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& = Crisp, alive forms developed by a great painter from deep-sea
motifs—fish and sea shells—on a linen panel 65 by 150 inches.
In beige and white, it is superbly decorative, quietly exciting.

WALL DESIGNS bBY EA‘“SSE
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Two great artists create new panel decorations for homes
gnrl MaTisse of France and Henry Painstakingly made by Ascher of Lon-
Moore of England are giants of modern don, the p:‘t._el.-s were shown at the Buch-
art. Both commahd prices beyond the reach holz Gallery in New York this season; next
+ of everybody but the very wealthy. Par- season they will be sent on tour by the
5."! tially closing the gap between the cost of Museum of Modern Art. There are four
! original work by them and a public hungry panels in all, two by each artist. Only
s to own their creations, they have designed thirty copies of each exist. The decorative
a series of wall panels reproduced by silk- quality that is such a strong element in
B screen process on fine linen. While these Matisse's paintings is isolated in his panels
.(ﬂ Tilige panels are not exactly trifles at $450 with stunning effect. The sculptor Moore's
b and $500 each, they are a fraction of what expressive line, developed in magnificent
b l| Matisse and Henry Moore originals of good sketches, carries handsomely in the huge
size would bring. panels he designed.
P Henry Moore drops in at the Aschers’ London
il studio to look over progress on his designs.
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‘Henry Moore, sculptor, is generally conceded
to be the greatest artist living in England
today. Sa\?ond only to his best sculptures are
‘his drawings, which express his feelings
about the indomitable but sorely tried hu-
man race. His panel shown at right is like a
huge drawing. Printed in elephant gray, reds
black and white, it is startling decoration &

Mr. and Mrs ﬁscher and an dl’llbt member of
their studio survey a finished Moore pa anel.

Dellc.ﬂc at!ju-trnrnb were necessary in
work silk-screening the artist 3
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= Crisp, alive forms developed by a great painter from deep-sea
motifs—fish and sea shells—on a linen panel 65 by 150 inches.

In beige and white, it is superbly decorative, quietly exciting.

WALL DESIGNS BY

Collectlon

Two great artists create new panel decorations for homes

ENRI MaTisse of France and Henry

Moore of England are giants of modern
art, Both command prices beyond the reach
of everybody but the very wealthy. Par-
tially closing the gap between the cost of
original work by them and a public hungry
to own their creations, they have designed
a series of wall panels reproduced by silk-
screen process on fine linen, While these
huge panels are not exactly trifles at $450
and $500 each, they are a fraction of what
Matisse and Henry Moore originals of good
size would bring.

Painstakingly made by Ascher of Lon-
don, the panels were shown at the Buch-
holz Gallery in New York this season; next
season they will be sent on tour by the
Museurn of Modern Art. There are four
panels in all, two by each artist. Only
thirty copies of each exist. The decorative
quality that is such a strong element in
Matisse's paintings is isolated in his panels
with stunning effect. The sculptor Moore’s
expressive line, developed in magnificent
sketches, carries handsomely in the huge
panels he designed.

Henry Moore drops in at the Aschers’ London
studio to look over progress on his designs.
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Henry Moore, sculptor, is generally conceded
1o be the greatest artist living in England
today. Second only to his best sculptures are
his drawings, which express his feelings
about the indomitable but sorely tried hu-
man race. His panel shown at right is like a
huge drawing. Printed in elephant gray, reds,
black and white, it is startling decoration.

- .5
; a i >mber of

Mr" and Mrs. Ascher and an artist mem
their studio survey a finished Moore panel.

Delicate adjustments 1 .
work of silk-screening the artist
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HANS KNOLL, 38, founder of Knoll Associates, si
desk in front of a Bertoia sculpture in his Knoll-designed office.

1
teakwood

Drum Beaters

for Modern
KNOLLS USE DRAMATIC DISPLAYS

s 12 years ago, mod-

When Hans Knoll started his firm of Knoll Associat
ern furniture sold skimpily and chiefly in big cities, and most furniture
facturers depended on traditional pieces to balance their hooks.

insistent drum beating for modern have paid off. The Knoll business now
erosses 33 million a year, and the Knoll name has become, in its own
way, almost as familiar as names like Tiffany or Hattie Carnegie.

R
“associates’” are mostly architects and furniture designers—Saarinen
and Mies van der Rohe are best known—who, like book authors, are
paid rovalties for each piece sold, Knoll has half a dozen factories mak-

from the start the Knoll operation has been unorthodox. The

ing furniture and fabrics which are sold by 250 stores in the U.S. alone,
In addition Knoll designs interiors (left) and, in its New York show-
oes a brilliantly dramatic job of displaying its
ed panels as backgrounds for its new and old

room (following pag
furniture by use of cole
designs. 1 he Knolls have found that the modern chair which most peo-
ple find too advanced 1"""." is what they like to sitin 10 vears from now.

as done many Knoll pieces, came

FLORENCE KNOLL,

to work for Knoll as a ¢ fter two years married the boss,

& 4
e s o
|
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KL\ULLS CONTINVED

VAN DER ROHE,
man architect and de -
er, did the leather and
metal chairs at left in
1929, First produced by
Knoll in 1943, they are
more popular every year
Ottoman is another of van
der Rohe «
which are as
gineered as a Swiss watch.
They are set before one of

the sereens used through-
out Knoll showroom with
different colored panels,

SAARINEN devised the
single and the v
in 1946, °
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‘Feiningers conrinven

Trains, tracks and toys,

sharp planes of space

As w ehiildd in Ne
hn o the |
Butling sitoms o
e pirture o
, wheamn domes and Imlr

thiblomn (Belov). 1
surils aoross the il
of the Feininger

hiis early days, bt his

termn, the same | 5 . :

thiat stireed him as 4 boy ¢ Lot Y 4 ’ i K : s
EAKWATERS «
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Tiny boats on a pond,

ships on dreamy seas
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A GENTLE-EYED, DIGNIFIED MAN, LYONEL FEININGER POSES WITH SONS ANDREAS (RIGHT) AND LUX BEFORE HIS GEOMETRICAL PAINTING CALLED "STARS ABOVE THE TOWN"

Feininger and Sons

A FAMILY OF MANY TALENTS EXCELS IN PAINTING, PHOTOGRAPHY AND MUSIC

modern artists living today is an 80-
named Lyonel Feininge
1w of luminous paintings and

sar-old Americs , who has

produced a notabl
three notably talent
with him abe

of Pho

tographs

two of whom are shown
are [amiliar with the work
yme of whose Irlln-
with paintir
he third brothe
wd choral comy :
all of the Fein-

In spite of their vari fression

ingers share much th mel is famous

city scenes, of

ant church
thves and ¢
reflects the

realistic style that s ats a sunset world of long .
Andre M, who starte an 3 t, likes to
photog g forms of buildings, the busy
rail yards and 3 :
2, pursues his mu
hern Italy. Lyor
hood in N (ork, was trained as a
iled 10

pione
famous all over he sailed back to th
home 00 1 up with
gs are sought by
nth he is being honored w

hition ol his life's work at the land Museum of Art.

CONTINUED ON NEXT PAGE

89




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Callection: | Series.Folder:

T.A.7

The Museum of Modern Art Archives, NY i

| \]Qlwt\\ n

Feiningers conmnueo

NEW YORK HARBOR with

its majestic silhouette of

graphed by An
aiil of telephoto lens from
the shore of New Jersey

JERSEY HARBOR,
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MAX
BECKMANN

PAINTINGS FROM 1940 TO 1946

Selfportrait Car. No. 8

MARCH 31 — APRIL 30, 1947

ROOM OF CONTEMPORARY ARTS

ALBRIGHT ART GALLERY

THE BUFFALO FINE ARTS ACADEMY
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MAX BECKMANN, horn 1884 in Leipzig,

one of Germany’s leading

contemporary i is ive i i iti
porary artists, left his native country in 1937, in opposition 1o

Nazism, and moved to Amsterdam where he now lives.

All the paintings in the present exhibition with two exceptions,
Acrobat on a Trapeze. belonging to Mr. and Mrs. Frederick A. P,
Zimmermann. New York, and Self Portrait, owned anonymonsly, have
been lent by Curt Valentin. Buchholz Gallery, New York. The Albright
Art Gallery expresses its gratitude to Mr. and Mrs. Zimmermann. Mr.
Valentin and the anonymous lender for their kindness in making the

show possible.

Car. No. 11 Car. No. 12

I{l‘.nlily is the greatest mystery of our imagination.

Ii you want to experience the invisible, devote yourself entirely to the visible.
L] : -
Space, and space again, is the infinite deity which surrounds us and in which we are
ourselves contained,

That is what I try to express through painting, a function different from poetry
and music but, for me, predestined necessity.

When spiritual, metaphysical, material or immaterial events come into my life.
I can only fix them by way of painting. It is not the subject which matters but the
translation of the subject into the abstraction of the surface by means of painting.
Therefore 1 hardly need 1o abstract things, for each object is unreal enough alveady,
so unreal that I ean only make it real by means of painting.

Often, very often, I am alone. My studio in Amsterdam, an enormous old tobaceo
store-room, is again filled in my imagination with figures from the old days and
from the new, like an ocean moved by storm and sun and always present in my
thoughts,

Then shapes become heings and seem comprehensible to me in the great void

and uncertainty of the space which T call God.

Car. No. 13
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Color, as the strange and magnificent expression of the inscrutable spectrum of
Eternity, is beantiful and imporiant to me as a painter; [ vse it to enrich the canvas
and to probe more deeply into the object, Color also decided, to a certain extent.
my spiritual outlook, but it is subordinated o life and, above all, to the treatment
of form. Too much emphasis on color at the expense of form and space would make
a double manifestation of itsell on the canvas, and this would verge on craft work.
Pure colors and broken tones must be used together, because they are the com.

plements of each other,

From Max Beckmann ON MY PAINTING, New York, 1941

' o . SRR U o JRES =S IR -

Al paintings are oil on canvas

- Acrobat on a Trapeze 1940 12, The Windmill 1946
Lent by Mr.and Mrs, Frederick

A. P Zimmermann 13. I.ulmm!nry 1946

. Woman with Flower Pot
1941

. Circus Scene 1943

. Still Life with Helmet and
Feather 1941

. Landscape—Heembrug
1944

. Cireus 1944
. Amsterdam Airport 1945

. Self Portrait 1945

Lent anonymously
. Bridge in Holland 1945
. Double Portrait 1946

. Begin the Beguine 1946
Cat. No. 1
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MAX
BECKMANN

PAINTINGS FROM 1940 TO 1946

Selfportrait Cat, No. 8

MARCH 31 — APRIL 30, 1947

ROOM OF CONTEMPORARY ARTS

ALBRIGHT ART GALLERY

THE BUFFALO FINE ARTS ACADEMY
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MAX BECKMANN, born 1884 in Leipzig, one of Germany’s leading

ontemporary artists, left his native country in 1937, in opposition to

Nazism, and moved to Amsterdam where he now lives,

All the paintings in the present exhibition with twe exceptions.
Aerobat on a Trapeze, belonging to Mr. and Mrs. Frederick A. P.
Zimmermann, New York, and Self Portrait, owned anonymously, have
been lent by Curt Valentin. Buchholz Gallery. New York. The Albright
Art Gallery expresses its gratitude to Mr. and Mrs. Zimmermann. Mr.
Valentin and the anonymous lender for their kindness in making the

show possible.

Car. No, 11 Car. No. 12

I{E:I]il)‘ is the greatest mystery of our imagination.
If you want to experience the invisible, devote yourself entirely to the visible,
R
Space, and space again, is the infinite deity which surrounds us and in which we are
ourselves contained.

That is what 1 try to express through painting, a function different from poetry
and music bot, for me, predestined necessity.

When spiritual, metaphysieal, material or immaterial events come into my life,
I can only fix them by way of painting. It is not the subjeet which matters but the
translation of the subject into the abstraction of the surface by means of painting.
Therefore I hardly need to abstract things, for each object is unreal enough already,
#0 unreal that 1 can only make it real by means of painting.

Often, very often, 1 am alone. My studio in Amsterdam. an enormous old tobacco
store-room, is again filled in my imagination with figures from the old days and
from the new, like an ocean moved by storm and sun and always present in my
thoughts,

Then shapes become heings and seem comprehensible to me in the great void

and uncertainty of the space which 1 call God.

Car. No. 13
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Color, as the strange and magnificent expression of the inseratable spectrum of
Eternity, is beantiful and important to me as a painter; | use it to enrich the canvas
and to probe more deeply into the object. Color also decided, to a certain extent.
my spiritual outlook, but it is suboerdinated 1o life and, above all, to the treatment
of form, Too much emphasis on color at the expense of form and space would make
i double manifestation of itself on the canvas, and this would verge on eraft work.
Pure colors and broken tones must be used together, becanse they are the com-

plements of each other.
From Mux Beckmann ON MY PAINTING, New York, 1941
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All paintings are oil on canvas

. Acrobat on a Trapeze 1940 12, The Windmill 1946

Lent by Mr.and Mrs. Frederick
13. Laboratory 1946

A. P Zimmermann

. Woman with Flower Pot
1941

. Circus Seene 1943

4. Still Life with Helmet and
Feather 1944

. Landscape—Heembrug

1944
. Cireus 1944
. Amsterdam Airport 1945

. Self Portrait 1945

Lent anonymously

. Bridge in Holland 1945

. Double Portrait 1946

. Begin the Beguine 1946
Car. No. 1
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CURT VALENTIN GALLERY
formerly Buchholz Gallery
32 East 57th Street

Curt Valentin announces an exhibition of paintings and watercolors
by LYONEL FEININGER which opens with a prerviwp‘:n M:nngay, March 17th, and
closes Saturday, April 12th, The exhibiton was planned for the beginning
of the current art season as a celebration of the BOth Birthday of the
artist (he was born in New York July 17, 1871), but was postponed because
of & large retrospective exhibition arranged by the Cleveland Museum of
Art in November-December 1951, The forthecoming exhibition is the seventh
held by Curt Valentin, Previous exhibitions took place in his gallery in
1041, 1943, 1944, 1946, 1948 and 1950.

The present show presents the development of Feininger's work with
26 oil paintings beginning with an early example of 1909 and ending with
6 canvases of 1951, Also shown is a group of 22 recent watercolors,

Frederick S, Wight, in his preface for the catalog of the Feininger
exhibition at the Cleveland Museum of Art says:

"Lyonel Felninger is one of the few great American minters, Still
active and at work, he bas now just turned eighty. Fifty years of his
life—from 1887 to 1937—were spent in Europe. Of all Americans who bave
painted abroad, Feininger has been away longest, has gained most from
Burope, has surrendered to it least, He has kept his American citizen~
ship, kept also hls American youth, which was to color what followed,

For his art is an art of reminiscence, and he has needed distance in time,
in space, in order to transmute experience, Ripeness and growth are es-
sential to his art,

Every peinting is Felninger's life in petto, begun with a literal
sketch which is put away for a minimum of six months——half a year serving
for half a century, The sketch is a nineteenth century document; finally
it is recalled, transformed, disciplined into a twentleth century work.
The core of each work is an object long held in affection or awe. 'The
older I get the more I am concerned with the problems of awareness, recol-
lection and nostalgia, It seems obvious that the artist must strive to
answer these questions, for longing is the impulse and mainspring of crea-
tive achievement,! Feininger wrote this as early as 1916, Just as one
grasps the power of transformation in his work by seeing the object under-
neath, one grasps the transformation in his life by considering his early

days."

The enclosed catalog reproduced some of the work on exhibition and
also contains quotations from Lyonel Feininger's letters to his wife,
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Henri Laurens’ study for MaTIN, terracotta, 1941, he

]
|

re reproduced almost actual size

Series.Folder:

s in his current retrospective show at Buchholz.
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THE NEW SEASON OPENS

LAURENS

.’

The evolution of a sculpture style which began in cubist con-
fusion and which has now created works not far removed from
the magnificent figures with which Puget decorated the buildings
of Louis X1V is demonstrated in Henri Laurens’ retrospective

his first American show in nine years [Buchholz: to Oct. 18]
The early sculptures, of which there are several here dated 1919,
are not much more than cubist paintings translated into stone, and
are almost indistinguishable from Lipchitz” works of this time. But
where Lipchitz explored the cubist discoveries in a scholarly

fashion. as Braque did in painting. Lun-wi 60| ﬁ)‘é_ AFB - OCTD.BEK {?4‘?-

LAURENS coNTINUED FROM PAGE 33

rens, perhaps due to his training in
a decorator's studio, never abandoned
surface embellishments. Eyes, mu-
sical notations, buttons, and mus
taches bob out of interpenetrating
planes in an almost whimsical man-
ner. But hoth Lipchitz® and Lau-
rens’ sculptures remained essentially
painterly, Their cubed, anatomical
shapes exist not so much in space as

stone blocks of the cubist period give
way to a more complex, evocative
construction of baroque rhythms.
While Lipchitz abandoned cubist
disciplines for a wild, almost fuid
style of shimmering bronze tendrils
or mythological monuments, Laurens,
who worked quietly in France during
the Occupation, never forgot the reti-
cence and discipline of his early in-

in a box of two-di | planes.
They create the curious paradox of
paintings in the round.

