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Edwin Blashfield’s Drawing of The Mississippi River 
for the Wisconsin State Capitol Assembly Mural 

Of the fourteen drawings created by Edwin Blash- epitomizes the Beaux Arts academic tradition that 
field for the Wisconsin assembly mural in the capi- Blashfield championed in America. The medium is 
tol, two are in public collections in Wisconsin, one charcoal on paper and measures 38 3/4 by 25 1/4 
in the Elvehjem Museum of Art, hence making the inches. It is signed E. H. Blashfield, 1908 (fig. 1). 
work rare and important to our state’s heritage. This drawing was transferred from the State His- 
The fourteen drawings were displayed in a 1909 torical Society once the construction of a university 
exhibition at the Albright-Knox Art Gallery in Buf- museum became definite. 
falo, New York.! After the show the works were The drawing shows a female nude, three-fourths 

dispersed, and whereabouts of all but two today is frontal, resting in a seated position leaning to the 

unknown, although three other drawings can be right. One arm is bent across her chest; the other 

found in Smithsonian archive photographs. arm is bent with the hand supporting her slightly 
The Elvehjem work, Study for Figure of the Mis- inclined head. The face is a full frontal pose, with a 

sissippi River, is a complete drawing unto itself that contemplative expression as she looks out directly 
at the viewer. The pose is identical to that in the 

; ane mural. The technique of execution relies on a con- 
Bersieowres | tour line and a broken irregular surface to define 
op ipee Bee space, forms, and shadow. The background has a 

5 ere | light gray texture that accentuates the head and 
i pe Seite ee body, which contrasts with the dark hair. 
Ae, ae pe | Blashfield frequently used idealized female fig- 
A ee ae See ures to portray in allegorical form abstract con- 
[aeee Aegean bs : ee | cepts such as the state, nature, and cultural ideals. 

lates ae pe This particular use of idealized figures harks back 
Bese + fae US. ee ae to Greco-Roman and renaissance iconography in 
| ‘, ae  ~ Ree which the gods and state took on a perfect human 

ee . Ce form. The Statue of Liberty is the epitome of this 
r wa ee eet allegorical form. 

SS ae Peer Blashfield’s Wisconsin (also known as Wisconsin, 
ee 2 ae we pe P Past, Present, and Future) is a 37 by 16-foot mural 
SE that adorns the wall behind the speaker’s platform 

ee ia, ar in the assembly chamber (fig. 2). The setting is a 
"ay ‘ a ge primitive pine forest softly lighted by a setting sun. 

% . ide a A female figure in flowing white robes and a gar- 

Mee a 7 wy land about her head, symbolizing Wisconsin, is 
= Ws ees 4 enthroned on a rock. Around her, with aquatic 

ge i ei ee Wf plants twined about their heads, are graceful per- 
i : gs eo ae sonifications of Lake Superior, Lake Michigan, and 

cn eee ‘if A the Mississippi River, the three main waterways 
a Gey Le that border Wisconsin. 

A eS f ar On the right of the mural are the explorers, mis- 

ie. 7 sionaries, and heroes of Wisconsin’s past. Father 
\ Y Claude Allouez is seated, and behind him are 

ee \ Nicolet, Radisson, Des Groseilliers, Le Sueur, and 

ea i De Langlade. Further to the right is a color guard 
ll sel from one of Wisconsin’s Civil War regiments. In 

Fig. 1. Edwin Hovland Blashed (American 1848-1939, Sat robes, and pointing though the woods 
udy for Figure of the Mississippi River, 1908, charcoal on a ea , 

paper, 38 3/4 x 25 1/4 in. Elvehjem Museum of Art, toward the capitol, which is dimly seen in the dis- 

61.3.1. tance. Behind her, she introduces her contempo- 
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Fig. 2. Photograph of the Wisconsin mural taken in 1909. Courtesy State Historical Society of Wisconsin, (D487)8448 

rary lumbermen, miners, and farmers. At the ce te 

extreme right of the picture are two Indians who Blashfield was an obvious, perhaps inevitable, 

shade their eyes from the light, suggesting the choice when the capitol commission sought an 
order of things passed. At the extreme left the artist to decorate the assembly chamber of the capi- 
Future shelters her little “lamp of progress” with tol then under construction. The old capitol had 
her hand and listens to Conservation, who coun- burned in 1904, and a state commission had 

sels her to take care of the state’s natural resources, appointed George Post, a celebrated New York 

for the future of the state and its people. architect, to design a new capitol on a grand scale. 
The Rahr-West Museum in Manitowoc, Wiscon- Post recommended Blashfield to do the decorative 

sin, owns the other extant drawing from the mural, murals. 
the head of Wisconsin done in the French manner Blashfield’s relationship to George Post was one 
with red chalk conté crayon on multiple sheets of of mutual respect. Their collaboration began with 
paper glued to cardboard (fig. 3). It shows a classi- the World’s Columbian Exposition in 1893 and 
cal, allegorical figure identical in pose to the figure continued with the residence of Collis P. Hunting- 

on the mural. The handling and technique is typi- ton (1894), the Bank of Pittsburgh (1895), the Pru- 
cal of Blashfield. Fantastic foliage forms a garland dential Insurance Company (1901), the Great Hall 
around her head as her intelligent eyes meet the of the City College of New York (1907-08), and 
gaze of the Present. In the museum’s catalogue the ended with Post’s last monumental commission, 

drawing is incorrectly identified as a study for the the Wisconsin State Capitol.? Post remained in 
interior dome of the capitol. New York during the actual construction of the 

Reproductions of studies for the figures of Lake capitol, and it seems likely that he observed the 
Superior (fig. 4) and the Future (fig. 5) and the Wisconsin mural in progress in Blashfield’s New 
scale drawing of the mural (fig. 6) are on micro- York studio. On July 16, 1908, Post wrote to Lew F. 
fiche at the Smithsonian Institution in Washington, Porter, the secretary of the building commission, 

D.C., although the original drawings have not been concerning the Wisconsin mural: “I shall be much 
found. disappointed if it does not prove one of the great- 
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est, if not the greatest, of all our American mural State Capitol. Source of the Mississippi and Minneso- 
decorations.”3 ta, the Grain State were seen as examples of Blash- 

Blashfield’s selection was also championed by field’s “daring to handle color freely to produce a 
his early mentor, Francis D. Millet, who had partic- dominant, warm, but never glaring, burst of 
ularly high regard for Blashfield’s painting for the light.”4 
dome of the Library of Congress, Human Under- Considered the “Dean of the Mural Movement,” 
standing and the Progress of Civilization. The selec- Blashfield had gained prominence for his wall dec- 
tion committee would have been aware of the orations at the World’s Columbian Exposition in 
panel Westward, executed by Blashfield in 1905 for Chicago in 1893. His neoclassical paintings became 
the Iowa State Capitol in Des Moines. In 1904 much in demand for both public and private build- 
Blashfield had produced two critically acclaimed ings. Having chosen a capitol design inspired by 
murals for the senate chamber of the Minnesota ancient Rome, the building commission naturally 
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Fig. 3. Drawing for Figure of Wisconsin. Courtesy Rahr- 
West Art Museum, Manitowoc, Wisconsin. 
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selected a muralist who could best interpret that formed a valuable friendship with Millet. It was 
style on canvas. Millet who in 1892 invited Blashfield to execute a 

mural at the World’s Columbian Exposition the 
CS following year in Chicago.’ That exposition estab- 

Blashfield was born in New York in 1848, the old- lished him as a muralist of the first rank and 

est of seven children born to a prosperous mer- brought him acclaim and a steady stream of com- 
chant father and an artistically inclined mother. missions. During the years following the exposi- 
Although he showed early artistic ability, he tion he painted for libraries, banks, residences, 

enrolled at Massachusetts Institute of Technology hotels, courthouses, and other buildings. His repu- 
to prepare for a career in engineering. His mother tation grew with each commission and led him 
sent some of his drawings to Jean-Léon Géréme, ultimately to the Wisconsin assembly mural. 
the French painter and sculptor, for examination. Blashfield’s approach to the Wisconsin mural, 
When Géréme confirmed that the young man had like that of his earlier murals, was very different 
talent worth developing, his father allowed him to from the classical manner, when the work was 
travel to Europe for formal training in art. 

In Paris Blashfield was accepted by Géréme into > 
the Ecole des Beaux-Arts, but was sent to study at i eka i 

the studio of Léon Bonnat until his foreign residen- Le oe. 2 
cy status was settled.5 Blashfield had substantial gE ee 

: : : ; ae PRGA IP 
financial support from his family, and although i eae ce eg es 
able to indulge in such pleasures of Paris as the = A ‘a he 
opera, theater, and cabarets, he maintained a seri- Ze ee Ae a we a ee 
ous attitude toward his art studies. He listened and a Z oe oa 
learned his craft. S er eo Ss ee 

During the Franco-Prussian war Blashfield So ee oe fae 
returned to America and opened a studio in New ; Eee oy. ne 
York, painting fashionable society portraits. He ia ORs Be ee a Bie 
returned to Paris in 1874 and resumed his studies es oe Gee 
with Bonnat. Meissonier and Bouguereau were eg P* ‘oe 4 a eS 
among the influential painters with whom he ‘ yp Ay a Sige ae ee 
became acquainted.® He returned to New York in ‘ef ‘ag — ae ge 

1880, and a year later married Evangeline Wilbour, is ae A, i. nes ie EF s 
daughter of a noted Egyptologist. Portraits and CP et i won We a ee Fe 
decorative works occupied him, although he con- Bt EL We ee ee: 
tinued to spend much of his time in Europe and Y ag "AG eh a ie Ae ae aa 
occasionally joined his father-in-law for trips to a. \ een Ley i Hees zy he 
Greece and Egypt.” a X Ete = ie a yes z 

Blashfield was a highly literate and literary ei ont a ae ae 
man, qualities shared by his wife, who collaborat- 2 OO oma Le es 
ed with him on several published works. Together e pee " Ss ba Bios a 
they wrote a series of books on Italian cities and on 3 eg eee Fee 

American mural painting. Blashfield translated 4 6 Ae: qt , aa 
Vasari’s Lives of the Artists, and he wrote prolifical- is ee Ce ee Z ES. 5 

. . . 2 if} Sth Une tas ¢ Se Buc. 

ly about art for many American periodicals. RY) iP Fog. vs Ot es oe Ra oo 
During the summer of 1887 Blashfield stayed in TMD UNA A DoBe PBC ERLE Se BARBS EE 

Broadway, England, in the company of such artists Fig. 5. Drawing for Future for mural for state capitol, 

as John Singer Sargent, Francis David Millet, and from microfiche. Courtesy Smithsonian Institution, 
Edward Austin Abbey. Besides the artistic influ- Archives of American Art, Blashfield Collection, 
ence these British artists provided, Blashfield Washington, D.C. 
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Fig. 6. Drawing for Wisconsin mural for state capitol, from microfiche. Courtesy Smithsonian Institution, Archives of 
American Art, Blashfield Collection, Washington, D.C. 

done at the site, often under very uncomfortable dabs of paint, that indicates the influence of the 

and difficult conditions. By contrast, Blashfield impressionists. 

produced the mural in large canvas sections in the He used photography to scale his figures. He 
comfort of a conventional studio. Then when it enlarged his sketches of the principal figure 
was complete, he rolled up the sections and carried through photographs, then placed the trimmed 
them to the site for final installation. photo on the canvas to aid in establishing propor- 

Blashfield rented a loft at the Vanderbilt Gallery tion and to provide reference points for the figures 
in New York for the Wisconsin project, as he had being painted. The final oil portraits he painted 

done for other murals. Blashfield hung canvas sec- himself, using the earlier sketches as a guide for 
tions on the studio wall, probably with tacks, and the definitive work. 
started sketching in the main figures in pencil or Blashfield let the architectural space determine 
charcoal. As Blashfield and his two assistants, Vin- his composition. In the assembly chamber, the 
cent Aderente and Alonzo Foringer, blocked in the allotted space above and behind the speaker’s plat- 

large figures, a rolling staircase extended their form was somewhere between a lunette and a rec- 
reach to the top of the composition. Blashfield’s tangle. Blashfield used the strong verticals of the 
palette was enormous, and he used a maulstick to pine trees as continuations of the surrounding oak 
steady his hand. Blashfield used a heavy, dark out- wainscoting. The figures were placed parallel to 
line to emphasize the composition. He filled in the the straight lines of the frame. The entire composi- 
background later in muted colors to give tone to tion was placed on a gentle incline to reflect the 
the figures. He often treated the background in wide spread of the flattened arch above the speak- 
earth tones and broken brush strokes, almost like er’s desk. 
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Blashfield was steeped in the academic tradition pieces have surrounding the Wisconsin figure. 
of creating art. He had helped to start the Ameri- In New York Blashfield had been satisfied with 
can Academy in Rome, where the studies were the finished mural, considering it one of his best. 
based on the Greco-Roman art he loved so well. He had looked forward with pride to its exhibition 
But at the same time he was willing to use the in the capitol. But in December, stepping back to 
modern technology of the camera to help with pro- view his finished mural in its final setting, Blash- 
portion, size, design, and detail. It is fair to say that field was disappointed. Writing to his wife on Park 
Blashfield put his paintings together like very large Hotel stationary three days before Christmas 1908, 

mosaics. Blashfield poured out his vexation: 
For the Wisconsin mural Blashfield repeated . pore 

some of the symbolism from his earlier works. As ! te Coreen ae Dad lighting of a 
in the mural Justice, painted for the Luzerne Coun- rae 4 i ec mer u eee ne a fe 
ty Courthouse in Wilkes-Barre, Pennsylvania, the ._ - : : Fe he fon fe fe a 
seated female figure of Wisconsin is an allegory for rearey amet : ect, DUE the ee i 23 
power, in this case, the power of the state. In both bette i : eas ies ie 1 Z 
paintings there is a large sword, symbolic of power Coe Pag cone wo Sera OXIA G 
and majesty. The handmaiden Mercy in Pennsyl- oe a es ens iean|be seen: decently 
vania echoes the presence of the female allegorical wer ony the airemoon and coo One 
figures attending the seated Wisconsin. ee ihe room, From the visitor's gallery 

Blashfield put the Wisconsin mural on public a ak 2 eg a all ae but a. nas 
display briefly in New York, where it was viewed Leaphart tesa neon the SUIS Uns 
by John La Farge (1835-1910), known for his through a southern window and falls [direct- 

murals in Trinity church, Boston, as well as for ly o it]. ki tati oN 
stained glass windows in Harvard University’s Post hipin ps ie oe ies - ae zs 
Memorial Hall. La Farge noted that all of Blash- dieethere! fi ai Z ae ie P . a ti 
field’s figures related to the past have softness and ma i 2 oe li a a 5 d ee ot ns id 

subtlety of outline. Those that are real or of the pre- — ee mie a d on on Smet at 
sent are handled more firmly and are more tren- nothing which looked so perfectly Sul poe 
chant in detail and more realistic in fact “. . . as if us ane We ae ce is ane fe 
they had stepped out to us before the camera. The fe a Cie S ae ok en ai ae tee 
suggestion of height and size and distance in this oe tee AE ATER EISTSIE UME 
ancient grove of trees is in itself a triumph.”? eters Sn nine th ight be di 

Following the brief New York showing, Blash- hi i" Miereis one oun at mei ie oi 
field carried them to Wisconsin a month before his which [Mr Bostas very, srudous tO do: oe 
contractual deadline of December 31, 1908. In Wants fo sip outa dor ot the en and wishes 
Madison the assembly chamber was near comple- ae fo ad ” a eee eae S edianee 
tion. Blashfield had nine large pieces of canvas to ee uae 4. ae ee isle 2 :, cs a 
hang and probably used wooden scaffolding, as Ores Twould gladly-getnid 0 ive mide 

2 z : < f it, but as Garnsey [Elmer E., supervisor of 
he did when erecting his mural at the Library of een a eae ey 
Congress. The canvas and the wall were coated interior decorations for the capitol saye/ ats 
with a mixture of white lead and varnish, and useless Kg hope for anything of that sort. ihe 
when both surfaces had become tacky, the canvas es ae sae) eee ae dns cau 
was rolled onto the wall.!° He probably glued first SEE an a Ee ea es ote Bub 
the panel showing the central figure of Wisconsin, a canyas Over Wis eas dome they will 

and then worked outward toward the frame, trim- Baie aC On the first dare day ond rot 
ming any excess at the edge. There is paint to the panes 1 AS Judge aa said ay Bente: 
edge on all four sides of the mural. This technical yOu can stop a person doing their worst 
observation is confirmed by the very close join, every Uulnes 

almost overlapping that the adjoining canvas No alterations were forthcoming in the assem- 

10



bly lighting. In fact, over the years the light level Sd 
was steadily increased to accommodate the needs The mural in the Wisconsin assembly has 
of the legislators and television. remained the largest oil-on-canvas in the state. The 

Blashfield’s fee for the mural was $15,000. The mural remained untouched from 1908 to 1966, 

commission had given him a $5,000 advance in when it was cleaned and acryloid varnish was 
February, 1908. He now presented his final bill for applied. The mural was again cleaned around 
$10,000, which the state paid on January 6, 1909. 1972. In 1988 the state launched a major program 
Blashfield returned to New York, disappointed to restore the chamber to its original condition as 

about the light but satisfied that he had done his envisioned by architect George Post and decorator 
best. Elmer Garnsey. That effort included conserving all 

Legislators met in their new chamber for the paintings in the assembly chamber. 
first time on January 7, 1909, and some were cha- The 1988 conservation work on the mural began 

grined that the state animal, the badger, was not by documenting its condition in black-and-white 

represented in the mural. Blashfield, in New York, and color photography. Casual examination under 
dispatched a studio assistant to Madison to paint a ultra-violet light indicated artist pentimenti 
badger in the right foreground of the mural on a (reworking by the artist during creation) through- 
large rock. out the composition. A study of infrared photo- 

Construction work on the state capitol contin- graphs revealed eight areas of pentimenti, plus 
ued until 1917. In 1912 Blashfield returned to several minor areas of rework. 
Madison to prepare for another commission, this An examination in January 1988 showed the 
time to paint a circular mural 34 feet in diameter in mural to be generally in good shape, with some 

the central dome of the capitol. Blashfield probably exceptions. Expansion and contraction of the wall 
had ambiguous feelings about his return, because had caused two long vertical cracks, both near the 

he admired the capitol but hated the capital. He center of the composition. One fissure was twelve 
considered Madison a boorish, provincial town. feet long, the other eight feet. Tests showed that 

Writing to his wife from his hotel on March 1912, the cracks were stable and that the surrounding 
Blashfield confided that “I hated Madison twice canvas was still well bonded to the wall. 
before and I don’t like it any better now.”! Blash- The thickness of the paint varied, thin in the 
field completed the dome project in February 1913, background areas and thick with impasto around 
and there is no record of his returning to Madison the figures. Generous amounts of paint were found 
after that. along the edges of the canvas sections that were 

Blashfield went on to other commissions in butt-joined and laminated to the wall, indicating 
Detroit, Chicago, and elsewhere, but these commis- an attempt by the artist to disguise the seams. 
sions became infrequent as modernist tastes began The delicate light of the late afternoon sun 
to intrude upon the Beaux Arts style that was in called for a limited palette of subdued colors. 
vogue in earlier decades. The idealistic images Oranges, yellows, and earth tones predominate, 
with which Blashfield had sought to personify with small splashes of blue and high-toned colors 
America were at odds with the images being pre- on some of the figures. This presented a problem in 
sented by the modernists. cleaning, since earth tones are susceptible to sol- 

Blashfield found a new role as a respected old vent damage, a condition of the physical properties 
master and was chosen in 1916 as president of the of the paint. Extensive tests were made to deter- 
National Institute of Arts and Letters and in 1922 mine the best method of removing the alkyd resin 
of the National Academy of Design. From these that had been misapplied during the 1970s and had 
posts he attempted to reconcile the competing fac- now yellowed and oxidized and become insoluble. 
tions of the art world, but the Beaux Arts style was Seventeen solvents were tested. 

in total disrepute by the time of his death in 1936 at The mural was cleaned with twenty thousand 
age eighty-seven. cotton swabs and conserved with surfactants and 
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enzymes. Some resin remains on the surface, but The figure of the Present contains an alteration 

the current varnish is expected to retard further in the position of the right arm and hand, which 
oxidation and yellowing. Corrective retouch or have been moved from a more extended position 
inpainting was done in watercolor and paints for- to one closer to the body, thus emphasizing the 
mulated for art conservation. A protective coat of extended left arm pointing to the capitol through 
modern picture varnish, Acryloid B67 and Acry- the woods. 

loid F-10, was applied by brush. In the center left of the composition are figures 
Also cleaned were the four pendentive murals known as the Pioneers, representing the people of 

located near the ceiling edge of the assembly cham- the state. The ax blade of the front right standing 
ber. An eagle is featured in each of the small, circu- pioneer was originally up and to the right. The 
lar murals. The painting technique suggests that arms of the pioneer holding the hoe were brought 
Blashfield is the artist. closer to his body, and the blade of his hoe was 

The mural that became familiar to so many leg- changed from facing right forward to left back- 
islators over the decades has yielded some surpris- ward. To provide more open sky in the composi- 
es under the scrutiny of infrared photography. It tion, Blashfield eliminated a pine tree in the top 
was known that the badger had been added to the center. On the extreme left two more areas of penti- 
mural after it was hung, and that under the badger menti were found. The large pine tree was original- 
was a rock. Even without infrared photos, the area ly more to the right, and the position of Conserva- 
of the badger showed evidence of rework when tion was lower. 
examined during the cleaning. A traction crack When conservation work on the assembly mural 
pattern was discovered, the result of many layers was completed in November 1988, the entire mural 
of paint being applied and improperly drying over was rephotographed in 35mm color slides, as a 

each other. Infrared photos revealed that under the standard for future conservation efforts, which will 
rock was yet another image, the full-length figure probably not be necessary for several years. 
of a Civil War soldier, dressed as an honor guard, a 

drum at his side, and a kepi hat on his head, in te te te 

profile facing Wisconsin. This fourth Civil War sol- The modernist in search of relevance should con- 
dier does not appear on the preliminary drawing sider that the murals of Blashfield and his peers are 
shown to the Capitol Commission. Blashfield evi- a decorative art. The timeless, innocent beauty of 

dently added it when painting the final mural, the Wisconsin mural was reason enough for a 

then changed his mind, and covered the figure recent legislature to make a commitment to pre- 
with the large rock before hanging the mural. His serve that treasure. Inspired by ancient Rome, com- 
reasons for this and most other pentimenti are missioned by a frontier capital, it endures as a cen- 
undocumented. terpiece of Wisconsin heritage. 

Another pentimenti relates to alterations in the 
position of the ghost figure above Father Allouez Anton Rajer 
and to the right of Lake Superior. In this area a Art conservator 
complete head with eighteenth-century style hat Madison, Wisconsin 
was noted. The paint layer over the figure is 
extremely thin and has grown more transparent 
over the years, thereby making the figure below 

more prominent. 
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New Acquisitions of Lalique 

at the Elvehjem 

Lalique’s glass has the ethereal brilliance of se 
Arctic ice. Its texture is hardly visible, and esi = 2 Ae i 

one can scarcely believe that it was once a ss - 
thick, opaque substance . . .; it would seem ve 2 alla As 

rather to consist of immaterial ether, the : ae ‘ 
frozen breath of the Polar night. Ps a 

Basa ag 

Guillaume Janneau! x ‘e a 
Sale f yee J 

The art critic Janneau made these comments when ) 
René Lalique was over seventy years old (fig. 1) : 
and enjoying the peak of commercial success and 7 
recognition in a career which had begun in the e. JB 
1880s. The name Lalique is probably more well ee he re 

known internationally today, however, than at any ‘ Nie 

time during the artist's lifetime (1860-1945), and 
for the last sixty years it has been synonymous 
with the highly polished, satin-finished, clear lead E 

glass which Janneau described with such vivid 
imagery. There is more to the work of René Lalique 
and the family legacy he began than this distinctive Fig. 1. René Lalique, ca. 1925, in a portrait by his son-in- 
ware, and the Elvehjem has recently joined the law Paul Haviland. Photo by Nicholas M. Dawes 

modern scholars and curators who are bringing the 
extraordinarily innovative and prolific creations of visitors, was the most successful exhibition in the 

René Lalique into perspective and the public eye. museum’s distinguished one-hundred year history. 
The Elvehjem is fortunate to have a significant Much recent scholarship has concentrated on the 

collection of works—most of which is on perma- previously neglected period of accelerated develop- 
nent exhibition—by three generations of Lalique ment in the history of decorative arts beginning 
family designers. With endowments to expand this with the impact of Japonisme in the 1860s until the 
collection, the museum has recently begun to entire breakdown of tradition, which is represented 
acquire examples selected to transform its core col- in the fine arts by abstract expressionism in the 
lection into a cohesive and fully representative dis- 1940s. One principal role of academic appraisers of 
play which will be of visual interest to the average this era is the identification of protagonists in the 
visitor, yet provide an important educational modern movement, and René Lalique is emerging 
resource for students of the decorative arts and in current scholarship as a figure of unparalleled 
related technology. importance as a designer of both glass and jewelry. 

Museum curators are constantly challenged to The decorative arts, properly presented, provide 
meet these goals with limited spatial and bud- an evocative and intimate reference to the cultures 
getary considerations, but the curator of Lalique they represent. A select display of Lalique works, 
needs to make particularly perplexing choices for example, covers a century of modern, progres- 
owing to the enormous variety and scale of output sive design which can illustrate such diverse cul- 
over the company’s history, the vast majority of tural phenomena as the Belle Epoque, modernism, 
which was designed by René Lalique. The task has the machine age, the age of elegance in the inter- 
been successfully achieved several times during war years, functionalism, postwar frivolity, and 

the last few years,” notably at the Museée des Arts even the extravagance of the 1980s. 
Decoratifs in Paris in 1991, where an important ret- Paris and London in the 1870s was a stimulating 
rospective of the work of René Lalique was extend- time and place for René Lalique to study art and 
ed to meet popular demand and, in numbers of design, and there he spent his student career and 
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Fig. 2. La Vitrine de Lalique at the Paris Exposition of es N 
1900, shown in a contemporary woodcut by Felix Vallo- ier 
ton. Lalique’s display in 1900 was critically acclaimed as iN Ser 
the finest entry in the exhibition, which has been called Beh = 

the triumph of Art Nouveau. Photo by Nicholas M. KODe = 
Dawes _ — 

ee Ae ee ig S René Talique designed this chalice form goblet in 
i : opalescent glass blown into a silver armature, ca. 1902. 

workshop for the design and manufacture of jewel- H. 8 in. Impressed LALIQUE and control number 29. 
ry which would earn him international renown Elvehjem Museum of Art, Ineva T. Reilly Endowment 
and patronage over the next two decades. The pin- Fund purchase, 1992.41. 
nacle of his career as a joallier was reached in 1900, 

when René Lalique’s display at the Exposition Uni- nary group of objets vertu in precious metals, glass, 
verselle (see fig. 2) earned him acclamation as the ivory, bronze, and alabaster, together with his first 
“emancipator and master of modern French jewel- glass production-ware, made at an antiquated fac- 
ry”’ and comparison to such historic heavyweights tory Lalique rented from 1910. 
as Bernard Palissy and Giovanni Bernini. The Elvehjem’s core collection contained only 

Jewelry from René Lalique’s early career is one item which represented this early period—an 
scarce and extremely valuable, but the Elvehjem oval, frosted glass box entitled Roses en relief, which 
hopes to acquire one example to represent this was designed in 1914 and is among the rarest of 
period. The curatorial focus is currently on glass, Lalique’s small boxes. This lack of representation 
however. has now been adequately addressed by the acquisi- 

Following his successes in 1900 René Lalique tion of three works designed before 1914, most 
began to turn his attention toward new challenges notably the superb glass and silver chalice from 
as a commercial designer and artisan. It is the hall- about 1902. 
mark of a progressive artist to seek new challenges This rare and impressive chalice (fig. 3) superbly 
constantly and not be content with continuous pro- represents the transitional phase of René Lalique’s 
duction of a proven work. Lalique’s talents were career, during which his focus on jewelry was 
tested on a variety of materials and scales during usurped by decorative glass production. This was 
his transitional stage between jewelry and glass- a period of experimentation when, dissatisfied 
making careers, roughly between 1900 and 1914. with his status as a master jeweler, Lalique sought 
Energized by his jewelry’s commercial success, innovative forms and functions for the materials he 
Lalique designed and manufactured an extraordi- had mastered, working in techniques and scales 
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unfamiliar to the jeweler’s workshop. His ability to i re 5 
innovate is evident in his earliest work in architec- ee adit es ea a oti | 

tural glass; a magnificent iron-framed doorway Ne | 
installed in his new Paris showroom early in 1903 i. t pS 5 
can still be admired (fig. 4). René Lalique’s chosen LAs eee A, 
motif for the building’s facade and this chalice is ir 
the pine branch, which was a personal favorite he ae 
had realized in jewelry. Pine branches were a pop- rope Se RNC eee 
ular study among late Victorian art students, Eee Senn E che 
owing partly to their Japonisme and mainly to the Wien) el a 
interesting combination of dead and living parts | Ree "eee Bs oi i 
which could be found on the same branch. It is | eS ae! aoe 
likely that Lalique began his passion for this motif Poe oe 
while studying in Paris, or even during his two [ 2 Ee A i) 
years studying drawing technique at Sydenham, in 5 SY y 5 
London, between 1878 and 1880. The form of this | cree game iG 

object suggests English Arts and Crafts taste. Oe aed Cee 4 fi 
The transitional nature of this design is repre- ; P ye He f 

sented by its scale and combination of materials. | Bus eae ve fa s 
The goblet is one of a series of identical examples, ie . : j Bir 
probably begun in 1902, evidence of the artist’s i >. Sette SEN : 
intention to pursue mass production by this early ml SEES ay f 
state.* Another example is in Paris, Musée du Petit ES ki] j 
Palais (Inv. #579). |G Baar res 

René Lalique opened his first glassworks at eS SS BeBe 3 ey 
Combs-la-Ville, near Fontainebleau, in 1910, main- ta i 1 a 

ly for the production of perfume bottles commis- qa | eres | 

sioned by Francois Coty. At Combs-la-Ville i + bea fi 
Lalique made a small range of all glass objects for wy : y ae 
sale at his premises on the Place Vend6éme, which SE ee Nx: 

opened aD 106. Drinking vessels oe eons Fig. 4. The facade of René Lalique’s hétel particulaire and 
is earliest production designs, first made in studio atelier, 20 Cours la Reine, Paris, designed by René 

conditions in 1905, and were mostly of goblet form Lalique in 1902. Photo by Nicholas M. Dawes 
with decorative stems or feet. This example (fig. 5) 
depicts a frieze of neoclassical figurines modeled in clientele. The four moths (papillons de nuit in 
the elegant mannerist-inspired taste which Lalique French) are symmetrically arranged into a near 
favored as a jeweler. René Lalique’s drinking abstract pattern, their wings molded in relief on 
glasses are superb examples of his early mastery of the upper surface and their bodies on the under- 
technique, typically featuring a free-blown bowl side, giving the creatures a lifelike luminescence. 
applied to a cast element in hot state. This combination of innovative technique and the 

René Lalique announced his establishment as a achievement of beauty through simplicity is pre- 
verrier with an exhibition of all glass objects at the sent in all of Lalique’s best work and can largely be 
Paris salon of 1911 and a larger display at his Place attributed to his influence from Japonisme. 
Vendéme showroom in December of 1912. This The colored enamel or patine applied to this box 
box design (fig. 6) was among several small boxes and much of René Lalique’s molded glass is intend- 
included in Lalique’s first all-glass exhibitions. It is ed to highlight the definition of molded detail. It is 
typical of the range of precisely molded objets vertu a technique learned from Japanese ivory carving 
designed to appeal to Lalique’s discriminating which Lalique used earlier in his career on jewelry.° 
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ELS Fig. 6. René Lalique designed Four Papillons, an opales- 
et Gena cent glass box and cover with pale green patina, ca. 1911. 

\ ‘ D. 4 in. Molded LALIQUE. Elvehjem Museum of Art, 
ey A P Ineva T. Reilly Endowment Fund purchase, 1992.15 a, b. 

3 ; the extraordinary range of Lalique’s production is 
oe eet not well represented. By the late 1920s the compa- 

ee ree ny was manufacturing virtually everything which 

Fig. 5. René Lalique designed Frise Personnages, a clear mignt lave ea ere EO Sauer Sa 
glass wine goblet with sepia patine, ca. 1912. H. 5 Yin. glass, from architectural schemes to jewelry. The 

Engraved signature. Elvehjem Museum of Art, Ineva T. Elvehjem’s curatorial objectives include the acqui- 
Reilly Endowment Fund purchase, 1992.13. sition of at least one example of as many categories 

of ware as possible and the representation of a 
variety of Lalique’s innovative glassmaking tech- 

Another example of this model of box is in the niques, ten of which were patented between 1921 
Musée des Arts Decoratifs in Paris (Inv. #19302). and 1934.” 

René Lalique’s early period of glass manufac- Toward these objectives the museum has 
ture was followed by a period of intensive design acquired an example of Bacchantes in opalescent 
and production, commencing in 1921 with the glass (fig. 8), which is considered by many scholars 
opening of a custom-built, modern plant in the and enthusiasts as one of the most successful and 
Alsatian town of Wingen-sur-Moder, on territory advanced of René Lalique’s vase designs. This 
reclaimed as French following the end of hostilities model is René Lalique’s best-known vase design 
in 1918 (fig. 7). Modern Lalique glass is still made still in production and perhaps his finest sculptural 
at this facility, which remains largely unchanged vessel in glass. Most of Lalique’s art education and 
and has maintained its work force of approximate- instruction was in the academic tradition of the 
ly four hundred for over seventy years. 1870s, which placed strong emphasis on classical 

The Elvehjem’s core collection contains several rendering and realism. Lalique proved himself a 
excellent examples of commercially made ware master of modeling the human form during his 
from the peak period of manufacture during the period of study under the sculptor Justin Lequien 
late 1920s and early 1930s. Most examples from in the mid 1870s and developed a unique, elegant 
this period in the core collection are clear or modern figural style which has been compared to 
opalescent glass plates, small vases, or tableware; that of his contemporary Auguste Rodin. This 
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design, which can easily be perceived in monu- examples were designed or used for alternative 
mental scale, not only demonstrates Lalique’s abili- functions, including paperweights or bookends 

ty to sculpt but also his progressive combination of and were adapted as automobile hood ornaments 
form and technique. Bacchantes is among the first as the genre grew by the late 1920s particularly in 
vessels to be made at the Alsace glassworks using Great Britain. A few models, however, were con- 

an advanced press-molding process developed ceived for exclusive use as mascots, including this 
there. Molten glass is poured directly into an example, and none are more wholly suitable to that 
expensive, precision-cast steel mold from a cru- function than Victoire. The effect was particularly 
cible, wherein it is forcibly compounded by the striking when the ornament was illuminated at 
action of a vertically set press. On contact with the night from a bulb housed in its metal mounting. 
mold walls, the glass cools and contracts slightly; The late 1920s has been called the Age of Speed 
at this point the mold is opened under controlled owing to the contemporary fascination with 
conditions in order to avoid cracking. Shortly propulsion technology, and Victoire can be consid- 
thereafter, the pressing plunger is retracted from ered René Lalique’s finest contribution to this 

the vase well. All vessels made in this technique, movement. The design is probably inspired by the 
which was popular during the 1930s owing to its propaganda paintings of Jacques Louis David 
economic advantages, taper downward to some (1748-1825), but any hint of historicism is only a 

degree to allow for the plunger retraction. subtle component in this thoroughly modern work 
Lalique’s press-molded vessels often feature which combines the optimistic spirit of an era of 

minute and intricate, sharply molded detail to new technology with the elegance and symbolism of 
exploit the technique, features which are especially Art Deco motoring. This is the only example of Vic- 
evident in Bacchantes. The model is most success- toire known to exist in a North American museum.” 
ful in opalescent glass, which enlivens the figures Future acquisitions are likely to focus on this 
as its intensity varies with the glass thickness.* period and include such archetypal but currently 

The museum also purchased a fine example of unrepresented items as perfume bottles, architec- 
the automobile mascot Victoire, which is among the tural panels, desk items, and statuary, as well as 
most evocative images of the Age of Speed in deco- 
rative arts (fig. 9). Between 1925 and 1931 René 
Lalique designed a range of twenty-eight glass 
ornaments for use as automobile mascots. Most 
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Fig. 7. René Lalique’s modern factory at Wingen-sur- Fig. 8. René Lalique designed this Bacchantes vase in 
Moder (Alsace), which opened in 1921, is shown opalescent glass, ca. 1927. H. 9 9/sin. Wheel-cut R. 
ca. 1925. The works remains in production, largely LALIQUE FRANCE. Elvehjem Museum of Art, Ineva T. 
unchanged. Reilly Endowment Fund purchase, 1992.14. 
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good examples of Lalique’s use of colored glass relatively well represented in the Elvehjem’s 
and pieces which exhibit unusual technique. Lalique collection. 

The Lalique style has continued to evolve under The search for works by René Lalique leads 
the direction of René Lalique’s son Marc (1900- most museums into uncharted territory, and the 
1977) and granddaughter Marie-Claude (born Elvehjem is no exception. However, the Elvehjem 
1935), who serves as the company’s president and can establish a pioneering curatorial policy and 
exclusive designer. Lalique glass of the postwar lead much larger institutions into the twenty-first 
period is distinct from the work of René Lalique century. The Elvehjem’s Lalique collection is still a 
stylistically and chemically. Marc Lalique’s cristal, rough and uncut stone, but is likely to become a 
introduced when the factory reopened after a peri- shining jewel in the museum’s crown and a pre- 
od of closure during the late years of World War cious addition to the city of Madison. 
II, has approximately double the lead oxide con- 
tent of René Lalique’s formula, giving it a brighter, Nicholas M. Dawes 
clearer appearance and greater durability for cut- Antique dealer and decorative arts consultant, 
ting and polishing. This period of production is New York 
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Fig. 9. René Lalique designed Victoire, a clear and frosted glass automobile mascot, ca. 1928. L. 10 1/4 in. Molded R. 
LALIQUE FRANCE. Elvehjem Museum of Art, Ineva T. Reilly Endowment Fund purchase, 1992.12. 
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Notes 196-204. Another example of this chalice was exhibited in 
Paris, in the Salon of 1902. 

1. Guill , Modern Glass. (London: The Studio, . =i . 
1931), con oder Glass. (London: The tudio 5. This vessel was exhibited in Lalique, A Century of Glass for a 

- Modern World (New York: The Planning Corporation, 1989), 
2. Significant exhibitions of the art of René Lalique include cat. no. 47. 
Art Nouveau Jewelry by Rene Lalique organized and circulated waa + - 
by the International Exhibitions Foundation, Washington, 6. Gustave Kahn, “Lalique Verrier,” Art et Decoration 31 
D.C,, in 1985; The Jewelry of René Lalique at Goldsmith’s Hall, (1912), ill. 149. 
London, in 1987; René Lalique, Schmuckkunst um 1900 [Jewel- 7. For a complete list and descriptions, see Hiroshei Ueki, 
ry circa 1900] by the Schmuckmuseum, Pforzheim, Ger- Foreword, René Lalique (Paris: Musée des Arts Decoratifs, 
many, in 1987; René Lalique, Master Glassmaker at the Metro- 1991), 247. 

politan Teien Art Museum in Tokyo, Japan, in 1988; Lalique: . we , , 
A Century of Glass for a Modern World organized by the F.I.T. 8. Another example of this vase was exhibited in Lalique, A 
Gallery of Art and Design, New York, in 1989; and René Century of Glass for a Modern World, 1989, cat. no. 87, ill. 23. 

Lalique organized by the Musée des Arts Decoratifs, Paris, in 9. Another example of this mascot was exhibited in Lalique, A 
1991. Century of Glass for a Modern World, 1989, cat. no. 113, ill. 59 

3. Roger Marx, French Master Decorators: René Lalique: Art et and René Lalique (Tokyo: The National Museum of Modern 
Decoration 6 (1901), 14-22. Art, 1992), cat. no. 241, ill. 255. 

4, Raymond Bouyer, “Quelques nouveau bijoux de MM. 

Lalique, Feuillatre et L. Boucher,” L’Art Decoratif 7 (1902): 
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Generations: 
A Singular Addition to the Permanent Collection 

On September 13, 1991, a topping-off ceremony addition to the Elvehjem’s collections and an 

inaugurated Generations, the Elvehjem’s first site- artwork of which the whole community can 
specific, large-scale outdoor sculpture, created by be proud. It is estimated that such a work 
the well-known artist Richard Artschwager. This and its installation will cost between $60,000 
unique work of art, which dramatically trans- and $100,000. 

oe et ae poem ie pene vat f Nothing came of the initial exploration for fund- 
—— peel co 3 ! a ing, and the outdoor sculpture proposal made no 

Deere ee aed Bere progress beyond the conceptual stage for the next 
people. This article chronicles the development of tires Gone TH the abe ar 080 Grecconn 

te re in the piceess thalfpermitted:thenceaito ee reactivated the ont E. David Cronon, 

. as Shia for alcharcculbhire was dean of the College of Letters and Science, sug- 
a d P din 1985, which i be d th; gested that the UW-Madison’s Anonymous Fund 

Co ies. decane sas uae al Committee, of which he was then chairman, would 

ah hee Pee of Madison Sia bars seriously consider underwriting the project. At 

canola: the Elvehjem’s presence. One of the rea- appre imatelythe same ome Hower diaiacy a 
syanifonthisil ) ae : aoubli Chicago collector, approached the author with a 

a0tls eiveruon dus lowest u an expecle Eee proposal “to do something with outdoor sculpture 
eat that nothing abthe OE era on on his farm in Hillsboro, Wisconsin, that would be 

oe iit eOHtS Sake a ate peer oh interesting and in some way beneficial to the uni- 

nal ‘ine desi a ab nleresiii nae | chsbke ‘ versity.” The confluence between the indetermi- 
fromthe acca din: abiersily Buil a 3 nate nature of Mr. Hirsch’s interests and the now 

Tater thatsame oe ips OnWeTO ne Sue real challenge of identifying an outdoor sculpture 

/ Its, th aie . developed 4 ll for the Elvehjem site lent itself to a common solu- 
veyie results, the miuscun stain Geveloped. a 1One- tion. The author suggested to Mr. Hirsch that the 
range plan which included a recommendation for a Hen Tne ae ee ee een 

large scale, oceraely eee pa Beta overview on feel Roe in Gyles pub- 
located 2 the building grounds an frontoe ie lic art and to give advice on the two specific ven- 
Elveljem : pn ea facing onto ne tures. Mr. Hirsch agreed and generously funded 
SHY venues fe purpose Ob the proposed scllp the resulting symposium which was held on April 
ture was to signal the unique function of the Elveh- 12, 1989 
jem, to serve as a readily identifiable symbol of the 4 : 
museum, to make the area in front of the museum . 

more congenial to visitors and give it a distinct Selection process 

identity, and to heighten awareness generally of Five specialists participated in the symposium: 
the arts on campus. A memorandum in 1986 from Mary Beebe, director of the Stuart Collection of 
the author to the UW Foundation explored the pos- Outdoor Sculpture at the University of San Diego; 
sibility of funding such a sculpture through a class Jennifer Dowley, director of the Headlands Project 
anniversary gift. In it, the basic parameters for the in Sausalito, California; Patricia Fuller, indepen- 
project were articulated: dent curator and former director of the Art in Pub- 

... to purchase or to commission a large- lic Places Program at the National Endowment for 
scale work of art that can be located either in the Arts; David Furchgott, executive director of the 

front of the building or directly on its south hee aan eae ae 
facade. The art work would have to be of a ton, D.C.; and Cesar Trasobares, director of the 
type and scale that would assure it visual Metro Dade Art in Public Places Program in 
prominence. It would have to be a strong Miami, Florida. Following their general presenta- 

eae errno pointing up the teaching function of the ; - i ieee 
museum. It must also be an appropriate with Mr. Hirsch and then with the five members of 
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the museum’s regularly appointed Accessions submitted a grant request for an unspecified 
Committee which reviews and sanctions all addi- amount to the Anonymous Fund Committee. One 
tions to the museum’s permanent collection. The month later, the Anonymous Fund Committee 
latter committee consisted of Barbara Buenger and awarded the Elvehjem $100,000 toward the project. 
Frank Horlbeck, professors in the department of The difference between this amount and the total 
art history; Patricia K. Mansfield, professor of tex- was to come from the earnings from the museum’s 

tiles and design in the school of family resources art purchase endowment, since the proposed 
and consumer science; Wayne Taylor, artist and sculpture would be part of the museum’s perma- 
professor in the department of art; and myself as nent collection, different from other acquisitions 
the committee chairman. only in scale and placement outdoors. 

Together the two groups reviewed the Elveh- With the funding for the project in place, the 
jem’s collection policies and educational mission, Accessions Committee, which reviews and sanc- 

inspected the designated site between the building tions all art proposed for acquisition by museum 
and University Avenue, discussed the museum’s staff, was charged with the responsibility for the 
rationale for placing a large-scale sculpture in front new piece. Its veteran members were familiar with 
of the building, and planned procedures for its the museum’s collecting policies and directions, 
selection. The five visiting specialists had a cumu- and the museum was comfortable with their ability 
lative experience which was crucial to the initial to judge the quality and artistic merits of contem- 
stages of the project; they helped to shape the porary sculpture. However, given the unique per- 
method and direction of the Elvehjem’s search and manent and public nature of the proposed acquisi- 
made the members of the Elvehjem Accessions tion, the author invited Donald Crawford, dean of 
Committee more sensitive to current issues in pub- the College of Letters and Science; Horst Lobe, 

lic art, as well as to the concerns of artists. How- senior architect of the UW’s Department of Plan- 

ever, the visiting committee refrained from ning and Construction; and Jane Coleman, a com- 

expressing individual aesthetic judgments because, munity leader and member of the Elvehjem Coun- 
for the search to be ultimately successful, it would cil to join the regular Accessions Committee in the 
have to be directed by an Elvehjem committee. search for the new sculpture. Each of these individ- 

The visiting panelists reenforced the Accession uals had something special to contribute to the 
Committee’s inclination to commission a new project: Dean Crawford, a philosopher whose 
work of art rather than to purchase an existing one. interest was aesthetics, could guide the placement 
The Accessions Committee had considered a pur- of the sculpture through the complex administra- 
chase to eliminate risk; judging the quality and tive processes of the university; Horst Lobe, who 

suitability of an existing sculpture for the site had served on several public art search committees 
would be easier than projecting a maquette or an in the community, could advise the museum on 
concept-drawing onto an abstract site plan. An practical issues related to contracts and construc- 
existing sculpture would reassure potential under- tion; Jane Coleman would be an excellent indicator 
writers, especially important in Madison where of community opinion and an advocate for the new 
public art commissions had been controversial in work. 
recent years. Ultimately, however, the Accessions Even before the advice of the five specialists dis- 
Committee preferred a commission which would cussed above, the original Accessions Committee 
be consonant with the recent collecting policy of had abandoned the notion of an open competition 
the Elvehjem and its aspirations to leadership in in favor of a small invitational, which would have 
the visual arts. logistics easier to manage and would be more 

The five visiting experts established that a work attractive to well-established artists. The museum 
of the scale and quality desired by the museum would also maintain greater control over the out- 
would cost significantly more than the $100,000 come. With this in mind, the Accessions Commit- 
which we originally projected. Thus the museum tee had specifically requested the five visiting 
readjusted its budget for the planned sculpture to a experts to develop a list of artists to consider who, 
more realistic $250,000 and, based on this figure, in their opinion, would be particularly sympathetic 
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to what the museum wished to achieve with its and unethical, but it also conflicted with the guide- 
outdoor sculpture. The other chief criterion was lines set down by the arts community as well as 
that the artists be accomplished, not necessarily the National Endowment for the Arts. Published 
well known but recognized by curators and critics guidelines recommend that artists be paid up to 
for their contributions to contemporary visual arts. ten percent of the total budget for their work on a 
However, their achievements need not necessarily project. 
be in large-scale outdoor work; this could be a The committee concluded that the costs of a 

recent venture for which they had demonstrated competition involving ten artists, which adhered to 
an unequivocal interest. The Accessions Commit- recommended principles, would deplete the funds 

tee felt strongly that the Elvehjem commission available for the sculpture itself or would require 
should represent an opportunity for the artist as raising additional monies. The committee rejected 
well as be a major addition to the collection. the first option since the funds designated for the 

The newly constituted ad hoc sculpture commit- project were already at the low end of what a 
tee readily endorsed the concept of inviting artists sculpture of the quality and magnitude appropri- 
to submit plans. The next logical step was to invite ate to the Elvehjem site normally cost. Fund-raising 
each of the ten artists recommended by the five was equally unacceptable given the weak eco- 
experts to submit a model for the committee’s con- nomic forecasts and the fact that the university was 
sideration. However, on studying the logistics and already engaged in a major capital campaign. 
the ethics of such an approach, the committee The sculpture committee finally rejected a com- 
found that even such a limited competition was petition based on the comparison of submitted 
highly problematic because the visual arts commu- models and determined to review the existing 
nity, in general, finds competitions distasteful and work of each of the ten recommended artists and 
prefers that each artist’s work be judged on its own invite one of them to submit a model. Should this 
merits. An invitational competition was still a com- work prove unsatisfactory for any reason, the com- 
petition. For a university or a museum to engage in mission could either select another, continuing 

such an tactic would demonstrate insensitivity to down the list or seek additional recommendations. 
concerns of artists, and this in itself might preclude However, this flexibility proved unnecessary since 
the best artists from participating. This view was the committee was ultimately unanimous in sup- 
corroborated in a telephone conversation between port of the model submitted by its first-choice 
the author and one well-known artist who refused artist. Although it would be unethical to name the 
even to discuss the project if the Elvehjem was ten individuals whom the visiting panelists advo- 
simultaneously considering any one else. cated, since most of them remain unaware of their 

The financial implications of an invitational candidacy, discreet mention of the sculpture com- 

competition also proved prohibitive. The Anony- mittee’s deliberations about their work will eluci- 
mous Fund Committee which, as a condition of its date the process which led to the selection of 

grant had recommended that the sculpture selec- Richard Artschwager. 
tion be carried out by a competition, had not fore- The work of all ten artists was of the highest 

seen travel expenses and remuneration to the aesthetic merit; the visiting experts had made a 
artists for their submissions. In order to submit a careful selection. However, in its preliminary 

site-specific model, an artist would have to come to deliberations about outdoor sculpture, the sculp- 

Madison to view the site at least once and return ture committee had developed criteria for review- 
with the model for its presentation and explication ing the work of the ten recommended artists. One 
to the committee. There was also the question of artist’s work which involved mounds and earth- 
paying the artists for their concepts as well as reim- works, although intellectually fascinating, lacked 

bursing them for the materials required to build the vertical and distinctively monumental presence 
the models. Expecting artists to produce site-spe- needed to distinguish the museum from its sur- 
cific models or drawings simply in the hopes of roundings. Furthermore, such work seemed to 

getting a commission was not only perceived by offer a bulwark against a public that was already 
artists and the sculpture committee as exploitative faced with a rather imposing and formidable archi- 
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Fig. 1. Model submitted by Richard Artschwager in November 1990 

tectural structure. The committee also eliminated concerns were also key factors in the selection 
artists whose work was predominantly horizontal process. Since museum staff had no prior experi- 
in design and artists whose work was of a massive ence in fabrication, installation, or budgeting of 

three-dimensional nature, approaches which large scale outdoor work, the committee deemed it 

would seem to impose barriers or visual obstacles essential that the artist demonstrate convincingly 
between passersby on University Avenue and the that the work could be realized and come within 
Elvehjem building. Work that was narrative in budget. Finally, since the Elvehjem’s new work 

nature either through the use of figurative imagery would have to withstand the dramatic shifts of the 
or language was considered to be too specific to rigorous Wisconsin climate, the adaptability of 
have the timeless quality required of a permanent each artist’s work to durable materials was an 
installation. important factor. 

The committee also dropped from consideration As part of the review process and just prior to 
work which would require attachment to the the selection of Richard Artschwager, the Elveh- 
building itself in order to avoid involving the State jem’s outdoor sculpture committee once again 
Building Commission in the selection process; the deliberated acquiring an existing work. Although 
new work was to be an addition to the museum’s this alternative had been discouraged by the five 
collection and not a public project. Several practical visiting experts, the new committee felt that its 
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own search would be incomplete without this son several weeks later (fig. 1). At its unveiling on 
exploration. Also, and justifiably so, reconsidering July 9, 1990 the committee’s initial reaction was a 
this option was prompted by some trepidation stunned silence; the model did not correspond 
about commissioning a work of art that would, with anyone’s immediate expectations. Although 

unlike other acquisitions, be permanently placed in the committee had used the term site-specific in its 
front of the building and serve as a signature piece original deliberations, in retrospect, it seems that 
for the entire institution. However, after significant what was understood by that term was “harmo- 
research, discussion, and even a site visit by one nious.” Based on the original requirement that the 

creator of a work under consideration, the commit- sculpture have a distinctive monumental character 

tee concluded that purchasing an existing work for so that it could serve as a signature piece for the 
the Elvehjem site would be no less, and perhaps museum, the committee had envisioned an auto- 
even more, difficult and unpredictable than a site- nomous vertical piece which in its design and color 
specific commission. Existing large-scale outdoor was aesthetically compatible with the architecture 
works generally proved elusive, difficult to iden- of the building and the arrangement of the existing 
tify, and difficult to trace. Slides of those that were plaza. This limited concept of site-specificity was 

considered proved to be as abstract as models or further reinforced by the recent reexamination of 
drawings. Adapting an existing work of art to the the idea to purchase an autonomous existing work. 
singular Elvehjem site also posed special creative Artschwager’s proposal, on the other hand, was 
challenges of its own which, the committee ulti- site-specific to a degree beyond that imagined by 
mately concluded, was better entrusted to an artist. anyone. However, as the committee examined the 

Returning to the artists originally recom- model, its strengths became evident, and this unex- 
mended, the members of the Elvehjem committee pected quality ultimately aroused the committee’s 
were increasingly attracted by the direct impact enthusiasm and wholehearted support. 
and the strong physical presence of Richard The site for the new sculpture had been identi- 
Artschwager’s sculpture. His interest in visual and fied as the area between permanent concrete 
physical space, in the relation between his work planters adjacent to the south facade of the Elveh- 
and its surroundings, and in the architectural jem and the existing driveway. The area measures 
implications of his work all recommended him. approximately 60 x 155 square feet (fig. 2). When 
His intellectual and aesthetic independence was the building was first constructed, this area was a 

particularly appealing to a committee representing lawn bisected by a 38-foot wide concrete walkway 
an academic community. Furthermore, Artschwa- leading from the street to the main entrance of the 

ger was already familiar with the university where building. In the spring of 1978, a gift from the class 
he had been artist- in-residence in November of of 1928 permitted the planting of trees and erecting 
1968. The committee had some concern that it of a large horizontal granite block engraved with 
could find little information about Artschwager’s 
large scale outdoor sculpture. This aspect of his 
work was little documented since Artschwager’s 
first such piece, the untitled concrete tree in Miin- a ice 

ster, Germany, was only realized in 1987. Nonethe- aie eee ——— 

less, the committee’s strong interest in Artschwa- [cor | ae ele 
ger’s work prevailed, and in April 1990 he was net Hh Wie oH Selene 
invited to come to Madison to view the site and a ie Nore rae a 
discuss the Elvehjem project. After a mutually Boece | OF fa ay 
inspiring meeting, the committee invited the artist a : Reemaics of Se | nm 

to submit a proposal. “Le ee &; : 

| Priest 
Artist's proposals Ast fhe, 

Artschwager shipped a conceptual model to Madi Fig. 2: Site improvement plans, March 14 1978 
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the museum’s name in the grassy area to the west traffic on University Avenue. The lowest section of 
of the walkway. At the same time, the green tract the sculpture with a half-globe emerging from the 
to the west of the entrance walkway was embell- ground, would be the first to be perceived by on- 
ished; it was subdivided geometrically with paving coming car passengers and would not block the 
and the grass was confined to a slightly elevated view of the succeeding two. It occupied the most 
triangular area contained on the north and west by open space in the area and gently turned away 
concrete walkways, while the hypotenuse of the from the street offering a broad face to on-coming 
triangle consisted of a retaining wall similar in traffic, while the third and highest section curved 

material and cut to the block engraved with the inward toward the street in order to accommodate 
museum's name. This area was also landscaped itself to the alcove created by the conjunction 
with trees, and the recently acquired bronze cast of between the Elvehjem and the adjacent Humanities 
William Zorach’s Mother and Child, gift of the Class Building. The axis of the eastern and western sec- 
of 1927, was placed on its highest point. The gran- tions respectively paralleled the low existing gran- 
ite block on the west with the museum’s name had ite wall and the granite slab engraved with the 
been placed diagonally to face motorists traveling museum’s name. The tree and globe in the central 
east to west on University Avenue. The diagonal section were to be raised approximately seven feet 
wall containing the triangle mound on the east side above the ground on stainless steel columns; they 
was aligned parallel to the first granite block and squarely faced the visitor walking toward the 
cut from the same color granite in order to unify museum’s entrance. In the west, the two elements 
the site. Following these adjustments, no further would likewise be raised, except that the columns 
changes to the site were made up to the present were to be over twenty feet high. The base of each 
project. section was to be red granite. 

In its discussions, the Elvehjem sculpture com- As attractive and dynamic as these sections and 
mittee had not designated a specific location in the their arrangement were, the Elvehjem sculpture 
area between the museum’s south facade and Uni- committee was particularly impressed by the 
versity Avenue for the placement of the new sculp- strong integration between the sculpture as a 
ture. Some consideration had been given to the whole and the site. The overall design of the sculp- 
area closest to the building and immediately to the ture fit so comfortably into its surroundings that 
west of the central walkway, opposite to the the two seemed inseparable. To achieve this effect, 
Zorach sculpture, an area unused by students or Artschwager had incorporated several existing 
museum visitors. Although it seemed an obvious components of the site into his work: the three 
place for a sculpture, this location was suggested evergreens duplicated in shape and number those 
merely as a practical expedient; the committee did growing in the west section of the area in front of 
not intend to impose a priori limitations on the the building; the Plexiglas globes with their metal 
artist’s creativity. supporting columns were a somewhat humorous 

Artschwager’s model, however, was a radical adaptation of the outdoor lights originally 

departure from expectations since it spread out designed by the building’s architect, Harry Weese. 
over the entire area in front of the museum. In con- A final and unanticipated aspect of the 
formity with the site, the sculpture was divided Artschwager proposal, which had great bearing on 
into three distinct sections, one located in the green the committee’s positive response, was that it effec- 
triangular area to the east, one in the center of the tively converted the modest area in front of the 
main entrance way, and one in the area to the west. museum into an attractive public plaza. The Elveh- 
Each of the three sections included an evergreen jem, designed in the late 1960s, is an imposing 
tree and a Plexiglas globe, that, as the artist sug- blocklike structure whose exterior consists of four 
gested would “glow at night like a Japanese unmitigated stone surfaces (fig. 3). The immediate 
lantern.” They were to be aligned parallel to the impression created by the building is one of 
building’s facade and, as they progressed from east reserved dignity, if not actual aloofness. The two 
to west, their components were to increase in granite diagonals created in 1978 by the engraved 
height in relation to the flow of one-way vehicular sign and the retaining wall to embellish the area 
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Fig. 3. South facade Elvehjem Museum of Art, 1970 

between the museum and University Avenue, vival of the two trees raised on the stainless steel 
although elegant in intention and material, effec- columns, one to a height of more than twenty feet, 
tively became additional wall-like barriers between caused concern; yet everyone recognized the signifi- 
the museum and the community. cance of the trees to the overall design of the sculp- 

The Artschwager model not only attracted ture. Artschwager’s prompt response was to design 
attention to the museum but, by providing elegant a system to provide water and nutrients regularly to 
seating and a welcoming public space in front of the raised trees (fig. 4) to allay these fears. Thus, in 
the museum, made the building seem less austere early August, after only three weeks of “living with 
and more inviting. This effect promised to be even the model,” as the artist proposed, the Elvehjem 
more convincing at night when the sculpture’s sculpture committee enthusiastically endorsed 
lights would illuminate the formerly dark and Artschwager’s concept and agreed to proceed with 
foreboding area that intervened between the the commission pending approval of final drawings. 
museum and the sidewalk. Artschwager sent the specifications for the 

The model remained on display in the museum’s sculpture in early November 1990 (figs. 5, 6, 7, and 
Paige Court following Artschwager’s presentation. 8). In addition to providing details and dimensions 
Although the museum did not aggressively solicit of individual components, the drawings indicated 
public response, the author, other committee mem- a major change in the design of the eastern section 
bers, and the museum’s curatorial staff took an of the sculpture. Originally planned as a granite 
informal voice poll which showed an overwhelm- rectangle enclosing two circles, one containing the 
ingly positive response to the model. Only the sur- tree and one the globe, located within the existing 
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oy comparing the real with the artificial. 
re orca ene The measurements in these drawings afforded 
sao loo Poh Ronercie 2° some illuminating insights into Artschwager’s 

swnet NT |e Sak approach to the design of the Elvehjem sculpture. 
ve WOAA Ap ee d At first glance, the work seemed abstract and pre- 
id KA ty Wy dominantly geometric in conception. However, fur- 

ae Se Sy See” ther examination showed that, in some instances, 

Sa cota ete the measurements, shapes, and alignment of the 
some sare _— | ere components of the sculpture were derived directly 

Tacenes yt from elements of the site itself. The triangle which 
! + ease Aa constitutes the base of the eastern section reiterates 

) the triangle that was there before, only now it was 
pases f h 1) wiser TSR energized by a distinctive granite perimeter. The 

longitudinal axis of the blp-shaped base of the 
western section parallels the existing granite slab 

EN esses engraved with the name of the museum. 
| Measurements of several components seemed to 

Sites Uh be based on purely mathematical proportions. The 
length and width of the granite base in the central 
section displayed a ratio of 2 : 3, while the propor- 
tion between the height of the tree and its height 

Fig. 4. Proposal for survival of living tree on twenty-two ss pe sround inthe lcentral section was LT 
fosteolumn e three Plexiglas globes, from east to west, mea- 

sure 72 inches, 52 inches and 42 inches, a propor- 

triangle of grass (fig. 9), Artschwager now simpli- Le relationship sh : s 4, es o oe 
fied the geometry of this section, eliminating the pe i oF oa a a th tS ae a oa 
rectangle and incorporating the existing triangle ene Cah crease scons bine cm ee ae 
directly into the sculpture. The new drawing pro- Se a ore neat re Proved tobe aed oe 
posed two enlarged circles contained within a revi- be seg On Me aoa So eae ane te 
talized triangle. The retaining granite wall, mark- a oe ieee a oS ee th i Sead bi 
ing the hypotenuse of the original triangle erected af H saa ee - See era Ree ee reps 
in 1978, was supplanted with a more accommodat- een ae ee eee ore ee Le 
ing granite seat and was continued around the 
perimeter of the entire triangle. This modification + Set 7a 
further enhanced the unity between the site and : fig eran ; 

the sculpture. — i ee 
The question of the trees’ survival was also ae | ane : | | : 

resolved to the committee’s satisfaction. The tree sete lie = cll 
situated in the east section of the sculpture would fae fa ©) ae 
be cared for by the university’s grounds depart- OME = | I ee 
ment, while the one in the central section, which 7 | | , sromeecnees 5 
was accessible from ground level, would be cared SP ii | Ee 
for by the nursery under contract to the museum cil fl 

for the maintenance of its indoor plants. The third, = . i 

and most controversial tree because of its height, a ves 
would be made of steel and aluminum. In part this paeLiminany 
was an expedient solution but more important it ene 
was in keeping with Artschwager’s penchant for . Sal f 

Fig. 5. Preliminary site plan 
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more they are elevated above the ground, and the 
mass of the base for each of the three sections is ; 
inversely proportional to its height, there is no dis- : 
cernable mathematical bases for these relation- a 
ships. In fact, certain key measurements, as for ¥ be 
example, the height of the tree in the east section, eg 

are not included in the drawings, suggesting that ‘4 } 
the height was to be determined empirically as the | he me i 
sculpture approached completion. s s < 2 Se i 

Shortly after their receipt, the Elvehjem sculp- <p S325 Ee sue a 

ture committee unanimously accepted the draw- pam Cee ee 
ings Artschwager submitted in November 1990 et ss oe oe 
and agreed to proceed with the commission the iis te 
following spring. It also readily approved the reno- 4 a nit ail 

- vation of the central walkway itself, which was am 

unsightly and treacherous after twenty years of er 
wear and weather. Once this was agreed, 

Artschwager requested that the pattern of inter- Fig. 9. Preliminary sketch from artist’s notebook (1990) 
locking rectangles, each measuring two by four showing first concept for east section of sculpture 
feet, with which the concrete walkway had origi- 

nally been scored, be replaced with a grid of all construction plans and advise on structural sta- 

squares measuring two by two feet. The exact bility, electrical connections, and overall durability. 
alignment of the square pattern was to be deter- Site preparation was scheduled to begin in June 
mined by the interstices between the granite tiles of 1991; the steel and granite were to be delivered and 
the walkways interconnecting the three sections of installed in late July 1991. 
the sculpture. For the committee, the appeal of this The Elvehjem sculpture committee recognized 

last suggestion lay in the fact that it too would fur- the artist’s right to make subsequent adjustments 
ther enhance the consolidation of the sculpture in details without full committee review. Art- 
with the site. Also, it must be confessed that for the schwager, in fact, continued to test the visual effec- 
art historians on the committee, the new pattern on tiveness of his measurements and surface finishes 
the concrete walkway and the precise relation of throughout and after the contract negotiations by 
the sculpture to this grid, was tantalizingly remi- building full-scale models of individual compo- 

niscent of renaissance perspective. nents in his studio. As a result of these experi- 
The contract between Richard Artschwager and ments, Artschwager decided to “float” the base of 

the Elvehjem Museum of Art was drawn up in the the central section one inch above the concrete 
early months of 1991. The committee accepted the walkway rather than setting it directly on it, deter- 
“preliminary” drawings provided by the artist in mined the final relationship between the height 
November 1990 as final. The construction and and size of the granite perimeter surrounding the 
installation of the sculpture were to be shared: the eastern triangle and the central walkway, and 

artist was responsible for the fabrication of the designed the details for the stairs leading from the 
steel, granite, and Plexiglas elements of the sculp- central walkway into the circular east well des- 
ture and for their safe delivery and installation; the tined to contain the largest tree. 

