegory. For example, Fantin-Latour,
who enrolled in Courbet’s short-lived
experimental Realist art school in
1861, executed a large studio group
portrait, which he referred to as
Homage to Truth and exhibited at the
Salon of 1865. Judging from his letters
and the numerous detailed compo:i-
tional studies on paper that he ere-
cuted, Fantin anguished over how b st
to express the paradox inherent 'n
Realist painting; and dissatisfied w h
his final version, the point of which w s
missed by the press, he destroyed t e
work. Its subject had been a nak d
woman holding a mirror and posing s
if for a classically-oriented painting f
the allegory of truth. Surrounding b r
in admiration were Fantin’s Real t
friends, including Manet and Whist] -
(who, true to character, insisted « :
wearing a kimono).32 Here, Fanti
truthfully observed portraits of |
peers contrast with the idealized ima
of truth represented by the posed mo
el. Presumably stimulated by Fantin
failure, Whistler undertook a stud -
group portrait, intended for the Salc
of 1866. Unfortunately, Whistler wi -
no better able to realize his conceptic
satisfactorily, and all that remains «
the projected 10-by-6-foot painting ai
two small oil sketches.’® In ther
Whistler depicts himself at work on
canvas located just outside the fram:
The artist’s back is to his mismatche
models—one is in Western, one in East-
ern dress—and their relaxed attitudes
indicate that they are pausing betwee::
poses. Whistler, observing it all in «
mirror, seemingly welcomes the chancc
to capture a candid episode taking
place in his studio and thus equally
removed from everyday reality in Lon-
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don and from fantasies of the Orient.

Fantin's Homage to Truth also stim-
ulated Cézanne, whose Erernal Femin-
ine (generally dated on stylistic
grounds to the mid-1 870s) represents a
naked model posing for a group of art-
ists in the midst of non-artist visitors.
This canvas can be regarded as an epi-
logue to the reconsideration of Real-
ism’s premises that had taken place
during the last half of the 1860s when
modern-life painters concentrated on
the studio theme.

Daumier had treated the theme in
over a dozen oil sketches and watercol-
ors, one of which, depicting visitors to
an atelier, was exhibited at the Salon of
1869. That same year the Belgian
Alfred Stevens had executed an oil in
which a model is ignored by a painter,
and Francois Bonvin had also prepared
a studio picture for the following Salon.
Most extraordinary of all, however, is a
group of about a half dozen oils by
Corot, one dated 1870 and the others
apparently done during the preceding
five years. Each represents a model in
traditional peasant costume who evokes
a pastoral world far removed from the
pedestrian clutter of easels and can-
vases that constitute her studio sur-
roundings. In several of the pictures the
models regard a pastoral landscape pic-
‘ure on an easel, as if aware that if they
>ould be in that landscape setting, they
w~ould no longer be out of place. In
other cases the models seem oblivious
to the blended fantasy and fact of their
situation, and simply await Corot’s sig-
nal to strike a conventional pose. But as
a Realist, Corot is, of course, forbidden
to make such a request since it would
initiate a lie for the sake of art.

It is quite likely that Corot’s little
pictures sparked Manet’s large portrait
of his pupil Eva Gonzales (exhibited in
the Salon of 1870). Instead of depicting
a model pausing from a pose, Manet
extended Corot’s conceit and depicted
Gonzales at work painting some flowers
while she simultaneously modeled—as
still as a still-life—for Manet’s benefit.
Since his activity and hers would take
approximately the same amount of
time, Manet’s treatment of the studio
theme avoided the problematic lack of
synchronization between his actual
painting time and the time suggested
by his model’s pose. Interestingly, Ma-
Net’s portrait was in its turn parodied
by an anonymous pornographic pho-
tographer. Like Gonzales, the woman
in the photograph is painting a picture;
since she is half undressed, her addi-  The studio theme: Henri Fantin-Latour’s study for
tional model’s role is also explicit. Homage to Truth, 1864-65. Musée du Louvre.

