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Katherine Harper Mead, 1929-1983 

eee ee cy iy 
ames Peas ‘ ae a A t 

ee “ai a 
ee f i é iq ft i, 

oi a Hes, : # i 

sea (ass. 
Se wie a ey, 4 a a Rafat 3 = ig) 4 

mes 5) 4 pr SS in 

Bageek mee a 7 7 . mee is f i ‘i | 

Bo he dtc ae oe ae Ta 
epee eo ”" a i 
Meera oe 5 , i 

ae . .) a 
a f aR ba E Me \ i: : Pe 

a a a Ne I IS i 
ee ee de ee) Ne ' ry e 
ape ff ees ae F bl i 
to Bee ae Py Hi Fi ee a a ma "ad 4 a a 

7 ee, eG MM Ly ; Tf rt Pg ey SS OS Sie | ; ri 
J a Or ik 
; hs wees ee 

sal te: SE 
we he ; a A 

Fie j ‘ aC 

a i | 4 me 5 

i oe 

~ Cee, q 

As members of the Elvehjem Museum of Art Council, associated with this energetic director during these past 
whose lives were stimulated and enriched by our contacts years and to benefit from her vigorous pursuit of 
with Katherine Harper Mead and who found new joy and excellence in her chosen field. 
understanding in the arts through her dedicated and ‘ 
skillful leadership, we wish to express our profound grief ae O Ce oo byline) Elche Mulseltmilo Ar, 
over her untimely death. It was our great privilege to be SF MS ODE Te / 
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Report of the Director 

T i oo covered by this Bulletin is the two-and-one- esthetic quality and historical value rather than in a showy 
alf-year tenure of Katherine Harper Mead, director of label. Today's market we should view not as an 

the Eluehjem Museum of Art from January 1981 to June 1983. insurmountable hurdle but as a challenge to purchase with 
Katherine Mead died on July 1, 1983, before she could write flair and discrimination. Purchases, however, can in no 
the “Report of the Director” included in every Elvehjem way constitute the main support for the Elvehjem’s 
Bulletin. During her tenure she introduced a “Director's continued growth. Many of the excellent examples and 
Column” for the Elvehjem Calendar (a bimonthly publication strong areas in the collection have come to the Museum 
since September of 1981). The following words, though slightly through the interest and generosity of patrons and 
edited, are hers. They were culled from the Calendar collectors ... the good will and generosity the Elvehjem 
“Columns” and were chosen to convey her enthusiasm for and attracts depends on the way it protects and cares for the 
dedication to the Elvehjem and the University of Wisconsin. works entrusted to it, documents and publishes them, 
In them she underscores the Elvehjem’s role as a dynamic art displays them, makes them available to students, scholars 
museum within the community—a role she enhanced through and the interested public. ... From the outset the 
her own vivacious, outgoing personality and her unbounded Elvehjem has set high professional standards for itself and 
energy in pursuing new projects. it will continue to work towards this goal. 

Stephen C. McGough I should also like to see the Elvehjem as an arm of a great 
Acting Director university reach out, both internally to the many schools, 

1981: March, April, May departments, faculties and students on this campus, and 
i : externally to the community of Madison and to the other 

eee even emerge feom i. packing ae I a like communities of the state. Already we have begun to plan 
fiends and ovofessionals ee Feat ao sey exhibitions and events of a collaborative nature with other 

: ae f i departments on the campus, and we look forward to an 
generosity and knowledge, have within the short span of ever growing exchange of ideas with the many disciplines 
ten years created a true museum—a place where art is. I of this University. Likewise, we want to make the 
clearly ee ne delight P experienced when me P Elvehjem a vital part of the cultural life of Madison and 
came to Madison last spring for my interviews and walked we welcome the opportunity of cooperating with this city’s 
into the Elvehjem. The view from Paige Court quite took aTCE Cinco ib litenedioraine 
my breath away. And then, as I began to wander through P P oe 
the galleries, I discovered the impressive collection of 1981: June, July, August 
Greek vases and classical coins, the Renaissance medals, The Elvehiem is riding th tof thanks 
the Indian miniatures, the porcelains, Joseph Vernet's { a ‘S ae S a © ons cote se oe 
beautiful Sunrise, the quiet charm of Boudin’s Etretat, and a i: eee se ee d ) Le Ae k 
stunning selection of European and American prints. This Cal Poe aki eco Ota: eae oe in : 
initial encounter, however, turned out to be only the ° a 8 “ ee P Aa fe pictures ol eS il 1 ae 
prelude to what promises to be a challenging voyage of ee eee a ay ik Ee f 7 Ore 

flonan doe ae emer 
How we manage, shape and add to the collections in the exhibition on April 11, for which the curatorial staff 
coming years will form one of the Elvehjem’s highest mounted a stunning selection. We are now looking 
priorities. ... We will seek to acquire works relevant to the forward to many more coming to enjoy this gift to the 
existing collections and to the educational function of the Elvehjem on May 15 when, on the occasion of the 
Elvehjem—works, moreover, whose worth resides in their International Museum Day (also proclaimed Wisconsin 
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Museum Day by Governor Dreyfus), we will be holding ; ‘é a 
open house and offering tours and a varied program of , en a 
Japanese events. .. . eR . ‘sy , 