Elvehjem would be responsible for all site prepara- In these last stages of the project, Artschwager 
tion, which included the necessary concrete foot- also decided on the finishes for the granite compo- 
ings and would assist in the installation by provid- nents. In July of 1990, together with his model, he 

ing a crane and two professional riggers at the had submitted a sample of a Canadian rose- col- 
appointed time. Furthermore, the museum, ored granite called Lac du Bonnet that was highly 
through the auspices of the university’s Depart- polished. As a result of his experiments during the 
ment of Planning and Construction, would review early winter months of 1991, he changed to a 
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muted thermal finish. This decision, by eliminating energies primarily on the visual aspects of the 
the strong contrast between the dark glossy color piece and its aesthetic integration with the site. He 
of a polished granite surface and the matt, pebbled delegated the resolution and design of technical 

surface of the sand-blasted concrete walkway, as and structural details to his business and studio 
well as between the polished granite and the manager Tom MacGregor. MacGregor researched 
muted thermal finish of the existing carnelian and drew the plans for the concrete footings and 
granite block engraved with the museum’s name, elicited designs from various expert sources for the 
enhanced the unity between the site and the sculp- electrical and mechanical connections required for 
ture. Also, Artschwager replaced the existing red the ultimate assembly of the piece. 
granite wall on the east side of the central walk- Throughout the project MacGregor served as 
way, which he had originally planned to extend the liaison between the artist and the museum and 
around the entire perimeter of this triangular area, between the artist and the assorted contractors 
with Sierra white granite. The use of this second responsible for fabrication and construction of the 
color recognized the preexistence of the triangular various components of the sculpture. MacGregor 
area and eliminated the discrepancy between the was in a unique position: after more than five years 
existing carnelian granite wall installed in 1978 and of collaboration with the artist, he was intimately 
the Lac du Bonnet granite that Artschwager had acquainted with the Artschwager’s work; he had 

selected for his sculpture. the inclination and the technical and communica- 
Construction of the Elvehjem sculpture began tive skills necessary to coordinate the construction 

one month later than originally scheduled. Al- of a work as logistically complex as Generations. On 
though the design for the sculpture proper, that is, the artist’s behalf, MacGregor researched and orga- 
those parts which would be visible, was basically nized the fabrication of the granite sections, the 
complete in November 1990, the plans for technical Plexiglas globes, the stainless steel columns, and 

and mechanical aspects of the sculpture which had the artificial tree. He also worked directly with the 
no aesthetic function, proved more difficult to university’s Department of Planning and Construc- 
develop. Climatic conditions and local building tion, Physical Plant, and the contractors engaged 
codes, rather than the artist, had to dictate the by the museum to prepare the site. MacGregor 

design of the concrete footings. Electrical power, returned to Madison regularly to review details of 
which was to be supplied from the site also proved construction and to coordinate the actual installa- 
a complex issue: the artist knew the visual effect tion. Although Artschwager made several visits to 
that he required from the three Plexiglas globes Madison after the drawings were approved, he did 
and could determine the kind of illumination that so to satisfy himself on the aesthetic effectiveness 
would produce it; however, he could not deter- of the work in progress. 

mine power requirements or design the necessary 
conduits. Furthermore, the structural integrity of Implementation 
the six-thousand pound stainless steel columns ; t : 
that would project to a height of over twenty feet Work on the site began in early July 1991. The first 
and their relative weight-bearing capacities task was to relocate the bronze Mother and Child by 
required engineering expertise. Problems that William Zorach to the small plaza facing the north 

involved technical specialization, which under- facade of the museum, a far superior location for 
standably were outside of the artist’s normal range this popular sculpture since it is no longer hidden 
of activities, required additional time to solve. by dense foliage. The same day that Zorach s 

Throughout the negotiations, as well as in the sculpture was removed, the Joe Daniels Construc- 
final contract, there was understood a demarcation tion Company, which received the state contract 
between the concept of the work of art and its fab- for concrete work during fiscal 1992, began work- 
rication and installation. Although the contract ing on the site. Progress was delayed on two occa- 
between Artschwager and the museum stipulated sions when the artist, who was still conducting stu- 
that he would provide complete plans for the dio experiments even at this late date, made eave 
sculpture, the artist focused his personal creative eral alterations which required the dimensions of 
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the concrete footings to be adjusted. Tom MacGre- period allowed by the museum between the 
gor; Jim Thomas, general manager of the Joe expected completion of the sculpture and the 
Daniels Company; and the university’s engineers unveiling, which originally seemed embarrassingly 

who served as consultants throughout the project, long, turned out to be essential. 
had to redesign and adjust several details. These The Cold Spring Granite Company of Min- 
changes proceeded smoothly since the contributing nesota delivered the granite and began its installa- 
principals had developed mutual respect and were tion on August 5, two days after the concrete foot- 

equally enthusiastic about Artschwager’s creation. ings and pavement were completed. Artschwager 
To accommodate these changes, the prefabricated had selected this particular vendor because of its 
forms for the footings had to be revised on site, prior experience with sculpture; Cold Spring Gran- 
sections of poured and hardened concrete had to ite had provided the stone for several of the works 
be removed, and others added. In spite of these in the Walker Art Center’s recently created sculp- 
adjustments, site preparation was completed in the ture garden in Minneapolis, and they had cut and 

allotted six weeks. installed the granite for Oasis, a commission 
A comment about advance scheduling might Artschwager had just completed for the General 

prove of practical interest. Original forecasts, Mills Corporation, also in Minneapolis. In addi- 
which were abstractly developed by Tom MacGre- tion, their proximity to Madison promised lower 
gor and the author, anticipated that site prepara- transportation costs. The installation of the granite, 
tions and installation would require six weeks, as complex as it was because of the circular shapes 
beginning in late May and ending in late June of involved, proceeded smoothly with only two brief 
1991. In order to allow for unforeseen circum- delays. In the first instance, when the center of the 

stances, the unveiling of the new work was concrete footing for the circle that was to contain 
delayed to coincide with the opening of PUBLIC the tree in the east section of the piece was found 
(public), an exhibition of Artschwager’s work, in to be displaced by one inch, the position of the 
mid September. However, the two and a half individual granite blocks in this area had to be 
months, which at first were considered a generous recalculated so the interstices would line up in the 

cushion between the work’s installation and its manner designed by the artist. 
inauguration, quickly disappeared. Completion of The second problem was similar: the central 
the technical drawings alone delayed the begin- concrete walkway with its square grid pattern had, 
ning of the work until early July. The two weeks for the sake of expediency, been poured at the 
originally projected for site preparation did not same time as the footings. The interstices between 
allow for the complexity and massive scale of the the granite blocks did not line up with the grid 
footings or the time necessary for curing the con- lines which had been scored on the concrete. To 
crete. When the contract was awarded, the Joe solve this problem, the contractor removed the 

Daniels Company, immediately adjusted the concrete squares directly adjacent to the granite 
schedule for site preparation to a more realistic six and repoured and rescored them after the granite 
weeks. Granite installation, originally allotted two blocks were assembled. 
to three days, actually required ten. This projec- Mison, Inc. of Rochester, New York, manufac- 
tion, too, was only readjusted when the contractor tured and installed the stainless steel components 
arrived on site. Only the installation of the stainless and the Plexiglas globes. These were delivered pre- 
steel columns was finished in the one day origi- assembled on Tuesday, August 20, and installed in 

nally allotted. The work could not be scheduled a single day. This part of the project, too, had its 
more exactly because both the museum and the complications. The day before delivery, they dis- 

artist lacked prior experience with a project that covered that the diameter of the rim at the base of 
required such extensive site preparation. The con- the twenty-two foot columns was two inches too 
tractors, who ultimately were the best source of large to fit between the granite blocks constituting 
information, could not develop a realistic work its base. Although the concrete footings beneath 
schedule until they actually were awarded the con- the granite had been notched to accommodate the 
tract. Thus the two-and-a-half month contingency supporting rim, the granite blocks once installed, 
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restricted access to this opening. For installation of Company also provided the soil and sodding for 
the sculpture to proceed, the one-inch thick stain- the three grassy areas, one in each section of the 

less steel rim either had to be cut down to fit into sculpture. The two small areas immediately 
the existing opening—no easy task—or the granite around the columns in both the blp-shaped base to 
blocks had to be removed. Again, the university’s the east and the rectangular base in the center were 
Physical Plant provided a solution. Although it to be flat; the large green area contained within the 
had never been tested, the department owned a granite triangle to the east, was given an irregular 
plasma-cutter which, according to the manufac- undulating surface. The color of these three areas 

turer’s specifications, could cut through one-inch served as a unifying factor for the various sections 
thick stainless steel. Immediately upon arrival, the of the sculpture and replaced, during the hours of 

truck from Rochester was redirected to the bright sunlight, the contrasting color that the 
mechanical shop where the plasma-cutter lived up sculpture lost when the polished granite surface 
to its reputation. The steel components were was abandoned in favor of a matt finish. 
returned to the installation site; the university’s The third tree, Artschwager had decided earlier 

electricians completed the wiring in the columns. on in the project, would be artificial. Artschwager 
For the installation itself, the museum hired a and his colleague Tom MacGregor shared the 

crane and two professional riggers from the locally responsibility for its creation and studied how to 
based Reynolds Company, and under the supervi- make a realistic-looking tree able to survive the 
sion of Tom MacGregor the sculpture was assem- harsh climate. While an artificial tree would not 
bled with no further mishaps. require nutrients or water, it faced the hazards of 

In the last phase of the installation, the Bruce strong winds, ice and snow, and blistering summer 

Company of Middleton, Wisconsin, planted the heat. After studying alternatives and consulting 
two blue Colorado spruce trees which were part of with technicians, they fabricated the tree from 
the sculpture and landscaped the site. The two liv- stainless steel and aluminum. It consisted of an 
ing trees, which Artschwager had selected during irregular hollow stainless steel tube on which 
an earlier visit, measured twelve feet and eight feet marine epoxy was built up, stippled, and later 
in height. The larger of the two was easily planted ground out with a Dremel tool to simulate tree 
in the granite circle located in the triangular east bark. Branches extended from this vertical core; 
section of the sculpture, the smaller was labori- each one was a series of telescoping aluminum 

ously hoisted into the stainless steel container atop tubes, pierced with thousands of aluminum pins 
its eight-foot column which had been completely bent to resemble pine needles. Although the mate- 
filled with earth to give the roots the opportunity rials used as well as the sectional construction of 
to expand downwards. The container was lined the branches would give the tree a certain amount 
with electrical heat tape to be activated during the of flexibility to resist a strong wind and to give 
winter months to keep the root ball from freezing. way under the weight of snow, the artist also 
According to Artschwager’s design, the twelve- extended a heat tape upward from the base and 
foot tree would eventually grow to an ideal height out through the individual branches to keep ice 
of between fifteen and eighteen feet; the tree from forming on the tree. A warm air blower was 
planted atop the column would remain relatively placed in the supporting stainless column where it 
constant in size due to the constraints imposed on joined with the base of the tree. During the winter 
its root expansion by the container. In any event, it would supplement the heat tapes by blowing 
should either tree become too large, it could be warm air at regular intervals up through the trunk 

replaced. of the tree and out through the hollow branches. 
Artschwager’s design also called for placing a The tree’s colors, which completed the illusion of 

hedge of yews just behind and along the whole reality, were provided by several coats of DuPont 
length of the granite block engraved with the Imron, a highly durable paint used by trucking 
museum’s name, so that people sitting on the blp- and aircraft industries. 
shaped western section of the sculpture would be As the sculpture approached completion, 
pleasantly enclosed within a green area. The Bruce Artschwager named it Generations. Earlier on, he 
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had experimented with other titles: first Two Times that participates and becomes part of the on-going 
Three, responding to the compositional rhythm of history of the community; in the final analysis, the 
two paired elements, a tree and a globe, multiplied sculpture belongs more to the public than it does to 
three times. He later discarded it as obvious and the artist. 
bland. For a time he favored PUBLIC (public), the The incorporation of illuminated globes into the 
title of the exhibition which was organized to intro- piece enhances the work’s integration not only 
duce his latest work to the Madison community. with the site but also with the entire community. 
Artschwager found the relationship between his White globes were not only used to illuminate the 
earlier outdoor works, brought together for the area in front of the Elvehjem when it was first 
first time in the Elvehjem exhibition, and the new designed but they also appear in front of and 
sculpture intriguing and for both to have the same attached to the facade of Vilas Hall across the 
title seemed somehow appropriate. However, ulti- street, in the plaza to the north of the Elvehjem, 
mately he decided that the relationship between. through the public areas in the adjacent Humani- 
his new and earlier work was better expressed by ties Building, and all along State Street, the main 
Generations, in the sense of artistic evolution: the thoroughfare leading from Bascom Hall to the 
new sculpture had been generated by those that State Capitol, as well as in many other areas 
preceded it. Furthermore, this word was laden 
with connotations directly related to the sculpture aes 
itself. Generations could suggest things brought into oF 
being by generation, a process of growth and ANE 
development, reflected in the emergence from the Fhe 
earth and the gradual reaching upward of the three < 
individual sections of the new sculpture. The three ie 
sections could also be seen as three different gener- = 
ations of the same thing, each one reflecting a par- SS : 
ticular evolutionary stage. Or the three sections, if a = é 
the paired tree and globe were metaphorically cor- — ve ; 
related to a human couple, could represent three ee : : 
different generations of a cycle, i.e., three different Se : 
generations of a family. Ae 

Although Artschwager carries forward several Se ar) | |g S : 
of the ideas he developed in the earlier commis- eee TS ie 
sions, in Generations he sets out in a bold new ee ao oS 
direction (fig. 10). The work and the site are insep- a oe . 
arable both visually and conceptually; in fact, the ae se oo 
concept of site predominates over what is usually ah PSs ese 
understood by the term “work of art.” Visitors ie : : oe 
who have seen the drawings or the conceptual ee ee 
model are able to distinguish the piece from the eee 

site but comment that “it looks like it has always ee le oe 
been there.” On the other hand, visitors, who have eee eo 
no prior knowledge of the piece and have never CASS Me SN ee 
before seen the site but are brought out to see the Jee 
museum’s new work by Richard Artschwager, are 7 ie = ee 

unable to distinguish immediately what the work Boas « BBE eS 
actually is. This lack of individualistic assertive- =e 
ness, lack of clearly separating one’s own work ig i pray Haney Cy jer eraary © 7 mn 
from that which was there before and which still Fig. 10. Preliminary sketch from artist’s notebook (29 
remains, makes the work a truly public place, one May 1990) for Elvehjem sculpture 
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throughout the city. Their presence in such exag- Donna Shalala who, at the controls of a crane, 
gerated size in Artschwager’s piece, in a sense, hoisted the artificial tree to its final seat aloft the 
makes the Elvehjem plaza and the main entrance to twenty-two foot stainless steel column. With this 
the museum a focal point for the community. final piece in place, the sculpture was complete. 

The Elvehjem inaugurated Generations on Sep- 
tember 13, 1991. A topping-off ceremony seemed Russell Panczenko 
more appropriate than an unveiling given the Director of the Eluehjem Museum of Art 
almost architectural nature of Artschwager’s latest University of Wisconsin-Madison 
creation. Presiding was university chancellor 
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Fig. 11. The University Avenue entrance in December 1989, before construction 
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Fig. 12. Frontal view of completed Generations (photo by Eric Oxendorf) 
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A Portrait Medal of 
Giovanna degli Albizzi Tornabuoni 

Since its completion in 1970, the Elvehjem , 
Museum of Art at the University of Wis- Ve ee, 
consin-Madison has housed the Ver- 2 - 
non Hall Collection of European = ‘ 
Medals.! The collection includes eas ae 
about 150 medals of the Italian Oe 4 U Sy PY A 
Renaissance. Sixteen of the Ital- f sh “f oe Ls ‘Se 

ian medals are attributed to Nic- fzo es ie ee 4 ry 
cold di Forzore Spinelli, called mee | 
Fiorentino (1430-1514), the Be ae me 

most famous of the Florentine \ | ao a = c 
medalists.? Among these is a | / co. 
handsome bronze portrait medal 5 “ oat a 2 : ‘ Albizzi Tornabuoni, 
of Giovanna degli Albizzi ; a obverse, attributed to 
Tornabuoni (1468-1488). This j es y Fiorentino, ca. 1486. 
medal is probably an aftercast of an i ; 4 _ Bronze, 75 mm. D. Elveh- 
original, made shortly after Gio- re » jem Museum of Art, gift of 
vanna’s marriage to Lorenzo me a wor f ae andieendia rial 
Tornabuoni in 1486.3 ey mane 

The Tornabuoni, an old family of aristocratic 
origins,’ played a significant role in the turbulent particular example to the artist's first edi- 
politics of fifteenth-century Florence. Important tion. Molds could also be made from finished 
supporters of Cosimo de’ Medici, the Tornabuoni medals and used to make aftercasts. While less 
cemented their alliance to the new power in Flo- highly prized by collectors, later aftercasts of origi- 

rence by the marriage of their daughter Lucrezia to nal medals are not forgeries and are often of great 
Cosimo’s son and heir Piero de’ Medici. From this value to historians. An aftercast can usually be rec- 
union came the most famous of the Medici, ognized by its slightly smaller size and the exten- 
Lorenzo the Magnificent. Later the Albizzi, another sive use of a burin to pick out details lost through 
prominent Florentine family exiled for plotting successive castings.” 
against the Medici, joined forces with the Medici- The obverse of the Tornabuoni medal in the 
Tornabuoni party by the marriage of their daugh- Elvehjem Museum bears the youthful likeness of 
ter Giovanna to Lorenzo Tornabuoni in 1486. Cul- Giovanna (fig. 1). Following antique prototypes, 
tured and educated, the Tornabuoni family shared Fiorentino has depicted the sitter in profile in fairly 
the upper-class Florentine enthusiasm for the arts, shallow relief. Giovanna faces to the right, her 
patronizing artists of such stature as Domenico curled hair falling gently across her cheek with a 
Ghirlandaio and Sandro Botticelli. Giovanna, how- coiled braid in back. Though the Elvehjem medal is 
ever, died after giving birth to her third child, and a good casting, someone may have touched up a 
Lorenzo did not long survive his wife. A partici- few of Giovanna’s curls with a tiny burin. Gio- 
pant in the conspiracy to restore the Medici after vanna wears the low-cut gown or bodice fashion- 
the second expulsion of the family in 1492, Lorenzo able during the period. A close-fitting necklace 
Tornabuoni was beheaded for treason in 1497.5 with a quatrefoil jewel and a large, pendant pearl 

Portrait medals of the quattrocento were cast, is clasped tightly around her neck. A properly 
usually in bronze, from impressions made in a sonorous inscription in Latin circles the perimeter 
matrix of fine sand using a carved wax mold.° Like of the piece: VXOR LAVRENTII DETORNABONIS 
printing, this method was repeatable, and “edi- IOANNA ALBIZA (Giovanna Albizza, wife of 

tions” of medals could be distributed to the Lorenzo de’ Tornabuoni). Fiorentino’s rendering 
patron’s friends, political allies, and other may be compared to the beautiful portrait of Gio- 
favorites. Modern connoisseurs generally deter- vanna by Ghirlandaio (fig. 2). Giovanna also may 
mine the value of a medal by the closeness of a appear in a cycle of frescoes attributed to Botticelli, 
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discovered in 1873 on the walls of a Florentine villa 
once owned by the Tornabuoni family. In this 
cycle, Giovanna is presented by Venus and the 
Graces to her young husband Lorenzo (fig. 3). y 
Fiorentino’s portrait, however, seems less ideal- he 7 

ized, as if the artist were self- consciously trying to : y 
evoke the spirit of an ancient Etruscan or Roman ~ CG y 
commemorative bust. p F i 

The reverse of the Elvehjem medal shows Gio- a 
vanna as a huntress in classical style (fig. 4). With i 4 (ew 

quiver at her waist and bow in left hand and arrow al (i 

in right hand, the figure strides towards the front 
of the scene on a resplendent cloud. She is clad in a rn AM MK 
girdled tunic, boots, and a tall, winged cap or g ‘ae 

crown. The inscription reads VIRGINIS OS ante ey 
HABITVM QVE GERENS EIT] VIRGINIS ARM A . ae 
(the countenance and dress of a virgin, bearing the F a 
arms of a virgin).? Vernon Hall recognized the a 
scene on the reverse of the medal as a representa- y y ae 

tion of Giovanna as Venus in the guise of a Spartan Yok, wan 
huntress.!° The inscription on the reverse is, in fact, 1/ le ea 
a hexameter from the Aeneid (Vergil 1:315), from a tf Mf ti me: 
scene in which Venus appears to Aeneas in the c MES 
guise of a young huntress. The Trojan hero, mis- oh yy 
taking his mother for the virgin goddess Diana, ry. e ¥ f 
asks what sacrifices might be acceptable to her." \ at ae 

For Edgar Wind, former chair of the history of art a i a | 
at Oxford University and deputy-director of the if \\ \ oo 
Warburg Institute, the attributes of the figure and its j ie J { 

accompanying inscription had further implications. Pe A a 
In Pagan Mysteries in the Renaissance, Wind offers a ~ y ie 4 
more detailed interpretation of the iconography of / g fe y 4 te y 

several portrait medallions of the quattrocento, ‘ a a a 2% ee “vig Fe x 
including those commissioned by the Tornabuoni. ’ ie ‘4 +4 x Ee a 

Vergil’s transformation of the goddess of love, Wind ‘ a —_— | 
suggests, was adopted by Giovanna as a warning a 
against love not balanced by chastity." Though Fig. 2. Domenico Ghirlandaio (1449-1494), Portrait of Gio- 
Wind does not discuss the education of women in vanna degli Albizzi, ca. 1486. Courtesy Museo Collezione 

the Renaissance, girls from important families Ty seeps B Gra mec) cauaeno.a/evitze rand 
were sometimes given the same humanist educa- ’ ; 
tion as upper-class boys.' Giovanna may herself buoni medal have a different scene on the reverse 

have been a scholar, and elaborate emblematic (fig. 5), the three Graces and the motto CAS TITAS 
puns of this sort were fashionable in the rarefied P ee VDO A MOR (Chastity, Beauty, 
atmosphere at the Platonic Academy in Florence. Love). The figure on the left holds sheaves of 

This is not the only emblem we find coupled grain; the figure on the right, an unidentified 
with Fiorentino’s portrait of Giovanna. Portrait br anch. The central figure turns her back to the 
medals of the Renaissance were often paired with viewer. Giovanna’s emblem of the Graces is nearly 
alternate reverses, many no doubt selected by the identical to the scene on the reverse of Fiorentino’s 

patrons themselves. Other castings of the Torna- medal of the famous contemporary humanist Gio- 
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Fig. 3. Portrait of Giovanna degli Albizzi Tornabuoni attributed to Sandro Botticelli, ca. 1486. Fresco fragment now in the 
Louvre Museum, Paris. Courtesy Scala/Art Resource, New York 

vanni Pico della Mirandola (figs. 6, 7) and may Wind believes that a complex, symbolic rela- 
have been copied by the artist from the same tionship underlies all three of these reverses. Early 
reverse mold.!> Here again the Graces appear, portrait medals, he suggests, were exchanged like 
except that on the Pico della Mirandola medal, the sonnets, the reverse emblems being playfully 
reverse inscription reads PVLCRITVDO AMMOR altered to suit the occasion. Wind also notes how 
VO LVPTAS (Beauty, Love, and Pleasure).!° Wind well renaissance Neoplatonism dovetailed with the 
and other scholars agree that Fiorentino’s figures literary conceits of late-medieval courtly love." If 
were derived from ancient prototypes similar to a Pico della Mirandola’s medal is an emblem fit for 
fresco of the three Graces found at Pompeii (fig. an ideal renaissance man, are the Tornabuoni 

8).!7 Pico’s medal, however, survives only in poor- medals the answer of an ideal renaissance woman? 

quality aftercasts.'* Although the condition of the 
medal makes it difficult to determine the attributes Braden K. Frieder 
of the figures, the Graces on Pico’s reverse are Graduate Student 
clearly holding different objects than the Graces on Department of Art History 
the Tornabuoni reverse. 
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Fig. 4. Portrait Medal of Giovanna degli Albizzi Tornabuoni, reverse, attributed to Fiorentino, ca. 1486. Bronze, 75 mm. D. 

Elvehjem Museum of Art, gift of Vernon and Sandra Hall, 1973.134. 

Fig. 5. Portrait Medallion of Giovanna degli Albizzi Tornabuoni, attributed to Niccolo Fiorentino, ca. 1486? alternate reverse, 

bronze, Berlin, 77 mm. D.; Florence, 77 mm. D.; London (George III), 78 mm. D.; London, Victoria and Albert Museum 
(Salting), 76 mm. D.; Paris, Petit Palais (Coll. Dutuit, ex Vente Fould), 77 mm. D. Courtesy Bibliotheque Nationale, Paris 

Fig. 6. Portrait Medal of Giovanni Pico della Mirandola, obverse, attributed to Fiorentino, not after 1499. Bronze. London 
(Bank of England Gift), 82 mm. Courtesy Alinari/ Art Resource, New York 
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Notes 8. These frescoes were subsequently divided and sold; the 
fragment bearing Giovanna’s portrait is now in the Louvre. 

1. I would like to acknowledge Professor Gail L. Geiger for Lorne Campbell, Renaissance Portraits: European Portrait 
her encouragement and advice in developing this article. Painting in the 14th, 15th and 16th Centuries (New Haven: Yale 

2. Hill and other scholars agree that the medal of Giovanna aru gress) 190) 186, 
Tornabuoni should be ascribed on the basis of style to 9. Other castings of the Tornabuoni medal with this reverse 
Fiorentino. George Francis Hill, A Corpus of Italian Medals of are found in Berlin, Florence, Milan (Med. Mun., Brera), and 
the Renaissance before Cellini, 2 vols. (London: The Trustees of Vienna. Hill, Italian Medals, 267-68. 
the British Museum, 1930), 245. There is at present, however, y . 

a certain amount of controversy surrounding the medals by 10. Vernon Hall Collection, 61; Italian Medals, 267. 
or attributed to this artist. Fiorentino’s entire oeuvre was 11. Vergil, Aeneid, v. 1, ed. R. D. Williams (London: Macmil- 
assembled, mostly by Hill, on the basis of five medals actu- lan, 1972), 11 
ally bearing the artist’s name. Michael Jones, The Art of the | 0 : 
Medal, (London: The Trustees of the British Museum, 1979), 12. Edgar Wind, Pagan Mysteries in the Renaissance (New 
a7. York: W.W. Norton, 1958), 75. 

3. Cornelius von Fabriczy, Italian Medals, 124. 13. Kate Simon, A Renaissance Tapestry: The Gonzaga of Man- 
tua (New York: Harper & Row, 1988), 36, passim. 

4, Formerly Tornaquinci, the Tornabuoni family had at some é 4 f F 
point changed their name and dropped their aristocratic 14. Other castings of the Tornabuoni medal with this reverse 

title. This was not unusual in renaissance Florence, where are found in Berlin, Florence, London (George III), London 
noble families were required to pay higher taxes and forbid- V.AM. (Salting), and Paris, Petit Palais (Coll. Dutuit, ex 
den to hold certain public offices. Christopher Hibbert, The Vente Fould). Hill, Italian Medals, 267. 
House of Medici: Its Rise and Fall (New York: William Mor- 15. Hill, Italian Medals, 246. 
row, 1975), 102. 

: 16. Pico’s inscription is the one traditionally associated with 
5. von Fabriczy, Italian Medals, 124. the Graces. Wind, Pagan Mysteries, 75. It should be noted 
6. This method should not be confused with the true lost here that the H is missing from PULCHRITUDO and the M 
wax method, in which the wax model is left in an investment has been doubled in AMOR in a single extant version of this 
of wet plaster or clay and melted out of the mold prior to reverse now in London. Hill, Italian Medals, 262. 

casting. See Vernon Hall, Introduction, Catalogue of the Ver- 17. Wind, Pagan Mysteries, pl. 9; also von Fabriczy, Italian 
non Hall Collection of European Medals (Madison: Elvehjem Medals, 124-25; and Hill, Italian Medals, 267. 
Museum of Art, 1978), 21. 

3 18. Hill, Italian Medals, 262. 
7. Conversations with Alan Stahl, curator of medals at the 

American Numismatic Society, during the annual seminar in 19. Wind, Pagan Mysteries, 74-75. 
numismatics, summer session 1992. At 75 mm., the Elvehjem 

version of the Tornabuoni medal is, in fact, slightly smaller 

in diameter than counterparts in Berlin (77 mm.), Florence 
(79 mm.), and Milan (76 mm.), Hill, Italian Medals, 268. 
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Tradition and Change in Rajput Painting 
from the Watson Collection 

The Watson collection of Indian paintings in the works, was mainly responsible for creating such a 
Elvehjem is extensive.' It consists of illustrated synthetic style. 
manuscripts from Orissa and Gujarat on the east- Although there was constant interaction 
ern and western limits of the Indian peninsula and between Mughal and Rajput art, how much the 
more than three-hundred miniatures of different Rajput art owes to Mughal art in its origin and 
schools: Indo-Persian, Mughal, Rajasthani, and development has been a subject of controversy. A. 

Pahari. Since it was collected selectively by Jane K. Coomaraswamy, who introduced the Rajput 
Werner Watson, a reputed connoisseur of Indian paintings to the western world around 1930, 

paintings, and her late husband Earnest C. Watson, believed the style of the paintings derived from the 

this collection provides us with a variety of excel- Indian tradition of mural paintings and was there- 
lent examples of Indian paintings, stimulating aes- fore distinct from the Mughal paintings in many 
thetically and inviting for scholarly research.? The aspects. The Mughal artists had a realistic 
present article is, however, devoted only to a selec- approach; whereas the Rajput artists gave prefer- 
tion of Rajasthani and Pahari miniatures. ence to stylization and generalization.’ Three 

The Rajasthani style prevailed not only in the decades later, Karl Khandalawala vigorously 
locales of Rajasthan, such as Mewar, Kota, Marwar, rejected this view, arguing that Rajput art could 
and Bikaner, but also in the neighboring regions of not have come into existence without incorporat- 

Gujarat and Malwa. The Pahari style, literally “the ing the basic ideas of Mughal style; therefore he 
style of the hills,” originated in the hills of the Pun- included Rajput painting under the heading of 
jab, with important sites being Basohli, Guler, and Mughal art.’ A careful study of continuity and 
Kangra. The medieval rulers of Rajasthan and the change in Rajput art from the Watson and other 
Punjab Hills were known as Rajputs, “the princes,” collections, however, clearly indicates that Rajput 
and claimed to be Ksatiryas, members of the war- art was derived neither from the Indian classical 
rior class in the Hindu system. Contemporary his- style nor from the Indo-Persian tradition. Rajput 
torians believe they were the descendants of the art did inherit many elements of pre-Muslim Indi- 
Huns, the seminomadic immigrants from central an tradition and over time incorporated Mughal 

Asia who were responsible for weakening the idioms of art. Gradually some of the old elements 
Gupta empire (A.D. 320-647). Later they spread all were replaced by new ones, since the Rajput artists 
over northwest India, fought the Muslim invaders did not hesitate to abandon them when they found 
from the other side of the Hindukush mountain them unsuitable for their culture. 
range between the ninth and twelfth centuries, and A striking continuity of earlier Indian style is 

never voluntarily accepted the suzerainty of the clearly discernible in the particular way of render- 
great Mughal emperors who ruled from the six- ing trees: they are delineated within the limit of 
teenth century to the beginning of the eighteenth oval or round shapes. Indeed, often in the Gujarati 
century. Thus, in the political history of India, the manuscript illumination and the early Rajput 

Rajputs became famous for bravery and national paintings a thick line encircles the trees as we see 
pride; socially, as Ksatiryas, they enjoy very high in figure 1. Sometime the leaves are so thick that 

status in Hindu society even today. In the artistic they cover the tree entirely except for the trunk; 

tradition, on the other hand, the word “Rajput” other times when the leaves are less abundant, the 

became synonymous with the particular style of branches are visible. Either way the leaves or 
painting which developed in their kingdoms and branches seldom grow beyond the circle or the 
neighboring regions. frame, and there is no empty space between the 

The Rajput style was contemporary with the branches as one can expect in nature. Such styliza- 
Mughal style, a sophisticated style derived from tion of trees goes back to the first century B.c. in the 

Persian artistic tradition which consisted mainly of history of Indian art. Although we do not have any 
Indian and European elements. The great Mughal early painting bearing such examples, the stone 
emperor Akbar, who hired Persian masters and reliefs of Bharhut, Sanchi, and Amaravati depict 
many accomplished Indian artists to work in his stylized trees like those in Rajput paintings. We 
atelier and encouraged them to study European can compare the trees in the Bharhut relief depict- 
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Fig. 1. [83]* The Earth Goddess Greets Krishna: folio from Fig. 2. The lier: Jetavana Grove, Bharhut, 1st 
ams. of the Bhagavata Purana Gujarat, early 17th century, Connes 8.c. India Office, courtesy of Mrs. A. K. 
7% x 12'/ in. Gift of Mrs. Earnest C. Watson, 1975.46. ODIATAS WAN) . ne 

As described in the text in this folio of the Bhagavata according to the:stomy in Pali literature) aifamous 
Purana, the earth goddess, shown between two stylized Tae an £0 aie path Buddhs Sabyamurny, ‘ 
trees, greets Krishna and praises him for killing the noto- Oupht apiece of land and cousiructed the first Pe 
rious demon King Narakasura. The crown prince of the monastery, where the Bod dha apres tre ceag a urn 
démions was, however, a devotee of Krishna. In order to the rainy season. The land was very expensive because 

express his loyalty to the god, the prince descends from the owhendid notvwantto sell tile agreed ty dolo only: 
the elephant and prostrates himself before Krishna. venience relia ne patel biman mncre dieu en ot 
Behind Kpshna @tands ah attendant with'a bowlin his ead sone with which the merchant paved the entire plot 

: . of land. 

in ne theitrees shown hereiand:those in figures In the middle of the medallion, the merchant holds a 
spi i huge water pitcher to represent the ritual act of charity. 

eee eee a Rano Gk ae To his left, people pave the land with gold coins, while 
s ; : one unloads the coins from a bullock. The land is sur- 
ing the purchase of the Jetavana grove (fig. 2) with rounded by trees. A fruit tree with a railing is shown in 
Asavari Ragini (fig. 3): in both, the veinlike branch- the foreground. Compare the trees represented here and 
es of trees are visible, but they are unnaturalistical- in figures 3 and 4. 
ly confined within limited space so that they 
appear to be trimmed bushes rather than trees with 
branches spread freely in every direction. from Persian tradition; the trees shown in the Per- 

Early Indian paintings, such as the mural paint- sian paintings differ considerably in that the 
ings of Ajanta, to my knowledge, do not include branches are rendered more naturalistically. 
stylized trees of this fashion, but in the eleventh Continuity of ancient tradition can also be dis- 
and twelfth century Buddhist manuscript paint- cerned in the stylized treatment of the ripples of 
ings of Bengal and Nepal, they appear frequently. gently moving water. Figure 5 representing 
Compare the trees illustrated in the eleventh cen- Krishna and Radha walking through the garden, 
tury Prajfiaparamita manuscript (fig. 4) and Guja- for example, shows a lotus pond in which the sur- 
rati manuscript (fig. 1). In both examples a thick face of the water is depicted with repetitive semi- 
line encircles the trees, and the branches are not circular lines representing ripples. Such treatment 
separated. Evidently they derive from the pre- of water surface appeared for the first time in the 
Muslim Indian tradition. Such stylized trees are fifth century Ajanta murals depicting the Buddhist 
seen in the paintings of the Mughal and provincial story of Maha-Umagga (fig. 6) and continued in 
Mughal style. But certainly they are not inherited the Jain and Buddhist manuscript paintings from 

Gujarat and Nepal.> The immediate predecessor of 

* number given in brackets is the figure number in Indian the stylized treatment of water surface in the 
Miniature Painting: The Collection of Earnest C. and Jane Rajput paintings can be seen, however, in the pre- 
ye a Watson (Madison, Wis.: Elvehjem Art Center, Mughal manuscript illumination of the sixteenth 
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DRAM MALT TNA AGACRALH VELLA aM ates ; (O’) RS: 
ainnamd angsinenameeRaaonagaaene men) Cd. I Ve 
IgAaaaamnawdaanay pany snnanagan Bt LS Ae Sir (a) Ae 
mama egawasenaReng) 2210 QzqyewwaaIws: X CLs 4 — aE 4 

waa; IS Pe eee te 
EN eer ro 

i a fi | = (] Cer te Oo 
2 A ing iy os ‘ ; Fig. 4. The Birth of the Buddha, depicted in a cover of an 
BAN Shp Rea t Astasahasrika Prajfia@paramita manuscript, Nepal, a.b. 1054, 
WAKO a re Manuscript cover: 2'/s x 22 in., Los Angeles County 

ut a y ye f ee ets ee Museum of Art, Nasli and Alice Heeramaneck Collection, 
NOME ae ogy Museum Associates purchase, M.77.19.1a (detail). 
WZ) Re hei ag ene gy Sic 4 Sakyamuni was born from the side of his mother 

e y i i + SSA Mayadevi when she was under a tree holding a branch. 
4 LD PtSi edt ee) ea NS " At this significant moment she was supported by her sis- 
¥)| Q Pe Ur tee ant eR a ee 1A a ter, who is next to the tree trunk. Just after he was born, 

eer Hae Pa] aa n » | the Buddha walked seven steps and proclaimed his spiri- 
Nagy ae G ‘ Be | ‘YY tual superiority. According to the Nepalese version of the 
NF || Poe 4 eg tras @ y legend, Indra, with a fish, and Brahma, with a basket of 
My | r ’ >. i ee ge sie, NS (| foods, came to visit him. They are shown here flanking 
ae ee fa7 7 \ > Ne ~ the Buddha, who stands erect on the pericarp of the huge 
N is @Q ah pet ‘ wT pyramidlike lotus, displaying the boon-giving gesture 
ot Or Ps ee ing with his right hand. Compare the tree depicted here and 
f | ae ga Oe ie those in figures 1, 2, and 3. 

4 = ( (| 
/ ie ee ie Gay ae’ Aa | century Cauraparicasika, a romantic love story 

i a a acd about Campavati and her lover, a burglar. In a pic- 
= oi ture depicting the heroine standing next to a lotus 

pond, the ripples of the water bear very close styl- 
Fig. 3. [189] Ragin Agavart, probably Jaipur, early 18th istic fae to those of the Ajanta mural and fig- 
century, 8°/s x 7 in. Lent by Jane Werner Watson ure 5.° Also compare the Bundi School Vasan- 

In the background is a stylized mountain with a taragini of about 1660.’ In the Persian tradition 

shrine on the summit. At the foot of the mountain, on a water is depicted in a very different way, which 
hill, a young lady representing Asavari Ragini, an Indian was later adopted by the Mughal artists. In Anwar 
musical mode in a human form, plays with a snake. She i-Suhayli’s painting Monkeys at Play, dated 1570, for 
wears a yellow blouse and a skirt made of peacock feath- fnstancd avatentipoles are shown yi inane 
ers which seem to be her iconographical features. (See fe aes eat 8 ey 
also figure 7 depicting the same Ragini.) In front of her, a elongated lines and highlights. Later, this way of 
bearded snake-charmer wearing Mughal head-gear and depicting water became popular not only among 
dress in patchwork plays a pipe described in the super- Mughal artists but also among Rajput artists. Thus 
script as algoja, usually made out of a gourd. He attracts this is a case in which the earlier treatment inherit- 

snakes with his music. Other snakes are wound around ed from classical art became virtually obsolete as it 
the trunks of the trees at either side of the picture. The was gradually replaced by the new one under 
trees are in traditional stylization. Compare the trees i 
shown here and those in figures 1, 2, and 4. Mughal influence. 

A floral scroll seen at the bottom of the ASavari 
Ragini, (fig. 7) is perhaps one of the most fascinat- 
ing motifs derived from the ancient vegetative 
design but in later periods grew gradually closer to 
the Persian-inspired arabesque. Although the floral 
scroll is a paramount feature of the Malwa school, 
it also appears in Mewar paintings. Apparently 
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Cee ee Ce bor aS QI We ere Sei By.) jae S| 7 Se 
A shiege aA ais | STN N CERES 2 Ah EK 
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| ; a tars = : a i i a) ap 3 ce sy yn EL 

a Ne OS a © 
Se BR ACES 849) Pee ks 4 eM oh foyer, ee A BRIE Oe 

Pca MMR a ie ae eS AB oo Be ; y . my Wd) gee ft On ae 
Be. Be pods 08) a 7 pt A ae ee BR ,|\ bry © 

j ee ASS Fp 

| wring sk ay. ENE gy, eee x eo Fig. 6. The Supernatural Child, Ajanta cave 16, 5th 
Vo Ree + “ % ee century. Drawing courtesy Editions Edita, Lausanne 

[4 hipaa oo oe The legend of the supernatural child Mahosadha is 
lA Par Pek a, part of a much longer story, Maha-Ummagga jataka, 

SE Lae ms & % associated with the previous life of Buddha Sakyamuni, 
| oe ii me ONY Se & My! who was the child. In the middle of the scene the child is 
LOTS: Cg ae a et 4 y, fe a & Ss Ss SN shown arguing with four wicked courtiers whom he out- 
Nk Ay aa. 2, Hh, Hig: Gre Se 2S) witted in their many conspiracies. 
Me EZ AE rs ee ee oN One main episode in the story is the construction of a 

eae te, Ut i e o & Ss S33 magnificent palace near the bank of the river Ganga 
iy, Cee em 0: =~ a as , Pix under the supervision of that genius child. For the safety 

ga AN) ER He) Wii ehaiia’ fe Se of the royal family, he designed a secret tunnel with a 
I ae Tae PUNE VE TEN AN ESN ADE mouth which opened into the river. At the upper section 
ees : Pes of the scene the river is shown flowing out gently in par- 
ee allel semicircular waves. 

Fig. 5. [187] Radha and Krishna on the Bank of a Lotus 
Pond, Ajmer, early 18th century, 97 x 51/2 in. Lent by 
Jane Werner Watson 

In the foreground of the painting is a small lotus pond 
with a duck at either end. The ripples of the water are 
indicated by semicircular repetitive lines. Some lotuses 
are in full bloom, others about to bloom. The flowers in 
the garden are also blooming. Krishna, attired in Mughal 
dress, leads Radha through a path in the garden, appar- 
ently heading toward the hill in the background, where 
two female companions walk. Plantains altenate with 
stylized trees with thick leaves on the top of the hill. A 
poem above the painting describes the gently blowing 
cool breeze. Compare the ripples of water shown here 
and those in figure 6. 
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SSAA MSU aa RANA BN AGN cae Se peresc ae sl | 
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ad ‘ Fig. 8. Mara’s Demonic Army, Nepal, ca. 11th century, 
1 oh x 115/o in. Los Angeles County Museum of Art, Nasli 

; : and Alice Heeramaneck Collection, Museum Associates 
a em ee ae purchase M. 72.1.22. 

i ll aay "7 is A This masterpiece of Nepalese painting survived in a 
(7 * 2 yey jas fragmentary folio of a Buddhist manuscript. It contains a 
Ae 3% boss t ! lively scene of Mara’s demonic army attacking the Bud- 
if fe cy RS Z Pe ' Bi dha when he was about to receive enlightenment. Appar- a Woden S92 j i : : Mg: RNY Se z ~ J | ently, the entire episode was shown in three panels; thus, 
NY WEDD y — § AF as we know from an example in a stone sculpture, the 
b base ya oor W pe | Buddha would have been represented in the middle, 

, eee N . ee fo with this illustration on the left and Mara and his beauti- 
MSE MG EE h ful daughters on the right. 
acne ae eae Oey In the middle of the upper-most section of the illustra- 

eyes Tk ee = te tion, Indra, with his characteristic crown and horizontal 
ano ae 9 Kea Se ee additional eye on his forehead, watches the frightful 

OMe re Fa) Og demons march aggressively toward the Buddha. Their 
pA We bulging eyes, protruding fangs, and painted faces and 

limbs with blue, green, orange, and red pigments make 
Fig. 7. [131] Ragint ASavari, Malwa, 3rd quarter of the them even more frightening. 2 17th century, 55 x 594 in. Gift of Mrs. Earnest C. Compare the foliagelike scroll along the bottom with 
Watson, 1979.1730. the similar motif shown in figure 7 at the same location. 

Although they are not identical, their development 
In the deep tropical forest, as indicated by tiger, mon- becomes apparent when we study them together with keys, and cobras, Agavari Ragini, a young woman of the same motif seen in the thirteenth-century Hoysala 
dark complexion playfully holds a cobra with her left sculptures, earlier Malwa paintings, and the 
hand. Agavari means a Savara woman. The iconographi- Caurapanicasika-style miniatures. 
cal description of the Ragini is superscribed in a Sanskrit 
verse which can thus be loosely translated: 

On the sandalwood hill, a Savara girl of vibrant 
dark-blue complexion covers herself with peacock 
feathers and wears a beautiful necklace made of 
elephant pearls [in ancient India it was believed 
that the protuberance on an elephant’s head con- 
tains such pearls]. And she makes her bracelet out 
of the snake that she picked up from the sandal- 
wood tree. 

The young woman is depicted almost exactly as she is 
described in the verse. Compare the den and the rocky 
hills depicted here and in figure 9. Furthermore, along 
the bottom of the painting, note the floral scroll compara- 
ble to the foliagelike scroll shown in figure 8. 

ee 
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both of these schools inherited it from pre-Mughal tions (figs. 7, 9). 
schools responsible for the sixteenth century Caura- Love for the lotus is another element shared by 
paricas ika-style painting and Gujarati manuscript ancient Indian art and Rajput art. In nature the 
illuminations where it was frequently utilized. W. lotus grows only in mud ponds, not in running 
G. Archer and some other scholars are of the opin- water, but in both ancient and Rajput art it grows 
ion that “the floral scrolls originate in Persian art, everywhere: in rivers, swimming pools, or the 
as is demonstrated by the Bustan produced by a ocean. It becomes evident if we compare the eigh- 
Herat-trained painter in Mandu, Malwa’s capital, teenth century Mewar-style painting of Krishna 
in 1503.”? However, we have strong evidence to embracing Radha by the riverside (fig. 10) with the 

prove that this element is derived from ancient Nirafjana river (fig. 11) depicted in a stone relief at 
Indian tradition much earlier than the work of the the east gate of the great Sanchi stupa of about the 
Herat-trained painter.'? Along the bottom of an first century B.c. In both examples lotuses are 
eleventh century Nepalese manuscript illustration blooming in the running water of the rivers. Such 
depicting Mara’s army attacking upon the Buddha unnatural phenomena are described in Sanskrit lit- 
(fig. 8), there is a vegetative swirling yellow scroll erature as kavi-samaya or poetic convention. Fur- 
ina horizontal position which immediately re- thermore, the mythical creature makara, usually 
minds us of the bottom scrolls of Malwa paintings shown in ancient art to indicate the huge body of 
(fig. 7). Also in the twelfth and thirteen century 
sculptures from Deccan such vinelike, sinuous W342) | BS Ave a hgpsy IN ese 
scrolls frequently appear. For instance, a stone Ey AAS ay ot Je * ie A 
sculpture representing Visnu and Laksmi with ¥ : Tay a d 
attendants, on a wall of the HoySalesvara temple CH B -\ =\\\ ais 
in Halebid, includes a floral scroll at the bottom of ; wae Cc LEY X wo | Ro: 
the sculpture similar to those in Malwa painting.'' ‘O =! ie | J \ _ 

Often such scrolls emerge from the mouth of a isp Ny Ks A 7] Bc ‘ 
makara, a fantastic aquatic animal, which in early byes ays Q ‘ AL cS (3 

Indian art gave forth a representation of vegetation QO sO SS r 

known in Indian art history as the stylized lotus f_-}| A aA ie ad? ; 
vine. Examples of such lotus and makara motifs can f Shh 7 : [F \y ne 

be found in the stone reliefs from Bharhut, Sanchi, Y fl he SON ; ) Cop 9 

and Amaravati.'? Symbolically the makara repre- WAS —L 7 ex 6 S 
é i * * aa \/ } ee SZ x) ait 

sents water, including the rain water which causes = a fie) i he He 2 i 

vegetation to grow and hence brings prosperity & 4 aay 8 SQ he i 
and wealth to an agrarian society. Therefore in g (| Se Ki /§ oe €8, : 
Sanskrit literature the lotus vine emerging from the 4 aps fy cS, a) re oh Soe a 

makara’s mouth is regarded as a wish-granting O) ES XP A\y ee in Ao 
plant. To convey this idea in ancient art the plants sale St oC x 8 ee ee 
are shown producing precious jewels and orna- py “eS os ERS, POY, a 
ments as flowers.'° The Rajput artists, apparently Dan WTR S 
not remembering these symbolic details, consid- . f 
ered the floral scroll an ornamental design, and the Fig. 9. The Golden Deer, Ajanta, cave 17, 5th century. 
makara motif was no longer associated with it. As Draw eee Editions Edita, Tausanne 

ore : qi yu a Sakyamuni, in his previous life, was born as a 
they became familiar with the arabesque derived golden deer. According to the Buddhist story, the golden 

from the Persian tradition, moreover, the floral deer offered his own life to the hunters in order to pro- 
scroll, as in the Asavari Ragini (fig. 7), began to tect a pregnant doe. This dramatic episode is convincing- 
appear cursive and ornate, closer to Persian ly presented here with the hunter grabing the horns of 

sources seen in textile and metal works than to the golden deer. ’ . a 
ancient Indian sculptures. Similar phenomena took i ampere the den invabited by 2 acescanc the uulqui 
Ineelin flied ovelacmenvoremlived rock formas ous stylized ridges of the rocky hills at the upper left 

Beas P! y corner with the same elements depicted in figure 7. 
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Fig. 10. [91] Krishna Embracing Radha by the Riverside, eS ee. ae ee dl Uh yateoase 
Mewar, early 18th century, B3ex 25/4 in. Gift of Mrs. Eo ia gn it ie i ES ee 
Earnest C. Watson, 1989.8. vas ales p= A ae « en. & oa 

On the bank of a river, Krishna and Radha look at aSeZ ee ad.’ me SS eee 
each other lovingly and passionately. He holds her hand Eine ey te eee eS cask a 
and rests his other hand on her shoulder with great affec- 
tion. Krishna wears an elaborate headgear decorated Fig. 11. The Nirafijana River, Bharhut, 2nd century B.c., 
with peacock feathers and yellow undergarment on top Reproduced from photographs by Messrs. Johnston and 

of which he wears brown skirt matching the color of Hoffman in Benjamin Rowland, The Art and Architecture 
Radha’s sari. of India: Buddhist, Hindu, Jain (Baltimore: Penguin, 1953), 

In the middle of the river is a golden pavilion encir- fig. 47, 103. 
cled by white and pink lotuses, some in full bloom, oth- This scene is based on a Buddhist story relating the 
ers about to blossom. Near the river dam some cowherds episode when Buddha walked upon the waters of the 
are attempting to cross the river with cattle, but the Nirafjana river in order to convince the Kasyapa Clan of 
strong current will drown some. The waves of water are Brahmanic tradition. In the fashion of continuous narra- 
shown with curvilinear brush strokes. On the other side tion, the Kasyapas are shown in the relief twice: first in a 
of the river two chatting girls wear multi-colored saris. In boat watching the miracle with great astonishment, sec- 
the background is a thick forest with a plantain tree in ond in the foreground greeting the Buddha and happily 
the middle. Above the forest is a narrow strip of horizon accepting conversion to his religion. As in many other 
with pink and golden clouds. sculptures from Bharhut and Sanchi, Buddha is not rep- 

This tiny painting is within a rectangular frame, but resented here; his presence is indicated by the simple 
the pinnacle of the pavilion, dramatically goes beyond planklike seat floating on the water. The river is flooded. 
the frame and serves to magnify the scale of the architec- Even the trunks of the trees on the bank are under water. 
ture. Compare the unnatural growth of lotus in the run- A crocodile and ducks swim through the leaves, buds, 
ning water of the river with the same phenomenon and fully blooming flowers of highly stylized lotuses. 
shown in figure 11. 

49



a arene oh re 

oo , 2A | oe 
a ad lS Bil a fan, q 

ae. Le. ate re Oy 
ee wl se “a aa = 

Seat cm 
be | ey 

‘ : Les Ry oe 

: : TO : 

— Sa 
s ef B i 

a os y yi 

ns = a Bui 

LS a ee eee 
Fig. 12. [90] A King and an Angel, Mewar, ca. 1675, 7/2 x 14°/s in. Gift of Mrs. Earnest C. Watson, 1977.128. 

This scene has not been properly identified. The story as continuous narration is, however, obvious, since a royal per- 
sonage with a golden crown and a dagger in the sash is shown conversing with a winged angel three times: once in a 
grove seated on a deck, and twice inside the pavilions on top of the two different mountain peaks. At the lower left cor- 
ner of the painting, the monarch is shown again, conversing with a young prince. At the foot of the mountain a Brahmin 
extinguishes a fire and a noble couple sit on a platform adoring a sacred cow. Trees surround the deck on which are seat- 
ed the king and angel. Compare the plantain trees shown here and those in figures 13 and 14. 

water, appears in the upper section of the Sanchi nomy. Thus, all the figures depicted in a work of art 
relief as the predecessor of the same motif seen in share the same physical features, costumes, and 
the Akbari period of Mughal art. ornaments; hence they are often helpful for identi- 

Yet another example of continuity is visible in fying one artistic school from another. Exceptions 
the stylized representation of plantain trees, invari- to such a tendency are found in Ajanta, Mughal, 
ably shown as a central leafstalk, not fully open, and some Pahari paintings. Most of the Rajput 
and symmetrically flanked by two or three huge paintings, if they have not been influenced by the 

leaves. Such plantain trees as those depicted in fig- Mughal school, consistently show their generic 
ure 12 are also seen in a fourth century Ajanta approach in representing human forms. The facial 
mural (fig. 13) and in twelfth century Nepalese features and the body forms of the female figures in 
manuscript illuminations (fig. 14) without much the Mewar school painting, Krishna embracing 
variation. Furthermore there are ubiquitous classi- Radha (fig. 10), for instance, show identical triplets. 
cal features that continued in Rajput art, such as In addition to these features, we see some ancient 
one or two trees to convey the idea of forest and a themes frequently used in the Rajput paintings. One 
swing to indicate the spring season. popular theme involves a ritual of courtship in 

Like ancient Indian artists, the Rajput artists which a male bows down to or even prostrates him- 
originally were not interested in depicting individ- self before his lover in order to appease her anger 
ualized personal features of male or female figures. toward him. Figure 15 is an excellent example of 
Throughout the history of Indian art, a particular this theme. To show her anger the woman turns her 
school is usually associated with a type of physiog- face away from her lover and with her right hand 
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prevents him from kneeling at her feet. Unfortu- er, known to us not through literature but through 

nately, we lack any surviving early representations artistic representation itself. A first century A.D. 
of this theme, but we know from fourth century A.D. Mathura sculpture (fig. 16) depicts a woman and a 
Sanskrit literature that it was a popular theme of goose: she is wringing her wet hair, while the bird 
ancient Indian painting. In the well-known work raises its long neck and quacks to get her attention. 
Megha-duta, or “Cloud-Messenger,” of the celebrat- Similarly, figure 17 shows a woman accompanied 
ed poet Kalidasa, the love-sick hero laments: by a crane. Like a pet, the bird stands in front of 

her without fear and looks toward her with affec- 
On a stone slab with mineral pigments I tion. This motif appears repeatedly not only in the 
would like to draw a figure of you, angry with classical art of India but also in Rajput art. Another 
me ina love quarrel; then I want to portray example comes from the Rajput miniature collec- 
myself prostrated at your feet. As I proceed to tion of Michael Archer and Margaret Lecomber.'* 
do so, my vision becomes blurred with ever- These examples, however, should not give read- 

increasing tears. The cruel god of fate does not ers the impression that Rajput art is similar to clas- 
tolerate our union even here. (2.42) sical art. They differ widely for two main reasons. 

First, Rajput art, as we will see shortly, originated 
Had any such picture survived, it would not have in the folk traditions of Rajasthan, the Punjab Hills, 

been much different thematically from figure 15. and neighboring regions; whereas classical art 
Another age-old theme of Indian art is, howev- belongs to a sophisticated high tradition. Second, in 

its development, Rajput art incorporated many ele- 
ments of Mughal art through which it also became 

pada BEN: Oh Tee familiar with Persian and European idioms. 
of A; ee age ry ys Nts One of the most striking differences between 
i Siti ‘5 a ie k classical and Rajput art is in their way of represent- 

pe. fe emcee ' ing figures. In classical art the head of a human or 
a md RS wees : divinity is shown either frontally or in three-quar- 
a eS <= oi. Sia \ ter profile with a strong profile very rarely used. 

S\N, Sa 
ae. GN 8 
ae a x Ape! Wy ae eg aie 
ie Me? hey SOV rN Wyse a Ase Ken asa 

. Sec wt Pg a ae Per { (Me 1 tgy IA Lotte a ts ~ Aq 

ay tr ‘orn ae TIAA & I PS Pastas, 
aa Ns, = SRST See Pe EE cones | 

pees 2 ome oes 
a fg a Ke 4. ae ‘S eS 

ee ae ae ny ie sy Ba Fig. 14. Dancing Kama, Buddhist God of Love and Desire, 
on aes SN Yee ee folio from a Gandavyuha manuscript, Nepal, 11th century, 

igice’s Net 7 ie eee \ on palm leaf, folio 21/2 x 5 in., Los Angeles County Muse- 
ae Nios . : be oi | um of Art, Nasli and Alice Heeramaneck Collection, 

Museum Associates purchase, M.71.1.1 a, f (detail). 

Fig. 13. Devotees with Offerings, Ajanta Cave 2, 4th The dwarfish figure dancing on a stylized rock in the 
century. Drawing courtesy of Editions Edita, Lausanne middle space and flanked by two plantain trees is Kama. 

Several ladies head to a Buddhist shrine. The lady in the The god of love and desire, he holds a bow and arrow, 
middle carries offerings on a tray. Behind them in the back- exhibiting some similarities with Cupid. Compare the 
ground a plantain tree and stylized rocks are depicted. plantain trees shown here and those in figures 12 and 13. 
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Courtesy of Government Museum, Mathura, Uttar 

Fig. 15. [181] Ragint Ramakari, Bikaner, early 18th centu- Pradesh, India 

ry, 6s x 37/s in. Gift of Mrs. Earnest C. Watson, Leaning against the railing of a balcony, a man and a 
1986.59. woman look downward. The woman holds a water 

Dozing attendants in the palace, the crescent moon pitcher with both hands. Immediately below the balcony 
and stars in the dark sky, and burning candles in front of a young girl with elongated earlobes stands in the trib- 
the palatial building indicate this is a night scene. On the hanga or the contrapposto position. A goose eagerly 
terrace, seated on a sofa is a lady, who seems angry with drinks the drops of water falling from her hair. Although 
her lover. She refuses to look at him. Her lover is about the girl wears a necklace, a skirt sustained by a girdle 
to bow down to her feet as prescribed in the Kamasiitra, made of pearls, and multiple bangles, her upper body 
the Hindu treatise on lovemaking. She prevents him by seems to be nude. Compare this sculpture with figure 17. 
pushing his head away gently. Although she is identified 
here as a female musical mode, ragin7, known as Rama- 

kari, the subject matter of the painting goes back to an 
early period, since it is often mentioned even in the 5th- 
century Sanskrit literature. 
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This main feature can be seen in the early stone 
reliefs, the Ajanta murals, and manuscript illumi- 

nations from Bengal and Nepal where the ancient 
i classical tradition continued for a long period of 

RE Saree i ais ee See time. In the Rajput paintings, on the other hand, 
GO SE Pee iy — ae strong profile is used most often and three quarter- 

W wi i ; profile and frontal view of the countenance are 

wo Z a ig 7" ¥ i extremely rare. Only in later works from the Pun- 
s 4 7 A A : Ne jab Hills do they begin to appear more frequently. 
ae A Zz Qa < eh The reason for these strikingly different pictorial 

/ A ff 4 le } ‘S su S ‘ views is obvious. In India, as in other parts of the 

f ) » 3 1 : * world, the beginning of art is usually characterized 

f a Pack f é by directness and childlike, charming simplicity. 
West f ¢ Since it is much simpler to render figures frontally 
» | : i or in strong profile and easy to group them cohe- 

| re sively in those fashions, art begins with those 

ee fw ¢ views. A child does not start drawing in three- 
: bree \ Pe quarter profile; mastery of the three-quarter profile 
hore \\ i is indicative of an advanced stage of development. 

l ) a It is interesting to note that not only the classical 

J 4 “g Indian artists but also Indo-Persian and early 
( i< Mughal painters preferred a three-quarter profile. 

<e oa The Muslim artists, however, inherited this taste 

Sa ; 5 not from Indian tradition but from the school of 
t a “ { > Persian miniature paintings. Contemporary Rajput 

SS Nee as artists were obviously familiar with this treatment. me a pce ee eae 
‘ SES J. ¢ Ee apy But due to their conservatism and nationalism, the 
Lah aise ale aa Rajput artist long resisted this external. In the 
Pop SN ee Indo-Persian and the Mughal court artists began to 
ae ae Oe use strong profile, as masieieed by ees 

i ; ve (early sixteenth century) and Akbarnama (about 
Fig. 17. [156] Lady with a Bird, Marwar, ca. 1825, 6 x 4 in. 1600), particularly when they depicted Indian 

rai: Jane ae aon! ano soe women, so that it virtually became part of the 
nder a willow tree a lai with elongated eyes - “ = . 

stands gracefully in the thea aban Soe with her Jconography, of representing, PON heures. 
left foot crossed over her right leg, and holds a branch We wee such a tendency also in the earlier . 

with both her hands. Her posture must be derived from Gujarati manuscript illuminations, where the Jain 
the early Yaksi figures known as Salabhajijikas. She has divinities and devotees are shown not in strong 
just tossed off one of her shoes, which is about to land on profile but almost in three-quarter profile with both 
the ground. A crane looks toward her with affection. This eyes fully visible and one of them unnaturalistically 
is one of the celebrated motifs of Rajput art. Compare protruding. Figure 18 is an example of such style. 
this painting with the Mathuran sculpture figure 16. ‘This mannerism is the result oF exa fa ‘di 

ggeration an 
distortion of the three-quarter profile view of the 
classical tradition. It is a gradual development in 
which the three-quarter profile narrowed and 
began to appear almost like a strong profile. We can 
see the beginning of such mannerism in the eighth 
century Elura cave painting depicting Laksmi and 
Garuda." In the Gujarati manuscript illuminations, 
however, foreigners from the other side of the Hin- 
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; au E) NER ; Sais co-sitaitcianige)stuangeusysel ke 

i me = 4 Suit ; Fig. 19. [5] Kalaka and the Sahi King, folio from a ms. of 
¥ 7) < 5 4 | the Kalakacarya-katha, Western Indian Style, late 15th cen- 
ie Se Eau el et a tury, 41/2 x 10% in. Gift of Mrs. Earnest C. Watson, 

Aare seed 1986.51. 
EZ Ii SAY E AR The Kalakacarya-katha or “the story of the great 
y PAN on at é \ teacher Kalaka” is an appendix to the important Jain 

hee 4 canonical work Kalpasiitra. One main episode of the story 
| as h is the Sahi king’s visit to the teacher. This episode 
SU became a main theme of the Jain manuscript paintings of 
ae g : cI Gujarat. Often in early manuscripts the Sahi or Saka king 

, | and his attendants are shown either standing or seated in 
I 8 : front of the teacher whose figure is always imposing due 

ee eas bea “ to his hierarchic proportion and central position. But 
>| rns | A fae; here he is shown in the center inside a shrine and much 

nee SE ON oN woe | bigger than the Jain teacher seated on his left. The Sahi 

{ king, shown here as usual in three-quarter profile, wears 
oleae. a crown, a blue checkered robe, and a pair of high boots. 

eT a | In his right hand he holds a sword and with his left he 

ean Perens fps ig | makes a gesture with his index finger erect. An attendant 
stands behind him. In the lower register the king stands 

Fig. 18. [4] The Transfer of the Embryo, folio from a ms. akimbo planting his legs on the ground triumphantly. 
of the Kalpastitra, Western Indian Style, late 15th centu- SN eee i eed ee 
ry, 4°/ x 115/4 in. Gift of Mrs. Earnest C. Watson, 1972.89. ; i 

According to the Kalpasusiitra, an important religious dukush are never shown in this manner, but they 
text of the Jains, the savior god decided to be born ina are depicted, rather, as in figure 19, in the Islamic 

priestly family and entered the womb of Devananda, a style of Persian origins: their facial view is always 
oe e : eon oe ce ee the gods in three-quarter profile without the protruding fur- 

Harinaigamesin to steel the embryo of the Brahmani and then Oe: Spaatenty De oles oe need 
transfer it into the womb of the Ksatriya queen Trigala it part of the iconography of foreign visitors. Simi- 
while she sleeps. In the painting the goat-headed genie larly Rajput painters almost always show demons 
enters the bed chamber with the embryo in his raised in three-quarter profile, indicating their distaste for 
hand. Although the queen is asleep her eyes are wide such a view.” 
oe a oe feature also seen ese Indian art If we consider the miniature paintings of the Cau- 
such as the second century Bharhut relief depictin; pases : : 
Queen Maya’s dream. Nee Trisala’s pescuding hee rapancasika style the earliest See les of iB ajput att, 
eye, a characteristic of Gujarati manuscript illumination. its beginning should be assigned to the sixteenth 

century. During that century the regional tradition 
of art, languages, and cultural activities was being 

modified. As a result Sanskrit was often replaced by 
vernaculars and classical theatrical performances by 
local productions. About the same time the local 
style characterized by strong profile prevailed not 
only in Gujarat and Rajasthan but also in south 
India, Bengal, and Orrisa.'* Therefore it is difficult to 
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accept earlier scholars’ view that the strong profile eee , 
of the Rajasthani paintings developed out of the aasae =, eet aia coat ap 
Gujarati manuscript illuminations, as the farther PS or peremamanemensy.  anaiuam y p Q 1) aieaeh eaanize A airaninaraa, 
projecting eye was gradually abandoned.!? In some a ” ngoranaan \ Senenete 
of the early Rajasthani miniatures, such as the six- pr Ar a Sate Sechaehag crits ne 
teenth century Mehta Gitagovinda, the protruding ry Bd a Pang seers elas pee 
farther eye, obviously originating from the Gujarati | lee chee aatianey te 
tradition, is often present.”° Those illustrations, how- {a i = ‘sive a eabein 
ever, differ widely in style from contemporary Cau- 
rapaficasika manuscript illumination. Despite the fact Fig. 20. [92] Tirthankara, folio from a ms. of the 
that the heads of the figures in the Gtagovinda illus- Nemipurana, probably Mewar, 18th century, 4°/s x 4’/s in. 

tration are depicted in strong profile, the back of the Gift of Mrs. Earnest C. Watson, 1972.49. ; 
head, which is supposed to appear behind the ear in Under a tree, on a ruby-red throne covered with a 
Fie Sle ety ie Gere peE dig miccine ries, golden parasol, dark blue Tirthankara meditates in cross- 
h 4 adap iE th ae i 8. al Z legged position. The Jain god has three heads and elon- 
MOWEX ED, MAUS eva GROIG, 70h ene arse Was Tener gated ears. In front of him there is a tiny conch-shell 
ing the head just as in the Gujarati manuscript which seems to be an attribute of the god. On his left a 
paintings where it is minimal or completely absent naked Jain monk and a princely figure in Mughal dress 
due to the fact that the style is essentially derived join their hands in adoration to the god. On his right two 

from the three-quarter profile tradition. It is not sur- well-dressed men, one with dark and one with fair com- 
prising, heretorenthat ache Gitagovin Wiailicten plexion, show their devotion to the god with the same 

4 th iB di fant is still t hand gesture. In front of the god several ladies of noble 
Hons the protruding rurt er Eye wisi Present. families, seated on a beautiful flowered carpet are partic- 
Whereas in the Cauraparicasika illuminations, the ipating in the ongoing ritual of worship. 
back of the head is always depicted.”! This main fea- 
ture clearly distinguishes between the tradition _ ——— SS SS 
derived from the Gujarati manuscript illuminations eo ; 
and that of the Cauraparicasika style. Even so, there Pas proton ee aca ne pace oe 
was continual synthesis of these two styles. (fig. 9). Just as in figure 7 a beast, in this case a lion, 

These differences of pictorial treatment help us Ipshow ner: resting iat (he opening of ide a 
to find the origins of Rajput art. Clearly it was the upper left corner of the scene the stylized rocks 

derived neither from the Indian classical style, oe eae py Feciang ular stone liable) 8co7 
including Gujarati manuscript illumination, nor Ca arn, but uy figure 7 they are replaced by 

from the Indo-Persian tradition. Rather, local tradi- clone aera s evidently borrowed 
tion of their homeland seems to account for the ret i fe es oF a as Loe beeat a 
Rajput artists’ adherence to the strong profile, a SU Oe Bobi a SOE Goer rei 
feature popular even today among native folk Rajput art include kirtimukha or “face of glory,” (a 
artists in many areas grotesque mask representing sky) and the makara 

Absence of some earlier features of Indian tradi- ae Be ora cae aes ee 
tion also distinguishes Rajput from classical art. pe x Saat : a cs ei t a Rota ee 2 
Stylized rock formations characterized by repeti- as Ae Sig aly I re he tee a as t 
tive squares or rectangular geometrical designs are Aiselt 1s very, fate: In) the au aPancasiit style Daunk: 
seen throughout the art history of the Indian sub- Inet Goes appeautepeated|yabutin tne later pete 
continent,” but in Rajput art they are replaced by See ee aoe eran aies 
the vertically elongated, swollen, cloudlike rocks ire bese ia Coke on 23, where 

and hills of Chinese inspiration much admired by SUC inet cnet tek eo Bele nearer 
Mughal court artists? Agavari Ragint (fig. 7) Furthermore, there are iconographical differences 

js acta z between classical and Rajput art. An ancient icono- 
shows a tiger resting in a den nestled in a rocky Hieal ature which ieniste in Raiout 
mountain. This is a classical motif used by ancient pause a re = te os aon oreo ‘e ti es 
artists to suggest a dense forest full of wild animals Pee yen eon ee Eee eee 
as exemplified by the fifth century Ajanta cave divine attributes such as clubs, tridents, thunder- 
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wae = = ‘ Fig. 22. [253] The Descent of the Ganga, Kangra Style, 
z a early 19th century, 9 x 6 in. Lent by Jane Werner Watson 

Fig. 21 [238] Durga, Kangra Style, late 18th century, In front of a cave ona rocky mountain in the 
mh ee fein. Lent by ane. vo Watson renee Himalayas, the divine couple Siva and Parvai sit ona 

e goddess Durga sits inside a'golden shrine ina tiger skin. Siva’s gigantic bull Nandi stands in front of 
garden surrounded by bushike/oval plants and flower- them. Just like the birds nestled in the trees, the divine 
te ee Flanked by oie —— ecenda ene anne couple express their intimacy with their sensual gestures 
an whisk, another a ee essiigiontop of et er and the warmth of their physical closeness. The elegant 
FE a ee ea ee ed eee gue ain Gia turn of Siva’s head and the gazing eyes of Parvai partic- 

play, counterclockwise, arrows, a noose, an elephant ularly enhance the situation. 

goad, and 2 bow. Her other significant ae . A stream of water, representing the heavenly river 
purnakalasy a jullvascsy meouzane a sunGance. te Ganga, flows down out of Siva’s matted hair. The river 

placed amumediately Belov the pedestal, on the floor. To goddess was once imprisoned inside the hair by the god, 
the right of the vase Brahma and Visnu m8 to the left, who had been exasperated at her arrogance. The block- 
eivaiand ae arescated adoring (ceo dese Alot ing of the river caused a long-lasting drought on the 
these Hin os eities, including Durga, are cnownAn earth. At the foot of the mountain, the prince Bhagiratha, 
frontal posinon a rate pooturean Rojmut panengay ust who has been doing penance for many years, standing 
outside the shrine, a bearded man, very likely a hill chief, on one leg in order to persuade Siva, is delighted to 
and his wife stand at either side of the door adoring the receive the heavenly river on the earth. 
goddess. 
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el % P Fig. 24. [158] A Musical Night, Kishangarh, ca. 1735, 
ee 1 ol x 654 in. Gift of Mrs. Earnest C. Watson, 1985.323. 

at | ais This scene is in a palace situated on the bank of a nav- 
Fig. 23. [118] Ragasri, Bundi or Kotah, ca. 1780, 7 x hin. igable river, as indicated by the two boats on its water. 
Gift of Mrs. Earnest C. Watson, 1979.1719. A The prominent figure is a lady who reclines against a 

The enthroned princely figure is an anthropomorphic bolster under a square canopy and gestures animatedly 
representation of Ragasri, the king of love SOngS. He ; with her left hand in response to music performed by 
leans against a huge dark red bolster. This classical Indi- two beautiful girls, one singing, the other playing the 

an throne is flanked by two makaras, a crocodilelike tanpura, both seated in front of her on the ground. To the 
mythical creatures. The colorful parasol over the throne left of this lady her sakhT, or companion, holds a wine 

has the amalaka type of fluted round forms used as the cup and listens to the music, while a palace girl, standing 
crowning member of the superstructure of northern-style close to the pole of the canopy and holding a tray full of 

Hindu temples. _ q : various objects, attends the ladies. All figures are ren- 
The princely figure is accompanied by an attendant dered naturalistically with an attempt to distinguish 

holding a fly-whisk and a shield and a sword. In front of them through individual features such as dark and fair 
the throne are two male figures, one singing, another _ complexion. Compare this painting with figures 25 and 
playing the vind, the Indian lute. The latter’s age is indi- D6 
cated by his snow-white beard. Apparently he is the 
teacher of the young singer, for in India, even today, a 
teacher often participates in his student’s performance. 
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a bolts, or wheels. The kneeling position of devotees 

. ot alia . pees with one knee on the ground and the other raised 
a = ee ay g also became almost extinct. This is an interesting 
a ie ih :_ wee kneeling posture often seen not only in classical art 
= / but also in prehistoric Indian art of the Harappan 

ay : ‘ civilization.” It was only after the fourteenth centu- 
‘yo ea ¥ s ry, as a result of Persian influence, that this Indian 

pat a eee kneeling position was gradually replaced by the 
: ie . tite Muslim praying position in which both knees are 

yt ree Pa et. bent and resting on the ground. Figure 20 shows a 
pi iad a Wart a : Jain monk in front of Tirthankara kneeling in the 

‘ 4 traditional Indian position with one knee up. This is 
e a rare example. In the same painting, one will 

ee , ~ ee notice, all other devotees of the noble family are 
Bere dressed in the Mughal fashion and seated in the 

Fig. 25. [160] On the Banks of a River, Kishangarh, De oe posi: : nical f 
mid-18th century, 8°/s x 12 in. Gift of Mrs. Earnest C. An SVEDIMOTE noticeable TeonOprapmca eatune 
Watson, 1985.324. of the Rajput artists is their earthly representation 

This small painting encompasses a huge landscape of divine figures. Perhaps because from their point 
with a navigable river. The river serves as a major com- of view the gods and goddesses are not much dif- 
positional device of the picture as it flows horizontally ferent from humans, the technique of hierarchical 
and divides the scene into two sections: a forest in the proportion, commonly used in classical art to repre- 
background and the grassy land of a village in the fore- sent divine or regal figures as larger than others, 
ground. The forest is inhabited by water buffalo, rhinoc- = fs cae 
eros, boars, and deer. A royal hunt is in process. The rid- ee virtually abandoned. The growing fascination 
ers of the elephants and horses pursue the wild animals. for multiple arms and heads of deities in the med- 
On the near side of the river is a more relaxed life in a ieval period was also abruptly interrupted when 
remote Indian village. In the nearest section beautiful the Rajput style emerged. The iconography of some 
girls, the main attraction of the scene, head toward the of the important deities such as Durga, whose mul- 
lake situated on the bank of the river. Near the lake is a tiple arms are closely associated with the main 
palatial white building. The girls converse and exchange 7 : 2. 
a bunch of grass playfully. The leader balancing three event of the myth, was kept intact (fig. 21), but Siva 
water jars on her head is going to fetch water from the and Parvai, relaxing on the remote mountain tops, 
lake, and her friends are along to help. are depicted as a loving human couple, as in figure 

Activities closer to the river include a girl washing 22. Siva’s third eye is unnoticeable and the divine 
clothes, another dressing after her bath, yet another dry- couple are not endowed with multiple arms. Simi- 
ing her sari while talking to a friend seated on the grass. larly Krishna always reflects the personality of a 
Two other girls with water pitchers on their heads are Hocorh ’tthouatihenedarke blued ae 
deeply involved in conversation. To the right is another Toman ae prnee: QUp nes al Me aE CO: 
lake fed by the fresh water of the river. On the grassy plexion, he is more human than god. 
field men train elephants and stallions. Compare this An element totally unknown to classical tradition 
painting with figure 24. is landscape. In the ancient art of India we never see 

panoramic views of cloudy sky, glowing evening 
sunlight, or distant cities or villages. The Rajput 
artists became familiar with these features through 
the Mughal artists, who in turn inherited them from 

European tradition, especially from the Flemish 
school. Figure 23 depicting the musical mode 
RagaS&ri is a good example of such Rajput painting. 