In the ‘twenties Laurens aban-
doned cubism for a series of svelte
female figures which seem related
both to Gaudier-Brzeska and Modi-
gliani's drawings of caryatids. But
gradually he enriched this tradition
and transformed it into a sculptural
idiom of surprising power and so-
phistication, Thus in the small 1941
study for satin [page 331 the forms
exist both as velumes in space and
as volumes defining space. The rigid

vestigations, Nor did he forget the
ironic humor which permitted his loz-
enged lady of the ecarly "twenties to
cover hersell with a realist fan. In
MATIN or in the FIGURE AccrouPl of
1944, we see products of an extremely
long and painstaking period of study.
They appear new to us because Lau-
rens has-shunned both publicity and
the shock-appeal factors of original-
ity, Their dignity and static grandeur
prove that Laurens has come through
cubism to the great tradition of
French Classicism and logic. Prices
unquoted. T.HH.
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PABLO PICASSO
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PABLO PICASSO

LITHOGRAPHS

1945-1947

dl»

OCTOBER 20 -~ NOVEMBER 15,1947

&

BUCHHOLZ GALLERKY

c u R T v A L E N T 1 N

39 EAST 57TH STREET- NEWYORK




17

18

19

20

21

22

23

24

Pastoral
(January 26) 19%% x 25% inches

Centaur and Bacchante
(February 2) 19% x 251% inches

Mother and Child I
2514 x 193 inches

Mother and Child II
{January 29) 251 x 19% inches

Young Girl
1274 x 974 inches

Young Girl
19% x 13 inches

Couple
(March 23) 19% x 25V inches

Two Pigeons
(March 19) 1934 x 2514 inches

25

26

27

28

29
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Bathseba and David
{March 30) 2534 x 193 inches
First State

After Bathseba and David

by Luecas Cranach

Bathseba and David
(March 30) 2514 x 193, inches

Second State

Bathseba and David
2514 x 1934 inches

Ilustrated on the cover

Still Life with Stone Jug
(March 31) 19% x 25 inches

Seated Nude
(May 11) 13 x 19 inches

Circus
13 x 19 inches

Each lithograph has been issued in an edition of fifty proofs, numbered and

signed by the artist, and pri
destroyed.

mﬂ“nd Mourlot, Paris. The stones were

e |
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MAX BECKMANN

JAMES THRALL SOBY"*

Of the German expressionists whose careers began in the early years of our
century, only Max Beckmann among the survivors puints today with undimin-
ished vigor. Indeed, in a ber of paintings e d during and since the
recent war, he has achieved some of his finest works. His late pictures are
remarkable for continuing liveliness of pictorial invention, for technical
mastery and daring, perhaps most especially for a depth of conviction that only
u few modern artists have been able to maintain over so long a period.

Born in Leipzig (1884) and trained at the Weimar Academy, Beckmann in
1906 joined the famous Berlin Secession, then domi; 1 by the agitated vari-
ant on French impressionism developed in Germany by Liebermann, Corinth
and Slevogt. This was a conservative choice of allegiance, for a more advanced
trend in painting was already being followed by the artists of “The Bridge,”
whose three founders were strict poraries of Beck But Beck-
mann’s idiosyneratie vision soon began to break through Secessionist formula.
It showed first in his love of complicated i graphy—a rel fact, since
Beckmann is one of the few contemporary painters whose subject matter must
be a major factor in our estimate of his powers. Whereas his greatly gifted
countryman, Franz Mare, was mostly to be an animalier, though of an
extremely subjective kind, Beckmann has brought even to still-life painting a

! i t fairly in modern art as a whole. Throughout
his career he has stressed the importance of allegory, emblems and parables;
a cabalistic fantasy is a constant of his mature art.

Around 1912 Beckmann moved forward into the main stream of advanced
Central European puinting. There then appeared in his art signs of expression-
ism’s wracking malaise. He began to simplify his figure compositions, to re-
place their Mannerist-Baroque congestion of forms with bold motifs, defined
by harsh contours and strong color. Soon he was fully abreast of the expression-
ist tendency, both as to economy of means and in emphasis on a barbaric
emotionalism. The horrors of the First World War, in which Beckmann served
in the German army, served as a tremendous catalytic and when, in 1917, he
went to live and teach in Frankfort, he produced a number of pictures in
which his recent anguish was conveyed with mounting power. He developed

% From a forthcoming book on contemporary painters, published by the Musewm of Modern
Art and Simon & Schuster.
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an angular, tormented style whose roots were in Northern Gothic and in the
early sixteenth century Germanic tradition which had included Griienewald,
Altdorfer and Ratgeb.

During the early 1920's Beckmann's art relaxed somewhat, and seemed to
purtake of the cynical calm which in art reached its desperate apogee in the
Dada movement. He produced several circus fantasies in an exaggeratedly
vertical format. His color, previously held to a restrained and brownish tonal-
ity, became rich and varied. He sought extreme plasticity within a relief
formula. His figures, squeezed upwards and against each other, like climbers
on the side of a cliff, were sculptural in handling and given unity by a skillful
interlocking of contours. The psychological content of his pictures became less
insistent, though during the later 1920°s and 1930°s he completed some of his
mast penetrating portraits, feeling perhaps that if it was useless to lecture an
irresponsible society, it was still important to tell the truth about individuals.
For a time, in Paris, his art grew so assured and gracious that it seemed in
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danger of falling into a rather repetitious lyricism, handsome, gifted and
strong, but inclined toward mere signature.

The Second World War lay ahead. In 1937 Beckmann, already hounded by
the Nazi authorities, moved to Holland, where he has lived ever since. Before
he left Germany, he completed what is, for me anyway, one of the major works
of twentieth century art—the triptych, Dey e, in the M of Modern
Art's collection. This is a work whick can look Picasso’s great Guernica in the
face, without apology or stammer. And now, in the present exhibition, we can
see how many other fine paintings Beck has produced in recent years.
To his exploration of an 'intensely personal reality, he brings a fierce strength
and pride, at no point in his distinguished career more vital than now.
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O1LS

1944
1 Landscape

3314 x 2114 inches.

1945

Amsterdam Airport

23% x 3514 inches.

Begin the Beguine

69 x 47 inches.

Bridge in Holland 7 Lady With Her Daughter

253 x 3714 inches. 59 x 3114 inches.

8 Girl With a Parrot

Max Beckmann's present exhibition comprises his recent work done in Hol- 1946 3714 x 339 inches.
land in 1946 and 1947, before he came to teach at Washington University in 5 Windmill 9 Quappi with Tulips
St. Louis, Missouri. The City Art Museum of St. Lonis is preparing a retro- 51x 2914 inches, 3414 x 21% inches,
spective exhibit of his paintings, and The Art Institate of Chicago an exhibi- 6 Afternoon 10 Laboratory

35% x 53 inches, 35% x 40 inches.

tion of his graphic work, hoth to be held in the spring of 1948,

——— - T
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1047 Promenade des Anglais at

Nice
11 Saul

3114 x 3514 inches.
51 x 2914 inches.

Girl in Front of a Mirror
39 x 3114 inches,

Festival of Flowers

47 x 3914 inches.
Beaulien i The Mill

31Y x 39% inches, 543 x 5114 inches.

Pau de St. Jannes Siesta

3114 x 3914 inches. 5514 x 51 inches.
el 4
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Beckmann in U. §S.

ALTHOUGH he is now an international-
ly-recognized leader of the modern
school, a leader whose influence is en.
countered again and again in the works
of younger artists, Max Beckmann his
remained essentially the same: an ex-
pressionist and an inheritor of Ger-
manic tradition,

Beckmann lived in voluntary exile
from Germany, in Holland, for ten
years until his recent arrival in this
country to accept a teaching post with
Washington University. In his new en-
vironment he continues an expression-
ist in his brooding subjectivism and his
consistent painting—whether of a sim-
ple figure study, a landscape, or sym-
bolic composition—from the inside out.
Just as prominent in his recent work is
the influence of his German background
—seen in his ponderous attitude, his
lusting for big forms, and in a certain
vulgarity that often intrudes in his
figure painting.

All these aspects of Beckmann's style
are evident in his large exhibition,
current at the Buchholz Gallery until
Dec. 6. But whether they please or
not, the paintings on view resound
with power and vigor. One may at
times be repelled by the huge distor-
tion and over-weighting of forms but
their overwhelming force, as well as
the sheer painting ability displayed,
will magnetize all but the most resist-
ing visitor.

Outstanding pictures in a group that
includes no such giant work as his
famous Triptych, are two dissimilar
studies on a similar theme: Windmill,
a Van Gogh-esque landscape intense in
color and mood; and The Mill, a can-
vas that utilizes the turning windmill
symbolically and incorporates it in a
strange but successful composition.

Other works of great drawing power
are Afternoon, a work almost lurid in
theme but handsomely painted; Saul,
a complex picture reminiscent in sub-
jeet of Rouault—JUDITH KAYE REED.

Girl with Parrot: BECKMANN

December |, 1947

/’*R-“ Dig-&si”

the great

Unlike
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TO NOVEMBER |5

PICASSO

LITHOGRAPHS 1945 - 1947

NOV. 17 - DEC. &

BECKMANN

RECENT PAINTINGS
.

BUCHHOLZ GALLERY

CURT YALENTIN
32 EAST 57 STREET NEW YORK

Beckmann

As a prelude to the retrospective planned this
spring at the St. Louis City Art Museum (in
honor of the German expressionist’s teaching
post at Washington University in that city),
Max Beckmann’s new paintings are currently
exhibited [Buchholz; to Dec. 6], making his
third solo appearance since the war. In this
new show, more than ever, Beckmann emerges
as a sort of Teutonic Rouault—with a similar
rather than a derivative vision. The modifying adjective is signi-
ficant: to Beckmann's German artistic background are attribu-
the \'iolénce of these canvases with their intense, willful,
and magnificent color and the exaggeration of slashing, insistent
black lines. To it also can be traced the more fervid approach
1« astoundingly similar to those of the con-

table

to a trinity of subjec hipwo: ofit
temporary Frenchman, The whores in Beckmann’s paintings, for
are more blatantly animal and feshy, at once more
For Rouault’s complacent judges substitute

instance,
corrupted and lost.
the bloated members of contemporary Officialdom, venal and
unbending. And change the mournful, innocent clowns of the
French canvases for the hard, worldly-wise entertainers of bur-

ART

NEWS - .'JGV. fQ"?

Just arrived in the U.S, Beckmann includes
Windmill, 1947, in his one man show ; Buchholz

lesque and carnival in the Beckmanns, Shift Rouault’s romantic
palette to Beckmann's expressive dissonance and Rouault’s re-
ligious approach to Beckmann's outraged passion, thereby find-
ing an explanation for the German's use of disturbing and
fierce (often incomprehensible) symbols—long-beaked parrots,
retorts, keys, cages. Certain landscapes in this exhibition paral-
lel the mystical essence of Rouault, although the Dutch country-
side—even menaced by a windmill's vanes—suggests less the
pul d of the material world than do the By-
zantine vistas of the Frenchman. Beckmann landscapes of the
south of France change our Dufy-Matisse conditioned vision of g
lighthearted Rivera, to one of throbbing color and minor chords,
This show best reveals Beckmann's great accomplishment.
Beckmann thus stands with Rouault in the vanguard of the

e and d

reviving expressionist movement which seems to be displacing
the orthodox School of Paris as an influence in U. 8. painting,
but his is the more forceful, complicated manifestation, In this
lies both virtue and vice: it produces many of the most profound
and original paintings of our day, but the very forcefulness,
with a sort of Germanic heavyhandedness, very oceasionally be-

comes overstatement. $900-83.500., AB.L.
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PAINTINGS To Dec. 6

Calder

MOBILES Dec. 8- 27

i

BUCHHOLZ GALLERY

CURT VALENTIN

32 EAST 57th STREET
NEW YORK
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1943
X %
AII{N.-\NIHEI{ CALDER, the mobile
man, has a new group of his three-
dimensional, m :
at the Buchholz ¢
first sprung these ve
utterly original innovations on the art
world, most of us were 50, beguiled by
the way all the wires and spheres and
curved ‘metal shapes swayeel up and
down and dround, that we often over-
looked the design significance of these
sculptures in metal in their nom-mobile
moments. Calder must have felt this,
too, for the new work is far less intri-
cate; the axis of movement has been
simplified and so have the basic de-
signs. As a result the purely formal
beauty of the mobiles take on more
stature.  Visitors to the exhibition will
of course want to play with the wires,
but T don't think they will miss the
new majestic note that has been
achieved in the current work.

*i oK *

-
NV hmes
Sonday - dec. 14- 1947
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LEXANDER CALDER, the maobile

man, has a new group of his three-

dimensional, moving metal “abstracts”
at the Buchholz Gallery. When Calder
hrst sprung these very aesthetic and
utterly original innovations on the art
world, most of us were so he pguiled by
the way all the wires and spheres and
curved metal shapes swayed up and
down and around, that we often over-
looked the design significance of these
sculptures in metal in their non-mobile
moments. Calder must have felt this,
too, for the new work is far less intri
cate; the axis of movement has been
simplified and so have the basic de-
signs. As a result the purely formal
beauty of the mobiles tike on more
stature. Visitors to the exhibition will
of course want to play with the wires,
but I don’t think they will miss the
new majestic note that has been
achieved in the current work.

ALDER

-

NY hmes
Sondosy - deci 14- I194F

CALDER

Ip anyone gets more fun out ﬂf::l

the art world than A 1

Calder he has yet to be ealled
to our attention. Do not hm
ened away from his current show
at the Buchholz mxw the
news that Jean-Paul ““"
{stentialist fame has written the
introduction to the catalogue. Fo
Calder is Calder as before: hismo
biles swing from the ceiling or
rise from the floor in swirling gai=|
ety of color and motion, untroubled|
by existentialist 'doctrine. M. Sar-
tre may compare them to grasse
under water or call them little =
vate celebrations, and M. Calder
may entitle one “Hex Sign" and
another “Moths” The truth is
that they are further evidence o
Calder in exuberant spirits ans
they are just as attractive as dﬂﬁ;
whether you regard them as seri-
ous sculpture or as doo_-dla, !

—
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Beckmann

(. PAINTINGS To Dec. 6
L]
Calder
MOBILES Dec. 8.27

&
BUCHHOLZ GALLERY
CURT VALENTIN
32 EAST 57th STREET

NEW YORK

.ﬁ'&-ﬂm o~ exhib#

Dec. 1997
= & #*
LEXANDER CALDER, the ngg:
man, has & new group of his -
dimengsional, moving metal “abstracts”

chholz Gallery. When Calder
first sprung these very acsthetic and
utterly original innovations on the art
world, most of us were so beguiled by
the way all the wires ang eres and
curved metal shapest swayed up and
down and around, that we often over-
looked the design significance of these
sculptures in metal in their non-mobile
moments, Calder must have felt this,
too, for the new work is far less intri-
cate; the axis of movement has been
simplified and so have the basic de-
signs. As a result the purely formal
beauty of the mobiles take on more
stature. Visitors to the exhibition will
of course want to play with the wires,
but T don't think they will miss the

Ay ::mci_
Sondory - dec, 14- 194F

new majestic note that has been
achieved in the current work,

* a

ALEXANDER CALDER

DECEMBER 9—DECEMBER 27

e " 7 0 L Z @ A L L E RyY

NEW YORK

CALDER’S MOBILES

JEAN-PAUL SARTRE

If sculpture is the art of carving movement in a mo-
tionless mass, it would be wrong to call Calder’s an
seulpture, He does not aim to suggest movement by im-
prisoning it in noble but inert substances like bronze
or gold, where it would be doomed forever to immobil-
ity; he lures it into being, by the use of unstable and
base materials, building strange constructions of bits
of bone, tin or zine, of stems and palm:leaves, of disks,
feathers and petals. They are sometimes resonators,
often booby-traps; they hang on the end of a thread
like spiders, or perhaps squat stolidly on a pedestal,
crumpled up and seemingly asleep. But lot a passing
draft of cool air sirike them, they absorb it, give it
form, spring to life: a “mobile” is born!

Gratelu) dekaostedyment in minds tn Mrs Lowle Corrd fo giving 1he
parmbssion tn vegrint the text by Jean.Pand Sartre, first pablished
in ilke catalogue of ike Caller Exhibition st the Galerie Louls
Cared In Parls In 1946 and reprinted in English in Style on France
1T, No. § wml to Herbers Matier lor contributing the photographs
and Mr. Saul Steinberg the portrait.