James McNeill Whistler: The Artist in his Studio, ca. 1865,
9il on wood, 24 Y4 by 18 Vainches. Art Institute of Chicago.
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The sitter as saboteur: Manet’s Luncheon in the Studio, 1868-69, oil on
canvas, 47 Vs by 60 V4 inches. Bayerische Staatsgemilde-Sammlungen, Munich.

anet’s most provocative

treatment of the relationship

between pose and reality is

his Luncheon in the Studio,
begun during a vacation to Boulogne-
sur-Mer in 1868 and exhibited at the
Salon of 1869. The picture, for an ini-
tial stage of which Monet may have
served as a model,* appears at first to
represent a simple luncheon; the guests,
attended by a servant, are a young man
presumed to be the artist’s son and a
friend. Of course, group portraits of
diners had been popular since the 17th

. g 3

Ay 5%
Stopping time: Cézanne’s Black Clock, 1870, oil o

canvas, 21 V4 by 28 Y4 inches. Collection Stavros Niarchos.
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n

century and more recently Manet’s col-
leagues Courbet and Renoir had
treated the genre. Yet despite its con-
ventional aspects, Manet’s picture con-
tains details that baffled the critics of
his period. “But why this armor on the
table?” asked Gautier. “Is it a lun-
cheon which follows or precedes a duel?
We don’t know.” Aware that Manet
preferred inventing imaginary subjects
to discovering them in real life, Castag-
nary complained that, since the young
man in the painting has “his back to the
table, he has the wall between himself

and us, and his position is inexplica.
ble.”3s Castagnary’s puzzling reference
to “the wall” evidently indicates his
conventional assumption that specta-
tors of Realist paintings in interior set-
tings should imagine themselves as
voyeurs located outside the depicted
room. His assumption, of course, ig-
nores the fact that the painter must be
in that room in order to depict it. But
Manet’s painting questions just that
assumption: the figures are not turned
towards an imaginary blank wall, as
Castagnary assumed, but instead face
the artist. Indeed, to indicate that what
seems to be a dining room is actually an
artist’s studio, Manet even borrowed
theatrical props for this picture—the
armor that bothered Gautier.’¢ As if
irked by their models’ roles, Manet’s
sitters seem to sabotage his efforts at
Realism, for they refuse to remove their
hzts and they leave the table at which
the artist had presumably instructed
them to remain for as long as it took to
complete the picture. Resigned to thei-
lack of cooperation, Manet’s only op-
tion was to record people unwilling t
hide their genuine impatience with :
slow painter.

Missed by critics, Manet’s wit wa
appreciated by his young colleagues
Monet, working in isolation at Etreta
and apparently unaware of Manet™
progress at Boulogne-sur-Mer, nev
ertheless painted an extremely simila-
work representing a dining room i
which family members, a friend and :
servant wait, like Manet’s figures, fo
the painter to finish. Oddly enough
Monet had explained to his frienc
Bazille that working away from Paris
was an advantage: “One is too preoccu-

Miscast furniture: Manet’s La Brioche, 1979, oil

on canvas, 2553 by 31 78 inches. Private collection.
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pied by what one sees and hears in
Paris, however strong one may be, and
what I will do here at least has the
aerit of not resembling anyone, at least

so: 1 think oo ma Describing his
~uncheon to Bazille, Monet indicated
ds intention to submit it to the Salon of
369. But he never did. Upon returning
» Paris, he was surprised to learn how
osely his Luncheon paralleled the pic-
ire that Manet was to submit. Pencil
etches of both works on consecutive
1ges of Bazille’s notebook record the
nbarrassing situation.3

Like Manet’s figures, Monet’s are

udio hostages, forbidden to start

nch until he leaves his easel and joins
em. Weary from the delay, the guest

“amille posed for this figure, and also

sed as herself seated at the table)

ans her weight on the windowsill; but
€ wears a hat and gloves, as if ready
depart as soon as the family lun-

.eon begins. Only the painter’s deter-

ination to record a brief ordinary

ent from real life has forced her, as it

d Manet’s son, to suspend her real-

‘e inclinations.