Due to such external influences many schools of 
Rajput art became increasingly more interested in 
naturalism than in stylization and conceptualization, 
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main features which they shared with ancient Indian - as " 
art. Since both classical and Rajput art are based on | Sse sii % =O 
religious belief, overemphasis on naturalism was 7 a > he: 
considered too secular. Some Rajput artists, there- al j { 
fore, found the naturalistic approach unsuitable for : P| fa 

their religious art and culture and rejected it around pt | i 
the mid eighteenth century by forming the Kis- | 
hangarh school, renowned for its highly stylized fea- | ty i ¢ 
tures and devotion to Krishna. It becomes obvious if 3 i ~ Sg Fel 

one compares figure 24, created just before the birth a S-, e le 
of the Kishangarh school, to other paintings showing ‘ a. Ct i. He 
the fully developed style of that school (figs. 25, 26). ‘ A @ ae ee 
Figure 24 is based on a secular theme and profusely a : rj ee A q 
uses the idioms of Mughal naturalism, which 4 Fa fy wi | i 

include shading and a variety of figures with distinct ' Ee ae. r) i 
features. In the paintings of the Kishangarh school, i : % ve 5. ey 
these features are deliberately replaced by the use of a Robe : i 4 ; dl 
flat color and by stylized facial features, such as elon- % i is p i J 5 ; 
gated eyes and pointed noses and chins invariably + a 4 he 
used for every figure in the picture (cf. fig. 25.). This Ss . hi H 3 
new style, which they found suitable for a world ‘4 oa, ee , 

devoted to Krishna, clearly shows their strong reac- z se v/ u 
tion to the Mughal naturalism once accepted by ear- f = ie J 

lier artists of the same school. ad P 
In light of these studies we conclude that Rajput a ; = 

art originated neither from classical Indian art nor : - . —_ 
from the Indo-Persian and Mughal schools. Rather, Fig. 26. [166] Radha and Krishna, Kishangarh, late 18th 
it developed out of the local traditions of Rajasthan century 45/4 x 3/s in. Gift of Mrs. Earnest C. Watson, 
and the Punjab Hills. It does draw on a large reper- 1982.170. ‘ Rute ; 
tory inherited from ancient Indian tradition, but Radha and Krishna spend their leisure time near the 
many of the classical elements are missing. Since its Be a ond. They pluckedicome flowers fromthe ponds 

eey — bn, é me which they still hold. A thick row of plantain trees, most 
origins lie in the folk tradition, its beginning, as one of them in flower, is shown in the background. Krishna, 

can expect, was characterized by simplicity and with his right hand, spreads a beautiful silky scarf dotted 

directness. Thus, if we regard the classical and with tiny speckles over Radha, as if he is protecting her 
Mughal traditions as sophisticated higher traditions, from dust or harsh sunlight. Compare this painting with 

early Rajput art can be classified as a lower tradi- figure 24. 
tion. Such classifications become problematic, of 

course, because artistic traditions, like all aspects of 

cultural heritage, change over time and low tradi- 
tions become high traditions. This was the case with 
Rajput art as it developed internally and was ex- 
posed to and subsequently incorporated Persian 
and European idioms. Rajput art, however, retained 
its immediately visible identity throughout the his- 
tory of its development. 

Gautam Vajracharya 
Department of South Asian Studies 
University of Wisconsin—Madison 
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Reading Utamaro’s Unaccomplished 

The Edward Burr Van Vleck Collection of Japanese readings of specific prints or print series in relation 
Prints in the Elvehjem Museum of Art at the Uni- to the circumstances that produced them. I hope to 
versity of Wisconsin—Madison preserves in good make a small contribution in that direction here. 
condition a particularly intriguing print designed Two aspects of my own nature as author have 
by Kitagawa Utamaro (1753-1806) near the end of guided the directions taken in this study. First, as a 
his career (fig. 1). Titled Unaccomplished, it depicts a specialist in painting of the late medieval period 
young woman in the act of burning a tattoo off the (ca. 1450-1600), I do not lay claim to an intimate 
inner part of her upper arm.! and thorough knowledge of the primary sources 

The print contains several inscriptions and a sin- for understanding prints produced in the latter half 
gle female figure on a blank background. The fig- of the Edo period (ca. 1740-1867). Fortunately, 
ure is depicted from the waist up and turned however, that segment of Japanese history has 
slightly to her right away from the viewer. Begin- received considerable attention in recent years, and 
ning in the lower right corner, her upper torso many sound secondary sources of information 
extends a little less than halfway up the composi- exist to aid my examination of a single primary 
tion and a little more than halfway across. The source—the print itself. Second, I have long had an 
edge of the paper cuts off the view of her left interest in texts on pictures: both writings about 
shoulder, arm, and side. Her head, which occupies pictures and writing literally on the surface of an 
the center of the composition, is tilted downward image. The print Unaccomplished incorporates a 
to her right and slightly further away from the great deal of textual material and presents, there- 
viewer. Reserved paper suggests the whiteness of fore, a good opportunity to pursue those interests 
her face and body, which is set off by the bright as an entry point into a discussion of its reception 
mineral red of her lips and ink black of her elabo- by a contemporary audience. Members of that aud- 
rately coifed hair. A simple sash holds together ience, unlike modern western viewers, certainly 
four layers of robes in varied colors and designs. had their visual experience of the print mediated 
The figure’s left arm projects across her body and by such texts included on its very surface. 
inside her robes, holding them open and revealing It is worth taking a moment to consider the 
her upper chest and the inner part of her upper basic nature of the original audience itself. We tend 
right arm, where three small objects burn over to think of these prints as mass-produced pictures 
writing on her skin, sending off three thin trails of for the townspeople of Japan, especially those of 
smoke. Only one other motif exists separate from the great metropolis of Edo (now Tokyo). This is 
the figure’s body: in the upper left corner of the largely true but far too vague in conception. 
composition, a pair of old-fashioned, red eyeglass- “Townspeople” as a term embraces a population in 
es with loops of string are set on end. Instead of a wide range of social and economic circum- 
lenses, they contain writing. stances—from money-lending merchants with fan- 

Direct visual observations of this sort make up tastic wealth to financially strapped members of 
the entire basis for most western viewers’ experi- the leading military class to common laborers liv- 
ences of this and other Japanese woodblock prints. ing in one-room hovels. Prints, correspondingly, 
Wishing to gain a broader perspective, some may ranged from the deluxe, privately printed sets 
turn to the writings of print specialists, who general- known as surimono to mass-market images pro- 
ly provide them with a mix of biography, connois- duced by the hundreds, even thousands. The series 

seurship, and subject identification. Readers will to which Unaccomplished belongs came from this 
also find that most of these texts include summaries latter end of the production spectrum. Nonethe- 
of the various historical contexts within which ukiyo- less, we cannot dismiss it out of hand as art for the 
e (pictures of the floating world) developed. Such wholly unsophisticated. In Edo, literacy was sur- 
contextualizing, however, tends to remain on a gen- prisingly widespread. Starting in the latter part of 
eral level, and detailed, thoughtful discussions of the seventeenth century, book-publishing for the 
particular prints from any standpoint but that of the mass-market burgeoned into a thriving industry. 
connoisseur remain extremely rare.? The time seems Print making and selling thrived right along side, 
ripe to explore the possibilities for more nuanced using the same techniques to produce and distrib- 

61



Guts See LB 2 ¥R 

Fx Bagh as ‘ Elea7 
met 5 Sipe 08 Te Ts BREET ISD yo gts Fal LETC obit | ope 

' ¢ [ehgi aye ae 
oN fe eSER vata ys Se") j Z [Br % 3 aM 
VEN Hi ri Ys LAB i ae it 

3 : igi y ibe 
aE an 5 } aT 

A Lt tet 
4 a HS eee 

. ‘al EV oop a 

Vi, Yi i a Uy) 243 ! 

. eZ a 3 a O48 
Yj . ( Ye l Se 4 : ‘ | 

aN iy Jf 

{ i Pin : x e \ r iP a 

Ee Nees | 
oe), ie 

eet xg 4 ¥ 

\ H “Y as 5 ee 
ee 

Fig. 1. Kitagawa Utamaro (1750-1806), Fudekashimono (Unaccomplished), 1800-1805, Oban, 
14°/s x 10 in. Gift of John H. Van Vleck, 1980.3252. 
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ute prints that often incorporated actual poems The character that follows the actual name in the 
from the classical cannon or at least allusions to signature, “hitsu,” also carries implications. When 
classical literature and history. The contemporary Utamaro first began to use his famous art name, he 
Edoite who purchased the Elvehjem print would ended with the character “ga” meaning “picture,” 
therefore have been equipped to approach complex “draw,” or “design.” Within a few years in the late 

text-and-image combinations. I will begin, howev- 1780s, he began to use more and more frequently 
er, with the simplest texts immediately familiar to “hitsu” instead, until it virtually replaced the other. 
the Edo viewer and for which the print customer The new ending to his signature represented a dis- 
would first look. tinct shift in Utamaro’s representation of himself to 

Along the lower left edge of the picture are the the public. It emphasized his mastery of the Chi- 
three characters of “Utamaro hitsu,” which may be nese brush (hitsu), the implement of scholars and 
translated either as “from the brush of Utamaro” or poets as well as painters. It suggested all the more 
“brushed by Utamaro.” This is the printed signa- strongly that his abilities had progressed beyond 
ture that identified to the potential buyer the design and draftsmanship and indicated a certain 
source of the model upon which the print was level of individuality and expressiveness. His earli- 
based. It informed him that it was a design of Uta- est use of this character probably followed soon 
maro, the most sought-after painter of images of after the death of his teacher, Sekien, and marks an 

beautiful women in his day. It also made a number assertion of artistic independence. 
of claims about this painter. Just below the signature is the round, stylized 

The man we know today as Utamaro adopted crane (tsuru) design that represents the seal of the 
this art name when he was around twenty-eight. It publisher Tsuruya, one of over forty publishers for 
is comprised of two Chinese characters: the first whom Utamaro provided designs. The prominent 
read as “uta,” and meaning native Japanese poetry inclusion of the publisher’s seal as a trademark on 

and the second read as “maro.” The latter is one of a the print was a standard practice abundantly justi- 
small number of characters actually made up in fied by the division of labor. Neither Utamaro nor 
Japan rather than inherited from China but was cre- any other woodblock print “artist” ever touched a 
ated by combining two simpler characters pro- block. All of the actual production was under the 
nounced “ma” and “ro.” The single character “maro” control of the publisher, who employed and direct- 

literally means “I,” but the sound “maro” as either ed the block carvers and printers. Publishers un- 

one or two characters was most commonly found doubtedly made critical decisions about the con- 
as an ending to personal names, and that is where tent and appearance of many prints as well. It is 
its connotations would tend to lie. The two-charac- surely no accident, for example, that a relatively 
ter version, in fact, is found at the end of the name new, but exceedingly ambitious publisher named 

of one of Japan’s most admired ancient poets, Hito- Tsutaya Juzaburo (1750-1797) brought out some of 
maro (fl. ca. 675-710?). In combination with “uta,” Utamaro’s most admired and innovative prints as 

such a connection would have been made in the well as the extraordinarily innovative work of 
minds of many of Utamaro’s contemporaries. His- Toshiisai Sharaku (fl. 1794-95). Given the scanty 
torically, Japanese have tended to adopt or receive nature of the documents available, we cannot 

alternate names suited to specific circumstances, so know for any given print or series the relative con- 

such emphasis on poetry in a painter’s art name tributions of either designer or publisher to matters 
may seem odd. However, it actually made abun- of basic conception, embellishment, or quality con- 
dant sense in the Edo context. Poetic sensibility had trol, but to judge from the example of Tsutaya, it is 
always been virtually synonymous with taste and surely wrong to imagine that the latter had none. 
culture, and linking painting to poetry was an In the upper left corner of the Elvehjem print is 
ancient practice in East Asia. Utamaro was simply the series title and the title of the individual print. 
claiming an aesthetic competence beyond that of The former is framed within the pair of eyeglasses 
the “mere” draftsman. His own painting teacher, mentioned above. The lens area at the top contains 
Toriyama Sekien (Toyofusa, 1714—1788), was in fact only the two characters of the word “kyokun,” 

himself best known as a poet. which translates as “teaching,” “precept,” “moral,” 
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or “moral lesson.” The lower set of three characters “kyokun” as “watchful” and have it modify “par- 
are “oya no megane,” which means “the eyeglasses ents” while the third made the “spectacles” them- 
of parents.” To the right of the eyeglasses is the title selves “moralizing.” The Japanese demands nei- 
of the actual print: Fudekashimono (one who is unac- ther of these choices, and the two phrases are really 
complished), which presumably describes the independent concepts linked as much by feeling as 
young lady being depicted. What exactly is meant by logical connection. The translation in the Van 
by this designation will become clearer when we Vleck catalogue provides enough logical clarity to 
examine the long inscription on the print. Others of satisfy an English speaker without excessively 
the series bear titles such as Tippler, Spoiled Child, altering or limiting the scope of the original. Leav- 
and even Brainy Girl. Unlike some of Utamaro’s ing questions of syntax aside, however, the basic 
titles, they give no suggestion that a specific indi- juxtaposition of the two phrases, “Moral Teach- 
vidual is being represented. ings” and “Parents” Eyeglasses,” one in each frame, 

The representation in Fudekashimono is not of an relates to a much larger juxtaposition of epistemo- 
individual but of a type, and the implications of logical systems in Japan in the eighteenth and nine- 

kyokun suggest a rhetorical dimension that is most teenth centuries. 
likely didactic in nature. Tradition constructed a The concept kyokun comes originally from Chi- 
woman’s proper roles as wife and mother and nese Confucianism, a form of which (neo-Confu- 
kyokun for women focused on preparation for estab- cianism) was the avowed basis of government- 
lishing a suitable marriage agreement. Parents of sanctioned morality and ethics in Edo-Period 
sons would see the types of women presented in Japan. For the Tokugawa government, the most 
this series as bad matches, while parents of daugh- important knowledge was that explicating proper 
ters would see them as impossible to match to a social behavior, which one could learn from texts 
good husband. In ukiyo-e, however, one could ex- and the examples of superiors. At its heart lay a 
pect twists and plays upon tradition. Instead of concern for social order based on hierarchical rela- 
being candidates for marriage, the young ladies are tionships modeled on that between parent and off- 

more likely denizens of the pleasure quarters and spring. To the parent was given honor and respect 
the reference to moral lessons and parents carries and with the parent lay the responsibility for moral 
considerable irony with it. At the same time, how- teaching. Similar relationships existed between ruler 

ever, the illusion of romance and the promotion of and ruled, older and younger brother, husband and 

rituals similar to those of match-making were inte- wife, and other relationships founded on the un- 
gral parts of the transactions of the pleasure quar- equal distribution of power. Eyeglasses implied a 
ters. The pleasure quarters possessed codes of be- different epistemology dominated by the role of 
havior quite as strong as those of any other major vision and the other senses in gathering information. 
institutions in Edo society. Ukiyo-e prints were, in fact, largely a means of 

The series title is worth considering in more knowing and possessing by seeing. Much of the 
detail. The linking of kyokun (moral teaching) and emphasis on vision in prints is found simply in the 
oya (parents) is quite natural given the role of par- expanded scope they provided for voyeurism. 
ents. The second phrase is not, however, simply Ukiyo-e presented images of private moments or 

“parents” but “parents’ eyeglasses,” and the two events accessible only to the wealthy. Print design- 
phrases have been rendered together in the cata- ers were self-conscious about their role as providers 
logue of the collection as “Moral Teachings from of furtive visual pleasure. The clearest evidence of 
the Parents’ Spectacles.” A number of other render- this can be found in Suzuki Harunobu’s erotic illus- 
ings have been offered over the years including trated book Fiaryi Enshoku Maneemon (The Fashion- 
“Warnings to Watchful Parents,”* “The Eyeglasses able Libertine Maneemon).’ At the beginning, 
of a Watchful Parent,”° “Through the Parents’ Mor- Maneemon receives the power to take any form he 
alizing Spectacles.”° wishes from two women represented as Shinto 

In these examples, the translators have chosen deities. (They are identified by inscription, howev- 
to render the first character set as an adjective. The er, as two of the real-life women that Harunobu 
first two took broad interpretive liberties to render often depicted in designs for prints.) The form he 
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chooses is a miniature version of himself that can in prints. Still, they retained clear associations with 
secretly infiltrate private areas and view private western learning, whose adherents grew in num- 
scenes undetected. The remaining illustrations in ber and sophistication due to European science 
the book show him at precisely this voyeuristic texts coming into Japan through its only port open 
activity, a model of the action of the viewer himself. to foreign trade, Nagasaki, in the south. There has 
A great many prints incorporate optical devices to been a tendency, however, to stress too strongly the 
achieve the same ends. A boy ona roof, for exam- “impact” of western ideas and ignore the internal, 

ple, may peer through a telescope over a fence and socio-economic circumstances mentioned above 
into a yard where a woman is bathing. that encouraged the deployment of those ideas. It 

The emphasis on vision in ukiyo-e is not, howev- was not only western notions that found a large 
er, solely a matter of delight in voyeurism. The val- and eager audience, but also various types of Chi- 
orization of the pursuit of pleasure through the nese learning that stressed observation, such as 
senses in the eighteenth and nineteenth centuries pharmacology and phrenology. 
coincided with an increasing faith in the senses as All of this discussion of the importance of 
sources of empirical knowledge about the world. empiricism should not lead to the conclusion that 
While it would be naive to describe it as anything the older epistemological paradigms of Confucian- 
near an objective record, ukiyo-e did offer images ism were swept away even among the townspeo- 
linked to the world that passed before the eyes of ple. Various groups and individuals took greater or 
its customers rather than some distant land or dim lesser interest in it, but for most it was simply part 

past. It resonated with the visual experience of its of the cultural mix. People have a remarkable abili- 
viewers and prospered by their attention to the ty to entertain seemingly contradictory notions if 
senses in a materialist-sensualist society dominated they are not forced by circumstances to make a 
by the pursuit and expenditure of wealth.’ It was choice. The Japanese, faced throughout history with 
the physicality of the objects of the world, con- the potential for conflict between aspects of native 

firmed by the senses, that permitted possession culture and ideas imported from China, were and 

and control.? In other words, the daily life of the are particularly comfortable with unmade choices. 
Edo inhabitants depended on an empiricism that When read in the context of the preceding discus- 
challenged official, neo-Confucian hierarchies of sion, the remaining text on the print Accomplished 

types of knowledge and the means of their acquisi- exemplifies the persistence of traditional forms of 
tion. The eyeglasses so prominent on the Elvehjem discourse within new contexts. 
print relate directly to this challenge; they are less A lengthy passage in the upper right crowds 
devices to expand natural visual capacity, and close to the contour of the figure and to the edges 
therefore tools of voyeurism like telescopes, than of the print. The Elvehjem example was at some 
devices to ensure accurate seeing and consequently point cropped along the upper edge and a bit of 
the capacity to make sound judgments based on the text has been lost. This is quite common for this 
empirical knowledge. series because of the crowding of long texts into 

Needless to say, eyeglasses and telescopes were the prints, but some complete examples do remain 
objects of western origin. In 1551, the Portuguese to tell us what is missing. Even without decipher- 
Jesuit missionary Francis Xavier came to Japan and ing its contents, the viewer knows from the man- 
brought with him a number of European devices, ner of presentation that this is no elegant poetic 

many of which were optical. They included tele- inscription filled with subtle allusions. It is rather a 
scopes, glass mirrors, and eyeglasses. In the early more direct prose commentary upon the image. 

seventeenth century Hamada Yahyoe went to Java The long passage translates roughly as follows: 
to study the making of eyeglasses at the work- 
shops of the Europeans there and brought back the It is not a thing with high class courtesans,!° 
skills to Japan. By Utamaro’s time, then, eyeglasses but cheap prostitutes believe the bad ways of 
and other western optical devices were far from Komurasaki, Takad, and the like to be true 

new in Japan either as real instruments or as motifs love. Besides that, they do not know that 
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there are famous persons who should be the with the dominant fictions of the pleasure quarters. 
models of courtesans. In addition, customers The pleasure houses themselves were theaters of 
who have [ ], rather than compassion a sort. What was being sold in transactions that pro- 
that is interested in the poignancy of the feel- cured the services of the courtesans of highest rank 
ings of courtesans and takes pleasure in was to a significant degree an illusory world of 
understanding the bitterness of this world of courtly romance inspired by classics of Chinese and 
suffering, throw down borrowed money and especially Japanese literature. The maintenance of 

pass one night in the [ ] bed, and are such a participatory theater of refined behavior 
not lost in love. Also, their discernment does required considerable effort and expense. Cus- 

not recognize from the beginning the tomers, for example, paid for elaborate and costly 
wretchedness (gloominess) of their business. “courtship” before consummation of the “relation- 
Because it is dark in the road, they tread in ship.” Only those in possession of great wealth, 
the error of believing that if one only pulls such as the money-lending merchants exemplified 
down a prostitute he is a playboy, they must by Isaemon, could maintain this fictional world, a 
be ones who believe the likes of Shirai Gom- world of some importance to maintaining their own 
pachiand[ J no Bunshichi to be models. If constructions of themselves. Money-lending mer- 
they are guests who are studying to be chants lived lives shaped by a peculiar contradic- 
thieves, they have to use their long poles tion in their circumstances. The cash economies of 
quickly. The true buyer of courtesans must the urban centers tended to concentrate wealth in 
become Fujiya Isaemon. their hands rather than in those of members of the 

ruling warrior class, who depended largely on agri- 
The people mentioned in the text are all figures culture. Nonetheless, they were at the bottom of the 

from recent history whose stories had been taken social order in the official neo-Confucian hierarchy. 
up by the kabuki theater. Taka was a name passed Even as their economic might increased, their rights 
down among the premier courtesans within a spe- to its symbolic display decreased with the promul- 
cific house. Komurasaki and Shirai (Hirai) gation of class-based sumptuary laws. They could 
Gonpachi (d. 1679) were celebrated lovers. play the role of “merchant prince” only in the demi- 
Komurasaki was a famous beauty of the Miuraya monde that was the floating world of the pleasure 
establishment in the pleasure district of Yoshiwara. quarters. The exquisite rituals of the courtesan- 
Gonpachi was a samurai turned thief. Gonpachi’s client interaction as well as its tremendous expense 
father was an official of the Tottori fief of the Ikeda gave full vent to their need for symbolic display. 
Clan. In 1672, Gonpachi killed a fellow retainer and The passionate fictions of kabuki assaulted the 
fled to Edo to lead the life of a ronin (lordless courtly fictions of the pleasure houses, and the 
samurai). After seeing Komurasaki, he fell in love Elvehjem print may be seen as a counterattack. 
and turned to robbery to support visits to her. There is even a Confucian dimension to its rhetoric 
Finally he was captured and executed. A number as it uses negative exemplars to point out the ways 
of plays take up his affair with Komurasaki." in which modern persons have failed to support 
Fujiya Isaemon (or Izaemon) is a money lender in a the proper order of society. The text suggests that 
kabuki play dealing in part with tragedies that behavior released through passion, which was val- 
occur in trying to repay the debts of one’s master.” orized by kabuki (and anathema to neo-Confucian 

Kabuki plays like these represented the affairs of ideals), could only appeal to those of low status 
the likes of Komurasaki and Gonpachi in a very and accomplishment. It stresses the lack of deco- 
positive light and the behaviors of wealthy mer- rum involved and the volatility of the relation- 
chants in a negative one. The stories of thieves such ships. The picture in turn suggests a supporting 
as Gonpachi, who had considerably more romantic narrative. Caught up in an excess of passionate 
appeal than money-lenders, provided a factual attachment, the woman had her lover’s name tat- 
basis for such claims. The fact that such affairs were tooed upon her arm. He abandoned her, and now 
rare exceptions did not keep them from capturing she painfully burns away the sign of that attach- 
the popular imagination and operating at odds ment in her own flesh. The text suggests that we 
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view her not with a gently compassionate gaze but Notes 

igen es ee, i aia Sie a 1. Comparison with the same print in the collection of Keid 
. ais attack is this? There is no evidence a University in Tokyo reveals a number of very minor differ- 

ascribing the text to Utamaro or any other specific ences that suggests one is a later copy of the other. In the 
individual acting as author. Utamaro did claim process of reading the text, I noticed that the second charac- 
with pride never to have designed prints for the ter in the second line (from the right) was different in each 

th 2 (th ah aallo ty . : i liest version. This led me to look for other differences, which I 

ca Se ee eee ace eet ete Wears soon found. The trails of smoke are different as are the three 
of his career) and appears to have had some dis- strands of hair below the figure’s right eye. The exact nature 
dain for kabuki. It is in fact not necessary (or even of the relationship has no real bearing on this essay, which 
desirable) to posit Utamaro as author and therefore focuses primarily on the subject matter of the print. I hope 
otizin of the text in Guestion to make it relevant to that a note can be added to a subsequent Bulletin presenting 
he ian dese Both Stee fromthereontadt ola one or more expert opinions on this connoisseurship ques- 

B tion. 
larger conflict between the ideals of elitist poetry 

; z fd 2. Two examples of such standard references are Richard 
circles to which Utamaro belonged and popularist Lane, Images from the Floating World: The Japanese Print 
kabuki theater. This still does not mean, however, (Secaucus, N.J.: Chartwell Books, 1978) and Kobayashi 

that we can rest easily with the conclusion that the Tadashi, Ukiyo-e: An Introduction to Japanese Woodblock Prints, 
attack directly expresses the attitudes of the former. trans. Mark A. Harbison (New York: Kodansha Internation- 

The circumstances of the narrator proposed in the al, 1222), 
series title—looking through the eyeglasses of a 3. Exceptions do exist, including catalogues for two recent 
parent concerned with proper moral behavior— major exhibitions. Roger Keyes’s exhibition catalogue, The 
removes thetexta thetotical step away fromsuch’a Male Journey in Japanese Prints (Berkeley: University of Cali- 

i a P x - fornia Press, 1989), attempts to read Japanese prints from the 
direct accounting. The attack on kabuki’s idealiza- perspective of the men’s movement. The Asia Society exhibi- 
tions comes from a fictional subject that may itself tion catalogue, Undercurrents in the Floating World (New York: 
be the object of irony or even mockery. Do we read The Asia Society, 1991), includes essays by H. D. Harootun- 
its rhetoric as didactic or as an ironic play with of ‘and Sarah E, Thompson that relate punts fo thet polit, 
didactic forms, or as both at the same time? " 

4, Muneshige Narazaki and Sadao Kikuchi, Masterworks of 
Cc asi Ukiyo-e: Utamaro (New York: Kodansha International, 1968), 
onclusion 69. 

Neither the long text nor the image on the print 5. Kobayashi Tadashi, Utamaro, trans. Mark A. Harbison 

Unaccomplished is particularly complex, but they (New York: Kodansha International, 1982), 26. 
defy simple, conclusive readings. As in any histori- 6. Jack Ronald Hillier, Utamaro: Colour Prints and Paintings 

cal study of a work of art, we come upon intersec- (London: Phaidon Press, 1961), 154. 
tions with cultural codes, whose nature and rele- 7. The opening scene and two later pages are published in 
vance we can only partly reconstruct. Inconclusive- Jack Hillier, The Art of the Japanese Book (London: Sotheby's 
ness goes a step further with this print and its like. Publications, 1987), pls. 33-34 and fig. 230. 
The society that produced them imagined itself as 8. For an in-depth discussion of these issues, see H. D. 

a world of play rather than commitment. The ulti- coe naturel Folie a Tokugawa yep in 
mate goal in presenting an identity to the world lugerourrenis ireine Foaling World.ed. Tne ssa society 

3 wae New York: The Asia Society, 1991), 7-28. 
was not an assertion of one’s inner character but (New on 7 tn : he » ) i ; 
the fashioning of compelling and provocative sur- 9. The issue of objectification and looking is especially rele- 

faces. The great success of this print is how strong- vant tothe most important subject of utyoe— women. Stud: 
ie 1 desi di d jaye ies of ukiyo-e from a feminist perspective, however, have not 
'y it compels our desire to read it ani yet playfully yet appeared. 

repels eee ee 10. The term actually used is “keisei” or “city-wrecker.” It 

. ish was a common Edo period (and earlier) designation for 
Quitman E. Phillips prostitutes of the higher ranks. Interestingly, it comes from 
Assistant professor Chinese historical texts, which were written by scholars who 

Department of Art History in most periods were by definition Confucianists. The term 
Universi £ Wiseonsin-Madi was applied to women whose allure captured too much of a 

Tuy ers EVO SCONSITE De agison. tuler’s attention and thereby caused political turmoil. The 
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most famous “city-wrecker” was Yang Gui-fei, whose stor + 
was well known Ee Japan and Requectly the subject of Be The Van Vleck Collection 

bares: Edward Burr Van Vleck, professor of mathematics 
11. One that may have provided a direct inspiration for this at the University of Wisconsin from 1906 to 1929, 

early nineteenth-century inscription is “Banzui Cho bei shoji began to collect Japanese woodblock prints seri- 
no manaita” first produced at the Nakamura-za in August _ 5 P é a a 
1803. ously in 1916. The high point of his collecting activ- 

12. Fujiya Isaemon appears in the puppet-theater play “Keisei ites camer nee), when he purchased from a local 
Awa no Naruto” by Chikamatsu Hanji, Takemoto Saburoei, bank ap proximately 4,000 prints which had for- 

and others. It was first produced in May 1768 at the Takemo- merly belonged to Frank Lloyd Wright. Van Vleck 
to-za in Osaka but was itself a revision of a play by Chika- subsequently sold some of the Wright group as a 
matsu Monzaemon first produced in 1712. As a kabuki play, means of recouping his initial investment, but the 

it was first produced in 1789 at Edo’s Nakamura-za. vast majority remained in his possession and 

became the nucleus of his collection. When E. B. 
Van Vleck died in 1943, his collection passed to his 

son, John Hasbrouck Van Vleck who in 1980 

bequeathed the bulk of it to the Elvehjem Museum 
of Art. The remainder was donated in 1984 by Has- 
brouck’s widow Abigail Van Vleck. 

The donation of the Van Vleck collection provid- 
ed the Elvehjem an encyclopedic survey of Japan- 
ese woodcuts which ranks as one of the top five 
public collections in the United States. Consisting 
of just under 4,000 prints, the Van Vleck collection 

is the most spectacular single donation of art that 
the Elvehjem has ever received. It encompasses an 
enormous range of styles and periods including 
the early black-and-white prints of the late seven- 
teenth and eighteenth centuries, the rich color 
depictions of actors and courtesans by eighteenth 
and early nineteenth century masters, the land- 

scape prints of the nineteenth century, and the 
westernized prints of the Meiji period and the 
early twentieth century. In addition to the broad 
survey of Japanese printmaking, the collection has 
a comprehensive collection of the prints of Uta- 
gawa Hiroshige. 

A catalogue of this collection, The Edward Burr 

Van Vleck Collection of Japanese Prints, was pub- 
lished in 1990. The 360-page catalogue illustrating 
all prints (except duplicates) was published to pro- 
vide easier access and stimulate scholarly research 
on the collection. We hope that this article by Pro- 
fessor Phillips is the first of many. 

Andrew Stevens 
Curator of Prints and Drawings 

Elvehjem Museum of Art 

68



A Modern-day Modello: 

On Three Figurines by Alexandra Exter 

I told him I was surprised to have run into ie ‘ 

him several times at the Marionette Theater sats 

... He assured me that these puppets’ pan- ay 
tomimes gave him immense pleasure, and he 
made it clear to me that any dancer who 
wished to perfect his skills could learn a great Daanne 
deal from them . . . Iasked him if he thought fee 
that the puppeteer who operated these fig- ie \ 
ures should be a dancer himself, or at least . j 
have an idea of the aesthetics of dancing. He 4 
replied that even if a craft presented no diffi- ical HA HUN ia / 
culty from the purely mechanical standpoint, te 
there was no reason to assume that it could Dt ae ore, fae 

be done without a modicum of sensitivity. A , sah i 
H. von Kleist, Uber das Marionettentheater, 1810 z : 

In 1972 the first posthumous exhibition of her pa ‘ 
work! put the name of Alexandra Exter me) ~~ : 
(1882-1949) back into the history of modern art ve 
(fig. 1). After being censored in Russia following XN { 
the artist’s emigration to France in the autumn of Ne 

1924 and fading from attention in Europe after the w Es i 
end of the thirties, her creative work was initially 5 i 

seen primarily within the perspective of “pure : i 
plastic art” (cubo-futurist and nonobjective paint- na ee 
ing). Attention was also paid to the theoretical We 
activities associated with her teaching in Moscow = 
and Paris. Her original and highly diversified work Fig. 1. John Graham, Portrait of Alexandra Exter, 1920s, 

was immediately included in the then reductive pencil on paper, 12 x 97/2 in., private collection. 
category of constructivism, itself one of the main- 

stays of the ideological construction that is still she eventually moved out to the Parisian suburb of 
concealed today behind the nebulous socio-cultur- Fontenay-aux-Roses. 

al phenomenon known as the “Russian avant- Over the twenty years following the rediscovery 
garde.” of Exter’s work, some exhibitions have cast light 

Although there is truth in the statement that on different aspects of her stage creations, includ- 
Exter was one of the founders of the constructivist ing scenery and costumes. One of the earliest of 

trend, this was due essentially to the strength and these exhibitions (New York, 1976) dealt exclusive- 
anticipatory character of her purely plastic work, ly with a series of marionettes designed by the 
and she took little part in the ideological turmoil artist in 1926 and made by her pupil Nehama 
into which constructivism degenerated in Russia Szmuszkowicz.‘ The theme was again taken up in 

after the end of 1921.” In Russia the artist’s peda- detail by the exhibition Alexandra Exter: Marionettes 
gogical activities were confined mainly to pure and Theatrical Designs organized in 1980 by the Hir- 
painting (classes on color in the Moscow shhorn Museum in Washington. The introductory 
Vkhutemas in 1921), and in France her teaching texts to these two exhibitions tended to give the 
afterwards concentrated essentially on the theater. impression that this 1926 series represented Exter’s 
At the beginning of her stay in France she taught at work in the three-dimensional figurines. They fur- 
the Académie Moderne, run by Léger and Ozen- thermore suggested that the group not only defined 
fant, and later on held her own classes in stage her style but possibly embodied the total extent of 
design in her Paris studio at 153 rue Broca, which its formal range. Yet while these puppets, whose 

69



‘ ee : 
y é 7 

an <7 

Fig. 2. Alexandra Exter (Russian, 1882-1924), Three Costumed Figures, 1925?, painted cardboard and wire, each approx. 
11 in. H., Evjue Foundation Endowment, F. J. Sensenbrenner Endowment, Cyril W. Nave Endowment, Juli Plant Grainger 
Endowment, and Malcolm K. Whyte Endowment Funds purchase, 1983.23 a-c. 

design was based on the theme of the Commedia Exter’s will, they were included in her legacy to 
dell’arte, do indeed form a homogeneous and Simon Lissim, a painter and her long-time friend. 

strongly characterized set, if somewhat over-carni- Lissim was living at Dobbs Ferry, not far from New 
valesque, they certainly do not exhaust Alexandra York, at the end of 1949, when he was contacted by 

Exter’s repertoire. On the contrary, this series Nehama Szmuszkowicz.® Citing her experience as 
seems to be a case in particular. The Commedia a former assistant in Exter’s marionette-making 
dell’arte group’s success in the 1920s° was due not work to support her request, Szmuszkowicz asked 
only to the vogue for marionettes current at the Lissim to give her the Commedia dell’arte fig- 
time, but above all to its narrative veracity, a kind urines. As he explained to me in conversations we 
of motley chatter whose plebeian, burlesque style had in the 1970s, Exter’s heir—a remarkably intelli- 
was produced thirty years in advance of the car- gent man who was deeply concerned with promot- 
toon-inspired carnival of pop art. The aesthetic ing the artist’s work by all possible means—readily 
confusion arising from this similarity of effect agreed. The puppets had suffered considerable 
(though not of stylistic process) is probably respon- damage since the 1930s’ exhibitions, and their stor- 
sible for the recent success of Exter’s group of mar- age in the United States presented as many prob- 
ionettes. Yet her plastic work was by no means lems as their restoration did. Szmuszkowicz 
confined to the comic level; on the contrary, offered to repair them, and certainly no one was 

throughout her whole life her demands on the for- more appropriately qualified to do so; she also 

mal plane were situated on a far more ambitious assured him that she would make every effort to 
aesthetic level, where theatrical art and pure plastic have them exhibited afterwards and so help to 
art were invariably consolidated in a search for make Exter’s work better known. 
absolute models. The figurines did not return to France until in 

the spring of 1960 and were then found to be ina 
te te we lamentable state. In a letter to Lissim dated June 27, 

At the artist’s death in 1949, the three figurines 1960, Szmuszkowicz described how she found 

now in the Elvehjem collection (fig.2) were among them: “I nearly had a fit: the shapes have fallen 
the contents of her studio, and in accordance with apart, the puppets unrecognizable, in shreds.” 
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Once they had been restored, the Commedia Exter was then working on an album of fifteen 
dell’arte figurines were shown in the “Salon de stencils (pochoirs) with exactly the same title— 
Montrouge” in the spring of 1961.’ Like any artist Maquettes de théatre.® 
concerned with underlining the importance of her In another photograph of the same occasion (fig. 
own contribution, Szmuszkowicz, whose aesthetic 4), placed likewise on a base (probably a table cov- 
vision was far removed from Exter’s constructivist ered with a cloth), there is a three-dimensional 

rigor, saw (wrongly, as it happens) this set as her model where abstract structures which could be 
teacher’s major work, which should be promoted described as linear frames are arranged stylistically 
as such. She invariably presented the group in in a way that might remind one today of certain 
these terms afterwards, completely neglecting the details of Moholy- Nagy’s Lichtrequisit (Light Mod- 
figurines which did not belong to that particular ulator); indeed, Moholy-Nagy’s theatrical work 

series, and her ideas in this respect were followed and the Lichtrequisit are remarkably close to Exter’s 

by the first interpreters of the work in the 1970s. art. A gouache done in 1925,!° which is one of her 
The case of Exter marionettes that Lissim sent to finest pieces in the Victoria and Albert Museum, 

Paris nevertheless also contained other figurines gives a clear idea of how the model was used in an 
that were obviously not part of the 1926 Commedia actual stage setting—in this case, for one of Bronis- 
dell’arte group: their stylistic features and their lawa Nijinska’s ballets. The Exter archives contain 
larger dimensions immediately distinguished them other photographs of models which the artist used 
from the others. for teaching the art of stage design as well as for 

In the first exhibition catalogue where Exter’s her own productions, in which her pupils were 
marionettes are listed, for the Berlin Der Sturm always closely involved. 

gallery’s show called Ausstellung Alexandra Exter: One of the earliest models which is known about 
Theaterdekorationen / Theaterkostiime / Biihnendekora- today through a photograph in the documentation 

tionen which opened on October 2, 1927, three sep- albums compiled by the artist at the beginning of 
arate groups can be distinguished: numbers 27, 28, the 1920s, was part of the preparatory work for the 
29, and 30 appear as “Entwiirfe von Marionetten”; play Salomé." Exter carried this out mainly in Kiev, 

numbers 31, 32, and 33 as “Modelle moderner Mar- while the play itself was produced by Tairov at the 
ionetten”; and numbers 34, 35, and 36 as “Mari- Kamerny Theater in Moscow (the premiere was 

onetten—Modelle der Commedia dell’arte.” Only held on October 9, 1917). One eyewitness to Exter’s 

the last of these groups is noted as “Ausgefiihrt work for this production—the husband of her pupil 
von [executed by] N. Szmuszkowicz.” Ida Levin—has described the way such models 

The three figurines in the Elvehjem collection were made and used, as well as how the pupils 
were probably part of the second group—numbers went about the work in the studio, or in other 
31, 32, and 33, since they obviously did not belong words, the latter’s practical contribution to making 

to the Commedia dell’arte set. The latter group had the actual stage scenery.” It was a working method 
been created in 1926 for a cinematographic project much akin to that of the great Renaissance and sev- 
that, like several other tentative film ventures, enteenth-century decoration workshops and one 
never actually got off the ground. At that time that Exter appears to have mastered thoroughly 
Exter received a number of commissions from the from the start of her work in the theatrical field. 
Russian filmmaker N. Evreinov, who was living in Exter’s archives include another photograph of 
Paris and worked for various French film compa- her studio (fig. 5) that is of even greater interest 
nies. A photograph of the Alexandra Exter exhibi- from the standpoint of the articulation of her 
tion at the Quatre Chemins gallery (Paris, May vocabulary of theatrical design: a heteroclite collec- 
11-23, 1930) gives a glimpse of the three figurines tion of cardboard cut-out geometrical elements is 
set on a base, like a sculpture (fig. 3). This group is seen on a table set in the center of the studio (some 
surrounded by gouaches of costumes and projects of Exter’s costumes from the early twenties can be 
for the Maquettes de théatre—stage-set models—that identified hanging on the wall in the background). 
were the main subject of the exhibition. They also These are elements which, in a way, constitute the 

provided the name for the show, for Alexandra plastic alphabet of her constructivist vocabulary in 
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Fig. 3. Installation view of Alexandra Exter’s exhibition at the Galerie des Quatre Chemins, Paris, May 1930. Documen- 
tary photograph, Archives Nakoy, Paris. 
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~ Fig. 5. View of Alexandra Exter’s studio, Paris, ca. 

ae 1925-29. Documentary photograph, Archives Nakov, 

Fig. 4. Installation view of Alexandra Exter’s exhibition Paris. 
at the Galerie des Quatre Chemins, Paris, May 1930. 

Documentary photograph, Archives Nakov, Paris. 
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the field of stage design as we know it after 1922- 1916-1917 onwards, Exter set out to disseminate 
1923. It would be a most useful exercise from the the principles of the art in western Europe. Lacking 
point of view of the strictly stylistic articulation of useful contacts other than such former Russian 
the artist’s production to locate accurately the func- acquaintances as the ballerina Nijinska, the Russ- 

tion of some of these elements within the work and ian dancer Elsa Kriiger, and the stage director 
to follow step by step the different variations and Evreinov, Exter taught and produced models— 
permutations and their polyphonic relationships truly remarkable models of luminous (abstract) 
(on the color level, for example) with other ele- stage sets and of linear decors reduced to the barest 

ments. geometric essentials. The artist’s move beyond the 
Within a composition created around the theme limits of the solid plane of the “painted canvas” 

of a ballet based on music by Bach (a 1925 work by was irrevocable. Her virtuoso rendering of planes 
Nijinska), the various components of this geometri- and textures symbolized by luminous masses and 
cal language are seen to evolve in accordance with handled with total mastery, produced dramatic 
rhythmic codes that are extremely sober but at the effects that were astonishingly powerful in their 
same time richly varied, by virtue of a dynamic monumental sobriety. Unhampered by pictorial 

force (of movement) which charges them with concerns, Exter achieved the ultimate expression of 
tremendous energy. In this context the stylistic ref- her art in stage design, and if one had to select a 
erence to Bach should not be taken on the purely single artist from that decade to illustrate the quali- 
metaphorical level, for Bach—who was perhaps ty of constructivism, that artist would incon- 

the most abstract composer in the history of testably be Alexandra Exter. 
music—was greatly appreciated in the twenties After the early days of 1925, when work for the 
and was taken as an example, if not as a source, of theater had completely taken over from her paint- 
directly formal inspiration by Exter’s constructivist ing, it was this type of ideal project that Exter con- 
(and paraconstructivist) colleagues in their film sistently exhibited. The first of such exhibitions 
and theater productions. Bach’s musical structures took place in Paris in the spring of 1925: the 
provided a reference for stylistic solidity and an famous Exposition internationale des arts décoratifs et 
example of rigor in composition—of an abstract industriels modernes. It was the last time that Exter 
character—which inspired theater-producers like was ever part of the Soviet group of exhibitors 
Tairov, Goleizovsky, and Nijinska, filmmakers such (after that, and especially from 1927 onward, she 

as Viking Eggeling and Rutman, Bauhaus painters was censored by the Russians because of her emi- 
(not only Kandinsky and Klee, but also Moholy- grée status). In 1925, however, her works were still 

Nagy and Neugeboren), and a good many others to be found in the Russian theatrical section pre- 
besides. sented at the Grand Palais, and as it happens, 

Exter’s contribution won a gold medal. Apart from 
te te te costumes for various stage productions (several 

After she became permanently installed in Paris in costume-design projects were presented as uncata- 
the autumn of 1924, Alexandra Exter’s work in logued in the exhibition), numbers 304 and 305 in 

stage design gradually overshadowed her pictorial the catalogue are particularly interesting. These are 
activity. Despite being hung in conspicuous places the last numbers in the theater section, and the 

on the walls of the studio, her nonobjective works works are not given any specific attribution. Their 
appear to have drawn little attention. Abstract art title, Theatrical Construction, indicates that these are 

was of interest only to a few rare artists, who were absolute projects (in two or three dimensions, 
consigned to a distressing oblivion (Mondrian’s although the fact is irrelevant here), and hence, 

isolation is a case in point). So the whole of Exter’s pure models—ideal models, since they were created 
creativity was concentrated on theater decoration, for no designated production. It is not surprising to 
where her work was primarily conceptual (produc- find that the theater section ends with these two 
ing models) and, by extension, pedagogical. numbers, for they were probably the artist’s very 

Backed by her experience in Russia, where she latest work, created in Paris and only added there 
had pioneered constructivist stage design from as an appendage to the original Russian selection. 
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“from the easel to the machine” (in this case, using 
light as a medium) in the field of stage design. 

| ag 4 Moholy-Nagy later gave pointed expression to 

. ; 1 the theme with a light machine designed to be a 
mae | | = theatrical requisit—his famous Lichtrequisit (Light 

Modulator). Long before Moholy-Nagy’s work, 
which dates from the second half of the twenties 

bs (the Lichtrequisit was exhibited for the first time in 
Paris in 1930) Exter had already used the construc- 
tivist dematerialization of the plane in certain 

Pt sequences of the Moscow production of Oscar 
=, ) 9) Wilde’s Salomé, in the autumn of 1917. It was a 

4 H i course of action that corresponded exactly to the 
3 } j} evolution of Exter’s painting, which during the 

i rigs 3 crucial year of 1917 gravitated from expressively 
material textural work to the suggestion of imma- 
terial planes merely hinted at through their disso- 

; age lution in an infinite space. This s as charged 
Bee ceetn a a He ad oe ish sintered ae it ee ae 

. Vocumentar otogra , Archives Nakov, Faris. - 4 v 

ee and totally free of the volumetric constraints of the 
3 aaah i old-style boxed-in perspective. It was only at this 

het en Cone peurnes ae te aoe point that the spatial conventions inherited from 
Se ren ae an this context) ee the Renaissance were transcended in nonobjective 
the elements of construction on the studio table in art, with the vanishing planes found in the work of 

the photograph, the figurines re probably models both Exter and Malevich (his white period).'¢ It 
to try out the relationship between the figure and was certainly no merely metaphorical coincidence 

ine Stabe space they could also have been used to that Salomé was staged in Moscow at the same time 
aie Doane oe age eo as Malevich was embarking on his series of white 

rhythmic articulation of their bodies, as well as to paintings. Nor that this took place at the end of the 

oS A ee i gant he " uld ee on a6 Revolution launched in February 1917, a moment 
h iP als olor we Li a Bere re F when it escaped control in the drama of socio-polit- 
Soe OW re eioc ee aan, yeaa oF eee ical perversity that the Bolshevik takeover had cre- 
Sets, oe Sy Coes os hight rhe ated. History seemed to be exhausting the virtuali- 
oe cae rpeaied mee Ben ee le vat peer ties of one of the most daring intellectual adven- 
exhibited at the Claridge Gallery in London in 1928 tures of the century, in the most positive and nega- 
and is today in the Victoria and Albert Museum col- tivedirections'at ence 
lection.'* The introduction of planes of light was a , 
truly revolutionary concept designed to dematerial- niece 

aoe Blanes Se eee ee rea og The stylistic source of these three of Exter’s fig- 
tions that characterize Alexandra Exter’s career and urities can be-traced back to her cubist work 

was BUI rece ae conly as Del 17 produc between 1910 and 1914, when she divided her time 
tion of Salomé. As Tairov later recalled in his ‘i on 3 

: between Kiev and Paris. In Paris, where she spent 

homage ue pater uy the preface i her Ta album of the winters of 1912, 1913, and 1914, she frequented 
stencils, Loe ue dynamic eae . the group of artists associated with the magazine 

eel r that grew oue ofa determi nation to “elimi- Les Soirées de Paris. Although originally Russian, 

nent painted oe (on ee ee the group had become widely international, and 
Oa ee lin Stage Seenery. RE es 15 through the magazine’s editor-in-chief, the poet 

Reflecting Nikolai Tarabukin’s now-famous title,” Apollinaire, it was closely linked to the cubist 

Se experiments of Braque and Picasso. The journal Les 
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Soirées de Paris was these two artists’ most ardent War in 1918. 
propagandist—perhaps their only really commit- The extrapolation of the figures’ movement and 
ted supporter at the time. Alexandra Exter’s con- the energy rhythms were translated by geometric 
tacts with this milieu (not only Braque and Picasso, volumes which endowed them with a dynamic 

but also Léger, Archipenko, and Delaunay) were of structure. The rotational dynamics of the bodies 

the most authentically creative character (she was were rendered by concentric circles evocative of 
the moving force behind the first monographic Exter’s nonobjective paintings done in 1922-1923.?! 
study on Picasso),!” and she knew and used the In this case the bodies were treated as though they 
cubist still-life process as originated by Braque and were sui generis human machines, functioning 
Picasso. rather like energy-distributor/regulators. The pri- 

Nowadays we are familiar with the photographs ority given to this exuberant manifestation of ener- 
and the three-dimensional compositions (reliefs and gy-charge, which was a fundamental concept of 
assemblages) that Picasso made to use as models nonobjective plastic expression that enabled her to 
for his paintings and synthetic collages. Although shed the constraints of mimetic figuration (stasis), 
the latter were final works, Picasso considered the was reaffirmed in Exter’s “stage models” by the 
reliefs and assemblages as no more than models— acrobatic arrangement of bodies in space. These 
cubist still lifes to be used as a basis for the final bodies challenged the laws of gravity in the same 
work.'$ This certainly explains why Picasso kept way that Malevich’s suprematist planes did earlier 
them in his studio all his life and never made them in 1915. The vision of weightlessness was perfectly 
available to his dealers or collectors. It took a apparent in the three figurines’ movements, which 
provocative mind as outrageously innovative as were such as to create the impression that the pup- 
Tatlin’s for the sight of them to make him conceive pets might at any moment leave the ground and 
of a transformation on the categorial level and fly, like nonobjective forms. 
imagine the change of register that led to assem- As far as stage setting was concerned, Exter 
blages which were the exact contrary of Picasso’s gave this constructivist conception its patent of 
cubism: his own counter-reliefs. nobility in Salomé; with regard to constume design, 

Exter proceeded in a similar way with still-life her work for Protozanov’s film Aelita (1923) is sig- 
assemblages which she used for teaching purposes nificant. In this instance, dematerialization of the 
in Kiev and in Odessa in 1918, doing likewise with 
three-dimensional stage-design models as well as 4 j g , 

her 1917 cubo-futurist assemblage, City,’ and | , Hiei 
Venice, which was used in 1920 for the stage setting 1 i] i me 
of Romeo and Juliet. The three figurine in the Elveh- AA Pe of ~ 
jem collection were also employed as working mod- 1 S| f aay 

els for stage-design projects. Their direct use can be ee | Gy 
seen in Exter’s “theater—(ideal)—model,” a project J . f 4 4 ‘\ 
that was simply entitled Revue, dated 1927 (fig. 7). x [7 ai XO 
In 1930 the original gouache was in the Guchow rc W 
collection,2° and the stencil executed on the basis of jm , 
this composition is listed as no. 10 in the 1930 , 9 iS 
album. In this project the figurines are multiplied; € : 4 
they appear, separately, in various places on the al eee 
stage. The style and the direction of the movement : wv. Kew 
are reminiscent of dance and particularly of Nijins- 4 rotary 
ka’s rhythmic and very abstract dances created in 
1925. That was the year which marked the high F 

point of Exter’s collaboration in the productions of Fig. 7. Alexandra Exter, Project for Revue, 1927, gouache 
her compatriot from Kiev, with whose creative and pochoir, 13 x 19"/1 in., plate 10 from the portfolio 
work the artist had been associated since the Civil Maquettes de Théatre, Paris 1930. 
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costumes was achieved through the use of trans- the bounds of visual perception—is to put the lim- 
parent forms (made of Plexiglas), with the clothes its of matter to the test. As in Malevich’s white 
sometimes pared down to simple linear concepts. monochrome paintings, these limits invite the 
The solid form (material volume) of a skirt was spectator to become aware of all the conceptual 
reduced to its conceptualized version: a construct implications involved in the very notion of matter 
of folding bars intended to indicate the concept of (wherein lies the reason for the textural differencia- 
volume.” tions). The insistence on the ontological specificity 

The actor’s body presented in the three fig- of form thereby becomes an element of style. 
urines is an ideal, abstract form: the concept of the The psychologically oriented interpretation of 
body (nonobjective and dynamically dematerial- the individual (sublimation of the psychologico- 
ized) was involved, not its literal representation bourgeois portrait) typical of the era preceding that 
(static description). To this end, Exter used a com- of abstract/nonobjective art was replaced by the no 

bination of two or a maximum of three geometric less subtly nuanced universality of texture. The 
volumes. A similar treatment of the body is to be very intimate sublimation of the character specific 
found in some of the costumes created by the artist to each individual (individualism), of which the 
for Nijinska in 1925, and the character on the left classical (fifteenth to nineteenth century) tradition 
(see fig. 2), whose skirt is simply symbolized by a claimed to be the holy keeper, was succeeded by an 
metal hoop and two side panels, shares a number aesthetic with conceptual bounds theoretically sup- 
of exact similarities with certain costumes designed posed to be more universal. The artistic message 
for Nijinska at that time.” This makes it possible to intended to operate through the emphasis on the 
date these figures to some time in 1925, when they conceptual individuality of the material used—its 
were probably created in connection with that par- intrinsically existential nature, one might say— 
ticular work. replaced the individual by the universal. In this 

The great variety of materials (iron, cardboard, respect, it is enough to refer to one of the first 

and Plexiglas among them) and the brilliance of the major twentieth-century writings on the subject, 
lacquers used for the figurines fall neatly within the which is the short treatise on texture by the Russo- 
logic of the optimally constructivist practice of Latvian Futurist, V. Markov (the pseudonym of 
using a multimaterial approach to texture, which Waldemar Matvejs).”° The chapter headed “Tex- 
Exter, along with Tatlin, was one of the first artists ture” (Faktura, 1914) of what was intended to be a 
to elevate to a stylistic device of major importance. treatise on The Principles of the New Plastic Arts 
The costumes she designed for Tairov’s production (which was the title of the complete work Markov 
of Romeo and Juliet at the Kamerny Theater (1920), proposed writing) shows what extraordinary psy- 
and especially those for Protozanov’s film Aelita in chological insight informed this aesthetic. The text 
1923, were true sculptural reliefs which were a nat- is remarkable from several standpoints. Drawing 

ural extension of her paintings and constructions his inspiration from the same romantico-vitalistic 
from 1916-1917.> sources as Balla and Boccioni, Matiushin, Male- 

The use of transparent materials (Plexiglas in vich, and Kandinsky (not to mention Runge and 
Aelita and veiling for Nijinska’s ballets) should call Schopenhauer), Markov launches into a eulogy of 
attention to her particular concept of form; this the “inner resonance” of matter. In his view the 

completely revolutionary manner of dematerializ- personalization of texture is a means of tuning into 
ing volume was a way of sublimating it. Form was this new cosmic consonance—a kind of expression 
reduced to its simplest conceptual expression—sig- of the universal to which access is obtained 
nified without being actually described—and through the particular. Macrocosm and microcosm 
manipulated by means of the most subtle dialogue meet in a vision that goes beyond form as a 
regarding the nature of the materials used (for descriptive concept and sees it in terms of material 
example, the skirt of one of the figurines consisted expression freed from narrative content. This is 

of a few strings, thereby reducing it to its most ele- precisely what makes it possible to take the “leap 
mentary formal expression). The idea of drawing into the beyond” or to reach out towards the uni- 
attention to the transparency—which is matter at versal. And just as to Malevich the pictorial plane 
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(suprematist nonobjectivity) was a being—sui say that if a mechanical expert were to agree 
generis—and necessarily one with a universal reso- to build a marionette according to his specifi- 
nance, to Exter the skilful arrangement of materials cations, he would be able to make it doa 

constituted the classification of expressive concepts dance that neither he nor any other talented 
as universalia, which was the essential point of con- dancer of the time, including Vestris himself, 

structivist expression. could ever equal. 
So how should one understand what many 

detractors of this new aesthetic mistakenly took for (In this particular instance the builder-magician 
a reductive depersonalization? Here another look is obviously referring to the inventor /artist, phil- 

at the marionettes could be illuminating; after all, osopher, and supreme conceiver of ideas. The true 

ever since their origins in oriental art (Java, Japan), twentieth-century constructivists correspond no 
marionettes have been considered as a particular less to this description). 
instance of the human figure as a supra-individual Kleist goes on to describe the figurative nature 
symbol. The three figurines in the Elvehjem collec- of the form/concepts: 
tion unequivocally fall into a wider conceptual cat- 
egory that transcends the particularizing limits of He [the dancer] added that this movement 
the individual concrete being. Marionettes are, in a was in fact very simple: each time the center 
way, the conceptual sublimation of the individual of gravity was displaced in a straight line, the 

being into a type of being. And as it happens in the arms and legs moved in curves, and it often 
history of human inventions, the first conceptual happened that when shaken in a purely acci- 
formulations sometimes turn out to be the most dental manner the whole marionette was jolt- 
relevant and the richest of all. The issue is grasped ed into a kind of rhythmical movement that 
at its initiatory nucleus and has all the energy-force was not unlike dancing. 
of an exploding bomb. 

This drive towards transcendence of the particu- (One might reflect here on the cubist dilemma 
lar in favor of universal attraction was very strongly with regard to the relationship between straight 
felt by one of the great creators of German romantic lines and curves, as approached in art between 1910 
drama. In 1810, at the dawn of the modern times and 1930. Dramatically pared-down examples are 
opened by the French encyclopaedists, with Sade given in the “pure” pictorial work done by Exter 
and Lessing,” shortly before his death Heinrich von and Popova, while the theoretical formulation of 

Kleist wrote one of the most illuminating texts on the problem is to be found in the texts written by 
the essence of marionettes.”> Like some alter ego (or Malevich in the 1920s). 
the psychoanalytical id), this figure appears in the Kleist’s extraordinary essay ends with the fol- 
spectrum of Kleist’s bewitched thinking as the very lowing: 
substance of the sublimation—ideal, superior— 

borne within every creator, which can only be However, just as the intersection of two lines 

expressed by the mechanical parabola of the fig- on the same side of a point suddenly finds 
urine’s artificially manipulated articulation. At the itself on the other side after passing through 
heart of this parabola we find all the pain of exis- infinity ... grace also returns when conscious- 
tence transposed into mechanistic and geometric ness travels through infinity, so that it reap- 
symbols and sublimated by the abstract concept, the pears in its purest form in this human form 
mechanistic workings being themselves the para- which is devoid of all consciousness, or whose 
digm of the philosophico-conceptual process. To this consciousness is infinite: in a puppet or ina 
very day there has been no finer poetical description god. 
of the conceptual mechanisms of nonobjective art 
(sometimes—wrongly—called geometrical abstrac- Concluding with a reference to the Tree of 
tion): in other words, constructivism. Knowledge, which he considers “the last chapter of 

the history of the world,” Kleist was a century in 

[The dancer] smiled and told me he dared advance with his interpretation of the advent of the 

77



constructivist art which held itself to be a godhead, | EEE 7 CEST SSS } 

and hence, logos. j Za 
This enlightened preliminary outline of the per- Pan ize e Y PH ey ee 

spectives of the new humanism of our times eg 4 ] a PEt 
opened one of the most important subjects of the te Sap /| Bee 2 or oe 
modern era. It was the focus of all antimaterialist Save me wT! de Oe gi LS KE 
aesthetic and the perspective that framed the ana- oe A Oo SSe On| : 4 te ; 
lytical cubism of Braque and Picasso, as well as ie rT > eX] we oy 7] meats 
Malevichian suprematism, Mondrian’s neoplasti- : ve y/ oo i NN C= 

cism and Exter’s constructivism. OA FT| ] KS, <y : 
Reading Kleist’s essay brings a better under- 4 ZZZEZ eRe \N S i 

standing of the attraction marionettes held for LE Ee 7M ) PG oF 
twentieth-century creators, many of whom devot- a Ua 
ed considerable attention to the subject. Among a 
them were the neoplastic artist Huszar (1920), the 3 SE SR 

German constructivist Teltcher (figurines for Ivan _ -YOTAHOBHA HAC. FOAEHSORCKOFO—B NETPOTPAME.— 
Goll’s play Mathusalem, 1924), Kurt Schmidt and 2 ; 
Oskar Schlemmer at the Bauhaus, and the Dadaists Fig dee Culeyzaveky, Ballet Sara e722) CONSHNG, 
SophieslduberiandHannalthioeh: lrueltothets tivist setting by A. Exter (?), Documentary photograph, 
Opie z ea : Archives Nakoy, Paris. 

parodical-modernist exaggeration, the Italian 
futurists used and abused the theme by dealing 3 : i 

Wa ods nar : conception, they consist merely of a physical 
with it first and foremost in its psychological i i 

é e 4 i ; gs mechanism endowed with rhythm and har- 
dimension, sometimes in a reductively mechanistic ‘ 

. : mony, which develops its own movement 
way. It comes as no surprise to learn that the cos- ve : 

A and its own metamorphoses, so becoming an 
tumes for one of the best known futurist stage pro- i ‘ : F 

en : : , interacting set of pure plastico-dynamic ele- 
ductions of the twenties—Ruggiero Vasari’s play fe (This brings lose to Kleist’ 
L’Angoscia delle Macchine®»—were designed by the TREE epuremry OSes Ler Samoa arg ata 

3 5 concepts.) 
painter Vera Idelson, a former pupil and colleague 
of Alexandra Exter.*° Idelson (prompted by 
Alexandra Exter) later published a theoretical article Idelson’s text ends with words emanating 
in the Parisian magazine Cercle et Carré (2, 1930),3! in directly from the discourse of the Russian nonob- 
which Exterian concepts were developed almost jectivists (Exter): “Expressing the cosmic drama 
word for word: through new means.” 

Any investigation of the Russian developments 
Modern theater is cinetic, dynamic theater of this aesthetic would require a reference to 
par excellence . . . in opposition to the disor- Goleyzovsky’s Satanic theater (fig. 8), for which 
derly, realistic movement of 19th-century Exter did one of the first—if not the first—construc- 
bourgeois drama . . . The ideal actors [are] . . . tivist settings. Consideration would also have to be 
marionettes . . . The movement of mari- given to the ballets created by Nijinska, with 
onettes is pure movement, unbound by the whom Exter began working in Kiev in 1918, and 
laws of gravity [remember here the Russian especially to the use of “bio-mechanical” actors. It 
constructivists’ concept of nonobjectivity], was in the latter area that this tendency eventually 
infinitely flexible and free, and possessing all came into its own, to the accompaniment of an 

the precision of mechanical motion, slowed exceptional mastery on the theoretical level. The 
movement and accelerated action. The heart famous theatrical productions staged by Meyer- 
of the problem lies in the accelerated points, hold in 1922—Crommelynck’s “The Magnificent 
for they give us pure, abstract movement— Cuckold” (with settings by Popova) and “The Man 
movement as such. . . . Marionettes are not who was Thursday” (settings by Stepanova)—were 
necessarily human puppets. In their modern the initial culmination of this vogue in the twenti- 

78



eth century. and the geometric monumentalization of the new 
However, one particularly well-known example vision that strived to transcend the ego of the actor. 

will serve better than any lengthy development of a Exter’s work showed a similar dramatic monu- 
historiographical nature to situate the theme in all mentalization of a language where the articulation 
its simplicity, while at the same time indicating the of nonobjective forms imposed on the individual 
extent of its emotional impact. This is the stylistic image, created the new (conceptual) pathos of the 
approach to stagecraft as embodied by Charlie modern age, which so impressed Moscow critics in 

Chaplin, the “hero of modern times” (of the 1920s, the production of Romeo and Juliet in the winter of 

to be exact). His concept of stagecraft is rooted in the 1920-1921. 
idea of the marionette: a misunderstood creature It is not surprising to find the same formal lan- 
whose formal casing (its exterior) is in contradiction guage and the same resolute search for universal 
with its inner content—the psychoanalytical contra- transcendence of the human image in the first 
diction between id (one’s true, innermost idealism) dadaist stage events in Ziirich. At the evening 
and social setting—the actor’s style in the socio- shows held at the Cabaret Voltaire in the summer 
descriptive sense (the psychological figuration). The of 1916, Hugo Ball would appear reciting his ono- 
actor’s inner truth could only be expressed by matopeic (“phonetic”) poems, dressed in an anony- 
depersonalizing the character and overstepping the mous costume consisting of simple geometrical 
limits of the individual in favor of the universal. His volumes which concealed the human figure under- 
mechanical style of articulation expressed this nega- neath. Quite independently of each other, the same 

tion of the external world, and the distress of anoth- aesthetic drives produced totally similar forms of 
er being, which affects us so much, contains within expression. 

it a sense of fundamental truth—the higher truth of The wave of popularity of mechanical figurines 
that being. Is it any paradox that Chaplin was a con- and marionettes culminated with the 1926 Interna- 
temporary of Malevich and Bergson? Certainly not. tional Theatre Exposition organized in New York 
Nor was it a matter of chance that the milieu of plas- by Jane Heap and Frederick Kiesler.** This was a 
tic artists in which Charlie Chaplin’s art found per- follow-up to Kiesler’s remarkable exhibition, the 
haps the most immediate and vibrant echo was that Internationale Ausstellung Neuer Theatertechnik (New 
of the Russian constructivists. In the early twenties Theatrical Techniques, Vienna 1924), to which he 
he was the hero of Moscow artists: Rodchenko® and added a special chapter on marionettes for its 
Stepanova reflected his inspiration in their plastic showing in New York. It is not unreasonable to see 
work, and Shklovsky and Meyerhold were also this as the outcome of his contacts with the 
admirers. In keeping with the characteristics typical abstract /mechanical concepts of Fernand Léger, 
of his creative demarche, Meyerhold managed to who had made an impressive short film that went 

sublimate Chaplinian intuition on the theoretical under the revealing title of Mechanical Ballet and 
level. It is not surprising to find that Meyerhold, a included, in particular, the massive participation of 
friend and admirer of Exter, was among those who Russian creators, which received a veritable the- 

were truly enthusiastic about her figurines. On one atrical consecration in Vienna. 
visit to Exter’s studio in Paris he expressed his Tairov’s and Meyerhold’s stage productions and 
admiration, and the artist gave Meyerhold two of Alexandra Exter’s art made a considerable impact 
them, which he took back to Moscow. at this exhibition. The triumphant success of the 

Where did Exter fit into the rise of construc- concept of marionettes was dealt with very well in 
tivism? As early as 1917, with Salomé, she was pro- the text introducing this chapter of the New York 
ducing costumes whose rigorous articulation of catalogue. Referring explicitly to Oscar Wilde’s 
planes and volumes and textural variety of materi- play Salomé (did he have in mind Exter’s costumes, 
als contributed to displacing the exclusive person- which were shown in New York in 1926?), the 
ality of the actors from an individual psychological author, Remo Befano, praised the psychologically 
plane to the universal level. Malevich’s costume reductive qualities of actors’ (old-style) stagecraft 
designs for the opera Victory Over the Sun (1913) while contrasting it with the new possibilities 
provided the archetype of this aesthetic orientation offered by marionettes: 
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participated in the local salons there (her name appears in 
Actors have not been able to make that the 1960, 1961, and 1964 catalogues, among others). In the 

[Oscar Wilde’s Salomé] live because they have early 1970s she emigrated to Israel. She described her work 
: vy with Alexandra Exter to the author, in a number of letters 

not the desire or the power to detach them- dated between 1972 and 1974 and in conversations which 
selves from an ego and become elements for took place in her studio at Montrouge in 1974. 
a space [which Exter’s figurines did to per- 5. Cf. especially Louis Lozowick, “Alexandra Exter’s Mari- 
fection]. The marionette should never be onettes,” Theatre Arts Monthly 12, no. 7, (July 1928): 515-19. 

used to imitate the human being. The mar a 6. Letters from Szmuszkowicz to Lissim, dated between 
onette has an identity on his own, an identity October 28 and December 6, 1949. The whole of the docu- 
quite different from the actor’s and can never mentation belonging to Simon Lissim (1900-1981), which 
replace him. ... also included Alexandra Exter’s archives, now belongs to the 

present author. All documents referred to in this article with 

And as he concluded, “The marionette is the ho ote: Source sealed elope fo theauter sown 
most abstract of all theatrical presentations.”* (ety Bh 

7. Szmuszkowicz, in a letter to Lissim dated July 18, 1961, 

describes their presentation, which is in fact not documented 
in the catalogue: “The space allocated for them was two 

Andréi Nakov meters by one meter, set under stage lighting.” (A photo- 
Paris graph of the group was taken at the time). 