A “mobile”, one might say, i a little private celobra-
tion, an object defined by its movement and having no
other existence. It is a flower that fades when it ceases
to move, a “pure play of movement” in the sense that
we speak of a pure play of light. 1 possess a bird of
paradise with iron wings. It needs only to be touched
by @ breath of warm air: the hird rufiles up with a
jingling sound, rises, spreads its tail, shakes its crested
head, exccutes a dance stop, and then, as if oheying a

1, makes a lete about-turn with wings

outspread,

But most of Calder’s ions. are not imi
of nature; 1know no less deceptive art than his. Seulp-
ture muggests movement, painting suggests depth or
light. A “mobile” does not “suggest™ anything: it
P living and shapes them.
“Mobiles” have no meaning, make vou think of noth-
ing but themselves, They are, that is all; they are ab-
solutes. There is more of the unpredictable about them

than in any other human creation. No buman brain,
not even their creator’s, could possibly foresee all the
complex combinations of which they are capable, A




general desting of movement is sketched for them, and
then they ate left 1o work it oot for themselves, What
they may do at a given moment will be determined by
the time of day, the sun, the temperature or the wind.
The object is thus always hali way between the servil-
ity of a statue and the independence of natural events:
cach of its evolutions is the inspiration of o moment.
v muy be possible to discern the composer’s theme,
but the hanism ftsell introd a 1 per-
sonal variations. It s a feeting snatch of swing music,
evanescent s the aky or the morning: if you miss i1,
you bave lost it forever, Valéry said of the sea that it is
‘perpetual recommencoment. A “mobile” is in this
way like the ses, and is equally enchanting : forever re.
g, forever new. No use throwing it & passing
you must live with it and be fascinated by i,
[unly then will you feel the beauty of its pury
forns, at once o free and so disciplined,
that these movenients are mude anly for
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Beckmann

( PAINTINGS To Dec. 6

Calder

MOBILES Dec, 8-27
W

BUCHHOLZ GALLERY

CURT VALENTIN

32 EAST 57th STREET
NEW YORK
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LEXANDER CALDER, the nxile
has a new group of his thirec-
dime: I, moving metal “abstracts’
at the Buchholz Gallery. When Calder
first sprung these very aesthetic and
utterly original innovations on the art
world, most of us were so beguiled by
the wagall the wires "Spheres and
curved ‘metal shapes: swa up and
down and around, that we often over-
looked the design significance of these
sculptures in metal in their pon-mobile |
moments. Calder must have felt this,
too, for the new work is far less intri-
cate; the axis of movement has been
simplified and so have the basic de-
signs. As a result the purely formal
beauty of the mobiles take on more
stature. Visitors to the exhibition will
of course want to play with the wires,
but I don't think they will miss the
new majestic note that has been
achieved in the current waork.

* * *

NY :ﬂ\!‘_
JJnJM = J‘ﬂ 14- 194 F

in the midst of nature, in a garden, for example, or an
open window, and let the breezes play with them as
with an Folian harp. They feed on air, they breathe,
they borrow life from the vague life of the atmosphere,
Thus their mobility is of a particular kind.

Though made with human hands, they never have
the precision and efficienoy of 'V, 'S F
But the charm of the automaton is that it waves a fan
or strums a guitar like a man, though with the inflexi-
ble jerkiness of a machine, The “mobile™, an the other

hand, weaves uncertainly, hesitates and at times
appears to begin its movement anew, as if it had
caught itself in a mistake. Yot the motions are too
artfully composed to be compared 10 those of a marhle
rolling on a rough board, when each change of direc-
tion is determined, by the asperities of the surface.

I was talking with Calder one day in his studio when
suddenly a “mobile” beside me, which until then had
been quiet, became violently agitated. 1 stepped
quickly back; thinking to be out of its reach. But then,
when the agitation had ceased and it appeared 10 have
relapsed into qui its long, majestie tail, which
until then had not hudged, began mournfully to wave

. o e
E -_— T ammmm w L




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

Valenbin

V.97

Beckmann

PAINTINGS To Déc. 6
.
Calder
MOBILES Dec. 8-27 |
L
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CURT VALENTIN
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LEXANDER CALDER, the n*;!:c
0, has a new group of his threc-
&Iim%al, moving metal “abstracts”
at the Buchholz Gallery. When Calder
first sprung these very aesthetic and |
utterly original innovations on the art
WOl'itE most of us were 5o beguiled by
the wagall the wires eres and
curved metal shapess swa up and
down and around, that we often over-
looked the design significance of these
sculptures in metal in their now-mabile |
moments. Calder must have felt this,
too, for the new work is far less intri-
cate; the axis of movement has been
simplified and so have the basic de-
signs. As a result the purely formal
beauty of the mobiles take on more
stature. Visitors to the exhibition will
of course want to play with the wires,
but I don't think they will miss the

new majestic note that has been
achieved in the current work.
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A_ LEXANDER CALDER, the mabile

i, has a new group of his three-
dimef al, moving metal “abstracts”
at the Buchholz Gallery. When Calder
first sprung these very aesthetic and
utterly original innovations of the art
world, most of us were sa beguiled by
the wagall the wires ani heres and
curved metal shapes swayed up and
down and around, that we often over-
looked the design significance of these
sculptures in metal in their non-mobile |
moments. Calder must have felt this,
too, for the new work is far less intri-
cate; the axis of movement has been

Ny fma.
Sondony - deci 14+ 194 F

and, sweeping through the air, brushed across my face.
These hositati T Bropings, 4,
the sudden decisions and above all that swan-like
grace make of certain “mohiles™ very strange creatures
indeed, something midway between maiter and life,
At they seem endowed with an i ion; a
moment later they appear 1o have forgotten what they
Intended to do, and finish by merely swaying inanely.
My bird, for instance, can fly, swim, float like a swan
or a frigate. It is one bird, single and whole, Then of
& sudden it goes to pieces and is nothing but a bunch
metal rods shaken by meaningless quiverings.
“mobiles”, which are neither wholly alive nor
al, and which always eventually re.
their original form, may be likened to water
the changing currents, or to the petals of
: o

N :

simplified and so have the basic de-

signs. As a result the purely formal
beauty of the mobiles take on more
stature, Visitors to the exhibition will
of course want to play with the wires,
. but I don't think they will miss the
new majestic note that has been
achieved in the current work, \ "

® * - they are just es attractive as T
- Mumregaﬂﬂlﬂn_undm
f | ous senlpture or as doo-dads. |

of Nature, of that profligate Nature which squanders
pollen while unloosing a flight of a thousand butter-
Mlies; of that inscrmtable Nature which refuses to re-
veal to us whether it is a blind succession of causes
and effects, or the timid, hesitant, groping develop-
ment of an idea.

C AT AL 006G U E

1946-1947

MOBILES

’ 1 Moths
2 Mare

( 3 Stallion

' 4 Yellow Spike
=

5 Liule Spider
6 Tentacles
7 Bougainvillier

Five Leaves in Different Planes




Orange Palate
10 Armada
11 Yellow Cleaver
12 Hex Sign
13 Red is Dominant
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21

22  On One Knee. Aluminum

Sword Plant

STABILES

23  Monacle

24 Artist as a Young Man
25 Root

PAINTINGS
26 The Rowel and the Tack
27 The Hoodoo

28 Impartial Forms

LITHOGRAPHS

Beckmann

PAINTINGS To Dee, &
-
Calder
MOBILES Dec. 8-27

~
BUCHHOLZ GALLERY

CURT VALENTIN
32 EAST 57th STREET
NEW YORK

R‘c_#nu o exhibt

Dac. 1947
o %
At.txaumm CALDER, the ile:
man, has a new group of his three-
di al, moving metal “abstracts”

at the Buchholz Gallery. When Calder |
first sprung these very acsthetic and
utterly original innovations on the art |
world, most of us were sa beguiled by
the way all the wires ane heres and
curved I sha wayed up and
down and’ nmund.ﬁt we often over- |
looked the design significance of these |
sculptures in metal in their non-mobile |
moments. Calder must have Ffelt this,

too, for the new work is far less intri- |
cate; the axis of movement has been

simplified and so have the basic de-

signs. As a result the purely formal

beauty of the mobiles take on more

stature. Visitors to the exhibition will

of course want to play with the wires,

but I don’t think they will miss the

new majestic note that has been

achieved in the current work,

* * * |

\ John Piper % Lyonel Feininger % Jacques Lipchitz % Graham Sutherland

19th and 20th Century Drawings and Watercolors from the Collection of

EXHIBITIONS 1948

Painting and Sculpture from Europe

*

*

John 8. Newberry, Ir.
*

Recent Sculpture by Arp, Braque, Brancusi, Calder, Callery
Hepworth, Laurens, Lipchitz, Moore, Picasso

*

130 Lithographs by Henri Matisse for FLORILEGES DES AMOURS by Ronsard

MY fmu.
Sondowy - deci 149- 194F

R =y
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are strange con-
structions of bits of
bone, tin or zinc,
! stems. petals and
: feathers hanging on
. threadlike spiders
' or squatting on a
! pedestal. Jun-PauI
Carte, French critic
& and writer, says:
. “A mobile is a little
: - l l .
an object defined
'. by its movement
. and having no —
g other existence.
What it does at a
given moment is
~ determined by time

perature or
wind. You must
live with it and be
fascinated by it.
Only then will you
feel the beauty of
its pure and chang-
ing form, so free

.
.
"
.
.
-’
[}

16 THE SEATTLE SUNDAY TIMES ROTOGRAY

Nasjoie  Tose !

<\
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Nov. 24- 1947
s, Moving Sculpture,
‘Ente® Commercial Fieid

By GLEDHILL CAMERON.
¥ soon you step|ment with metals, wood, ete, and &
oom. In the|the first mobiles were actually =
is a vague| motor-driven. But the mmet e
of pes, y dellcately a ed B

¥ |sizes that the currents of
move the parts and cause the|
and constantly |
s and combinations
interest and de-

hhi?e‘vt e view of 16
| e | e IE
E naka: enormous talent to create lighting
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Alexander Calder.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

\alonbin T.A.7

The Museum of Modern Art Archives, NY




FOR STUDY PURPOSES ONLY., NOT FOR REPRODUCTION.

Collectlon Serles Folder:
The Museum of Modern Art Archives, NY
- N \] w&.\\ n_ | 'IZ A7

ART News - UVeEC 1932




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

The Museum of Modern Art Archives, NY

\’Q.Lmhn .17

By Jean-Paul Sartre
\ @
‘\ -

=7

Ak e

Jec. 1947

Existentialist on mobilist e

- .
If it is true that in sculpture movement must be cut into the
motionless, then it would be an error to relate Calder’s art
to sculpture. It does not suggest movement but subtly con-
quers it; it does not dream of enslaving movement for all
time in bronze or gold, those glorious, stupid materials,
dedicated by nature to immobility. With a mixture of com-
monplace materials, with little bones, tin, or zine, Calder
builds strange constructions of stems, palms, guoits, fea-
thers, and petals. They are both sounding boards and traps.
Some, like a spider, dangle from threads; others huddle
dully on their bases, settled, seemingly asleep. A little
breeze comes by, tangles in them, awakens them. They
channel it and give it a transitory shape: a mobile is born.

A mobile: a little local festival; an object which exists
only in, and which is defined by its motion; a flower which
dies as soon as motion stops; a spectacle of pure movement
just as there are spectacles of pure light. Sometimes Calder
amuses himself by imitating natural forms—he has given
me a bird of paradise with wings of iron. All that is needed
is a little warm air, rising out the window, rubbing against
it. Clanking, the bird straightens out, spreads its tail, bobs
its crested head. It weaves and rocks and then, suddenly, as
if obeying some invisible order, it wheels slowly, spread-
cagled, on its axis, But Calder usually does not imitate, and
I know of no art which is less deceitful than his. Sculpture
suggests motion, painting suggests light or space. Calder
suggests nothing, he fashions real, living motions which he
has captured. His mobiles signify nothing, refer to nothing
but themselves: they are, that is all; they are absolutes.
Chance, “the devil's share,” is perhaps more important in
them than in any other of man’s creations, They have too
many possibilities and are too complex for the human mind,
even their creator’s, to predict their combinations. Calder
establishes a general destiny of motion for each maobile.
then he leaves it on its own. It is the time of day, the sun,
the heat. the wind which calls each individual dance. Thus
the objects always inhabit a half-way station between the
<ervility of a statue and the independence of nature. Each
of its evolutions is the inspiration of a split-second. One
sees the artist’s main theme, but the mobile embroiders it
with a thousand variations. It is a little swing tune, as

unieue and as ephemeral as the sky or the morning. If you
have missed it, yon have missed it forever. Valéry said that
the sea is continually rehorn. Calder’s objeets are like the
sen and they cast its same spell—glways beginning again,

judged by France’s newest philosopher

always new. A passing glance is not enough to understand |
them. One must live their lives, become fascinated by them. !
Then the imagination rejoices in these pure forms whichl
are both free and regulated.

These motions, which are meant only to please, to en-
chant the eye, have nevertheless a profound meaning, al-
most a metaphysical one. Motion must come to the mobile
from some source. Once Calder supplied them with electric
motors, Today he abandons them to nature, in a garden or
near an open window, He lets them flutter in the wind like
aeolian harps. They breathe, they are nourished by the air.
They take their lives from the mysterious life of the atmos-
phere. Their motion is, also, of a very special nature. Eve
though they are man-made, they never show the precise, ef
ficient gestures of Vaucanson's mechanical man, for the
charm of the mechanical man is only that it plays with a
fan or on a guitar like a human, and, at the same time, the
motion of its hand has the blind, pitiless precision of the
machine.

A Calder mobile sways, hesitates. One might say that it
makes some mistake and then starts over again. Once in his
studio I saw a mallet and a gong hung from the ceiling. At
the slightest gust, the mallet would chase the spinning gong.
Like an awkward hand it would attack, throwing itself for-
ward, only to veer off to the side. Then, just when one leas
expected it, it would bang the gong squarely in the center]
with a terrible noise. A mobile’s motions, on the other hand.|
are ordered with so much art that one could never classify
them with the marble rolling on an uneven surface where
all direction comes from the accident of terrain. Mobiles
have lives of their own. One day when I was talking to
Calder in his studio, a mobile which [Continued on page 55] |

Mobilist on mobile !