A distinctly Hellenic theme was heard in April when : ‘ ¢/ ij Me 
classical scholars from several countries and from a variety a Ge a5 
of disciplines—archaeology, art history, and literature— q ij 
came to the Elvehjem to attend the three-day symposium , / 
on Ancient Greek Art and Iconography organized by i : 
Professor Warren Moon and the Institute for Research in a Wat 
the Humanities. r N \ 

I have discovered that Madisonians and other han AY Bip 

Wiseo oe ules have'an insatiable appetite for lectures, This Professors Warren Moon, Nicholas Hammond (Cambridge University), 
predilection is one the staff and I plan to encourage so that and John Boardman (Oxford University) conversing during the symposium 
we may continue to bring the word about art and the on Ancient Greek Art and Iconography. 
Elvehjem to the public. ... ~ 

1981: September, October y a ’ 

The Elvehjem has a new Assistant Director, Stephen C. ong q 
McGough. Steve, who came to the Elvehjem in July, brings g j 
to his demanding job excellent academic credentials and : He 
solid museum experience. Already Steve has taken hold of fi . ' 4 
the several areas within his responsibilities, and he has ai oo ee 
fitted into the working of the Elvehjem so quickly that we dif ree NG 7 4 
all feel as if he had been a part of the staff for a good oN Ne ae 
many months. ae eh, \y i 

Fm ciel haa 

As we were greeting Steve, we were about to bid a ZA how +e 
regretful farewell to our FRIENDS Coordinator, Margie ae, ec 72) 2" 
Elwood. On the staff since September 1978, Margie has ‘ a! 
left us to head development at Chicago’s Lincoln Park ‘ Ee 
Zoological Society. Her creative ideas and unquenchable Collector Arthur Frank and Professor Karl Schefold (Basel ' 
energy have brought many a splendid reception and Ee the woeenon oe ee eee ec 
innovative program for the Elvehjem. Throughout the a 
coming year her legacy to the Museum will be felt in the 
Sunday Afternoon Live concert series. ... Wisconsin Public . 
Radio Which broadcasts these events regularly will also 1981: November, December 
broadcast, during intermission time, a talk on the week's The Elvehjem now has its full complement of staff. Sharon 
featured work of art. Our Curator of Education, Anne (Sherry) Fitzmorris joined the Elvehjem staff as 
Lambert, has been plotting yet bigger and better Coordinator of Membership and Development in 
afternoons. To this end she has marshalled an army of September. .. . Experienced, articulate, and attractive, 
experts to give gallery talks following the concerts on two Sherry is well qualified to spearhead the Elvehjem’s 
Sundays out of four. ... forthcoming membership campaign. 
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As art and music meet at the Elvehjem, so will art and a A me 
natural history in the exhibition planned for the Christmas 5| | € ia F 
season. ... When I learned that the Rare Book Department 1 a ¥ Ess 
of the Memorial Library not only had the complete | “ 
elephant folio of Audubon’s The Birds of America but also 4 , 
had one of the finest collections of illustrated books on , =— 
ornithology, an exhibition was born in my mind. There it — co 
would have remained were it not for Robert McCabe, 4 Bae ~ . i 
Professor of Wildlife Ecology, University of Wisconsin- w y YY a inal 
Madison, who as co-organizer of the exhibition and author nny | ey i 
of its accompanying catalogue, has brought his extensive j if i iL LT > : 
knowledge to the project... . caw 4 sy f Mey a >, 

eae le ys UA as 
1982: January, February ae \\ ~ oe i 

When it comes to art, we at the Elvehjem believe you can’t } ! > Ye mM 
start them too early. On almost any day of the week, one is + | / PIs 
is likely to find a fleet of yellow school buses pulled up { L i | *% ao 
before the entrance to the Museum. Their youthful ree ih) c ee 
passengers are peering into the mysterious interior of the i‘ KR P Ri 
Roman sarcophagus, moving on to cluster around the teat ra ¢ : & 
Greek vases, listening to (and interrupting) their Docent as oy b Dd 

she conjures before their very eyes the gods and heroes A 
who once walked the earth. .. . 3 4 

it: a = 

An individual Docent has under her particular charge a ce j , 7 Pa 
group of no more than fifteen students. There are no ea sult 
canned tours, and for every group each Docent creates a m= =~ 
fresh tour. In keeping with the Elvehjem’s goals, these bg nd  & 
tours are entirely free and the Docents’ services are — y 
available to all schools in the state. z 

Docent Karen Sack urges first graders from Randall Elementary school to 
1982: March, April look closely at one of the two eighteenth-century gilded wood tables in 

Gallery V. 