October 1993 8. This album was published by the artist in Paris in August 
1930 in 170 copies, with a preface by Alexander Tairov. The 

Translated from French by Maev de la Guardia stencils were done by Exter’s pupil Tatiana Gontchéroff 
(Goncharova), while in the thirty deluxe copies, Tairov’s 
reface was “entirely handwritten” (calligraphed) by anoth- 

© 1994, Andréi Nakov, for text and documentary ES pupil, Guido eae seers some 

photograp hs. 9. This model was made in 1925 and, therefore, obviously 

precedes the work by Moholy-Nagy referred to here. 
Moholy-Nagy himself was a close observer of the activities 
of the Russian nonobjective painters, whose work he fol- 
lowed from the early days of his career. His direct contact 
with Alexandra Exter is confirmed, among other things, by a 
photographic self-portrait, with the following inscription in 

Notes his own handwriting on the back: “Herzlichste Grisse fiir 

1. Held at the Galerie Jean Chauvelin in Paris. See catalogue, Ne Ones bea 
Andréi Nakov, Alexandra Exter (Paris: Galerie Jean Chau- 10. Cf. Larisa Salmina-Haskell, Catalogue of Russian Drawings, 
velin, 1972). Victoria and Albert Museum (London 1972), cat. no. 44, pl. 15. 

2. See my interpretation of the issue in Andréi Nakov, A aoe fora stagessetting fora ballet put on by, Nyinska 
Abstrait/Concret: art non-objectif russe et polonais, (Paris: Trans- in Paris to,musicihy, Bach. 
édition, 1981). 11. Cf. Nakov, Alexandra Exter, 1972, ill., 23. 

3. These exhibitions in chronological order are Alexandra 12. Letter from Michel Michelet to the author, dated Novem- 
Exter: Artist of the Theatre, New York Public Library at Lin- ber 20, 1970. 
coln Center, New York 1974; Alexandra Exter: Marionettes, , 5 
Leonard Hutton Galleries, New York 1976; Alexandra Exter: 13. In 1974 there were other figurines of the same type 
Marionettes and Theatrical Design, Hirshhorn Museum, Wash- aInOny: the group restored by Szmuszkowicz. The author 
ington, 1980; Bronislava Nijinska: A Dancer's Legacy, Cooper saw these in the mid- seventies at the Johanna Ricard gallery 

Hewitt Museum, New York 1986 (later shown at the Califor- me Nuremberg (their Present whereabouts is unknown. Pho- 
nia Palace of the Legion of Honor, San Francisco); Alexandra tographs in the author’s archives). 
Exter, Bakhrushin Museum, Moscow, 1987; and Alexandra 14. Cf. Salmina-Haskell, Russian Drawings, cat. no. 47, ill. pl. 
Exter e il Teatro da Camera, Archivo del 1900, Roveretto 1991. 16. 

4. Born in 1895, Nehama Szmuszkowicz (Tzimbaluk) was 15. Cf. Nakov, introduction to Nikolai Tarabukin, Le dernier 
one of Exter’ s pupils in Odessa in 1918 who renewed contact tableau (The Last Picture) (Paris: Editions Champ Libre, 
with the artist at the Académie Moderne. A personal show 1972), containing Tarabukin’s Ot mol’berta k masine (From the 
of her paintings at the Galerie Zak in Paris in 1931 was fol- Easel to the Machine), (Moscow: Rabotnik prosvescenija, 
lowed by regular exhibition of her work at various Paris 1923): 25- 84. 
salons. After settling in the Paris suburb of Montrouge, she 
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16. Cf. Andréi Nakov, introduction and commentary in 27.1 have developed the subject further in my introduction to 
Malévitch, Ecrits ed. Andreéi Nakov (Paris: Editions Champ Casimir Malévich’s theoretical wanes, See Andréi Nakov, 
Libre, 1975, 2nd, expanded edition, 1986). “Le nouveau Laocéon,” in Malévitch, Ecrits. 

17. Cf. Ivan Aksenov, Picasso i okrestnosti, written in Paris in 28. Cf. Heinrich von Kleist, “Uber das Marionettentheater,” 

June 1914 on Exter’s instigation and published in Moscow in published in Berliner Abendblatter, 1810. Quoted after the 
1917 with a cover designed by Exter (cf. Nakov, Alexandra French translation by Jacques Outin, ed. Mille et une nuits, 
Exter, 1972, ill., 12). Paris 1993. 

18. On this subject, see Pierre Daix’s authoritative study, 29. Cf. the Berlin periodical Der Sturm (January 1925). 
“Des bouleversements chronologiques dans la révolution ! : : ; 
des papiers collés,” Gazette des Beaux-Arts 82 (October 1973): 80) Vera Idelson We pupland poor of Exter = Panis. Her 
217-27. husband, Labusquiére, was responsible for restoring and 

packing a large part of Exter’s work after her death. The 
19. Cf. Nakov, Alexandra Exter, 1972, ill. p. 17. information given here, especially with regard to Idelson’s 

20. Guch b hi f Bulgari en relationship with Alexandra Exter, derives from conversa- 
B é li Tote ee aio he ene HRS a ae eee a tions between the author and the artist herself in Paris in the 
He ie x 4 y ae a i oe aL ane noone the a early 1970s. The recent tendency to interpret Vera Idelson’s 
ae eee nie Kertiger’s Balinacarnent with. art exclusively within the context of Italian futurism seems 

ae ae : to be a somewhat exaggerated attempt to appropriate her 
ae Be st one oe lampstands, of which only work through an Italian connection, whereas its sources, in 

atew PO Oprab is tenia today: fact, link it directly to Exter’s studio in Paris. 

aie Nek la XIV Esp eine HITS gare 31. Cf. Vera Idelson, “Problémes du théatre moderne,” Cercle 

dela cna ven aga uo nlana data, Cre (18 Api 98 (hi ose te) 
47. 32. In the mid-twenties Rodchenko made a series of pho- 

ns , 2 tographs to illustrate Tretyakov’s book for children, 
= ee a Samet Ati g mardeenvantysee Nakoy, Samozveri. This remarkable work consists of photographs of 
eT e oe children’s dolls, which from the formal standpoint were han- 

23. Costumes of this kind were shown in the 1986 exhibition, dled within the stylistic perspective of marionettes. It put 
but not illustrated in the catalogue. I refer in particular to into effect the same constructivist procedure of creating mod- 
Exter’s work for the ballets on the Bach theme, which were els as that which Exter and Moholy-Nagy used. In the latter’s 
presented in England and in Paris. Similar costumes were Lichtrequisit, the light machine was not the work itself: it 
exhibited in New York in 1986. A pamphlet for the dance served the creation of the work, which consisted of shadows 
classes at Catharine Devillier’s Berlin school, which is from projected onto walls. 

the same period pene half of He irventies). as mk ee 33. The details of this event were described to the author by 
SUS aa eee = sealing the design of | fe fig Nehama Szmuszkowicz in a letter dated April 1973. In 1993 
ee inéd hi a the author was unable to verify whether these two mari- 
Jin exer uneg eet onettes were still in keeping in Moscow. The curators of the 
24. [have gone into greater detail on this subject in the text collection of the famous marionettist Obrazcov had no 
for the exhibition catalogue Dada and Constructivism (Tokyo: knowledge of them. 

ae ee a mee ee bn particulan Nakov qBevelas 34. See Lozowick, “Alexandra Exter’s Marionettes,” Theatre 
eS ee eh ee Arts Monthly 12, no. 7 (July 1928): 515-19, but once again, ref- 

25. Cf. Nakov, Alexandra Exter, 1972, ill. 17 and 22. erence is made only to the Commedia dell’arte series. 

26. Further details on Markov’s theoretical activity can be 35. Cf. Remo Befano, “The Marionette in the Theatre,” in The 
found in my study “Formalisme et trans-rationnalité: au- International Theatre Exposition, printed as a special issue of 
dela du cubo-futurisme,” Change 26/27 (February 1976): 209- The Little Review, (Winter 1926). 

38. 
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Director's Report 

The present report encompasses fiscal years 1992 UW Trust Fund Support 
and 1993. From this issue forward the Elvehjem FY 85-FY 93 
Bulletin will be published biannually. In a period 
of general fiscal austerity, this change will result in 

significant savings for the Bulletin’s publication ets a temeateese ae il 
costs in any given biennium. Also, the longer peri- $120,000 a 

od between editions will allow more time for gath- | (asa er aa 
ering and editing the scholarly articles about the #100000 
permanent collection which are published. oon =e 

Looking back through fiscal years 1991-92 and bra ee ie 
1992-93, one can count many accomplishments. enn hers weed bn teel 
Their happy realization was made possible ‘ | \/ Sas 
through the concerted efforts of many individuals $40,000 V4 
and institutions. First of all, I wish to acknowledge 

the professionalism and hard work of the muse- $20,000 oN 
um’s staff. The creativity and unfaltering dedica- 
tion of each individual member were essential to $0 

the unified team effort on which the Elvehjem’s 1985 1986 1987 1988 1989 1990 1991 1992 1993 
successes depend. I want to thank the numerous 
members of the faculty, especially from the depart- ty sources. The continuing commitment of the uni- 
ments of art and art history, who selflessly served versity’s chancellor, Donna Shalala, of its provost, 

on committees and gave of their time and advice, David Ward, of the dean of the College of Letters 
and to the university’s administrative and support and Science, Don Crawford through FY 1992 and 
staff who industriously turned the administrative Crawford Young in FY 1993, under whose direct 
wheels which exist on every large university cam- jurisdiction the Elvehjem falls, and of Andrew 
pus. Special recognition must also be given to the Wilcox, president of the UW Foundation was, as 
counsel and moral support provided by the Elveh- always, essential to the museum’s on-going ability 
jem Council, and of the enthusiasm and commit- to provide educational services to students, faculty, 
ment of docents, league members and numerous and the broader community. The Elvehjem is also 

other volunteers. It was the combined effort of all grateful to the Brittingham Trust, the Evjue Foun- 
of these which made these two years so notable. dation/The Capital Times, the Anonymous Fund 

Sadly, we must note the passing of two of our of the UW- Madison, the Norman Bassett Founda- 
most dedicated council members, Newman T. tion, and the Lannan Foundation for their extraor- 

Halvorson and Mrs. Frederick W. Miller. “Newt” dinary generosity. In addition, we thank the many 
Halvorson, UW Class of 1930, joined the Elvehjem corporations, businesses both large and small, and 

Council when it was first formed in 1971 and con- individuals, especially Sarita Trewartha, Jean 

tinued in service until the last. He was instrumen- McKenzie, Joen E. Greenwood, and Grace Gunn- 
tal in raising money for the building of the Elveh- laugsson, who, either through a donation to the 
jem and made several significant art donations to UW Foundation or through their generous partici- 
the museum. Mrs. Miller, who served as director of pation in the museum membership program, have 
the Madison Newspapers, Inc.; as vice president contributed critical funds during the year. 

and director of the Evjue Foundation, Inc.; and as Financial support from federal, state, and local 

trustee of the William T. Evjue Charitable Trust, government agencies was again crucial to the 

joined the Council in 1980. Throughout her life Elvehjem. For the first time in its history, the 
she was a dedicated patron of the arts and a com- Elvehjem received general operating support in 
mitted champion of the Elvehjem. They will both recognition of it professional excellence from the 
be missed. Institute of Museum Services (IMS): $75,000 was 

Support and funding for this period’s activities awarded in FY 1992 and the same again in FY 1993. 
came from a variety of university and nonuniversi- These awards are made through a nationwide 
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Foundation Support Local, State, and County Support 
FY 85-FY 93 FY 85-FY 93 

an ee cote ae 

$60,000 “4 Vv Ny, $30,000 en 

$40,000 $20,000 | A == 

$20,000 $10,000 7 8 

$0 $0 

1985 1986 1987 1988 1989 1990 1991 1992 1993 1985 1986 1987 1988 1989 1990 1991 1992 1993 

competition that evaluates all aspects of the appli- : 
Sati oN operations. Competitive sapeort Membership Support 
for special projects in both years was also provided FY 85-FY 93 
by the National Endowment for the Arts (NEA), 
the Wisconsin Arts Board (WAB), and Dane Coun- a Saas 
ty Cultural Affairs Commission (DCCAC). $60,000 

Two significant modifications in the museum’s Y py’ es 
staffing occurred during this period. On the depar- $50,000 

ture of its incumbent in FY 1993, the museum’s 
membership / public relations staff position was $40,000 
converted to a membership /development func- 
tion. Given that the university’s support of the $30,000 
museums operations and educational programs 
has not been increased during the past six years, $20,000 
the museum relies more heavily than ever on gov- 
ernment and corporate grants as well as private $10:000 
support. The incumbent of the newly restructured 
position, Rebecca Garrity, will devote 100 percent ey 
of her time to developing the museum’s member- 1985 1986 1987 1988 1989 1990 1991 1992 1993 

ship program and support for special projects. arts and humanities within the College of Letters 
The public relations portion of the previous posi- and Science of which the Elvehjem is part. The cre- 
tion, unfortunately, had to be given up as no addi- ation of this position, which addresses long-term 
tional staff allotments within the college were development, represents a new and welcome 
available to the museum. For the present, public approach to dealing with the needs of the arts and 
relations are being handled by various staff mem- holds great promise for the museum. 
bers as appropriate. Computers played an ever-increasing role in 

Long-term development efforts on the muse- museum operations. During this period the com- 
ums behalf have also been bolstered; Robert puterization of the museum’s collection manage- 
Lange, director of development, was hired by the ment systems was completed; a new state of the art 
UW Foundation to raise funds specifically for the software program for managing the museum’s 
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membership program as well as other mailing lists semester, the course focused on the basic definition 

was acquired and installed; and the computers in and analysis of a museum and its operations. It 
all the museum offices were put on a network. introduced students to issues of collection develop- 
Now all staff members have ready access through ment and management, organizational structures, 
their personal computers to the various data bases building and installation design, marketing and 

which pertain to their respective areas of opera- promotion, budgets, and sources of support. By 
tions. The new system has room for expansion contrast, the second semester focused on the physi- 
such as giving students and faculty computer cality of museum objects and how they are made. 
access to collection records and adding digitized Students visited artists’ studios to learn basic tech- 
images of objects in the museums collections. The niques; they learned how to handle works of art 
only impediment to these highly desirable devel- and do condition reports. The course will be a reg- 
opments is the lack of funding. ular offering in the future on a two-year cycle; it is 

The most visible and dramatic physical change a vital part of the museum's educational mission. 
at the Elvehjem in 1992 was the creation of a public 
plaza at the University Avenue side of the build- 
ing. This was accomplished through the design : 
and installation of a large site-specific tence by Collections 
Richard Artschwager. For the first time, there is a The Elvehjem’s most important asset is its collec- 
place in front of the museum where the visitor can tion. Iam happy to report that there were signifi- 
linger to meet friends, have lunch, or just enjoy the cant developments in this area as well. New collec- 
sun. At night, the lighted globes preside over the tions were begun while others were added through 
entrance and clearly distinguish the museum from both purchase and gift. 
the surrounding buildings. We are grateful to the The Elvehjem’s collection of African art has seen 
Anonymous Fund Committee whose foresight pro- tremendous growth in the last year, with impor- 
vided the basic grant which made the project a tant objects added through both donation and pur- 
possibility and to the John H. and Abigail Van chase. This area benefited by the addition of Pro- 
Vleck Fund, Elvehjem Museum of Art General fessor Henry Drewal to the departments of art his- 
Endowment Fund, Harry and Margaret P. Glicks- tory and African studies. As part of his appoint- 

man Endowment Fund, and Cyril W. Nave ment he was given the title of adjunct curator for 

Endowment Fund. For a detailed history of the African art at the Elvehjem. His expertise has made 
project and photographic documentation of con- it possible to pursue this important and beautiful 
struction, see the article beginning on page 21 in area of artwork. 

this Bulletin. One new piece of African art is a Sowei Head- 
Inside the building, as part of on-going efforts to dress, an elegant sculpture from the Mende People 

make ever more efficient use of limited space, cor- of Sierra Leone. The high forehead, associated with 

ridors, closets, and general storage areas on the both wisdom and beauty, and delicate facial fea- 

lower level were reconfigured to provide 346 tures as well as the elaborate coiffure are refine- 
square feet of additional art storage space. The uni- ments of the ideals of feminine beauty. The Agba 
versity’s planning and construction department Drum for Osugbo Society is from the Ijebu area of 
designed the new layout; physical plant did the Yorubaland on the west coast of Africa. This bar- 
actual construction. Included in the project were rel-shaped, single membrane, wooden drum is 
new storage cabinets with 750 running feet of from a set of three or four used by the Osugbo 
shelving for small decorative art objects. Each case Society, which is a society of elder men and 
is constructed of inert materials and has sliding women which functions as a judiciary system and 
glass doors permitting easy visual access. also controls the selection of kings. The Tyi Wara 

Both in FY 1992 and FY 1993, under the auspices Antelope Headdress of the Bamana People of Mali, 
of the department of art history, the Elvehjem West Africa was a gift of Dr. and Mrs. Pascal James 

offered a new two semester course on museum Imperato. Dr. Imperato, a specialist in tropical 
studies and connoisseurship. During the first medicine, conducted field research in East and 
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West Africa and wrote on the art of the Bamana pheric prints of Rembrandt, and Samuel Palmer, 
and Dogon people of Mali. These works confer whose timeless reveries on the English countryside 
human attributes upon the carved antelopes; for are intended to evoke ancient times, as in his etch- 

example, carrying the young upon their backs, ing The Early Ploughman with a scene of dawn 
common among upon people, is unknown among breaking while a farmer tends his field. The most 
antelopes. This is in keeping with the figures them- important and spectacular purchase of old master 
selves becoming slim abstractions, designed for prints was undoubtedly Hendrick Goltzius’s 
symbolic function in a ceremony, rather than as a chiaroscuro woodcut Hercules and Cacus, in which 

realistic representation. The Elvehjem’s collection the artist demonstrates his mastery of the subtleties 
of African art was also enriched by the gifts of Drs. of the woodblock print as well as of the monumen- 
James and Gladys Strain and Dr. and Mrs. Jeffrey tal figure. 
Hammer which included many beaded items. The collection of twentieth-century prints has 
These beautifully worked objects include items of also received beautiful and noteworthy additions. 
royal regalia, such as crowns and bracelets, and Building on the strengths of the Van Vleck collec- 

other hand-embellished items such as pouches in tion of Japanese prints, the museum acquired a set 
which diviners carried the tools of their trade. of six prints by Hiroshi Yoshida. These works use 

Also broadening the cultural horizons of the subtle and effective printing to convey the effect of 
collection were gifts from Mr. and Mrs. Webster sailing boats on the water at different times of day 
Woodmansee and Mr. and Mrs. William F. Spen- and demonstrate the artist’s stylistic blend of tradi- 
gler. The Woodmansee works include paintings tional Japanese and western influences. Significant 
but concentrate on three-dimensional works from prints by American artists have long been a main- 
the cultures of Asia, including India, Tibet, Thai- stay of the Elvehjem’s collection, and this area was 
land, Cambodia, China, and Japan. The gift from strengthened by the addition of many works. Out- 
the Spenglers also consisted of sculptural works, standing among them is an etching by Paul Cad- 
all created in the Gandhara region of India. mus, known for his prints of New York in the 

As a complement to the outdoor environment 1930s. Cadmus was unrepresented in the collection 
created for the Elvehjem by Richard Artschwager, before the addition of his complex and boisterous 
the museum acquired one of the artist’s works Stewart's, which characterizes the individuals 
combining painted wood with formica, Journal II. laughing, yawning, scowling, and gesticulating 
Designed to be mounted in the corner of a room, around the tables of a restaurant. Another impor- 
this dynamic work pairs a section clad in commer- tant American printmaker which the museum is 
cially produced wood-grained material with an particularly proud to have added to its collection is 
adjacent segment of hand-drawn grain creating an Helen Frankenthaler. Her woodcut, Savage Breeze, 
implicit comparison between the two. Journal II along with other significant American woodcuts, 
was part of the exhibition of Artschwager’s works was purchased with the Department of Art History 
which accompanied the completion of the outdoor James Watrous Fund and was included in the exhi- 

sculpture. bition of American color woodcuts organized by 
The Elvehjem has also continued to enrich its Professor Emeritus Watrous and Assistant Curator 

fine collection of prints and drawings with the pur- of Prints and Drawings Andrew Stevens in 1993. 
chase of works. Walter Crane’s sketch, The Fate of David Wojnarowicz’s art directly addressed social 
Persephone, continues the emphasis on the acquisi- issues, a mode becoming more common in Ameri- 
tion of watercolors by British artists, in this case can art after the 1960s, and his powerful untitled 
depicting the powerful scene in which Persephone photograph and silkscreen is one of the last works 
is sentenced to become the bride to the lord of the he completed before his death in 1992. 
underworld. Many notable old master prints have Since the reopening of the museum in 1990, the 
been added to the collection, through the use of the Elvehjem has focused more attention on its collec- 

museum's endowments, including works by Ferdi- tion of decorative arts. Toward this end, many 
nand Bol, a Dutch artist whose Holy Family in an works of glass designed by René Lalique have been 
Interior is deeply influenced by the dark, atmos- put on permanent display, and in the 1992 fiscal 
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year, several more works were added to the collec- by American artists of this century, including sev- 

tion through the generosity of the Ineva T. Reilly eral drawings by Aaron Bohrod and a lithograph 
Endowment Fund. Outstanding among these beau- by Jasper Johns. Joseph Wilfer’s gift of prints 
tiful pieces is a goblet made of opalescent glass and brought some of the most contemporary art do- 
silver. This combination of glass and metalwork is nated to the museum, including the splendid 
not only beautiful in its own right but is an inter- untitled four-color aquatint by Joel Shapiro. 
esting combination of Lalique’s earlier jewelry A very special gift to the collection came from 
design with his later interest in glass. Daniel B. Schuster, four prints by John Steuart 

Gifts continue to be an important way for the Curry, donated in memory of his wife Ellen Curry 
Elvehjem to enrich its collection, and in the past fis- Schuster. The Elvehjem is particularly grateful for 
cal year, substantial gifts have broadened the cul- these prints since they contribute to the legacy of 
tural holdings of the museum as well, giving us Curry’s art at the University of Wisconsin in Madi- 
materials with which to engage and inform more son from his years on this campus as artist-in-resi- 
of the marvelously diverse community we serve. dence. The museum has also been active in pur- 

The bequest of Alexander and Henrietta Hol- chasing Curry’s prints and was able, through the 
laender presented the Elvehjem with a group of help of Dr. Schuster, to find a rare first state of the 
modern paintings and prints by such artists as print of John Brown. 
Antonio Tapies and Marino Marini. During their Katharine T. Bradley donated works to the 
lives the Hollaenders donated a substantial collec- museum by Frank Weston Benson. The sunlit 
tion of modern works to the museum including impressionism of the painting The Benson Family at 
many by the European art movement called Wooster Farm, North Haven, Maine is of one of Ben- 
CoBrA, which took its name from the cities in son’s favorite subjects, his family, and was restored 

which it originated, Copenhagen, Brussels, and to its original beauty through conservation made 
Amsterdam. The balance of their collection repre- possible by funds also donated by the Bradleys. 
sents a significant addition to the Elvehjem’s hold- Newman and Virginia Halvorson donated an 
ings of paintings, prints, and drawings by twenti- unusual gift to the museum’s collection, a book 

eth-century artists. with a fore-edge painting on its pages. Each page 
Contemporary paintings were donated to the of the book carries a small part of a painting in its 

collection by two long-standing donors to the margin at the extreme edge of the page, its fore- 
Elvehjem. Andrew and Sonja Weiner gave a land- edge. In order to be seen the pages of the book 
scape in acrylic on canvas by Jim Bird, Winter Deep. must be must be bent so that all fore-edges are 
Ora C. Roehl gave two works by Gaston Sébire, exposed and coalesce into a recognizable scene. 
Les Planches 4 Deauville and Scene de Plage. Over the The Van Vleck name is well known on campus 
years both the Weiners and Mr. Roehl have consis- to those students who attend classes in Van Vleck 
tently made donations to the Elvehjem’s collection Hall and to Elvehjem visitors from the Van Vleck 
of modern art. collection of Japanese prints; so it is a pleasure to 

Gifts of American art came from diverse be able to recognize another member of that fam- 
sources. The museum was pleased to receive two ily, David Van Vleck for his donation to the Elveh- 
works by the American impressionist Maurice jem of prints by Aaron Siskind, one of the most 
Prendergast from Mrs. Charles Prendergast, sister- important of the art photographers of this century. 
in-law of the artist. Frederick Baker, in addition to Since the donation of the Joseph E. Davies col- 

other works of art, donated two watercolors by the lection of Russian paintings in 1937, the Elvehjem 
American artists Frank Knox Morton Rehn and has added only fifteen icons to its collection; of 

John Heliker from the Baker/Pisano Collection. those, eight were from the collection of Michael P. 
Barbara Mackey Kaerwer also contributed works Kluppel, given in his memory by Dolores Kluppel 
by important printmakers of the 1950s to the Vetter this year. These carefully wrought images 
Elvehjem’s collection, including the American and their elaborate coverings of gold and jewels 
innovator Gabor Peterdi. Richard Brock favored represent an unbroken tradition of craftsmanship 
the Elvehjem with a large number of works, mostly in creation of devotional images. 
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The Elvehjem’s collection of porcelain was which is intended specifically for the purchase of 
enriched by two generous gifts. Two hundred and watercolors. The works by von Holst and Lear, 
sixty-five pieces of English and Continental porce- which evoke the romanticism of the nineteenth 
lain, from the Ethel and Arthur Liebman Collec- century, are important additions to the watercolor 

tion, were bequeathed to the Elvehjem by Mr. and collection. The breadth and quality of this collec- 
Mrs. John Cleaver. Many pieces of this collection tion was further enriched by the acquisition of an 
which had been given in the 1970s to the museum energetic sketch by the noted portraitist George 
received scholarly attention in a 1992 catalogue. Romney. Romney’s drawing in iron gall and wash, 
Dr. Otto Pawlisch donated 101 pieces of Wedg- which depicts a pair of seated figures in classical 
wood porcelain to the Elvehjem. Dating from dress, was purchased with the aid of the Edward 
1750-1900, the works demonstrate the changing Blake Blair Endowment Fund. 
styles and superb craftsmanship of the English Theodore Roszak’s Cosmic Landscape, in pen, 

manufacturer. ink, and wash, is a particularly fine addition to our 

The acquisitions of the fiscal year 1992-93 modern drawings collection. Known also as a 
further strengthened the Elvehjem’s collections, sculptor, Roszak executed drawings throughout 

particularly in the areas of works on paper and his career. The Elvehjem drawing is large (43 x 
Lalique glass. The British watercolor collection was 831/2 in.) and its vigorous pen and brush strokes 
augmented with the purchase of three new works. express Roszak’s preoccupation with mystical 
A gouache and watercolor landscape by Edward forces. The museum was able to acquire Cosmic 
Lear depicting Argos from Mycenae was purchased Landscape from the artist's daughter at the conclu- 
through the John H. Van Vleck Endowment Fund. sion of the traveling exhibition Theodore Roszak: The 
Scene from Udine by Theodore Matthias von Holst Drawings, which was organized by The Drawing 
was bought in memory of Lucia J. Leach through Society of New York and began its national tour at 
the generosity of the Frederick Leach Estate Fund, the Elvehjem in the fall of 1992. 
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The museums collection of British watercolors is being steadily augmented with such purchases as Edward Lear’s Argos 
from Mycenae, 1849. 
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Out of exhibitions often come acquisitions, as was the case for Theodore Roszak’s Cosmic Landscape, acquired after the 
exhibition of his drawings had completed its tour. 

Several other works, both purchases and gifts, years. Bohrod’s gouache on paper depicts a land- 

were acquired from Elvehjem exhibitions, under- scape near Chicago. David Van Vleck donated four 
scoring the important relationship between exhibi- photographs by Aaron Siskind to the collection, 
tions and acquisitions. Inspired by the exhibition including Peru 391 and Lima 58 (Homage to F. K). 
American Color Woodcuts: Bounty from the Block, Van Vleck was an assistant to Siskind. Glass over 

1890s—-1990s, the docents gave two color woodcuts Face, France, was one of fifteen photographs by 
in honor of Professor Emeritus James Watrous: Larry Fink that were given by Kristops Keggi this 
Cape Cod House by Margaret Jordan Patterson and year. Keggi has been making regular and generous 
Summer Self-Portrait by Sylvia Solochek Walters. donations of photographs to the Elvehjem since 
This thoughtful gift reflects both the dedication of 1982 and, indeed, can be said to have begun the 

the docents to the museum and their acknowledge- photograph collection at this museum. Photo- 
ment of Professor Watrous’s primary role in estab- graphs from the Van Vleck and Klevickis gifts 
lishing the museum. From the exhibition Three were featured in the exhibition Modern Photographs 
Decades of Prints by Philip Pearlstein, the museum from the Collection. Patrick Ireland donated a draw- 
purchased Pearlstein’s striking aquatint Nude Lying ing of his installation Labyrinth for the Elvehjem 
on Black and Red Blanket. Museum of Art. Another drawing by Ireland, Study 

Several gifts by individuals also enriched the for the Purgatory of Humphrey Chimpden Earwicker, 
collection. Richard E. Brock gave thirty-two works Homunculus, Four Spatial/Verbal Propositions, was 

on paper, including prints by such notable artists purchased by the museum. In 1992, the Elvehjem 
as Marc Tobey, Peter Milton, Roberto Matta, Yves Museum officially entered into its collection mod- 
Tanguy, and Valerio Adami. Richard Klevickis els made by Bruce Severson after the designs of 
donated a drawing by Aaron Bohrod, who was Frank Lloyd Wright for the Mendota Boathouse, 
artist-in-residence at the university for twenty-five Monona Terrace, and the Nakoma Country Club. 
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The acquisition of these models was made possible 
by a generous grant from the National Endowment (2 
for the Humanitities. : co 4 

The museum continues to be the archive for + 
Tandem Press, the university’s fine arts press. This } . o\' 

year the Elvehjem received two large color etch- i \ 
ings by Robert Stackhouse and three etchings by ’ =. i 
Richard Bosman. Through Tandem, the museum ; 4 ‘ i 

acquires the most recent works by exciting contem- . Aa 
porary artists. ™ 

Jon and Susan Udell donated the painting The me re 
Portrait of Mary by the American artist Homer Boss, / | | ae 
who was Susan’s great uncle. Boss’s understanding aw — An 

of anatomy and thus the human figure contributed | y | ee 
to the power of his portraits. This recent gift per- i Oe =a op 
fectly complements the Udell’s two previous dona- | Ss s ) eh : ec = ENN tions of Boss paintings. { bs NN 

Among the five Lalique objects purchased this } Pag a \\ | 
year through the generous Ineva T. Reilly Endow- i Prom Ne lid 
ment Fund was the lovely Serpent vase. The en- ae 
dowment fund honors the Lalique collector Ineva a, 

T. Reilly. In 1976 her son-in-law and daughter, f oy , ra 
Mr. and Mrs. Ira Baldwin, gave nineteen pieces of é c rl 

Ineva Reilly’s Lalique to the museum, initiating the : 

Lalique collection. The endowment, established in 7 x 5 Portrait of Lady § on 
j if; 7 enr lerce bone, Fortrait of Lady lencer, Fi 

ae allows ae Dee ee road einen) Pee gift ‘aque of Mrs. Frederick W. Miller, 1992.332 
‘0 the collection, filling in gaps and extending its 
breadth. Another important Lalique donation was 
made by Mr. and Mrs. Harold Kubly, who pre- “Real collecting, I believe, means being just a 
sented the car mascot Eagle in memory of Vincent little ahead of time. It means looking for the artist 
Frederick Kubly. who is about to help shape the world of tomorrow. 

Mrs. Frederick Miller’s many years of devoted Such collection requires keen eyes, progressive 

service to the museum were recognized with the thinking, and confidence in the future.” These 
gift of Portrait of Lady Spencer by Henry Pierce Bone words of Henrietta W. Hollaender reflect the pas- 
which was made in Mrs. Miller’s memory. A mem- sion for collecting modern art that she shared with 
ber of the Elvehjem Council since 1980, Mrs. Miller her husband, Alexander, a distinguished biophysi- 
died after a long battle with cancer in August of cist and authority on radiation biology and a UW 
1992. Together with her husband, Frederick, who is alumnus. While many works from the Hollaender 
the publisher of The Capital Times, she served as an collection have been on loan to the museum for 
officer of the Evjue Foundation and supported many years, the Alexander and Henrietta W. 
many cultural activities in the Madison communi- Hollaender bequest of 1992 is a gift of ultimate 
ty. The Portrait of Lady Spencer is a miniature paint- generosity and foresight. The quality and breadth 
ing executed in enamel on copper and honors Mrs. of the Hollaender collection will “help shape the 
Miller’s enthusiasm for miniatures and British art world of tomorrow” for countless museum visitors. 
of the eighteenth and nineteenth centuries. Painted Among the distinguished works in this collec- 
with great sensitivity and authority, the miniature tion are two powerful and diverse examples of 
reflects the skill of Bone, who was a member of the abstract expressionist painting by Hans Hofmann 

Royal Academy and the enamelist and portrait and Marc Rothko. Equally as a painter and a 
painter to the royal family. teacher, Hofmann deeply affected the growth of 
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ie i includes puzzle pieces in its construction. Barbara 
i Hepworth’s Impression shows a completely differ- 

ent attitude towards sculptural material and form. 
Hepworth is known for her sensual use of open 
and closed forms. In Impression, she gradually cuts 
a spiral into a marble oval, emphasizing the silken 
smoothness of the stone. The Hollaender bequest 
also includes fine examples of modern graphics 
from the woodcut Auti te pape by Paul Gaugin to 
works by such twentieth-century masters as Henri 
Matisse, Robert Motherwell, and Franz Kline. 

Exhibitions 

The museum mounted ten exhibitions during the 
1991-92 year, of which six were organized by the 
Elvehjem and four were traveling exhibitions. They 
ranged widely in period and culture from contem- 
porary China, Thailand, and America to seven- 
teenth and eighteenth-century France, Italy, Eng- 
land, and The Netherlands. 

During this year the director organized three 
A exhibitions. The opening fall exhibition provided a 
a context for the new outdoor sculpture in front of 

- the museum by Richard Artschwager that was 
The bequest of Alexander and Henrietta W. Hollaender inaugurated on September 14 with a topping-off 
brought the museum a large collection of modern Euro- ceremony. Richard Artschwager: PUBLIC ( public) 

pean works such as Henri Matisse’s Head of a Woman. (September 14—November 10, 1991) provided both 
a retrospective overview of the artist’s work from 

abstract expressionism. Hofmann’s August Light 1962 to the present and a review of his other out- 
from the Hollaender bequest is geometric, consist- door sculpture commissions through models and 

ing of brightly colored rectangles which seem to dramatically backlighted large color transparen- 
move in and out or push and pull through space. cies.The first U.S. exhibition by a young Chinese 
Although he rejected the label abstract expression- artist offered installation art by a representative of 
ist, the haunting emotional tenor of Marc Rothko’s the New Wave movement in China, which had 

painting links him to the movement. The untitled been suppressed by the government following the 
painting of 1968 typifies Rothko’s paintings in Tiananmen Square confrontation. Three Installations 
which expanses of luminous color—here, red sand- by Xu Bing: A Book from the Sky, The Ghosts Pounding 

wiched between lozenges of dark green—hover the Wall, and Five Series of Repetitions (November 30, 
over the canvas. His paintings seem to speak the 1991-January 19, 1992) juxtaposed traditional 
secrets of an interior emotional world. printmaking techniques with modern perspective. 

The Hollaender’s appreciation of modernism This exhibition included hundreds of ink-rubbed 
extended into all artistic media and includes two sections of the Great Wall of China pieced together 

pioneering women sculptors. Louise Nevelson was to reform a dramatic portion of the wall in Paige 
famed for her sculptures made from found objects, Court. In Gallery VII long scrolls hung from the 
which she manipulated into box-shaped combina- ceiling forming a traditional book for which the 

tions and painted them a uniform color. Nevel- artist had cut woodblocks for four thousand mean- 
son’s undated Wall from the Hollaender bequest ingless Chinese characters; this book is as unread- 
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able to the Chinese reader as to the American a hundred) can be called an original. States and 
viewer. Gallery VII contained five series of prints Copies: Variables in the History of Printmaking (Janu- 
for which the block was gradually carved away. ary 25-March 1, 1992) provided examples of types 

For the summer exhibition in Mayer Gallery the of variation to which a print may be subjected. The 
director selected Russian paintings to support a didactic exhibition contrasted the differences that 
campus seminar for Selections from the Joseph E. can exist between two examples of the same print 
Davies Collection of Soviet Socialist Realist Paintings —called a state—with works that are copies of 
(June 6-September 27, 1992). The Soviet Socialist other works. 
Realist paintings were works mostly from the late In addition to exhibitions organized by the staff, 
twenties and thirties which expressed the ideals of the Elvehjem presented four traveling exhibitions. 
the Communist Party. These paintings were pur- Artful Deception: The Craft of the Forger (September 
chased in the Soviet Union in 1936 by then ambas- 14-November 10, 1991) was organized by the Wal- 
sador Davies and were donated to the university to ters Art Gallery in Baltimore. It contained two 
inspire friendship between the two countries. dozen spurious artifacts with genuine examples for 

Assistant curator of prints and drawings comparison chosen by curators and conservation 
Andrew Stevens organized three exhibitions for specialists for their fascinating display of the forg- 
the Mayer Gallery. The academic year opening er’s craft and for their demonstration of the meth- 
show (August 24-November 3, 1991) in the Mayer ods used by experts to determine authenticity. This 
Gallery presented Visions and Revisions: Robert show, with choices to allow viewers to test their 

Cumming’s Works on Paper. Cumming is a well- connoisseurship, was highly popular throughout 
known photographer, painter, and printmaker its nationwide tour. 
whose works examine fundamentals of representa- The Integrative Art of Modern Thailand (February 
tion often taken for granted. His photographs, for 8—-April 12, 1992) was organized by the Lowie Mu- 
example, are subtly false constructions presented 
as documentation. This exhibition presented works 5 ‘ : 
in the related media of drawing, watercolor, and i 

printmaking created between 1986 and 1990 in : 
which Cumming had worked out what he per- a 
ceived to be the inherent dilemmas of representa- oy RAAAL| [AAAS 

tion. The exhibition traveled to Weber State Col- 2 icine) ise i 
lege Gallery in Ogden, Utah. - Seek eee oa 

The following show in the Mayer Gallery, 3 a RaOae & Rt 
Beyond Black and White: Chiaroscuro Woodcuts from a mh ee 5) ral : 
the Frank Horlbeck Collection (November 9, 1991-- 7 RRA 
January 12, 1992), offered thirty woodcuts from } a wen bela) ro : 
western Europe from the sixteenth through the a Dae es GY 
eighteenth centuries. Collected by Professor Horl- a 
beck of UW-Madison art history, these prints a j 

demonstrated the development of the chiaroscuro a 
technique. The medium was traditionally used to i Ba: 
make paintings available to a greater audience, and af Ac q 

works in this exhibition were one artist’s rendition il a4 | 
in woodcut of a unique drawing or painting by F C ati 
another artist. ti hon: 

The next exhibition in the Mayer Gallery took a Y ee 

up the question of when a print is an original work EEE ETT aed 
of art. Because the print is naturally a process of atte pHs ee AL 
producing multiples, the viewer has a legitimate The exhibition Artful Deception included quizzes for visi- 
question about how one of twenty-five prints (or tors to test their connoisseurship. 
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seum of Anthropology at the University of Califor- showed the development of the artist’s concerns 
nia at Berkeley. This ground-breaking exhibition with the relationship between form and meaning, 
examined the art resulting from the tension in the language and sculpture. 
modern Thai artist who is caught between tradi- As part of the class in museum practices taught 
tional art techniques and subjects of a 1,000-year by the director, students selected works which 

old culture and the influence of contemporary were added to the Elvehjem’s collections from 1989 
European and American art. to 1992. Some Additions to the Permanent Collection 

A Noble Collection: The Spencer Albums of Old (April 17 to July 18, 1993) brought together works 
Master Prints (March 14—May 17, 1992) was orga- in a wide variety of media and a dazzling breadth 
nized by the Fogg Art Museum of Harvard Uni- of styles in an exhibition that presented some mar- 
versity. The Spencer albums are nine grand-folio velous pieces acquired through gift and purchase. 
volumes assembled in England in the early 1700s The curator of prints Andrew Stevens, in collab- 
for a member of the Spencer-Churchill family. The oration with James Watrous, professor emeritus in 

original albums, which contained more than 3,400 the art history department, brought together an 

prints, mostly Italian, French, and Netherlandish exhibition entitled American Color Woodcuts: Bounty 
etchings, were acquired by the Fogg in 1987. This from the Block, 1890s-1990s, January 30 to April 4, 
exhibition consisted of rare and beautiful prints 1993. The exhibition was the first to give scholarly 
removed from the volumes and one complete treatment to this important facet of American art. 
original album. This beautiful exhibition was accompanied by a 

Presswork: The Art of Women Printmakers (June scholarly catalogue which examined sixty-two 
24-August 16, 1992) displayed the corporate collec- artists and their contributions to the growth of the 

tion of Lang Communications, publisher of such medium over the last century. The museum was 

magazines as Ms. and Working Mother. Sixty-six especially pleased to work with James Watrous, not 

American women were represented, mostly with only because of his fine scholarly credentials, but 

work completed during the eighties, a decade of because of his seminal support for this institution. 
remarkable innovation in printmaking. The exhibi- In addition, the curator of prints organized 
tion explored various traditional and contempo- three other exhibitions. Three Decades of Prints by 
rary viewpoints and included such genres as still Philip Pearlstein, April 10 to June 20, 1993, coin- 

lifes, landscapes, cityscapes, and abstract art, exe- cided with the Madison Print Club’s commission- 

cuted in the complete range of print techniques ing of a print from this important figural artist. 
from relief to intaglio, etchings to monoprint, The exhibition’s selection of works helped to trace 
engravings to lithographs. the development of his work from his earliest lith- 

During the 1992-1993 academic year the muse- ographs through his exploration of other print- 
um placed twelve temporary exhibitions on view making media to his most recent work. It also 
to the public, with ten organized at the Elvehjem showed the range of his subjects from landscapes 

and four drawn entirely from the museum’s per- to figure studies. 
manent collection. Exhibitions included works Another exhibition which allowed Elvehjem 
from the seventeenth through the twentieth cen- visitors to become acquainted with a body of 
turies and representatives of works from India work by a contemporary artist was First Light: 
and China as well as America and Europe. Twenty Etchings by James Turrell which was on 

The director organized the first retrospective of view from November 14, 1992 to January 10, 1993. 
the art of the influential American critic and artist Turrell is known for his installations which use 
Patrick Ireland, in the exhibition Patrick Ireland: light and framing to create a tromp-l’oeil surface. 

Labyrinths, Language, Pyramids, and Related Acts The artist’s elegant, minimal etchings extend his 

(November 14, 1992 to January 10, 1993). This exhi- explorations of the capacity of light to engage the 
bition examined works created from the late 1950s mind of a viewer as both a sculptural and a 
as well as two site-specific works created solely for graphic experience. 
the Elvehjem: a labyrinth in Paige Court and a rope The Elvehjem drew from its print room for an 
drawing in Brittingham Gallery VIII. The works exhibition of Modern Photographs from the Collection, 

92



ee ae oo le ae 
f Ws oe a . | 

re Maya * Bs | if 2 3 D 7 He ai alias 

Pee . | ae. ¥ i ‘i 
ass a | —_— | ae, J fe | 

» ees coed ama “i si 

itr = ae See Sa] 
pith e4 wie re : = oe. — 

esr : ‘ae 
. re 

The 1993 Museum Studies class (Art History 602) organized Some Additions to the Permanent Collection. 

presented from June 19 through August 1, 1993. beautifully finished and articulated works of art 

These photographs chronicled the use of “straight from early, constructivist works to later monumen- 
photography” by American photographers. Some, tal abstractions drawn with sweeping lines. 
like Aaron Siskind, turned their cameras to still The Elvehjem is fortunate to be able to call upon 
lifes and architectural elements, while others, like the talents of the interested experts to help in ar- 

Elliot Erwitt, captured people at the job of living, ranging exhibitions of works of art at the museum. 
but all captured the visual power, elegance, and During the 1992-93 exhibition year we called upon 

mystery of everyday life. friends of the museum both on and off campus to - 
Organized by curator of collections Patricia provide their expertise in organizing exhibitions to 

Junker, American Drawings and Watercolors, enrich the offerings of art to Elvehjem visitors. 
1800-1945: Selections from the Permanent Collection One such offering was the exhibition Eva-Maria 
was on view at the Elvehjem from January 23 Schén: gray tones—color tones which opened to visi- 
through March 28, 1993. The exhibition pointed up tors on October 6 and closed November 8, 1992. 
both the quality and diversity of the museum’s Barbara Buenger, professor of art history, was 
core collection of American drawings and water- curator of this exhibition which brought Berlin 
colors. It also emphasized the role that drawings artist Eva-Maria Schon to the museum to create 200 
and watercolors have played in the history and hand-paintings with ink on paper which covered 
development of American art. one entire wall of Mayer gallery from floor to ceil- 

Theodore Roszak: The Drawings came to the ing. The artist also arranged display cases of relat- 
Elvehjem from August 28 through October 18, 1992 ed objects, some of which she brought with her, 
as its first stop in a national tour. Although Theo- some of which were borrowed from other collec- 
dore Roszak is best known as a sculptor, his draw- tions on campus. 
ings often powerfully evoke the type of three- Julia Murray, assistant professor of art history, 
dimensional objects we see in such sculptures as also contributed to museum exhibitions by helping 
The Great Moth in the Elvehjem’s permanent collec- to arrange the loan of two groups of Chinese works 
tion. This exhibition, organized by The Drawing of art. One was a group of rare Chinese Bronzes and 
Society brought together seventy-three of the Jades, on view from September 1, 1991 through 
artist’s drawings to trace his development through January 5, 1992, which were selected by Professor 
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Murray. These objects were created in the Shang film an opportunity to enjoy themes of trickery and 
period (about 1523-1028 B.c.) and the Zhou dy- deception in such classics as The Maltese Falcon and 
nasty (1028-256 B.c.) and were on loan from the such new films as The Moderns. 
collection of the Arthur M. Sackler Gallery at the Visitors to Three Installations by Xu Bing needed 
Smithsonian Institution. The other objects, Chinese information beyond that supplied for the text 
Landscape Paintings by Shih-t’ao, were shown from labels for this visually stunning and compelling 
September 21, 1992 until January 8, 1993. This loan exhibition. Ching-jung Ho, a graduate student in 
from The Metropolitan Museum of Art included a the University of Wisconsin—Madison’s Depart- 
scroll and leaves of paintings on paper. ment of Continuing and Vocational Education, 

The Elvehjem also was pleased to have Jane interviewed the artist and wrote an audio tape tour 
Werner Watson select works from a collection for museum visitors. In addition, she developed a 

which she had donated to the museum for two dis- questionnaire to encourage people to ask and 
plays of works from the Watson Collection of Indian answer questions about the artworks, and she for- 
Miniatures which were on view from January to mulated an evaluation for visitors to test the effec- 
May, 1993. The first display reflected life at court tiveness of her audio tour. Our colleagues in the 
as represented in these gemlike paintings, while Center for Southeast Asian Studies on campus and 
the second focused upon the works in their setting the University of California at Berkeley amplified 
as illustrations and illuminations of texts. The Integrative Art of Modern Thailand with film, 

video, Thai classical dance, and gallery and slide 
lectures. All these offerings gave our viewers a 

* variety from which to choose. 
Education and Outreach The Elvehjem and the Wisconsin Center for Film 
The Elvehjem’s educational department reached and Theater Research continued their joint fine art 
out to constituents around the university and the film series in 1991-92. In addition to the “Artful 
state this year through many formats: lectures, Deception” series we cosponsored “German 
audio and video tapes, films and slides, drama and Avant-garde Films of the 1920s.” Comprised of 
poetry, workshops, collaboration with other cultur- short experimental films which are themselves 
al organizations in the city and university, tours, works of art, the series was organized by the 
mailings, word-of-mouth, and outreach to commu- Goethe Institute of Chicago. Both organizations are 

nity groups. Over 15,900 people participated in the grateful to the Humanistic Foundation of the Uni- 
museums educational programs about temporary versity of Wisconsin—Madison for support of both 
exhibitions and the permanent collection. series. Over 700 people attended these films and 

Because museum visitors learn in many differ- received film notes especially prepared for each 
ent ways depending on their aptitudes and tem- evening of the series. A complete list of films and 
peraments, we organized different types of educa- public lectures offered by the museum during the 
tional activities to cater to their various learning year is elsewhere in this bulletin. 
styles. Particularly in the exhibition Artful Decep- The Elvehjem’s educational programming for 
tion: The Craft of the Forger, we offered many educa- the university and community moved forward 
tional components to the exhibition. Its excellent with film series, lectures, artists’ demonstrations, 
text labels invited the viewers to participate by ask- and tours to elucidate and support the exhibitions, 
ing them to decide, based on clues, which of a pair loans of art, and permanent collections. Over 
of objects was authentic. The museum offered five 16,200 people participated in our educational offer- 

lectures about fakes and forgeries in art (and about ings in 1992-93 which developed and expanded 
issues of authenticity in other disciplines such as existing programs and, by year’s end, resulted in 

the law) by local and national experts. A video, a initiatives for the year to come. 
case study of an Elvehjem fake, and a bibliography Films began in the summer with Mission to 
about art forgery were also available in the exhibi- Moscow, based on Ambassador Joseph E. Davies’s 
tion to aid visitors who wanted to know more. A memoir and related to our exhibition of The Joseph 
film series “Artful Deception,” offered students of E. Davies Collection of Soviet Paintings. The film and 
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oe re teenth-century China.” These paintings were lent 
oN ) Bs Ses il by The Metropolitan Museum of Art. Henry Drew- 

Ud a lt ceo al, who had guided the museum into acquiring a 

ad ae i et i Yoruba drum, discussed it in “Sounds and Sym- 
A fin pn — bols: An Elders’ Drum from West Africa.” Both 

at ale professors successfully combined slide-lectures 
, wn with a visit to the gallery to see the objects. The 

Ke) =f Elvehjem is grateful to our scholarly associates for 
y | S sharing their knowledge in public lectures. 

ei | American Color Woodcuts: Bounty from the Block, 
a - 1890s—1990s inspired a series of educational lec- 

— oe tures. Led by initiating cocurators James Watrous 
ae y and Andrew Stevens, it consisted of lectures by 

4 them, and later a panel discussion in which they 

= i Sue were joined by Frances Myers, professor of art. She 
Seal ——— discussed contemporary developments in color 

woodcut. Two artists presented demonstrations in 
the gallery. Ann Gratch made color woodcuts in 

University junior Chris Huff takes the self-guided audio the exhibition over several weeks and talked to vis- 
tour of the permanent collection produced by the educa- itors and school tours about her techniques. Ann 
tion department. Parker spent a Saturday in the gallery cutting large 

linoleum blocks for a series of relief prints. 
the exhibition were part of the University of Wis- In cooperation with the Wisconsin Society of 
consin Summer Session’s course/lecture series, Architects-Southwest the Elvehjem provided a 
“Windows on the World: The Russians and their forum for discussion of city planning in “Urban 
Neighbors.” Multifaceted critic and artist Brian Development: Boston and Dallas.” Architectural 
O’Doherty’s filmmaking was best exemplified by critics Robert Campbell and David Dillon sparred 
his remarkable documentary Hopper’s Silence, about their own city’s plans and answered ques- 
shown during the exhibition Patrick Ireland: tions about Madison’s proposed Frank Lloyd 
Labyrinths, Language, Pyramids, and Related Acts. Wright convention center. Over 1,500 people 

Our colleagues at the Wisconsin Center for Film attended the museum’s lectures and demonstra- 
and Theater Research provided from its vast hold- tions in 1992-93. 
ings another series of five films called “Painters The Elvehjem joined the Department of Contin- 
and the Cinema.” uing Education in the Arts, the Wisconsin Depart- 

Artists Patrick Ireland, Eva-Maria Sch6n, and ment of Public Instruction, and local teachers and 

Philip Pearlstein articulated their ideas about their parents to offer an advanced placement art history 
art in lectures related to the Elvehjem’s exhibitions course which met on Sunday afternoons fall and 
of each artist, providing the audiences with the spring. The Elvehjem’s efforts at educating elemen- 
opportunity to see and discuss their work. To cele- tary school students about the arts of South Asia 
brate the publication of Chinese Export Porcelain received regional attention in October at the Mid- 
from the Ethel (Mrs. Julius) Liebman and Arthur L. west Museums Conference. At this professional 
Liebman collection the author and former Elveh- organization’s annual meeting in Milwaukee, 

jem curator of that collection Catherine Brawer Anne Lambert, curator of education, served on a 
came to Madison to present a related lecture. panel, “Museums as Mirrors of the Community” 

Art history professors Julia Murray and Henry reporting on our cooperative program with the 
Drewal lectured on Elvehjem objects for the benefit University Theatre for Children and Young People, 
of their students and the public. Professor Murray the “Tales of South Asia” tour and play program. 
spoke on paintings by Shih-T’ao, in her topic During the spring semester the museum, the 
“Nature and the Individualist: Views from Seven- department of art history, and the African studies 
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Gloria Steinem speaks to a packed house at the reception for Presswork: The Art of Women Printmakers. 

program began planning programs and communi- The thirty-three concerts were broadcast live 
ty involvement for the forthcoming (fall 1993) over six Wisconsin Public Radio stations in Madi- 
major exhibition African Reflections: Art from North- son, Wausau, Green Bay, Eau Claire, Menomonie, 

eastern Zaire. The exhibition committee and gradu- and Brule. During concert intermissions, while 
ate student Shannen Hill began working with audience members surveyed the galleries, radio lis- 

museum education to promote the exhibition. Hill teners enjoyed informative interviews conducted 
presented two teacher workshops in February and by the director. These interviews addressed as- 
March for Madison teachers, and she trained sorted topics: museum programs, including the 
docents. The committee invited community leaders docents’ approach to tailoring tours to specific 
from government, neighborhood centers, public audiences; exhibitions, such as the Spencer Albums 

schools, other cultural organizations, and universi- described by Fogg Museum curator Marjorie Cohn; 

ty departments to the Elvehjem to learn about the and general visual arts issues, such as artist Robert 
exhibition and to plan visits and organize adjunct Stackhouse discussing his work. 
educational programs in advance. The season attracted an average of 130 audience 

members each Sunday to hear a wide variety of 
performers and musical styles. A Mozart tribute by 

The Elvehj em Concert Series the popular Pro Arte Quartet drew over 250 peo- 
ple. The Milwaukee ensemble Present Music per- 

In the thirteenth season of Sunday Afternoon Live, formed compositions by contemporary composers 

the Elvehjem continued to offer the series of cham- while Les Favorites, from Eau Claire, presented 

ber music concerts featuring musicians from music from the baroque era. Radio host Bill Lutes 
around Wisconsin. Free to the public, the concert became performer for a day when he led an “After- 
series was presented among the baroque works of noon of Gilbert and Sullivan.” 
Brittingham Gallery II Sundays at 2:30 p.m. In addition to the quality music in the beautiful 
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gallery setting, the audience was treated to a tea Volunteers 
and reception following each concert; the tea was ‘ 

donated by Steep & Brew on State Street and the Elvehjem Docents 
reception was organized and hosted by members The educational services area also sponsored nine 
of the Elvehjem League. different opportunities for teachers to learn about 

In the fourteenth season of Sunday Afternoon the museum’s curriculum resources and guided 
Live, the Elvehjem offered thirty-two concerts of tours. Our dedicated docent corps provided the 
chamber music featuring Wisconsin musicians. teacher workshops and tours. Eighty docents 
They were broadcast live over six Wisconsin Public served the museum this year. 
Radio stations in Madison, Wausau, Green Bay, In October docents spent three days at the ex- 

Eau Claire, Menomonie, and Brule. During inter- position hall of the state teachers’ convention in 
missions, radio listeners heard the museum direc- Madison promoting the Elvehjem’s tours, outreach 

tor interview guests about art and artists. High- programs, curriculum materials, and even publica- 
lights included artists Eva-Maria Schon, Patrick tions and concerts. In addition, the museum spon- 
Ireland, and Philip Pearlstein discussing their sored tours and teacher workshops at the Elvehjem 
work; guest curator Joan Marter discussing the using original works of art from the permanent 

Theodore Roszak exhibition; art critic Hilton collection and temporary exhibitions. As part of a 
Kramer describing the current art world; cocurator consortium of six downtown Madison museums, 

James Watrous speaking on the American color the Elvehjem arranged for teachers from the state 
woodcut exhibition; and author Catherine Brawer teachers’ convention to be brought to each site. 

outlining her research for the Chinese Export And each museum participated in a series of open- 
Porcelain catalogue. houses for Madison teachers to learn about our 

Average attendance for the season was ninety- collections and curriculum materials for students. 
three a Sunday to hear a wide variety of perform- With the encouragement of Mariel Wozniak, fine 
ers and musical styles. The UW Music School’s Pro arts coordinator of the Madison Metropolitan 

Arte Quartet performed five times with a guests School District, the city’s elementary art teachers 
including pianists Howard and Francis Karp, toured the museum in the fall. Elvehjem docents 
pianist Karen Boe, and soprano Mimmi Fulmer. Judith Mjaanes and Margy Walker arranged in- 
Pianist Todd Welbourne performed a selection for depth workshops for teachers about Richard 
a prepared piano, MIDI piano and synthesizer Artschwager’s Generations, a nineteenth-century 

pieces, allowing the audience to examine the manuscript of the Hindu epic the Ramayana, both 
instruments after the performance. Pianist Kathryn from the permanent collection, and a temporary 
Ananda-Owens was the winner of the first annual exhibition, The Integrative Art of Modern Thailand. 
Wisconsin Public Radio Neale-Silva Young Artist’s Four of these workshops conferred Madison Met- 
Competition. The festival concert for the UW ropolitan School District and Wisconsin Depart- 
Music School’s Women in American Music: Mod- ment of Public Instruction continuing education 
els of Creativity featured composer/ flutist Kather- credits for teachers. One hundred and thirty-nine 
ine Hoover along with faculty from the school. teachers attended the workshops and tours and 
Robert Russell, a classical music commentator from approximately 500 teachers learned about the 
Wisconsin Public Radio stepped in this season as Elvehjem at the teachers’ convention. 
the new producer and host of the Sunday series. To encourage teachers to use our foreign lan- 

In addition to the quality music in the lovely guage tour service, the museum mailed informa- 
gallery setting, the audience was treated to a tea tion about tours to over 700 high school and col- 
and reception following the concerts; the tea was lege members of the Wisconsin Association of 
donated by Steep & Brew on State Street and the Foreign Language Teachers. As a result docents 
reception was organized and hosted by members gave tours in French, German, and Spanish to stu- 
of the Elvehjem League. dents in fourteen high schools who had never been 

to the museum. 
After a year’s hiatus, the docents again offered 
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outreach programs to schools and community consin for use by local and state teachers. 
groups in Dane County. A new group of docents Docent Peg Stiles was selected by her peers to 
attended five training sessions on the outreach pro- attend the National Docent Symposium in Denver, 
gram. Unlike the maiden year 1989-90, when all Colorado, in the fall. When she returned, she 
groups who requested programs were served, this shared her experiences and session content with 
year we required that school groups arrange a fol- the other docents. 
low-up tour of the museum to ensure that they saw The museum required that our docents perform 
original works of art. School groups which toured increasingly rarified service for small groups of 
within a few days of the outreach program, with specialists such as teachers in the fall and the cur- 

the same docents, found the combination to be riculum needs of large groups of their students in 
especially beneficial. the spring. The docents gave guided tours to a total 

Docents developed new and stimulating of 4,593 adults and 8,041 students for a total of 
approaches to their lunchtime drop-in tours this 12,634 people in 1991-92. We are grateful for their 

year. Of particular note was “Poetry about Art” studious attention to and concern for the needs of 
initiated by Bea Lindberg and Sybil Robinson. our touring visitors in this one of the busiest years 
They encouraged Madison poets to write original in our history. 
compositions about works of art in the permanent Outreach programs to Dane County schools 
collection, and they presented them in a format of and community centers continued under the aus- 
poetry for the eye. Mary Harshaw and Henryka pices of the museum’s docents. In addition to giv- 
Schutta wrote and produced a gallery lecture, ing tours and presenting outreach programs 
“Vasari: In Situ,” about a major work in the muse- docents served a public relations function for the 
um’s collection. The lecture was narrated by two museum by informing teachers of our activities 
professors of Italian, Silvano Garofalo and Albert and resources for them and their students. For 
Rossi. Both these programs attracted students, fac- example, docents shared information for teachers 
ulty members, and townspeople, and both have at the exposition hall of the state teachers’ conven- 

inspired docents to experiment with new lecture tion in Madison and offered an open house for 
formats and topics in 1992-93. Madison teachers. Docents emphasized museum 

Museum education continued its collaboration tours of the permanent collection and temporary 
with the university’s Theater for Children and exhibitions of American art and the forthcoming 
Young People in spring with a program tailored exhibition African Reflections: Art from Northeastern 
especially for the social studies curriculum of local Zaire. They provided the support for such coopera- 
elementary schools. The theme of the endeavor tive programs as Kid’s Day Out (with the Madison 
was the drama and art of South Asia. The Universi- Metropolitan School District School-Community 
ty Theater produced a play and curriculum packet, Recreation Program), the University Theatre for 
“Tales from South Asia,” based on versions of the Children and Young People and Elvehjem joint 
Hindu epic, the Ramayana. In addition to a tour of play and tour program, and a new venture. In 

the collections, the Elvehjem offered a new slide March the Wisconsin Youth Symphony Orchestra 
packet, with accompanying script and curriculum and the Elvehjem sponsored a concert of sym- 
materials, illustrating our nineteenth-century phonic dance music combined with a tour of the 

Rajasthani manuscript of the Ramayana. Docents Elvehjem where students explored a parallel topic, 
attended five training sessions on the art and reli- movement in the visual arts. 
gion of Asia in the winter. Their study culminated Our foreign language tour docents were actively 
in this play-and-tour program in which they gave engaged in tours in French and German. Jean- 
guided tours to 1,672 students in April. Of this Pierre Golay, a French-speaking guide, represented 

group over 1,500 students had seen the Elvehjem’s the Elvehjem at the National Docent Symposium 
slide packet. The slide packet, written by graduate in Atlanta in March. He discussed our foreign lan- 
student Ian Whitney, is on permanent loan to the guage tours on a program entitled “When Touring 
Madison Metropolitan School District and the in English is not Your Option.” 
South Asian Area Center of the University of Wis- Of particular note this year were the variety of 
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drop-in tours docents developed to bring attention woodcuts in honor of emeritus professor James 
to the provenance and context of works of art in Watrous. They honored him at their year-end 
the permanent collection. Mary Harshaw and party in May with their heartfelt and generous gift. 
Henryka Schutta had created a lecture called “In , 
Situ” for two voices the year before. Their lecture Elvehjem League 

prompted a number of more complex and imagi- The Elvehjem League was formed in 1975 from 
native lectures in the drop-in format over the among the Friends of the Elvehjem to assist with 
course of 1992-93. special events and act as hosts for the museum. 

In October Miriam and Norman Sacks spoke Elvehjem League members began the 1991-92 year 
on “Spain after Columbus: The Golden Age in the assisting at the dedication of the outdoor sculpture 
Arts,” in which they provided literary background commissioned for the museum’s University Ave- 

for the Elvehjem’s painting by Francisco Camilo. nue entrance and closed with the large reception 

Mary Harshaw and Henryka Schutta thoroughly for the opening of Presswork: The Art of Women 
researched and wrote “In Situ: Three Costumed Printmakers. Between the events a small, dedicated 
Figures of 1927 by the Russian Artist Alexandra group held meetings, helped with mailings, assist- 

Exter,” narrated by Mary and Lydia Kalaida, a ed with two other receptions, and were hostesses 

lecturer in Slavic languages and literature. Gail for the traditional Sunday afternoon teas following 

Goode encouraged her audience to look within the weekly concerts. Juliet Gunkel, as membership 

the frame of a Sienese painting into “The World and marketing manager, worked with the league 
of Siena.” Bea Lindberg and Sybil Robinson as well as other volunteers. 
attracted scores of original poems about Elvehjem The year’s first reception on September 14th, a 
artworks in their highly successful “Poetry in Art” perfect autumn evening, was a portion of the dedi- 

series offered twice during the year. In all these catory events for the three-part sculpture Genera- 
lectures docents combined other disciplines or per- tions by Richard Artschwager and the opening of a 

forming arts in their research and presentations special exhibition of his work. The artist attended 
and attracted enthusiastic new audiences for the the events, including Sunday which concluded 

museum. Over two hundred people attended these with the concert and tea. The November exhibition 
special lectures. of Three Installations by Xu Bing did not permit a 

Docents toured with hundreds of happy chil- traditional reception, but league members pro- 

dren through Patrick Ireland’s Labyrinth during the vided information for visitors. League members 
spring field-trip season. The year brought increas- served as greeters and staffed the membership 

ing numbers of touring visitors. Docents guided a table for the opening reception for The Integrative 
total of 13,908 visitors, including 4,545 adults, and Art of Modern Thailand in February. League mem- 
9,363 children. This total represents 1,300 more bers acted as hosts, assisted the caterers, and 

people than the year before. The university’s staffed a membership table, as well, for the June 23 

program for retired professional adults, called opening of Presswork: The Art of Women Printmakers. 
P.L.A.T.O. (Participatory Learning and Teaching, Valerie Kazamias planned a successful trip to 
Organization) offered two ten-week sessions about the Chicago International Art Exposition (CIAE) at 
the visual arts in fall and spring. Planned by Mari- the Donnelley International Hall on Saturday, May 

an Thompson, about twenty-five people participat- 16. Henryka Schutta, Elizabeth Pringle, Maddy 
ed in the fall and fifteen in the spring. Though the Litow, Susan Stanek, Sybil Robinson, MaryAnn 

majority of sessions were taught in the Elvehjem Halvorson, Ellen Lewis, Valerie Kazamias, and 

galleries, sessions at Tandem Press and the Madi- Beverly Katter assisted regularly at the receptions. 
son Art Center made this a showcase for Madi- Elizabeth Pringle, Peg Watrous, and Suzanne 

son’s arts organizations and excellent Elvehjem Chopra helped with mailings. Further assistance 
docents. The docents ended their season of touring came from Vicki Hallam, Margaret Hutchison, and 
with an different kind of collaboration: they raised Dunc Martin. 
funds within the group and donated them to the Henryka Schutta and Sybil Robinson worked 

museum for the purchase of two American color with Steep & Brew, a local business which donated 
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tea for the Sunday teas. League members provided ly Katter, Judith Langheim, Ellen Lewis, Rosanne 
cookies for several teas. Henryka Schutta was in Patch, Elizabeth Pringle, Sybil Robinson, and 

charge of a league purchase of a large-size tea pot Susan Stanek. 
for the museum. League members were also actively involved in 

During the fiscal year 1992-93 the Elvehjem exhibition receptions, assisting in planning and 
searched for a development specialist, the staff per- coordination, as well as providing assistance dur- 
son who works directly with the Elvehjem League. ing the event. The museum could not present these 
Although temporary staff member Marnie Ander- receptions without the support of its league mem- 
son worked with the league during the search, this bers. By greeting attendees, staffing the informa- 
vacant staff position had a significant effect on the tion desk, helping to monitor the number of guests, 
league, necessitating the postponement of some coordinating the elevator use, and acting as repre- 

plans and programs for the volunteer group in sentatives of the museum, league members are a 
anticipation of a new museum liaison person. Dur- visible and important element of each opening. 
ing this time, the museum continued to rely on the This year featured the following exhibition open- 
league to provide the support for which they have ing receptions: Theodore Roszak: The Drawings on 
become known: assisting with the exhibition open- Friday, August 28; Patrick Ireland: Labyrinths, Lan- 
ing events and hosting the teas that are presented guage, Pyramids, and Related Acts on Friday, 

after Sunday Afternoon Live performances. The November 13; American Color Woodcuts: Bounty 
league came through with flying colors. from the Block, 1890s-1990s on Friday, January 29; 

The direction and mission of the league contin- and Recent Additions to the Permanent Collection on 
ues to evolve. With the addition of Rebecca Garrity Friday, April 13. A new dimension to the opening 

as Elvehjem development specialist in April, 1993, receptions was easy to see in November when the 

the league began to explore new tasks and to work site-specific labyrinth created by Patrick Ireland 
toward increasing their membership. With some was constructed in Paige Court. The league helped 
short-term and many long-term goals in mind, the the museum present events around the sculpture 
league considered how each volunteer could best which dominated the entire Paige Court. League 
serve and be an integral part of the museum. members assisting with openings include Vicki 

League members met once a month to discuss Hallam, MaryAnn Halvorson, Margaret Hutchin- 
current plans and upcoming programs and to son, Beverly Katter, Dorothy Leon, Maddy Litow, 
explore new ideas for involvement with the muse- Elizabeth Pringle, Sybil Robinson, Susan Stanek, 
um. Each meeting was chaired by league president and Hat Stevens. 
Elizabeth Pringle. The Elvehjem recognizes and In addition to exhibition openings, the league 
gratefully appreciates the time, energy, and enthu- also assisted with other museum events and activi- 
siasm that Elizabeth gives to the league. ties including the Philip Pearlstein lecture and 

Each league member hosts at least one of the reception on April 24 and various daily tasks and 
thirty Sunday Afternoon Live postconcert teas. special projects through the museum’s administra- 
Acting as representatives of the museum, league tive offices. The museum offers many thanks to all 

members host the teas and provide information on the members of the Elvehjem League for their con- 
current exhibitions, upcoming programs, and back- tinuing support and involvement. 
ground on the museum itself to many first-time 
visitors. The concert coordinator responsible for Student Volunteers 
Sunday Afternoon Live works closely with the The marketing and membership office also de- 
league, assisting the hosts in creating an enjoyable pends on students to assist with its projects. These 
afternoon of music, refreshment, and art in the gal- volunteers supplement their classroom learning 

leries. The concerts and teas are one of the most with practical experience and provide essential 
popular activities at the Elvehjem bringing nearly a support to the Elvehjem. They are asked to work 
hundred participants to the museum each Sunday. both in and out of the office for ten hours a month; 
Active in presenting teas during the year were many give four to five hours each week. Universi- 
MaryAnn Halvorson, Margaret Hutchinson, Bever- ty students Mary Jo Ziesel and Jennifer Weber and 

100



recent graduate Gretchen Keller gave up many necessary historical context of the government's 
weekend hours to help at Sunday Afternoon Live impact on Chinese art from the pronouncements of 
concerts. Upperclassmen Jonathan Novick and Mao Zedong in 1942 to Tiananmen Square. The 
Sheila DuCharme found time to work at the mu- extraordinary impact because of its monumental 
seum, as did freshman Julie Ruedebusch, sopho- size and its transformation of the museum space is 

more Tracy Germ, and junior Craig Hudson. We documented in special format photographs. 
are grateful to all our student volunteers including The Bulletin/Annual Report produced in April 
Suzanne DuVair, Tanya Janule, and Natalie Rozen; covered three years, the 1988-89 academic year, the 

their contributions made a difference this aca- 1989-90 year the museum was closed, and the 

demic year. 1990-91 academic year. That volume included 
studies on the permanent collection by J. T. 
Haldenstein on unpublished Greek vases on view 

Publications in the Gallery I; an analysis of an anonymous sev- 

enteenth-century devotional painting executed 
The museum produced three important catalogues during the Protestant Reformation by Valerie Lind 
of exhibitions held in the 1991-92 academic year, Hedquist; and an identification of the individuals 
which offer information about the imagery and portrayed with an interpretation of the iconogra- 
techniques employed by these three dramatically phy in the Bestiarii Series 1-30, 1984, drawings by 
different contemporary artists. Dmitri Prigov, by Beatrice Lindberg and Henryka 

Robert Cumming: Visions and Revisions provides Schutta. The volume also includes short articles on 
an essay by Andrew Stevens, assistant curator of Robert Barnes’s Durham Beauchamp (Reclining 
prints, drawings, and photographs, on the artist Knight) by Edward Guerriero; on George William 
and the exhibition. Stevens traces the networks of Russell’s painting Children Dancing on the Strand by 
imagery that join and run through this literate Barbara Stinson; and on Jack Butler Yeats’s Sligo 
artist’s thirty-nine works on paper included in the Quay by Reed McMillan. The annual report covers 
exhibition. in text and photographs all museum activities for 

Richard Artschwager: PUBLIC (public) offers three the three academic years, from exhibitions and 
substantial essays on this influential New York acquisitions to construction. 
artist. Germano Celant, curator of contemporary In November 1992 the Elvehjem published a 
art at the Solomon R. Guggenheim Museum, New catalogue on the marvelous collection of Chinese 
York, links Artschwager through his imaginative export porcelain which was collected by the Lieb- 
transformation of materials to the seventeenth-cen- man family in Milwaukee and donated to the 
tury artist Peter Paul Rubens and the modern artist museum over many years by Mr. and Mrs. John C. 
René Magritte. Herbert Muschamp, architecture Cleaver, also of Milwaukee. This collection was 

critic at Parsons School of Design, New York, con- researched from the initial gift in 1975 by Catherine 

nects Artschwager to Frank Lloyd Wright in his Coleman Brawer and remained dear to her heart. 
metamorphosis of private art into public art. Rus- Cathy Brawer, now the curator of the Maidenform 
sell Panczenko, director of the Elvehjem Museum, Museum in New York, has been curator for several 

chronicles the Artschwager large-scale sculpture exhibitions of export porcelain since her mid-sev- 
from the first idea through its completion. This enties research on the Elvehjem’s collection. She 
exhibition opened with the inauguration of the was, however, happy to bring to national attention 
new Artschwager sculpture in front of the Elveh- the Elvehjem’s extensive collection (over 350 
jem Museum on University Avenue. This catalogue pieces) which chronicles china made for the Euro- 
provides the first illustrated checklist of Artschwa- pean and American market from the seventeenth 
ger’s outdoor sculptures. and eighteenth centuries. The publication, Chinese 

Three Installations by Xu Bing presents an essay Export Porcelain from the Ethel (Mrs. Julius) Liebman 
by Britta Erickson, from the Stanford University and Arthur L. Liebman Porcelain Collection, marks 
Department of Art, on this most unusual Chinese progress in the museum’s attempt to provide 
artist's first U.S. exhibition. Erickson provides the handbooks for important, individual collections 
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within the permanent collection. Other handbooks lily. Ganesa can remove obstacles; thus he is 
of subcollections include The Edward Burr Van appeased prior to any undertaking. Being a gifted 
Vleck Collection of Japanese Prints (1990), CoBrA: The scribe, he is also god of wisdom and prudence. 
Hollaender Collection (1981), The Vernon Hall Collec- While Ganesa is affiliated with Shiva, Varahi 
tion of European Medals (1978), and Indian Miniature represents the third incarnation of Vishnu in the 
Paintings: The Collection of Earnest C. Watson and form of a boar. Varahi saved the earth from a 
Jane Werner Watson (1971). vicious aquatic demon by descending into the 

American Color Woodcuts: Bounty from the Block, depths and killing the demon with his tusks. 