Alexander (“Sandy™) Calder’s latest one man show, at Bucl:l:ol:.._f
Dec. 927, again fills two rooms with intricately weaving ten-
drils and smooth abstract shapes, He is seen (above right), jux-\
taposed with one of his latest mobiles (about six feet high),|
during a recent trip to Paris—his exhibition there prompting’
this article by Jean-Paul Sartre, Calder himself drew, especially
for ARTxews, his own version of the leader of the Existen-
tialists (top left) who also finds time 1o be a journalist, novel.
ist, playwright, and critic as well as philosopher. In addition
to twenty-two mobiles, “spectacles of pure movement . . . exist-
ing between matter and life,” this exhibition includes seven of
Calder's bright new abstract oil paintings and three of his stabiles,
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and sculptures, In the market-
place of the arts, there is abund-
ance, Many artists today exercise
their wits to produu an effect of
violence. Being “extraordinary”
has become a commonplace; su
Sl Jue B

w opper are ac-
:o ted as refreshing for their|C

erence to normal and unspec-
tl!ullr imagery. It is a matter for
boasting among sophisticates to
declare they love and imitate
photography. -

tapped once a The . ;

canvas ahln:le{c:ba other mvm

a mood
Arbit Blatas (Amel:ted Amer-
ican Artists) carries on in the

a weakenmg fac

Jak. ¥ 1999
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Paintings
and Sculpture
From Europe
January 6- 31
BUCHHOLZ GALLERY
CURT VALENTIN

32 EAST 57th STREET
NEW YORK

g
—" a J

- hi?faéf'- o

ﬁ;.}_wgﬁ on  ExMIBIT

Janvery 19YF

Nude: R. DucHAMP-VILLON
At the Buchbholz Gallery

“‘Paintings and Sclepz‘u re fram Europe

oa e SR © ¢ Ty
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Paintings
and Sculpture

From Europe

January 6 - 31

BUCHHOLZ GALLERY

CURT VALENTIN

32 EAST 57th STREET
NEW YORK

PAINTINGS AND
SCULPTURE
FROM EUROPE

JANUARY 6-31, 1948

BUCHHOLZ GALLERY
C URT VALENTTIN

32 EAST 57TH STREET - NEW YORK

Nude: R, DucHAMP-VILLON

At the Buchholz Gallery

JEAN ARP

1 The Dream of the Owl
1947, Marble. 157 high

ERNST BARLACH

2 Drinker
1909. Wood. 221%" high

ANDRE BEAUDIN

3 Tools
1946. Oil. 3914 x 25%4"

MAX BECKMANN
4 Bird’s Hell
1937. Oil. 47 x 63"

Janwnry

én

eglu,ass onN  ExHIEIT

rovf

GEORGES BRAQUE

Head of a Horse
1946. Bronze. 17" high

CHARLES DESPIAU

Torso
1927. Bronze, 1734 high

RAYMOND DUCHAMP-VILLION
Nude
1911. Bronze. 28" high

JUAN GRIS
Still Life with Guitare
1919. 0il. 2914 x 2334"
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Paintings
and Sculpture
From Europe
January 6 - 31
BUCHHOLZ GALLERY
CURT VALENTIN

32 EAST 57th STREET
NEW YORK

Rciuﬂﬁ on  ExHisiT

Janwnry 19Y8

Nude: R, DucHAMP-VILLON
At the Buchholz Gallery
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Paintings
and Sculpture

R‘J_wags on  ExHIET

Janwery 1oyt

From Europe

January 6 - 31

BUCHHOLZ GALLERY

CURT VALENTIN

32 EAST 57th STREET
NEW YORK

Nude: R, DucHAMP-VILLON
At the Buchholz Gallery

—

| rE—— . . T

PAUL KLEE 17 Pegasus
9 Line of Script 1945, Bronze. 5" high
1937. Cloth. 3% x 1934"
GERHARD MARCKS
10 Omphalo-Centric Lecture 18 Shepherd
19 Ol 200 = 1934 1946, Bronze. 10" high

e DRUBCHA ARISTIDE MAILLOL I

11 Bacchus I

1937. Oil. 3114 x 46" st Gl
1905. Bronze. 9" high

HENRI LAURENS
12 Reclining Nude ANDRE MASSON

1930. Bronze. 10" high 19 Sketch of a Day
1947, Oil. 61745 x 394"
FERNAND LEGER

13 Mechanical Element JOAN MIRO
1946. Oil. 25% x 18° 20 Women and Bird in the Night
1944. Cloth. 6 x 29"

WILHELM LEHMBRUCK
14 Torso HENRY MOORE
1910. Cast Stone. 454" high 21 Carving
1936. Stone. 20" high

JACQUES LIPCHITZ l
15 Seated Man 22 Family Group J
1925. Bronze. 13" high 1945. Bronze. 934" high

16 Sketch for Dancer with a Hood 23 Reclining Figure
1947, Bronze. 914" high 1946. Bronze. 4" high
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Pagintings
and Sculpture

From Europe

January 6-31

BUCHHOLZ GALLERY

CURT VALENTIN

32 EAST 57th STREET
NEW YORK

PABLO PICASSO

24 Nature Morte au Boudin
1941. Oil. 36 x 2515"

25 Chapeau aux Marguerites
1941. Oil. 24 x 1914"

JOHN PIPER

26 School House, Powerstock
1946. Oil. 24 x 20"

27

GEORCGES ROUAULT

Portrait of a Girl
¢.1930. Oil. 1714 x 23"

GRAHAM SUTHERLAND
Vine Pergola
1947. Oil. 13 x 16"

Nude: R. DucHamp-ViLLON
At the Buchbolz Gallery

Rciud&i on  ExHtBIT

Janwnry 19v8
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Pclfﬂtiilgs
and SculptuTe . . R:luﬂﬁ om  ExHIBIT

From Europe R Y, Janwonry 197

January 6 - 31

BUCHHOLZ GALLERY

CURT VALENTIN

32 EAST 57th STREET
NEW YORK

Nude: R. DUCHAMP-VILLON
At the Buchbolz Gallery

A

L5

PUBLICATIONS

THE PRINTS OF JOAN MIRO

Text by Michel Leiris
40 Plates 2 Color Stencils $12.50

GUERNICA
PABLO PICASSO
104 Hlustrations
Text by Juan Larrea and Alfred Barr
$15.00

JUAN GRIS

His Life and Works by Daniel-Henry Kahnweiler
70 Plates  Two in Color 50 Hlustrations
$15.00
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AY. Jon. Frdde

Modern European [ Buchhol;

6-24] paintings and sculptore

ald, some new, compose this lively
group show of artists who are regu-
larly seen at this gallery. The paint-
ings include the large Bird's Nest
by Max Beckmann; a particularly ex-
pressive, recent Masson design, Dia-
gramme Lane Journée: two Panl
Klees, one painted with large solid

areas of color, emphasizing a navel,
the other, a small strip of coarse,
rugged-edged canvas with an uneven
row of characters resembling letters;
Kokoschka's  Hacchus, who  looks
more like & rugged gondolier; and
Rouault's chorming  portrait of »
woman with a bird in a nest on top
of her head. Lipehite is represented
by Seated Man, one of his early geo-
metrie soulptures in eurved planes;
Laurens by a Reclining Nude with
styliged {aee and hair and o moun-
tainous  body  that  resembles  La-
chaise's  model, Two

here represented by sculptures: Arp
with a small, black marble circular
shape, and Brague with Head of a
Harse, Prices unguoted.

ART  wEws
JanuarRy
19%4.

Braque's spectacalar recent bronze Head of u
Horse is in modern European group at Buchholz
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Valorhin

The best? Its ratio is as delicately adjusted as that of the
Theory of Relativity, according 1o the delightful explanation
a simple wise man once offered a questioning friend: “Rela-
tivity—that's easy. It's like this—two seconds, if you happen
to sit down on a hot stove, seem like two hours: two hours, if
vou're kissing a pretty girl, seem like two seconds” How good
are The Best of 19477 Not more, perhaps, than merely The
Better. But our pragmatic age forbids so impractically splitting
the hairs of superlatives and demands unequivocal selection,
empirically based on the petty pace of a single year.

Here are these best of 1947, duly so voted by the éditorial staff
of ART~NEws and set down without reference to the superlatives
of other years and the odious reservation such comparisons
might produce. Ours is not an age of grandeur in world history,
and it is discreet to keep our eyes fixed upon the present.

The hest reason for traditionally leading off these year-end
lists with the most important old master acquired by an Ameri-
can public collection is just because the great scale of the past
not only offers our sole non-collapsible yardstick for today’s
creativity but also is itself most easily and least disputably
measured, The premise for this classification is dual: inherent
quality and the importance of the picture to Americans, On
both counts. the palm goes to the Metropolitan Museum's pur-
chase of the Poussin Rape of the Sabine Women (colorplate,
page 27)—hringing a masterpiece of the artist to his far too
sparse representation in this country. The first runner-up is the
Toledo Museum’s superb El Greco, The Agony in the Garden

(ART~ews July 1947); as an unusually complete version of
this favorite theme of the the already
notable group of Grecos in America. The other runner-up is
the Cleveland Museum’s fine Rubens portrait (ART~News, De-
cember 1947). the eloquently autograph [sabella Brant.

The 1947 award for the most important old sculpture ac-
quired by an American public collection is necessarily collec-
tive, going without argument to the over 150 extraordinary ob-
jects purchased by the Metropolitan from the stock of the late

L It nnm"

istinction,

of course, as to nationality), and the voting is done by the

{Several exhibitions which

would have been seriously considered opened too late for the

December balloting ).

tute of Arts and subsequently

i

“A" for effort to the Chicago Art Institute’s abstract-
containing new work (no d

st annual (ARTxews, November 1947) —for its painstak-
ing anatomy, not its content. If, however, Ryder can be called
modern (and he fits into no other classification), the Whitney

itions in the U.S.

The most significant modern exhibition is a good deal harder

to choose.

And, finally, the ten best one man shows, The conditions and

method for choice might be noted again: eligible are only 1947

in arts and letters, Washington Allston, organized by E. P.

Richardson at the Detroit Inst
traveling to other museums (ARTxEws August 1947),

Museum’s full-length view of him is surely the most significant
raries, Voted the best print of the year is Armin Landeck’s

artistically and technically outstanding drypoint, Moonlight.

editorial staff with equal voice.

JAawn JARY

H

|

dealer Joseph Brummer (ARTnews, October 19471, ranging
in period from 3000 B.C. to A.D. 1500, When it is fully exhib-
ited, this treasure will enhance the understanding and pleasure
of the public more fully than any group acquisition of an Amer-
ican museum in recent years,

The most important modern European painting acquired by
an American public collection is the Museum of Modern Art's
gift (from Mrs. Simon Guggenheim) of the large Conquest of
the Air by Roger de la Fresnaye (ARTNEwWS, September 1947 ),
painted in 1913 and by now a monument of the digestion of the
principles of cubism and abstraction which anticipated much
of the art of the succeeding third of this century. Runner-up
(in the broadest application of “modern European™) is Gau-
guin's celebrated Yellow Christ, purchased by the Albright Art
Gallery, Buffalo (ARTxews, August 1947, colorplate).

The next two classifications, despite all topical pressure to
declare a choice, remain empty this year. Nobody on the staff
was willing so much as to nominate a sufficiently outstanding
acquisition of a public institution to merit a label as either the
maost important modern American painting or the most impor-
tant modern sculpture (American or European), It was not
want of candidates but want of important ones that made hoth
these spots go by default.

Now to the most significant exhibitions of the year—divided,
as always, between old and modern art. In both categories, be-
fore all else. the honors go to the Metropolitan’s matchless view
of French tapestries from the fourteenth century to the day
before yesterday (ARTNEws, December 1947). Outside that
event, unparalleled in America since 1939, the most significant
view of old art was unquestionably the Byzantine and Early
Christian exhibition organized by the Walters Art Gallery at
the Baltimore Museum of Art (ARTNews, May 1947 )—a splen-
did integration of the least-known phases of Western art that
made a long-term record for both scholarship and popular in- -
terest. A runner-up here, in its own limited category, was the |
first comprehensive view of that distinguished American figure

|

is

]

stein

Here are the ten, listed in order of review

The unusual thing about this year's election was the paucity
of nominations—there were not quite fifteen submitted, Th

goes right hack to the question of relativity, and brings us to
one solid conclusion, Henceforth we shall name just Five Best, |

Ben Shahn (Oect.) at the Museum of Modern Art;

Mux Beckmann (Nov.) at Buchholz;
Karl Knaths (Dec.) at Paul Rosenberg

Matta (Dec.) at Matisze;
and they'd better be good. Here's to 1948!

Maurice Sterne (June) at Wilden:
Walter Stuempfig (Dec.) at Durlacher.

Picasso (Feb.) at Kootz;

in ARTxEws (the issue, as above, is cited in parentheses) :
. Miré (Mar.) at Matisse

John Marin (Jan.) at the Institute of Modern Art, Boston;

* Arthur Osver (Apr.) at Grand Central;

1948




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

Valeabin T.A.7

The Museum of Modern Art Archives, NY

Artist & Gallery New York Times Herald Tribune Sun World-Telegram
and where to find Howard Devree: H. D, Carlyle Burrows: C. B. Henry McBride: H. MeB, Emily Genauer: E. G.
ARTxzws review Sam Huanter: S, H. Helen Carlson: H. C.

of each exhibition Aline B. Louckheim: A. B. L.

-« opaint quality i mover sacrificed —GTenE. By aneven s . s ¥alies eia o AIOK ep RIR Mtk i
vaiNe Ton . Ly s ARRTIRnBEADEY G imance with which' ke works can Me sttt il B st Ol

e southern France bespeak the joy of ¢ Byindi wi ) na ey miat 25 s D A Teuir T KL Al
Nowgmber T a libarated woul after the long or- ho it likewise qui.ll[c T 1t lw“‘ur as, out of his
- : deal . . . color . . . more beautiful fiern the antist's Indo- L'::‘lhhdi II:::--'-;: n{nlr‘llr. out of
;::TG:..'. And how the man l'.lllull:lr pendance painter, P his exaggorated, inflated forms, K. o.

Their solo shows were the best in "47:

Beckmann Matta

NEwWSs -

Janvary 19498

The year's best: 1947
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JOHN PIPER, born in 1903 at Epsom, Surrey, lives in

Henley-on-Thames, England

"There is nothing | tell you with more earnest desire that you
should believe than this—that you will never love art well till you
love what she mirrors better.”" For years | ignored the purport of
these words of Ruskin's, and in doing so ignored early, intense
loves. In ignoring them | tended fo paint, and fo lock at painting,

for itself alone, for its manner and its post and present habits,
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for its language of form and colour, discounting its message.
There is a lof to be said for this attitude in a student. The placing
side by side of areas of pure colour, the relating of them fo each
other in fairly simple and schematized patterns, | found a useful
training; for there is as much to unlearn for a student of painting
in the twentieth century as there is to learn. Similarly, | taught
myself something of the emotional power of colour by copying
stained glass and admiring Rouault for his powerful use of colour

irrespective of the even more powerful story he has fo tell.

Today, | hope to be a painter who reacts in favour of early loves
without being reactionary, and who paints churches both medi-
eval and Victorian, mountains, beaches, downs and valleys, with-
out for a moment forgetting that on most downs there is an
aerodrome, from most mountains you can see factories in the
valleys, that many churches are nearly empty on Sundays, and

that on any English beach there may be an unexploded mine.

Yotw P/}»u
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OILS:

I Crib Goch
36 x 28 inches,

2 Slopes of the Glyder
36x 28 inches.

3 Pen Helig
24x 20 inches.

4 School House Powerstock
24.x 20 inches.

5 Irish Country Houses
(4 panels)
35x 20 inches.

& Nether Worton Church
24 x 20 inches.

7 Mucha]nay Abbey
24 x 20 inchas.

8  Croome d'Abitot Monument
26 % 28 inches,

9 Ockham King's Monument
30 x 25 inchas,

Dungeness Beach
24x 15 inches,

GOUACHES:

12

20

Bishopstone Church
22 2 27V/4 inches.

Llyn dur Arddu Lake
2215 x 274 inches.

Rocky Sheepfold
211y x 26y inches.

Nant Ffrancon Pass
2134 x 2714 inches.

Ffynnon Caseg
221/3 x 2813 inches.

The Devil's Kitchen
22 x 27V inches.

Green Sheepfold
221/ x 28 inches,

Pentre
22 x 281 inches.

Powerstock Village
2234 x 28 inches.

Maen Bras |
[big stone and rain)
223, x 27/, inches.
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Glaciated Rocks
2114 x 25% inches.

Llaneilian Church
15% 201/ inches.

Llanbadrig Church
15 x 20!/ inches.

Nether Worton Church
1644 x 2145 inches,

Thornton Abbey Gateway
151/, x 221/, inches.

Bolsover Castle
1534 = 2114 inches.

Top of the Glyders
1413 % 19Y4 inches.

Barn at Pentre
1634 x 22!/ inches.

Llyn dur Arddu
(small version)
15443 x 20144 inches.

Llyn Bochlwyd
1544 % 2015 inches.

Wall at Pentre
15 % 20/ inches,

Lewknor
154 % 214 inches.

Caernarvon
18Y2 % 2134 inches.

Ockham Monument
30 x 25 inches.

Boxted Monument
20Y4 x 26 inches.

Redgrave Monument
21 x 26 inches.

Waldershare Monument
24145 x 181/ inches.

Civin Goch
2215 x 28 inches.

Tryfan from Llyn Bochlwyd
22!/5 x 28 inches.

STAGE SETS:

40 Oedipus Rex

41

1513 x 221/4 inches.

Albert Herring (First Sketch)
154 x 2015 inches,

Albert Herring (First Sketch)
1514 x 2045 inches.

Lucretia (Setting for
Act |, Scene Il)
17 %213 inches.
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JOHN !’Il’l-}l{‘.“ SET FOR THE BENJAMIN BRITTEN OPERA LU liI'L'I‘I-\,“ PRODUCED AT CGLYNDEBOURNE

#O&C& Qu.l:} ?ﬂadﬁa—
Feb. 1948,

AR

Opposite: John Piper’s evocative gounache -ketches for the stage capture the feeling
of an epoch and a style with minimum technical mannerisms. On view at the-
Buchholz Gallery, they are a main attraction of one of the month's most dis-
tinguished exhibitions, Piper, who is one of the big three of English art, shares
Moore's and Sutherland’s somberness but has, if anvthing, more grandeur. As
he interprets them, the glacier-scratched rocks on o Welsh heath look as old
as the world and London's great buildings under a black fog as portentous as

any Piranesi. . . .
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P:'per A Pp!m:ds Ruskin.

John Piper, distinguished Eng-
lish palnter whose most recent
work has been placed on exhibi-
tion at the Buchholz Gallery, and
who used to be an abstractionlst,
explains In a catrlog preface that
he has just made a discovery that
Ruskin spoke the truth when he
safd: "“You will never love art
well till you love what she mir-
Tors better.," TFor years Piper
looked at painting *for itself
alone,” he says, “for its manner
and its past and present habits,
for its language of form and|
colour, discounting its message.”
There is a lot to be said for this
attitude in a student, Piper goes
on, but for the mature artist there
must be something more.