As a comment about the impossibili-
t of painting what in actual experience
vould be an instant’s event, Monet’s
L tncheon can be regarded as a prelude
t his later well-known efforts to cap-
tire transient landscape scenes. That
ime is fundamental to the Luncheon is

ident from Monet’s depiction of the

:airs, which are arranged so as to sug-
g-5t a sequence of past, present and
future events. Before the moment rep-
resented in the painting, Camille had
been seated in a chair next to the win-
dow, where she was sewing and baby
Jean had been playing on the floor
nearby. At present they have moved to
the table, as will Monet himself when
he finally puts down his brushes and
assumes his seat, which is now pulled
back in anticipation. Yet another detail
relates the time experienced by the art-
st and the different time frame experi-
:nced by his models. A ball depicted at
he bottom edge of the painting seems
tbout to roll across the floor (rendered
n steeply exaggerated perspective) and
ut of the picture towards the artist.3®
Stalled by the painting’s frame, that
2all cannot proceed into the real world
iny more than Monet can leave his
‘asel and enter the scene.

Adjacent to Monet's signature, the
all is one of many details included by
Vlonet to give the impression that his
icture records, unedited, a household’s
ypical disarray. Yet the painting de-
licts so much disorder that it becomes

Hostages in the studio: Monet’s The Luncheon,
75 ¥s8 by 49 Vainches. Stidelsches Ki unstinstitut,

parodistic; Monet apparently meant to
ridicule the common practice of using
such details as a method of heightening
a painting’s illusion of reality. His
tablecloth, for example, hangs unevenly
because it is the wrong size, and clearly
the maid has not ironed it lately. And
because Monet’s chair has been pulled
back, a large dark stain on the rug is
visible. An Oriental touch imported to

1868-69, oil on canvas,
Frankfurt am Main.

provincial Etretat, of all places, that
reed rug is carelessly placed, its near
edge considerably further from the wall
than its far one. The rug’s misalign-
ment, which is only partially masked by
the guest’s skirt, is as untidy as the doll
sprawled where the ball had apparently
bowled it over. These Hogarthian de-
tails recall Monet’s youthful inclination
to become a professional newspaper
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Realism’s premise reconsidered: Cézanne’s Eternal Feminine, ca. 1875-77,
oil on canvas, 17 ¥4 by 21 inches. Private collection, New York.

caricaturist, and they burlesque artistic
devices frequently employed to simu-
late reality.

he discrepancy between the
time available for the observa-
tion of figures and the time an
artist needed to paint them was,
of course, less of a problem for still-life
painters.  Nevertheless, Cézanne’s
Black Clock, painted around 1870, also
coraments on that topical issue.*® The
seashell in Cézanne’s still-life can be
understood as a reminder of the world
of time and tide from which it has been
displaced. Accompanied in the picture
by a clock without hands, the shell con-
tributes to the painting’s melancholy
mood, which is thus comparable to the
poetically charged still-lifes with hu-
man skulls that Cézanne had begun to
paint a few years before. But a clock
without hands also suggests the dilem-
ma facing realist painters: Cézanne
neglected to paint those hands because
they in fact would have moved during
the hours and days that he spent exe-
cuting the still-life. Had he included
the hands, they would have suggested,
contrary to the truth, that his picture
was painted at a moment in reality.
The peculiar arrangement of objects
in the Black Clock is as indicative of
Cézanne’s attitude towards realism as
106 ART IN AMERICA