1890s—-1990s was published in January 1993 to ac- These rubber stamps have proven to be popular 
company the exhibition of the same name which items for visitors of all ages. Since they are also 
had been planned by curators James Watrous and popular with other museums, we have been able to 
Andrew Stevens for several years. Emeritus profes- expand our exposure nationally through sales to 
sor of art history James Watrous had long been these institutions. We plan to continue offering 
interested in American printmaking and equally such uniquely educational merchandise. 
long interested in the welfare of the Elvehjem Change is the key word in summing up the 
Museum; indeed, Professor Watrous was crucial in activities of the Elvehjem Museum Shop in 

bringing the museum into existence in the late 1992-1993. The new shop manager Liese Pfeifer 
1960s. Andrew Stevens, the museum’s curator of brought with her experience and new attitudes and 

prints and drawings since 1988, has also been ideas in merchandising management. The staff crit- 

intrigued by the development of the woodcut form ically assessed business operations and drew up a 
in America. The publication on which they collabo- plan which included staff retraining, inventory 
rated is as handsome as it is useful to print collec- reduction, adjustment of product mix, and change 
tors and museum curators. of store layout. In November, new shelves were 

added to increase merchandising space, with a 
shelf built above the cash register initially used to 

Museum Shop feature the Elvehjem’s own publications. Other 
In 1991-92 the museum shop commissioned for adjustments made the shop accessible by wheel- 
sale four meticulously crafted rubber stamps fea- chair. University accounting procedures were 
turing artworks from the ancient and Asian gal- implemented to facilitate membership application 
leries. From Greece we selected a ferocious lion as and renewal through the shop. 
it appeared on an oinochoe from the middle Corin- The Holiday Shop in November and December 
thian period, which has been attributed to the featured a vast selection of cards, including many 
Elvehjem Painter who specialized in animal figures. art reproductions, which proved to be successful. 

The Egyptian collection is represented by a The quest for national publicity for the museum 
scarab beetle stamp. This beetle rolled balls of was continued at the Museum Store Association’s 
dung in which to lay an egg; buried, the ball pro- annual conference in Denver, Colorado. The muse- 

vided food for the young larva. Early Egyptians um’s two new publications, American Color Wood- 
related this activity to the passage of the sun across cuts; Bounty from the Block, 1890s-1990s and Chinese 
the sky, disappearance into the ground at night, Export Porcelain, were featured at the member's 
and emergence again each day much like the new market. These changes advanced some new initia- 
beetle emerging from the earth. Thus the scarab tives proposed for the fall, the most exciting being 

came to symbolize the cycle of eternal creation and a satellite shop for the exhibition African Reflections: 
resurrection of the human soul. Scarabs were fash- Art from Northeastern Zaire, to be shared in Novem- 

ioned from gold, precious stones, and faience and ber and December with the annual Holiday Shop. 
used as seals, jewelry, and gifts of good luck. Through all the change our purpose remains the 

Of special note in the Asian gallery are two same—to support the educational mission of the 
sculptures depicting Hindu deities, Ganesa and museum through products and to generate revenue 
Varahi. The elephant-headed god Ganesa has four for the museum through sales of these products. 
arms, which hold a shell, discus, club, and water 
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Elvehjem Museum of Art Council 

1992 Council Report RECIPIENTS OF COUNCIL AWARDS 

A highlight of the 1991-92 year was the fall Coun- FOR 1990-92 
cil meeting, held on September 13, 1991. The meet- “For outstanding generosity and dedication to the 
ing offered reports on fundraising by individuals museum” 
and by the Wisconsin Foundation and on such 
museum activities as acquisitions, publications, Carolyn T. Anderson 

exhibitions, and the museum studies program. Ira and Ineva Baldwin 

After a short break, Council members adjourned to Norman Bassett Foundation 

the north entrance of the museum for a topping-off Katharine T. Bradley 
ceremony at which the final tree of the Artschwa- Brittingham Trust, Inc. 
ger large-scale outdoor sculpture, Generations, was Barbara Canfield 

put in place and thus the sculpture inaugurated. Elvehjem Museum of Art Docents 
Chancellor Shalala operated the machine that lifted Evjue Foundation, Inc./The Capital Times 
the tree to the hands of Artschwager’s assistant, Joen Elizabeth Greenwood 
Tom MacGregor. That evening at the formal Coun- Newman and Virginia Halvorson 
cil Awards Dinner fourteen people and organiza- Elizabeth Pringle 
tions were honored for their service to the Elveh- Leon and Madeline Rostker 
jem. These honorees were later given framed color Jon and Susan Udell 
photographs of the Artschwager sculpture signed Laurence and Frances Weinstein 

by the artist. 
Throughout the year members of the Council 

were involved with the University of Wisconsin 
Foundation’s Capital Campaign. 

The spring Council meeting was held on Friday, 

April 24, 1992. Staff members gave reports on 
museum activities including acquisitions, conser- 

vation of works of art, computerization of collec- 

tion management, exhibitions, education pro- 

grams, and publications. The Council also consid- 
ered a facilities report on remodeling and repairs 
and financial reports from the Elvehjem and Foun- 
dation staff members. A lively discussion about 
fundraising activities ensued. 

Fred H. Reichelt 
Chairman, 1990-1992 
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Viola Miller, a long-time supporter of the 
Elvehjem, passed away in August 1992 
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COUNCIL 1992 Members-at-Large 
= Ineva Baldwin 

Exofficio Members 
mC Ward, Provost/ Joyce Bartell, Secretary 

Vice Chancellor Anne ee 
Donald W. Crawford, Dean, pm ie cy 

College of Letters and Science a ae 
Russell Panczenko, Director, Moa tee 

Elvehjem Museum of Art ve na Fi _ a 
Andrew A. Wilcox, President, ge ee ee 

UW Foundation Walter Frautschi 
Newman T. Halvorson 

Fixed-term Appointments ad J ne 
Elizabeth Pringle, Elvehjem Museum of Art ae Rae neat 

Pere aioawia en Frederick Miller Gail Goode, Elvehjem Docent Fred Reichelt, Chairman 

F Bryan Reid Madison Campus Faculty and y 
Student Members ce a an 

Prof. Frank Horlbeck, Department of Art History ai ; at es 

Prof. Robert Krainer, School of ane Tay Or 
Business Thomas Terry 

Prof. N. W. ’ Jane Werner Watson TO! ayne Taylor, Department of Art SHean WEE 
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Fall council awards dinner: (left to right) Diane Reichelt, James Carley, Anne Lambert, Fred Reichelt, Angela Lieurance, 
and Don Crawford 
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1993 Council Report a 

When 1990-92 chairman Fred Reichelt moved Pa oo 4 

away from Madison and had to relinquish his posi- f Nile an a 2 
tion, Chancellor Shalala asked me to chair the L : Se oe hy 4 oF 

Council. I was delighted to accept the responsibili- Ny Re = ad 
ty, and I must express my admiration and appreci- ',. ms & \ 
ation for my recent predecessors. i eee (gy 

The 1992-93 year saw some major changes in the | a bs 

Council. This year an executive committee was fo een 
appointed to act for the Council between meetings on WwW ; 

and to report on its activities to the Council at its 7 
biannual meetings. The consensus was that the yNN "NR 
Council might be a more useful advisory body to srs <- ASS 
the director if it had broader representation p vy Z er’ ™ 
throughout the state and the country. Thus the ‘ 4 | oS: 
Chancellor appointed thirteen new members this “7 — A Le 
past year, bringing the total members to forty, the . , - a 

largest Council in the museum’s twenty-two year wy | | iy E Ge 
history. New members represent Massachusetts, rg " : i 
New York, Connecticut, and Florida as well as Wis- Mrs. Frederick W. Millar served on the Elvhejem 
consin cities. Council from 1980 to 1992. 

We are pleased to welcome these new Council 
members for the 1992-93 year: Arthur B. Adams, Weston, who are retiring from the Council, for 
Nancy Gage, Grace M. Gunnlaugsson, Betty Trane their valuable service. We must sadly mark the 
Hood, Diane D. Knox, Alvin Lane, Frank Manley, passing of Mrs. Frederick Miller, who was an 

Ora C. Roehl, Nicole Teweles, William Wartmann, active member of the Elvehjem Council from 1980 

James Watrous, Mary Alice Wimmer, and Hope to 1992. She believed in the museum and its mis- 
Melamed Winter (returning after an absence from sion within the university and the Madison com- 
the Council). Among the new exofficio members munity, as well as in the arts as an important com- 
we are happy to be joined by David Ward, provost ponent of our civilization. We will greatly miss her. 
and vice chancellor for academic affairs, and Craw- We were also saddened by the loss of Newman T. 
ford Young, acting dean of the College of Letters Halvorson, who began serving on the Council in 
and Science. 1971 and had given most generously of his time 

We are also profoundly grateful to the members and experience to the Council and the museum. 
who have continued to serve on the Council, some 
for over twenty years. We wish to thank Ineva Jane Coleman 
Baldwin, Bryan Reid, Roth Schleck, and Susan Chair, 1992-93 
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COUNCIL 1993 Members-at-Large 

Exofficio Members Arthur B. Adams 

David Ward, Provost/Vice Chancellor Ineva Baldwin 

Crawford Young, Acting Dean, College of Letters Joyce Bartell 

and Science Anne Bolz 

Russell Panczenko, Director, Elvehjem Museum of James Carley i 

Art aes i ea Chair 

i i ‘ Elaine Davis 
Andrew A. Wilcox, President, UW Foundation Marchal Pédinan 

Fixed-term Appointments Marvin Fishman 

Barbara Klokner, Elvehjem Docent Walter Frautschi 

Elizabeth Pringle, Elvehjem Museum of Art pen Gage 

League President eslie Garfield 
Grace M. Gunnlaugsson 

Madison Campus Faculty and Student Members Betty Trane Hood 

Prof. Frank Horlbeck, Department of Art History Edith Jones 

Prof. Robert Krainer, School of Business Barbara Kaerwer 

Prof. N. Wayne Taylor, Department of Art Diane D. Knox 

Barbara Stinson, Art History Graduate Student Alvin Lane 
Frank Manley 
Jean McKenzie 

Fred Reichelt 

Ora Roehl 

Donald P. Ryan 
Fannie Taylor 

Thomas Terry 
Nicole Teweles 

William Wartmann 

James Watrous 

Jane Watson 

Mary Alice Wimmer 

Hope Melamed Winter 
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Acquisitions 

ART ACCESSIONS COMMITTEE eee ae ee ea r hina ew ql 
his coe es a. aes 21.) aie 

Russell Panczenko, Chairman AT 1 os Pe eee " 
Frank Horlbeck, Department of Art History VA Te ee ve oe ! 
Alan B. Knox, Department of Continuing and He es iS a ea vy Lah NS al aby 

Vocational Education Hela a rhe a a koi si iy 
Patricia Mansfield, Department of Environment, a Ui et een ‘ ism (48 : : un ae One Sea ie 

Textiles, and Design PEFR Noster a Wa) ae O 
Eleanor Moty, Department of Art Weg Tae oS ee ee. Tbs fy: 

SLE. ae Par Boy ag oF se 

tt a Rae? ee seh 
Baan SA ee : te a alma an SAY 

Western Art a he Saal) os See eel 
LR a ee CPR a: oy a 

| TGIESTEEY. iien ge AOS ee PAINTINGS | aa ya Ww t ra og 
Amorales, S. (20th century) <i “ee 1S gags seg ah ak Sa) 
Volcan Ariba ee me. Me ha EL | 
Oil on canvas, 69.9 x 99.7 cm. ss ae 

Bequest of Alexander and Henrietta Hollaender, Jim Bird, Winter Deep, 1990, gift of Sonja and Andrew D. 
1991.635 Weiner, 1991.131 

Benson, Frank Weston (American, 1862-1951) 7 . 

The Benson Family at Wooster Farm, North Haven, Bird, Jim (English, b. 1987) 

Maine, ca. 1904 Winter Deep, 1290 
Oil on canvas, 76.2 x 63.5 cm. oan cine S ahi * ae oe 1991.131 

Gift of Katharine T. Bradley, 191.147 ioe onjaana) aneTeyb Weiner 12113 

Blakelock, Ralph Albert (American, 1847-1919) 

aa TY r : So Woodland Scene with Pool at Dusk 
pe an << exsil Oil on canvas, 12.1 x 20.4 cm. 

: a ial ae ait! Gift of William T. Stiefel, 1991.137 
Se pe fa ’ ee 

oe a oo Bogusz, Marian 
Brn Jo i kame oe ." Composition in Red, 20th century 
5 Was oe) h Re ai Oil and collage on canvas, 88.2 x 126.4 cm. a Ca + 5 

ee — > i & bp Bequest of Alexander and Henrietta Hollaender, 
TET: “aes We’ oS ee 1991.639 

i} avi “Nay 2 ™ en 

Bh atta he Byrd, D. Gibson (American, b. 1923) 
ts . - Golden State, 1977 

AG Oil on canvas, 96.6 x 116.9 cm. 
Gift of Gibson and Benita Byrd, 1991.129 

Byrd, D. Gibson (American, b. 1923) 
Used Cars, 1963 

Frank Weston Benson, The Benson Family at Wooster Farm, Oil on canvas, 96.6 x 71.2 cm. 
North Haven, Maine, ca. 1904, gift of Katharine T. Bradley, UW Art Collections Fund purchase, 1991.128 
1991.147 
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Carmassi, Arturo (Italian, b. 1925) z reqs es re. con Sy 
Paesaggio a ee a” hse a 
Oil on canvas, 78.7 x 98.4 cm. 5 i aN fs ’ oe 

Bequest of Alexander and Henrietta Hollaender, d 4 ht a eel : PS r 

1991.640 Py eo ee st 
a bitin a. ‘¥ aE a. « 

Fappiano, Gustavo (Italian, 20th century) By sue Pee eed ra PY ee 
La Seconda Tavola Magica, 1963 y ye. aes laa Li : o < hh 

Oil on board, 89.5 x 48.3 cm. he Oe 
Bequest of Alexander and Henrietta Hollaender, j : ye goa 

1991.637 ie : | r' 

ee ea eS 
Guillemet, Pierre-Desire (French, 1827-after 1877) 3 e J ; Fd 

Portrait of a Child with a Doll, 1877 on . Ss if 

Oil on canvas, 56.5 x 45.8 cm. i ca ant 4 
Gift of Katherine M. Bach in memory of Louis G. sii cae 

SO ata John Saccaro, Geranium Deep, 1952, gift of Mr. and Mrs. 
Franklin Ferratta, 1991.603 

Lee, Linda (American, b. 1954) 
Fraternity: Henry T. Moore, 54, Is Charged in Friday’s . . 

Slaying of Judge Henry Gentile, 1984 Roulet, Henri (Swiss, b. 1915) 
Oil on canvas, 86.4 x 76.2 cm. Le Gondolier (The Gondolier), 1990 

Gift of Michael and Stephanie Smerling, 1991.132 Oil on canvas, 35 x 26 cm. 
Gift of the Artist, 1992.33 

L’Epee, Raymond (Swiss, b. 1942) 
Self-Portrait, 1986 Saccaro, John (American, 1913-1981) 

Oil on canvas, 99.1 x 99.1 cm. Geranium Deep, 1952 
Gift of the Artist, 1992.34 Oil on canvas, 116.8 x 147.3 cm. 

Gift of Mr. and Mrs. Franklin Ferratta, 1991.603 

Martyl, Suzanne Schweig (American, b. 1918) 
Snow Sébire, Gaston (French, b. 1920) 

Oil on Masonite, 49.5 x 63.5 cm. Les Planches a Deauville, 1967 
Bequest of Alexander and Henrietta Hollaender, Oil on canvas, 73.1 x 100.1 cm. 

1991.636 Gift of Ora C. Roehl, 1991.136 

Normann, Adelsteen (Norwegian, 1848-1918) Sébire, Gaston (French, b. 1920) 
Hardanger Fjord, Norway, ca. 1880s Scene de Plage, 1967 
Oil on canvas, 54.6 x 82.6 cm. Oil on canvas, 17.8 x 45.1 cm. 
Gift of Professor and Mrs. R. Keith Chapman, Gift of Ora C. Roehl, 1991.134 

1991.605 
after Jacob de Baker, Flemish, 16th century 

Prendergast, Maurice Brazil (American, b. Canada, The Last Judgement, 1560-90/91 
1859-1924) Oil on wood panel, 49.5 x 47 cm. 

Playing by the Rock, ca. 1907-1910 Gift of Lorin A. Uffenbeck, 1991.641 

Oil on panel, 27.3 x 34.9 cm. ; 
Gift of Mrs. Charles Prendergast, 1992.21 Russian, 19th century 

Angel, 19th century 
Oil on panel, 18.0 x 12.9 x 1.3 cm. 

Gift of Dolores Kluppel Vetter in memory of 
Michael P. Kluppel, 1992.30 

111



Russian, 19th century 

The Image of Christ, 1875 { j = Tae ae 
Oil on panel, silver riza, semi-precious stones, 36.9 i } Pace a i 

x 30.5 cm. ee ss Oe Mai Plait hee 
Gift of Dolores Kluppel Vetter in memory of porte f 

Michael P. Kluppel, 1992.28a,b 7 ees 
j Pe ost E 

Russian, 19th century ine 3 a ts 

St. Bishop Arseny and St. Prince Michael, 1848 pia GQ, 72 : 
Oil on panel, silver, gold-plated riza, 35.6 x 30.5 AN ied / { 5 tl 

cm. fT Se Ae) =, oa 

Gift of Dolores Kluppel Vetter in memory of lees . 3 —\e a t 
Michael P. Kluppel, 1992.24a,b | a \ - a as : 

Russian, 19th century fr a aT y oa =f 

St. George and the Dragon, 19th century ag 7 i ee 

Oil on panel, gold-plated silver riza, 22.3 x 18.5 cm. | : ae 
Gift of Dolores Kluppel Vetter in memory of a Y r ' 

Michael P. Kluppel, 1992.31a,b oe | on ost 
Russian, 18th-19th century fi j ) 
Saint Michael, ca. 1800 a ee 
Oil on panel, silver-plated gold frame, four ss . . : a 

smoked topazes, 38.1 x 31.6 cm. Boy i ®& eas, 
Gift of Dolores Kluppel Vetter in memory of ‘al iN i - 

Michael P. Kluppel, 1992.27 Russian, Saint Michael, ca. 1800 , gift of Dolores Kluppel 

Vetter in memory of Michael P. Kluppel, 1992.27 
Russian, 18th century 

St. Nicholas—Miracle Worker, icon: 18th century, 

riza: 19th century WATERCOLORS 
Oil 1, gold-plated sil iza, i-preci “store 318x284en. SS __Bohrod, Aaron (American, 1907-1992) 
Gift of Dolores Kluppel Vetter in memory of Sitting Nude on Red Drape 

Michael P. Kluppel, 1992.26a,b Watercolor and ink on paper, 36.7 x 26.7 cm. 

Gift of Richard E. Brock, 1992.95 

Russian, 19th century aa 

Saint Nicholas—Miraculous Worker, 1869 Crane, alts (British, 1845-1915) 

Oil on panel, silver, gold-plated riza, 30.5 X 25.4 The Fate of Persephone, 1877 
cn Watercolor on paper, 28.1 x 48.1 cm. 

Gift of Dolores Kluppel Vetter in memory of Frederick Leach Estate Fund in memory of Lucia J. 

Michael P. Kluppel, 1992.25a,b Leach, 1921.26 
Russian, 18th century Heliker, John (American, b. 1909) 

Two Selected Saints with Madonna Tichvinskaya, Rocky Landscape . 
Icon: 18th century, riza: 19th century Watercolor and pencil on paper, 33 x 41 cm. / 
Oil on panel, silver riza, 21.6 x 19.1 cm. Gift of D. Frederick Baker, from the Baker/Pisano 

Gift of Dolores Kluppel Vetter in memory of Collection, 1991.581 

Michael P. Kluppel, 1992.29a,b 
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Walter Crane, The Fate of Persephone, 1877 , Frederick apler « Ae ae Y ce ‘ a ‘ ae 

Leach Estate Fund, in memory of Lucia J. Leach, 1991.96 A A i pe ee Fae SS ato GER Lo fag pes 
Neukomm, Johann Heinrich (Swiss, 1796-1865) s * Py FE re ea 
La Chute du Rhin a Schafhouse (The Rhein Falls at wg af tm vy bs 

Schaffhousen), 1842 ct Se , ,? o 
Gouache on paperboard, 59.7 x 48.8 cm. cial ’ i Ce 4. bee ) : 
Gift of Lorin A. Uffenbeck, 1992.122 wee?) PY es : 

Ee GA re as 
: , ; ¥ eae gs 

Prendergast, Maurice Brazil (American, b. Canada, a Ae é ‘ FY Ne ie 
1859-1924) = oe bey Ne, eke © 

Three Figures with Two Goats, ca. 1915-1916 <i cee od bs 
Watercolor, pastel, pencil on paper, 34 x 27.7 cm. 
Gift of Mrs. Charles Prendergast, 1992.22 Maurice Prendergast, Three Figures with Two Goats, ca. 

1915-1916, gift of Mrs. Charles Prendergast, 1992.22 

Rehn, Frank Knox Morton (American, 1848-1914) 

The Golden Bar at Evening, before 1900 Bohrod, Aaron (American, 1907-1992) 

Watercolor on paper mounted on board, 41.6 x 71.1 Untitled (with interior) 
cm. Ink sketches, 33 x 24.4 cm. 

Gift of D. Frederick Baker, from the Baker/Pisano Gift of Richard E. Brock, 1991.600 
Collection, 1991.580 

Bohrod, Aaron (American, 1907-1992) 
British, 19th century Untitled (with seated and reclining figures) 
Fore-Edge painting with a View of the Village Ink sketches, 27.9 x 21.6 cm. 

Street and Robert Burns’s Cottage, ca. 1814 Gift of Richard E. Brock, 1991.601 

Watercolor on the fore-edge pages of a book, 16.8 x 
10.8 x 2.5 cm. Bohrod, Aaron (American, 1907-1992) 

Gift of Newman T. and Virginia M. Halvorson, Nude 
1991.74 Ink-wash drawing, 26.7 x 20.7 cm. 

Gift of Richard E. Brock, 1992.96 

DRAWINGS Cramer, Richard (American, b. 1932) 

Barryman (American, 20th century) Corn (left panel of Totems: Corn/Tabac/Gum), 1964 
DCC Ink drawing, 69.2 x 36.2 cm. 

Ink and gouache, 34.3 x 36.2 cm. Gift of the Artist, 1991.51a 
Gift of Richard E. Brock, 1991.592 
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Cramer, Richard (American, b. 1932) ee, = 
Tabac (central panel of Totems: Corn/Tabac/Gum), 5h BAS tN on 

1964 “Gilden \ \\\ 
Ink drawing, 69.4 x 53.7 cm. q he Mey fa 1 6 

Gift of the Artist, 1991.51b Ne 

Cramer, Richard (American, b. 1932) : { Zr, ‘~ nied eh ) 
Gum (right panel of Totems: Corn/Tabac/Gum), 1964 vee sib sels be fe om 

Ink drawing, 69.2 x 36.4 cm. gc gm ante H\ 
Gift of the Artist, 1991.51c oN a” 
oe a eS i Hy ee A aN 

arling, Jay Norwood “Ding” (American, PAS Ms Be i 

18761962) 2 ‘Mega - ca uads ony © \\ 
Gulliver and the Lilliputians ij a an "(oe Ws Hey 
Black marker on illustration board, 71.8 x 57.5 cm. i Lies OP NU P ee 
Gift of Richard E. Brock, 1991.591 E ie) a Ey t i iy vi ‘ 

; te Aeon LEN, uy Ey a 3 e 

Goy, Gérald (Swiss, b. 1921) 1 BAe ‘7 f ‘ ah F ‘e ‘ 
Nature morte au fond decore (Still Life with Decorat- et i iq L \ VE % a 

ed Background), 1984 We eo ie ee ae 

Pastel on paper, 34.3 x 33.4 cm. a Ly ae Ne oe eV 
Gift of the Artist, 1992.7 lilies 

Goy, Gérald (Swiss, b. 1921) 
Le plateau jaune (The Yellow Plate), 1985 Seymour Lipton, Sculptural Study, 1965, gift of Alan and 
Pastel on paper, 31.5 x 33 cm. Michael Lipton, 1991.556 
Gift of the Artist, 1992.8 

Lipton, Seymour (American, 1903-1986) 
Henry, Edward Lamson (American, 1841-1919) Sculptural Study, 1962 

Wynwye, Residence of the Honorable H. W. Bookstave, Oil crayon on wove paper, 27.9 x 21.6 cm. 
1896 Gift of Alan and Michael Lipton, 1991.555 

Pencil and watercolor wash on paper, 41.3 x 66 cm. 

Gift of William T. Stiefel, 1991.138 Lipton, Seymour (American, 1903-1986) 

Sculptural Study, 1965 
Henshaw, Glen Cooper, (American, 1884-1946) Oil crayon on wove paper, 27.9 x 21.6 cm. 

The Entrance Gift of Alan and Michael Lipton, 1991.556 
Pastel on paper, 34.0 x 25.9 cm. 
Gift of Richard E. Brock, 1992.101 Lipton, Seymour (American, 1903-1986) 

Sculptural Study, 1982 
Hultberg, John (American, b. 1922) Oil crayon on wove paper, 27.9 x 21.6 cm. 
Untitled, 1986(?) Gift of Alan and Michael Lipton, 1991.558 

Colored marker on xerox, 19 x 27.9 cm. 
Gift of Richard E. Brock, 1991.584 Lipton, Seymour (American, 1903-1986) 

Sculptural Study (Recto and Verso) 
Lipton, Seymour (American, 1903-1986) Graphite on wove paper, 27.9 x 21.6 cm. 
Sculptural Study, 1958 Gift of Alan and Michael Lipton, 1991.560 
Graphite on wove paper, 21.6 x 27.9 cm. 
Gift of Alan and Michael Lipton, 1991.553 
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Lipton, Seymour (American, 1903-1986) PRINTS 

Sculptural Study (Recto and Verso) ‘ 
Graphite on wove paper, 27.9 x 21.6 cm. Amel icon Greer ries 
Gift of Alan and Michael Lipton, 1991.562 Etching 498x651 cn 

Lipton, Seymour (American, 1903-1986) sete ODE Eiatia Geol 

Sculptural Study, 1957 Amen, Irving (American, b. 1918) 
Oil crayon on wove paper, 21.6 x 27.9 cm. Dieaner aia Foner, ca. 1958 
Gift of Alan and Michael Lipton, 1991.564 Colon woodeit: 63:55¢42.9. ak: 

Lipton, Seymour (American, 1903-1966) Gift of Richard E. Brock, 1991.593 

Sculptural Study ‘Ammenoft Gre : 
, gory (American, b. 1921) 

Ink on paper, 27.9 bs 21.6 cae Island in the Moon I, 1991 
Gift of Alan and Michael Lipton, 1991.563 Golokwoodeut. 61 3.6L.Gan. 

Liptony Seymour (American, 190321986) Transfer from Tandem Press, 1991.101a 

Sculptural Study . 

Graphite on wove paper, 27.9 x 21.6 cm. Meehan ge se 
Gift of Alan and Michael Lipton, 1991.561 Color woodcut 61 3 x 60:7'emn 

Lipton, Seymour (American, 1903-1986) Transfer from Tandem Press, 1991.101b 

Sculptural Study, 1969 ‘ 
Oil crayon on wove paper, 27.9 x 21.6 cm. eet ca ae oi ee 
Gift of Alan and Michael Lipton, 1991.559 Color woodeut 613° X61/0.em, 

Lipton, Seymour (American, 1903-1986) Transfer from Tandem Press, 1991.101¢ 

Sculptural Study, 1981 3 
Oil crayon on wove paper, 27.9 x 21.6 cm. ee a regory (omencan baz) 
Gift of Alan and Michael Lipton, 1991.557 Color woodcut, 105.6 x 95.3 cm. 

Lipton, Seymour (American, 1903-1986) Transfer from Tandem Press, 1991.99 

Sculptural Study, 1960 : 
Oil crayon on wove paper, 21.6 x 27.9 cm. soar otepony [piperean 0 172t) 
Gift of Alan and Michael Lipton, 1991.554 Color woodcut; 9510x939.cm. 

Roszak) Theodore (Americans baeland. Transfer from Tandem Press, 1991.100 

1907-1981) . 
ia soe Anderson, Donald M. (American, b. 1915) 
een ae Have Wrench, Will Monkey, 1975 
Ga ieee, M oF ° rae 1991.86 Lithograph, 29.2 x 28.0 cm. 
Ca ee eae Gift of Donald M. Anderson, 1991.53 

Saura, Antonio (Spanish, b. 1930) Anderson, Donald M. (American, b. 1915) 
Cocktail Party, 1961 i ae 
G A i) endGnle 69.9x99.1 Portfolio: Jazz Musicians 
B ouae be . ee a ap d fe Pep _ H a di on Twenty lithographs, 50.8 x 31.75 cm. each 

A aN al pe Gift of Donald M. Anderson, 1991.54-73 
1991.634 
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Antunez, Nemesio (Chilean, b. 1918) 
La Cordillera desde Santiago, 1959 
Color lithograph, 38.8 x 55.2 cm. 
Bequest of Alexander and Henrietta Hollaender, : 

191.622 é 

Aycock, Alice (American, b. 1946) . eC : a 
Miami Proposal I, 1990 ) : 
Serigraph, 74.0 x 56.1 cm. eS ‘ 
Transfer from Tandem Press, 1991.102 : at fos. 

Aycock, Alice (American, b. 1946) 4 : Sj V7 USS 
Miami Proposal III, 1990 EO. et es & 
Serigraph, 73.7 x 55.9 cm. WG OS ea 
Transfer from Tandem Press, 1991.103 cs u eae et 

Aycock, Alice (American, b. 1946) : nae a 
Miami Proposal IV, 1990 ‘ 
Serigraph, 73.9 x 56.2 cm. 

Transfer from Tandem Press, 1991.104 

Baldessari, John (American, b. 1931) Aaron Bohrod, Self-Portrait, 1979, gift of Richard E. 
Two Sets (One with Bench), 1989-90 Brock, 1991.596 
Photogravure with color aquatint, 120.7 x 75.6 cm. 

Walter J. and Cecille Hunt Endowment Fund Benson, Frank Weston (American, 1862-1951) 
purchase, 1991.547 Untitled (Two Ducks) 

ae i Etching, 36.5 x 28.0 cm. 
Barnet, William (American, b. 1919) Gift of Katharine T. Bradley, 1991.149 
Peter and Toy Bird, 1940 

Color woodcut, 39.7 x 26.4 cm. Benton, Thomas Hart (American, 1889-1975) 
Earl O. Vits Endowment Fund purchase, 1992.42 Goin’ Home, 1937 

; 7 Lithograph, 30.3 x 41 cm. 
Baskin, Leonard (American, b. 1922) Gift of Margaret M. and Paul Bender, 1991.608 
Euripides, 1969 
Etching, 48.3 x 31.8 cm. Bernik, J. (20th cent 
Gift of Stuart H. Applebaum, 1992.92 aa ue te 

‘ Color etching, 39.4 x 49.5 cm. 
Baumann, Gustave (American, b. Germany, Bequest of Alexander and Henrietta Hollaender, 

1881-1971) 1991.630 
Provincetown, 1917 

Colot woodcut O42 x 457 cm, Bohrod, Aaron (American, 1907-1992) 
James Watrous Fund purchase, 1992. 19 Artist and Model, 1931 

Drypoint (with some etching), 24.2 x 15.9 cm. 
Benson, Frank Weston (American, 1862-1951) Gir Tata E Brock Teas 
Untitled (Seven Ducks in Pond) il 

Etching, 31.0 = 36.3 cm. Bohrod, Aaron (American, 1907-1992) 
Gift of Katharine T. Bradley, 1991.148 New Orleans Street 

Lithograph, 30.5 x 40.8 cm. 
Gift of Richard E. Brock, 1992.98 
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Bohrod, Aaron (American, 1907-1992) 
Self-Portrait, 1931 
Etching, 19 x 12.7 cm. aed 
Gift of Richard E. Brock, 1991.597 , 

Bohrod, Aaron (American, 1907-1992) ig 
Self-Portrait, 1931 = S or 

Lithograph, 32 x 44.4 cm. 
Gift of Richard E. Brock, 1991.598 SS ' 

Bohrod, Aaron (American, 1907-1992) he tal 
Self-Portrait, 1979 ae 
Watermark print, 27.3 x 26.7 cm. : . : 

Gift of Richard E. Brock, 1991.596 Baan. 

Bohrod, Aaron (American, 1907-1992) oe 
Street in Evanston 
Hand-colored lithograph, 31.8 x 41.0 cm. 
Gift of Richard E. Brock, 1992.94 Ferdinand Bol, Holy Family in an Interior, 1687, Earl O. 

d Vits Endowment Fund purchase, 1991.50 

Bohrod, Aaron (American, 1907-1992) F a 
Sun over Montparnasse Boulanger, Graciela Rodo (French, b. Bolivia 1935) 

Lithograph, 41.3 x 30.8 cm. Fille avec a chat 

Gift of Richard E. Brock, 1992.97 Color etching, 55.9 x 38.1 cm. 
Gift of Stuart H. Applebaum, 1992.93 

Bohrod, Aaron (American, 1907-1992) 
Untitled (Street Scene) Boys, Thomas Shotter (1803-1874) 
Lithograph, 30.5 x 40.6. South Porch, Chartres Cathedral, 1839 

Gift of Richard E. Brock, 1991.599 Color lithograph, 35.8 x 28.1 cm. 
Edward Blake Blair Endowment Fund purchase, 

Bol, Ferdinand (Dutch, 1616-1680) 1991.48 
The Holy Family in an Interior, 1687 . 
Etching, 19.7 x 21.6 cm. Buck, John (American, b. 1946) 

Earl O. Vits Endowment Fund purchase, 1991.50 The Language of the Times, 1990 
Woodcut and drypoint, 203.2 x 133.4 cm. 

Bosman, Richard (American, b. 1944) Transfer from Tandem Press, 1991.106 

Buried at Sea, 1987 ; 
Four-color linoleum cut, 57.2 x 45.1 cm. Cadmus, Paul (American, b. 1904) 
Gift of Joseph Wilfer, 1991.610 Stewart's, 1934 

Etching, 28 x 39.7 cm. 

Bosman, Richard (American, b. 1944) Eugenie Mayer Bolz Endowment Fund purchase, 

Maelstrom, 1990 1991.548 
Color woodcut, 104.8 x 68.6 cm. . : r 

Transfer from Tandem Press, 1991.105 Calandri, Mario (Italian, b. 1914) 
Girasole 

Bosman, Richard (American, b. 1944) Etching, 28.9 x 23.5 cm. 
White Caps, 1987 Bequest of Alexander and Henrietta Hollaender, 

Fifteen-color woodcut, 59.7 x 80.6 cm. 1991.621 
Gift of Joseph Wilfer, 1991.611 
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Ss f : Es Crile, Susan (American, b. 1942) 

Ee | | * Seen Ge Sx“ Shimmer, 1992 
a + i PRE ateegt ay? ei a \ Color etching, 61 x 61 cm. 
(Ce Len, Sra Ents Gift of the Madison Print Club, 1992.91 CVs Be VNR presy Ly W co .g Be SUN s d FY D4 yy 

4 Ln YS Y re Ne FES} a So. » Cumming, Robert (American, b. 1943) a wwe a Mel dj, ed | 
2 \ \p eh) iin Cal Be N N 4 Pill , Apex Oculus, 1985 
f ra ge | Ny’ le sa ml Eight-color lithograph, 100.3 x 74.3 cm. 

& ( Aw ." SG ; 7 H eF i ide «) NU yaa A, Bertha Ardt Plaenert Endowment Fund purchase, 
| he ae aE Res rh. yw 1991.544 

f se ae ve Saari Pe 
| is oe OSes aj Az Bee el 4 Curry, John Steuart (American, 1897-1946) 
Ry Nee SESS" Coyotes Stealing a Pig, 1927 

Lithograph, 32.9 x 45.7 cm. 
Paul Cadmus, Stewart's, 1934, Eugenie Mayer Bolz Gift & ae B. Schuster in memory of 
Endowment Fund purchase, 1991.548 Ellen Curry Schuster, 1991.551 

ae tee aren b. 1951) Curry, John Steuart (American, 1897-1946) 
eee aes Elephants, 1936 

Lithograph with relief printing, 75.0 x 102.6 cm. Litheeseh, 30.3 x 40.6 cm. 
Transfer from Tandem Press, 1991.109 Gift of Daniel B. Schuster in memory of 

Ellen Curry Schuster, 1991.550 
Chase, Louisa (American, b. 1951) 7 

Icarus, 1991 2 ; aa Curry, John Steuart (American, 1897-1946) 
ia aoe with relief printing, 74.9 x 102.6 cm . Holy Rollers—St. Joseph, Missouri, 1930 

ransfer from Tandem Press, 1991.107 Lithograph, 29.4 x 40.6 cm. 

. : Gift of Daniel B. Schuster in memory of 
ee a ca b. 1951) Ellen Curry Schuster, 1991.552 
leepwalker, 

Lithograph with relief printing, 74.9 x 101.6 cm. Curry, John Steuart (American, 1897-1946) 
Transfer from Tandem Press, 1991.108 Hounds and Coyote, 1931 

. ; Lithograph, 29.2 x 40.3 cm. 
Colescott, Warrington (American, b. 1921) Gift of Daniel B. Schuster in memory of 

emule ora oe : Ellen Curry Schuster, 1991.549 
erigrap. Ly 2 X cm. 

Gift of Donald M. Anderson, 1991.52 Curry, John Steuart (American, 1897-1946) 
ohn Brown, 1939 

Cottingham, Robert (American, b. 1935) ak 41,3 x 30.5 cm. 

ie t aia 2 fae aan Carolyn T. Anderson Endowment Fund purchase, 
ree-color woodcut, 43.2 x 71.1 cm. 1992.16 

Gift of the Madison Print Club, 1991.75 

Cenrer Rober . b. 1935) Curry, John Steuart (American, 1897-1946) 

ottingham, Kobert (¢merican, D. The Plainsman, 1945 
Rolling Stock Series No. 7, for Jim, 1991 Lithograph, 45.8 x 35.8 cm. 

eS eo etching, and monoprint, Members Art Purchase Fund, 1992.10 
8 x 95.9 cm. 

Transfer from Tandem Press, 1991.110 D’Archangelo, Allen (American, b. 1930) 

Untitled, 1967 

Serigraph, 71.1 x 55.2 cm. 
Gift of Richard E. Brock, 1991.587 
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Robert Cumming, Apex Oculus, 1985, Bertha Ardt 
John Steuart Curry, John Brown, 1939, Carolyn T. 

Plaenert Endowment Fund purchase, 191.544 Anderson Endowment Fund purchase, 1992.16 

Davis, Gene (American, 1920-1985) Drewes, Werner (American, b. Germany, 

Carousel, 1979 1899-1985) 
: Calm Morning, 1954 

Color lithograph, 43.2 x 59.7 cm. Col deut, 35.6 x.70 
Gift of Richard E. Brock, 1991.582 eect ee ey ee 

” James Watrous Fund purchase, 1992.17 

mi ss ae 1920-1985) Fantin-Latour, Henri (French, 1836-1904) 

Colon ae , h, 65.7 x 73.3 Gotterdimmerung: Siegfried et les filles der Rhein, 1897 
Git of Ritmo le ten es Lithograph, 68.6 x 43.3 cm. 
BOE eT re TOES ‘ Edward Blake Blair Endowment Fund purchase, 

De Lledos, Manel (Spanish, b. 1955) Tae? 

Stoughton Series E-27, 1991 , 
Z Ferrer, Rafael (Puerto Rican, b. 1990) 

Color monotype, 76.8 x 57.2 cm. Verduras, 1990 
Gift of Andrew and Sonja Weiner and N. Wayne 

dD Taylor, 1991.79 Woodcut, 63.1 x 52.9 cm. 

ma aes : Transfer from Tandem Press, 1991.111 
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Fish, Janet (American, b. 1938) eo ee ee z 
Autumn Still Life, 1991 eee oe eee aes 
Twelve-color lithograph, 95.6 x 69.9 cm. Poet Se nea 
Transfer from Tandem Press, 1992.52 Es ee ce oe oe. 2 

ae ee ie Se 
Frankenthaler, Helen (American, b. 1928) eee f oe . —o Hee 

Savage Breeze, 1974 ge ie : a a oy 
Color woodcut, 78.8 x 68.6 cm. a oe 
Juli Plant Grainger, Harry and Margaret P. Glicks- Bea pe ake 

man, Cyril W. Nave Endowment Funds, James ae ea Sey us 
Watrous Fund, and Alvin Lane Fund purchase, ee — ee J 
1992.39 | 66 a 2g 

Freckelton, Sondra (American, b. 1936) = es = 

Peonies, 1989 . “gh RS “4 ; ae 
Six-color lithograph, 58.6 x 51.1 cm. : & od " PY 4 — re 

Gift of the Madison Print Club, 1991.76 : ane ab ’ 

Friedlaender, Johnny (German, 1912-1992) ey a es a q 

La Fleur capsulee, before 1956 es i < Ae ae 
Mixed intaglio, 53.7 x 37.8 cm. eas : = es 
Gift of Barbara Mackey Kaerwer, 1991.81 ke 2 ines oy ke a8 

Friedlaender, Johnny (German, 1912-1992) = = eB 

Le Coq vainqueur font brun, 1952 Sea Se hy Kids s 

Mixed intaglio, 56.5 x 37.5 cm. we 
Gift of Barbara Mackey Kaerwer, 1991.80 Henri Fantin-Latour, Gotterdimmerung: Siegfried et les 

filles der Rhein, 1897, Edward Blake Blair Endowment 
Friedlaender, Johnny (German, 1912-1992) Fund purchase, 1991.49 

Oiseaux (Birds), 1951 

Etching, 55.6 x 37.8 cm. Gloeckler, Raymond (American, b. 1928) 
Gift of Barbara Mackey Kaerwer, 1991.82 The Regent (Presentation Print), 1979 

Wood engraving, 27.9 x 21 cm. 
Friedlaender, Johnny (German, 1912-1992) Gift of Edwin Young, 1991.604.1 
Untitled (house) 

Etching, 57.8 x 34.9 cm. Gloeckler, Raymond (American, b. 1928) 
Bequest of Alexander and Henrietta Hollaender, The Regent (Proofs), 1979 

1991.615 Twenty-one wood engravings, 30.5 x 22.9 cm. each 

Gift of the Artist, 1991.604.11-32 
Friedlaender, Johnny (German, 1912-1992) 

Untitled Etching, 57.8 x 40 cm. Gloeckler, Raymond (American, b. 1928) 
Bequest of Alexander and Henrietta Hollaender, The Regent (Drawings), 1979 

1991.619 Eight pencil drawings on school-lined paper and 
tracing paper, 30.5 x 22.9 cm. each 

Gianfagna, Paul Gift of the Artist, 1991.604.3-10 

Artist and Model 
Etching, 34.9 x 37.5 cm. 
Gift of Richard E. Brock, 1992.109 
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Goltzius, Hendrick (Dutch, 1558-1617) Guerrier, Raymond (French, b. 1920) 
Hercules and Cacus, 1588 Untitled 
Chiaroscuro woodcut, 40.7 x 33.1 cm. Color lithograph, 41.9 x 57.2 cm. 

John H. and Abigail Van Vleck Fund purchase, Bequest of Alexander and Henrietta Hollaender, 
1992:35 1991.625 

Greenwood, Marion (American, b. 1909) Gwathmey, Robert (American, 1903-1988) 
The Window, ca. 1945 A Section 
Lithograph, 30.5 x 40.7 cm. Color lithograph, 50.8 x 53.5 cm. 

Gift of Richard E. Brock, 1992.100 Gift of Richard E. Brock, 1992.112 

Gropper, William (American, 1897-1977) Hartung, Hans (French, 1904-1989) 
Fantasy Untitled 
Lithograph, 41.3 x 31.2 cm. Color etching, 39.4 x 52.4 cm. 

Gift of Richard E. Brock, 1992.12 Bequest of Alexander and Henrietta Hollaender, 
1991.616 

Gropper, William (American, 1897-1977) 
Psychosis Hirsch, Joseph (American, 1910-1981) 
Lithograph, 41.5 x 32.0 cm. Music 
Gift of Richard E. Brock, 1992.119 Lithograph, 40.7 x 30.5 cm. 

Gift of Richard E. Brock, 1992.103 
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Helen Frankenthaler, Savage Breeze, 1974, Juli Plant il 
i M. . Gli il W. 

aol, ane el Mode ones Won tint ont Johnny Friedlaender, La Fleur capsulee, before 1956, gift of 

Alvin Lane Fund purchase, 1992.39 Barbara Mackey Kaerwer, 1991.81 
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Hendrick Goltzius, SAE LY fe, ‘g - att # 

Hercules and Cacus, 1588, uae ue aN ue fi A 
John H. and Abigail Van Vleck SES ed ah bu 

Fund purchase, 1992.35 Shea Z SY C 

Hirsch, Joseph (American, 1910-1981) Hodgkin, Howard (British, b. 1932) 

Clowns and the News Flowering Palm, 1989 

Lithograph, 30.5 x 40.7 cm. Hand-colored etching with carborundum, 147.8 x 

Gift of Richard E. Brock, 1992.104 119.4 cm. 

Elvehjem Museum of Art General Endowment 
Hirsch, Joseph (American, 1910-1981) Fund purchase, 1991.95 
Father and Son 
Lithograph, 30.5 x 40.5. Hultberg, John (American, b. 1922) 

Gift of Richard E. Brock, 1992.105 White Landscape, 1956 
Lithograph, 50.2 x 65.7 cm. 

Hirsch, Joseph (American, 1910-1981) Gift of Richard E. Brock, 1991.585 
The Law 
Lithograph, 27.9 x 18.4 cm. Johns, Jasper (American, b. 1930) 
Gift of Richard E. Brock, 1991.595 Cup 2 Picasso, 1973 

Color lithograph, 36.2 x 26.7 cm. 
Gift of Richard E. Brock, 1992.116 
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Kendrick, Mel (American, b. 1949) Matta, Roberto (Chilean, b. 1911) 

Untitled, 1990 L’eau et mana, ca. 1975 

Woodcut, 62.2 x 43.8 cm. Color lithograph, 66 x 102 cm. 
Walter J. and Cecille Hunt Endowment Fund Gift of Richard E. Brock, 1991.589 

purchase, 1992.20 

Matta, Roberto (Chilean, b. 1911) 
Kipniss, Robert (American, b. 1931) Black Hole 
Just before Spring Color etching, 32.6 x 25.1 cm. 
Color lithograph, 47 x 36.2 cm. Gift of Richard E. Brock, 1992.106 
Gift of Richard E. Brock, 1992.111 

Matta, Roberto (Chilean, b. 1911) 

Kipniss, Robert (American, b. 1931) La Voix 
Night Reflections Color etching, 32.6 x 25.1 cm. 
Lithograph, 61 x 46.4 cm. Gift of Richard E. Brock, 1992.107 
Gift of Richard E. Brock, 1992.110 

Matta, Roberto (Chilean, b. 1911) 
Koppelman, Chaim (American, b. 1920) Les Oh! Tomobiles 
Voyage West Color etching, 50.8 x 65.8 cm. 
Etching, 49.5 x 62.2 cm. Gift of Richard E. Brock, 1992.114 

Gift of Richard E. Brock, 1991.594 

Meeker, Dean Jackson (American, b. 1920) 
Kunc, Karen (American, b. 1952) Return of Ulysses 

A Jaded Nature, 1992 Color colograph, 98.7 x 65.4 cm. 

Color woodcut, 114.3 x 76.2 cm. Anonymous gift, 1992.47 
Transfer from Tandem Press, 1992.53 

Meeker, Dean Jackson (American, b. 1920) 
Lemos, Pedro J. de (American, 1882-1945) Seventh of Adar, 1969 
Sheltering Trees, ca. 1930 Color colograph, 54.0 x 65.1 cm. 

Color woodcut on laid paper, 27.3 x 24.3 cm. Anonymous gift, 1992.48 
James Watrous Fund purchase, 1992.18 

Miré, Joan (Spanish, 1893-1983) 

Lindner, Richard (American, 1901-1978) Untitled, 1951 

Marilyn Was Here Color lithograph, 38.1 x 61 cm. 

Lithograph, 42.0 x 31.0 cm. Bequest of Alexander and Henrietta Hollaender, 
Gift of Richard E. Brock, 1992.102 1991.632 

Lum, Bertha Boynton (American, 1869-1954) Myers, Frances (American, b. 1936) 
The Fox Woman, 1921 Curtain Call, 1990 
Color woodcut, 43.2 x 26.2 cm. Soft-ground etching, 93.1 x 133.7 cm. 

James Watrous Fund purchase, 1991.98 Transfer from Tandem Press, 1991.113 

Marini, Marino (Italian, 1901-1980) Myers, Frances (American, b. 1936) 
Untitled Tending Jan’s Garden, 1990 

Color lithograph, 43.2 x 63.5 cm. Soft-ground etching with added relief elements, 
Bequest of Alexander and Henrietta Hollaender, 107.0 x 155.9 cm. 

1991.629 Transfer from Tandem Press, 1991.114 
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Nechvatal, Dennis (American, b. 1948) Perlmutter, Jack (American, b. 1920) 

Birth, 1990 Sea Beach Local, 1969 

Color woodcut, 193.1 x 133.1 cm. Serigraph, 78.7 x 52.4 cm. 

Transfer from Tandem Press, 1991.118 Gift of Richard E. Brock, 1991.588 

Nechvatal, Dennis (American, b. 1948) Peterdi, Gabor (American, b. Hungary 1915) 
Hero, 1991 Spring, I, 1957 
Color woodcut, 50.7 x 44.0 cm. Etching and engraving on zinc, 56.2 x 70.5 cm. 
Transfer from Tandem Press, 1991.116 Gift of Barbara Mackey Kaerwer, 1991.83 

Nechvatal, Dennis (American, b. 1948) Peterdi, Gabor (American, b. Hungary 1915) 
Landscape Drama, 1990 Winter, I, 1956 

Woodcut, 194.0 x 132.7 cm. Etching and engraving on zinc, 56.2 x 70.2 cm. 

Transfer from Tandem Press, 1991.117 Gift of Barbara Mackey Kaerwer, 1991.84 

Nechvatal, Dennis (American, b. 1948) Platt, John Edgar (English, 1886-1967) 
Paradise, 1990 The Giant Stride, 1918 

Color woodcut, 46.7 x 33.5 cm. Color woodcut, 20.4 x 44.5 cm. 

Transfer from Tandem Press, 1991.115 UW Art Collections Fund purchase, 1992.38 

Nice, Don (American, b. 1932) Prudenziato, Angelo (Italian, b. 1907) 
Trout, 1991 Tramanto al mare, 1958 
Color lithograph, 102.9 x 75.0 cm. Etching and aquatint, 49.5 x 39.4 cm. 
Transfer from Tandem Press, 1991.119 Bequest of Alexander and Henrietta Hollaender, 

1991.623 
Nordfelt, Bror Julius Olsson (American, 1878-1955) 
Mist, the Anglers, 1906 Pylant, Carol (American, b. 1953) 

Color woodcut, 22.2 x 32.4 cm. New York Writer, 1991 

James Watrous Fund purchase, 1991.97 Color lithograph, 53.4 x 38.1 cm. 
Transfer from Tandem Press, 1992.54 

O’Conner, Thom (American, b. 1937) 
The Muse Pylant, Carol (American, b. 1953) 

Lithograph, 32.0 x 42.6 cm. The Secret Sharer, 1991 

Gift of Richard E. Brock, 1992.117 Color lithograph, 54.0 x 38.1 cm. 

Transfer from Tandem Press, 1992.55 

Palmer, Samuel (English, 1805-1881) 
The Early Ploughman or Mornings Spread upon the Ray, Man (American, 1890-1976) 

Mountains, ca. 1861-1868 Natasha, 1970 
Etching, 16.5 x 25.1 cm. Etching and aquatint, 65 x 50.8 cm. 
Edward Blake Blair Endowment Fund purchase, Gift of Richard E. Brock, 1992.113 

1991.47 
Richardson, Sam (American, b. 1934) 

Perlmutter, Jack (American, b. 1920) This World of Pairs and Oposites, 1991 
Pier Monoprint with collage and hand-drawn 
Hand-colored screen print, 46.1 x 54.7 cm. additions, 75 x 105.7 cm. 

Gift of Richard E. Brock, 1992.118 UW Art Collections Fund purchase, 1991.545 
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Richardson, Sam (American, b. 1934) 
Working with the Presence, 1991 

Variant assemblage, chine colle, collage, mono- 
print, graphite, colored pencils, 46.4 x 61.0 cm. 

Transfer from Tandem Press, 1991.120 

Richier, Germaine (French, 1904-1956) SS, 

La Chauve—Souris, 1953 o & x i 
Mixed intaglio, 50.2 x 64 cm. N i \ /) i 
Gift of Barbara Mackey Kaerwer, 1991.85 | ! os a a. 

in < ssh 

Rifka, Judy (American, b. 1945) i S)\ I \ 
Apotheosis in Indigo, 1991 N = ae \ 
Color lithograph, 73.7 x 104.8. | ¥ ft i pes 

Transfer from Tandem Press, 1992.56 | | a ey 

\ Se 
Rifka, Judy (American, b. 1945) | ie 
Facade, 1991 / 5 
Color lithograph, 108.0 x 78.8 cm. eh 
Transfer from Tandem Press, 1992.57 oe 

Santomaso, Giuseppi (Italian, 1907-1990) ae 
Composition #6 Pe \ 
Etching, 45.7 x 33.7 cm. Se 
Bequest of Alexander and Henrietta Hollaender, \ — ae wi a 
Scanga, Italo (American, b. Italy 1932) 

Figs, 1991 : 5 
Color lithograph, 73.7 x 57.4 cm. 

Transfer from Tandem Press, 1991.121 

Saul Steinberg, Rabbit, 1984, Cyril W. Nave Endowment 

Scanga, Italo (American, b. Italy 1932) Fund, 1991.613 

Pitcher, 1991 
Color lithograph, 74.0 x 56.4 cm. Shapiro, Joel (American, b. 1941) 
Transfer from Tandem Press, 1992.58 Untitled, 1990 

Four-color aquatint, 95.2 x 70.2 cm. 

Scanga, Italo (American, b. Italy 1932) Gift of Joseph Wilfer, 1991.612 

2 Trees, 1992 

Color woodcut, 52.8 x 36.9 cm. Steinberg, Saul (American, b. Russia 1914) 
Transfer from Tandem Press, 1992.59 Rabbit, 1984 

Two-color etching and engraving, 69.2 x 50.5 cm. 
Schnabel, Julian (American, b. 1951) Cyril W. Nave Endowment Fund, 1991.613 
For Anna Magnani, 1983-85 
Color lithograph and etching, 188.6 x 135.9 cm. Stonehouse, Fred (American, b. 1960) 
Gift of Joseph Wilfer, 1991.609ab Archive Impression, 1991 

Sugarlift and aquatint, 35.3 x 35.8 cm. 
Transfer from Tandem Press, 1991.122 
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Sutherland, Graham (English, 1903-1980) 
Crucifixion, 1951 

Color lithograph, 50.2 x 66 cm. 
Gift of Richard E. Brock, 1991.590 

Sutherland, Graham (English, 1903-1980) 

Hybrid for Souvenirs et Portraits d’Artistes, 1972 
Color lithograph, 32.3 x 24.7 cm. 

Gift of Richard E. Brock, 1992.108 

Tal-coate, Pierre (French, 1905-1980) 

Untitled 
Color lithograph, 38.1 x 53.3 cm. 

Bequest of Alexander and Henrietta Hollaender, 
1991.628 

Tamayo, Rufino (Mexican, 1899-1991) 

Untitled 
Color lithograph, 41.9 x 53.3 cm. 

Bequest of Alexander and Henrietta Hollaender, 
1991.624 

Tapies, Antonio (Spanish, b. 1923) 

Matiere 
Collotype and monotype, 63.5 x 88.9 cm. 

Bequest of Alexander and Henrietta Hollaender, 
1991.633 

Ting, Walasse (Canadian, b. China 1929) 
Untitled, 1966 James Turrell, Sloan from First Light portfolio, 1989-90, 
Color lithograph 419% 61 an. Ruth C. Wallerstein Endowment Fund purchase, 

Bequest of Alexander and Henrietta Hollaender, 1221 ate 

1991.627 2 t h 
Van Vliet, Claire (American, b. 1933) 

\ ‘ From Steven's Pasture II 
ae (Te Lithograph and drawing, 86.4 x 120.1 cm. 

Screen print on canvas, 61.6 x 61.6 cm. Gift of Jack Damer, 1992.46 

Gitt of hichard)B, Brockaigoe 5 Van Vliet, Claire (American, b. 1933) 

Turrell, James (American, b. 1943) Chast Ranch, Mesa, 1992 
a . Lithograph, 69.9 x 100.4 cm. 

Sloan from First Light portfolio, 1989-90 : 
Aquatint, 107.6 x 75.9 cm. Gift of Jack Damer, 1992.23 

Be ai Endowment Fund purchase, Van Vliet, Claire (American, b. 1933) 

, Tuscan Rocks (diptych), 1992 
, : z Lithograph, 57.2 x 157.5 cm. 

Van Viiet, Claire (American, b. 1933) Gift of Jack Damer, 1992.32a,b 
From Steven's Cornfield 
Lithograph and drawing, 120.1 x 87.0 cm. 

Gift of Jack Damer, 1992.44 
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Van Vliet, Claire (American, b. 1933) ae 

Untitled (Steven’s Pasture) Sometimes I come to. hate paige dais Bam ; 
Lithograph and drawing, 86.4 x 120.1 cm. e empty, completely empty and th 
Gift of Jack Damer, 1992.45 arms and legs; my face, my height and pos 

om my tliroat. But I'm fucking emtpiysiiliag 

Van Vliet, Claire (American, b. 1933) Sr 
Untitled saylongertani « (rr calle 
Lithograph and drawing, 83.6 x 113.7 cm. voto preienttie dian i [ee a 

Gift of Jack Damer, 1992.43 iii a ea Pe a 
E : at mie 

Weege, William (American, b. 1935) Be: 
Dance of Death, 1990 hai 
Color woodcut, 43 x 50 cm. aN en 
James Watrous Fund purchase, 1992.9 BN ; Ae) 

ae haa sae 
Wegman, William ( American, b. 1943) re... me ne nd 
Dusted Transcription, 1989 sess . Caer 

Etching, 42.0 x 31.8 cm. o Pg oS ag 
Transfer from Tandem Press, 1991.125 i cgi : ty aN ee eo 

<a f BA blank aay 
Wegman, William (American, b. 1943) eee : fe «RE rt 
Endless Column, 1989 oo al a aes y . 
Color woodcut, 63.1 x 45.3 cm. Hy k pea 
Transfer from Tandem Press, 1991.126 . 

Wegman, William, (American, b. 1943) 

FDS, 1989 
Etching, 34.3 x 28.3 cm. 

Transfer from Tandem Press, 1991.124 

Wegman, William (American, b. 1943) David Wojnarowicz, Untitled, 1992, Frank and Roa Birch 
Rainy Day Oxen, 1990 Endowment Fund purchase, 1992.40 

Etching, 33.1 x 42.0 cm. Transfer from Tandem 

Press, 1991.123 workshop of Wolgemut, Michael (German, 
: / ; 1434-1519) 

Wojnarowicz, David (American, 1954-1992) Saint James, from The Nuremberg Chronicle, 1493 
Untitled, 1992 — . Hand-colored woodcut, 22.9 x 10.8 cm. 
Silkscreen on gelatin silver print, 120.7 x 89 cm. Gift of D. Frederick Baker from the Baker/Pisano 
Frank and Roa Birch Endowment Fund purchase, Collection, 1991.78 

1992.40 

: Wright, Frank Lloyd (American, 1867-1959) 

workshop of Wolgemut, Michael (German, Atelier in Beton fiir Herrn Bildhauer Richard Beck, 
1434-1519) Oak Park, Illinois (plate LXII from Ausgefiihrte 

The Ascension of the Magdalen, from The Nuremberg Bauten und Entwiirte von Erank Lloyd Wright, 
Chronicle, 1493 1909 . i 

Hand-colored woodcut, 24.4 x 16.8 cm. Lithograph, 40.6 x 64.1 cm. 
Gift of D. Frederick Baker from the Baker/Pisano Gift of Barbara Mackey Kaerwer, 1991.87 

Collection, 1991.77 
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Unknown 
Composition I Feinstein, Harold (American, 20th century) 
Color etching and aquatint, 38.1 x 54 cm. Sheep under Clouds, Ringes, N.J., 1958 

Bequest of Alexander and Henrietta Hollaender, Photograph, 35.6 x 27.9 cm. 

1991.617 Gift of Dr. Kristaps J. Keggi, 1991.566 

Feinstein, Harold (American, 20th century) 

Soldiers Embarking, San Francisco, Cal., 1956 

PHOTOGRAPHS Photograph, 35.4 x 27.9 cm. 
Feinstein, Harold (American, 20th century) Gift of Dr. Kristaps J. Keggi, 1991.576 

Boy on Father's Shoulders, Ibiza, Spain, 1987 
Photograph, 35.2 x 27.9 cm. Feinstein, Harold (American, 20th century) 
Gift of Dr. Kristaps J. Keggi, 1991.579 Soldiers Marching into Mist, Korea, 1953 

Photograph, 27.9 x 35.2 cm. 

Feinstein, Harold (American, 20th century) Gift of Dr. Kristaps J. Keggi, 1991.577 
Boys Running into Surf, Coney Island, N.Y., 1954 
Photograph, 27.9 x 35.6 cm. Feinstein, Harold (American, 20th century) 
Gift of Dr. Kristaps J. Keggi, 1991.570 Soldiers with Frozen Water, Korea, 1953 

Photograph, 35.2 x 27.9 cm. 
Feinstein, Harold (American, 20th century) Gift of Dr. Kristaps J. Keggi, 1991.578 
Girls on Cyclone, Coney Island, N.Y., 1952 
Photograph, 35.6 x 27.9 cm. Feinstein, Harold (American, 20th century) 

Gift of Dr. Kristaps J. Keggi, 1991.569 oe on Beach with Radio, Coney Island, N.Y., 

Feinstein, Harold (American, 20th century) Photograph, 27.9 x 35.2 cm. 
Gypsy Girl with Merry-Go-Round, Coney Island, N.Y., Gift of Dr. Kristaps J. Keggi, 1991.568 

1949 
Photograph, 27.9 x 33 cm. Feinstein, Harold (American, 20th century) 
Gift of Dr. Kristaps J. Keggi, 1991.571 Two Sailors on Subway, Coney Island, N.Y., 1947 

Photograph, 27.9 x 35.4 cm. 

Feinstein, Harold (American, 20th century) Gift of Dr. Kristaps J. Keggi, 1991.574 
Gyro Ride at Night, Coney Island, N.Y., 1946 
Photograph, 35.6 x 27.9 cm. Feinstein, Harold (American, 20th century) 

Gift of Dr. Kristaps J. Keggi, 1991.572 Woman out of Car, Coney Island, N.Y., 1946 
Photograph, 33 x 27.9 cm. Gift of Dr. Kristaps J. 

Feinstein, Harold (American, 20th century) Keggi, 1991.573 
Man and Wife Drinking Beer, Coney Island, N.Y., 1950 
Photograph, 35.6 x 27.9 cm. Siskind, Aaron (American, 1903-1991) 

Gift of Dr. Kristaps J. Keggi, 1991.567 Louise 25, 1974 
Gelatin silver print, 35.2 x 25.7 cm. 

Feinstein, Harold (American, 20th Century) Gift of David Van Vleck, 1991.606 
Man with Cane and Nets, Coney Island, N.Y., 1955 

Photograph, 27.9 x 35.6 cm. Siskind, Aaron (American, 1903-1991) 

Gift of Dr. Kristaps J. Keggi, 1991.575 New York 78, 1976 
Gelatin silver print, 50.5 x 40.6 cm. 

Feinstein, Harold (American, 20th century) Gift of David Van Vleck, 1991.607 
My Mother's Sunlit Curtains, Coney Island, N.Y., 

1948 

Photograph, 27.9 x 35.6 cm. 
Gift of Dr. Kristaps J. Keggi, 1991.565 
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SCULPTURE ea eEr (American, b. 1936) 
‘ i 1982 

Artschwager, Richard (American, b. 1924) CA ZE ECUT ER | 3 
Conarabions, 1990 ee paper, fiber, and acrylic, 87.7 x 121.4 x 59.5 

on steel with lights, trees, and painted metal Gift of Rusty Pallas, 1991.130 

Anonymous Fund, John H. and Abigail Van Vleck 
Fund, Elvehjem Museum of Art General 

Endowment, Harry and Margaret P. Glicksman DECORATIVE ARTS 
Endowment, and Cyril W. Nave Endowment : e 

zs Lalique, René (French, 1860-1945) 
funds’ purchase 231127 Bacchantes Vase, ca. 1925 

‘ : Opalescent glass, 24.8 x 21.6 cm. 
oma (eessetetateena hy PE) Ineva T. Reilly Endowment Fund purchase, 1992.14 

Formica and acrylic on wood, 203.2 x 567.7 x 3.9 Lalique, René (French, 1860-1945) 

cm. oe se 

Elvehjem Museum of Art General Endowment, Juli Peale nig 1868 cme ca 
Plant Grainger Endowment, John S. Lord : ae ( 
Endowment, Cyril W. Nave Endowment, F. J. ea raed Endowment Fund purchase, 

Sensenbrenner Endowment, Earl O. Vits ee 

Endowmant, Walter J. and Cecille Hunt Endow- ; : 
é Lalique, René (French, 1860-1945) 

ment funds purchase; 1991:185 Frise Personnages (Goblet), ca. 1912 
. Clear glass with sepia patina, D. 14.3 x 8.9 cm. 

Gloeckler, Raymond (American, b. 1928) 5388) Bee i 
The Regent (woodblock), 1979 i ie Rene Ce purchase, 1992.13 

ao ae ao beri ASE Silver and Opalescent Glass Goblet, ca. 1903 
8 oat Silver, opalescent glass, 19.1 x 9.9 cm. 

Ineva T. Reilly Endowment Fund purchase, 1992.41 ) 

Lalique, René (French, 1860-1945) 
Victoire (Automobile Mascot), ca. 1926 

\ Sy Clear and frosted glass, 15.3 X 26.7 cm. 
iy Ineva T. Reilly Endowment Fund purchase, 1992.12 

i ee 

v ——— rs English and Continental Porcelain, 275 pieces 

—— ea A The Ethel (Mrs. Julius) and Arthur Liebman Collec- 
' by | =P tion, bequest of Mr. and Mrs. John Cleaver, 
to Vg} 1991.254-525, 1991.642.1a,b-2a,b 

ae / English, 18th century 
fies Georgian Breakfront 

ba == Mahogany, 226.1 x 198.2 x 36.9 cm. 
aay a Bequest of Mr. and Mrs. John Clever, 1991.526 

Richard Artschwager, Journal II, 1991, Elvehjem Museum : . 
of Art General Endowment, Juli Plant Grainger Endow- Wedgwood Porcelain, 10 4 pieces 
ment, John S. Lord Endowment, F. J. Sensenbrenner Gift of Dr. Otto V. Pawlisch, 1991.150-253 
Endowment, Cyril W. Nave Endowment, Earl O. Vits 
Endowmant, Walter J. and Cecille Hunt Endowment 

funds purchase, 1991.135 
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Dogon People, Satimbe Mask, early 20th century, gift of Mende People, Sowei or Bundu Headdress, 1st quarter of 
Dr. and Mrs. Pascal James Imperato in memory of John 20th century, J. David and Laura Seefried Horsfall 
Povey, 1992.50 Endowment Fund purchase, 1992.36 

African Art Dogon People, Kendie, Bandiagara District, Mali, 

West Africa 
Satimbe Mask, early 20th century 

SCULPTURE Wood, 83.9 x 19.1 x 14.0 cm. 