1981 proved to be an auspicious year for the Elvehjem’s 
collections . .. concluding in December on a glowing note This rich harvest of art has given the Elvehjem cause to 
with the donation of the Alexander and Henrietta rejoice. The exhibitions, educational programs, and the 
Hollaender Collection of CoBrA art; the impressive gift of many art-related activities the museum generates—all play 
Orpheus Greeting the Dawn by Camille Corot; as well as a a vital role in bringing art to the students and public. But 
splendid array of other works that significantly enriched an exhibition is, by definition, temporary. On the other 
important areas in the collection: Greek vases, Indian hand, the permanent collection is the museum’s continuing 
miniatures, Georgian silver, European medals, American resource and legacy that the museum, acting as its 
prints and drawings, and Chinese ceramics. steward, hands down to each new generation. .. . 
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Orpheus Greeting the Dawn (1865) by Jean-Baptiste Camille Corot. Gift in 
memory of Earl William and Eugenia Brandt Quirk, Class of 1910, by their 
children, 

Art comes to the Elvehjem in two ways: through gifts or strengthening and deepening of the collections. Income 
bequests, and through purchase. Both gifts in kind and from endowments administered by the University of 
monetary donations are entirely the product of private Wisconsin Foundation, contributions, grants from 
benefactions. The preponderance of the works in the foundations and special funds, membership dues from the 
Elvehjem’s collections has been donated—much of it, but FRIENDS and Associates, and fund-raising events, provide 
not all, by alumni. Although numerically smaller, the monies for acquisitions. 
acquisitions by purchase also play a decisive role in the 
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Vogelman (1949) by Anton Rooskens. Gift of Alexander and Henrietta W. Hollaender. 

1982: May, June 1982: July, August 

For us at the Elvehjem, it is a pleasure to be able to exhibit The permanent collection, with its new acquisitions of the 
recent works by the artists of this campus. The exhibition year spills over much of the Museum, filling many of the 
by the University of Wisconsin-Madison Art faculty this galleries occupied this spring by the Art Faculty exhibition. 
year is buoyant, richly varied, filled with high talent, and The twentieth-century collection, now enriched with the 
thoroughly enjoyable. There is no doubt, as we witness 1981 gift of CoBrA works from the Hollaender Collection, 
the enthusiastic throngs of students and visitors who come has reclaimed the top floor. Bringing yet another 
to view the exhibition, that it fills a deeply felt need on the dimension to the Elvehjem’s display of modern and 
part of the community. contemporary art is the loan of works from the Robert B. 

Mayer Memorial Loan Collection. .. . 

Featured through July is the exhibition of John Sloan and 
the special loan of a group of paintings by Homer Boss. 
The Edvard Munch exhibition planned for late August will 
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bring Norway once more to the Elvehjem. This major Elvehjem has mounted, Edvard Munch: Expressionist 
exhibition, however, already heralds the coming of the fall Paintings, 1900-1940. .. . 
season and its heady schedule. 1983: March, April 

1982: September, October In the course of this year the staff and I have been 
This fall, the Elvehjem, with the help of its League and meeting once a month on a Wednesday morning with 
other volunteers, is launching a membership campaign. ... FRIENDS and non-FRIENDS alike, with any individual or 
We will be mailing letters, distributing brochures and group interested in learning about what the Elvehjem is, 
flyers. Our League members will also be organizing a has and does. These behind-the-scene tours, which we 
phonothon and hosting a series of Wednesday morning hoped would prove informative to our visitors, have 
membership coffees that feature behind-the-scenes tours. .. . turned out to be an eye-opener for ourselves. We have 

Our membership drive coincides with what promises to be re ae a Seo ee see ee oe oL 
a rich program of art this fall. Four exhibitions are opening BOO ye VENER: 
at the Elvehjem between late August and early October— Many of our Wednesday morning visitors, for example, 
Edvard Munch: Expressionist Paintings, 1900-1940; Prairie were surprised to learn that one of the Elvehjem’s richest 
School Architecture; Spirit and Ritual: Ancient Chinese resources lies in its print collection. Over 6,000 prints, 
Bronzes from the Collection of Mr. and Mrs. Earl Morse; and 2,800 of which are in the Van Vleck Collection of Japanese 
Christo: Collection on Loan from the Rothschild Bank, A.G., prints, are housed in quarters that are the envy of many 
Zurich. Each one of these will be accompanied by a cluster museum professionals visiting the Elvehjem: The Oscar F. 
of lectures, tours, and related educational events. .. . and Louise Greiner Mayer Print Center. .. . 