is the clock. Previously, still-lifes fell
into two categories: fanciful collections
of objects related by thematic associa-
tion and groupings of objects normally
used together for some familiar activi-
ty. But Cézanne chose disrelated ob-
jects and arranged them as they would
never be found in everyday life. It was
as if he wished to make it clear that his
primary interest was not to document
reality, but instead to invent purely
decorative relationships of form and
color. For example, the tablecloth in
this still-life covers a mantelpiece—
not, as it should, a table. That incon-
gruity relates Cézanne’s picture to Ma-
net’s wonderful still-life, La Brioche,
painted in 1870. For this picture,
Manet miscast an ornate side table as a
dining table and used an unfolded cloth
napkin as a tablecloth for a brioche,
which itself serves as a vase for a rose.
As irrational as Lewis Carroll’'s Won-
derland (published five years earlier),
Manet’s still-life demonstrates that the
real is merely a starting-off place for
the artist’s imagination.

So far as is known, neither Manet
nor Cézanne read Les Chants de Mal-
doror, the prose poem published in
1868 by the bogus Comte de Lautréa-
mont. That writer’s present modest
popularity was a later phenomenon that
resulted from his adoption in the 1920s

by the Surrealists, who applauded suc
absurd verbal formulations as his wide-
ly quoted “chance juxtaposition of ,
sewing machine and an umbrella on 5
dissecting table.” But considering the
pictures executed by Lautréamont’s
contemporaries, his image hardly
seems extraordinary for its early date,
By then, painters, too, seasoned their
works with incongruity to bring out the
flavor of truth. ]

My thanks to John Rewald, Charles Moffett and
Daniel Wildenstein for their help in obtaining
photographs.
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In Rodin’s Studio: A Photographic
Record of Sculpture in the Mak-
ing, by Albert E. Elsen, Ithaca, N.Y.,
Cornell University Press, 1980; 192
pp.. $24.95.

Brancusi: Photographer, photo-
graphs introduced and selected by
Marielle Tabart and Isabelle Monod-
Fontaine, preface by Pontus Hulten,
New York, Agrinde Publications, 1980
124 pp., $30 cloth, $17.50 paper.

For more than a century there has
been a growing trend on the part of
artists to establish museums of their
own works. The primary reason these
artists undertake such projects is to
assure others access to their art, even
its relatively unpublicized aspects, in
an optimal setting that clarifies funda-
mental expressive aims. A sense of
self-importance is obviously also in-
volved. In many cases, -however, art-
ists' self-endowed museums provoke
acrid debate when staff members—in
effect executors of the artists' inten-
tions—Ilimit public access to intriguing
portions of the collections. Such de-
bate has troubled the donations (to
use the French term) made by Rodin
and Brancusi, who both left their stu-
dios, art collections and personal ar-
chives to the French Ministry of Fine
Arts. Extremely sensitive to how their
works were viewed, both sculptors
during their lifetimes even took pains to
exert control over photographic repro-
ductions of their art, hoping in that way
to minimize misunderstanding of their
artistic intentions Yet, ironically, those
photographs that they did authorize
have often been made unavailable by
the very museums to which they were
so carefully entrusted, and as a result
the sculptors’ reputations—at least in-
sofar as they are influenced by pub-
lished materials—have been based on
reproductions taken without their ap-
proval. Needless to say, this circum-
stance has hardly diminished their
work's growing appeal to the public

Artists cannot realistically hope to
dictate how their art should be seen—
not, at least, without infringing upon
what Duchamp called the spectator's
share in the work. No less concerned
than Rodin with photographic copies
of art, Duchamp was among tnose
who reproduced The Kiss without au-
thorization. And what he presented in
his version—the man’s hand moved to
his lover's crotch—may have misre-
presented Rodin's sculpture, but it
nevertheless stressed its salient mood.
Still, especially in the case of sculpture,
it is highly desirable to be able to see
works through the artist's own eyes
And that is precisely what these two
Neéw publications about Rodin and
Brancusi have to offer.