So in his new plctures he paints|
romantic landscapes, ruined|
churches, lonely heaths, ancient|
houses—paints them in a low and
restrained palette, but with extra-
ordinarily varied texture, with!
broad and sweeping design with a|
dramatic intensity which fits sure-|
1y, for all its contemporaneity, in-
to the brilliant tradition of
British landscape painting. |

LI

House a.,\_d éa.r\ﬁljfl- -

NY. Timta  feb. K- 1948
ROMANTIC: John Piper's new
show at the Buchholz Gallery rep-
resents & radical departure from
his previous abstract painting to a
new discovery of nature in ro-
mantle, picturesque terms which
he lucidly explains in the cata-
logite foreword as a reaction “in
favor of early loves without being
reactionary.” He adds further in
describing his painting that he
wishes to paint “churches both
medieval and Victorian, mountains,
beaches, downs and valleys, with-
out for 2 moment forgetting that
on most downs there is an aero-
drome, from most mountains you
can see factories.” The difficulty
is that the observer feels quite
comfortable with these picturesque,
rather theatrical, ruins alone, and
any contemporary meaning except
in some of the more abstractly
handled, primitive landscapes like
“Llyn dur Arddu” is lost to him.
For the rest, the somber, sooty
paint quality, the eurious romantic
rhetoric which never seems to
achieve the authority of a style
give no distinctive sense of place
(despite the specific place-names
of the titles) and seem an evasion
of serious painting problems in
favor of arresting theatrical.ef-
fects. ¢ . 1
SAM HUNTER'

teb. O‘r F4

oR “OEDIPUS REX 3 BOTH SKETCILES ARE

Series.Folder:

T.nA-7

J- . ‘:.“"tf‘ feb g,.'_m??f

Buchholz Gallery. \

Yot another painter who haa\
|had affiliations with the theal
is John Piper, of England, now
showing oils and gouaches in the
Buchholz Gallery. All those who
saw his stage sets for the Oid
Vie presentation of Oedipus will
admit that his talents rranslate
easily and effectively into good
theater; and since there is ampli-
tude and nobility in his designs
it might be well for the diréctors
of our Metropolitan to give a look
|at his present exhibition—with a
|view, of course, to future Britten
operas.

Mr, Piper is not so abstract as
he was for a time but he now
plays with openly avowed sub-
ject matter with the freedom he
acquired in the days when he
thought the chief end of man was
to gauge space relationships. In
a contrite spirit but with
clegance of manner he testifies
nis love for England’s glorious
past in a series of gouaches ‘of
early monuments such as Caer-
narvon, Ockham, Waldershare,
Boxted, Redgrave and Muchelrle{
Abbey; all of them lofty in fee!
ing and masterly in execution.
They will greatly add to the
artist’s reputation with us, and
since they would be delightful to
live with, it is to be hoped that
{some private citizens get to themt

in advance of the museums. The
jmuseums can wait.

NOW AT THE BUCHHOLZ GALLERY
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Piper, Modern English

Joun PIPER, most romantic of Britain's
distinguished modern painting trium-
virate—Piper, Graham imherland and
John Tunnard—is holding his first com-
prehensive American exhibition, at the
Buchholz Gallery until Feb. 21.

Piper, who at 45, has worked his way
past early landscape painting and later
French-school abstraction to become
the leader of a modern English style
that finds congenial roots in the early
19th century pictures of Turner and
other romantics, as well as in the tra-
ditional English love of nature and
architecture, is already well known in
this country.

Piper's current showing, comprising
43 oils, gouaches and sketches for stage
sets, should do much to increase his
popularity here, for his is an art that
is in harmonious key with that pro-
duced by many fellow-painters in the
United States. It is romantic in its em-
phasis on mood, as conveyed through
dramatized setting of subject and rich-
ly hued and manipulated color. It is
modern in its subjective approach and
sensitive, semi-abstract description of
nature.

This approach to nature is sometime
akin to the Chinese in that it seeks to
capture not the superficial face of the
moment but its enduring essence. In
doing so he often makes use of an-
other Chinese characteristic—descrip-
tion through nervous calligraphic black
line. The boldness and explosive qual-
ity of many of the pictures, however,
take them far from the harmonious
landscapes of China.

Among the outstanding pictures are
the beautiful watercolors Devil's Kitch-
en, Llyn dur Arvddu and Rocky Sheep-
fold.—JupiTH KAYE REED.

: Ars Bigest- feb.I5- 99§
Rocky Sheepfold: Joun Piper. On View at Buchholz Gallery EE!! il:!e-lf..,.

THe  NETion- Feb, 21 - 94¢
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Devotees of English painting will recognize

in the work of John Piper [Buchholz; to

Feb. 21], now seen comprehensively in

America for the first time, a note which is

both traditional and romantic. He is the

acknowledged leader of the young genera-

tion of artists who have rejected the move

to make London an artistic suburb of Paris

and who find their inspiration in the Eng-

lish Romantic movement of the early nineteenth century. Born in
1903. Piper, like any self-respecting English painter who grew up
under the antocratic rule of Roger Fry, became, in the internation-
al twenties, a cubist. But deeper than this was his love and knowl-
edge of the English countryside and of its architecture. Even
while editing Axis, a magazine of abstract art, he spent his holi-
days tracing stained glass windows in country churches. But it
took the war years and the consequent isolation of England from
the Continent for Piper and his group to bring the new roman-
ticism to birth. Landscapes, architectural studies, and theatre
" designs in oil, gouache, and watercolor compose the present
<how. Their mood varies from the dramatic to the frankly the-
atrical. As an antiquarian and a romantic Piper fuses poetical
interest with absolute accuracy. His oil of Summerhill both
maps the richness of Georgian ornament and pictures the beau-
tiful damage wrought on it by time. In nature he is stirred by
the wild and the scenic; Nant Francon Pass, its silvery, snake-
like river running between menacing [Continued on page 49]

ARTr NEWS

Piper continued from page 29

Feb. 194§

mountains all seen under a lowering
<ky being one of his most striking
designs. A Baroque tomb in brilliant
chiaroscuro is seen as in a light-
ning flash, and his set for Oedipus
(brought to New York last season
by the Old Vic company), an almost

brutal study of classical architect-
ure, illustrates its starkest poetry.
For it is this ultimate reliance on a
somhre-hued poetical vision, this evo-
cation and suggestion of beauty that
stampe Piper's art as essentially ro-
mantic. Prices unquoted. S.P.

John Piper, young leader of England’s new <chool of romantic painting, shows Summerhill,
! Yo 1 i ' 1 * " hhal
1947, a study of an Irish country house, in his first American compr hensive show, at
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NY. Woll Talegran. . Hmd.?- 199§

FEININGER

RECENT WORK 1945—-1947

MARCH 2-20, 1948

BUCHUH OLZ & /A EICESREY
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ch, using the most
ligraphy or a few
color, he has been
the univ

Bled fowess of & o
{i?euhthem'_

NY.

14
- =+« Now these artists do not sesk to give what can, after all, be but o
pale reflex of actuol appearance, but to arouse the conviction of o new and
definite reality. They do not seek to imitate form, but to create form, not to
imitate life, but fo find on equivalent for life. By that | mean that they wish
ta make images which by the clearness of their logical structure, and by

their closely-knit unity of texture, shall appeal to our disinterested and con-

templative imagination with something of the samp vividness as the things

of actual life appeal 6 our practical activities. . . .

-+« « | want to find out what the function of content is, and am developing
a theary . . . that it is merely directive of form and that all the essential
aesthetic quality has to do with pure form . . . | think that in proportion as
poetry becomes more intense the content is antirely remade by the form and
has no separate value of all . . . the sanse of poelry is analogous to the

things representad in painfing. . . .

ROGER FRY
Fram Virginio Woalf, Roger Fry.
A Biography. New York 1940,
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1945

I Moon in Dusk
25 x 356 inches.

1946

2 "B-B" Town
1542 x 26 inches.

3 Divertissement
I7 % 23 inches.
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Yacht Race
13 x 25 inches.

Church at Morning
3914 x 311/ inches.

The Tower
23 % 16 inches.

Dusk
28 x 15 inches.

Manhattan Il
17 x 24 inches.

Lent by Mr. & Mrs, Samuel Bohn

Lyonel Felninger'
s th
B kit
finement,

ligraphy or a few sparse areas of
eolor, he has been able to

-Iiha k- mdlns ot}.nlvg&s_. or
umbled towers of a lm.%
.tg;'mh the freedom of sun and|:

- 1948




1947

Baltic, o Recollection
20 x 35 inches.

Town Hall of Cammin
25 x 20 inches.

The Baltic
17 % 29 inchas.

Distant lsland

20 x 35 inches,
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Vita Nova
39lfs x 311/ inches.

Seascape
13 x 22 inches.

Three Windows
|7 x 28 inches,

Church on the Hill
39145 x 3115 inches.

Mountain leuge 1l

15 % 22 inch

finatnens, eifenie Ducts 6L
nemen| ef e

and plane, the effectiveness
which, using the most cursory

ligraphy or a few sparse areas of ||

color, he hu bun lble to suggest
the a::dpm
jumbl tam o! a citar s

t&yr




WATERCOLORS:

1944

18 The Bridge on Rega
12 x 18 inches.

1946

19 Magic Sea
12 x 18 inches.

20 Smokescript
124 x 19 inches.

1947

21 Laote Sun Il
934 = 14V inches.
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Study in Space IV
124 = 19 inches.

Study in Space |

1214 x 19 inches.

Late Sun |

1214 x 19 inches.

Study in Space 6

1214 x 19 inches.

Late Sun Il

124 % 19 inches.

Study in Space |

12V x 19 inches.

Steeples of St. Blaise
19 & 12144 inches.

WY Wold Talegpan - Harel 9. 19yf
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Abstractions by

Lyonel Felninger's al
of landsoapes and cities have
been admired for their delicate re-
finement, Ineffable purlty of | ;
and plane, the effectiveness with
which, using the most cursory cal
ligraphy or a few Sparse areas
color, he has been able to suggest
}hs Nex 7 s &r{;, or the
um wers of & ttn.mm
to reach the freedom of

NY. Wold Tdma- - Hascl'

Baltic Dunes Il St. Guénolé
1244 % 19 inches. 124 % 19 inches.

Study in Space Il Without Words
124 = 19 inches. 19 % 12144 inches.

House by the River Study in Space 7
125 = 19 inches. 12144 x 19 inches.

Smoke Streamers Abandoned
12 % 19 inches. s x 124 inches.

Study in Space V Qutlook
124 x 19 inches. 9lfs x 15 inches.

5t. Johannes, Lueneburg Sceptics
19 x 143 inches. 9y x 12y inches.

\.\%@
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Lyonel Feininger [Buchholz: 1o

Seventy-seven-year-old Lyonel Feininger Mar. 13], having mastered his meth-
shows Vita Nuova, 1946-47, at Buchholz. od, now indulges in daring refine-
. - - ments of his art which bring to mind

at once the precious lyricism of

Whistler's late work. Subtlety, sug-

gestion, poetics all reach the finest

point. When once Feininger's cubis-

tic compositions appeared to expand

an iden before our eyes, now a few

lines summarize a whole theory,

speaking at times with what one

might consider the over-confident

authority of age. Largely responsible

for this effect is Feininger's adapta-

tion of the idiom he developed in

watercolor and engraving: nuanced,

mottled, wash-like backgrounds and

a terse linear superstructure, Here

each line has importance and ten-

sile strength. The luminous VFira

Nuova is a breathless vision, but the

tilting equilibrium of planes in

Three Windows illustrates Feinin.

ger's earlier, and more valid, ap-
- proach, $300-§3,000.

BN
Staccato Movements ARF dl6esi
Of Lyonel Feininger

- - Vi
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Lipchitz Sculpture .

Among present day sculptors there is no
counterpart of what Picasso is to mod-

ern pajnters—— no one rallying point for
imitation, or inspiration, agreement or
disagreement. Perhaps the neavest thing
to it is the position held by Jaeques Lip-
chitz, if one may judge by the com-
ments of many of his fellow-seulptors.

(Henry Moore's impact is more recent.)
This expatriate Frenchman, resident of
the U. 8. since 1940, is currently having
his fifth American one-man show at
Buchholz Gallery. Comprising early
stone carvings (1917-1928) and recent
bronzes 1944-1948) it is an exeiting,
~~sometimes controversial, exhibition.

The stone carvings are one with the
cubist movement whieh reached its crest
at the time of their creation, They are
precisely  contrived, mnicely polished
rvthmns of planes and curves, with a
hint of humor now and then.

The later bronzes, on the other hand,
hit you with more force. Here is strong
feeling with insistent implication of
profundity. The artist has something
important to say, but keeps it within
the confines of his medium. Mature
discipline tugs against restless inven-
tion. A successful balance is sometimes
achieved, sometimes not.

An interesting case in point is Sacri-
fice, three versions of it. The theme is
a mystical, universal interpretation of
brutality coupled with righteous ratior_l—
alization (or so it seemed to me). It is
a powerful, moving idea. The first,
small version is a study, not quite ma-
tured. The second is a medium-sized
bronze which 1 thought superbly suc-
cessful in every detail. The third is a
Jarge plaster model for subsequent cast-
ing in bronze, and, although it is labeled

TR | BUCHHOLZ GALLERY

pythmic harmonies— which are incon-
sistent with the theme. (Through April
17.)—ALONZO LANSFORD: CURT VALEN T1 N

59 EAST 57 STREET, NEW YORK
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Art Jigest.

JACQUES LIPCHITZ

Early Stone Carvings and
Recent Bronzes

MARCH 23—APRIL 17,1948

Marsden Hartley
Letter to Jacques Lipchitz (1935)*

As I walk about in the rooms of the Brummer Galler;:,'* Iam the
more convinced that something like oracular converse Is being held
here. If T say that T am never too much moved by most sculpture,

* From The Spangle of Existence (unpublished).
** Exhibition Jacques Lipchitz, Brummer Gallery, New York 1933,
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my feeling among your sculpture is
very different.

One can; in your case, dwell
among the coils of twisted bronze
traveling through folds of light
and air, not writhing with nervous
impetuousness, but seeking slowly
yet surely to identify themselves
with energies dynamic, as well as
simple. Trees that press forward out
of crevices far up on mountain faces,
even like the clutching seaweeds
that no storm can sunder from the
Portrait of Marsden Hartley. 1942 Tocks to which they cling W_ith

[ 1877-1948 | giantesque insistence, upon which
many strong hands have clutched
for last securities from death in moments of futile hope.

Arms that drive upward into the steel areas of the morning, no
heaven having power to render impotent.

Power spread aloft above one’s head, the forms containing it, not
shattering the will to believe in them, by any degree of irrelevant
theatricality. Heroies of meteors that fall, sunder the earth in great
splashes like waves crashing on a cliff, settling down to their innocu-
ous grandeur despite the banal thoughts of human equation, no
chariots of commonplace deductions driving across wide vistas to
cheap delusion. No anaemic caryatids supporting preposterous
facades.

A something like symphonic veracity pervades the richer forms (_)f
your motives, envelops and pervades these essays in relation, until it
becomes a question, not where do these monuments belong, but how
will they be understood by the daily mind that, contemplating, sees
nothing at all but a formidable array of exasperatings designed pri-
marily to disturb,

I am sorry you do not know the
several meteors on which I have so
often placed my hands here in Amer-
ica, as the holy or devout touch
their hands to the fount of water
blessed by some casual clergy—I
touch my hand to them all, and
I feel the pulse of the universe wel-
coming me ingratiatingly. I feel that
here at least is something which has
had stupendous experience, and is
not abashed at being no longer eli-
gible to endure that experience, no
longer embarrassed that it can no
longer return to those constella-
tional highways where the vast Portrait of Gertrude Stein. 1920
business of the stars is so important [ 1872-1947 ]

—it remains poised in peace, and
this is the comparison I should like to draw with the most stately
examples of your sculpture:

They breathe of the pure essence of sculpture to me, infinitely
more than that of some of the great recognized masters, and I
think even Michelangelo is not immune from excess verbiage in
the language of sculpture — it holds more of life in it for me, and
I'am thinking as I speak especially of the grand motive with the
irrelevant title adhering to it, Le Chant de voyelles for Rimbaud'’s
sonnet is not so vast, yet so much more impressive than the Penseur
of Rodin, which is after all only a fine rough model sitting down, at
s0 much the hour.

Relieving then, to come upon sculpture that is both, new, vital,
calm, with that ability to “sit still” of the Egyptians, no matter what
they did, a few beads of gold and stone on a necklace, the eloquent
shape of an amphora, warmth without feverish sentimentality—iwe
could be happy enough if even painting could for one moment main-
tain such poise in all areas at once, and how the modern masters have
tried to accomplish this, notably Braque, the life everlasting of a
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simple mood or idea, line, or plane in relation to the temporal world
of our hectic unorganized energies.