1982: November, December 1983: May, June 

The Elvehjem’s educational programs always depend on It takes people to make things happen. As most of our 
the collaboration of faculty, the Museum’s staff, and an FRIENDS already know, Joel Skornicka—alumnus of the 

informed public. Sandy Kita, Assistant Professor in the University, Assistant Vice-Chancellor (1977) and Assistant 
Department of Art History, organized the highly successful Chancellor of the University (1977-79), mayor of Madison 
symposium held on the occasion of the opening of Spirit (1979-83) joined the University of Wisconsin Foundation 
and Ritual: Ancient Chinese Bronzes from the Collection of as Vice-President for Administration and as Director of 
Mr. and Mrs. Earl Morse. Professors Naess, Vowles, Development for the Elvehjem, effective April the 29th. 
Buenger, Beetem and Menocal responded willingly to our The staff and I have warmly welcomed Joel Skornicka to 
calls for lectures, as did Arthur Frank, collector and friend the Elvehjem and wish to take the opportunity in this 
of the Elvehjem, Gordon Orr, architect on campus, and Calendar to introduce him to the FRIENDS. 
Earl Morse, collector. j : : 

Now, as in the past, the Elvehjem depends on private 

1983: January, February support. Without it there would be no Elvehjem. It was 
. rivate support from alumni, friends of the University, 

Between August 25 and December AL, the Elvehjem trainees eoroceations, and foundations that built ie 
opened five |malct ocibitonsaiivew of the museum 3 Museum, and in similar fashion it has been private support very limited staff, a schedule such as this one could only that has endowed the Elvehjem with its collections, 
have been met by a _ dedicated and! professional certainly the most valuable resource the Museum can offer 
cadre. Particular congratul ations are due, moreover, to the students and public it serves. 
Carlton Overland for organizing and bringing to Madison 
one of the most appreciated and successful exhibitions the Katherine Harper Mead 
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Report of the Curator 

W hile the Museum experienced something of a new teaching the Museum Training and Connoisseurship course 
beginning with the assumption of the directorship (Art History 600-601) in the spring semester after a hiatus 

by Katherine Mead in January of 1981, the curatorial staff of a year and a half. Although the course was offered for 
was naturally occupied in carrying out projects which had one semester rather than two, the class was assigned the 
their origins in the preceding months and years. The task of organizing an exhibition of works by artists who 
foremost of our preoccupations at that time was continuing had been affiliated with the CoBrA movement of the late 
to cope with the Van Vleck Collection of Japanese Prints 1940s. The exhibition, comprised of thirty-five paintings, 
which had descended upon us quite unexpectedly in the drawings, prints and sculptures, lent by Dr. and Mrs. 
last month of 1980. Thus, the curatorial staff spent the Alexander Hollaender, was opened at a private dinner 
early months of the new year virtually sequestered in a party for the Bascom Hill Society on June 30. The 
room with the approximately 2800 woodblock prints, tremendous effort which the class put into organizing this 
inventorying, cross-indexing and making a selection of exhibition and its accompanying catalogue paid handsome 
works to be included in a “preview exhibition” of the dividends for, by year’s end, the Hollaenders had donated 
collection scheduled for April. By early spring, after every their CoBrA collection to the Museum. 
print had spent a brief “decontamination” period in the . se 
thymol chamber, the collection was moved into the Mayer During the Sumner months, three exhibitions were 

Print Center, where it found temporary storage filed in the organized i collaboration with other University units 
same oak cabinets it had occupied for the previous fifty Traditional African Art: A Female Focus, co-sponsored by 
years. Meanwhile the task of rematting the prints into the African Studies Program, was a feature of the African 

100% acid-free ragboard was begun, starting with the Heritage Week celebration. The guest curator for that 
prints selected for the April exhibition. exhibition was Professor Freida High-Wasikhongo of the 

Department of Afro-American Studies. A selection of 
Of course, other activities were also proceeding at a Tibetan Thankas and artifacts was exhibited in the Whyte 
quickening pace. In February, the staff was faced with the Lounge to help celebrate a visit to Madison by the Dalai 
challenge of installing Generations in Clay, a large Lama in July. In August and September, the Museum 
exhibition of Pueblo pottery which called for certain exhibited Russian Imperial and Soviet painting and 
innovative display techniques. In March, an exhibition of porcelains drawn from the Elvehjem’s Joseph E. Davies 

painting and watercolors by the California-based artist, Collection of paintings and porcelains and augmented by 
Joseph Raffael, was presented in conjunction with his loans from two private collections. Professors Alfred Senn 
appearance on the campus as a Visiting Artist, sponsored and Michael Petrovich from the Department of History 
by the Department of Art. In April, Arne Eggum, Chief and Professor Lydia Kalaida from the Department of Slavic 
Curator of the Munch Museum in Oslo, brought Languages assisted in the selection of objects for the 
Inheritance (1898) by Edvard Munch to the Museum, the exhibition and delivered gallery lectures to the public. 
third painting in the rotating-loan program from the ; . 
Munch Museum which was funded through the generosity Also during the summer of 1981, special wall-mounted 
of the Brittingham Fund, Incorporated. Mr. Eggum also display cases were installed in the first-floor lobby area. 
delivered a public lecture on “Edvard Munch and the These cases were a gift from the Class of 1930, and have 
Fauves.” enabled the staff since then to mount small thematic 