Elsen's In Rodin’s Studio is in my
opinion the best book to date by an
excellent scholar. He took care that

Steichen photo of Rodin working at
night, n.d., gelatin silver print

Rodin's Young Girl Kissed by a Phantom,
unknown photographer, salt print with ink drawing

>
Rodin's Head of Rose, unknown
photographer, albumen print

reproductions of works spanning Ro-
din’s entire career were included in the
approximately 150 photographs that
he selected from among an (unfortu-
nately) unspecified number preserved
in the Musée Rodin archives. As a
result, Eisen's notes, which are models
of concision, amount to a condensed,
chronologically arranged monograph.
Equally, however, his text essay about
Rodin's attitudes toward photography
enlarges our understanding of the
sculptor’'s principles and clarifies the
issues involved in the use of photo-
graphs by artists working in other me-
diums

The production, dissemination and
appreciation of art images was altered
dramatically with the introduction of
photography. Aware that photographs
of art could enhance sales and reputa-
tions, artists and dealers cooperated
with professional photographers in re-
turn for a share of the art-reproduction
market. As early as 1867, for example,
at Courbet's second personally staged

retrospective, photographs of his
paintings were offered for sale. As Els-
en points out, on occasion Courbet
actually signed the photographs, ant-
icipating Rodin’s inclination to add his
signature to negative plates for photo-
graphs of his sculptures taken under
his direction by Eugene Druet Both
Courbet and Rodin, rather unex-
pectedly, foreshadow Duchamp’s sub-
sequent championship of art photo-
graphs as valuable in themselves. *
During the final decades of his ca-
reer Rodin collaborated with several
distinguished photographers —includ-
ing Druet and Steichen—who re-
corded and interpreted his sculptures
as they evolved in his studios and the
adjoining gardens. Taken as a group,
these photographs comprise a visual
diary comparable to the novels by Zola
and the Goncourts that describe studio
life from behind the scenes; what they
most obviously share is a romantic re-
gard for the creative life per se. As a

Brancusi's photograph of his studio, 1920,
including Eve and The Sorceress

critic in the 1860s, Zola argued that
works of art are better appreciated in
the artist's studio than anywhere else.
Rodin shared this attitude and strove
to express his own studio experiences
in his sculpture—to the point of lavish-
ing considerable attention upon forms
and surfaces that stood frankly unre-
solved. Indeed, as Elsen points out,
Rodin commissioned a photograph of
a still-unfinished bust for a publicity
postcard—an unusual and polemical
choice intended to promote his high
regard for surfaces enriched with
traces of his modeler's fingers and his
caster's modeling seams. The Miche-
langelesque unfinished qualities of
Rodin's surfaces, however, are just
one aspect of his cultish attitude to-
wards the atelier. From these photo-
graphs it seems that Rodin took partic-
ular interest in documenting his fertile
working methods. Since he frequently
arrived at definitive compositional en-
sembles through the intuitive (trial-and-

Brancus: in his studio,
self-portrait, ca 1933-34
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es and fragments, a maijor appeal
of Elsen’s book is the record it offers
of Rodin’s mock-ups for ensembles
that he either abandoned or was un-
able to carry out. Of no less interest
are photographs of works in pro-
cess—wisual aids which Rodin appar-
ently coliected to guide his developing
sense of form.

Although Brancusi's photographs
tend not to document stages in the
gevelopment of single works, he, like
Rodin, realized the value of controlling
photographic reproductions. He be-
came his own photographer and print-
er, aided considerably by advice from
Man Ray His ambitions, however,
hardly stopped at preparing photo-
graphs of works for distribution. Many
of Brancusi's photographs depict
staged encounters between works in-
tended to exist as independent sculp-
tures. Such whimsical images are the
counterparts to the colored drawings
of his studio that he undertook around
1918, prior to his serious development
as a photographer. Brancusi's photo-
graphic output has in fact only begun
10 receive its due during the past few
years, thanks largely to the research of
J Partenheimer, who arranged the first
in-depth exhibition of these works in
Zurich in 1976. The following year Zu-
nch staged the comprehensive '‘Mal-
erei und Photographie im Dialog™ exhi-
biion In its catalogue Schmoll gen. Ei-
senwerth stated his regret that the Mu-
sée d'Art Moderne decided not to lend