Dr. Alexis Carrel states that the “cells that build up the body are
capable of unlimited multiplication, and are potentially immortal.”

Something like this takes place in a real work of art, and when it is
perfected it seems plausible that its cells build up the body of its being
as a work of art, that the life which has been put into it, keeps on
adding to its richness, might go on multiplying its forces as we sleep
through the night, and achieve immortality by the unalterable reality
that envelops and inhabits them.

All good art has something of this, and the more it has, the more it
is likely to become real, and survive the sources of reality which
change if they themselves do not perish, and this is what I find in your
sculpture, Monsieur Lipchitz, even those pieces which I cannot per-
sonally relate to myself because pleasure is the first essential in ex-
perience with works of art, still remain themselves, entities aloof
from either hatred or praise,
and better still, of profes-
sional diffidence.

This loftiness which is
intentional of course does
not weigh the movements
down with secular arro-
gance, they are formal with
a singular informality.

What T am wanting to
say is that certain boulders
and I speak of superb dis-
plays of glacial pressure in
my own native provinee,
have been pushed there by
that glacial pressure and
left to enjoy or endure their
isolation alone, but they are
15 not left alone without some

Sistent with the theme. (Through Apri
17.)—ALONZO LANSFORD.

sort of thought on the part
of nature to leave them
where they sit —right —so
that posterity may always
be aware of the enormous
privilege of their beauty in
the interval of the cen-
turies, despite all seismic
shudder, they have learned
to sit still and breathe, like
the fine works of art they
are, they have not been
fooled into performing dee-
orations, they are immune
from social command, which
is their definition of pure
character.

Certain mountains, like
certain tempests have apoc-
alyptic appearance (and some look like casual nature).

Is it this very “apocalyptic” quality that I find in your sculpture,
the thing that makes them move for me and have exceptional being?

I create my own fancies as you may expect in the presence of these
sculptures which is as you know at once the gift and the stupidity of
the spectator, and these provide me with symbols picturing the
operation of night in relation to day and vice versa, they have the
calm of the fallen meteor that goes on functioning in our own presence
as a monumental thought cast aside to make room in the heavens for
other action, forged into pure sculpture by the frigidity of the air, and
the velocity of its descent, and one is not disturbed that it was once
a brilliant orb of light shedding scintillance among other spheres,
where light is the meaning and the substance of living.

I therefore salute you, Monsieur Jacques Lipchitz, for this art of
yours which satisfies, even comforts, because it is so genuine, because
1t speaks a lofty language, and because it is alive in the finer sense.
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Portraits

1 Gertrude Stein. 1920

Bronze. H. 8"

9 Marsden Hartley. 1942

Bronze. H. 22"

Carvings

3 Seated Bather. 1917
Pouillney stone. H. 27%4"

ith the
/" 17.)—PRRNZ0

4 Seated Man. 1922
Brittany Granite. H. 20"

5 Musical Instruments.
1924
Belgian Granite. H. 20"

6 Seated Man. 1925-1928
Onyx. H. 15"

theme. (Lnrougn Apri
LANSFORD. I

7 Guitar Player.1925-1928

(enosan stone. H. 28"

8 Reclining Nude with
Guitar. 1928.
Basalt. H. 17"

Bronzes

1944

9 Pegasus
Study for the building of the
museum of Yale University
(Phillip Goodwin, architect)
H. 151"

1947
10 Happiness (study)
H. 915"

11 Happiness
H. 1914

12 Miracle
H. 1414"

13 Rescue IT (study)
H. 6"

14 Rescue IT (study)
H.8"

15 Rescue IT
H. 194"

16 Danseuse au Capuchon

(study)
H.9"
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17 Danseuse au Capuchon 22 Exodus 1947
H.16” H.22"

18 Dancer with Drapery :
H. 714" 23 Sacrifice (study)

H. 14"

19 Dancer with Train

U 24 Sacrifice I
H. 19%5"
20 Couple I
H.5"
1948
21 Couple IT 25 Sacrifice IT
H.8" Plaster for bronze

H. 58" (unfinished)

25a Notre Dame de Liesse
Study for the Madonna of the
Church at Assy (Haute Savoie),

France ‘
Plaster H. 30" l
26-40 ;
35 Drawings and Gouaches

Sistent with the theme. (Through April
17.;_;&%1«20 LANSFORD.
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JUSTr PUBLISHED

JACQUES LIPCHITZ

PAR MAURICE RAYNAL

74 plates Price $5.00 16 pp. text

Fifty copies numbered and signed by the artist
contain one original etching, signed by the artist.

Price §25.00

: with the theme. | 1nrougn opsss

~17)—ALONZO LANSFORD.
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ACQUES LipcHITZ, the modern sculp-
Jtor. has been concentrating on bronze
figures during the past two years, and
a group of them is currently being
exhibited at the Buchholz Gallery,
along with six stone carvings done
during the decade between 1920 and
1930. The stone carvings are cubistic
in inspiration and predate Lipchitz’
intense preoccupation with studies of
restless form, The elements of move-
ment and time-space determines the
actual shapes of his present sculptures,
so that they always seem to be in a
process of becoming rather than as
having arrived at a final and unchange-
able appearance. This i, of course,
illusion on another psychological level ;
and Lipchitz is in the vanguard of
those sculptors who are working to-
ward to this new wvisual frontier.

Pic ures On
Aprit (944
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“Po it of Marsde H : ”

1942, by Jacques Lipchits, at
the Buchholz Gallery.

dynamically rhythmie. “Exodus"
is ritualistic in inspiration, perhaps
suggested by the seven-branched
candlestick. “Rescue” seems less
clarified.

One of the most arresting pleces
is the study for “Notre Dame de
Liesse,” a madonna for a church
at Assy, Haute Savole, for which
Lurcat is to do tapestries, Bonnard
did a triptych and Rouault ‘has
designed windows. The sketch in
plaster is a moving and dignified
conception which is to ba trans-
lated into a life-size bronze.

The exhibition coincides with the |
publication of a biography of the
sculptor by Maurice Raynal, text
in French, with seventy-four
plates, This exhibition should
greatly enhance the sculptor's

M reputation. It is one of the sea-
1 son's outstanding shows.

———— =
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Picture Album: PauL KLEE
At the Buchbolz Gallery

PAUL KLEE died in Switzerland eight

years ago and his reputation has
been mounting in this country ever
since. This past January, Curt Valentin,
Director of Buchholz Gallery, made a
special trip to Europe to seleet out-
standing examples of Klee's work of
the last ten years of his life, 1930-
1940. These forty examples, compris-
ing oils, watercolors and gouaches
(more than half of which have never
before been publicly shown) will be
on view at the Buchholz Gallery until
the middle of this month. It is not

hard to accept Mr. Valentin's assertion
that the final decade of Klee's work
represepts his most mature period, for
this beautifully balanced group of pic-
tures would seem to indicate it. And
what is particulacly brought out, in
addition to the well-known whimsical
poesy and the artist's delicate yet senti-
ent sprightliness, is the infallible con-
trol that Klee exercized in his manipu-
lation of design and color. If any
proof were needed of Klee's plastic
genius, this well-chosen exhibition sup-

plies it.

Ny Jom
’)P”‘f' 27- 1998
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The selection of oils, gouaches and watercolors in this exhibition, most of them
shown in this country for the first time, has been limited to the period of 1930
to 1940, the year in which Paul Klee died on June 29.

LE‘I‘meuseasim.ile, the simile of the tree. The artist has concemed himself
with this multifarious world and has, let us suppose, more or less come to terms
with it on his own. He knows it so well that he is capable of classifying passing
phenomena and experiences. I would compare this knowledge of Nature and
Life and the endless ramifications through which it is classified, to the roots of
the tree. It is from there that the sap rises, flowing through the artist and
through his vision,

He himself is like the trunk of the tree. Afflicted and moved by the force of the
stream, he conveys what he has perceived into his work.

The treetop expands in all directions and becomes visible in time and space,
and the same thing happens with his work.

It would never occur to anyone to demand of the tree that its top should be

shaped just like its roots. Everyone knows that what is above ground cannot be

just an exact image of what is below. It is obvious that different functions in
Covex: Boats in the Inundation [ g ] ' different elemental domains will cause a considerable disparity.
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But it is just these deviations, which are even necessitated by plastic considera-
tons, that are every now and then not conceded to the artist. In their ardour
people have even gone so far as to accuse the artist of incompetence and delib-
And yet the artist, like the trunk of the tree, is really doing nothing else than
accumulate what comes up from the depths and pass it on. He neither serves
nor commands; he is an intermediary.

His then is a truly modest position. It is not the artist who is the beauty of
the tree-top; beauty has merely passed through him.

Pave Kree

From Ueber die Moderne Kunst
(On Modem Art), Beme 1945,

Translated by Douglas Cooper.

#Y. Tines

Omphalo-Centrie Lecture
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The Fruit

Mild Fruits
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Picture Album: PAUL KLEE

R | P

Picture Album

Twigs in Autumn
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Picture Album: PauL KLEE
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Aunt and Child
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Sextette of the Genii
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Awakened

Young Moe
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28]
A Child with Yellow Flower !

A Park and the Trespasser




Palaces
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Picture Album
Ar the Ruchholz Gallery

b _'.; . -
Animals in a Park




Torso and Kin in Full Moon
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Picture Album: PauL KLEE
Ar the Rurhhalz Gallery

Figure
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Picture Album: PAuL KLEE
Av the Rurhhalz Gallery

MANY are the paths of men. Whoever pursues them and compares them
will see marvellous figures arise, figures that seem to belong to that great hiero-
glyph which is visible everywhere, on wings and eggshells, in clouds, snow,
crystals and stone formations, on frozen waters, in the interior and exterior of
mountains, plants, animals and men, in the heavenly lights, on bits of pitch and
glass that have been handled and scored, in the iron flings around the magnet
and the strange coincidences of chance. They intimate the key to this wonderful
writing, its grammar; but the intimation will submit to no fixed forms and
seems to demand no higher key. It is as if an Alkahest has been poured out on
the senses of men. For only a moment their desires and thoughts seem to con-
dense, Thus arise their intimations, but soon everything floats again before their
eyes, as in the past. . ..

Not long after it was said: Holy Secript needs no explanation, He who speaks

the truth is filled with eternal life and his writing seems to us to possess a
wonderful affinity with real secrets, for it is a chord from the universal symphony.

Novauss (1772-1801)
From The Novices of Sais. Translation by Meyer Schapiro.
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Picture Album: PauL KLEE
Aa sl

= Rusbbals Tallory

CATALOGUE

1 Buildings on Riverbank
(Bebautes Ufer)
1930. Gouache. 11% x 16 inches

2 Plan of a Fortress
(Plan einer Burg)
1930. Watercolor. 15 x 19 inches

3 Red Haired Cactus
(Rothariger Kaktus)
1930. Watercolor.

12% x 10% inches

4 The Fruit
(Die Frucht)
1932. Oil. 21 x 27% inches

Light over Yesteryear
(Licht ueber Ehedem)
1933. Watercolor. 8% x 13 inches

1933. Watercolor.
16% x 22 % inches

7 Noble Precipice
(Edelklippe)
1933. Watercolor.
16% x 12% inches

§ The New Moon
(Der neue Mond)
1935. Gouache. 11% x 14 inches

g Boats in the Inundation
(Boote in der Ueberflutung)
1937. Gouache.

19} x 12% inches

10 Swan Pond
(Schwanenteich)
1937. Gouache.
19% x 16% inches

11 Superimposed
(Gelagert)
1937. Gouache. 12% x 19 inches

12 Mountain Flora
(Hoehenflora)
1937. Gouache. 8 x 13 inches

13 Awakened
(Erwacht)
1937. Gouache.
12% x 19} inches

14 Picture Album
(Bilderbogen)
1937. Oil. 23% x 22 inches

15 Twigs in Autumn
(Zweige im Herbst)
1937. Pastel. 9% x 15% inches

16 Line of Seript
(Schriftzeile)
1937. Oil. 3% x 19% inches

17 Aunt and Child
(Tante und Kind)
1937. Oil. 28% x 20% inches

18 Sextette of the Genii
(Sextett der Genien)
1937. Pastel. 14 x 19 inches

19 Hot blooded Maiden
(Heissbluetiges Maedchen)
1938. Oil. 12% x g% inches

20 Young Moe
(Det junge Moc)
1938. Oil. 20% x 27% inches

21 Mild Fruits
(Milde Fruechte)
1938. Pastel. 74 x 19% inches

22 Softening
(Milderung)
1938. Oil. 23 x 15 inches

23 Oriental Sweet
(Oestlich Suess)
1938, Oil. 19% x 26 inches

24 Animalsina Park
(Tiere im Gehege)
1938. Gouache. 12 x g4 inches

25 Album Page for O.
(Albumblatt fuer O.)
1938. Gouache. 12 x g4 inches

26 Botanical Garden
(Botanischer Garten)
1939. Gouache. 5% x 7% inches

27 A Parkand the Trespasser

(Ein Park und der Unbefugte)
1939. Gonache. 19% x 15 inches

28 A Child with Yellow
Fl
1939. Gouache.
15% x 134 inches
Torso and Kin in Full
Moon ’
(Ein Torso und dic Seinen bei

Vollmond) ...
1939. Gouache. 22 x 15% inches

1939. Oil. 27% x 19% inches

Along the River
‘Am Strom) ;
5939. Oil. 8% x 25% inches
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Picinre Album: PauL KLEE

32 Spring Green 37 Sailor
(Junges Gruen) (Matrose)
1939. Oil. 10 x 21 inches 1940. Gouache,

18% x 12% inches
33 Hot Chase
(Heisse Jagd) s
1939. Oil. 19 x 25% inches 30 £agurc
1940. Oil. 19 x 17% inches
34 Movable Construction
(Beweglicher Aufbau) Dencers
2540: Pastel. 3376 x O dochies & 1940. Oil. 21 x 21 inches

_ 40 The Script*
1940. Watercolor. 12% x 19 inches 1940. Oil. 5% x 25 inches

36 Mountain Game
(Bergwild)
1940. Gouache.
12% x 18% inches

*No. 38, 39 and 4o are among the last
paintings by Paul Klee and were not

From The Drawings

of Paul Klee

72 plates

Text by Will Grohmann

Published in New York. 1944
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Klee

Possibly not epoch-making but deeply mystical and lyrical, Paul
Klee's [Buchholz; to May 15] art is full of wonder and secrets
about human beings and nature. It is an art of delicate, distilled
observations. Passive, precise, each is conveyed in a unique
mosaic of forms, resplendent, like some marvellous experience.
Nearly any of these forty oils, gouaches, and watercolors, chosen
from the ten years before Klee's death in 1940 and never hefore
shown in America, shows the intaciness of his expression. Title,
4s Child with Yellow Flower, occultly complements subject:
color (few use it with as much instinctive variety as did Klee)
alows with the special aura of a particular idea, Rhythm and
<hape confirm, then contradict, and then embody for good these
intuitive responses. Attracted by his child-like convietion, we
are magically drawn into Klee's whimsical communion with the
<urface and the sources of life. Prices unquoted. RA.