By the time the Van Vleck Collection “Preview” exhibition eee ee Bak Histo ae 
opened in April, another exhibition project was in 
advanced organizational stages. With Katherine Mead’s Cooperation and collaboration with other campus 
assumption of administrative duties, I was able to resume departments became one of the hallmarks of Katherine 
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Mead’s administration and, even if another department did was drawn largely from the collections of the Rare Book 
not instigate a particular exhibition, she was quick to Department of the Memorial Library. Opening on 
involve scholars from various disciplines in our exhibition December 6, this exhibition attracted many first-time 
programming, primarily through the format of Sunday visitors to the Museum and, together with the Moroccan 
afternoon gallery lectures devoted to the current show, provided the galleries with a most colorful and 
exhibition(s). By the fall of 1981 these gallery talks had festive holiday ambience. 
become a regular feature of our educational services, as ‘ j ee a 

previously ced in the cases of Professors Senn, Petrovich ae ‘Meads! ofganizationallettorts.on Tite Biya i 
and Kalaida. atural History were reaching fruition when I embarked on 

a project which was to be my overriding concern for the 
At the beginning of the fall semester, the Museum and the remaining year-and-a-half covered by this report. For some 
Department of Art collaborated in presenting an exhibition three years, sporadic discussions had taken place between 
of works by the California artist Craig Kauffman, who the Elvehjem Museum, the Munch Museum and Sons of 
appeared on campus as a Visiting Artist. At the same time, Norway representatives concerning a possible Norwegian 
another joint project with the Art Department was exhibition to coincide with the International Convention of 
brewing, the fourth in two years. In April and May of the Sons of Norway scheduled to be held in Madison in 
1982, the Museum mounted the third quadrenniel late August of 1982. As of December of 1981, a mere nine 
Department of Art Faculty Exhibition. months before the convention was to take place, no 

Before the latter event took place, however, three other ema ara: ae a ane tral piven 
exhibition-related events occurred. In October, the Taher : : 

: ; : inheritance back to Oslo I personally negotiated with 
curatorial staff installed From the Far West: Carpets and ; : : 
Textiles of Morocco which opened on October 18. Amon sist eo i Giles. tery eee estes 

3 Ro : 8 we established a thematic focus, set up a checklist of 
other concerns, this exhibition posed the problem of 
hanging objects which were longer than our gallery walls 
were high. The solution was, to suspend carpets of up to RRA 
twenty feet in length directly from the skylights. As a , ¢: } ese | 
result an appropriately bazaar-like ambience was created hii Ante a ah RG] m 
affording textile mavens the opportunity of examining both : Pe Boy _— 
sides of the carpets. This was a major exhibition, having } ae f 
been borrowed from various Moroccan museums and a lees eee 
sponsored by the government of that Country, and the ; Fe wet! ee it tg y 
Elvehjem was one of only three American institutions to , = page ate | 
host it, the others being the Textile Museum in aM i ry ay uf ale ay 
Washington D.C. (the organizer of the exhibition) and the al ? = ae nt %: a : 
Los Angeles County Museum of Art. | ack th A es 

While the rest of the curatorial staff was preoccupied with Al at ? red ia 
Moroccan rugs, Katherine Mead was engaged in her own " 2 z Aes at eg 
exhibition project, characteristically collaborative in nature. ee ee. a 
She and Dr. Robert McCabe of the Department of Wildlife Pe an” ie 