unfamiliar photographs by Brancusi, in-
cluding studies of plants and of a mod-
el in movement Surely Tabart and
Monod-Fontaine, who make no refer-
ence to the German scholars' contri-
butions, should have included such
images in their anthology to support
their claim that Brancusi's photo-
graphs deserve appreciation as works
of art in themselves. Equally disap-
pointing is their decision to illustrate an
integral series of ten photographs of
Mille. Pogany with a sampling of just
three.

Tabart and Monod-Fontaine's
book, first published under the aus-
pices of the Musée d'Art Moderne in
1977 and now translated for wider cir-
culation, leaves a lot to be desired
Nevertheless, it does reproduce more
of Brancusi's photographs than any
other work available, five times as
many as the anthology published by
Hilton Kramer in 1979. But Kramer's
short text is more to the point than the
new one, and in many cases | prefer
photographs that he selected (and
other examples that | have seen pub-
lished elsewhere) to those chosen by
Tabart and Monod-Fontaine. At least
the designers of Kramer's book had
the sensitivity to leave margins around
the images, whereas the designers of
the Tabart and Monod-Fontaine an-
thology often allowed images to be
cropped in the binding. That's a
shame, because Brancusi's photo-
graphs are exquisite theatrical fanta-
sies on the theme of the artist’s studio,

an Oz where Brancusi was wizard.
—Charles F. Stuckey

Park City, photographs by Lewis
Baltz, essay by Gus Blaisdell, Albu-
querque, Artspace Press and Castelli
Graphics, New York, in association
with Aperture, Inc., 1980; 246 pp.,
875

From the Missouri West, photo-
graphs by Robert Adams, Millerton,
N.Y., Aperture, Inc., 1980, 64 pp.,
$20

Landscape photography has become
problematic. No longer can we greet
the land with the innocent awe of the
West's first visual surveyors, among
them Carleton E. Watkins and Timothy
O'Sullivan. No longer can we view it as
a source of inexhaustible sublimity, as
has Ansel Adams (taking his cue from
19th-century painters such as Bier-
stadt and Cole) Nor can we quite be-
lieve that man exists peaceably—
indeed, coexists—within this kingdom,
in the manner of P.H. Emerson’s “nat-
uralistic'” genre scenes of Bntain's
Norfolk Broads.

In the 1870s O'Sullivan was so im-
pressed with the awesomeness of the
American Western landscape that he
took pains to include some measure of
man—a fellow expeditioner, his equip-
ment wagon, a boat—to provide a
sense of scale. Robert Adams uses
something of the same strategy in
From the Missouri West. being sure to
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include some "evidence of man” in
each picture. But his reasoning is dif-
ferent: he wants the pictures to be
honest. To take honest landscape
photographs in this day and age, Ad-
ams believes, man has to be factored
into the image.

Both Adams and Baltz are attempt-
ing to find a way (formally) to make
landscape photographs that are ethi-
cal (ecologically). The difficulties of
this task are reflected in the difficulties
we may have with their pictures (for all
the fervor of their commitment to the
land, their images can seem inordi-
nately cold and remote), nevertheless,
their ambition has to be respected
Their disparate, idiosyncratic styles of
black-and-white photography are no
mere bids for signatory recognition,
but rather necessary refinements
based on a need to expand the cam-
era's efficacy These books reflect
major bodies of work.