Bamana People, Segou District, Mali, West Africa eG re i — se gaa oe 
Tyi Wara Antelope Headdress, early 20th century Lv Me ” 

ae sf ne ae James Imperato, 1992.49 Mende People sicraleone, West fnica 
. P 7 is Sowei or Bundu Headdress, 1st quarter of 20th 

i Sst : , century 
Bamana People, Sikasso District, Mali, West Africa Wood, blackened raffia, D. 37.5 24.2 cm. 
Tyi Wara Antelope Headdress, early 20th century David andi Seefried Horsfall End 
Wood, 72.4 x 24.2 x 7.0 cm. Je oe an at eefried Horsfall Endowment 

Gift of Dr. and Mrs. Pascal James Imperato, 1992.51 Fund purchase, 1992.36 
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BEADWORK 
5 ae Yoruba People, Nigeria, West Africa 

Pe ik ee Beaded Ceremonial Fly-Wisk, early 20th century 
fied Beads, brass, raffia, 69.3 x 6.4 cm. 

a es si cane Gift of Drs. James and Gladys Strain, 1992.83 

fi) rs ey vote Yoruba People, Nigeria, West Africa 

1 Beaded Ceremonial Knife and Sheath, early 20th 

Aye Was se century 
Ao @ Fabric, beads, metal, coins, brass, cowries, 61.0 x 
Te 12.7 x 5.1 em. 
\ 1 yr ¥ y Gift of Drs. James and Gladys Strain, 1992.84a, b 

i as 
\ is a Yoruba People, Nigeria, West Africa 

PV am ‘ Beaded Ceremonial Royal Knife, early 20th century 

{3 ate Beads, fabric, metal, string, 54.2 x 7.7 cm. 
: Gift of Drs. James and Gladys Strain, 1992.78 

= Yoruba People, Nigeria, West Africa 

: " Beaded Face Panel for Ancestral Masking 
7 Ensemble, early 20th Century 

Fabric, beads, 23.2 x 18.1 cm. 

Gift of Dr. and Mrs. Jeffrey Hammer, 1992.60 

Yoruba People, Nigeria, West Africa 
Beaded Ifa Divination Pouch, early 20th century 

Fabric, beads, leather, 23.5 x 23.5 cm. 

Yoruba-Ijebu People, Agba Drum for Osugbo Society, Gift of Drs. James and Gladys Strain, 1992.88 
early 20th century, Harry and Margaret P. Glicksman, =e i 
Ruth C. Wallerstein, Frank and Roa Birch, Eugenie Yoruba People, Nigeria, West Africa 
Mayer Bolz, and J. David and Laura Seefried Horsfall Beaded Ifa Divination Pouch, 20th century 
Endowment Funds; W. R. Mitchell Art Center Fund; and Fabric, beads, leather, 24.2 x 22.3 cm. 
Charlotte Calvin Voorhis Estate Fund purchase, 1992.37 Gift of Drs. James and Gladys Strain, 1992.90 

Ijebu-Yoruba People, Nigeria, West Africa Yoruba People, Nigeria, West Africa 
Agba Drum for Osugbo Society, early 20th century Beaded Ifa Priest’s Necklace, early 20th century 
Carved wood, D. 108.6 x 44.5 cm. Beads, fabric, leather, 79.4 x 14.7 cm. 
Harry and Margaret P. Glicksman, Ruth C. Waller- Gift of Drs. James and Gladys Strain, 1992.67 

stein, Frank and Roa Birch, Eugenie Mayer Bolz, 

J. David and Laura Seefried Horsfall Endow- Yoruba People, Nigeria, West Africa 

ment Funds; W. R. Mitchell Art Center Fund; Beaded Ifa Priest’s Necklace, early 20th century 

and Charlotte Calvin Voorhis Estate purchase, Beads, string, metal, 72.4 cm. 

1992.37 Gift of Drs. James and Gladys Strain, 1992.68 

Yoruba People, Nigeria, West Africa 

Beaded Ifa Priest’s Necklace, early 20th century 
Bead, string, fabric, 100 x 10.2 cm. 

Gift of Drs. James and Gladys Strain, 1992.69 

131



Yoruba People, Nigeria, West Africa 

A Beaded Lidded Cylindrical Container, early 20th 
d eae = ee LAL Mes A, century 

v Beads, fabric, leather, 22.9 x 11.2 cm. 

ey, i ; Gift of Drs. James and Gladys Strain, 1992.66 

i - : Yoruba People, Nigeria, West Africa 
| 4 y Z, Beaded Oshun Panel, early 20th century 

y a : ; Fabric, beads, leather, 44.5 x 54.7 cm. 
eae S . Gift of Drs. James and Gladys Strain, 1992.89 

} , e p Yoruba People, Nigeria, West Africa 

wee Beaded Panel, early 20th century 

4 Set Beads, fabric, 102.9 x 5.8 cm. 

\ Pape g Gift of Drs. James and Gladys Strain, 1992.81 

ee Yoruba People, Nigeria, West Africa 

Yoruba People, Nigeria, West Africa, Beaded Oshun Beaded Panel (Arabase Ijero Ekiti), early 20th 
Panel, early 20th century, gift of Drs. James and Gladys century 
Strain, 1992.89 Beads, fabric, 127 x 4.5 cm. 

Gift of Drs. James and Gladys Strain, 1992.82 

Yoruba People, Nigeria, West Africa on ; 
Beaded Ifa Priest’s Necklace, early 20th century Yoruba People, Nigeria, West Africa 
Bead, string, fabric, 75.6 x 11.5 cm. Beaded Royal Bracelet, early 20th century 

Gift of Drs. James and Gladys Strain, 1992.70 Beads, fabric, unknown core, 2.9 x 11.8 cm. 
Gift of Drs. James and Gladys Strain, 1992.64 

Yoruba People, Nigeria, West Africa vee . 

Beaded Ifa Priest’s Necklace, early 20th century Yoruba People, Nigeria, West Africa 
Bead, string, fabric, 78.2 x 12.7 cm. Beaded Royal Bracelet, early 20th century 

Gift of Drs. James and Gladys Strain, 1992.71 Beads, leather, 3.2 x 11.8 cm. diameter 
Gift of Drs. James and Gladys Strain, 1992.65 

Yoruba People, Nigeria, West Africa nif, Bs : 
Beaded Ifa Priest’s Necklace, early 20th century Yoruba People, Nigeria, West Africa 
Bead, string, seed, ivory, 72.4 cm. Beaded Royal Ceremonial Panel (Alara Oba), early 

Gift of Drs. James and Gladys Strain, 1992.72 20th century 
Beads, fabric, leather, 76.2 x 9.6 cm. 

Yoruba People, Nigeria, West Africa Gift of Drs. James and Gladys Strain, 1992.77 

Beaded Ifa Priest’s Necklace (first of a pair), early 
20th century Yoruba People, Nigeria, West Africa 

Beads, fabric, string, seed, 69.3 cm. Beaded Royal Crown, early 20th century 

Gift of Drs. James and Gladys Strain, 1992.73 Fabric, beads, 26.7 x 22.9 cm. 
Gift of Dr. and Mrs. Jeffrey Hammer, 1992.61 

Yoruba People, Nigeria, West Africa a . 

Beaded Ifa Priest’s Necklace (second of a pair), Yoruba People, Nigeria, West Africa 
early 20th century Beaded Royal Crown (Orikogbofo), early 20th 

Beads, fabric, string, seeds, 65.1 cm. century ; ; 
Gift of Drs. James and Gladys Strain, 1992.74 Beads, fabric, string, 22.9 x 19.1 cm. 

Gift of Drs. James and Gladys Strain, 1992.75 
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Yoruba People, Nigeria, West Africa East Asian Art 
Beaded Royal Crown (Orikogbofo), early 20th 

century 

Beads, fabric, 22.9 x 19.1 cm. PAINTINGS AND WATERCOLORS 
Gift of Drs. James and Gladys Strain, 1992.79 Morita, Shoji (Japanese, 20th century) 

. . Untitled 
Yoruba People, Nigeria, West Africa Watercolor and collage, 45.1 x 40 cm. 
Beaded Royal Crown (Orikogbofo), 20th century Bequest of Alexander and Henrietta Hollaender, 
Beads, fabric, wood, 17.2 x 21.6 cm 1991.620 
Gift of Drs. James and Gladys Strain, 1992.80 

= i Tanaka, Tazuko (Japanese, b. 1913) 
Yoruba People, Nigeria, West Africa Funny Bird 
Beaded Royal Fan, early 20th century Oil on canvas, 60.3 x 54.6 cm. 

Beads, fabric, metal, brass tacks, 38.5 x 19.1 cm. Bequest of Alexander and Henrietta Hollaender, 
Gift of Drs. James and Gladys Strain, 1992.62 1991.638 

Yoruba People, Nigeria, West Africa Tibetan, 18th-19th century 
Beaded Royal Fan, early 20th century Thanka painting 
Beads, fabric, leather, 26.2 x 17.2 cm. Cotton, 80x 526 em. 
Gift of Drs. James and Gladys Strain, 1992.63 GiffcE Mr. and’ Mrst Webster Woodmansed: 

ane F 1991.531 
Yoruba People, Nigeria, West Africa 

Beaded Royal Occasional Crown (Deji), early 20th Yang Jin (Chinese, 1644-1728) 

century, : Landscape with a Scholar in His Studio, 1698 
Fabric, beads, wood, 12.1 x 17.8 cm. diameter Ink and color on paper, 121.9 x 35.6 cm. 

Gift of Drs. James and Gladys Strain, 1992.86 John H. and Abigail Van Vleck Fund purchase, 

1992.121 
Yoruba People, Nigeria, West Africa 
Beaded Shango Cult Pouch, early 20th century 
Beads, fabric, leather, shells, wood, metal, 58.5 x PRINTS 

21.6 cm. a i 
Gift of Drs. James and Gladys Strain, 1992.76 perp Dea 

Color woodcut, 21.9 x 15.7 cm. 
Yoruba People, Nigeria, West Africa ; : 
Beaded Shango Pouch, eaily 20th century Gift of Barbara Mackey Kaerwer, 1991.90 

Fabric, beads, 50.8 x 31.8 cm. 2 P F 

Gift of Drs. James and Gladys Strain, 1992.85 mer 2s Katsushika (Japanese, 

ee ; Dragon 
vomiba People, Nigeria, West Africa Three-color woodcut, 22.5 x 17.5 cm. 
Hat with Beadwork and Attachments for the ; 

Gift of Barbara Mackey Kaerwer, 1991.91 
Egungun Masquerade, early 20th century 
Fabric, beads, wood, 28 x 30.5 x 14 cm. 2 . 

Gift of Drs. James and Gladys Strain, 1992.87 eerie HatreEne lepaneee, 

Insects 
Three-color woodcut, 22.9 x 15.8 cm. 

Gift of Barbara Mackey Kaerwer, 1991.93 
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‘ a attributed to Hokusai, Katsushika (Japanese, 

Cn 3 AC gmee 1760-1849) 
A : 4 a River Scene (two matched plates from book) 

: ' Three-color woodcut, paper 22.9 x 15.2 cm.; image: 
a 18.5 x 18.2 cm. 

§ < a Het: Gift of Barbara Mackey Kaerwer, 1991.92a, b 

AUS 
2 “ el attributed to Masanobu, Okumura (Japanese, 
ee ie 1686-1764) 

ok ? Interior with women bearing tiny palanquin, plate 
LP cae pa with book 

ftps aS * z : Woodcut with hand coloring, 22.9 x 16 cm. 
re RS Sy : 7 i Gift of Barbara Mackey Kaerwer, 1991.94 

1 FEN io 
e t NR MR I Sugai, Kumi (Japanese, b. 1919) 
“Ry Bam ee ea Encre bleu, 1962 
Rk ae eat Ge Color lithograph, 45.7 x 63.5 cm. 
PS Ee (NO Bequest of Alexander and Henrietta Hollaender, 
ee 191.631 

ee < ( BNE Be oe Se 

a ot oN fh ) Yet Xu Bing (Chinese, b. 1955) 
iN } a ies cee ps ih Hi Five Series of Repetitions #1, 1987-1991 
apes oe gg Woodblock, 69.6 x 968.4 cm. 

coe ge a Bertha Ardt Plaenaert Endowment Fund purchase, 
he ah ese gee 1992.11 

nto tome ee 

. ae ~ “ 4 y ie Yoshida, Hiroshi (Japanese, 1876-1950) 

ay Se sok ete Sailing Boats—Mist, 1926 
Bg kn ae ~ Color woodcut, 54.7 x 39.4 cm. 
eee ee yy Fee Pau John H. and Abigail Van Vleck Fund purchase, 

= Se , a fe 1992.1 
ie BOG Ie 1 aa Yoshida, Hiroshi (Japanese, 1876-1950) 
Be age Nee ek os, Sailing Boats—Afternoon, 1926 
ees Color woodcut, 54.2 x 39.4 cm. 
i hee Ss ee fy ‘ eG 4 John H. and Abigail Van Vleck Fund purchase, 

2s moe foe 1992.4 
ee ee 

Bie a e eae es aes Yoshida, Hiroshi (Japanese, 1876-1950) 
a ie lige sis Sailing Boats—Night, 1926 

ee eee - Color woodcut, 55.1 x 39.7 cm. 
ne, John H. and Abigail Van Vleck Fund purchase, 

4 NY Ke a 1992.6 

aaa e pea ae al, Yoshida, Hiroshi (Japanese, 1876-1950) 

es vai SE aa Sailing Boats—Evening, 1926 
: ee . Color woodcut, 54.1 x 39.6 cm. 

Yang Jin, Landscape with a Scholar in His Studio, 1698, John ves 
H. ma Abigail Van Vleck Fund purchase, 1992.121 ! ae : ~ Abigail Van Vleck Fund purchase, 
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Yoshida, Hiroshi (Japanese, 1876-1950) : 
Sailing Boats—Forenoon, 1926 al ba 
Color woodcut, 54.3 x 40.1 cm. 7 
John H. and Abigail Van Vleck Fund purchase, ee 

1992.3 fey s AN 
) RR ure 

Yoshida, Hiroshi (Japanese, 1876-1950) : “na A a 

Sailing Boats—Morning, 1926 “i, ss. 3 Vea fa 
Color woodcut, 53.4 x 40.7 cm. ce ha x So 
John H. and Abigail Van Vleck Fund purchase, a gt : 5 e bie) gs 

1992.2 me Ce OS 
oe yee 

Zao Wowcki (Chinese, b. 1921) oe ee Pe) 
Red Landscape, 1953 : y 04 i 7 2 ae ida? 

Color lithograph, 45.4 x 55.9 cm. ? t ky 

Gift of Barbara Mackey Kaerwer, 1991.88 BF oy . 

Zao Wou-ki (Chinese, b. 1921) Pe ¥y 
La Cathedral, 1952 7 rt 
Color lithograph, 33 x 48.3 cm. f ‘ 
Bequest of Alexander and Henrietta Hollaender, & 

1991.626 fi : 

DECORATIVE ARTS 
AND SCULPTURE 

Chinese (Ming Dynasty, 1368-1643) Chinese (T’ang Dynasty, 618-906 A.D.), Horse, gift of Mr. 
Bird vase and Mrs. Webster Woodmansee, 1991.536 
Bronze, H. 22.9 cm. 

Gift of Mr. and Mrs. Webster Woodmansee, Sino-Tibetan (18th-19th century) 

1991.534 Seated figure of the Saviouress Sitatara, the White 
Tara 

Chinese (T’ang Dynasty, 618-906 A.D.) Brass, H. 73.7 cm. 

Horse Gift of Mr. and Mrs. Webster Woodmansee, 
Earthenware, H. 58.4 cm. 1991.535 
Gift of Mr. and Mrs. Webster Woodmansee, 

1991.536 

Japanese (late 18th-early 19th century) South Asian Art 
Tortoise 
Bronze, H. 7 cm. x L. 13.3 cm. 

Gift of Mr. and Mrs. Webster Woodmansee, PAINTINGS AND WATERCOLORS 

1991.542 Indian 
Ravaji Srisiradaraspamghamiki Sabicha 
Watercolor touched with gold, paper: 26 x 20.1 cm.; 

image: 21.6 x 15.8 cm. 
Gift of Barbara Mackey Kaerwer, 1991.89 
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Indian (19th century) 
. Relief panel: Indra 

TUX =} Wood, H. 45.7 cm. 

y 4 Gift of Mr. and Mrs. Webster Woodmansee, 

‘ 1991.540 
Lee S 

: ban! / Indian, Early Gandharan (1st-2nd century) 
eee f Buddha Head and Torso 

/ Schist, H. 25.4 cm. 
’ Gift of Mr. and Mrs. William F. Spengler, 1991.139 

he ki my 
Sara's es : a, A ¢ rh xf Indian, Gandharan (2nd-3rd century) 
aca Hy Res ae! | \: 5 Relief Fragment: Princely Figure with Garland 
EN aa . sant | ; rss ’ Standing under Arch 

roy (gees Nceee ee i Black schist, 12.7 x 12.7 x 3.5 cm. 
Rg ae ae Ge ie et Gift of Mr. and Mrs. William F. Spengler, 1991.140 
i HE We tae > ly “4 

i . 6 Boe moe ve fi eG “ ae Indian, Gandharan (2nd century) 

ti, . pig e Relief Fragment: Triratna Pillar Buddha and Three 
Monks 

Indian, Early Gandharan (1st-2nd century), Buddha Schist, 14 x 20.3 x 3.5 cm. 

Head and Torso, gift of Mr. and Mrs. William P. Gift of Mr. and Mrs. William F. Spengler, 1991.141 
Spengler, 1991.139 

SCULPTURE 

Indian (probably 19th century) iF ey 
Door plaque from a Hindu house in Lahore: Stand- t 2 

ing Warrior Guardian and Acolytes , = 
Bronze, 20.3 x 12.7 x 1.9 cm. 3 Fi 

Gift of Mr. and Mrs. William F. Spengler, 1991.143 y Pr 

Indian (12th century) ih ‘ 
Head of Tirthankara a 
Carved black granite, H. 27.9 cm. A 

Gift of Mr. and Mrs. Webster Woodmansee, k 

1991.530 A ] \ 

Indian (14th—15th century) 
Nataraja of Siva id 
Bronze, H. 13.3 cm. os 

Gift of Mr. and Mrs. Webster Woodmansee, = = 

1991°533 5 

Indian (possibly 16th century) 
Markandiya Lingam | 
Bronze, H. 14 cm. 

Gift of Mr. and Mrs. Webster Woodmansee, South Indian, Dancing Krishna, gift of Mr. and Mrs. 
1991.541 Webster Woodmansee, 1991.532 
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Indian, Gandharan (2nd-3rd century) 
Relief Fragment: Standing Winged Female Figure | 

Playing a Flute ji 
Schist, H. 14.6 cm. 

Gift of Mr. and Mrs. William F. Spengler, 1991.144 

Indian, Gandharan (1st-2nd century) Su 
Relief Fragment: Winged Hippocamp eal a, 
Schist, 17.1 x 3.2 cm. be 

Gift of Mr. and Mrs. William F. Spengler, 1991.145 Es 

Indian, Gandharan (2nd-3rd century) an 
Relief Fragment: Seated Buddha with Two Devas cA ft a 
Black schist, 13.3 x 22.2 x 3.5 cm. Me 3 

Gift of Mr. and Mrs. William F. Spengler, 1991.146 i a i 

Indian, Gandharan (2nd-3rd century) : oe eS 

Standing Monk C < = ae 5 

Stucco, H. 25.4 cm. all hes mer 
Gift of Mr. and Mrs. William F. Spengler, 1991.142 Sa ca laa 

Indian, Southern Rajasthan or Gujarat (16th-17th SS — 

century) 

Pen aa e fois Thai, U-T’ong (Group B) (14th century), Seated Buddha, 
lack stone, H. 25.2 cm. gift of Mr. and Mrs. Webster Woodmansee, 1991.529 

Gift of John R. Woodmansee, 1991.543 

South Indian (possibly 11th century) That, oar ed Oi cen any)) 
Dancing Krishna ripen tr S 
Bronze, H. 34.3 cm. ee Sale b Wood 
Gift of Mr. and Mrs. Webster Woodmansee, Gi ce and Mrs. Webster Woodmansee, 

1991.532 ea 

Thai, Ayudhya style (16th century) 
Standing Buddha 

; Bronze, H. 55.2 cm. 

Southeast Asian Art Gift of Mr. and Mrs. Webster Woodmansee, 

1991.539 

pag uli Thai id U-T’ t (14th-15th tury) ; ai, second U-T’on e — centur 
Cambodia (pirat century) Monumental Head e Buddha ; 
eRe EEL see Bronze with black patina, H. 64.8 cm. 
ore stone, 30.9.cm, Gift of Mr. and Mrs. Webster Woodmansee, 

Gift of Mr. and Mrs. Webster Woodmansee, 1991.537 
1991.528 . 

Khmer, Lopburi (11th—-12th century) Thai, U-T’ong (Group B) (14th century) 
Head of Lokeshvara 
Cc ei H. 267 Seated Buddha 

rah cig se M ee. Wood Gilded bronze, H. 67.9 cm. 

Gift of Mr. an ns. Webster’ VW oodmansee, Gift of Mr. and Mrs. Webster Woodmansee, 

Bee) Be, 191.529 
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Richard Artschwager selected works from 1962 to 1991 for an overview of his work 

August 24-November 3, 1991, Mayer Gallery ona theme. The exhibition was organized at the 

Wisinvisiaiid REpSIHE: Elvehjem by Andrew Stevens, curator of prints, 

Robert Cumming’s Works on Paper and touted to othemvenies 1772: 

This exhibition of prints and drawings from 1985 P 

to 1991 examined Cumming’s development of spe- ——_ fi Se 1992, niche case 

cific works through preparatory drawings. It also SEN Ce rary ay 

traced specific shapes through several incarnations Chinese Bronzes and Jades 
in completed works, illustrating the artist’s trans- . ; 

formation of the image and approach to the vari- A dozen rare Chinese bronzes and jades were 
ous print and drawing media. The exhibition selected by Juha’ Murray, professor of art history, 
offered the subtle differences between a drawing to complement her class on China’s Bronze Age, ep 

and a print of the same subject. Examples from well as to inform the general public. The objects 
monotype series which stem from specific images wee created in the Shang period (ca. ol 
showed how he transformed the image from one B.C.) eas the . ares ee. ye oy h 
pass through the printing press to the next, much eae ent by the Art a M. Sackler Gallery at the 

as a musical composition might play out variations Smithsonian Institution. 
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| " Visitors to the exhibition Artful Deception: The Craft of the 
ie i sine Forger were teased by such questions as “Is this the real 

Mona Lisa?” 

Visions and Revisions: Robert Cumming’s Works on Paper buildings, and closeups of textiles. The second part 

, of the exhibition focused on outdoor sculpture, 
September 14-November 10, 1991, Paige Court, which Artschwager has produced only since 1987. 
Galleries VII and VIII It presented models and drawings from the artist’s 
Richard Artschwager: PUBLIC (public) own collection, many of which have never before 

been exhibited. 
This exhibition was divided into two parts. The 
first was a retrospective overview of the artist’s 
work from 1962 to the present. The Elvehjem invit- September 14-November 10, 1991, Gallery IV 
ed Richard Artschwager to be curator and illus- Artful Deception: The Craft of the Forger 
trate his own career. He included examples of : ie. = ; 
sculptures made of sleek synthetic materials such This fascinating examination of issues that muse- 

as Formica which echoed his years as a furniture ums rarely make public—detecting and exposing, 
maker. He also included a broad selection of paint- art forgeries—was organized by the Walters Art 

ings depicting architectural interiors, blown-up Gallery, Baltimore and toured nationwide. The 
exhibition, drawn from the Walters’s collection, 
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included two dozen spurious artifacts, chosen by aes 2 oc 

the curators and conservation specialists for the i a =| is) 

stories they tell about the forger’s craft and the oe pe ee 
methods that experts employ to scrutinize works oS “4 eu a2 Sai | 
of art. Some of these objects had been exhibited at rf ie oo a if 
the museum as genuine works for years; others | | | na 
come from museum founder Henry Walters’s col- nN al = ae adi 
lection of fakes. The exhibition helped to demystify ee ae 
connoisseurship and introduced the generalist to | a i ee 
the methods—scholarly, scientific, and purely intu- St 
itive—that museum professionals use to identify a 
forger’s tricks. These examples show how false Pde . > 
works of art distort our view of art history and Po fof E\ay 
demonstrate why museums must take the greatest gp fae foe ee S 
care, through the objects they acquire and display, . ' a 
to preserve only historical truth. Yi i 

November 9, 1991-January 12, 1992, Mayer Gallery Se eee ee re 

Beyond Black and White: Chiaroscuro Woodcuts from 
the Frank Horlbeck Collection Xu Bing’s A Book from the Sky 

Frank Horlbeck, professor of art history at UW- November 30, 1991-January 19, 1992, Paige Court, 

Madison, collected these works over many years. Gallenies VII an d VII a eae ‘ 
The chiaroscuro woodcut, which uses several 

blocks to print a single image in a range of hues Three Installations by Xu Bing: A Book from the Sky, 
between black and white, has traditionally been The Ghosts Pounding the Wall, and 

used to make unique works of art more widely Five Series of Repetitions 

pipes ee ee coe This first U.S. exhibition of Xu Bing, a controversial 

of a drawing or painting by another artist. Togeth- e of s nese avant ete at a Dela 
er they show the development of this woodcut : ae ae the INE Wave sas eOr DEE eg OE Uee 
technique in Italy, France, and England from the installations. Five Series of Repetitions highlighted 

sixteenth through the eighteenth century. Eee ceo Oe Oe aaa at 
A single chiaroscuro woodcut by a contempo- drawn frome wood Block aistage.al a JME by 

rary artist was included in the exhibition. Ray carving and then recarving the block, as the artist 

Gloeckler’s print Hornblower illustrated the contin- ieee epee ae ny a Hor) os 
ued use of the chiaroscuro as an original work. The ir See eee ee ee ae cy Ore a 
print and several proofs demonstrated how the Soo uea nS eee aan eo ius ae 
three blocks come together in the final image; the ber of real characters in frequent use in the Chinese 

blocks from which Hornblower was printed were language) fo, bs typeset, Di minted and bound, een 
displayed to aid appreciation of the technique of 1g traditional ehinese pools; yet devaid oy 
the chiaroscuro: written meaning. To create The Ghosts Pounding the 

Wall Bing and a large crew of art students and 
workers labored for twenty-four days, from dawn 
until dusk, to take a rubbing of a section of the 

Great Wall and one of its towers, consuming three- 
hundred bottles of ink and thirteen-hundred sheets 

of paper in the process. 
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oo 1 2 Meet aie. ne a i} g Six Yoshida prints are compared in States and Copies: 
Nui hee aaa ae rf Variables in the History of Printmaking 

" ee ae 1 / 
igs le ee aay 
i a bac ae a SFY January 25—March 1, 1992 Mayer Gallery 

, Lp} i ae “on . States and Copies: 
f LTT ban ll i Variables in the History of Printmaking 

SQ This exhibition addressed the question of originali- 
Se ty in prints. Because nearly all print processes can 

Aer AN create multiple examples of a design, people may 
7 peas sil aN ; wonder how can a print be an original work of art. 

ail ie i a i This show displayed pairs of prints from the Elve- 
| ee mia rae hjem’s print collection and from that of the Mil- 

i. ela aah yD ‘a waukee Art Museum in order to show the differ- 
4 f urate re ences between two “identical” prints, called states, 

3 and to contrast these differences with works that 
“ are copies of other works. This exhibition showed 

v v examples of states of prints: from test proofs to 
: changes with successive proofs or prints of the 

Xu Bing’s The Ghosts Pounding the Wall in Paige Court same image using different colors, when the artist 
added or subtracted from the matrix from which 
the print was made to make new prints at any 

can asa ar 5 time. 
i a a oe qa fs \ . 

ee February 8-April 12, 1992, Galleries VII and VIII 
— re The Integrative Art of Modern Thailand 

us 6 ee This exhibition examined contemporary Thai art, a —————— ag porary , 
ace PES sas ee i synthesis of its culture’s thousand-year-old classi- al 5 lmao Me » 

| cata Sian Si Re Seta cal tradition, even older folk traditions, and a 

SS _ (eR response to recent international influence. This 

ee ee "ge ground-breaking exhibition was developed and 
z a —_ Be organized by the Lowie Museum of Anthropology 
_ = at of the University of California at Berkeley and had 

Ts a national tour. Herbert Phillips, professor of 

Xu Bing’s Five Series of Repetitions was installed in Gallery anthropology at UC-Berkeley, organized the exhi- 
VII 
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The Integrative Art of Modern Thailand 

bition around four themes: celebrations of Bud- bition of works from the Spencer albums, nine 
dhism, impressions of daily life, symbiosis with grand-folio volumes which were assembled in the 
nature, and the search for artistic and cultural iden- early 1700s for a member of the Spencer-Churchill 
tity. These themes cover the broad range of modern family in England. The original albums containing 
Thai life and permit an exploration into the ques- more than 3,400 prints were acquired by the Fogg 
tion of how a nation can contend with the conflict- Art Museum at Harvard University in 1987. Mar- 
ing standards of indigenous aesthetic traditions and jorie Cohn, Carl A. Weyerhaeuser Curator of Prints 
those of an encroaching international culture. at the Fogg, selected the most beautiful and rare 

works, which were removed from the albums, and 

one complete album, to demonstrate the original 
March 14-May 17, 1992, Mayer Gallery presentation, for this traveling exhibition. 
A Noble Collection: 
The Spencer Albums of Old Master Prints 

Visitors had a rare insight into print-collecting in 
the beginning of the eighteenth century in an exhi- 
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The traveling exhibition A Noble Collection: The Spencer Examples of Soviet socialist realism from the Joseph E. 
Albums of Old Master Prints presented highlights from the Davies collection given to the University of Wisconsin in 
Spencer-Churchill family collection 1937 

June 24—August 16, 1992, Galleries VII and VIII June 6-September 27, 1992 

Presswork: The Art of Women Printmakers Selections from the Joseph E. Davies Collection of Soviet 
steea : Socialist Realist Paintings 

With its lively range of prints from gaudy to es 
monotone, from naive to sophisticated, this exhibi- This exhibition offered highlights from a collection 
tion opened in September 1991 at The National given to the University of Wisconsin in May 1937 
Museum of Women in the Arts in Washington and by then Ambassador to the Soviet Union Joseph E. 
will travel through October 1994. This exhibition Davies, a Wisconsin native and alumnus of the 
from the Lang Communications Corporate Collec- University of Wisconsin. Davies donated ninety-six 
tion, the country’s largest corporate-owned collec- paintings in the Soviet Socialist Realist tradition, 
tion of women’s prints, presented sixty-six women which he purchased during his first months in 
artists with one work each produced during the Moscow to form a representative collection of Sovi- 
1980s, a decade in which opportunities broadened et paintings and thus to engender friendship 
for American women artists. This collection attests between the U.S. and U.S.S.R. During the thirties 
to the rich diversity of prints made by American diplomats and tourists had a unique opportunity 
women today. to purchase art in the Soviet Union when the laws 

governing export of art were temporarily suspend- 
ed because of the Soviet Government's need for 
hard currency to pay for industrial imports. 
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Presswork: The Art of Women Printmakers 
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PUBLICATIONS 
Be TR GE ANONE Se { 

re 
Visions and Revisions: Robert Cumming’s Works on ps a eat Ki at 
Paper, essay by Andrew Stevens. 48 pp., 8 color “eS ee cg i 
and 34 black-and-white illustrations. August 1991 [71 es 

TPE 
Richard Artschwager: PUBLIC (public), essays by rial BR | ki 
Germano Celant, Herbert Muschamp, Russell A ii an aT a 

Panczenko. 80 pp., 27 color and 48 black-and-white Pay. aw : 

illustrations. December 1991 rf ye : pe. 
PUBLIC 

Three Installations by Xu Bing: Ghosts Pounding the CUMMING 
Wall, A Book from the Sky, Three Series of Repetitions, 
essay by Britta Erickson. 32 pp., 27 black-and-white te 

illustrations. December 1991 : = 

Annual Report/Bulletin 1988-89, 89-90, 90-91. 192 Some 1991-92 exhibition catalogues 
pp., 174 black-and-white illustrations. May 1992 

a = LOANS TO OTHER INSTITUTIONS 

i. Heian enna neta Hood Museum of Art, Dartmouth College, 
- pare ee | Hanover, New Hampshire 
a icc. | (The Age of the Marvelous, Hood Museum of Art, 
a ee Dartmouth College, Hanover, New Hampshire, 
cual tm | September 21-November 24, 1991; North Carolina 
a 3 r See | Museum of Art, Raleigh, North Carolina, January 
f | 7 ng Ay 4 a 25—-March 22, 1992; Museum of Fine Arts, Houston, 

cake | ee) ee jt @ emma Texas, May 24-August 23, 1992; High Museum of 
| bs Hg) Ps bil } Art, Atlanta, Georgia, October 6, 1992-January 3, 

ae alle a 1993, 

| = Ty : oo NN Franz Post, Village of Olinda, Brazil, 13.1.16 

} Rock County Historical Society, Janesville, 

rs Wisconsin 
(After the Revolution: Everyday Life in America, 

7 1S toe ea Sane September 13-October 20, 1991) 

French, Porcelain Plate from a Service for President 
James Monroe, 1977.582 

English, Liverpool Commemorative Pitcher, Wash- 
ington and the Proscribed Patriots of America, 

A poster commemorated the new look of the University Samuel Adams and John Hancock, 1978.1174 
Anan ot en with the installation of Artschwager’s Chinese, Export Porcelain Deep Plate, Lady Liberty 

and an American Eagle, 1991.486 

144



sa LECTURES AND FILM SERIES 

bs a @ Richard Artschwager, Artist 
Tas x yo “PUBLIC/public” 

7 | Fy ( re, yy YW September 12, 1991 

, ' Ns 
1 | » Ye Warren Moon, Professor of Art History, University 

E \ a of Wisconsin—Madison 
j . \ \ \, aa “The Watchful Eye: Fakes, Forgeries, and 
! \ a Connoisseurship” 

en | \ = Hi September 17, 1991 H Whe a 

1 | Film series: “Artful Deception” 
te’ / td My Man Godfrey (1936), The Maltese Falcon (1941), 

Nora Prentiss (1947), Vertigo (1958), The American 
Preview receptions offer a chance to pay close attention Friend (1977), and The Moderns (1988) 

to a new exhibition September 20, 27, October 4, 11, 18, and 25, 1991 

Cedar Rapids Museum of Art, Cedar Rapids, Iowa Robert Cumming, Artist 

(Tandem Press, February 15-March 29, 1992) “Objects and Meditations: My Work on Paper” 

September 26, 1991 
Richard Bosman, Awash, 1988.29 

Richard Bosman, Flood, 1988.30 Judy Rifka, Tandem Press/Department of Art 
Robert Cottingham, Rolling Stock Series No. 7, for Visiting Artist Lecture 

Jim, 1991.110 October 3, 1991 
Sondra Freckelton, All Over Red, 1988.27 

Sam Gilliam, Purple Antelope Space Squeeze, 1988.28 Virgilia Pancoast, Director of the International 
Dennis Nechvatal, Landscape Drama, 1991.117 Foundation for Art Research Authentication 
Italo Scanga, Landscape, 1990.9 Service 
Italo Scanga, 2 Cypress, 1990.7 “Fakes: Exposing the Art of Deception” 
Robert Stackhouse, Diviners, 1991.43 October 8, 1991 

Claire van Vliet, Wheeler Rock, 1990.15 

Ruth Weisberg, The Good Daughter, 1990.12 Edward McParland, Professor of Architectural 
History, Trinity College, Dublin, Ireland 

Documenta, Kassel, Germany “Dublin 18th-century Architecture: Irish, British, or 
(Documenta IX, April 16 to September 20, 1992) European?” 

October 15, 1991 
Richard Artschwager, Journal II, 1991.135 

Robert Beetem, Professor of Art History, University 
Milwaukee Art Museum, Milwaukee, Wisconsin of Wisconsin—Madison 
(Jasper Johns: Prints and Multiples, Milwaukee Art “Creative Copies, Replicas, and Fakes: 
Museum, Milwaukee, Wisconsin, May 15—August Michelangelo to Picasso” 
23, 1992; Ackland Art Museum, University of October 15, 1991 
North Carolina at Chapel Hill, September 
19-November 15, 1992; University of Lethbridge Andrew Stevens, Curator of Prints and Drawings, 
Art Gallery, Alberta, December 13, 1992-January Elvehjem Museum of Art 

31, 1993; University Art Museum, State University “Prints: Issues of Originality” 
of New York, Albany, March 2—April 23, 1993) October 29, 1991 
Jasper Johns, Fool’s House, 1974.38 
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ae eee ag Elvehjem Museum of Art 
ie ve ac re “Beyond Black and White: A History of the 

ae oo Chiaroscuro Print” 
Fo | — November 14, 1991 

ae ‘ a a ‘i [*], EP Julia F. Andrews, Assistant Professor of Art History, 

ea The Ohio State University 
e Ms “The Road to Tiananmen and Beyond” 

: a \ i} December 8, 1991 

3 ie be Shengtian Zheng, Artist and Critic, British 
‘ — Ar 4 = Columbia, Canada 

Cs oe | “Chinese Contemporary Art after Tiananmen 
; he 4 GD £ Square” 

Ls SS December 12, 1991 
Neaw ate? | q 

ei (g Robert Stackhouse, Tandem Press/Department of 

oy er Art Visiting Artist Lecture 

| aa February 6, 1992 

"| 5 a ap 
bp if Herbert P. Phillips, Professor of Anthropology, 

3 g oy University of California at Berkeley 
es Faget! “The Cultural Context of Contemporary Thai Art” 
on a CU February 7, 1992 
Sse prs 
Seed Sec =i le Herbert P. Phillips, Professor of Anthropology, 

University of California at Berkeley 
Herbert Phillips Professor of Anthropology at the Uni- “The Integrative Art of Modern Thailand: A 
versity of California at Berkeley, presents a gallery lec- R h View” i 

ture on the exhibition The Integrative Art of Modern Thai- Ec aT EN VIEW 
land. February 14, 1992 February 9, 1992 

Panel discussion: “Issues of Authenticity” sa Puffy Cheeks (Buk Puay, 1989) and The Scar 

Noél Carroll, Professor of Philosophy, University of (Phlae Kao, 1977) 
Wisconsin-Madison; John A. Kidwell, Professor February 20, 1992 (The Scar also February 7) 
of Law, University of Wisconsin—Madison; Tony . ‘ 

Rajer, Art Conservator, The Wisconsin State Richard Bosman, Tandem Press/Department of Art 
Capitol Restoration Project; and Robert Sack, Visiting Artist Lecture 

Professor of Geography, University of Wiscon- Bebruary 27,1992 
in-Madi 

N i o 5 1991 Marjorie B. Cohn, Carl A. Weyerhaeuser Curator of 
Prints, Fogg Art Museum 

Janet Fish, Tandem Press/Department of Art Are Prints Art? The Concept of Print Collecting 

Visiting Artist Lecture through the Centuries 
November 13, 1991 March 19, 1992 

Andrew Stevens, Curator of Prints and Drawings, 
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Film series: “German Avant-garde Films of the Yoruba (Ekiti region, Efon Alaye town), Nigeria, 
1920s” West Africa 

Short films by Viking Eggeling, Oscar Fischinger, Elder’s Staff of Office, ca. 1940s 
Werner Graeff, Laszlo Moholy-Nagy, Rudolph Wood and iron, 38 1/4 in. H. 

Pfenninger, Lotte Reiniger, Hans Richter, J. David and Laura Siefried Horsfall Endowment 

Walther Ruttman, and Guido Seeber Fund purchase, 1991.32 

March 20, 27, April 3, and 10, 1992 
Mangbetu or Azande (Niembo town), Zaire, 

Karen Kunc, Tandem Press/Department of Art Central Africa 

Visiting Artist Lecture Side-blown Horn, ca. 1930s 
March 26, 1992 Ivory, 17 3/8 in. L. 

J. David and Laura Siefried Horsfall Endowment 
Robert Cottingham, Tandem Press/Department of Fund purchase, 1991.33 

Art Visiting Artist Lecture 
April 9, 1992 October and November 1991 

Robert Cottingham (American, b. 1935) 

Amada Cruz, Assistant Curator, Department of Rolling Stock Series #7 for Jim, 1991 
Painting and Sculpture, Hirshhorn Museum and Color etching and monoprint, 75 3/8 x 29 1/4 in. 

Sculpture Garden, Smithsonian Institution Transfer from Tandem Press, 1991.110 

“New Issues in Contemporary Art” 
April 10, 1992 No artwork for December or January 

1992 

ARTWORKS OF THE MONTH February 
July 1991 Howard Hodgkin (British, b. 1932) 

Peter Gourfain (American, b. 1934) Flowering Palm, 1989 
Finnegan's Wake, the Song, 1990 Hand-colored etching with carborundum, 58 3/16 

Woodcut, 35 1/2 x 46 in. x 47 7/16 in. 
University of Wisconsin Art Collections Fund pur- Elvehjem Museum of Art Endowment Fund pur- 

chase, 1991.15 chase, 1991.95 

August 1991 March 
John Frederick Kensett (American, 1818-1872) Elisabetta Sirani (Italian, 1638-1655) 
Rocks at Narragansett, 1860 Signora Cordini Fiorentino as Saint Dorothea, 1661 

Oil on canvas, 10 x 18 1/8 in. Oil on canvas, 22 1/2 x 18 3/4 in. 

Lent by Hirschl & Adler Galleries, Inc., New York Gift of Mr. and Mrs. Marc B. Rojtman, 60.5.2 

September 1991 April 
Yoruba (Ibarapa region, near the town of Eruwa), Thomas Satterwhite Noble (American, 1835-1907) 

Nigeria, West Africa 80th Birthday, or Grandfather's Story, 1895 

Ere ibeji, twin memorial figures, ca. 1940s Oil on canvas, 47 x 56 1/2 in. 
Wood and copper, 9 3/4 in. H. Gift of Dr. and Mrs. Mark Noble Mueller, 1972.59 

J. David and Laura Siefried Horsfall Endowment 
Fund purchase, 1991.30-31 
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The August 1991 Artwork of the Month was John T= ae Ee te 
Frederick Kensett's Rocks at Narragansett, on loan from fi . 2 as ry 3 he 
Hirschl & Adler Galleries, Inc., New York om 2 (a, had 
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The September 1991 Artwork of the Month was three The October and November 1991 Artwork of the Month 
recent African acquisitions: shown here is an Elder's Staff was a recent print by Robert Cottingham made at Tan- 
of Office in wood and iron from the Yoruba people dem Press, the university's fine art printer, Rolling Stock 

Series #7 for Jim 
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dil Gare Oe Sy Na 
: To commemorate Women's History Month in March, the 

February 1992 was made brighter by a large and vibrant Elvehjem chose as Artwork of the Month Italian renais- 
hand-colored etching, Flowering Palm by British contem- sance artist Elisabetta Sirani's Signora Cordini Fiorentino as 

porary artist Howard Hodgkin as the Artwork of the Saint Dorothea 
Month 

pic CONCERTS 
Ol teuart Curry (American, 1897-1946) ' : suas 

Study for the Plainsman, from The Tragic Prelude, Sundays at 2:20 p.m. in Batenghany Gallery il 
Kansas Statehouse, 1940 

Charcoal and red chalk on paper, 301/2 x 22/2 in. ee & 1a dand'r K 
University purchase, 1948.1.1 ST es ee ae 
ond ’ fia piano 

The Plainsman, 1945 September 15, 1991 

Pithostepa gle i i iaier Calderon, uitar 
Membership Art Purchase Fund purchase, 1992.10 8) 

June September 22, 1991 
‘Masami Terdika (American, b. Japan; 1936) Nancy Billmann, horn; Martha Fischer, piano 

31 Flavors Invading Japan: Chocolate Chip, 1979 September 29, 1991 

Serigraph, 55 x 11 in. Penelo e Geta iano 
Gift of James Jensen, 1991.39 P re 
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In May the Elvehjem was pleased to pair a 1992 acquisition of John Steuart Curry's The Plainsman, a litho- 
graph, with Curry's charcoal and red chalk Study for the Plainsman, from The Tragic Prelude, Kansas Statehouse, 
purchased in 1948 

October 6, 1991 November 17, 1991 

Pro Arte Quartet Pro Arte Quartet 

October 13, 1991 November 24, 1991 
Wingra Woodwind Quintet Catherine Kautsky, piano 

October 20, 1991 December 1, 1991 
Joyce Andrews, soprano; Frank Hoffmeister, tenor. Wisconsin Chamber Orchestra Horn Quartet 

Lieder of Franz Schubert 

December 8, 1991 
October 27, 1991 Pro Arte Quartet with James Smith, clarinet 
Wisconsin Arts Quintet 

December 15, 1991 

November 3, 1991 Bellamy Hosler, piano 
Oakwood Chamber Players 

January 5, 1992 
November 10, 1991 Uwharrie Clarinet-Percussion Duo 
Lawrence Conservatory Faculty Concert 
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January 12, 1992 March 15, 1992 

Present Music. Kevin Stalheim, music director Bill Lutes and Friends 

January 19, 1992 March 22, 1992 

Wausau Conservatory of Music Faculty Greive-Karp Trio 

January 26, 1992 March 29, 1992 

Duo Coriolan: Scott Tisdel, cello; Stefanie Jacob, Wisconsin Baroque Ensemble with Mimmi Fulmer, 

piano soprano 

February 2, 1992 April 5, 1992 
Robin Fellows, flute Whitewater Brass Quintet 

February 9, 1992 April 12, 1992 

Pro Arte Quartet Wingra Woodwind Quintet 

February 16, 1992 April 26, 1992 

Wisconsin Brass Quintet Les Favorites 

February 23, 1992 May 3, 1992 

Timothy Hutchins, flute Pro Arte Quartet 

March 1, 1992 May 10, 1992 

Lawrence Chamber Players Karp-Manoogian Trio 

March 8, 1992 

UW-Oshkosh Faculty Concert 
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Volunteers 

ELVEHJEM MUSEUM Members Madeline Litow 

OF ART LEAGUE Zora Dunn Cecilia Maas 
Vicki Hallam Dunc Martin 
MaryAnn Halvorson Nola McGann 

Officers Jane Henning Carol Palmer 

i i : Sandra Hinkes Rosanna Patch 
Elizabeth Pringle, President Margaret Hutchinson Arline Paunack 

Susan Stanek, Secretary Beverly Katter Elizabeth Pringle 

Zora Dunn, Treasurer Valerie Kazamias Sybil Robinson 

Barbara Klokner Annetta Rosser 
: : Judy Langheim Henryka Schutta 

Steering Committee Dorothy Leon Rita Sinaiko 

MaryAnn Halvorson Ellen Lewis Susan Stanek 

Valerie Kazamias 
Ellen Lewis 
Madeline Litow 
Sybil Robinson 
Henryka Schutta 

See eh ee hea. Picea cen ain ah set: f ow eee ae Oy ee ae dnl . 7 Wit ae) 

¥ he ht \ so * “ileal SH: r hol | cs eta a. ey 4 i ys a Sf ee rT sm 
= ‘i es Ss oF? A _ ae a! 

ree : Se oS guy » +, 
ke F ° ‘ j gate 1 4 Nive yi yah: e. 

ai AYN 5 ee Sa MY a F y "i Aig 

.. Va a ’ a6 
oe \ if PY. Bm A e if Mf as clip q 

ees SS ‘ & Y yi’ ak. S } "2 i 
Es a et pid ie 9 ea 
a \ " \ me ian | ! ~, 

r a \y ae Be aw ; ; 
: j aoa ‘py Va, r a - Se 

Sti . . MAY | 
j : A. wl 

/ » 
‘ AN: A ap 

\ ‘ ; i. | i Y 

= ia iS o} i y 
Russell Panczenko, director of the Elvehjem, discusses Richard Artschwager's Generations with docents on September 3, 
1991 
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ELVEHJEM DOCENTS 
(Docents’ language skills for tours indicated.) 

Emy Andrew Marjorie Nestingen Jan Smart 
Dorothy Berg Marie-Louise Nestler (French) Arlene Smith 
Mary Berthold Sallie Olsson Susan Stanek 
Catherine Bertucci Hiram Pearcy Kitty Steinwand (French) 
Helene Byrns Diane Pett Marion Stemmler 
Beverly Calhoun Jane Pizer Jennifer Stenhouse 
Irmgard Carpenter Toni Richards Peg Stiles 
Suzanne Chopra Sybil Robinson Catherine B. Sullivan (French) 
Judy Christenson Brigitte Rosemeyer (German) Patricia Thomas 
Louise Clark Petie Rudy Marian Thompson 
Susan Daugherty Ingrid Russell Shirley Vandall 
Beverly Dougherty Karen Sack Margy Walker 
Zora Dunn Miriam Sacks Norma Wampler 
Virginia Dymond Ann Sauthoff Nancy Webster 
Jane Eisner Henryka Schutta Olive Wile 
Friedemarie Farrar (German) Gail Selk Betty Wright 
Joan Feldman Ellen Simenstad Bonnie Ziegler 
Sally Forelli Rita Sinaiko Karen Zilavy 
Marietta Fox 
Carolyn Gaebler 
Jean-Pierre Golay (French) ae) || | (= j _ 
Gail Goode 5 an | é PI 
Joan Hamann + g a a a aes d 
Mary Jane Hamilton i> E F aed , | 
Mary Harshaw al 4 , aa 
Gertrude Herman eure Plied iy \ 
Lydia Herring (Spanish) ! Le ch 
Ching-jung Ho (Chinese) i 2 r / a ) ; i 
Sylvia Hultkrans ,’ co Sat aati. i 
Marcia Philipps-Hyzer <a) Van oo 

Crellin Johnson | a i \) = | 
Belkis Kalayoglu (French) | ‘ A War! 4 ae 1S 
Barbara Klokner =e 
Joan Kuypers op vy 4 = } 
Ellen Lewis me J é = te p 
Beatrice Lindberg ee ath “ 4 

Dorothy Visscher Little Ne = po ——/ | a 
Sheila Lynch . re « oa - 

Elizabeth McCoy Docents Suzanne Chopra (left) and Beverly Dougherty discuss Elvehjem's edu- 
Jean McKenzie cational program with teachers at the exposition hall of the statewide teachers’ 
Jo Meier convention in Madison. October 24, 1991. Elvehjem Museum of Art photo by 

Margaret Mein Jay Salvo 
Helene Metzenberg 
Judith Mjaanes 
Barbara Moe 
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Donors and Long-Term Lenders 
of Works of Art 

DONORS LONG-TERM LENDERS 

Donald M. Anderson Sarah M. Bekker 
Stuart H. Applebaum Andre Boesch 
Katherine M. Bach Helen B. Boley 
D. Frederick Baker Fiji Building Association 
Margaret M. and Paul Bender First Unitarian Society, Madison 

Katharine T. Bradley The J. Paul Getty Museum 
Richard E. Brock Hirshl & Adler Galleries, Inc., New York 

Gibson and Benita S. Byrd Dr. and Mrs. Alexander Hollaender Collection 
Professor and Mrs. R. Keith Chapman Estate of Elizabeth Gilmore Holt 
Mr. and Mrs. John Cleaver Jon Holtzman 
Richard Cramer Herbert M. Howe, Jr. 

Jack Damer Hugh Iltis 
Mr. and Mrs. Franklin Ferratta Sacha Kolin Estate 
Raymond Gloeckler Catharine Krueger 
Gerald Goy Mr. and Mrs. Jeffrey R. M. Kunz 
Newman T. and Virginia M. Halvorson Hans Lachmann Collection 

Dr. and Mrs. Jeffrey Hammer Catherine T. Marshall 
Estate of Alexander and Henrietta Hollaender Evelyn H. Payson 
Dr. and Mrs. Pascal James Imperato E. James Quirk 
Barbara Mackey Kaerwer Jacqueline Rosenblatt 
Gladys D. Kauffman William F. Spengler 
Dr. Kristaps J. Keggi State Historical Society of Wisconsin 
Raymond L’Epee Dr. and Mrs. Jon G. Udell 
Alan Lipton Lorin Uffenbeck 
Michael Lipton Mrs. Earnest C. Watson 
Madison Print Club Emily Howe Wilson 
Rusty Pallas Westerdijk Collection 
Dr. Otto V. Pawlisch 
Mrs. Charles E. Prendergast 
Ora C. Roehl 
Henri Roulet 
Dr. Daniel B. Schuster 
Michael and Stephanie Smerling 
Mr. and Mrs. William F. Spengler 
William T. Stiefel 
Drs. James and Gladys Strain 
Tandem Press (transfer) 
N. Wayne and Donna Taylor 
Lorin A. Uffenbeck 
Dolores Kluppel Vetter 
David Van Vleck 
Andrew and Sonja Weiner 
Joseph Wilfer 
John R. Woodmansee 
Mr. and Mrs. Webster Woodmansee 
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Grants and Gifts 

FEDERAL, STATE, AND LOCAL INKIND CONTRIBUTIONS 
GOVERNMENT GRANTS Mrs. Henry Schutta 

Dane County Cultural Affairs Commission Steep and Brew 
Institute of Museum Studies 
National Endowment for the Arts 
Wisconsin Arts Board MEMORIAL GIFTS 

In memory of Nell Weiss 
Linda and Miles Berman 

CORPORATE AND FOUNDATION 
GRANTS AND GIFTS 

i NAMED ENDOWMENTS 
Norman Bassett Foundation 
Brittingham Fund, Inc. Carolyn T. Anderson Endowment Fund 
G@haven Foundakon Frank and Roa Birch Endowment Fund 
CUNA Mutual Insurance Company Edward Blake Blair Endowment Fund 
Aiarshall Erdinan & Associates Eugenie Mayer Bolz Endowment Fund 

Eyjue Foundation Inc./The Capital Times Brittingham Endowment Fund 
M. L. Fishman Realty Company Class of 1929 Endowment Fund 
The Jensen Foundation, Inc. Elvehjem Museum of Art General Endowment 

M &1 Madison Bank Fund : 
Momentum, Inc. Alice Drews Gladfelter Memorial Fund 
University Bookstore Harry and Margaret P. Glicksman Endowment 

Webcrafters-Frautschi Foundation Fund 
Juli Plant Grainger Endowment Fund 
Joen Greenwood Endowment Fund 

UNIVERSITY OF WISCONSIN Alexander and Henrietta Hollaender Endowment 

GRANTS AND TRUST: ne 
US S J. David and Laura Seefried Horsfall Endowment 

Anonymous Fund Committee Band 

Hilldale Trust Fund i i Walter J. and Cecille Hunt Endowment Fund 
Humanistic Foundation Committee John S. Lord Endowment Fund 

Jean McKenzie Endowment Fund 
Cyril W. Nave Endowment Fund MATCHING GIFTS y 
Bertha Ardt Plaenert Endowment Fund 

FOUNDATIONS/COMPANIES Ineva T. Reilly Endowment Fund 
Amoco Foundation, Inc. F. J. Sensenbrenner Endowment Fund 
Cleveland Cliffs Foundation John H. Van Vleck Endowment Fund 
Ernst & Young Foundation Earl O. Vits Endowment Fund 
Norwest Foundation Ruth C. Wallerstein Endowment Fund 

Malcolm K. Whyte Endowment Fund 
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Expenditures and Financial Resources - 

July 1, 1991-June 30, 1992 

College of UW Revolving Percent of 
Operating Expenditures Expended UW L&s Trusts Self-Sustain Donations Endowments Grants Total Total Cost 

Salaries (fringes included) 

Museum Staff $510,530 $111,257 $354,153 $0 $37,026 $299 $0 $7,795 $510,530 
Museum Security $158,045 $157,200 $0 $0 $0 $845 $0 $0 $158,045 
Museum Student/LTE $64,229 $15,693 $20,648 0 80a se $0 $16,003 $64,229 

Subtotal Salaries $732,804 $284,150 $374,801 $0 $47,789 $2,266 $0 $23,798 $732,804 51 

General Operations $61,927 $0 $27,478 $0 $3,774 $21,130 $0 $9,545 $61,927 4 

Maint. of Permanent Collection 
Conservation $1,788 $0 $1,788 $0 $0 $0 $0 $0 $1,788 
Study and Display Expenses $34,527 $0 $5,388 $0 $0 $3,262 $4,737 $21,140 $34,527 
Insurance of Collection $27,735 $27,132 $608 $0 SO aa) $0 $0 $27,735 

Subtotal Maint. Perm. Collection $64,050 $27,132 $7,779 $0 $0 $3,262 $4,737 $21,140 $64,050 4 

Exhibitions $237,976 $0 $9,658 $5,600 $26,978 $148,641 $0 $47,099 $237,976 17 

Museum Programs 
Education $4,714 $0 $1,685 $0 $550 $2,410 $0 $69 $4,714 
Membership and Outreach $11,032 $0 $773 $0 $0 $10,085 $0 $174 $11,032 

Concerts $10,080 $0 $35 $4,600 $0 $5,445 $0 $0 $10,080 

Subtotal Museum Programs $25,826 $0 $2,493, $4,600 $550 $17,940 $0 $243 $25,826 iD: 

Publications $37,497 $0 $1,201 $0 $0 $32,046 $385 $3,865 $37,497 3 

Self-Sustaining Programs 
Museum Shop $76,415 $0 $0 $0 $76,415 $0 $0 $0 $76,415 
Membership Trips $2,081 _ $0 $0 $0. $2,081 $0 $0 _ 0 $2,081 

Subtotal Self-Sustaining Programs —_ $78,496 $0 $0 $0 $78,496 $0 $0 $0 $78,496 5 

Building Maint. (Physical Plant) $198,828 __ $195,600 $2,443 $0 ao $785. $0 80 $198,828 fee 

TOTAL OPERATING 
EXPENDITURES: $1,437,404 $506,882 $425,853 $10,200 $157,587 $226,070 $5,122 $105,690 $1,437,404 100 

PERCENT OF 
FINANCIAL RESOURCES 35 30 il i 16 0 i 100 
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College of Revolving Percent of 
Capital Expenditures Expended UW L&s UWTrusts  Self-Sustain Donations Endowments Grants Total Total Cost 

Acquisitions of Works of Art $576,464 $0 $0 $9,333 $0 $158,452 $408,679 $0 $576,464 93 
Building Renovations $5,849 $0 $5,849 $0 $0 $0 $0 $0 $5,849 dl 
Equipment/Machines/Software $36,650 $0 $1,908 $0 $0 $32,159 $2,583 $0 $36,650 6 

TOTAL CAPITAL 

EXPENDITURES $618,963 $0 $7,757 $9,333 $0 $190,611 $411,262 $0 $618,963 100 

PERCENT OF 

FINANCIAL RESOURCES: 0 if a 0 31 66 0 100 

TOTAL OPERATING AND 

CAPITAL EXPENDITURES $2,056,367 $506,882 $433,610 $19,533 $157,587 $416,681 $416,384 $105,690 $2,056,367 

PERCENT OF 

FINANCIAL RESOURCES 25 21 1 8 20 20 5 100 
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Donors and Members 

BENEFACTORS Niles and Linda Berman 
ae R. and Bette Birkhauser 

(Contributions of $50,000 and up) Teme and Sinona Chasen 

Lloyd D. Gladfelter Cleveland Cliffs Foundation 
Alexander and Henrietta Hollaender James Dahlberg and Elsebet Lund 

Elaine and Erroll Davis 
DPPG Partnership 

PATRONS George S. and Margaret Duggar 

(Contributions of $25,000-$49,999) Marvin and Janet Fishman 
i Gordon J. Flesch 

Norman Bassett Foundation Ruth M. Fox 
Evjue Foundation Inc./The Capital Times Mir andre. Walter Beautechi 

Joseph and Deidre Garton 

Paul and Dolores Gohdes r 
SPONSORS Michael and Gail Goode 
(Contributions of $10,000-$24,999) Jim and Margo Heegeman 

Brittingham Fund, Inc. Thomas and Joyce Hirsch 

Walter J. Frautschi Unitrust Mary C. Hoard 
Joen Greenwood Robert C. Holsen 

Grace M. Gunnlaugsson Frank R. Horlbeck 
Walter J. Hunt Herbert and Evelyn Howe 

Sarita Trewartha Jane C. Hutchison 
Rosemary Johnson 
William and Edith Jones 

FELLOWS Barbara M. Kaerwer 

(Contributions of $1,000-$9,999) ee ees 
Robert and Anne Bolz Werner and Judy Langheim 
R. Keith and Emily Chapman Nicholas and Barbara Lardy 
Reed and Jane Coleman Jane Lathrop 
CUNA Mutual Insurance Group M & I Madison Bank 
Marshall Erdman Mrs. Oscar G. Mayer 
Ernst & Young Foundation Robert and Helene Metzenberg 
Newman T. Halvorson Frederick W. and Violet B. Miller 
Jean and Richard McKenzie Joanna A. Overn 
E. Wayne Merry Mary E. Peters 
Momentum, Inc. Henry and Elizabeth Pringle 
Gavena C. Vickery Mr. and Mrs. Donald P. Ryan 
Webcrafters-Frautschi Foundation Roth and Jeanne Schleck 

Paul and Ellen Simenstad 
Thomas and Jan Terry 

ASSOCIATES University Book Store 

(Contributions of $250-$999) US Japan Midwest Conference 
Jane W. Watson 

Ethel K. Allen : John H. and Shirley Wilde 
Ira and Ineva Baldwin Dorothy E. Wineke 

Joyce J. Bartell Margaret C. Winston 
Richard and Janneke Baske Josephine and G. Coleman Woodbury 
Richard and Nancee Bauer Hilda HL Vac 
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FOUNDERS Mr. and Mrs. A. Paul Jensen 
Se John F. Kennedy School 

(eon unions of E10) $49) Mr. and Mrs. Mark Kerschensteiner 
Amoco Foundation, Inc. Edward and Lu Ann Killeen 

Irmgard Andrew Mr. and Mrs. Harold Kubly 
Barbara J. Bacher Kenneth J. LaBudde 
Bruce and Gene Benward Grant H. Lawrence 
Robert and Lynn Berman Allan and Sandra Levin 
Rinelda Bliss-Walters Arthur and Susan Lloyd 
Susan D. Bodemer Joseph and Marygold Melli 
Virginia Botsford Evelyn W. Minkoff 
Mr. and Mrs. Joseph C. Bradley Barbara Moe 
Joyce Brink Patricia A. Muller 
Barbara Buenger Bettina Bjorksten Orsech 
Judith H. Busse Asher and Perle Pacht 
Philip Butler Stanley and Virgie Peloquin 
Robert and Evonna Cheetham Clara Penniman 
Dr. and Mrs. Raymond Chun Lawrence B. Polkowski 
John P. Comstock Carrel M. Pray 
Marvin and Mildred Conney Kathryn S. Reierson 
James F. and Ann C. Crow Robert and Jean Rennebohm 
Merle Curti Tom Reps and Susan Horwitz 
Robert A. and Lois Dick Linda A. Sallas 
Emily H. Earley Dr. and Mrs. William Segar 
Jane M. Eisner Charles and Shirley Stathas 
William and Colleen Feist Charlotte M. Stone 
Charles and Viola Fenske Barbara K. Streicker 
John and Barbara Ferry Marilyn G. Tabb 
Jim and Evey Fleming Fannie T. Taylor 
Annabelle Gallagher John and Carol Toussaint 
Jean-Pierre and Janice Golay David and Louise Uehling 
John L. Goldman Margaret H. Van Alstyne 
Jean A. Gregg Barbara A. Van Horne 
R. and Evelyn Groh David and Judith Ward 
Raymond C. Groth James and Margaret Watrous 
Robert I. Haber John and Nancy Webster 
Turner and Mary Harshaw Laurence and Frances Weinstein 
Willard and Frances Hurst Florence Wetzel 
Edward C. Ingraham Margaret E, Williams 

159



FAMILY, INDIVIDUAL, SENIOR, AND STUDENT MEMBERS 

Mary Abel Roy and Dorothy Berg Richard E. Chase Marcine F. Drescher 
Nancy Abraham Janet S. Berger Joan Chesters Henry Drewal 
Julius and Hilde Adler Morris D. Berman Paramjeet and Suzanne Frank Dropsho 
Marla J. Ahlgrimm Mary Berthold Chopra Joseph G. Dryer 
Amy J. Albert Catherine L. Bertucci Joshua and Flora Chover Suzanne M. du Vair 

J. Susanne Ames Angelica Bilkey Judith Christenson Dr. and Mrs. Stephen Dudiak 
Iva Amundson Mrs. Herbert Bird Birute Ciplijauskaite Marion K. Dudley 
Doris Y. Anderson Jerry and Shary Bisgard Louise Clark Thomas and Bette Duff 
Marion F. Anderson Beverly M. Blahnik Linda Clauder and Zorko Zora Dunn 
Odin and Helen Hay Phoebe Blake Greblo Margaret H. Duwe 

Anderson a Edward and Eleaner Blakely Elvin and Gertrude Florence H. Dvorak 
Phyllis S. Anderson Robert and Diane Bless Clearfield Virginia Dymond 
Roger Anderson William L. Blockstein Frank and Dorothy Clover DeEtte Eager 
Thomas and Barbara Josephine C. Blue Angeline Coady W. Lyle and Louise Eberhart 

Anderson Ruth Bock Camden A. Coberly Frederick and Ivy Edelman 
Mr. and Mrs. Richard Wojciech M. Bogdanowicz Bernard C. Cohen Murray and Bacia Edelman 
Andrews John and Marion Bolz Ernest Colantonio Jean B. Edson 

Marion Applegate Roger and La Verne Boom Louise Coleman Henry and Susan Eichhorn 
Janis Arnoviche and Gene Gary and Marlene Borman Warrington Colescott and Phyllis Eichman 
Mitchell Anna Bourdeau Fran Myers John and Helene Eiker 

Margarita O. Ash James Boxrud James H. Connors Elizabeth M. Eisenman 
Marian Ashman Lyle Bracker Kenneth A. Connors Dorothy A. Ela 
Richard and Elizabeth Askey Gloria R. Bremer David and Christine Janet S. Ela 
Carol F. Askins Mary A. Brennan Cookson Carmen Elsner 
Sarah Aslakson C. Brooks Brenneis Charles D. Cornwell Constance Elvehjem 
Robert T. Aubey William and Treva Breuch Grant and Diana Cottam Marilyn S. Emordeno 
D. Fredrick Baker James and Mary Brill Judith S. Craig Olive P. Endres 
Robert and Janice Baldwin Charles R. Broehl Melvin Croan Marge Engelman 
Barbara Banks Mary E. Brooks Mr. and Mrs. E. David Mark and Hollie Engman 
Arthur W. Banwell Arnold L. Brown Cronon Leon and Shirley Epstein 
Jack Barbash Laura J. Brown Marion P. Crownhart Elizabeth Erbe 
Catherine Barber B. L. Browning Frances M. Crumpton Ellen Ericksen 
Bette Bardeen Mrs. Ernest Bruns Frances M. Culbertson Gordon J. Esser 
Wilma M. Barrett Alice Bryan Robert and Muriel Curry J. Laurence Everard 
Tait S. Barrows Ellen Bunn Carole J. Curtin Glen G. Eye 
Mr. and Mrs. H. Barschall Catherine Burgess Jonathan Curvin Friedemarie Farrar 
Catherine E. Bauer Richard R. Burgess Dorothy Daggett Janet Faulhaber 
Lisa Bauerschmidt Margaret J. Burke Judith M. Dallenbach David J. Fayram 
Ellouise Beatty Carol E. Burns Josephine Darling Marvin A. Feldman 
Lawrence Bechler and Robert H. Burris Sue Dauberman David and Sara Fellman 

Patricia Struck Judge and Mrs. William Susan Daugherty Timothy D. Fenner 
James and Elinor Beck Byrne Audrey Dean Joseph C. Fiebiger 
Stanley and Isabel Beck Helene Byrns Matilda F. DeBoor Charlotte M. Finley 
Brooks and Mary Helen Katherine C. Cain Bill and Mary DeHaven Edith First 

Becker Ruth Calden Shirley W. Dieter Harriet Fish 
Joyce E. Becker Beverly H. Calhoun Jess O. Dizon Leslie and Barbara Fishel 
Arthur and Nancy Becknell Richard J. Callaway Frederick and Ruth Dobbratz _Lois Fisher 
Anita C. Been John R. Cameron Emily P. Dodge Ellen D. Fluck 
Robert and Catherine Emily B. Campbell Carole Doeppers Charles Ford and Sharon 
Beilman Mildred E. Campbell James R. Donoghue James 

Francis L. Bell John E. Canfield Mary L. Dooley Neil M. Ford 
Dale Bender Dr. and Mrs. Paul Carbone Dr. and Mrs. Richard G. and Jeanette Foster 
Norlin and Cynthia Irmgard Carpenter Dortzbach Robert and Clara Fountain 

Benevenga Martha L. Carter Nancy and Robert Dott, Jr. Jan M. Fox 
Emmett L. Bennett Charles and Martha Casey Beverly A. Dougherty Tom and Marietta Fox 
Charles and Marybelle Frederic G. Cassidy Richard and Nancy Douglas Mr. and Mrs. Arthur Frank 

Bentley A. B. Chapman Marie N. Draeger Edith S. Frank 
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Janet A. Franke Sheila R. Harrsch Margaret A. Hutchinson Irma K. Korbitz 

Lowell Frautschi Blanche E. Hart Marcia Philipps Hyzer Ellen Kowalczyk 
Susan Friedman Henry and Virginia Hart Trene M. Ilgen Edgar H. Krainer 
Elisabeth Fuchs Phillip and Sydney Harth Theodore and Helen Iltis Carol Krause 
Max and Carolyn Gaebler John and Maureen Harting Dr. and Mrs. Stanley Inhorn Robert and Helen Kreigh 
Edward T. Gargan Richard Hartshorne John and Marge Jacoby Kenneth E. Kringle 
John and Fanny Garver Arthur and Hatheway Hasler _ Jack and Elizabeth Jallings Patricia Krueger 
Alice and Eugene Gassere Marguerite Hasse Carol P. James John and Virginia Kruse 
Helen Geisler Caryl J. Hatfield J. W. Jefferson Mabel Kuharski 
Mary E. Gerloff Mrs. Everett D. Hawkins J.J. Jehring Helen H. Kuntz 
Gerald and Eleanor Jean K. Hawkins Genevieve M. Jensen Betty Kurtenacker 

Germanson Helen Hay Bette M. Johnson Burton and Dale Kushner 
Mary V. Gibson David and Loni Hayman Clarice L. Johnson Joan and Jerry Kuypers 
Mr. and Mrs. John Giegel Janet J. Hays Crellin Johnson Charles and Mary Ann La 
Robert and Marion Giese Lori Hayward David Johnson Bahn 
Helen B. Giessel Harriet M. Hazinski Ellen F. Johnson Margaret S. Lacy 
Dr. and Mrs. L. T. Giles Judith Heidelberger Frederick J. Johnson E. James Ladwig 
Marcelle E. Gill Jack and Nancy Heiden June E. Johnson Dr. and Mrs. Robert Lambert 