Ecology jointly organized the exhibition The Bird in Carpets from Morocco were dramatically hung to highlight diversity and 
Natural History: Before, During and After Audubon, which contrast. 
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paintings, and secured tentative sponsorship of the In mid-January, while I was still preoccupied with the 
exhibition by the Royal Norwegian Foreign Ministry. The Scandinavian project, Roger Keyes, a leading American 
latter was predicated on my success in scheduling the scholar on Japanese prints, spent two weeks at the 
exhibition at another museum which was participating in Museum as a consultant on the Van Vleck Collection. 
SCANDINAVIA TODAY, a pan-Scandinavian cultural Once again, as we had done a year previously, the staff 
celebration to take place throughout America in 1982-83. went through the entire collection of 2800 prints, but this 
After my return from Oslo, I spent the next weeks and time with the keen eye and deep historical insight of Mr. 
months constructing a budget, writing a prospectus, Keyes to lend a far greater understanding of the Collection, 
contacting other museums about booking the show, its strengths, its weaknesses and its peculiarities. One 
ironing out scheduling conflicts and, finally on April first, tangible result of this survey was the reorganization of the 
submitting an application for Federal Indemnification, a collection from a storage and record-keeping standpoint, 
governmental insurance-underwriting program for another result, stemming from the inspiration which Mr. 
international exhibitions, upon which the financial Keyes imparted during his stay, was the decision to use a 
feasibility of the project rested. By that time, however, two small portion of the prints as the focus of the exhibition 
other important steps had been taken, namely securing which the Museum Training and Connoisseurship class 
commitments from three other museums to participate in would organize during the spring semester. The previous 
the tour of the exhibition (the Minnesota Museum of Art fall this course had once again become a full two-semester 
in St. Paul, the Newport Harbor Art Museum in Newport offering taught by me and Assistant Director Stephen 
Beach, California and the Seattle Art Museum in Seattle, McGough, who had joined the staff the previous summer. 
Washington), which in turn gained the sponsorship of the For three months, the eight students in the class immersed 
Norwegian Foreign Ministry for the exhibition as its themselves in Japanese history and print connoisseurship 
national contribution to SCANDINAVIA TODAY. and produced the exhibition and catalogue Hiroshige: 100 ‘ 

Famous Views of Edo. 

The other major exhibition held during that Spring of 
a 1982, was the third edition of The Department of Art 

MS OF Epo Faculty Exhibition, an “event” which has become a 
tradition in establishing goodwill, campus and community 
involvement, as well as a high quality exhibition. 

= | Y In June, the Munch project was again a top priority when 
b a. a Daa we received notification that the Federal indemnity had 

\ mx ia é hn been granted. I immediately flew to Oslo to firm up 
; catalogue details and deadlines, shipping schedules and 

| 4 4 various other matters. The rest of the summer was largely 
i te Eiri ae bf s } devoted to producing the catalogue and poster for the 
aes ae | : exhibition, as well as overseeing that shipping and customs 

» a a i arrangements were in order. Finally, on August 25, 1982, 
a — i » the exhibition Edvard Munch: Expressionist Paintings, 1900- 

pat % ia | a 1940 was unveiled before the Sons of Norway 
es ' 3 MES 1. International Convention. During its ten-week run at the 

Students in the Museum Training and Connoisseurship class install the Museum, it proved to be the second most popular 
exhibition Hiroshige: 100 Famous Views of Edo. exhibition (on the basis of attendance figures) in the 
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A partial view of the installation Edvard Munch: Expressionist Paintings, 1900-1940. 

Museum's history, drawing over 30,000 visitors. Whatever my personal perspective, the Edvard Munch 
Subsequently, Edvard Munch: Expressionist Paintings broke show shared top billing during the fall of 1982 with 
attendance records for temporary exhibitions at the Christo, a contemporary artist whose “wrappings” have 
Minnesota Museum of Art and the Newport Harbor Art intrigued the world. In an exhibition which at once 
Museum. Because we were the American organizing reviewed Christo’s past achievements and previewed his 
institution, Lisa Calden, the registrar at the Elvehem, and I latest project, the “Surrounded Islands, Project for Biscayne 
were responsible for overseeing each shipment between Bay” visitors were treated to an assemblage of photo- 
the participating museums, a task which spordically murals, lithographs, drawings and collages, recounting 
occupied us during the remainder of this reporting year. Christo’s previous projects, and a large three-dimensional 
Before leaving this topic, I wish to once again express my model of his ‘Surrounded Islands” project. Also during 
appreciation to Alf Boe and Arne Eggum of the Munch that fall, the Museum presented Spirit and Ritual: Chinese 
Museum, Dag Mork-Ulnes of the Norwegian Foreign Bronzes from the Collection of Mr. and Mrs. Earl Morse, a 
Ministry, my colleagues at the other exhibiting institutions, private holding that had previously been exhibited at the 
and especially to Lisa Calden and Timothy Quigley for Metropolitan Museum of Art. The winter schedule featured 
their assistance in carrying out this project. 
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Christo explaining his “Surrounded Islands” project to visitors at the opening of the exhibition of his works. 

Russian Stage Design: Scenic Innovation, 1900-1930, again by Stephen McGough and myself, opened its class 
something of a sleeper in terms of actual public response. project The Graphic Image: German Expressionist Prints. This 

u an ty ; ne had been preceded by a crash course on German 
The spring brought with it an equally active exhibition Expressionism and a week-end-long visit with the lenders 
schedule, as recorded elsewhere in this Bulletin. However, during the second semester. It epitomizes another of 
in hindsight, the events which best characterize Katherine Katherine Mead’s characteristics, her ability to engage 
Mead’s administration were those collaborative endeavors collectors in the process of museumship. 
underscored throughout this report. During the spring, we a . ’ 
consulted regularly with Professor Walter Hamady’s The year ended fittingly but tragically. The last week in 
seminar on an exhibition of contemporary books, yet June, I escorted the final shipment of the Edvard Munch 

another example of our fruitful relationship with the exhibition back to Oslo, marking the end of a one-and-a- 
Department of Art, which resulted in the exhibition half-year endeavor. The day | returned to work at the 
Breaking the Bindings, American Book Art Now, opening on Museum, Katherine Mead was killed in an automobile 
May the sixth. Simultaneously, the third class of the accident. Rest in peace. 
Museum Training and Connoisseurship course, taught Carlton Overland 
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: 7 . : 
Francois Bonvin’s Seated Boy with a Portfolio 