Baltz's Park City is a lavishly pro-
duced documentation of the construc-
tion of a housing development—an in-
stant community, really, if such a term
makes any sense. Park City, on the
front range of Utah's Wasatch Moun-
tains, is a one-time mining town that
became a ghost town until its recent
transformation into a ski resort and
residential complex. Baltz photo-
graphed there in 1978 and 1979, while
much of the building was in progress

The 102 photographs in Park City
are arranged not by the chronology of
this construction but by distance, in a

“Miter | (Scale)” 1980
Mixed Media

86" x 96" x 26"

ROBERT

RAUSCHENBERG

RICHARD HINES GALLERY

2030 Fifth Avenue Seattie Washington 98121
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Max Protetch

37 West 57 Street
New York 10019
212838 436

13 February 1982

Mr. Robert Stearns

The Contemporary Arts Center
115 East Fifth Street
Cincinnati, Ohio 45202

Dear Mr. Stearns:

Enclosed are photographs and slides of Scott Burton's chairs that you
ire considering for ineclusion in your upcoming exhibition.
Aluminum Chair, 1981 (black and white, 8 x 10)
Steel Chairs, 1979-1980 (black and white, 8 x 10)
Child's Set, 1978, 1978 (black and white, 8 x 10)
. Laquered Lawn Chair, 1977 (black and white, 8 x 10)
Granite Chairs, 1981 (black and white 8 x 10)
Bronze Chair, 1975 (slide)
. Marble Chairs, 1981 (slide)

At the moment I am trying to get the black and white photograph of the
Bronze Chair.

Please excuse the delay. If you have any questions or need for other
materials, do not hesitate to phone me at the gallery.

Sincerely yours,

£9

Elsa 8. Weiner
Director
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February 10, 1982

Karen S. Chambers
One Sheridan Square
New York, NY 10014

Dear Karen:

Thank you very much for your note and list of works for
the exhibition. I am very excited and happy to hear that
Scott plans to complete the double chaise. It whould be a
real "show stopper".

Marge and I plan to be in NYC Thursday - Saturday, at
least, February 25 - 27. I want to be able to get together
with Scott and it would be good to have all of us together
(you, Max, Scott, Marge, me and anyone else).

I look forward to seeing the photos. We're (CAC)
getting some costs together on catalogue and FWAM is col-

lecting data on crates, shipping, etc.

Needless to say, we're very excited about the show
and looking forward to it.

Besty=

Robert Stearns
RS:jrs

cc: Marge Goldwater

&?eﬁtemporary a0
Arts Center

115 East Fifth Street Cincinnati, Ohio 45202 513-721-0390 The Contemporary Arts Center is a member of the Fine Arts Fund
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Robert Stearns

The Contemporary Arts Center
115 Bast Fifth 8treetl
Cincinnati, Ohio 45202

Dear Bobh and Narge s

Seott Burton has asked that I send you the encleosed
listing of chairs for pessible inclugicn in your
upcoming show, They are grouped in categories as
Scett sees them.

They should be pretty much what you all diecussed

with one changa that Scott would like you to con-
eider showing the model for the diving-board chaise
lengue. I am tracking down a phetograph of it for you.
Mere importantly, Scott is plamning to finish the
large double chaise (8' diameter, upholstered leather)
for the show.

I hope that Protetch will socon be forwarding you the
photographs for all of the chairs.

Please let me know 1f you need anything further.

Bes*t regards,

Karen S. Chambers

cec: Marge Goldwater, Max Protetch Gallery, Scott Burton
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SCOTT BURDON CHAIRS For The Contemporary Arts Center and
Ft, Worth Art Museum Show

Bronze Chair

Lawn Chair (pine only)
Ciub Chair (one only{
Aluminum Chair
Acrylic Chair

Rock chair (?s)

Three Steel Chairs {photo of steel table?)
New Dining Chair (phcto of table?) »
Child's Chair (photo of child's table?)

New Double Chaise Lengue

NModel for Rubber and Glass Chalse lLongue (on 2 new pedestal table)

Model for Diving~Board Chalse Longae