Klee's gonache, A Child with Yellow

Flower, 1939, is shown at Buchholz ,Na.., . /9% (’? 4’ F ﬂf’-“
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KLEE, some

forty of whose

oils, water colors,

i and other works are
- now on view at the '
Iy, was a curious phe-
modern-art movement. |
Bern, Switzerland, |

in 1879, of h mother and a Ba- |
varian father, and he had no idea at!
all of becoming a painter, Both his par- |
ents were musicians, his mother as an '
amateur and his father professionally,
as the conductor of a small local or-
| chestra, and he soon showed an aptitude
in the same direction, He seemed, how- |
ever, equally talented at drawing, and
i end, after much soul-searching, |
ped for the latter, His train-

for the most part extremely
nventional. He went to Munich to
study under the solidly traditional paint-

er Franz von Stuck, though he vis-
ited Paris briefly, 5
al

nomenon in
He was born

ears to have
had little knowledg I the rudely !
irreverent things the :—Impressian-l
ists, such as van Gogl}',éGaugﬁ.in, and[
Cézanne, were doing to established
ideas about form and color. Yet even |
then his tastes were veering sway|
from the accepted ones. After France,

he rounded out th d Tour by
visiting Italy, and he remembered later
that he spent far more ti the aquar-

jum at Naples than he did in its mu-
seums and that he much preferred the
ily naive early-Christian art to

¢ Renaissance. :

g ’¢ till some ten years later, in
1913, when Klee paid a second visit to
Paris, that the modern movement really
swept him up. He was living in Munich
by then and had fc:llllerf in wi;h S(_iEChi
roung German mo sts as Kandin-
gky, %'r:mz Mare, aﬁt:gust Macke
(the men who, with him, later became
the nucleus of the famous Blue Rider
group), and this visit to Paris, where he
met (or at least saw the works of)
Braque, Picasso, Juan Gris, Ma reoussis,
and so on, did a good deal to broaden his
concepts. His own work, however, still
refused to fit into any category, :1!1(1
while he exhibited for some years with

the Blue Riders and later taught at the
| Bauhaus, his fainting, with its queer,
quirky, undidactic approach, was as dif-
ferent from the flamboyant styles of his
own group as it was unlike the strict
Bauhaus  es-

functionalism that the

poused. His last years; like those of so
many other modern German painters,
were troubled by the Nazi accession,
which, of course, meant the end of pro-
gressivism in Germany, in the arts as
in everything clse, Klee saon escaped to
Switzerland, but-although his situation
there was comfortable, his work must
have suffered. He died there, at the age
of sixty-one, in June of 1940,

His exhibit at the Buchholz, which is
mainly made up of works newly brought
to this country, ranges only from 1930
te the year of his death, so it sives us
no direct record of the inﬂu;-nccs-——.]
Futurism, Oriental art, German Ex-
pressionism, and so forth—thar in one |
way or another affected his early devel- |
opment. It does show, though, and su- |
perbly, how they culminated in the
{ormation of his mature style, In a sense,
Klee’s whole carcer was a sort of run.
ning commentary, a set of lively, deli-
cately itaIicizcdx footnotes, on ¢
tory of medern
who could and §
art movements
nibbled at them, (
eness of his inter-
ests and in his inventiveness, and even
in these late pieces we find all sores of
eblique evidence of higearly enthusiasms,
There are traces of Af
in several of the fi in “Picture
Album;” there is a.good deal more than
a hint of the Futurist style in “Aunt |
and Child,” “Sextette of'the Genii,” |
and “Young Moe,” and of fl
Cubism in “Along th
“Buildings on Riverba
are references to childs
which became one of his o
most everywhere. Kice,
only what he needed g
his taste and his jud g

n Negro art

and there
paintings,
1ons, al-
1 2 took

ver does his
“Torso and

really failures,
in “Sailor,” ““1
Fruits," he h
much on pure
fects. But even
lous blues he
what might ha
and in others

to gain his ef-
' the marvel-

Ling,” with its mrc]' "
tochres, “The Fruit,” “Sprin

b;:ré-v Tivs
1994
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sance, “The story has been told a thousand
times and who am I that I should shrink
from telling it once again 7" Bo here goea.

HAT is art?" A.rl.lll.hem

{Continued from Page 12)
worth considering, especially
as the Boston manifesto broad-
Iy hints at it. Namely that the
first generation of “modexns”
were utterly sincere, but that
their successors have turned
their style into & formula and
soisms and Bragueisms and
Matisseisms without real un-
derstanding

3

kind of h peri from disg to
cstasy, from boredom to from
ip hope, that has not found its
exXpr in the art of the past. But

P phenomenon
Without it there would be no
such thing as period le. I
am not much worried

. Mr.

.

Idnmtnkethemtlltthemmbemly
two reasons. Either I do not believe that
it is an expression of genui peri

which brands it as insincere—the unfor-
glmhntnlnmnlnu.fe.t)r‘rmqﬂ.i
i d it as p

baffied by it or detest it.
Nw:houmnmmmmw_'

==

cml'l'J|

Monet to

light, the rippling water, the
scurrying clouds. Everything
in Cé is permanent,
.m a pende
was the not the
observer.

it has had its ups and downs, its periods |
of alternating magnificence and sterility, I

I can see no reason to believe that it was
reserved for the twentieth century to
practice mass insincerity. The strain of
indulging in a practical joke of such di-
mensions over a period of forty years
would be too much for the artist, even if
it paid him, either in dollars or prestige,

will finally settle the controveray
as I remember once writing at the
of n chapter on Renal

has never been consistently insincere. And |

ln*hll'hmm-

. The Sundey U0 do so. 1 therefore reject, in principl
London, and the several books  the Insincerity theory.
F ' on art. Hit most recent, entitled “Britith Sculp- But there is a variant of the insincerity
v T' b(, 1944-1944," was published in Decembor theory that is (Continked on Page 48)

‘ turned it into an

dling of paint counted for more
. than the theme. He was the

(Continued on Following Page)
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styles; Picasso, by four early works;
Degas, by a typical ballet dancer;
Henry Mo reg by two watercolors and
_a more fntimate fizure drawing. Other
motable pietures here are sculp-

Four Nudes: DE LA FRESNAYE

Curator’s Choic

DrawINGS, so vital and
ed an art medium in

s0 neglect-
exhibition

field, achieves stellar on at the
Buchholz Gallery where drawings and
watercolors from the co ion of John
S. Newberry, Jr,, are on view through
June 12. " b

Mr. Newbe who is curator of
graphic arts e Detroit Institute
of Arts, is, rse, a collector of

fine taste and discrimination and this
- sampling of 50 works, ranging from
¥ a meticulous Ingres pencil Portrait of
a Lady to John Piper's setting for a
ballet performed last year, reveals just
that. But what is more striking about
the collection is its revelation of the
meeting of two attitudes: the ama-
teur’s choice of each work for itself
and the professional museum man'’s in-
terest in representin h the artist
and a period. What ave been
a conflict for sg ) t to be an
asset in Mr. eollection, in
which each “fo have been
chosen becaus & collector personally
wanted it, while'the group as a whole
becomes an uninsistent but handsome
and informative survey of art styles !
from the late 19th century to date. e
A catholic collector whose own prefer- 3

-

)

[ s

ence seems to run to well-disciplined
expression (which, however, takes in
a lot of ground—from the precision of
Seurat to the fantasy of Klee) Mr. ]
Newbherry offers a highly enjoyable i
group. '

which contain

B and less inti-
Iatisse’'s Plumed

first pictures bought

by the col ] n he was a stu-

dent at arles Demuth’s

choice waterct ow Pears, a per- I

in form and

Nudes (see reproduc Andre Mas-
son's beautiful, sone Oriental
study in ink and char@ e Turtle;
Renoir's large chareoal | ait of the

Masdemaiselles Lerolle; Riyera's fine

Cos viorows e, A Jobn S. Newberry, Jr. Collectzon

Klee is well represented” by three

paintings revealing three familiar
e i
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styles; Picasso, by four early works;

Degas,
Henry Moorey

DRAWINGS AND
WATERCOLORS

FROM THE COLLECTION OF

JOHN S. NEWBERRY, JR.

MAY 25— JUNE 12, 19438

BUCHHOLZ GALLERY
CURT VALENTIN
32 EAST 5§57 STREET + NEW YORK

by a typical ballet dancer;

ercolors and

CATALOGUE

ERNST BARLACH
1 Trombonist

1920, Charcoal. 13% x 10 inches

2 Sketch for a Tombstone
1926, Charcoal. 134 x 97 inches

MAX BECKMANN

3 The Iceman
1944 Ink. 13% x 5% inches

4 The Sacrificial Meal

1947. Watercolor, 19! x 12
mches

EUGENE BERMAN

5 Imaginary Figure
1943. Watercolor. 11 x g inches

EDGAR DEGAS

6 Study after Marcantonio
Raimondi’s engraving of
Michelangelo’s “Battle of
Pisa” i

e, 1860, Pencil. 10Y% x 7% inches

7 Double Portrait of a Nlan

1865-70. Pencil, §35°x 67 inches

; [171
8 Ballet Dancer

ca.1872. Pencil. 15% x 106 inches

9 Mademoiselle Lola
ca, 1879. Crayon, 16 x 8% inches

EUGENE DELACROIX

10 A Triton
ca. 1850, Pencil, 7% x 1012 inches

CHARLES DEMUTH

11 Yellow Pears
ea, 1925, Watercolor. 133 x 19}
inches
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styles; Picasso, by four early works;

Degas, by a

__Drawings, so vital

[42]

CHARLES DESPIAU
12 Standing Nude

Sanguine. 14 x 8% inches
ANDRE DUNOYER
DE SEGONZAC
13 Sleeping Nymph

Pen and ink. 19% x 114 inches
LYONEL FEININGER
14 Marine I1

1925. Watercolor. 9% x 15 inches

MORRIS GRAVES

15 Chalice and Lyre

1942 Watercolor. ‘;-.:x:-‘,‘«"“"“"

typical ballet dancer;

[24)
16 Blue Bird

1943. Watercolor. 30x20}% inches

JEAN-AUGUSTE-
DOMINIQUE INGRES
17 Portrait of a Lady

1819. Pencil. 5% x 3% inches
PAUL KLEE
18 The Angler

1921, Watercolor. 19% x 124
inches

19 Intoxication
1923. Watercolor, g% x 12}
inclies

20 Sextette of the Genii
1937. Pastel. 14 x 19 inches

[22]

ROGER DE LA FRESNAYE

21 Four Nudes

1910-11. Pen and ink. 10% x 8%
inches

WILHELM LEHMEBRUCK
22 Sketches of a Male Nude
1912. Sepia wash, 24% x 18 inches
JACQUES LIPCHITZ
23 Theseus
1942. Wash, 13} x 108 inches
ARISTIDE MAILLOL
24 Crouching Nude
1920, Sanguine. 114 ¥ 85 inches

25 Seated Nude
Sanguine. 12} x gl inches
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Degas, by a typical ballet dancer;
rcolors and

PABLO PICASSO

36 Profile of a Woman
a1 1903, Charcoal. 6% x 4%
inches
Three Nudes
ci. 19os5. Penand ink. 154 x 114
inches
Study of a Sailor’s Head
ea. 1go7. Watercolor. 8% x 6%
mches
Man Seated at a Table

191 4. Pencil, 13 x 10 inches

La Source
1921. Pencil. 19 x 21 inches
FRANZ MARC HENRY MOORE

26 Blue Horse in a Landscape 31 Seated Nude !
ca. 1913, Gouache. 6 x 10 inches 1933, Pen and wash. 20% x 14%
inches
GERHARD MARCKS
Ideas for Sculpture
1940. Watercolor, 10 X 16%
inches

28 Standing Girl 33 Reclining Nude

Pencil. 14 x 8% inches

27 Standing Girl

Pencil. 14 x 8% inches

1940. Watercolor. 67 x 10 inches

ANDRE MASSON
e EMIL NOLDE
2g The Turtle

O Ty v
1945. Ink and charcoal, 18 x 24 34 Self-Portrait :
inches Watercolor. 8% x 6% inches
BENSL MATISSE 35 Orchids and Anemones
30 The Plumed Hat with a Bronze Figure

1919. Pengil. 201 x 14 inches Watercolor, 18% x 13% inches
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styles; Picasso, by four early works;

Degas, by a typical ballet dancer;

Henry Moorey by two watercolors and
mate figure drawing. Other
Jures he :

NY.  Son. N"\'J 25- 1944

DrAWINGS, S0 vital and ¥t so neglect-
ed an art medium exhihition

GEORGES ROUAULT
44 Traveling Circus

ca. 1935. Gouache. 13 x g inches

KARL SCHMIDT-
ROTTLUFF
45 Quinces

Watercolor. 26/ x 19 inches

GEORGES SEURAT

46 Profile Bust of a Young
Girl
ca. 1885, Conté Crayon. 7% x 5%
inches

GRANAM SUTHERLAND

47 Homed Tree from
Trottiscliffe
1044 Watercolor. 6% x 8%

JOHNN PIPER inches

41 Setting for Lucretia _
1946. Gouache. 17 x 21% inches PAVEL TCHELITCHEW

48 Africa

PIERRE AUGUSTE 1932. India Ink. 104 x 824 inches

RENOIR ) .

49 The Window (Figures at
Ischia)
1937 Ink. 16 x 13% inches

42 Mesdemoiselles Lerolle
. 18go. Charcoal. 16 x 24%
inches

so Study for “The Riddle of
Daedalus™

43 Portrait of an Engraver 1945 Watercolor. 13% ¥ 11%

1918, Pencil, 12 x g inches inches

PDIEGO RIVERA
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styles; Picasso, by four early works;
Degas, by a typical ballet dancer;
by two watercolors and

Four Nudes: DE LA FRESNAYE

Curator’s Choice

DRAWINGS, S0 vital ai s0 neglect- |
ed an art medium axhihition
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to interest in the French impres-|for th
sionist paintars who had felt the
oriental influence. Purchases fol-|ec
lowed of paintings and drawings b
by Cassat, Cezanne, Degas, Manet,
Monet, Van Gogh, Gauguin, Ma-
tisse, Renoir and others, together
with portraits by Goya and Rae-
and pictures by Bonnard,
[ 111 1l '.{I N

placed on view for the summer as tudy
a memorial exhibition and by ro-
tation of pictures all will be::hm
In acent galleries a selec .
of -uﬂ Japanese prints — superb Itu d
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SCULPTUEE

| _ ARP
Ay Ties BRAQUE
Oer. 2- 1948 DEGAS
DESPIAU
Wy . 0 LW LAURENS
TR LEHMBRUCK
LIPCHITZ
MAILLOL
MANOLO
MARCKS
MARINTI
MATISSE
MODIGLIANTI
MOORE
PICASSO
RENOIR
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SCULPTURE
-

SEPTEMBER 28—OCTOBER 16, 1948

BUCHHOLZ GALLERY

e o R T v AL B N T I N

32 EAST 57 STREET « NEW YORK

JEAN ARP

CATALOGUE

1 The Shell. 1938

Bronze. Height 107

2 Silence. 1942
White marble. Height 1315"

CHARLES DESPIAU

6 Portraitof Zizou. 1925
Bronze. Height 17"

7 Dancer. 1927
Bronze. Height 172"

HENRI LAURENS

GEORGES BRAQUE

3 The Hunt. 1943
Bronze. Height 127

4 Head of a Horse. 1946
Bronze. Height 177

EDGAR DEGAS

5 Dancer.
Bronze. Height 274"

8 Mermaid. 1945
Bronze. Height 454"

9 Autumn. 1948
Greek marble. Height 3534

WILHELM
LEHMBRUCK

10 Torso. 1910
Cast stone. Height 454"
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ARISTIDE MAILLOL MANOLO

15 Seated Nude. 1905

18 The Reaper. 1928
Bronze. Height 934"

Bronze, Height 175"
16 Ile de France. 1910

Bronze. Height 647 MARINO MARINI

19 Cavalier. 1946
Bronze, Height 357

GERHARD MARCKS
17 Standing Girl with
Hat. 1948

Bronze. Height 22"

11 Bather. 1912 13 Sacrifice. 1948

Cast stone. Height 367 Bronze. Height 497

JACQUES LIPCHITZ 14 The Virgin. 1948

Bronze. Height 334"
12 Pegasus. 1944

Bronze. Height 1515"

Braque
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HENRI MATISSE

20 Reclining Nude. 1925
Bronze. Height 30"

21 Nude in Shell. 1930

Bronze. Height 127

Photograph
taken from
original plaster

Lipchitz

Maillol

AMEDEO HENRY MOORE

MODIGLIANI 23 Carving. 1936

22 Caryatid. 1919 Horabtio moc: HlghE 40

Stone. Height 36"

Laurens
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Marini

24 Family Group. 1945
Bronze. Height 9347

25 Reclining Figure.
1945-46

Elmwood. Length 75"

Matisse

PABLO PICASSO
26 Jester. 1905
Bronze. Height 164"
AUGUSTE RENOIR
27 Mother and Child. 1916

Bronze. Height 21157
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Included in the exhibition are drawings by Despiaw, Laurens,
Lehmbruck, Lipchitz, Maillol, Marcks, Marini, Matisse, Moore

and Picasso; also small bronzes by Braque, Laurens, Lipchitz and

Moore. 1 EXHIBITIONS
WINTER 1948—1I 00

Graham Sutherland

Jean Arp

Andre Beaudin

Drawings by Paul Klee
Recent Work of Henry Moore
Andre Masson

Mary Callery

Kurt Roesch




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

Valenbin T.A.7

The Museum of Modern Art Archives, NY

Arte

C,Oﬂ-t Em{)ora\ﬂeﬂ\.

(Rome)
December 194%

BRACQUE . «]
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To the New Yorker, this show will
srovide a unigque experience—an ex-
serience, moreover, which is in accord
with our growing taste and apprecia-
tion of the ballet. The social signifi-
sance of the Court Ballet is called to
attention by the fact that the King
and Queen or the Dauphin and the
Dauphine themselves took part along
~ith the professionals. Two monu-
mental and highly decorative engrav-
ngs by Cochin are imposing illustra-
ions of this.

The history of the Court and Opera
3allet is an enchanting history and it
rould not be better enjoyed than through
he media employed.