A mong the recent acquisitions of the Elvehjem seek a quiet existence far from the limelight that haunted 
Museum of Art is a small panel of a Seated Boy with several of his friends, among them Gustave Courbet, and 

a Portfolio (Fig. 1) by Francois Bonvin.' Signed and dated free from the more radical aspects of Realist doctrine. 
1857, this work is a typical example of the artist's Despite his reclusiveness Bonvin was seen, by some, as an 
preoccupation with children first found in some of his important member of the Realist movement. Mentioned by 
earliest studies from the late 1840s and continued the art critic Champfleury as an advocate of humble truths 
throughout the better part of his career.? Although the Bonvin, more so than others, demonstrated a willingness 
painting is previously unrecorded in the literature on the to learn from the old masters. He utilized the works of Le 
artist this should not dampen enthusiasm. In fact, the Nain, Terborch, Rembrandt and Chardin as models of 
theme of a young apprentice, while seldom employed by earlier modes of realism and as guides to his own view of 
Bonvin, was well represented in the iconography of other the environment becoming a reincarnation of these earlier 
Realist painters. Thus, in order to understand Bonvin’s painters to many critics. 
interest in this theme it is essential to reconstruct Bonvin’s During the 1850s Bonvin also found time to take i 
life at the moment the panel was completed and then to ‘aden : 185 i ahi eo a ee Q a a i 
place the work within the broader scope of the Realist 4 en's. i s Lt aa Il mi a rare Ea ec 
movement. As a result the social implications of the theme Te a a oe oe “s a iG ti aie ee e a ers in 
and the reasons for Bonvin’s selection of the image will eae a oe Non acannon on 
emerge. Narcisse Mazier, and gave him the necessary references to 

copy the old masters in the Louvre.* While it is not 
eo . : : possible to know what these young men/boys actually did 

Bonvin’s environment in the mid 1850s with the painter, or whether Bonvin worked closely with 
During the mid 1850s Bonvin, while enjoying a modest them in his studio, it is likely that they may have served 
reputation as a painter of genre scenes and still-lifes, lived as rapins who cleaned up after the master, helped prepare 
a difficult existence trying to eke out a career from the few the oil paints in the morning, and occasionally posed. In 
commissions he received or sales that he was fortunate return, Bonvin encouraged their artistic education by 
enough to make. He was beset by family difficulties, showing them his work or by urging them to study the old 
bothered by anxieties of all types, and was seldom free masters for guidance. 
from the difficulty of having to earn his living as best he oe Bo alect 
could. Although a few of his paintings did sell, Bonvin a a speaitic an : = d a oe studied ha - 
Idom enjoyed an extensive or expansive reputation; he On y ny 1S OTFE UnTeCOrd ed Mie ack CaLsie palnielage 

ee : ; ee : an apprentice with whom he could share his ideas and his 
relied on friends and associates to mention his work to sale . 

‘ studio is a welcome thought. It tempers the belief that 
others and to purchase an occasional example. In truth, Bonvin lived i . 

eee : oa ae jonvin lived in such painful penury that he often had to 
Bonvin lived the life of a diligent worker, constructing his ; : 

: : : ; : change his lodgings because he could not pay the rent. He 
painted images painstakingly from observed reality and : 

oe ea : i : ' also may have used these students as models, posing them 
studying his still-life objects with exactitude. Since he had for hi ; 

; ; ; ‘or his better-known genre scenes of the period and, most 
received a third-class medal at the famed Realist Salon of ii ; ne: ; . ae 