Hugh C. Gillen Lorraine M. Heise R. B. Johnson Henry and Annrita Lardy 
Carol Giltz Gunther W. Heller Jim and Joan Jones Edwin M. Larsen 
Arthur M, Glenberg Phillip and Lynn Hellmuth Emma M. Jordre James L. Lawrence 
Raymond Gloeckler Phyllis R. Helmer Dusan Jovanovic Fannie LeMoine 
Dorothy Golightly Duane and Bonnie Sylvia Kadushin Arthur A. Leath 
Thomas J. Gombar Hendrickson Lydia B. Kalaida Dorothy Lemon 
Lou R. Goodman Jane Henning Helen and Henry Kaplan Lois H. Lenz 
Ann N. Grady K. Louise Henning Louis and Esther Kaplan Maurice and Dorothy Leon 
Dr. and Mrs. Robert Dr. Ann B. Henschel Rosa Z. Karlin Claude E. Leroy 
Graebner Anne W. Herb Edward T. Karlson Sharon S. Letchworth 

Doris Green Gertrude B. Herman Beverly J. Katter Ellen S. Lewis 
Laurentine S. Greene Stephen and Denise Shirley J. Kaub Joseph Lieberman 
Dianne Greenley Herzberg Valerie Kazamias Milferd Lieberthal 
Dr. and Mrs. John Greist Donald and Karen Hester Bryant and Ruth Kearl Robert C. Lietz 
Eleanor C. Griffith Prof. and Mrs. Joseph Hickey _ Patricia G. Keepman Maureen Lieurance 

James and Barbara Griffith Thomas J. Higgins Ulker Keesey Robert Lifyendahl 
Helen Groves George and Audrey Hinger Marena Kehl and Ron Leon and Beatrice Lindberg 
Shirley Gruenisen Helen W. Hinke Diamond Madeleine Litow 
Effie P. Guethlein Ching-Jung Ho Mary H. Kelleher Dorothy Visscher Little 
Edward Gulesserian Edward Hodes Mary F. Kelly Charles and Isabelle Lobeck 
Mildred L. Gunderson Susan Y. Hoffman Robert and Pam Kelly Dorothy G. Loeb 
Gabriele S. Haberland Ruth Hokanson Doris M. Kennedy Sarah S. Longenecker 
William and Harva Hachten Donald and Sally Holl Joseph and Joan Kepecs C. W. Loomer 
Nancy Hagen Mr. and Mrs. Leroy Holm Melissa Kepner and James Carl and Jane Loper 
Warren O. Hagstrom Carol Holtsapple Adney Barbara Lorman 
Paul A. Hahn Dr. and Mrs. Richard Hong Miriam Kerndt Janice R. Lower 
Robert and Victoria Hallam James M. Hood II Eldora E. Keske Patrick and Peggy Luby 
Lawrence and Arneita Halle D. Ann Hoover Bonnie Kienitz John and Mimi Lyons 
Dorothy Halverson Kenneth ard Eugenie Joyce E. Kiesling Cecelia M. Maas 
Lolas E. Halverson Hoover Maurice and Jeanne Kiley Ilse B. Mack 
Joan Hamann Jaroslawa Horiatshun Susan King and Robert Julian Mack 
Philip and Mary Jane William and Carolyn Horton Horowitz Mary B. Mack 

Hamilton A. Marion Hove Opal N. Kingsbury Sally Mackie 
A. J. and Betty Hancock Arthur O. Hove Judith K. Klehr Elsie Macklin 
Betty H. Handel Mr. and Mrs. C. M. Howell Bernerd and Virginia Kline Margaret Magnusson 
Audrey Handler Evelyn A. Howell Dorothy J. Klinefelter Caroline R. Mallatt 
Beatrice B. Hankin Craig M. Hudson Barbara Klokner Jean H. Manchester Biddick 
Peter E. Hans Jay Huemmer Larry M. Kneeland Claire Mangasarian 
W. Lee and Sally Hansen Sylvia F. Hultkrans Miki Knezevic Menahem Mansoor 
Irene A. Hardie Cary Hunkel Joyce Knutson John March 
Donald and Mary Harkness Pearl S. Hunkel Kathryn Kohler Elaine Marks 
Gordon E. Harman Marilyn B. Hurst Norma J. Kolthoff Elizabeth R. Marsh 
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Helen I. Marsh Evelyn V. Nelson Patricia Poses Mr. and Mrs. Edward Sauer 
Kim and Lil Marsh Margaret V. Nelson James and Jean Potter Harry and Ann Sauthoff 
Josephine H. Martin Marilyn Nelson Patricia Powers and Thomas _ Linda W. Savage 
Alice and Orville Martin, Jr. Marjorie Nestingen Wolfe Raymond S. Sayers 
Stacey W. Martin Marie L. Nestler E, Arthur Prieve Ronald E. Scherer 
Gerald and Barbara Marwell _Lanore A. Netzer Psychiatric Services Douglas H. Schewe 
Russell K. Marx B. Ann Neviaser Marie Pulvermacher Marilyn J. Schilling 
Robert and Marie McCabe Donald and Barbara Nichols Tom and Judy Pyle Jean M. Schilling 
Mary E. McCarty James B. Nichols Maxine G. Radsch-Symes Karl and Joan Schmidt 
William H. McClain Eileen Niedermeier Peg Raffill Gerald M. Schnabel 
Catharine McClellan Margery M. Niemi Louis and Fran Rall Hans and Miriam Schneider 
Elizabeth M. McCoy Barbara Nodine Kathryn Ramberg Carol J. Schnier 
Susan McCullough John J. Noonan III Carol Rankin Mr. and Mrs. Harold 
James J. McEnery Dr. and Mrs. E. J. Nordby Helen G. Ranney Schoenberger 
Nola McGann Dale A. Nordeen Richard and Lorraine Ranney _ Mrs. I. J. Schoenberg 
John N. McGovern Agatha A. Norton Nanette T. Rasmussen Carol L. Schroeder 
Beverly McKelvey Norwest Foundation Elaine D. Rattunde Edward and Marilyn Schten 
Bruce and Jacklyn McLean Joan F. Nugent Marguerite Rawles Eugene P. Schuh 
Reed McMillan John and Martha O’Donnell Edward K. Ream Lillian Schultz 
Marjorie McNab James H. Olander Mary J. Reinke Merwyn M. Schultz 
Mrs. Harold W. Mead Clarence W. Olmstead Toni Richards Theodore Schuster 
Gladys S. Meier Edith M. Olson Vincent C. Rideout Dr. and Mrs. Henry Schutta 
Jo Meier Virginia Oosterhous Walter and Jean Rideout Mathilda V. Schwalbach 
Margaret Mein Peter P. Orlik Mr. and Mrs. Edward Betty Scott 
John Mendenhall Marjon B. Ornstein Rikkers Mrs. Esther E. Scott 
Mary J. Meng Eric J. Osthoff Hans and Theron Ris Mr. and Mrs. Merton Sealts, 
Monika Mentzer Tlah M. Ostrum Nancy N. Risser pe 
Janet Mertz and Jonathan Fredericka Paff Bernelda Roberts Millie Seaman 

Kane Patricia L. Paff Sybil Robinson Elise M. Seastone 
Ellen W. Meyer John and Carol Palmer Rochelle and Gene Robkin Jane K. Secord 
Gale W. Meyer Portia Paradise Millard F. Rogers, Jr. Lester W. Seifert 
Helen U. Meyer Ethel Parker Sarah A. Rose Betty M. Seiler 
Norman and Mary Michie Seymour V. Parter Brigitte Rosemeyer Gail Selk 
Mrs. Arthur Miles Jeanne M. Parus Frederick and Joyce Rosevear William and Elizabeth Sewell 
Meryl Miles Mr. and Mrs. William Patch Jacqueline Ross Grace D. Shaw 
Sally Miley Fred Paul Jeanette Ross J. Thomas and Barbara Shaw 
Elaine and Carol Miller, Jr. Richard Pauli Annetta H. Rosser John and Barbara Shaw 
James A. Miller Arline Paunack Ellen A. Rosten Mr. and Mrs. Jeremy Shea 
Anne Minahan Margaret P. Peachey Harry and Karen Roth Marjorie F. Shepherd 
Doris S. Mita Dr. and Mrs. Douglas Pearce _ Ernell F. Rothe Anne Short 
Jack and Bonnie Mitchell Hiram Pearcy Roy Rotter Margret S. Siedschlag 
Mr. and Mrs. John Mitchell Susan C. Pearsall H. Jean Rowley Nan Sievert 
Akira Miura Howard and Betty Peck Tone M. Rowley Carol Sinaiko 
Judith D. Mjaanes Frederick Pederson Perine J. Rudy Russell and Rita Sinaiko 
Nancy E. Moder Denise M. Peltier Mr. and Mrs. Chester Charles and Jean Sloan 
John and Betty Moore Merle and Barbara Perkins Ruedisili Laura Smail 
Maybelle J. Moore Becky and Irv Perlman Eldon B. Russell Janette C. Smart 
Mattie E. Morin Kato L. Perlman Marvin and Ingrid Russell Arlene Smith 
John and Ruth Morrissey William and Barbara Perloff Ben and Anita Rusy Donald and Eileen Smith 
Alice J. Mueller Helen R. Peters Elizabeth H. Ryan Louise C. Smith 
Eldon J. Mueller Dushanka Petrovich Kathryn H. Ryan Mr. and Mrs. Roland Smith 
Willard F. Mueller Gregory M. Petrulis Karen H. Sack Emily Snaddon 
Edward and Eleanor Carol A. Philipps Norman and Miriam Sacks Jeanne B. Snodgrass 
Mulvihill L. M. Pippin Earl and Elizabth Sallander Rita Somers 

Ray and Mary Munts Evan and Jane Pizer Nathaniel and Virginia Glenn Sonnedecker 
Robert and Arabel Murphy Mary Podell Sample Emma-Lou Sorum 
Wynona H. Murray Frederick Q. Polenz Barbara Samuel Corinne H. Spoo 
Gerhard Naeseth John and Nancy Pollock Ruth M. Sanderson Susan Stanek 
Hardean and Irene Naeseth Lee and Cyrena Pondrom Marta Sanyer Ramona J. Steele 
Inaam S. Najem Elizabeth Pope Thomas and Audrey Sargeant Edward R. Stege 
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Charlotte Stein Waltraud B. Tepfenhardt Cornelia Veler Shirley M. Wisner 
Karen S. Stein Jean Tews Ann K. Vincent Jerome W. Witherill 

Elizabeth A. Steinberg Gerald Thain Richard E. Volbrecht Anna M. Wittmann 
Catherine Steinwand Elizabeth Theisen Mrs. Eberhard W. Wahl Robert and Patricia 
Marion P. Stemmler Sue and Dale Thieben Gloria Waity Wochinski 
Margaret Stephenson Judith S. Thomas Richard and Margy Walker Mary M. Woefel 
Roger and Joan Stephenson Donald E. Thompson William and Marianne Mrs. H. M. Woldenberg 
Carolyn H. Stevenson Howard and Judith Wallman Barbara Wolfe 
Margaret G. Stiles Thompson Herbert C. Walsh Jane H. Wood 
Christine Stillman Marian L. Thompson Norma Wampler Mrs. J. G. Woodburn 
Barbara J. Stinson Ruth Thompson Lorraine T. Ward David and Rosalind 
Dick J. Stith Natalie Tinkham Patricia D. Watkins Woodward 
J. Lindsey Stoddard Gary Tipler Shirley R. Watson Dr. and Mrs. Clinton 
Steven and Susan Stoddard Betsy L. Tishler Thompson and Diana Webb Woolsey 
Anne L. Stoll John and Barbara Tolch Darlene E. Weingand Judith F. Worm 
William and Donata Sugden Ray and Marion Tomlinson Dr. and Mrs. Arvin Charles and Betty Wright 
Carol Sulkowski Esther Tormey Weinstein Eva Wright 
Colleen B. Sullivan Artha J. Towell Leonard and Lee Weiss Mr. and Mrs. F. Chandler 

Jean N. Sumi Mark and Mary Trewartha Borghild Weittenhiller Young 
Verner and Paula Suomi Maxine Triff Wally I. Welker George H. Young 
Millard and BarbaraSusman —_John L. Tschernitz John and Celeste Wencel Louise A. Young 
Thomas Sutula Walter and Phyllis Turner Ruth M. Werner Marilyn V. Young 
Ida Swarsensky Ben and Jane Tybring Nancy K. Westman Rebecca C. Young 
Howard A. Sweet Jon and Susan Udell Doris Wight Susan J. Young 
Michael Sweet Lorin A. Uffenbeck Olive R. Wile Edmund and Helen Zawacki 
Leon M. Swerin Mrs. Arthur H. Uhl Dr. and Mrs. Rex Wiley Bonnie L. Ziegler 
Paula J. Tackowiak Lynde Uihlein L. Kris Wilke Tom and Karen Zilavy 
Mrs. Daniel W. Taft, Sr. David and Laura Uphoff Mrs. Marian B. Wilkie John and Peggy Zimdars 
Ethel W. Tarkow Mr. and Mrs. James Vaccaro James and Lorna Will Marjorie N. Zimmerman 
Robert Taylor Andrea Valley Margaret A. Williams Linda J. Zingg 
John and Anne Tedeschi Shirley B. Vandall Paul and Coe Williams Gabriele Zu-Rhein 
Rayla G. Temin Mr. and Mrs. R. Worth Mary P. Wilson Lynne D. Zwettler 
Sylvia L. Temkin Vaughan Deborah L. Wise 
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Staff 

ELVEHJEM MUSEUM OF ART DEPARTMENT OF ART HISTORY 

Russell Panczenko, Director Warren G. Moon, Department Chairman, Profes- 

Marne Anderson, Word Processor (beginning May, sor, Ancient Art and Classics 

1992) Robert N. Beetem, Professor, Eighteenth and Nine- 

Lori DeMeuse, Account Specialist teenth Century European Art 
Douglas DeRosa, Grant Writer Barbara C. Buenger, Associate Professor, Twentieth 

William Gilmore, Preparator (through May, 1992) Century European and Modern German Art 
Juliet Gunkel, Marketing and Membership Manager James M. Dennis, Professor, American Art and 

Kristine Hastreiter, Preparator (beginning March, Sculpture 
1992) Henry Drewal, Professor, African Art and African 

Ann Healey, Intern coordinator for Sunday After- Diaspora 
noon Live concert series Dana Evered, Program Assistant (beginning Febru- 

Patricia Junker, Curator (through May, 1992) ary 1992) 
Anne Lambert, Curator of Education and Outreach Debbie Ganser, Department Secretary 

Corinne Magnoni, Assistant Director for Adminis- Gail L. Geiger, Associate Professor, Italian Renais- 

tration sance Art 
Dale Malner, Preparator (through December, 1991) Thomas J. Gombar, Curator, Slide and Photograph 
Kathy McKeegan, Word Processor (through May, Collection 

1992) Frank R. Horlbeck, Professor, Medieval Art, Archi- 

Tilda Mohr, Secretary to the Director tecture, and Sculpture 

Patricia Powell, Editor Jane C. Hutchison, Professor, Northern Renais- 

Sandy Rogers, Assistant Registrar (November 1991 sance and Baroque Art 
through April 1992) Narciso G. Menocal, Professor, American and 

Sandy Schweiger, Museum Shop Manager European Architecture 
Tracy Skophammer, Word Processor (beginning Julia K. Murray, Assistant Professor, Asian Art 

June, 1992) Selma Troyanoski, Program Assistant (through 
Andrew Stevens, Assistant Curator of Prints, December 1991) 

Drawings, and Photographs 
Lucille Stiger, Registrar (beginning April, 1992) 
Lindy Waites, Registrar (through December, 1991) KOHLER LIBRARY 

William C. Bunce, Director 

Balin Moi Beth Abrohams, Circulation 
c. ee oo Lynn Lunde, Technical Services Assistant 

Melvin Geborek, Maintenance Mechanic 
Michael Skinner, Custodian 
Russell Thompson, Maintenance Mechanic 

Building Security 
Daniel Christison, Security Officer (beginning June 

1992) 
Nancy Cozzens-Ellis, Security Officer-lead 
Stephan Flannagan, Security Officer 

Mark Golbach, Security Officer 
Michael J. Prissel, Security Officer 
Mark Stallsmith, Security Officer 

Theodore T. Tyler, Security Officer 
Terry Wilson, Security Supervisor (beginning 

March 1992) 
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Acquisitions 

ART ACCESSIONS COMMITTEE aa A | 
Russell Panczenko, Chairman ae a VA lj | 

Frank Horlbeck, Department of Art History i‘? ui? 4 , / 
Alan Knox, Department of Continuing and mh, ‘ iS # A 

Vocational Education "i 1 A = i 
Patricia Mansfield, Department of Environment, 7 pe Po i ' | 

Textiles, and Design td G be + ‘i rf 7 2 
Eleanor Moty, Department of Art ie 1 i) if | j (ie iB s 

\ Ve | ) Ny , 

\y Fr a / 
\ y " I a 

Western Art : i 7 ww b// 

PAINTINGS ( 

Antunez, Nemisio (Chilean, b. 1918) » Frag ; 
Near Santiago, 1958 4) y, ( \ = 
Oil on canvas, 63.5 x 79.4 cm. y he a 

Bequest of Alexander and Henrietta W. | ; led 
Hollaender, 1992.148 \ 4 | | 

| i ae 

‘ yl 8 oha ee ee 

Bacci, Edmondo (Italian, b. 1913) A Hi i ae 
Arrenimento no. 320, 1958 | WH 

Oil on canvas, 74.9 x 74.3 cm. i. ia i PS 
Bequest of Alexander and Henrietta W. . 

Homer Boss, Portrait of Mary, ca. 1925, gift of Jon and 
Hoellaender 72-143 Susan Udell, 1992.364 

PEE ees nie SNE eeeaty) Boss, Homer (American, 1882-1956) 
4 i Portrait of Mary, ca. 1925 

Oil on canvas board, 134.9 x 84.5 cm. . 

Bequest of Alexander and Henrietta W. Olen canvas 20.8 7/01 cm: 
Hollaender, 1992.150 Gift of Doctors Jon and Susan Udell, 1992.364 

Bigleone, Annebale (Italian, 20th century) Buggiani, Paolo (Italian, b. 1933) 
5 Estate, 1959 

Untitled, 1960 : 
; Oil on canvas, 96.8 x 130.2 cm. 

Oil on canvas, 127.6 x 8.7 cm. d Ww 
B £ Al a d HenrictaW Bequest of Alexander and Henrietta W. 
equest of Alexander and Henrietta W. Hollaender, 1992.152 
Hollaender, 1992.151 4 | 

Bohemen, Kees van (Dutch, b. 1928) Burri, Alberto (Italian, b. 1915) 

P Sacco e oro, 1955 
aysage Nocturne, 1962 H 

: opsack collage, 25.4 x 17.8 cm. 
Oil on canvas, 97.2 x 100 cm. . 
B Al a d Hentetta W Bequest of Alexander and Henrietta W. 
equest of Alexander and Henrietta W. Hollaender, 1992.153 
Hollaender, 192.200 ° ae 

i a Cagli, Corrado (Italian, b. 1910) 
ee Graal Leaoe 1834) Memories of the Basketmakers, 1953 

Ue a Oil on canvas, 118.8 x 60.3 cm. 

Hoa meh Of Copper Lx 2 on Bequest of Alexander and Henrietta W 
Gift in memory of Mrs. Frederick W. Miller, 1992.332 Hollaender, 1992.55 
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Capogrossi, Giuseppi (Italian, 1900-1972) Dova, Giovanni (Italian, b. 1925) 
Superficie #314, 1959 Composizione, 1952 
Oil on canvas, 48.6 x 33.4 cm. Oil on canvas, 23.2 x 29.9 cm. 

Bequest of Alexander and Henrietta W. Bequest of Alexander and Henrietta W. 
Hollaender, 1992.154 Hollaender, 1992.161 

Cassinari, Bruno (Italian, b. 1912) Feito, Luis (Spanish, works in France, b. 1929) 

Portrait, 1958 Peinture no.183, 1960 

Oil on canvas, 54.6 x 38.1 cm. Oil on canvas, 114 x 145.7 cm. 

Bequest of Alexander and Henrietta W. Bequest of Alexander and Henrietta W. 
Hollaender, 1992.309 Hollaender, 1992.162 

Cassinari, Bruno (Italian, b. 1912) Forner, Raquel (Argentinian, b. 1902) 

Figura di Dona, 1958 Untitled, 1958 

Oil on canvas, 89.5 x 59.7 cm. Oil on canvas, 90.2 x 45.1 cm. 

Bequest of Alexander and Henrietta W. Bequest of Alexander and Henrietta W. 
Hollaender, 1992.157 Hollaender, 1992.163 

Cassinari, Bruno (Italian, b. 1912) Gambino, Giuseppi (Italian, b. 1928) 

Natura morta, 1953 Bride and Groom, 1956 

Oil on canvas, 33.3 x 99.7 cm. Oil on canvas, 99.1 x 69.2 cm. 

Bequest of Alexander and Henrietta W. Bequest of Alexander and Henrietta W. 
Hollaender, 1992.156 Hollaender, 1992.164 

Chighine, Alfredo (Italian, b. 1914) Gentilini, Franco (Italian, b. 1909) 

Sur Ticino (2), 1957 Venditore di Aranci, 1956 

Oil on canvas, 61.3 x 69.9 cm. Oil and sand on canvas, 150.8 x 100.3 cm. 

Bequest of Alexander and Henrietta W. Bequest of Alexander and Henrietta W. 
Hollaender, 1992.158 Hollaender, 1992.166 

Condopoulos, Alekos (Greek, b. 1905) Gentilini, Franco (Italian, b. 1909) 

Un Paese, 1959-1960 Portrait of Beatrice, 1956 

Oil on canvas, 118.8 x 17.5 cm. Oil and sand on canvas, 73 x 54 cm. 

Bequest of Alexander and Henrietta W. Bequest of Alexander and Henrietta W. 
Hollaender, 1992.159 Hollaender, 1992.165 

Damian, Horia (Rumanian, b. 1922) Goldberg, Michael (American, b. 1924) 
Forme pleine d’ogives rouges, 1961 Untitled, 1959 
Oil on canvas, 146.1 x 114 cm. Oil on paper, 35.6 x 27.9 cm. 

Bequest of Alexander and Henrietta W. Bequest of Alexander and Henrietta W. 
Hollaender, 1992.160 Hollaender, 1992.167 

DeRosa, Maurizio (Italian, b. 1927) Gottlieb, Adolph (American, 1903-1974) 
Still Life, 1954 Untitled, 1966 
Oil on canvas, 99.1 x 59.7 cm. Acrylic on paper, 37.9 x 50.5 cm. 

Bequest of Alexander and Henrietta W. Bequest of Alexander and Henrietta W. 
Hollaender, 1992.188 Hollaender, 1992.328 
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Hofmann, Hans (American, b. Germany, Lebenstein, Jan (Polish, works in Paris, b. 1930) 
1880-1966) Axial Figure #54, 1960 

August Light, 1957 Oil on canvas, 115.6 x 89 cm. 

Oil on canvas, 133 x 152.7 cm. Bequest of Alexander and Henrietta W. 

Bequest of Alexander and Henrietta W. Hollaender, 1992.179 
Hollaender, 1992.168 

Matta-Echaurren, Sebastian Antonio (Chilean, b. 

Hundertwasser (Friedrich Stowasser) (Austrian, b. 1921) 
1928) Dawndew, 1952 

Thin Picture of the Fat of Hans Neuffer’s General, 1957 Oil on canvas, 58.4 x 94 cm. 

Oil and gold leaf on canvas, 81 x 54 cm. Bequest of Alexander and Henrietta W. 
Bequest of Alexander and Henrietta W. Hollaender, 1992.308 

Hollaender, 1992.169 
Morales, Armando (Nicaraguan, b. 1927) 

Jenkins, Paul (American, b. 1923) Blue Sky, 1964 

Phenomenon with Good Omen, 1961 Mixed media, 81.6 x 66 cm. 

Acrylic on paper, 57.2 x 77.5 cm. Bequest of Alexander and Henrietta W. 
Bequest of Alexander and Henrietta W. Hollaender, 1992.180 

Hollaender, 1992.316 

Morlotti, Ennio (Italian, b. 1910) 
Kantor, Tadeusz (Polish, b. 1915) Due Teste, ca.1957 

Untitled, 1959 Oil on canvas, 79.4 x 60 cm. 

Oil on canvas, 72.1 x 68 cm. Bequest of Alexander and Henrietta W. 

Bequest of Alexander and Henrietta W. Hollaender, 1992.181 
Hollaender, 1992.171 

Noel, Georges (French, b. 1924) 
Kobzdej, Aleksander (Polish, b. 1920) Petit palmipeste frontal en bleu, 1962 
Fetiche de Cancer (1962-1963) Acrylic and sand on canvas, 99.1 x 79.7 cm. 
Oil on canvas, 136.5 x 97.8 cm. Bequest of Alexander and Henrietta W. 

Bequest of Alexander and Henrietta W. Hollaender, 1992.182 
Hollaender, 1992.175 

Novelli, Gastone (Brazilian, b. 1925) 
Krajcberg, Frans (Polish, lives in France, b. 1921) Piuttosto Terra Che Cielo, 1957 

Pintura, 1961 Oil and collage on canvas, 100 x 79.4 cm. 

Molded paper with oil on canvas, 54 x 81 cm. Bequest of Alexander and Henrietta W. 
Bequest of Alexander and Henrietta W. Hollaender, 1992.183 

Hollaender, 1992.176 

Platschek, Hans (German, works in South America, 

Laganne, Jeanne (French, 20th century) b. 1928) 
Le Repli, 1958 Belva di Fuoco, 1962 

Oil on canvas, 105.4 x 80.7 cm. Oil on canvas, 145.7 x 113.7 cm. 

Bequest of Alexander and Henrietta W. Bequest of Alexander and Henrietta W. 
Hollaender, 1992.177 Hollaender, 1992.184 

Lanfranco (Polish, b. 1920) Polesello, Rogelio (Argentinian, b. 1939) 
Disegno (Studio per una scultura), 1959 Untitled, 1966 

Oil on canvas, 28.6 x 36.8 cm. Oil on canvas, 51.3 x 51.3 cm. 

Bequest of Alexander and Henrietta W. Bequest of Alexander and Henrietta W. 
Hollaender, 1992.178 Hollaender, 1992.185 
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Pompa, Gaetano (Italian, b. 1933) Tsutaka, W. 
Due Figuri che darebbero a suspettare, 1963 Dispersao, 1960 
Gold and silver leaf, ink, oil on canvas, 101.3 x 73 Oil on canvas, 35.6 x 50.8 cm. 

cm. Bequest of Alexander and Henrietta W. 
Bequest of Alexander and Henrietta W. Hollaender, 1992.197 

Hollaender, 1992.186 
VY Wessel, Wilhelm (William) (German, b. 1904?) 

wer Rothko, Maré (American, b. Russia, 1903-1970) Untitled, 1959 

Untitled, 1968 Oil on canvas mounted on paper, 50.2 x 60.3 cm. 
Tempera on paper mounted on linen, 102.2 x 67 Bequest of Alexander and Henrietta W. 

cm. Hollaender, 1992.201 

Bequest of Alexander and Henrietta W. 
Hollaender, 1992.190 Winter, Fritz (German, 1905-1976) 

Sommerlich, 1953 

Rosalles, Ricardo Oil on canvas, 46.7 x 65.1 cm. 

Fragment, 1974 Bequest of Alexander and Henrietta W. 

Oil on wood, 25.4 x 25.4 cm. Hollaender, 1992.202 

Bequest of Alexander and Henrietta W. 
Hollaender, 1992.189 Winter, Fritz (German, 1905-1976) 

Auf blauen Grund, 1953 

Saura, Antonio (Spanish, b. 1930) Oil on canvas, 50.5 x 70.5 cm. 

Giuletta (Julietta), 1960 Bequest of Alexander and Henrietta W. 
Oil on canvas, 129.5 x 96.5 cm. Hollaender, 1992.203 

Bequest of Alexander and Henrietta W. 
Hollaender, 1992.192 Greek or Russian 

Icon: St. Elijah, n.d. 

Scanavino, Emilio (Italian, b. 1922) Oil or tempera with gold on panel., 9.8 x 10.0 cm. 
Nel tantativo di ricostruire un recordo, 1959 Bequest of Alexander and Henrietta W. 
Oil on canvas, 64.8 x 81 cm. Hollaender, 1992.330 

Bequest of Alexander and Henrietta W. 
Hollaender, 1992.193 Russian, Moscow School 

Quadripartite Icon, 15th century 
Schumacher, Emil (German, b. 1912) Paint and gold on panel, 22.2 x 17.1 cm. 

Rigos, 1962 Bequest of Alexander and Henrietta W. 

Mixed media on canvas, 99.7 x 80 cm. Hollaender, 1992.331 

Bequest of Alexander and Henrietta W. 
Hollaender, 1992.194 Unknown 

Il Trovatore, 1957 

Sima, Joseph [Josef] (French, 1891-1971) Oil on canvas board, 57.2 x 35.6 cm. 
Paysage lumiere, 1961 Bequest of Alexander and Henrietta W. 
Oil and pencil on canvas, 32.1 x 54.9 cm. Hollaender, 1992.199 

Bequest of Alexander and Henrietta W. 
Hollaender, 1992.195 

WATERCOLORS 
Tapies, Antonio (Spanish, b. 1923) Birolli, Renato (Italian, 1906-1959) 

Crackled White, 1956 Landscape, n.d. (before 1958) 
Mixed media, 71.8 x 99.1 cm. Ink and wash, 28.1 x 22.1 cm. 
Bequest of Alexander and Henrietta W. Bequest of Alexander and Henrietta W. 

Hollaender, 1992.196 Hollaender, 1992.259 
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Sa re id Dorazio, Piero (Italian, b. 1927) 

ie , Untitled, 1964 
a ae “ Watercolor, 50.5 X 70.1 cm. 

ee 7 = : Bequest of Alexander and Henrietta W. 
ah aie Hollaender, 1992.275 
Le a 

» gs leita was, Te Franchina, Nino (Italian, b. 1912) 
ak so ee a1) oo) Untitled, 1956 

" Se bes pee Watercolor on paper, 47.6 x 34 cm. 
= i pe ee. ar Bequest of Alexander and Henrietta W. 

CARL a — a  Mee f eo Hollaender, 1992.279 
- _ 4 & = ws i wal : oe oma 

. A rr Francis, Sam (American, b. 1923) 

AS ~ Untitled, 1963 
4 See : ‘ = Gouache on paper, 74.9 x 55.9 cm. 

Bequest of Alexander and Henrietta W. 

Aaron Bohrod, Untitled Landscape near Chicago, 1934, Hollaender, 1992.325 
gift of Richard A. Klevickis, 1992.341 

Ireland, Patrick (American, b. Ireland 1934) 

Bohrod, Aaron (American, 1907-1992) ee ea ee 
Untitled (Landscape near Chicago), 1934 ane ea cores tae. - sR ETNN: 
Gouache on paper, 38.5 x 48.6 cm. PP OLE SATUS, . 

Gifflof Richard sA-Klevickis, 122.341 Ireland, Patrick (American, b. Ireland 1934) 
; Zigzag Stone, 1983 

Calder, Alexander (American, 1898-1976) Watercolor on paper, 114.3 x 119.4. cm. 

Red World, 1963 : Harry and Margaret P. Glicksman Endowment 
Gouache, 36.2 x 36.8 cm. Fund, Cyril W. N, End Fund, Ali 
Bequest of Alexander and Henrietta W. be i Cs df It NE a ee ay nae Hee 

Hollaender, 1992.307 ews Gladfelter Memorial Fund purchase, 
1992.334. 

Carmassi, Arturo (Italian, b. 1925) - . 
Cow, n.d. (before 1958) a oo (American, 1910-1962) 

Tempora and graphite on paper, 53 x 36.7 cm. Gn u a 7 Es 28 x 21.6 

Bequest of Alexander and Henrietta W. eS et use ee Se eens 
Hollaender, 1992.314 Bequest of Alexander and Henrietta W. 

Hollaender, 1992.174 

Cassinari, Bruno (Italian, b. 1912) bs 
Figura di Donna (Study for Portrait), 1958 ee Sa Std 
Watercolor, 45.7 x 31.1 cm. ra a aie 1 “" 2x 734 
Bequest of Alexander and Henrietta W. Se oe ae ae . a i: a hh 

Hollaender, 1992.264 John Hi! Vanileck Endowment Bund purchase, 
1993.2 

mnie cleric | Pfeiffer, Henri (German, 1907-1952) 

Watercolor, 53.7 x 35.2 cm. Untitled, 1930 
B f AL d d Henrietta W Watercolor, 31.1 x 21.1 cm. 
quest of Alexander and Henrietta W. P 
Hollaender, 1992.271 Bequest of Alexander and Henrietta W. 

f Hollaender, 1992.295 

170



Patrick Ireland, Labyrinth for the Elvehjem Museum of Art, 1992, gift of the artist, 1992.359 

Pfeiffer, Henri (German, 1907-1952) Schon, Eva-Maria (German, b. 1948) 

Untitled, 1932 Untitled, 1992 

Watercolor, 31.1 x 21 cm. Ink, watercolor, collage on paper, 35.2 x 18.0 cm. 
Bequest of Alexander and Henrietta W. Bertha Ardt Plaenert Endowment Fund purchase, 

Hollaender, 1992.296 1992.128a-b 

Romney, George (British, 1734-1802) Schén, Eva-Maria (German, b. 1948) 
Untitled (Pair of Seated Figures), n.d. Untitled, 1992 
Iron gall drawing with wash, 32.1 x 36.5 cm. Ink, watercolor, collage on paper, 35.2 x 18.0 cm. 
Edward Blake Blair Endowment Fund purchase, Bertha Ardt Plaenert Endowment Fund purchase, 

1993.3 1992.129a-b 

Roszak, Theodore (American, b. Poland, Schon, Eva-Maria (German, b. 1948) 

1907-1981) Untitled, 1992 
Cosmic Landscape, ca. 1954 Ink, watercolor, collage on paper, 35.2 x 18.0 cm. 
Pen and ink and wash on paper, 109.2 x 212.1 cm. Bertha Ardt Plaenert Endowment Fund purchase, 
John H. Van Vleck Endowment Fund, Elvehjem 1992.130a-b 

Museum of Art General Endowment Fund, 

Harry and Margaret P. Glicksman Endowment Schon, Eva-Maria (German, b. 1948) 
Fund, Alexander and Henrietta Hollaender Untitled, 1992 

Endowment Fund purchase, 1993.32 Ink, watercolor, collage on paper, 35.2 x 18.0 cm. 
Bertha Ardt Plaenert Endowment Fund purchase, 

Santomaso, Giuseppi (Italian, b. 1917) 1992.131a-b 

Memory of a Walk, 1956 
Gouache, 68.6 x 48.9 cm. Severini, Gino (Italian, 1883-1966) 

Bequest of Alexander and Henrietta W. Nature morte con fiore, n.d. 
Hollaender, 1992.319 Ink and wash drawing, 28.9 x 23 cm. 

Bequest of Alexander and Henrietta W. 
Stamos, Theodorus (American, b. 1922) Hollaender, 1992.298 

Good Friday II/ Greece, 1952 

Gouache on paper, 42.9 x 57.2 cm. Toledo, Francisco (Mexican, b. 1940) 

Bequest of Alexander and Henrietta W. In Rose and Purple, 1963 

Hollaender, 1992.329 Watercolor and ink on laid paper, 23.8 x 32.1 cm. 
Bequest of Alexander and Henrietta W. 

Hollaender, 1992.299 
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i Fazzini, Pericle (Italian, b. 1913) 

1 ye Nude, 1955 

oe Ink drawing on paper, 54.6 x 44.5 cm. 
one Bequest of Alexander and Henrietta W. 
Wh. Hollaender, 192.277 

C4 
par | Ireland, Patrick (American, b. Ireland 1934) 

A ; | Study for the Purgatory of Humphrey Chimpden 
4 "a a | Earwicker, Homunculus, Four Spatial/Verbal 

: i y Propositions, 1985 

FFs Fe f Colored inks on paper, 76.2 x 111.8 cm. 

6 ja 3 John S. Lord Endowment Fund, Earl O. Vits 

ae . Endowment Fund, Carolyn T. Anderson 
: 7 Endowment Fund, Walter J. and Cecille Hunt 

ae Endowment Fund purchase, 1992.333 

‘eS. 
pe pee Pe ag MD Matisse, Henri (French, 1869-1954) 

ek , 2 ea kk Head of a Woman, 1949 
Seah Pf - Be a Pencil drawing on Arches paper, 52.7 x 40.6 cm. 

; Re ‘ia Bequest of Alexander and Henrietta W. 
P Hollaender, 1992.311 

ae on = Robinson, Theodore (American, 1852-1896) 
Chateau de Dieppe, n.d. 
Pencil on paper, 14.0 x 8.9 cm. 
Gift of Vere and Marge DeVault 

Theodore Matthias von Holst, Scene from Undine, n.d., Se eee 

leple eee puichere i miewioty ef Tanguy, Yves (American, 1900-1955) 
Untitled, 1947 

; j Graphite drawing, 28.7 x 20.2 cm. 
tae ee (Meacan 1240) Gift of Richard E. Brock, 1993.19 
Watercolor and ink on laid paper, 24.3 x 31.4 cm. 
Bequest of Alexander and Henrietta W. PRINTS 

RAPER Een Adami, Valerio (Italian, b. 1935) 
von Holst, Theodore Matthias (English, 1810-1844) Dialogue Musicale, ca. 1975 
Scene from Undine, n.d. Color etching and aquatint, 99.4 x 70.2 cm. 

Brown wash over graphite drawing, 33.9 x 25.4 cm. Gift of Richard E. Brock, 1993-25 

Frederick Leach Estate Fund purchase : 
* : Afro, Basaldella (Italian, 1912-1976) 
in memory of Lucia J. Leach, 1992.126 EI Sereno, 1957 

Color lithograph, 56.5 x 39.4 cm. 
DRAWINGS Bequest of Alexander and Henrietta W. 

Bissier, Julius (German, 1893-1965) Polen er ee 
Untitled, 1962-63 
Ink on paper, 23.5 x 31.1 cm. 
Bequest of Alexander and Henrietta W. 

Hollaender, 1992.363a-c 
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Aizpiri, Paul Augustin (Spanish, b. 1919) Barnet, Will (American, b. 1911) 
Untitled [Still Life with Flowers and Bird], n.d. Sleeping Mother, 1950 
Color lithograph, 55.9 x 38.7 cm. Etching, 40.7 x 50.5 cm. 

Bequest of Alexander and Henrietta W. Gift of Richard E. Brock, 1993.20 

Hollaender, 1992.253 

Baskin, Leonard (American, b. 1922) 

Amen, Irving (American, b. 1918) Head, n.d. 

Reverie, n.d. Etching, 55.9 x 38.1 cm. 

Etching, 47.0 x 32.7 cm. Bequest of Alexander and Henrietta W. 
Gift of Richard E. Brock, 1993.27 Hollaender, 1992.255 

Baj, Enrico (Italian, b. 1924) Baskin, Leonard (American, b. 1922) 
General with Moldy Head, 1963 Pictor Ignotus, 1969 
Color etching, chine colle, 32.1 x 25.1 cm. Wood engraving, 35.6 x 27.6 cm. 
Bequest of Alexander and Henrietta W. Gift of Richard E. Brock, 1993.11 

Hollaender, 1992.254 

Baumeister, Willi (German, 1889-1955) 
Untitled, n.d. 

Serigraph, 61 x 41.9 cm. 
Bequest of Alexander and Henrietta W. 

‘ " Hollaender, 1992.256 — < 

RS <} Bazaine, Jean René (French, b. 1904) 
y La Clairiere, 1953 

Color lithograph, 64.8 x 50 cm. 
Bequest of Alexander and Henrietta W. 

Ks fb. Hollaender, 1992.258 

_- . as / PZ Bazaine, Jean René (French, b. 1904) 
con Y Untitled, 1953 

fe), Color lithograph, 47.3 x 64.8 cm. 
q OF Bequest of Alexander and Henrietta W. 

= * Hollaender, 1992.257 

‘A hy Bonnard, Pierre (French, 1867-1947) 

AG oe Portrait of Renoir, n.d. 
a F NT Etching, 32.4 x 25.4 cm. 

é Ne, Bequest of Alexander and Henrietta W. 
ey Hollaender, 1992.269 

lA 
} 4a fay A Bosman, Richard (American, b. 1944) 

: \ Night Light, 1992 
: 4 Etching, 44.2 X 80.1 cm. 

Wes Tansy 47 Transfer from Tandem Press, 1992.140 
\ 

Bosman, Richard (American, b. 1944) 
Yves Tanguy, Untitled, 1947, gift of Richard E. Brock, Canis Major/Minor, 1992 
1993.19 Etching, 67.3 x 40.1 cm. 

Transfer from Tandem Press, 1992.141 
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a Cappello, Carmelo (Italian, b. 1912) 

ae : aig Noel, 1959 
: : eee eg ore Color lithograph, 23.5 x 34.6 cm. 
a ae c ee : Bequest of Alexander and Henrietta W. 

es ee a ad ae Hollaender, 1992.263 

sae ee : ‘ er 2 ses Castellén, Federico (American, b. Italy, 1914-1971) 
ao ee ag Intro (with preface by Carl Zigrosser), 1966-67 

: Se Lele eee Etching, 49.9 x 32.4 cm. 
e oe | ee Gift of Richard E. Brock, 1993.28.1 

fa aiid ay os Castellon, Federico (American, b. Italy, 1914-1971) 

Sy at ES a = Rome Yesterday, Today and Tomorrow, 1966-67 

SS ae a Ee Etching, 49.9 x 32.4 cm. 
<a a en : paper Gift of Richard E. Brock, 1993.28.2 

“ae eF £7 
=— ee we a alee = aes Castell6n, Federico (American, b. Italy, 1914-1971) 
So a ee LoS ae ae Dupont Latin, 1966-67 

So ie se se Etching, 49.9 x 32.4 cm. 
; cee Rte ee, ee ee Gift of Richard E. Brock, 1993.28.3 

cs aS = 3 a aoe pam 5 Castellén, Federico (American, b. Italy, 1914-1971) 

Fa Acted MO go ia, , : Les Deux a Deux Magots, 1966-67 
cae ‘s eg ae . Etching, 49.9 x 32.4 cm. 

; ea 2 eee Gift of Richard E. Brock, 1993.28.4 

‘ Me * eee : Castellon, Federico (American, b. Italy, 1914-1971) 
x arian ie & Sees Siege on Via Veneto, 1966-67 

] : Etching, 49.9 x 32.4 cm. 
Richard Bosman, Night Lace, 1992, transfer from Tandem Gift of Richard E. Brock, 1993.28.5 
Press, 1992.142 ‘i 

Castellén, Federico (American, b. Italy, 1914-1971) 

Bosman, Richard (American, b. 1944) Oggi Yesterday, 1966-67 

Night Lace, 1992 Etching, 49.9 x 32.4 cm. 

Etching, 68.3 x 47.4 cm. Gift of Richard E. Brock, 1993.28.6 
Transfer from Tandem Press, 1992.142 

Castellén, Federico (American, b. Italy, 1914-1971) 
Braques, Georges (French, 1882-1963) Consultation in the Street, 1966-67 

Le Char II (Chariot II), 1953 Etching, 49.9 x 32.4 cm. 
Color lithograph, 29.2 X 42.6 cm. Gift of Richard E. Brock, 1993.28.7 

Bequest of Alexander and Henrietta W. 
Hollaender, 1992.261 Castellon, Federico (American, b. Italy, 1914-1971) 

Colophon, 1966-67 
Burri, Alberto (Italian, b. 1915) Etching, 49.9 x 32.4 cm. 
Untitled (Abstract), ca. 1965 Gift of Richard E. Brock, 1993.28.8 

Color etching, 53 x 40 cm. 
Bequest of Alexander and Henrietta W. 

Hollaender, 1992.262 

174



Ta a 7 RS ERS Chagall, Marc (Russian, worked in France, 
| cee 7 (1887-1985) 

ae Zs Sm ~ Les Trois acrobats, 1953 
te é gate poe . = i Color lithograph, 66.4 x 50.3 cm. 

j ae NS , : , 
ag lke | Girse a a Bequest of Alexander and Henrietta W. 
a he PC a Hollaender, 1992.267 

= Agee 
Be wz bid ne > - “| Chesney, Lee R. (American, b. 1920) 
Bee 4 CY a Wave #1, n.d. 
Ee Ne Etching, 59.7 x 42.0 cm. 

Pies ean a i Gift of James Edsall, 1992.132 
Baer. a ; 

| Clavé, Antoni (Spanish, b. 1913) 
ee Ee Fisherman, n.d. 

Color lithograph, 50.2 x 66 cm. 
Georges Braques, Le Char II (Chariot II), 1953, bequest of Bequest of Alexander and Henrietta W. 
Alexander and Henrietta W. Hollaender, 1992.261 Hollaender, 1992.270 

Cezanne, Paul (French, 1839-1906) Cocteau, Jean (French, 1889-1963) 
Landscape in Auvers, Farm Entrance, on the Rue St. Le G fini les ignobles, le 4 foudroyé la sottise, ca. 1950 

Remy, 1873 Color lithograph, 48.9 x 37.5 cm. 
Etching, 33 x 24.5 cm. Gift of Richard E. Brock, 1993.22 
Bequest of Alexander and Henrietta W. 

Hollaender, 1992.265 D’Arena, Francesco (Italian, b. 1925) 

Untitled, 1959 
Cezanne, Paul (French, 1839-1906) Lithograph and collage, 35.6 x 50 cm. 
Portrait of Armand Guillaumin at the Hanged Man, Bequest of Alexander and Henrietta W. 

1873 Hollaender, 1992.272 
Etching, 28.6 x 23.2 cm. 

Bequest of Alexander and Henrietta W. Dehn, Adolph (American, 1895-1968) 

Hollaender, 1992.266 Lake in the Mountains, n.d. 

Lithograph, 32.1 x 42.7 cm. 
Chagall, Marc (Russian, worked in France, Gift of Richard E. Brock, 1993.12 

1887-1985) 

The Bastille, Paris, 1954 Dix, Otto (German, 1891-1969) 
Color lithograph, 51.1 x 40.8 cm. Meine Mutter, 1949 
Bequest of Alexander and Henrietta W. Lithograph, 52.1 x 39.4 cm. 

Hollaender, 1992.268 Bequest of Alexander and Henrietta W. 
Hollaender, 1992.273 

Chagall, Marc (Russian, worked in France, 

1887-1985) Dorazio, Piero (Italian, b. 1927) 
Front Page, Gogol’s Dead Souls, ca.1924-1927 Untitled, 1964 

Etching, 27.5 x 21 cm. Color intaglio, 49.7 x 70.2 cm. 
Bequest of Alexander and Henrietta W. Bequest of Alexander and Henrietta W. 

Hollaender, 1992.269 Hollaender, 1992.274 
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Ernst, Max (French, b. Germany, 1891-1976) Gauguin, Paul (French, 1848-1903) 

La cloche rouge (The Red Bell), 1970 Auti te pape, 1898 

Color etching, 41 x 29.4 cm. Woodcut, 20.3 x 35.4 cm. 

Bequest of Alexander and Henrietta W. Bequest of Alexander and Henrietta W. 
Hollaender, 1992.276 Hollaender, 1992.281 

Fazzini, Pericle (Italian, b. 1913) Giacometti, Alberto (Swiss, 1901-1966) 

Nude, 1955 Au Cafe, 1954 

Lithograph, 66.7 x 48.6 cm. Lithograph, 34.9 x 47.6 cm. 
Bequest of Alexander and Henrietta W. Bequest of Alexander and Henrietta W. 

Hollaender, 1992.315 Hollaender, 1992.282 

Fontana, Lucio (Italian, b. Argentina, 1899-1968) Gilliam, Sam (American, b. 1933) 

Concetto Spaziale No. 1, 1964 Chehaw, 1990 

Aquatint, 63.5 x 48.9 cm. Color woodcut and etching, 76.2 x 112.4 cm. 

Bequest of Alexander and Henrietta W. Transfer from Tandem Press, 1993.29 

Hollaender, 1992.278 

Gilliam, Sam (American, b. 1933) 

Friedlaender, Johnny (German, 1912-1992) Fast Track, 1992 

Femme au repos Color etching and woodcut on handmade paper, 
Intaglio, 58.1 x 46.4 cm. 64.8 x 66 cm. 

Bequest of Alexander and Henrietta W. Transfer from Tandem Press, 1992.360 

Hollaender, 1992.280 
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Paul Gauguin, Auti te pape, 1898, bequest of Alexander and Henrietta W. Hollaender, 1992.281 
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Mari A i 1900-197 LL die Phe) Le wiiiveme— 4 

MisisppiGir.ea18508 0 ee te Pe | 
: aes bee ES SESE GR ee. ERS 

Lithograph, 39.4 x 30.8 cm. La Hera eh eRe gee 

Gift of Richard E. Brock, 1993.13 higtaee ES ee BS : oo 
a = Me SSS lee aa . p Be igh gS 

Indiana, Robert (American, b. 1928) EG hs) Ke = we VT, aN 
Jo the Loiterer, 1977 i s BAC rn l = ee Se 
Color lithograph, 59.7 x 49.5 cm. ee Cs aoe Vc VW), de ee 
Gift of Richard E. Brock, 1993.14 rg ‘ eV> \ Fe AY te 

NS. Sn NBS NS 
Jegher, Jan Cristoffel (Flemish, 1596-1662) id wy Sa ASQ j 
Temptation of Christ, 1633 Po es Fee 
Woodcut, 34.3 x 44.5 cm. CG), Se ee Beye 
Carolyn T. Anderson Endowment Fund and Alice y ke Be ee = 

Drews Gladfelter Memorial Fund purchase, SR ee 

1992.125 Jan Cristoffel Jegher, Temptation of Christ, 1633, Carolyn 

5 z T. Anderson Endowment Fund and Alice Drews 
Kainen, Jacob (American, b. 1909) Gladfelter Memorial Fund purchase, 1992.125 
The Golden Calf (or Second Commandment), 1968 
Lithograph, 56.2 x 46.3 cm. w Wilfredo (Cuban, 1902-1982 
Gift of Richard E. Brock, 1993.15 eae i 

“ Etching, 18.4 X 12.2 cm. 

Klee, Paul (Swiss, 1879-1940) Bequest of Alexander and Henrietta W. 
Kleinwelt (Little World), 1914 Hollaender, 1992.287 
Zinc plate etching, 42.2 x 32.2 cm. f ; 
Bequest of Alexander and Henrietta W. Laske, Oskar (Austrian, 1874-1951) 

Hollaender, 1992.283 Title Page from the series Auf der Flucht nach Aegypten 

On the Flight into Egypt), 1922 
Kokoschka, Oskar (Austrian, 1886-1980) ye ae 3 ois 8 a ) 
Portrait of Karl Kraus, ca. 1910 Gift of Esther Kiessling, 1992.137.1 
Lithograph, 35.4 x 25.9 cm Bt Die RAED SRN cients 
Bequest of Alexander and Henrietta W. Laske, Oskar (Austrian, 1874-1951) 

Hollaender, 1992.284 An den Wachen Vorbei (Past the Guards), 1922 
Etching and aquatint, 35.0 x 43.2 cm. 

Kolbe @eors Genman 1571947) Gift of Esther Kiessling, 1992.137.6 
Figure Study, before 1933 

Drypeintion laid paper 52:1 «49-2 cm. Laske, Oskar (Austrian, 1874-1951) 
Bequest of Alexander and Henrietta W. Die Anbetung der heiligen drei Konige (The Adoration 

Hollaender, 192.285 of the Magi), ca. 1928-1940 
Color lithograph, 38.3 x 45.8 cm. 

Kolbe, Georg (German, 1877-1947) Gift of Esther Kiessling, 192.139 
Figure Study, before 1933 

Drypoint on laid paper, 53.3 x a ae Laske, Oskar (Austrian, 1874-1951) 
Bequest of Alexander and Henrietta W. Durch Gewitter und Gefahren (Through Tempest and 

Hollaender, 1992.286 Peril), 1922 

Etching and aquatint, 34.3 x 43.4 cm. 
Gift of Esther Kiessling, 1992.137.5 
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Laske, Oskar (Austrian, 1874-1951) Martin, John (English, 1789-1854) 
Die Oase (The Oasis), 1922 The Fall of the Rebel Angels, 1824-26 
Etching and aquatint, 35.3 x 44.2 cm. Mezzotint with etching, 51.1 x 34.6 cm. 
Gift of Esther Kiessling, 1992.137.7 Edward Blake Blair Endowment Fund purchase, 

1993.5 
Laske, Oskar (Austrian, 1874-1951) 
Die Rauber (The Robber), 1922 Masson, André (French, 1896-1988) 
Etching and aquatint, 35.0 x 43.9 cm. Apparition, n.d. 

Gift of Esther Kiessling, 1992.137.4 Color lithograph, 63.2 x 47.3 cm. 

Gift of Richard E. Brock, 1993.16 
Laske, Oskar (Austrian, 1874-1951) 
Die Tiere (The Animals), 1922 Masson, André (French, 1896-1988) 

Etching and aquatint, 34.6 x 45.3 cm. Untitled, ca. 1970 

Gift of Esther Kiessling, 1992.137.2 Color lithograph, 63.2 x 47.6 cm. 

Gift of Richard E. Brock, 1993.21 
Laske, Oskar (Austrian, 1874-1951) 
Die Uberfuhr (The Crossing), 1922 Mastroianni, Umberto (Italian, b. 1910) 
Etching and aquatint, 35.0 x 43.5 cm. Untitled, n.d. 

Gift of Esther Kiessling, 1992.137.3 Etching, 28.9 x 20.8 cm. 

Bequest of Alexander and Henrietta W. 
Laske, Oskar (Austrian, 1874-1951) Hollaender, 1992.289 

Unter gastlichem Dache (Beneath a Hospital Roof), 
1922 

Etching and aquatint, 34.3 x 43.5 cm. r 
Gift of Esther Kiessling, 1992.137.9 ‘ 

Laske, Oskar (Austrian, 1874-1951) ; - ON 
Vor dem Stadttor (By the City Gate), 1922 mi) a \ 
Etching and aquatint, 35.0 x 43.5 cm. . = < a0 
Gift of Esther Kiessling, 1992.137.8 NN » Yo ‘ 

ee acl 

Laske, Oskar (Austrian, 1874-1951) oe ae i) a { 

Vor der Kreuztragung (Before the Crucifixion), ca. a Ie aa i 
1926-1930 a fa vie ie, 

Etching and aquatint, 37.2 x 42.3 cm. Cee S : v 
Gift of Esther Kiessling, 1992.138 > Oe 

Leger, Ferdinand (French, 1881-1955) ei oy ‘ 

Milk Maid, 1953 = Ss 

Color lithograph, 48.3 x 38.7 cm. e 

Bequest of Alexander and Henrietta W. < 
Hollaender, 1992.288 x 

Lepére, Auguste (French, 1849-1918) 

Paris—La Rue de la Montagne Ste. Genevieve, ca. 

1890s , 
Wood engraving, 41.9 x 29.9 cm. 
Frank and Roa Birch Endowment Fund purchase, 

1992.124 John Martin, The Fall of the Rebel Angels, 1824-26, Edward 
Blake Blair Endowment Fund purchase, 1993.5 
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Matisse, Henri (French, 1869-1954) Matta, Roberto (Chilean, b. 1911) 
Vierge et enfant, n.d. Table of Contents, 1967 

Lithograph with chine collee, 52.7 x 37.8 cm. Color etching and aquatint, 50.2 x 65.7 cm. 

Bequest of Alexander and Henrietta W. Gift of Richard E. Brock, 1993.24.3 
Hollaender, 1992.290 

Matta, Roberto (Chilean, b. 1911) 
Matta, Roberto (Chilean, b. 1911) To Be Read in One’s Own Mirror after Looking at 
After the Nuremberg Trial, 1967 Oneself, 1967 
Color etching and aquatint, 50.2 x 65.7 cm. Color etching and aquatint, 50.2 x 65.7 cm. 
Gift of Richard E. Brock, 1993.24.8 Gift of Richard E. Brock, 1993.24.10 

Matta, Roberto (Chilean, b. 1911) Matta, Roberto (Chilean, b. 1911) 

Blitz, 1967 Tomorrow the World, 1967 

Color etching and aquatint, 50.2 x 65.7 cm. Color etching and aquatint, 50.2 x 65.7 cm. 
Gift of Richard E. Brock, 1993.24.4 Gift of Richard E. Brock, 1993.24.9 

Matta, Roberto (Chilean, b. 1911) Matta, Roberto (Chilean, b. 1911) 
Colophon, 1967 Untitled, ca. 1978 
Color etching and aquatint, 50.2 x 65.7 cm. Color etching and aquatint, 50.8 x 65.6 cm 

Gift of Richard E. Brock, 1993.24.1 Gift of Richard E. Brock, 1993.23 

Matta, Roberto (Chilean, b. 1911) Milton, Peter (American, b. 1930) 
Genocide, 1967 Winterscape VII, 1967 

Color etching and aquatint, 50.2 x 65.7 cm. Etching, 24.1 x 27.1 cm. 

Gift of Richard E. Brock, 1993.24.6 Gift of Richard E. Brock, 1993.18 

Matta, Roberto (Chilean, b. 1911) Mirko, (Mirko Basaldella) (Italian, 1910-1969) 
Introduction, 1967 Young Girl, before 1957 

Color etching and aquatint, 50.2 x 65.7 cm. Color lithograph, 20 x 14.9 cm. 
Gift of Richard E. Brock, 1993.24.2 Bequest of Alexander and Henrietta W. 

Hollaender, 1992.291 

Matta, Roberto (Chilean, b. 1911) 
Les Oh! Tomobiles, 1972 Miré, Joan (Spanish, 1893-1983) 
Color etching and aquatint, 56.8 x 76.2 cm. Cloudy Personnages, 1955 
Gift of Richard E. Brock, 1993.17 Color lithograph, 75.6 x 57.2 cm. 

Bequest of Alexander and Henrietta W. 
Matta, Roberto (Chilean, b. 1911) Hollaender, 1992.317 

Nuremberg Judgment, 1967 
Color etching and aquatint, 50.2 x 65.7 cm. Motherwell, Robert (American, 1915-1991) 
Gift of Richard E. Brock, 1993.24.7 Black Gesture with Copper Ground, 1981 

Color etching and aquatint, 99.1 x 52.7 cm. 
Matta, Roberto (Chilean, b. 1911) Bequest of Alexander and Henrietta W. 
Soldiers Defending the Master Race, 1967 Hollaender, 1992.327 
Color etching and aquatint, 50.2 x 65.7 cm. 
Gift of Richard E. Brock, 1993.24.5 Motherwell, Robert (American, 1915-1991) 

Open, n.d. 

Intaglio, 88.9 x 63.2 cm. 

Bequest of Alexander and Henrietta W. 
Hollaender, 1992.326 
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Mulhern, Mark (American, b. 1951) 
Untitled, n.d. 

Monotype, 57.2 x 75.9 cm. 

Malcolm K. Whyte Endowment Fund purchase, x : i. 

1992,127 ons a \ 4s. Yo | 
fF ly [ my, eo 

Patterson, Margaret Jordan (American, 1867-1950) Wy ds sa 7. B&B 
Cape Cod House, 1914 : sk & Se |  f » | 
Color woodcut, 18.4 x 25.9 cm. ee . “es BY 
Gift of the Docents in honor of James Watrous, Pet de atk | a 

1993.9 it e .  <& aa 

Rt) ; 4 1 
Pearlstein, Philip (American, b. 1924) : oe ali ie 

Models and Horses, 1992 ; os  . + u 

Color lithograph, 52.4 x 71.2 cm. 17 ee fj y - 
Gift of the Madison Print Club, 1993.7 1 Br oe Ce. = fs 3 4 

Pearlstein, Philip (American, b. 1924) 4 a op ae 
Nude Lying on Black and Red Blanket, 1974 oy Bae Pn oN 4 
Color aquatint, line etching, 64.5 x 82.2 cm. ee oe £ cn ly 

Elvehjem Museum of Art Endowment Fund Las 4 j pn Re) Ss A 
purchase, 1993.1 So ey 4) ee ald A ora | 

ea, Pee cient 
Picasso, Pablo (Spanish, 1881-1973) apis [ eee ey " 

Portrait of Max Jacob, 1953 Pe et ne te ‘ fe % 
Lithograph, 24.1 x 17.8 cm. 5 = 

Bequest of Alexander and Henrietta W. 
Hollaender, 1992.297 William Seltzer Rice, Blue Gums, Berkeley, ca. 1917, 

Brittingham Endowment Fund and Brittingham Fund, 

Inc. purchase, 1992.127 

Picasso, Pablo (Spanish, 1881-1973) 
YW ea BD The Woman with a Hair Net, 1949 

e ~» Color lithograph, 66 x 50.2 cm. , 

° = Bequest of Alexander and Henrietta W. 
Pd A —¥ ‘ Hollaender, 1992.318 

: o oh 

aia - ls eae Rice, William Seltzer (American, 1873-1963) 
Je cy Blue Gums, Berkeley, ca. 1917 

4 \ Color woodcut, 38.3 x 28.3 cm. 
-- \ Brittingham Endowment Fund and Brittingham 
5 a cy SS \ Fund, Inc. purchase, 1992.123 
4 00 

Uy LT ys Rouault, Georges (French, 1871-1958) 
A Christ on the Cross, 1936 

um amrgneael = Color aquatint with roulette, 65.1 x 49.2 cm. 

Bequest of Alexander and Henrietta W. 
Philip Pearlstein, Nude Lying on Black and Red Blanket, Hollaender, 1992.312 
1974, Elvehjem Museum of Art Endowment Fund pur- 
chase, 1993.1 
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Rouault, Georges (French, 1871-1958) ho a 
The King from Miserere, 1923 ae ae = Sg 
Aquatint, drypoint on helio-graveur, 66 x 50.8 cm. : oe os. 8 ee 

Bequest of Alexander and Henrietta W. i" ae ae 
Hollaender, 1992.313 q — nn. 

: ae 
Soulages, Pierre (French, b. 1919) 9 ae | Cereti mie 
Composition I, ca. 1950 4 . a 
Color aquatint, 49.5 x 33.3 cm. : foe 
Bequest of Alexander and Henrietta W. 4 ae fe Coie 

Hollaender, 1992.320 ; ao Pe a 

ae Ce ea | 
Stackhouse, Robert (American, b. 1942) ae oe - 
Approaching Diviner, 1992 Robert Stackhouse, Soundless, 1992, transfer from 
Color etching, 260.4 x 137.5 cm. Tandem Press, 1992.143 
Transfer from Tandem Press, 1992.144 

Stackhouse, Robert (American, b. 1942) Pe Se a. : 
Soundless, 1992 bey 7s : A HUES 
Color etching, 96.9 x 146.7 cm. oN ree AS Sls, Ache pa 
Transfer from Tandem Press, 1992.143 Nal (gaye Soa Woe See ery 

Tobey, Mare (American, 1890-1976) BOSSE OSS Ra eet Ean ca 
Vibrating Surfaces, 1974 PAA ag ete a Vee Ss ; 
Color etching, 65.9 x 50.5 cm. Weg aes dean (ct ae BAS Be 
Gift of Richard E. Brock, 1993.26 ATE oe Gee te eS TT 

Toulouse-Lautrec, Henri de (French, 1864-1901) ie By die ahs rele ae agit 
Francis Jourdain, 1898 ENGNG grees Sues See Ue, Maar AS ae Bos : 

Drypoint on zinc plate, 26.7 x 10.3 cm. RON CS) Res Gy Ca ea OS 
Bequest of Alexander and Henrietta W. ma Wie aires Sok SAN RES i ap ee 

Hollaender, 1992.301 SSO ane SR a ie 

Toulouse-Lautrec, Henri de (French, 1864-1901) pie PS MNES on pre ake 
Henri Somm, 1898 Pipe Be ee a SS la ee ON var oe ANG Soin oe ep 
Drypoint on zinc plate, 26.4 x 18.9 cm. Pubs eee ena ee ete Gy Gai 
Bequest of Alexander and Henrietta W. Fa GS en WAR SG Ser Os ce 

Hollaender, 1992.304 ES a Be . Soe Co esanare Wn ia 

Toulouse-Lautrec, Henri de (French, 1864-1901) ee a aOR Sty Nia ge nae 
The Painter-Engraver Charles Maurin, 1898 ORME COO rs he SCN as ae 
Drypoint on zinc plate, 26.2 x 18.7 cm. ee, vs es ae a Cale: <<. Sek caw eee 

Bequest of Alexander and Henrietta W. FRE 
Hollaender, 1992.303 Marc Tobey, Vibrating Surfaces, 1974, gift of Richard E. 

Brock, 1993.26 
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i a ay Zadkine, Ossip (Russian, 1890-1967) 
/* a Untitled [Figures], n.d. 

oo a Cy Ur. NX Color lithograph, 58.1 x 42.6 cm. 

te ua ee . at ad Bequest of Alexander and Henrietta W. 
lo 2 aa Hollaender, 192.306 
iia 4 3 cae 

af ooo ae a After George Watson (English, 1767-1837) 
eeu moms = o i Portrait of Benjamin West, ca. 1820 

4 e : for 3 —" Mezzotint, 57.2 x 41.3 cm. 
See ak a —_ Ah a Elvehjem Museum of Art Endowment Fund pur- 

i to ce ai ve oa chase, 1993.4 

Ree a __ 
pennies alia i 
No ws PHOTOGRAPHS 

- ste amen) ; Fink, Larry (American, b. 1941) 

Faget wy Black Hand—Checkered Rump, N.Y.C., May 1985 
a mea Phe Gelatin silver print, 40.7 x 25.1 cm. 

oa ™ Gift of Dr. Kristaps J. Keggi, 1992.344 
Cpe aye ray 

’ i Fink, Larry (American, b. 1941) 
Sylvia Solochek Walters, Summer Self-Portrait, 1977, gift Elegant Group and Statue, Washington, D.C., May 
of the Docents in honor of James Watrous, 1993.10 1975 

Gelatin silver print, 50.5 x 40.0 cm. 
Toulouse-Lautrec, Henri de (French, 1864-1901) Gift of Dr. Kristaps J. Keggi, 1992.358 

W.H.B. Sands, Publisher of Prints, 1898 
Drypoint on zinc plate, 25.7 x 19.2 cm. Fink, Larry (American, b. 1941) 

Bequest of Alexander and Henrietta W. False Men and Their Makers, Studio 54, N.Y.C., May 
Hollaender, 1992.302 1977 

Gelatin silver print, 50.5 x 40.0 cm. 
Vartabedijan Gift of Dr. Kristaps J. Keggi, 1992.357 
Untitled, 1958 

Cliché verre, 42.2 x 45.1 cm. Fink, Larry (American, b. 1941) 
Bequest of Alexander and Henrietta W. Glass over Face, France, July 1988 

Hollaender, 1992.321 Gelatin silver print, 50.5 x 40.3 cm. 
Gift of Dr. Kristaps J. Keggi, 1992.355 

Vasarely, Victor (French, b. Hungary, 1908) 

Composition, n.d. Fink, Larry (American, b. 1941) 

Serigraph, 69.2 x 64.8 cm. Lexington, Kentucky—Deals and Blonde, July 1987 
Bequest of Alexander and Henrietta W. Gelatin silver print, 50.5 x 40.3 cm. 

Hollaender, 1992.365 Gift of Dr. Kristaps J. Keggi, 1992.350 

Walters, Sylvia Solochek (American, b. 1938) Fink, Larry (American, b. 1941) 

Summer Self-Portrait, 1977 Man with Reefer—Nude on Wall, N.Y.C., April 1988 

Relief print with reductive color woodcut, 67.0 x Gelatin silver print, 50.5 x 40.3 cm. 

61.9 cm. Gift of Dr. Kristaps J. Keggi, 1992.345 
Gift of the Docents in honor of James Watrous, 

1993.10 
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ee meal Fink, Larry (American, b. 1941) 

ia Spilled Glass and Legs, N.Y.C., April 1985 
iy oF. Gelatin silver print, 42.6 x 53.0 cm. 

y s Gift of Dr. Kristaps J. Keggi, 1992.354 

‘ ; F ay f Fink, Larry (American, b. 1941) 

N a hi Trixies, N.Y.C.—Woman Dancing for Small Crowd, 
SS 1 (a May 1990 

i; . Gelatin silver print, 50.5 x 40.0 cm. 
N Y 4 Gift of Dr. Kristaps J. Keggi, 1992.352 

eo 

. = 4 Fink, Larry (American, b. 1941) 

, . Wedding—Hands Around Back, N.Y.C., January 1988 

k wu Gelatin silver print, 50.5 x 40.3 cm. 

J a Gift of Dr. Kristaps J. Keggi, 1992.348 

Fink, Larry (American, b. 1941) 
LN Wedding—Long Central Neck, N.Y.C., December 

1988 
Gelatin silver print, 50.5 x 40.3 cm. 

Larry Fink, Glass over Face, France, July 1988, gift of Dr. Gift of Dr. Kristaps J. Keggi, 1992.347 
Kristaps J. Keggi, 1992.355 

Fink, Larry (American, b. 1941) Halsman, Philippe (American, b. Latvia, 

Military Apparition, N.Y.C., September 1987 1901-1979) 

Gelatin silver print, 50.5 x 40.0 cm. Portrait of Albert Einstein, 1948 
Gift of Dr. Kristaps J. Keggi, 1992.351 Gelatin silver print, 35.4 x 48.0 cm. 

Gift of Stuart H. Applebaum, 1993.6 
Fink, Larry (American, b. 1941) 

Peter Beard, Montauk, N.Y., July 1977 Siskind, Aaron (American, 1903-1991) 
Gelatin silver print, 50.5 x 40.3 cm. Celaya 1a, 1955 

Gift of Dr. Kristaps J. Keggi, 1992.349 Gelatin silver print, 27.7 x 35.6 cm 

Gift of David Van Vleck, Jr., 1992.134 
Fink, Larry (American, b. 1941) 
Piano Player from Behind, Washington D.C., February Siskind, Aaron (American, 1903-1991) 

1990 Lima 58 (Homage to F.K.), 1975 
Gelatin silver print, 50.5 x 40.4 cm. Gelatin silver print, 27.7 x 35.3 cm. 

Gift of Dr. Kristaps J. Keggi, 1992.353 Gift of David Van Vleck, Jr., 1992.136 

Fink, Larry (American, b. 1941) Siskind, Aaron (American, 1903-1991) 
Silk Legs, Regines, N.Y.C., May 1977 Peru 391, 1977 

Gelatin silver print, 50.5 x 40.3 cm. Gelatin silver print, 35.5 x 27.7 cm 
Gift of Dr. Kristaps J. Keggi, 1992.346 Gift of David Van Vleck, Jr., 1992.135 

Fink, Larry (American, b. 1941) Siskind, Aaron (American, 1903-1991) 
Sneer and Waitress, Los Angeles, January 1991 Providence 18, 1971 

Gelatin silver print, 50.5 x 40.3 cm. Gelatin silver print, 35.6 x 28.0 cm. 