The administration of the French Em-
jassy's Cultural Decision has achieved
1 reputation for offering exhibitions
vhich, in subject matter and quality,
wre always of a very distinctive na-
ure. The current show may be seen at
ts headquarters, 934 Fifth Avenue, un-
(il October 20.—ROGERS BORDLEY, |
w.._.... Lectures in Denver _
John A. Pope, assistant director of
he Freer Gallery, will give a series
f lectures on various aspects of Chi-
iese ceramic art at the Denver Art
“fuseum on October 20, 21 and 22. The
‘ectures coincide with the exhibition
M Recent Accessions in Oriental Art,
“cheduled through November.

: The Art Digest
1
i
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= - TR AN = | - i
é“g 38 g 5a ; & =8 Bg e g e e) Because of the taste and quality of
2 %'-' S =2 BESrEE, e Z= 8GR e the selections, the group of contempo- |
% 5 B mES B 2 z;-:{:;_.g.‘-—" Ae5 3 = rary sculptures on view at the Buch-
e e ;: socagidd g”’-,z;__: it holz Gallery offers an aesthetic treat.
e F cReEo%9rs BV E"amoEOm & e Many well-known pieces dot the gal-
M * g % "Emz TR 2" E—RTSSES mEE=E £ leries—Maillol's Ile de France, Moorr."sl
‘ % pEE SR DR TE 2 a0 Ca Reclining Figure, Renoir's Mother and
i e e TR ;:E" ga B EES < 2 o= Child, Picasso's Jester—and it is reli
. (=X i = 59 22985 %2 A 2 3 E ”
0 T 2 gBRb? 58 #?'Sé e Lo S freshing and constructive to see them
3 §zasv2zZR5EFSER ?.‘é T2 again. The opportunity for further con-
@ e e N RN el Sl A o templation of art already seen comes
= 945 :‘3_,:;% = ;?: E o _ﬁ = v all too seldom for most gallery-goers.
= =Ea "R B2 s deerfed
= 25“%--.:-5‘3;;5236?%&&?2";
o <SP EERRARIL TS -
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The exhibition breaks down into three
indistinet categories, ranging from the
essentially naturalistic (Maillol, Des-
piau, Degas, Renoir, Lehmbruck},
through works of diminishing literary
emphasis (Matisse, Marini, Manolo,

Marcks) te the expres - of almost
purely sculptural consid ns (Arp,
Laurens, Lipschitz, Mg |

Among the less fa objects

shown, Marini's Cavalié
The relationship of
rider to Tang Dynas
mistakable. But its
20th century concepti
hewilderment of the
the extreme simplifi

con-
trast of horizontal and
repetitive accent of de the
modern mind of this. &

Matisse's Reclini

for its remarkable
and the absolute r
changing relationsh
moves around the + o

Arp's restrained cryStallizal , with
their clarity and subtle w; y, con-
trast with Lipschitz’ violent sgmphonies. |

In Laurens’ concretions the female
shape is the motif. The beauty lies in
the ordered forms of marble or bronze
he has produced. Likewise, Moore uses
nature as a point of departure for
autonomous creations, though in his
work there are psychological overtones.

—PeaeY F. CrawroRD.

Autumn: LAUvrReNs (at Buchholz)

October |, 1948
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ANY-  Wesld Telyww-  Aov.

A Lun- Ock 29- 194§

e .
Buchholz Gallery.

most attrac-|
gs by R e Paul Kice,

BUCHHOLZ G ALLESSS

C U R T ¥ A T B N TSNS
32 EAST 57TH STREET + NEW YORK

as:
4 at wil'—a defini-
Klee like a glove.
fits H. McE.

ReEAt i

-.'_
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AY-  Weld 'Tobqw»—- Nev. 2. 1948

Every artist would like to live in the central organ of creation,
whether it is called brain or beart. Not all are destined to get there—
but our beating hearts drive us deep down, right into the pit of
creation. The result of this urge, whether it is called dream, idea, or
fantasy, can only be taken seriously when it is perfectly fused with
the right formal means into an artistic whole. Thus curiosities be-

come the realities of art, revealing what has been seen in secret vision.
* x %

-

The artist does not think the appearances of nature so all-important
as the realists do. He does not feel tied to realities, because it is not
the outcome of the creative forces of nature which interests him so

miuch as the form-giving forces themselves,
® @ *

The legend of my “infantilism” in drawing must bave originated in
& 1 g

Cover: Town of Cathedrals, 1927. Catalogue No. 31 those linear compositions of mine where I have tried to combine a
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AY- Wl 'Tdci;wb- Nov. 2 - 194§

concrete image, like that of man, with its representation through
the use of pure linear element. If I tried to represent man "as be is,"
I would need such confusion of lines, that there would be no ques-
tion of pure elementary representation, but instead a dimness be-
yond recognition.

Anyhow, I don't want to show man as he is, but as he might
also be.
In this way I might achieve a happy combination of metaphysical

vision and the pure exercise of my art.

From Paul Klee, Ueber die Moderne Kunst, 1924.
Reprinted from Klee (1879-1940), with an intro-
duction and notes by Herbert Read, London (Faber
and Faber), 1948.

No. 20
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45 Animals in Monumental 48 Crawling and Rearing
Pose 1933 1937

Tiere in monumentaler Halting Kriechendes und Baeumendes

46 Clown and Animal - 49 Children and
1933 Abstractions 1938
Clown und Tier Kinder und Abstractes g
47 Mesalliance 1933 so Water Bird 1938

Mesalliance Wasservogel

With  few exceptions all drawings are in pen and ink
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t

-

N Pan- Octk 29- 14

e
Buchholz Gallery.
Drawings by that most attrac-
tive of all surrealists, Paul Kice,
are now on view in the Buchholz
Gallery and will have their usual
B it quoon oo

T | 4
artist in which he seems ned: 0C "OBER 26— NOVEMBER 13, 1948
lessly to nave been bored by the

w references to his sty
“infantilism.” I say “need-
lessly” for Kiee's charming
youthfulness is something we all
envy and would willingly share.
The great Baudelaire went so far
‘as to define genius as: “Child-
recalled at will"—a defini-
 that fits Klee like a glove,
H. MeB,
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K& once waid something
g to do small subjects be-
e got lost in them, and

predilec L
they nreeS
amasing  thing

great originaliny
o the enc

ing. He tried o
from hﬂlp to

et of
much

rubbing
velief), the bare,
awn raed O
§ delightful “Balloon over

Tow e most impressive ex-
imples. '

Mew Yorke,  Nov. 194§

source is somewhat remarkable.
with mosaio heads, deftly ex-
tended city patterns, calligraphic
animais and buliding-block archi-
tegture serving as typleal (lus-
trations. Why the artist withheld
delicate things, outwardly
trivial but yet so pointed in wit.
is difficult to comprehend, con-
sidering that his art always re-
i itself with the utmost
spontansity. as something imme-
diately imagined and instantly
dealt with.

NY Heald 7rbas
Nor 1. 19494

>




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

Valenbin T.1.7

The Museum of Modern Art Archives, NY

BUCHHOLZ GALLE

(I T YA E Y RN "r‘." -
32 EAST 87 STREET * ‘NEWSECURIKES

o o e




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Co

llection: Series.Folder:

The Museum of Modern Art Archives, NY

VCL‘.MH N

.47

GRAHAM SUTHERLAND'S RECENT WORK

Me, Sutherland's® vision of the Mediterranean is certainly different from
yours of mine. W see it as it appears on coloured postcards of the Esterel—
bright blus sea, bright red rocks, bright green trees. Or as it appears in
Rencir, with the light brecking up all the contours and fusing the calours
into a feathery iridescence. Or, parhaps, os it appears in Matisse, with the
fronds of palm-trees sean through a window, scything the sky above o sea

sgantly slashed with the white of painted sails. . ..

The southern sky we know asinescapably blue becomes, in Mr. Sutherland's
picturas, pink or green. Disconcarting? Possibly. | know only that the first
time | saw one of these skies | was ot once, as it were, infocted with the
artist's joy in the viclence of Mediterransan light. It was not until @ minute
later that | became conscious of the strange method he had used to convey

|anca. Other preveiling colours are the cpulent yellow of gourds, the

na-leaves, the turquoise of the copper sulphate with which the

188 are sprayed, the viclet and mauve of southern shadows. The forms

1 of 1946 the Buchholr Gallery held the first one-man shew of the work

cn. to which
) excerphs

trips to the south of F

il which we are reprint

st made

ng in his ¢
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praferred ore jogged—bonana-leaves that fear themsalves inta tiny strips,
the sharp angles of the vine-leaves and the cogged edges of the palm-
branches, which are used for fencing with their leaves chopped off. Mr.
Sutherland remains fascinated by the fisrce points he used in his pictures of
thorns, at the time when he was preparing his great “Crucifixion” for the
Nerthampton Church.

Inte the Maditerranean basin, the birthplace of Phidias and Raphael and
Cézanne, the adopted home of Poussin and Claude and Ingres, into this
gravely harmonious landscape, Mr. Sutherlond seems to have brought an
obsessive, though unconscious, sense of tragedy, springing—one presumes
—at once from his Caltic blood and from the beastliness of the time in
which he lives.

A world lacerated by wars, pustulent with concentration camps, is hardly
calculated to produce idyllic painting. It is the fault not of the artists but of
their environment that they can no longer offer us the delicious visions of @

Giorgione, a Watteou or a Renoir. . . .
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Mr. Sutherlond’s earlier works seem infused with an almost pontheistic

love of nature. Ha pointed Welsh mountains as if they were animate beings
with which he identified himself. Something of this fesling remains. But now
more usually he seems to find in nature symbols of human suffering and
cruelty. The Southern vegetation hardens into instruments of torture. The
palm—traditional emblem of the martyr's victory—is degraded into a

4t

pon for his

Tragic art cannot ba generally acceptable, becouse of the ugliness that
is part of its material—the blocd pouring from Cedipus's eyes, the modness
of Lear and Alving, the terror-distorted mouths of the victims of Guernica.
Theugh not in this way horrifying, Mr. Sutherland's Mediterranean pictures
seem formidable as wall os beautiful. They are, navartheless, an expression of
happiness. Mr. Sutharland goes so far as to consider them replate with gaiety:
and my attempt to interpret them moy well be wrong, for every individual
looks at a work of art with eyes influenced by his own presccupations. . . -
RAYMOND MORTIMER

C A T
OILS:

1946

| Chimére
70 x 36 inches

1947

2 Palms
16 13 inches

3 Pink Palms
11 x 1815 inches

L O @ hE

4 Abstraction under a Mauve
Sky

10 x 13 inches

5 The Palm Leaf
10x 13 inches

6 Palm and House
433 x 38145 inches

7 Palm Palisade
431/5 x 36l/5 inches

8 Pink Vine Pergola
20 x 25V/3 inches
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9 Still Life with Banana Leaf

.|I:’|r';

1948

Il Lgrqe Vine F'ergo|0
521/ x 33 inches

nches

10 Landscape with Fields
and Vine

Cigole Il
27 x 20 inches

Landscape with
Banana Leaf
16 x 16 inches

Landscape with Corn
1415 % 121/ inches

Figure with Vine Structure
11 x 20 inches

Green Vine Pergola
19x 22!/3 inches

Banana Leaf over Landscope
18Y5 x 22 inches

19 Palm and Wall
221f3 1 39'/s inches

20 The Gourd
20 x 201/ inches

GOUACHES:

1947-1948

21 Palm Palisade
13 x 1015 inches

22 Maize
834 x | | inches

23 Maize and Landscape

83 x 11 inches




24

26

26

27

28

29

30
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Tourettes
834 x |l inches

Insects
834 x 11 inches

Articulate Forms and Hills
83 x I'l inches

Hanging Maize
83 x || inches

Still Life with Pomegranate

83 x 11 inches

Leaves and Wall
83 x || inches

Landscape and Terrace
834 x || inches

Turning Form |
83 x |l inches

31

34

35

36

37

38

Reclining Stone Form
834 x |1 inches

Organic Forms
834 x 11 inches

Figure in Enclosure
151/ x 1915 inches

Maize and Gourd
151/ 2 191/ inches

Figure and Maize
1504 x 19Y/3 inches

Vine Pergola
15144 x 19Y/3 inches

Palm and Landscape
1504 % 19'/2 inches

Turning Form |
151/ x 19Y/5 inches




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

Valowkin

The Museum of Modern Art Archives, NY

Graham Sutherland's Savage Palm and Wall, 1948, in his second U.S. show at Bnchho]x.

b Wik Sutherland

ﬂcf !?469 It is unlikely that many would |dem.é"' g flaming canvases
*  of Graham Sutherland [Buchholz; Now. Dec. 6] as those
of the most important English painter of his generation. For
though this forty-five-vear-old painter who hegan his career

as an etcher avows his debt to the continuing Romantic tradi-
tion of Blake, Palmer, Turner, Nash and Moore, Sutherland’s
nature is a nest of prickly tropical plants and threatening
chimeras, and his technique is @ Parisian mixture midway be-
tween Lam and Picasso. Sincg his first American show (A.x.,
Mar. "46), the artist has somewhat lost his bearings in a clash

of emotion and intellect. His composition is rather dry and
forced—over and over, the vertical tangle of forms are set
against horizontally plotted backgrounds, “Palm palisades.”
“vine pergolas,” bunana leafs. gourds and locusts, the subjects

of rather feeble abstraction, are seen in strong, singing colors—

"

fuschia and vermillion. grassy green and sapphire blue, violets
and mustard yellow. In fact color, as in the Chimera #2, is the
most persuasive element in Sutherland’s expression, though even
here, in a daring red and green composition, the tone can
become obvious. For some reason, emotion and structure are
more clearly related in most of the small paintings: space is
filled our and alive. Savage Palm and Fall, a handsome cool
design in pale green, orange, beige-grey and white, though
largely dependent on Picasso for its balance of line and volume.
is the best picture in the exhibition. Prices unquoted. R.A.
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New York Times
Suncla.sjj - Nov.22,1q4%
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COVER:

BUCHHOOLZ & A LLESREE

BRAQUE. PERSEPINA, WOODCUT IN COLOR, 1948

c u R T ¥ A L E N T | N

December | |, 1948—January 3, 1949

LIST OF PRINTS ON EXHIBITION

E [Etching) L (Lithograph] WC [Woodcut) All prints are signed
by the artists and the editions limited (25 fo 75 proofs)

ANDRE BEAUDIN

I Inthe Woods. E (color) $35
2 The Green Leaf. L (color) 30
3 The Boats. L [color) 30
MAX BECKMANN

4 Self Portrait. 1946. L $30
5 Weather Vane. 1946, L 30

GEORGES BRAQUE
6 The Grey Teapot. 1947. L (color) $150
7 Hera. 1947. L [color) 150
8 Helios. 1948. L (color) 150
| 9 Persepina. 1948. WC (color) 120

ALEXANDER CALDER STANLEY W. HAYTER

10 Cing Personnages. 1946. E [color) $65
RECENT MOBILES, 1948 Il Winged Maternity. 1948. E [color) 50
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i FERNAND LEGER HENRI MATISSE

| 12 Acrobat. 1948. L (color) $45 33 Girl'sHead. 1948. E
I3 Butterflies. 1948. L [(color) 45 34 Girl'sHead. 1948. E
14 Black Root. 1948. L {color) 45 35 Girl's Head. 1948. E
15 Blue Landscape. 1948. L (color) 45 36 Girl's Head. 1948. E
16 Still Life with Fruit. 1948. L (color) 45

17 Composition with Profile. 1948. L (color) 45 JOAN MIRO

37 Composition. 1944. L
SASOUES LIGHITE 38 Composition. 1944. L

18 Theseus. 1945. E $50 39 Composition. 1948. L (color)

GERHARD MARCKS

19 The Angel of Cologne, 1946. WC $40

: 40 Headofa Girl. 1946. L
20 Old Woman and Young Girl. 1947. WC 35 41 Purple and Yellow Birds, 1946, L

PABLO PICASSO*

e f B cuhton 0 L

& 2 43 The Pigeon. 1947. L

44 The Dove. 1947. L
MARINO MARINI 45 Seated Girl. 1947. L (color)
23 Nude. L $35 46  Girl with Necklace, 1947. L
24 Horse, L 35 47  Young Girl in Profile. 1947. L
25 Manon Horse Back. L 35 48 Fruit Bowl. 1947. L
49 Bouquet and Fruit Bowl. 1947. L [color)
p— D oSl 01
e Small Profile. s
26 Nude:i?‘%f{. E 5 52 Glass and Flower. 1947. L
27 Kneeling Girl. 1946, L 40 53 The Black Bull. 1947. L
28 Hesperides. 1946. L [color) 65 54 Seated Nude with Wreath. 1947, L
29 Portrait of Henry D. Kahnweiler. 1946, L 35
30 Ponf Neuf. 1947. E 50
31  Inthe Theatre. 1947. E 45 *Nr, 40-58 are illustrated in Pablo Picosso,
32 Sisyphus. 1947, E 80 Lithographs 1945-1948. Just published ($3.00)
” - IJ"‘!I\.
) .
RE e - «