Gift of Dr. Kristaps J. Keggi, 1992.356 Gift of David Van Vleck, Jr., 1992.133 
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Aaron Siskind, Peru 391, 1977, gift of David Van Vleck, 
Jri,1992.135' 

SCULPTURE 
Baldaccini, Cesar (French, b. 1912) 4 

Insect, 1955 ————————— 

Tron, H. 34.3 cm. 5 
’ - Pol Bury, Seven Rows of Six Balls, 1966, bequest of 

Bequest of Alexander and Henrietta W. Alexander and Henrietta W. Hollaender, 1992.211 
Hollaender, 1992.213 

Bodini, Floriano (Italian, b. 1933) a ara an 
; igure, n.d. 

Two Bishops, 1962 
Bronze, H. 37.2 cm. 

Bronze on marble stand, H. 62.9 cm. B a ; 
3 equest of Alexander and Henrietta W. 

Bequest of Alexander and Henrietta W. Hollaender, 1992.212 
Hollaender, 1992.210 ¢ ‘ 

Bury, Pol (Belgian, b. 1922) de la Haye, Jacques (French, b. 1912) 
. . The Horse and Jockey, 1956 

Seven Rows of Six Balls, 1966 
a : Bronze (no. 1), 100.3 x 33 cm. 

Kinectic wood sculpture, 80 x 48.9 cm. B 
5 equest of Alexander and Henrietta W. 

Bequest of Alexander and Henrietta W. Hollaender, 192.223 
Hollaender, 1992.211 « . 

Calder, Alexander (American, 1889-1976) Epstein, Jacob (British; b: America, 1680-12h2) 
: : A Deirdre, 1941 

Portrait of Michael Tapie, ca. 1930 
: Bronze, 63.5 x 50.8 cm. 

Wire, 32.1 x 30 x 22.9 cm. B ; . 
3 equest of Alexander and Henrietta W. 

Bequest of Alexander and Henrietta W. Hollaender, 192.215 
Hollaender, 1992.310 a 
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Alexander Calder, Portrait of Michael Tapie, ca. 1930, a 
bequest of Alexander and Henrietta W. Hollaender, Mee ee 
1992.310 7 

Jacob Epstein, Deirdre, 1941, bequest of Alexander and 

Epstein, Jacob (British, b. America, 1880-1959) Henrietta W. Hollaender, 1992.215 
Juanita, 1940s . . ; 
Bronze on marble base, H. 44.1 cm. Franchina, Nino (Italian, b. 1912) 
Bequest of Alexander and Henrietta W. Untitled, 1956 

Hollaender, 1992.216 Bronze, H. 30.5 cm. 
Bequest of Alexander and Henrietta W. 

Epstein, Jacob (British, b. America, 1880-1959) Hollaender, 1992.222 
Kathleen, 1940s 
Bronze, H. 53.3 cm. Hepworth, Barbara (British, 1903-1975) 

Bequest of Alexander and Henrietta W. Impression, 1972 
Hollaender, 1992.217 Marble, H. 42.6 cm. 

Bequest of Alexander and Henrietta W. 

Ernst, Max (French, b. Germany, 1891-1976) Hollaender, 1992.224 
Janus, n.d. 
Bronze, H. 44.5 cm. Ireland, Patrick (American, b. Ireland 1934) 

Bequest of Alexander and Henrietta W. Annso (Here), 1970 
Hollaender, 1992.218 Aluminum on wood, 182.9 x 21.6 x 10.8 cm. 

Elvehjem Museum of Art Endowment Fund, Juli 

. Plant Grainger Endowment Fund, Cyril W. 
Nave Endowment Fund purchase, 1992.335 
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Lanfranco (Italian, b. 1929) 
aaa Female Figure, 1952 

y ne ou es Bronze, H. 55.9 cm. 

Pia aia i eae Bequest of Alexander and Henrietta W. 
ec = " Hollaender, 1992.227 
ere Cee creme 
ae -, a Marini, Marino (Italian, 1901-1980) 
ay a Three Horses, n.d. 
ae oe ate Bronze, H. 31.4 cm., 24.5 cm., 20.5 cm. each 
ae a oe, | Bequest of Alexander and Henrietta W. 

; aan ; a bi “i hi i Hollaender, 1992.228a-c 
RAT Someries: aad oe 

cs, : a Mi Marini, Marino (Italian, 1901-1980) 
SS . rd Pe Les Acrobats, 1954 

ies Pee ent te f Bronze, H. 55.9 cm. 
‘a lea ie a Us ca Bequest of Alexander and Henrietta W. 

i a eee Hollaender, 1992.229 

i. i Mirko (Mirko Basaldella) (Italian, b. 1910) 
a ve Man and Woman, 1957 

wal Sheet brass, H. 71.1 cm. 
Bequest of Alexander and Henrietta W. 

Hollaender, 1992.231 

Mir, Joan (Spanish, 1893-1983) 
Maternity, 1967 

' Bronze, H. 78.8 cm. 
Barbara Hepworth, Impression, 1972, bequest of ’ p 
Alexander and Henrietta W. Hollaender, 1992.224 ae es 5 Henrietta W. 

Kierzkowski, Bronislaw (Polish, b. 1924) Negret Duenas, Edgar (Colombian, b. 1920) 

Fractured Composition #3, 1959 Mask, ca.1970 
Colored cement on panel, 73 x 59.7 x 2.7 cm. Painted plywood and steal 34.3.%40'Gt: 

Bequest of Alexander and Henrietta W. Bequest of Alexander and Henrietta W. 
Hollacnder, 1992-172 Hollaender, 192.233 

Kierzkowski, Bronislaw (Polish, b. 1924) Negret Duenas, Edgar (Colombian, b. 1920) 
Textured Composition #33, 1957 Untitled, ca. 1970 
Colored cement, wire mesh on panel, 48.3 x 68.9 x Rad steel 70 x 50.2 x 40.6 cm. 

4.5m. i . nd Honri B t of Al di id Hi tta W. 
Bequest of Alexander and Henrietta W. oT ollaenden Gene a peat 

Hollaender, 1992.173 ~ 
Nevelson, Louise (American, 1900-1988) 

Jacobson, Robert (Dutch) Rain Forest: Night Presence III, 1967 
Gnome (Yesman) n.d. Painted wood assemblage, H. 105.4 cm. 

Iron, mixed media, H. 76.2 cm. : Bequest of Alexander and Henrietta W. 
Bequest of Alexander and Henrietta W. Hollaender, 192.235 

Hollaender, 1992.226 —_— 
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Nevelson, Louise (American, 1900-1988) Serra, Eudaldo 
Wall, n.d. Woman with a Mirror, n.d. 

Painted wood and formica, 58.4 x 88.9 cm.. Carved stone, metal, L. 114.3 cm. 

Bequest of Alexander and Henrietta W. Bequest of Alexander and Henrietta W. 
Hollaender, 1992.236 Hollaender, 1992.246a-c 

Pepper, Beverly (American, b. 1924) Sguanci, Loreno (Italian) 

Passage, 1965 Embriore Alato, 1965 

Stainless steel, 13.1 x 23.5 cm. Wood and bronze, H. 40.6 cm. 

Bequest of Alexander and Henrietta W. Bequest of Alexander and Henrietta W. 
Hollaender, 1992.237 Hollaender, 1992.245 

Pomodora, Arnaldo (Italian, b. 1926) Smith, David (American, 1906-1965) 
Tavola dei Segni, 1959 The Bar Head, 1956 

Bronze relief sculpture, 43.2 x 35.6 cm. Welded iron, H. 63.5 cm. 

Bequest of Alexander and Henrietta W. Bequest of Alexander and Henrietta W. 
Hollaender, 1992.238 Hollaender, 1992.247 

Pomodora, Arnaldo (Italian, b. 1926) 
Untitled, 1965 
Silver, H. 14.6 cm. 
Bequest of Alexander and Henrietta W. 

Hollaender, 1992.239 

Reinhoud (also called Roeld Haese) (Belgian, b. 

1928) 
Aux Armes citoyen, ca. 1965 

Bronze, H. 53.3 cm. 

Bequest of Alexander and Henrietta W. 
Hollaender, 1992.242 

Richier, Germaine (French, 1904-1959) 
The Eagle, 1954 

Bronze, H. 71.1 cm. 

Bequest of Alexander and Henrietta W. 
Hollaender, 1992.243, 1992.243 

Rivera, Manuel (Spanish, b. 1927) 
Metamorfosis, 1960 

Wire mesh, metal, paint, 96.5 x 59.7 x 6.1 cm. 

Bequest of Alexander and Henrietta W. 
Hollaender, 1992.187 

Romijn, Gust (Dutch, b. 1922) 
Explorer, 1959 

Copper, H. 76.2 cm. 

Bequest of Alexander and Henrietta W. David Smith, The Bar Head, 1956, bequest of Alexander 

Hollaender, 1992.244 and Henrietta W. Hollaender, 1992.247 
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Tumarkin, Yigael (Israeli, b. Germany 1933) Wright, Frank Lloyd (American, 1867-1959) 

Untitled, 1959-1960 Model of Nakoma Country Club, 1923-24 
Metal, drywall plaques, wire mesh, corrugated Not built 

cardboard, oil and sand on canvas, 100 x 80.6 x Model fabricated by Bruce Severson, 1987 

10.2 cm. Plywood, paint, 35.6 x 122.0 x 120.4 cm. 
Bequest of Alexander and Henrietta W. National Endowment for the Humanities Grant 

Hollaender, 1992.198 purchase, 1992.14 

Visser, Carel (Dutch, b. 1928) Aztec 
Eight Cubes, n.d. Male Figure, mid 13th-early 16th centuries 
Cast iron, 20 x 6 cm. Carved stone, H. 26 cm. 
Bequest of Alexander and Henrietta W. Bequest of Alexander and Henrietta W. 

Hollaender, 1992.251 Hollaender, 1992.230 

Wright, Frank Lloyd (American, 1867-1959) Spanish 
Model of Mendota Boathouse, designed 1893 San Juan (St. John), ca. 1290-1325 
Built 1893; demolished 1926 Carved wood with polychromy, gilt, H. 92.7 cm. 
Model fabricated by Bruce Severson, 1987 Bequest of Alexander and Henrietta W. 

Plywood, plastic, plaster, paint, shredded filter for Hollaender, 1992.248 
plants, 35.6 x 90.8 x 77.2 cm. 

National Endowment for the Humanities Grant Spanish 
purchase, 1992.146 Female Saint, ca. 1290-1325 

Carved wood with polychromy, gilt, H. 92.7 cm. 
Wright, Frank Lloyd (American, 1867-1959) Bequest of Alexander and Henrietta W. 

Model of Monona Terrace, designed 1955 Hollaender, 1992.249 

Not built 
Model fabricated by Bruce Severson, 1991-1992 

Mixed media, 46.8 x 214.7 x 133.1 cm.. 
Anonymous Gift, 1992.145 
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Frank Lloyd Wright, Mendota Boathouse, designed 1893, model fabricated by Bruce Severson, 1987, National Endowment 
for the Humanities Grant purchase, 1992.146 
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DECORATIVE ARTS ————_— 

Doughty, Dorothy (English, 1892-1962) if Lo eS, 
Bewick’s Wren, 1954 0 . ap 

Painted porcelain, 24.0 x 20.4 x 12.1 cm. = ? Piva wi. 

Bequest of Mrs. Harry Steenbock, 1993.30 S : 

19 
Doughty, Dorothy (English, 1892-1962) | a Wy 
Bewick’s Wren, 1954 B a 
Painted porcelain, 25.1 x 17.8 x 12.1 cm. . Be 
Bequest of Mrs. Harry Steenbock, 1993.31 Y i 

Lalique, René (French, 1860-1945) nf 

Bowl: Vases, ca. 1921 

Clear glass, sepia patination, H. 7.7 x D. 20.8 cm. René Lalique, Vase: Yvelines, ca. 1926, Ineva T. Reilly 
Ineva T. Reilly Endowment Fund purchase, Endowment Fund purchase, 1992.338 

1992.339 

F : Lalique, René (French, 1860-1945) 
i s ape 1860-1945) Tube Fleurs for Forvil fragrance, ca. 1924 

Com ce. PUG IES db H.115xD.159 Clear glass, sepia patination, H. 10.2 x D. 3.2 cm. 

St B Geen LOSeWOOE DASE aa ee Zete eo Ineva T. Reilly Endowment Fund purchase, 
Gift of Mr. and Mrs. Harold E. Kubly 1992.337a-b 

in memory of Vincent Frederick Kubly, . 

Ea Lalique, René (French, 1860-1945) 
5 5, Vase: Serpent, ca. 1924-1947 Lalique, René (French, 1860-1945) Feosed a heretaee Fe ae te 

Encrier: Biches, ca. 1913 pe OA ites art fs 
Ineva T. Reilly Endowment Fund purchase, 

Amber glass, 12.4 x 15.0 x 15.0 cm. 1992.340 
Ineva T. Reilly Endowment Fund purchase, ‘ 

1992.336a-d Lalique, René (French, 1860-1945) 
Vase: Yvelines, ca. 1926 

y Clear glass, sepia patination, H. 20.0 x D. 27.7 cm. 
Ea Ineva T. Reilly Endowment Fund purchase, 

AR 1992.338 

ENS 

eee American Indian Art 
OES 

ik ae: SCULPTURE 

, gree Wy Eskimo 
. ET 2 Sr ail Walking Figure, ca. 1970 

‘Sete y Ec Ph Stone, H. 36.8 cm. 
we y Bequest of Alexander and Henrietta W. 

a —— Hollaender, 1992.221 

René Lalique, Vase: Serpent, ca. 1924-1947, Ineva T. Reilly 

Endowment Fund purchase, 1992.340 
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Ere: Columbian Middle Eastern Art 
Ceramic Vessel 
Redware, H. 17.2 cm. 

Bequest of Alexander and Henrietta W. CERAMICS 
Hollaender, 1992.240 Persian 

‘ Bull (Spouted Vessel), 6th century B.C. 
pea an me Earthenware, 20.6 x 29.9 cm. 
Nee ee Bequest of Alexander and Henrietta W. 

Earthenware, paint, H. 17.8 cm. Hollaender, 1992.362 

Bequest of Alexander and Henrietta W. ‘ ‘ 
Hollaender, 1992.241 Persian 

Fertility Goddess, 600-529 B.c. 

* Earthenware, H. 18.7 cm. 

Afr ican Art Bequest of Alexander and Henrietta W. 

Hollaender, 1992.361 

SCULPTURE 

African, Ivory Coast SCULPTURE 

Canned wood, H. 305 ape 
Sa Oey area bata mer a Male Figurine, Ptolemaic 

Bequest of Alexander and Henrietta W. Bronze Hasan 

Se eee Bequest of Alexander and Henrietta W. 
Afri Hollaender, 1992.219 

Female Secret Society Mask, n.d Egyptian 
apertenmeae inade Sur gern tia Anubis, Dog or Jackel-headed God 

Carved wood, fabric, paint, inlaid glass., H. 36.8 Bronze, H.9.8 cm. 
cm. seek i s 

Bequest of Alexander and Henrietta W. ma IE enrictia WV 
Hollaender, 1992.206 , . 

African ;. AEE eae South Asian Art 
Ceramic, 29.2 x 12.7 x 14. cm. 

Bequest of Alexander and Henrietta W. Indian, Gandharan 
Hollaender, 1992.207 Head, n.d. 

Carved stone, H. 21.6 cm. 
African, Baoule, Ivory Coast Bequest of Alexander and Henrietta W. 
Standing Female Figure Fetish, n.d. Hollaender, 1992.225 
Carved wood, H. 38.1 cm. 

Bequest of Alexander and Henrietta W. ; 

Hollaender, 192.208 Southeast Asian Art 

Yoruba People, Nigeria 
Two Figures, 18th century SCULPTURE 

Bronze, H. 27.6 cm. Thai 

Bequest of Alexander and Henrietta W. Head'of Goddess 
Hollaender, 1992.205 Stone, 20.3 x 29.9 cm. 

Bequest of Alexander and Henrietta W. 
Hollaender, 1992.250 
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i Yokoi, Teruko (20th century) East Asian Art Catenion 
Watercolor, 33 x 41 cm. 

PAINTINGS, WATERCOLORS, AND Bequest of Alexander and Henrietta W. 
PRINTS Hollaender, 1992.305 

Imai, Toshimitsu (Japanese, b. 1928) Zao-Wou-Ki (Chinese, b. 1920) 

Untitled, 1960 Still Life, 1955 

Oil on canvas, 73 x 53.7.cm. Color lithograph, 50.5 x 65.4 cm. 
Bequest of Alexander and Henrietta W. Bequest of Alexander and Henrietta W. 

Hollaender, 1992.170 Hollaender, 1992.323 

Kunisada, Utagawa (Japanese, 1786-1864) Zao-Wou-Ki (Chinese, b. 1920) 

Couple and Thunder God, ca. 1850 Birds and Mountains, n.d. 

Color woodcut, 37.6 x 25.6 cm. Color lithograph, 45.7 x 33 cm. 
Gift of Donald H. Tredwell, 1993.8 Bequest of Alexander and Henrietta W. 

Hollaender, 1992.322 
Morita, Shoji (Japanese, 20th century) 
Untitled, n.d. (before 1961) 

Gouache and newsprint collage on paper, 44.8 x SCULPTURE 

36.8 cm. . A , Sad 7 bs1927. 
Bequest of Alexander and Henrietta W. en a — i Vapanese ) 

Hollaender, 1992.292 Bronze H. 1201Gn' 

Bequest of Alexander and Henrietta W. 
Morita, Shoji (Japanese, 20th century) Hollaender, 1992.209 

Untitled, n.d. (before 1961) itch peekiitsh tite 
Gouache, 45.4 x 36.8 cm. . dette ie Saito, Yoshishi  b. 1905 
Bequest of Alexander and Henrietta W. Tac it fee Gapeneoe ) 

Hollaender, 192.293 Drilled, carved, and painted wood, 60.3 x 72.9 cm. 

B t of All d d Henrietta W. 
Morita, Shoji (Japanese, 20th century) a et 4 Naereae ToT’ ars 
Untitled, n.d. (before 1961) : : 
Gouache on paper, 36.8 x 44.9 cm. Chinese 

Bequest of Alexander and Henrietta W. Horse (Tomb Figure), ca.400-500 

Hollaender, 1992.324 Earthenware, 54 x 50.8 cm. 

y Bequest of Alexander and Henrietta W. 
Noriko (Japanese) Hollaender, 1992.214 
Untitled, n.d. 

Charcoal, pastel, and watercolor on paper, 30.5 x 

45.7 cm. 
Bequest of Alexander and Henrietta W. 

Hollaender, 1992.294 
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Theodore Roszak: The Drawings traced the artist's development from early constructivist works to postwar monumental 
abstractions 

August 28-October 18, 1992, Galleries VII and VIII October 6~November 8, 1992, Mayer Gallery 

Theodore Roszak: The Drawings Eva Maria Schén: gray tones—color tones 

The first retrospective of the drawings of the noted Contemporary Berlin artist Eva-Maria Schén filled 
American sculptor Theodore Roszak (1907-1981) Mayer Gallery with an installation of approximately 
began its national tour at the Elvehjem Museum. seventy works on paper. The artist described her 
Theodore Roszak: The Drawings, comprising approxi- unusual technique as painting with light in the dark- 
mately seventy sheets, surveys the artist’s work room. This exhibition was organized by Barbara 
from 1925 to 1980, revealing his early talent for Buenger, professor of art history, UW-Madison. 

drawing and showing his developing interests in 
styles and images. This exhibition was organized 
by The Drawing Society, New York and supported, | y a 
in part, by the Institute of Museum Services (IMS) 4 | ! t A . 
grant. rE 

IG ec oe 
Bs Ex ve - ‘ 

September 21, 1992-January 8, 1993, niche case = a 

between Gallery VI and VI | | | I 
: “ / 

Chinese Landscape Paintings by Shih-t’ao j 3 1 

The Metropolitan Museum of Art, New York lent y 4 - Pe 8 
two major Chinese paintings by the individualist s 

master Shih-t’ao (1642-1707): a hanging scroll enti- a = if 
tled Drunk in the Autumn Woods (ca. 1702) and the a the 
twelve-leaf Album of Landscapes, Vegetables, and 
Flowers (ca. 1690). Shih-t’ao (also known as Tao-chi) The works of Berlin artist Eva-Maria Schén, reminiscent 
is arguably the greatest Chinese painter in the sev- of such natural phenomena as sea shells and plants, were 
enteenth century and one of the most important created by the artist by inking her fingers and making 
masters of any era. This exhibition was organized patterns. Photo by Barbara Buenger 
by Julia Murray, professor of art history, 
UW-Madison. 
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Ly ln sale 
Artist Patrick Ireland explains his work Name Change to x 

Detroit Institute of Arts chief curator Jan van der Marck . . 
during the opening reception A view from the fourth floor of Patrick Ireland’s 

Labyrinth built in Paige Court by Tim Coughlin, John 
Herman, Bruce Marble, Jerry Niesen, Joe Reitmair, and 

November 14, 1992-January 10, 1993, Ray Wahl of the University of Wisconsin—Madison 
Galleries VII, VIII Physical Plant 

Patrick Ireland: Labyrinths, Language, Pyramids, and 
Related Acts York Times. This exhibition, the first comprehensive 

; ee: overview of Ireland’s work from 1961 to 1992, 

During the 1960s and 1970s when minimalism and included sculptures, drawings, objects, and docu- 
conceptualism WETE developing, the relationship mentary materials. This exhibition was organized 
between artists and critics was unusually close. For by Russell Panczenko, director of the Elvehjem 

the artist Patrick Ireland, the role was exceptionally Museum and supported, in part, by an Institute of 
close, since he was also a critic writing under the Museum Services (IMS) grant. 

name of Brian O’Doherty for Artforum and the New 
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Students on tour were fascinated by the changing perspectives of Patrick Ireland’s Rope Drawing # 98, Omphalos 
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* ae ie January 23—March 28, 1993, Mayer Gallery 

Meter 5 y a. American Drawings and Watercolors, 1800-1945: 
HENCE AD tie aad! i a Selections from the Permanent Collection — oer 

[pes en This exhibition pointed up both the quality and 
| nos diversity of the museum’s small but growing core 

| B [ collection of American drawings and watercolors. 
i It also emphasized the role that drawings and 
—_ | watercolors played in the history and development 

, of American art. Curator for the exhibition was 
eee Patricia Junker. 

First Light: Twenty Etchings by James Turrell sent the view- January 30-April 4, 1993, Galleries VII and VIII 

er on sensory voyage of altered perception American Color Woodcuts: Bounty from the Block, 
1890s-1990s 

November 14, 1992-January 10, 1993, . : 
Mayer Gallery Prints have always been an exceptionally strong 

. : : area of the Elvehjem’s collection. Building on this 
First Light: Twenty Etchings by James Turrell strength by making additional purchases and bor- 

California artist James Turrell has used light as an rowing key works from a dozen museums, the 
artistic medium since the mid 1960s, when he first curators gathered seventy-six prints by sixty-six 
gained national attention for his nontraditional masters of the woodblock medium. Cocurators for 
investigation of the effects of light and space on this exhibition were James Watrous and Andrew 
perception. The First Light portfolio is the third of Stevens. This exhibition was supported in part by 
Turrell’s print projects. The museum became inter- grants from the National Endowment for the Arts, 
ested in an exhibition when it acquired one print the Wisconsin Arts Board, the Brittingham Fund, 
from the portfolio in 1991. These aquatints were Inc., and the UW-Madison Department of Art His- 
lent by the Walker Art Center in Minneapolis. The tory James Watrous Fund. 
exhibition was supported, in part, by an Institute 

of Museum Services (IMS) grant. 

 <t 
Se Poe ar E ——— oer 5 
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en ee f as i Recent woodcuts in the exhibition American Color Wood- 
ssh eee a ca cuts: Bounty from the Block, 1890s—1990s 

American Drawings and Watercolors, 1800-1945: Selections 
from the Permanent Collection demonstrated the impor- 
tance of these media in the development of American art 
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January 3—-May 23, 1993, niche case between was supported, in part, by an Institute of Museum 
Gallery VI and VII Services (IMS) grant. 

Watson Collection of Indian Miniatures 

Donor Jane Watson selected a dozen Indian minia- April 17-July 18, 1993, Galleries VII, VII 

ture paintings and associated artifacts illuminating Some Additions to the Permanent Collections 
the great Mughals for a display from January 1 f 5 z 
through March 4 and a second display of books On display in Gallery VII ea new Amercan 
and manuscript pages showing the tradition of paintings, works on paper and sculpture; in'the 
book making in India beginning with text and display case between VII and VII were Asian deco- 

illustrations on palm leaves and continuing in the rative arts and sculpture. Gallery Vill highlighted 
sixteenth century with imitations of palm leaf historical European paintings and prints from the 
books on paper. This second exhibition was from fifteenth through nineteenth century. The museum 
March 19 through May 23. training class, with teacher Russell Panczenko, 

organized the exhibition. 

April 10-June 20, 1993, Mayer Gallery oT 5 mea 

Three Decades of Philip Pearlstein > ™ ee Baty) = he 4 

Philip Pearlstein (American, b. 1924) has been cre- a iy on " ES 3 7 a 
ating works of art since the 1940s, though he is best ae - ie > 6 es J : J 

known for his works in a realist style which he Ss : agit = Jal | ie 
developed after his abstract styles of the fifties. = re — Pe 

Most often taking as his subject the human form le Eo aS 
and landscape, he creates compositions of dynamic a =_ =~. % . 
color and line but carefully balanced. The exhibi- ie Be aes = _ E is 
tion presented two dozen prints from the last three 7 ae 7 wees a 
decades of this prolific artist’s work. Curator for Many new acquisitions were displayed for the first time 
the exhibition was Andrew Stevens. The exhibition in the exhibition Some Additions to the Permanent Collection 

‘ ee gee Orla? 
a Sn UA eae PC is So 
_ oS eee i, 
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a 

Jerusalem, Kidron Valley was one of the amazing landscapes in Three Decades of Prints by Philip Pearlstein 
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Gallery VIII held the historical paintings and prints in Some Additions to the Permanent Collection 

June 19-August 1, 1993, Mayer Gallery Hh 
a 

Modern Photographs from the Collection ia | 

The twentieth century has seen the acceptance of “ — { 
the photograph as a medium of artistic expression. ae 
By displaying the works by a half-dozen artists in 4 | 
this exhibition, the curator hoped the visitor would 
gain a sense of the range of a photograph’s inten- / 

tion and effect. Artists displayed in this exhibition i 
include Manuel Alvarez Bravo (Mexican), Lucien ah . 
Clergue (French), and Ralph Gibson, Eliot Porter, i 
and Aaron Siskind (Americans). Curator for this —e 
exhibition was Andrew Stevens. . 

Modern Photographs from the Collection 
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Other Museum Activities 

PUBLICATIONS 

Chinese Export Porcelain from the Ethel (Mrs. Julius) i‘: 

Liebman and Arthur L. Liebman Porcelain Collection, 
essay by Catherine Coleman Brawer. 160 pp. 7 ; t Be 
color plates and 134 black-and-white illustrations. ye nea 
November 1992 se 

yousccss Ge 
American Color Woodcuts: Bounty from the Block, soph Menuet ahem supa aah 7 

1890s-1990s, essay by James Watrous and cata- seer 
logue entries by Andrew Stevens. 136 pp. 76 color ; 
plates and 76 black-and-white illustrations. Janu- ' 
ary 1993 

Artscene, five issues Sey 
Exhibition catalogue and a handbook of a special collec- 
tion of porcelain were published in 1993 

LOANS TO OTHER INSTITUTIONS : ; : 

Milwaukee Art Museum, Milwaukee, Wisconsin Museum of Art, Kansas City, Missouri, January 

(The Wright State: Frank Lloyd Wright in Wisconsin, 2-Repmuary:27, 1798) 
September 10-N ber 8, 1992 

eer Names! ) Lee Bontecou, Untitled, 1973.5 

Frank Lloyd Wright, Maquett Sculptures Nako- 
‘a oh aoe seit elu The Art Institute of Chicago, Chicago, Illinois 

Frank Lloyd Wright Natoma Country Club Model, (Chicago Architecture and Design: 1923-1993, Recon- 
1992.147 i ‘ figuration of an American Metropolis, June 9- 

Frank Lloyd Wright, Mendota Boat Club Model, August 29, 1993) 
1992.146 . 

Frank Lloyd Wright, Perspective of the proposed Fra- Leland Atwood, Chrome-plated Tubular Steel Chair 

ternity House for the Phi Gamma Delta, on loan from The House of Tomorrow, 1983.30.1 
from the Figi Building Association 22 photomu- Leland Atwood, Gooseneck Lamp from The House of 

rals of Frank Lloyd Wright architecture, not TOM OT O82 -82 
accessioned 

Japan Society Gallery, New York, New York a Madison Municipal Building, Madison, 

Rain and Snow: The Umbrella i Art, March ae 
( April 35, 1993) ta lid SEDAN SEAT Nar January 26, 1993-February 26, 1994 

Utagawa Kunisada, Snow at Mukojima, 1980.2626 Frank Lloyd Wright, Monona Terrace Model, 
1992.145 

The Museum of Contemporary Art, Los Angeles, 

California 
(Lee Bontecou: Sculpture and Drawings of the 1960s, eee AND SUGh SERIES 

The Museum of Contemporary Art, Los Ange- Film, Mission to Moscow (1943) 
les, California, March 28-May 16, 1993; Parrish Wednesday, July 8, 1992 
Museum of Art, Southampton, New York, Sep- 

tember 19-November 14, 1993; Nelson-Atkins 
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Henry Drewal, Professor of Art History, University ee 7 ee ee 

of Wisconsin-Madison ce 7 i a 
“Sounds and Symbols: An Elders’ Drum from ‘ op 5) al = i 

West Africa” NS Ww, ¥ ern 
Wednesday, September 2, 1992 1 ’ ae = | 4 ) 

Joan Marter, Professor of Art History, Rutgers Uni- i r 2 A i 

versity ” aL 
“Wartimes and the Artist: Theodore Roszak’s 1 i’ rn | 

Apocalyptic Imagery, 1945-1970” Ah L 
Tuesday, September 8, 1992 es 

Robert Campbell, FAIA, Architect and Architectural 

Critic for the Boston Globe and David Dillon, : : : : 
Architectural Critic for the Dallas Morning News Representatives of The Drawing Society at the opening 

“Urban Development: Boston and Dallas” reception of Theodore Roszak: The Drawings (left to right): 
Tuesday, September 22, 1992: Linda Janovic, Sara Jane Roszak (daughter of the artist], 
USS Gay, CEPERIDER Ser and Paul Cummings are greeted by Paula Panczenko 

Sam Gilliam, Tandem P: D tment of Art Vis- 2 
Stang ae eer simentoharins Katherine Bradford, Tandem Press /Department of 

Art Visiting Artist Lecture Thursday, September 24, 1992 S 
Lei eoue cumiiss Thursday, February 4, 1993 

Eva-Maria Schon, Artist, and Barbara Buenger, Asso- ; . 
ae tae: of Ant History Universy oF a Catherine C. Brawer, Curator of the Maidenform 

Wisconsin Madison Museum, New York City : ; 

“Crossing Borders: Contemporary Women Artists “Curatorial Conundrums: Understanding the Lieb- 
in Germany” : man Collection of Chinese Export Porcelain” 

Friday, October 9, 1992 Thursday, February 11, 1993 

Julia Murray, Assistant Professor of Art History, James S. Wat TaUs; Emeritus Professor of Art Histo- 

University of Wisconsin—Madison we! University of Wisconsin-Madison 
“Nature and the Individualist: Views from Seven- ag ai Color Woodcuts: Bounty from the 

teenth-century China” Block, 1890s - 1990s 
Thursday, November 5, 1992 Thursday, February 18, 1993 

Film, Hopper’s Silence, by Brian O'Doherty Panel Discussion: “A Century of American Color 

Tuesday, December 1, 1992 Woodcuts : 
Frances Myers, Associate Professor, Department of 

Patrick Ireland, Tandem Press/Department of Art Art, University of Wisconsin-Madison, Andrew 
Visiting Artist Lecture Stevens, Curator of Prints and Drawings, Elveh- 

Thursday, December 3, 1992 jem Museum of Art; James Watrous, Emeritus 

, , Professor of Art History, University of Wiscon- 

Film Series: “Painters and the Cinema” Experiment sin-Madison 
Perilous (1944), Painters Painting (1972), The Monday, March 1, 1993 

Woman in the Window (1944), Lust for Life (1956), 

The Woman on the Beach (1946) 

Fridays, January 29, February 5, 12, 19 and 26, 1993 
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Andrew Stevens, Curator of Prints and Drawings, ee? i : 

Elvehjem Museum of Art a j } ; 
“Journey to the East: American and Japanese . E ’ oe is 

Color Woodcuts” ¢ Ao, Oe 
Thursday, March 18, 1993 { 2 rT bed Lael) : 

Philip Pearlstein, Artist o Yo | ms 
“Philip Pearlstein: Graphics and Paintings” ho % ~~ ] 
Saturday, April 24, 1993 % i wit yt < = 

if = ey 

ARTWORKS OF THE MONTH : A 

September ae rere 
Tjebu-Yoruba People, Nigeria, West Africa Ann Gratch (seated) demonstrated the techniques of 
Agba Drum for Osugbo Society, early 20th century woodcuts for tours 
Carved wood, 108.6 x 44.5 cm. diam. 
Harry and Margaret P. Glicksman, Ruth C. Waller- 

stein, Frank and Roa Birch, Eugenie Mayer Bolz, 
J. David and Laura Siefried Horsfall Endow- 4 
ment Funds; W. R. Mitchell Art Center Fund; ~| | 

and Charlotte Calvin Voorhis Estate purchase, tg ao "| 
1992.37 x i 

October ae V A a 

Frank Weston Benson (American, 1862-1951) ' YQ 
The Benson Family at Wooster Farm, North Haven, if | % 

Maine i 
Oil on canvas, 76.2 x 63.5 cm. i 
Gift of Katharine T. Bradley, 1991.147 

November, December, January 

Patrick Ireland (American, b. Ireland 1934) Cocurators Andrew Stevens (left) and James Watrous 
Labyrinth, 1992 (center) discuss American Color Woodcuts with art history 

Wood, drywall installation, Paige Court of the professor Gene Phillips 

Elvehjem Museum of Art, 3015 x 7590 x 7590 
cm. Constructed by Tim Coughlin, John Her- March 
man, Bruce Marble, Jerry Niesen, Joe Reitmair, Mateo Cerezo (Spanish, 1626/ 35-1666/76) 

and Ray Wahl of UW-Madison’s Physical Plant St. Francis Receiving the Stigmata, 1663 
Oil on canvas, 205 x 123 cm. 

February Class of 1945 Gift purchase, 71.4 
David Wojnarowicz (American, 1954-1992) 

Untitled, 1992 April 

Silkscreen on gelatin silver print, 120.7 x 89 cm. Yang Jin (Chinese, 1644-1728) 
Frank and Roa Birch Endowment Fund purchase, Landscape with a Scholar in His Studio, 1698 

1992.40 Ink and color on paper, 121.9 x 35.6 cm. 

John H. and Abigail Van Vleck Fund purchase, 
1992.121 
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May 
Georgia O'Keeffe (American, 1887-1986) 
Maple and Cedar, before 1921 
Oil on board, 63.5 x 48.3 cm. a 
Lent anonymously a cs Q 

June a ae 
Reynolds Beal (American, 1867-1951) ~ 
Provincetown Waterfront, 1916 | pe 
Oil on artists’ board, 71.7 x 89 cm. Yee 
Friends of the Elvehjem Museum of Art purchase, yo Hy J f i 

1979.125 ie ee 
ch iia Ma 4 

i Oi 
CONCERTS ale 
Sundays at 2:30 p.m. in Brittingham Gallery III (ee eae 

ae ee ee has i ee 
September 6, 1992 fhe : i ey : 
Timothy Lane, flute; Barbara Wimunc Pearson, i Ul ores Lae 
piano, Eau Claire Artist Philip Pearlstein gave a delightful account of his 

life in the arts to a standing-room-only audience 

September 13, 1992 
Joyce Anderson, soprano, Oshkosh November 22, 1992 

Michelson Ensemble, Stevens Point 

September 20, 1992 
Pro Arte Quartet, Madison November 29, 1992 

Sylvan Winds, Milwaukee 

October 4, 1992 

Present Music, Kevin Stahlheim, director, December 6, 1992 
Milwaukee Pro Arte Quartet 

October 11, 1992 December 13, 1992 
Parry Karp, cello; Howard Karp, piano, Madison Wisconsin Arts Quintet, Stevens Point 

October 18, 1992 January 3, 1993 

Wingra Woodwind Quintet, Madison Solon Pierce, piano, New York City 

October 25, 1992 January 10, 1993 
Oakwood Chamber Players, Madison Uwharrie Clarinet-Percussion Duo, Stevens Point 

November 1, 1992 January 17, 1993 
Cheryl Grosso, percussionist, Green Bay Wausau Conservatory of Music faculty 

November 8, 1992 January 24, 1993 
Pro Arte Quartet UW Oshkosh faculty 

November 15, 1992 January 31, 1993 
Lawrence Chamber Players, Appleton UW Whitewater faculty 
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CP tee pe ee eS eee 
: ce ae PH ge ee 

% ee. =P aes See SESS SS 
ne eae ae * ans = Se S ee 

r ems 7" a gemma ee) Sf easy = 
A me MN ae sae a 2 = 

\ i se a eee es 

Sas se \ a all The June 1993 Artwork of the Month was Reynolds 
mm) ¢ N Beal’s Provincetown Waterfront 

= March 14, 1993 
i ' 4 Collegium Chamber Players, Oshkosh 

A . March 21, 1993 
4 . f Wingra Woodwind Quintet 

: March 28, 1993 
o : Uri Vardi, cello, Madison 

ee A April 4, 1993 
= Winner's concert—Wisconsin Public Radio Neale- 

i - Silva Young Artist’s Competition 

April 18, 1993 
The March 1993 Artwork of the Month was Mateo Wisconsin Brass Quintet, Madison 
Cerezo’s St. Francis Receiving the Stigmata 

April 25, 1993 
February 7, 1993 Richard Schilling, guitar, Boston, Massachusetts 

Kyle Dzapo, flute; Bellamy Hamilton, piano, 
Wausau May 2, 1993 

Pro Arte Quartet 

February 14, 1993 
Wisconsin Woodwind Quintet, Eau Claire May 9, 1993 

Lawrence Conservatory Faculty, Appleton 

February 21, 1993 
Pro Arte Quartet May 16, 1993 

Todd Welbourne, piano, Madison 

February 28, 1993 
UW Madison School of Music—Women in Music 
festival concert 
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Volunteers 

ELVEHJEM MUSEUM ELVEHJEM DOCENTS 

OF ART LEAGUE (Docents’ language skills for tours indicated.) 

Emy Andrew Judith Mjaanes 
Officers Dorothy Berg Barbara Moe 
Elizabeth Pringle President Mary Berthold Marjorie Nestingen 

Susan Sonek, gona : oes an Siena ST 
Mager Oy) Vea Beverly Calhoun Sallie Olsson 

Irmgard Carpenter Hiram Pearcy 
Members Suzanne Chopra Diane Pett 

eos Judy Christenson Jane Pizer 
Vicki Hallam Louise Clark Toni Richards 
MaryAnn Halvorson Beverly Dougherty Sybil Robinson 
Jane Henning i Zora Dunn Brigitte Rosemeyer (German) 
Margaret Hutchinson Virginia Dymond Petie Rudy 
Beverly Katter_ Jane Eisner Ingrid Russell 
Valerie Kazamias Joan Feldman Karen Sack 
Judy Langheim Sally Forelli Miriam Sacks 
Dorothy Leon Carolyn Gaebler Ann Sauthoff 
Ellen Lewis Virginia Gibson Henryka Schutta 
Madeline Litow Jean-Pierre Golay (French) Pauline Scott 
Nola McGann Gail Goode Ellen Simenstad 
Rosanna Patch Joan Hamann Rita Sinaiko 
Arline Paunack Mary Jane Hamilton Jan Smart 

Elizabeth Pringle Mary Harshaw Arlene Smith 
Sybil Robinson Gertrude Herman Susan Stanek 
Annetta Rosser Lydia Herring (Spanish) Kitty Steinwand (French) 
Henryka Schutta Ching-jung Ho (Chinese) Marion Stemmler 
Susan Stanek Sylvia Hultkrans Peg Stiles 
Hat Stevens Marcia Philipps-Hyzer Catherine B. Sullivan (French) 

Crellin Johnson Patricia Thomas 
Belkis Kalayoglu (French) Marian Thompson 
Barbara Klokner Shirley Vandall 
Joan Kuypers Nancy Vick 
Ellen Lewis Margy Walker 
Beatrice Lindberg Norma Wampler 
Elizabeth McCoy Nancy Webster 
Jean McKenzie Olive Wile 
Jo Meier Betty Wright 
Margaret Mein Karen Zilavy 
Helene Metzenberg 
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Donors and Long-term Lenders 
of Works of Art 

DONORS LONG-TERM LENDERS 

Stuart H. Applebaum Sarah M. Bekker 
Richard E. Brock Andre Boesch 
Vere and Marge DeVault Helen B. Boley 
James Edsall Fiji Building Association 
Elvehjem Museum of Art Docents First Unitarian Society 
Alexander and Henrietta W. Hollaender J. Paul Getty Museum. 
Patrick Ireland Hirshl & Adler Galleries, Inc., New York 

Kristaps J. Keggi State Historical Society of Wisconsin 
Esther Kiessling Alexander and Henrietta W. Hollaender 
Richard A. Klevickis Estate of Elizabeth Gilmore Holt 
Mr. and Mrs. Harold E. Kubly Jon Holtzman 
The Madison Print Club Herbert M. Howe, Jr. 
Mrs. Harry Steenbock Hugh Iltis 
Jon and Susan Udell Estate of Sacha Kolin 

Donald H. Tredwell Catharine Krueger 
Mr. and Mrs. Jeffrey R.M. Kunz 
Hans Lachmann Collection 
Catherine T. Marshall 
Evelyn H. Payson 
E. James Quirk 
Jacqueline Rosenblatt 
William F. Spengler 
Jon G. and Susan Udell 
Lorin Uffenbeck 
Mrs. Earnest C. Watson 
Emily Howe Wilson 
Westerdijk Collection 
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Grants and Gifts 

FEDERAL, STATE, AND LOCAL MEMORIAL GIFTS 
GOVERNMENT GRANTS In memory of Vi Miller 

Dane County Cultural Affairs Commission Reed and Jane Coleman 
National Endowment for the Arts Evjue Foundation, Inc./ The Capital Times 
Wisconsin Arts Board Charles and Viola Fenske 

Wisconsin Humanities Committee, serving on Madison Newspapers, Inc. 
behalf of the National Endowment for the Jean D. McKenzie 
Humanities Robert and Jean Rennebohm. 

Suby, Von Haden & Assoc. S.C. 

In memory of Warren Moon 
CORPORATE AND FOUNDATION Rd and Nancy Douglas 
GRANTS AND GIFTS Corinne Magnoni 

Brittingham Fund, Inc. In memory of Alonzo Hauser 

Marshall Erdman & Associates Wynona Hauser Murray 
Evjue Foundation, Inc./ The Capital Times In memory of Marian Sanford Robb 
M.L. Fishman Realty Company Eleanor A. Robb 

Goodman's, Inc. In memory of Newman Halvorson 
The Jensen Foundation, Inc. Me : 
P Robert and Jean Rennebohm 
romega Corporation K 

Ida and William Rosenthal Foundation In memory of Rubye Herzfield Cohen 
University Book Store Department of Biomolecular Chemistry 

University League, Inc. In honor of James Watrous 
Emy Andrew 
Dorothy Berg 

UNIVERSITY OF WISCONSIN Mary Berthold 
GRANTS AND TRUSTS Helene Byrns 

Anonymous Fund Committee Beverly Calhoun 
Hilldale Trust Fund Suzanne Chopra 

Judy Christenson 
Louise Clark 

MATCHING GIFTS Jane Coleman 
CORPORATIONS/COMPANIES akg 

i Virginia Dymond 
Amoco Foundation, Inc. Jane Eisner 
BankAmerica Foundation Gara Pelion 
The Capital Group, Inc. Sally Forelli 

Cleveland Cliffs Foundation Carolyn Gaebler 

Unitrin, Inc. Jean-Pierre Golay 
Gail Goode 

INKIND CONTRIBUTIONS oe 
ary Harshaw 

Fleurishes Loni Hayman 
Steep & Brew Gertrude Herman 

Sylvia Hultkrans 
Marcia Hyzer 
Crellin Johnson 
Belkis Kalayoglu 
Barbara Klokner 
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a a Margaret Walker 

| 4 . eH gi Olive Wile 
i ae Nancy Webster 

MI se f J ile al Betty Wright 
By See os ty | Karen Zilavy 

» \ | ise. | In honor of Thomas and Jan Terry 
aa Heather and Paul Haaga, Jr. 

& — 
' i hie NAMED ENDOWMENTS 

: Ha , Carolyn T. Anderson Endowment Fund 

Frank and Roa Birch Endowment Fund 
Docents (left to right) Henryka Schutta, Jane Eisner, and Edward Blake Blair Endowment Fund 
Helene Metzenberg view the two works of art presented Bucenie Maver Bole Endowment bund 
to the museum in honor of James Watrous 8 3 y 

Brittingham Endowment Fund 

In honor of James Watrous, continued oo ae ee 1End 
Joan Kuypers vel a useum of Art General Endowment 

M. Anne Lambert i ladicl ial 
iene Alice Drews Gladfelter Memoria’ Fund 
Be ence. Harry and Margaret P. Glicksman Endowment 

Dorothy Little ee 4 
joanne Meter Juli Plant Grainger Endowment Fund 
Helene Ne enbey Joen Greenwood Endowment Fund 
Babar Nios 8 Alexander and Henrietta W. Hollaender 

Marjorie Nestingen oe dae ne fried call 
ove Touie Nolen J ae and Laura Seefried Horsfall Endowment 

: ‘un 
edna Richards Walter J. and Cecille Hunt Endowment Fund 
Con Robinion John S. Lord Endowment Fund 
na Hee Rae ever Jean McKenzie Endowment Fund 
ee Rud es Cyril W. Nave Endowment Fund 
nena ee Bertha Ardt Plaenert Endowment Fund 
oe Sack Ineva T. Reilly Endowment Fund 
Near GueLe F. J. Sensenbrenner Endowment Fund 
ean John H. Van Vleck Endowment Fund 
Piette Sahara Earl O. Vits Endowment Fund 

ee al Ruth C. Wallerstein Endowment Fund 
Hilen Gimenetad Malcolm K. Whyte Endowment Fund 

Rita Sinaiko 
Janette Smart 
Arlene Smith 
Susan Stanek 
Marion Stemmler 
Margaret Stiles 
Fan Taylor 
Patricia Thomas 
Marian Thompson 
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Expenditures and Financial Resources 
July 1, 1992-June 30, 1993 

College of UW Revolving Percent of 
Operating Expenditures Expended UW L&S Trusts Self-Sustain Donations Endowments Grants Total Total Cost 

Salaries (fringes included) 

Museum Staff $411,412 $93,590 $299,000 $0 $18,822 $0 $0 $0 $411,412 
Museum Security $164,342 $162,900 $0 $0 $0 $1,442 $0 $0 $164,342 
Museum Student/LTE $86,474 $20,041 $39,119 $0 $2246 S22 $5,848 $86,474 

Subtotal Salaries: $662,228 $276,531 $338,119 $0 $40,066 $1,664 $0 $5,848 $662,228 53 

General Operations $78,595 $0 $33,662 $0 $141 $16,127 $0 $28,665, $78,595, 6 

Maintenance of Permanent Collection 
Conservation $6,773 $0 $5,017 $0 $0 $0 $0 $1,756 $6,773 
Study and Display Expenses $19,047 $0 $6,777 $0 $153 $1,547 $276 $10,294 $19,047 
Insurance of Collection $22,992 $22,992 $0 $0 _ $0 $0 $0 seca! $22,992 

Subtotal Maint. Perm. Collection: $48,812 $22,992 $11,794 $0 $153 $1,547 $276 $12,050 $48,812 4 

Exhibitions $102,825 $0 $8,516 $18,700 ($177) $24,948 $0 $50,838 $102,825 8 

Museum Programs 
Education $5,712 $0 $2,235 $0 $519 $1,940 $0 $1,018 $5,712 
Membership and Outreach $5,325 $0 $0 $0 $0 $3,615 $0 $1,710 $5,325 

Concerts $6,645 $610 $72. 0 _ 0 SO 7B a i RUE $0 $6,645 i 

Subtotal Museum Programs: $17,682 $610 $2,997 $0 $519 $10,828 $0 $2,728 $17,682 1 

Publications $47,921 $0 $2,494 $0 $0 $44,442 $500 $485 $47,921 4 

Self-Sustaining Programs 
Museum Shop S76 ALOU nin pasa an) eles secs n OO inj 212 970,900 _ $0 $0 $0 $76,110 

Subtotal Self-Sustaining Programs $76,110 $0 $150 $0 $75,960 $0 $0 $0 $76,110 6 

Building Maint. (Physical Plant) $209,104 $207,204 $1,900 90. Se LSet we $0 $209,104 ellis 

TOTAL OPERATING 
EXPENDITURES: $1,243,277 $507,337: $399,632 $18,700 $116,662 $99,556 $776 $100,614 $1,243,277 100 

PERCENT OF FINANCIAL RESOURCES 41 32 2 : 8 0 8 100 
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College of UW Revolving Percent of 

Operating Expenditures Expended UW L&S Trusts Self-Sustain Donations Endowments Grants Total Total Cost 

Acquisitions of Works of Art $336,717 $0 $0 $0 $0 $25,693 $311,024 $0 $336,717 88 
Building Renovations $35,673 $0 $0 $0 $0 $33,486 $0 $2,187 $35,673 9 
Equipment/Machines/Software _ $11,372 $0 NOE BOR GOR ia i) pO 8) 1 0,680 $0 $184 $11,372 Sa 

TOTAL CAPITAL 
EXPENDITURES: $383,762 $0 $4,508 $0 $0 $65,859 $311,024 $2,371 $383,762 100 

PERCENT OF 
FINANCIAL RESOURCES: 0 1 0 0 7 81 1 100 

TOTAL OPERATING AND 
CAPITAL EXPENDITURES: $1,627,039 $507,337 $404,140 $18,700 $116,662 $165,415 $311,800 $102,985 $1,627,039 

PERCENT OF 
FINANCIAL RESOURCES 31 25 1 fe 10 19 6 100 
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Donors and Members 

BENEFACTORS oo rae nena, 
teas James Dahlberg and Elsebet Lund 

(Contributions of $50,000 and up) DPPG Partnership 

Eyjue Foundation, Inc./The Capital Times William C. Fairbanks 

Walter J. Hunt Charles and Viola Fenske 
Gordon J. Flesch 
Ruth M. Fox 

PATRONS Mr. and Mrs. Walter Frautschi 

(Contributions of $25,000-49,999) Annabelle Gallagher 
Joseph and Deidre Garton 
Paul and Dolores Gohdes 

SPONSORS Michael and Gail Goode 

(Contributions of $10,000-$24,999) Goodman’s, Inc. 
ee Jim and Margo Heegeman 

Brittingham Fund,Inc. Thomas and Joyce Hirsch 
Mary C. Hoard 
Herbert and Evelyn Howe 

FELLOWS Rosemary Johnson 
(Contributions of $1,000-$9,999) William and Edith Jones 

The Capital Group, Inc. oo. cave? 
Harriett W.G. Cleaver eke ¢ an 
Reed and Jane Coleman Cea sua 
acne eidian Philip and Trish Littman 
Ve etavie Jerome Grau Robert and Helene Metzenberg 

Joen Greenwood Pe ee 
Heather and Paul Haaga, Jr. May ee ee i 
ee ane Henry and Elizabeth Pringle 
Ndicou NeWeosupers dae Fred and Diane Reichelt 
fen Rea ad Lao Donald and Diana Ryan 
fa Wane Nar Paul and Ellen Simenstad 
Ae a peek Barbara K. Streicker 

William and Ida Rosenthal ee ae ee 
Thomas and Jan Terry University League, Inc. 

etn ine David and Judith Ward 
eae John and Shirley Wilde 

Dorothy E. Wineke 
ASSOCIATES G. Coleman and Josephine Woodbury 

(Contributions of $250-$999) 

Anonymous FOUNDERS 
Ineva Baldwin (Contributions of $100-$249) 

BankAmerica Foundation 
Joyce J. Bartell ae a Hon 
Richard and Janneke Baske I eed d pee Soest 
Richard and Nancee Bauer Rae dR vee 
Niles and Linda Berman See ° 
RR add Boue Birkhauser Melvin and Barbara Bacher 

Jerome and Simona Chazen Elloutse Beatty 
a Robert and Lynn Berman 
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FOUNDERS Grant i: Lawrence 
G Beatrice Lindberg 

(continued) Arthur and Susan Lloyd 
Thomas and Shaila Bolger Elaine Marks 
Virginia Botsford Wayne and Olive Martin 
Joseph and Katharine Bradley Rosalie H. Mayer 
Joyce Brink Joseph and Marygold Melli 
Arnold and Betty Brown Barbara Moe 
Barbara Buenger Merritt and Cynthia Norvell 
William and Judith Busse Bettina B. Orsech 
Philip Butler Asher and Perle Pacht 
Beverly H. Calhoun Stanley and Virgie Peloquin 
Robert and Evonna Cheetham Clara Penniman 
Jane Coleman Evan and Jane Pizer 
John P. Comstock Lee and Cyrena Pondrom 
Marvin and Mildred Conney Robert and Jean Rennebohm 
James F. and Ann C. Crow Kathryn S. Reierson 
Erroll and Elaine Davis Sybil Robinson 
Emily H. Earley Glenn R. Ruihley 
Jane M. Eisner Linda A. Sallas 
Janet S. Ela Harry and Ann Sauthoff 
William and Colleen Feist James and Elyn Schernecker 
John and Barbara Ferry Henryka Schutta 
Marvin and Janet Fishman Dr. and Mrs. William Segar 
Jim and Evey Fleming Donald and Eileen Smith 
Nancy Fowlkes Charles and Shirley Stathus 
Jean-Pierre and Janice Golay Mrs. John C. Stedman 
John L. Goldman Margaret G. Stiles 
Laurentine S. Greene Colleen B. Sullivan 
Jean A. Gregg Fannie T. Taylor 
Gerald P. Halpern John and Carol Toussaint 
Turner and Mary Harshaw Sarita Trewartha 
Duane and Bonnie Hendrickson David and Louise Uehling 
Prof. and Mrs. Joseph Hickey University Book Store 
Robert C. Holsen James and Sylvia Vaccaro 
Frank R. Horlbeck Margaret H. Van Alstyne 
Willard and Frances Hurst Barbara A. Van Horne 
Mr. and Mrs. A. Paul Jensen James and Margaret Watrous 
Brian and Laurel Joyner John and Nancy Webster 
William and Patricia Kaeser Laurence and Frances Weinstein 
Ruth DeYoung Kohler John and Celeste Wenzel 
Robert and Lynne Krainer Florence Wetzel 
Earl and Catherine Krueger Mary N. Wilburn 
Mr. and Mrs. Harold Kubly James and Mary Alice Wimmer 
Kenneth J. LaBudde Zain R. Woodring 
M. Anne Lambert and Peter Barton Tom and Karen Zilavy 
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FAMILY, INDIVIDUAL, SENIOR, AND STUDENT MEMBERS 

Nancy Abraham Roy and Dorothy Berg Irmgard Carpenter Carole Doeppers 
Julius and Hilde Adler Janet S. Berger Martha L. Carter James R. Donoghue 
Scott Ahles Morris D. Berman Charles and Martha Casey Dr. and Mrs. Richard 
Marla J. Ahlgrimm Louis and Patricia Frederic G. Cassidy Dortzbach 
Betty Akagi Bernhardt A.B. Chapman Nancy and Robert Dott, Jr. 
Amy J. Albert Mary Berthold Richard E. Chase Beverly A. Dougherty 
Eleanor Albert Catherine L. Bertucci John Chesley Richard and Nancy Douglas 
J. Susanne Ames Jean H. Manchester Joan Chesters Marie N. Draeger 

Doris Y. Anderson Biddick Paramjeet and Suzanne Marcine F. Drescher 
Marion F. Anderson Sally Bilder Chopra Frank Dropsho 
Odin and Helen Hay Angelica Bilkey Grace Chosy Joseph G. Dryer 
Anderson Jerry and Shary Bisgard Joshua and Flora Chover Dr. and Mrs. Stephen Dudiak 

Phyllis S. Anderson Lia Bittar Judith Christenson Marion K. Dudley 
Roger Anderson Beverly M. Blahnik Daniel Christison Thomas and Bette Duff 
Ralph and Carol Andreano Edward and Eleaner Blakely Jenny S. Chung Zora Dunn 
Mr. and Mrs. Richard Robert and Diane Bless Jullie J. Chung Florence H. Dvorak 
Andrews William L. Blockstein Birute Ciplijauskaite Virginia Dymond 

Marion Applegate Josephine C. Blue Susan W. Clapp DeEtte Eager 
Margarita O. Ash Ruth Bock Louise Clark Marvin and Barbara Ebel 
Marian Ashman Heidi Bollinger Linda Clauder and Zorko W. Lyle and Louise Eberhart 
Richard and Elizabeth Askey John and Marion Bolz Greblo Frederick and Ivy Edelman 
Carol F. Askins Roger and La Verne Boom Camden A. Coberly Phyllis Eichman 
Sarah Aslakson Gary and Marlene Bernard C. Cohen John and Helene Eiker 
Robert T. Aubey Borman Louise Coleman Elizabeth M, Eisenman 
Robert and Janice Anna Bourdeau Warrington Colescott and Dorothy A. Ela 

Baldwin James Boxrud Fran Myers Constance Elvehjem 
Barbara Banks Lyle Bracker Mitchell Conklin Marilyn S. Emordeno 
Arthur W. Banwell Gloria R. Bremer James H. Connors Marge Engelman 
Jack Barbash Mary A. Brennan David and Christine Leon and Shirley Epstein 
Catherine Barber C. Brooks Brenneis Cookson Elizabeth Erbe 
Bette Bardeen William and Treva Breuch Charles D. Cornwell Ellen Ericksen 
Wilma M. Barrett James and Mary Brill Grant and Diana Cottam Gordon J. Esser 
Tait S. Barrows Janette Brimmer Lynn T. Courtenay J. Laurence Everard 
Catherine E. Bauer Kimberly Britton Judith S. Craig Glen G. Eye 
Chuck Bauer Mia E. Brodersen Melvin Croan Friedemarie Farrar 
Ivan W. Bean, Jr. Mary E. Brooks Mr. and Mrs. E. David Janet Faulhaber 
Lawrence Bechler and Kenneth and Eleanor Brown Cronon David J. Fayram 

Patricia Struck Laura J. Brown Marion P. Crownhart Marvin A. Feldman 
Stanley and Isabel Beck B. L. Browning Judith Croxdale David and Sara Fellman 
Brooks and Mary Helen Mrs. Ernest Bruns Frances M. Crumpton Timothy D. Fenner 

Becker Alice $. Bryan Frances M. Culbertson Mr. and Mrs. William Fey 
Joyce E. Becker Catherine Burgess Robert and Muriel Curry Joseph C. Fiebiger 
Arthur and Nancy Becknell Richard R. Burgess Merle Curti Charlotte M. Finley 
Anita C. Been Margaret J. Burke Carole J. Curtin Leslie and Barbara Fishel 
Robert and Catherine Carol E. Burns Dorothy Daggett Lois Fisher-Svitavsky 

Beilman Robert H. Burris Josephine Darling Ellen D. Fluck 
Francis L. Bell Judge and Mrs. William Sue Dauberman Grace M. Fonstad 
Dale Bender Byrne Thurston Davini Charles Ford and Sharon 
Norlin and Cynthia Helene Byrns Audrey Dean James 

Benevenga Katherine C. Cain Matilda F. DeBoor Neil M. Ford 
Doris A. Bennett Ruth Calden Bill and Mary DeHaven Sally Forelli 
Emmett L. Bennett Barbara Calhoun Gail Derzon G. W. and Jeanette Foster 

Charles and Marybelle Richard J. Callaway Robert A. Dick Robert and Clara Fountain 
Bentley John R. Cameron Shirley W. Dieter Jan M. Fox 

Kitty Benz Emily B. Campbell Jess O. Dizon Tom and Marietta Fox 
Ruth Benzie and Barbara Mildred E. Campbell Frederick and Ruth Dobbratz = Mr. and Mrs. Arthur Frank 
Dougherty John E. Canfield Emily P. Dodge Janet A. Franke 

210



Lowell Frautschi Phillip and Sydney Harth Frederick J. Johnson Edwin M. Larsen 
Elisabeth Fuchs Mrs. Everett D. Hawkins June E. Johnson James L. Lawrence 

Max and Carolyn Jean K. Hawkins Jim and Joan Jones Arthur A. Leath 
Gaebler Helen Hay Dusan Jovanovic Lois H. Lenz 

Edward T. Gargan David and Loni Hayman Sylvia Kadushin Maurice and Dorothy Leon 
John and Fanny Garver Janet J. Hays Lydia B. Kalaida Claude E. Leroy 
Eugene and Alice Gassere Lori Hayward Belkis Kalayoglu Allan and Sandra Levin 
Helen Geisler Harriet M. Hazinski Helen and Henry Kaplan Ellen S. Lewis 
Mary E. Gerloff Judith Heidelberger Louis and Esther Kaplan Joseph Lieberman 
Gerald and Eleanor Jack and Nancy Heiden Rosa Z. Karlin Milferd Lieberthal 
Germanson Lorraine M. Heise Edward T. Karlson Robert C. Lietz 

Mary V. Gibson Gunther W. Heller Beverly J. Katter Maureen Lieurance 
Robert and Marion Giese Jean M. Helliesen Shirley J. Kaub Robert Lifvendahl 

Helen B. Giessel Phyllis R. Helmer Valerie Kazamias Leon and Beatrice 
Dr. and Mts. L. T. Giles Jane Henning Ulker Keesey Lindberg 
Marcelle E. Gill K. Louise Henning Marena Kehl and Ron Madeleine Litow 
Hugh C. Gillen Ann B. Henschel Diamond Dorothy Visscher Little 
Carol Giltz A. J. Herlitzka Mary H. Kelleher Charles and Isabelle Lobeck 
Arthur M. Glenberg Gertrude B. Herman Mary F. Kelly Mrs. Arthur Lodge 
Thomas J. Gombar Lydia B. Herring Robert and Pam Kelly Dorothy G. Loeb 
Gail Goode Donald and Karen Doris M. Kennedy C. W. Loomer 
Ann N. Grady Hester Joseph and Joan Kepecs Carl and Jane Loper 
Dr. and Mrs. Robert Mary Ellen and Thomas Melissa Kepner and James Barbara Lorman 

Graebner Higgins Adney Janice R. Lower 
Doris Green George and Audrey Hinger Miriam Kerndt Maryann Loy 
Dr. and Mrs. John Greist Helen W. Hinke Mr. and Mrs. Mark Ilse B. Mack 
Eleanor C. Griffith Ching-Jung Ho Kerschensteiner Julian Mack 
James and Barbara Edward Hodes Joyce E. Kiesling Sally Mackie 

Griffith Susan Y. Hoffman Maurice and Jeanne Kiley Elsie Macklin 
Raymond C. Groth Ruth Hokanson Edward and Lu Ann Killeen Corinne and Peter Magnoni 
Helen Groves Donald and Sally Holl Susan King and Robert Margaret Magnusson 
Shirley Gruenisen Mr. and Mrs. Leroy Holm Horowitz Caroline R. Mallatt 
Effie P, Guethlein Carol Holtsapple Robert M. Kingdon Claire Mangasarian 
Edward Gulesserian Kenneth and Eugenie Opal N. Kingsbury Heather L. Mann 
Marjorie Gunderson Hoover Judith K. Klehr Menahem Mansoor 
Mildred L. Gunderson Mark and Kathleen Hoover Bernerd and Virginia Kline John March 
Gabriele S. Haberland William and Carolyn Horton Dorothy J. Klinefelter Elizabeth R. Marsh 
William and Harva Hachten A. Marion Hove Barbara Klokner Helen I. Marsh 
Nancy Hagen Arthur O, Hove Larry M. Kneeland Alice and Orville 
Warren O. Hagstrom Evelyn A. Howell Miki Knezevic Martin, Jr. 
Paul A. Hahn Jay Huemmer Joyce Knutson Josephine H. Martin 
Robert and Victoria Sylvia F. Hultkrans Kathryn Kohler Jeffrey A. Martinson 
Hallam Pearl S. Hunkel Norma J. Kolthoff Gerald and Barbara Marwell 

Frederick T. Hallanger Margaret A. Hutchinson Irma K. Korbitz Russell K. Marx 
Lawrence and Arneita Halle Marcia Philipps Hyzer Ann E. Kovich Robert and Marie McCabe 
Terry L. Haller Silja Ikaheimonen- Ellen Kowalczyk Mary E. McCarty 
Dorothy Halverson Lindgren Edgar H. Krainer William H. McClain 
Joan Hamann Irene M. Ilgen Carol Krause Catharine McClellan 
Philip and Mary Jane Theodore and Helen IItis Helen Kreigh Elizabeth M. McCoy 
Hamilton Dr. and Mrs. Stanley Inhorn Patricia Krueger Nola McGann 

Audrey Handler Sachiko Iwasaki Mabel Kuharski John N. McGovern 
Beatrice B. Hankin John and Marge Jacoby Helen H. Kuntz Beverly McKelvey 
W. Lee and Sally Hansen Leo Jakobson Betty Kurtenacker Bruce and Jacklyn McLean 
Trene A. Hardie Carol P. James Burton and Dale Kushner Reed McMillan 

Donald and Mary J. J. Jehring Joan and Jerry Kuypers Marjorie McNab 
Harkness Bette M. Johnson Charles and Mary Ann La Mrs. Harold W. Mead 

Fred and Nancy Harrington Clarice L. Johnson Bahn Gladys S. Meier 
Sheila R. Harrsch Crellin Johnson Margaret S. Lacy Jo Meier 
Blanche E. Hart David Johnson Dr. and Mrs. Robert Lambert — John Mendenhall 
Henry and Virginia Hart Ellen F. Johnson Henry and Annrita Lardy Monika Mentzer 
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Janet Mertz and Jonathan Peter P. Orlik Sarah A. Rose John and Barbara Shaw 
Kane Marjon B. Ornstein Brigitte Rosemeyer Mr. and Mrs. Jeremy Shea 

Gale W. Meyer flah M. Ostrum Frederick and Joyce Rosevear — Marjorie F. Shepherd 
Helen U. Meyer Fredericka Paff Jacqueline Ross Anne Short 
Thomas Meyer Patricia L. Paff Jeanette Ross Margret S. Siedschlag 
Norman and Mary Michie John and Carol Palmer Annetta H. Rosser Carl and Elizabeth 
Julia B. Miles Portia Paradise Harry and Karen Roth Silverman 
Meryl Miles Ethel Parker H. Jean Rowley Carol Sinaiko 
Charles and Sally Miley Seymour V. Parter Jone M. Rowley Russell and Rita Sinaiko 
John and Anne Millar Jeanne M. Parus Perine J. Rudy Joan McGucken Slate 

Elaine and Carol Miller, Jr. Mr. and Mrs. William Patch Mr. and Mrs. Chester Jean L. Sloan 

Anne Minahan Fred Paul Ruedisili Laura Smail 
Doris S. Mita Arline Paunack Eldon B. Russell Janette C. Smart 
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Kathleen Mosher Liese M. Pfeifer Sallander Rita Somers 
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Laurel S. Munger John and Nancy Pollock Thomas and Audrey Karen S. Stein 
Mary Lou Munts Elizabeth Pope Sargeant Catherine Steinwand 
Robert and Arabel Patricia Poses Mr. and Mrs. Edward Sauer Marion P. Stemmler 
Murphy James and Jean Potter Linda W. Savage Margaret Stephenson 

Wynona H. Murray E. Arthur Prieve Raymond S. Sayers Hat Stevens 
Gerhard Naeseth Marie B. Pulvermacher Ronald E. Scherer Dick J. Stith 
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Margaret V. Nelson Kathryn Ramberg Gerald M. Schnabel Carol Sulkowski 
Marjorie Nestingen Helen G. Ranney Hans and Miriam Schneider Tom and Catherine 
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Lanore A. Netzer Nanette T. Rasmussen C. D. Schoenwetter Jean N. Sumi 
B. Ann Neviaser Mr. and Mrs. Rathke Carol L. Schroeder Verner and Paula Suomi 
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Deborah A. Oberlin Hania W. Ris Lester W. Seifert Blair and Leah Temkin 
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ELVEHJEM MUSEUM OF ART DEPARTMENT OF ART HISTORY 
Russell Panczenko, Director Jane C. Hutchison, Chair, Professor, Northern 

Leslie Blacksberg, Curator of the Collection Renaissance and Baroque Art 

(beginning June 1993) Larry Ball, Visiting Assistant Professor, Ancient 
Gary Cooper, Public Relations Intern Art 

Lori DeMeuse, Financial Specialist Barbara C. Buenger, Associate Professor, Twentieth 
Rebecca Olson Garrity, Development Specialist Century European and Modern German Art 

(beginning March 1993) James M. Dennis, Professor, American Art and 
Shari Jacobson, Word Processor/Receptionist Sculpture 

(beginning March 1993) Henry J. Drewal, Professor, African Art and 
Anne Lambert, Curator of Education and Outreach African Diaspora 

Cynthia Lien, Secretary to the Director (October Debbie Ganser, Department Secretary 
1992 through May 1993) Gail L. Geiger, Associate Professor, Italian 

Corinne Magnoni, Assistant Director for Renaissance and Baroque Art 

Administration Thomas J. Gombar, Curator, Slide and Photograph 

Liese Pfeifer, Museum Shop Manager (beginning Collection 
April 1993) Frank R. Horlbeck, Professor, Medieval Art, 

Patricia Powell, Editor Architecture, and Sculpture 

Andrew Stevens, Assistant Curator of Prints, Narciso G. Menocal, Professor, American and 

Drawings, and Photographs European Architecture 

Lucille Stiger, Registrar Nicholas Mirzoeff, Assistant Professor, Nineteenth- 

Sandy Schweiger, Museum Shop Manager Century French Art, Eighteenth and Twentieth 
(through September 1992) Century European Art 

Lynn Thiele, Intern for Sunday Afternoon Live Tilda Mohr, Project Assistant 
concert series Julia K. Murray, Assistant Professor, Chinese Art 

Quitman E. Phillips, Assistant Professor, Japanese 
ui i Art 

Building Maintenance : Gautam Vajracharya, Lecturer, Indian and 
Melvin Geborek, Maintenance Mechanic Nepalese Art 
Michael Skinner, Custodian 

Russell Thompson, Maintenance Mechanic 

KOHLER LIBRARY 

Building Security William C. Bunce, Director 

Daniel Christison, Security Officer-lead (beginning Beth Abrohams, Circulation Assistant 
April 1993) Lynn Lunde, Technical Services Assistant 

Nancy Cozzens-Ellis, Security Officer-lead 
(through March 1993) 

Mark Golbach, Security Officer 
Michael J. Prissel, Security Officer 

Mark Stallsmith, Security Officer 

Frank Taisacan, Security Officer (beginning April 
1993) 

Terry Wilson, Security Supervisor 
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