: ikely, immortalizing their presence in small paintings such 
1850/51 Bonvin was seen as a respected member of the : ; : 

sa, : : : as his Seated Boy with a Portfolio. 
artistic community who received some financial support 
from the leaders of the Second Empire.? But Bonvin’s Since the youth in the painting is wearing a blue working 
humble genre scenes, painted on an intimate scale, seldom smock, similar to those worn by students in an atelier, and 
brought him a wealthy client who wanted a large, he is examining a series of studies in the portfolio, it 
grandiose composition. His retiring personality led him to suggests that Bonvin has captured a young assistant in a 
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Fig. 1 Francois Bonvin, Seated Boy with a Portfolio, 1857, oil on panel, 33 x 26.9 cm., Martha Renk Fund purchase. 
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Francois Bonvin 

moment of thoughtful contemplation. The portfolio is most ia a iio Shaina ee 
likely Bonvin’s which the young boy, as willfull TIM RRRnRa Loe Ne 
apprentice, is absorbing during a period when the artist ee re i a seen 
was either not present or had left the child alone. By |. a=, au Meee tei. 
situating himself on an overturned bench, perhaps to | Fa 4 Pe me an ae 
provide support for the portfolio on his short legs, the a es ae ES: 
child remains entranced. The brushes and chalksticks at —_— 2. -. 
the rear symbolically underscore the creative spirit. It is a Fi at cof Pavey, 

touching, intimate moment that Bonvin has recorded. sige. rea Be tek 150, ( : 

Bonvin’s painterly means also reinforce the activity. The A ow ili 
child is alone, observed in dramatic illumination, and \ if 4. OD 
placed within a non-descript environment that forces pane fg jj 
attention on the act of looking—on the response to bares A EOS AASV ae tee 

so + . ‘ Peco caren ome as: ft ae Wi cee elgg a enjoying works of art. Thus, working with the simplest of oe on) ee y Fe ‘f ee. ; 
compositions Bonvin has created a study that meant much a rk Dae iy ah yer ois: | 
to him personally. On the one hand he has shown a Wie aa j SG es Ve ee on 
mundane studio moment when a young child has ae pithy Nie Or ie et 

. aces eet oar Spa: 
responded to what was near him; on another level the ee ue ee Me 
painter has focused on the importance of basing artistic TA oa: i 5 i ie 
response on the intuitive response of the eye. Since i gee Sa o 4 
Bonvin, and the other Realists, continually relied on ener Ae CS 1" 
looking to create their compositions, and they were often SS | Me ‘ 
criticized for having little intellectual content because of —— eee TS i ta resol 
this process, this simple activity takes on added er NY ee mene 4 
dimensions. On still another level, the painting relates to pane te Ni seen w m ont 
the activities of other artists of the time and their similar ar: Vela aa” 4 a 
interest in childhood responses to art within the pe eee ca LA i “mer 3 
environment of the studio. — f . \ y 

eaten 
The Realist Tradition 

i i il it 9 x 19.9 cm., 

Although Gustave Courbet’s famous painting of The mee eee ee 
Studio: A Real Allegory is situated within the painter's 
atelier, it has only recently been noted that the youn; , ; , . 
child on the floor, busily drawing amidst the oo of Courbet symbolized one way in which a young child 
visitors and models, is responding to the creative impulse. learned by doing; it was this process that intrigued other 
Since this painting was exhibited in 1855, at the moment members of the Realist camp who studied Courbet’s 
when Paris was flooded with visitors to the Universelle painting and who were familiar with changes in the way 
Exposition, it signifies that there was considerable interest in which children were being regarded by society. 
in the activities of young children and in particular the 
way in which children amused themselves.’ In a sense, 
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Francois Bonvin 

er or r visual arts. This was a realm that became of special 

re i. interest to members of the Realist tradition. 

ia ai Painters recalled ways in which they had been trained and 
b tried to record processes from their own times. There were 
ok g some members of the Realist camp who advocated 

I: £, , working directly from nature; there were also many others 
i ae 1fiearaae who recognized that a child had to begin his education 

4 | ers, slowly by learning to look and then by copying what he 
3p a saw. No one, therefore, advocated that a young child be 

j d a asked to train without an appreciation of methods that had 
a Si stood the test of time. Accordingly, even when Bonvin 

a : depicted a young child actively creating within the studio 
a iy J he did so by showing the youth copying a drawing that 
rae cf ok had been tacked onto the wall (Fig. 2). In a sense Bonvin 
— ( ee revealed that the young apprentice learned by rote. It was 

, ‘ \ too soon, too early for a child to be permitted to work 
ey % directly from the model. 

i ; 2) When other Realists focused on young children in the 
i ; cn studio they did so with a similar type of programmatic 

ra i & response. Pierre-Edouard Frére, best known for his 
ama P| be excessively sentimental studies of children completed 

N it aa sah tah y 7 during the Second Empire, managed to create some images 
a @ Pa. with a haunting atmosphere. His small panel of a young 
§ i fen. boy leafing through a small sketchbook in an artist’s studio 

= ey rs) : (Fig. 3) creates the same atmosphere as Bonvin’s Seated Boy 

2 he ne 4 with a Portfolio. Whether the youth is an apprentice, as in 
: ; 2 - / ; Bonvin’s image, or only a casual visitor to the studio 

Hg eee ee Studio) ¢. 1850s, oll on canvas, 30.5. cannot be fully ascertained.’ Yet, what is similar is that 
both youths share a fascination with the artistic props 
found in the creative environment. In Frére’s work there 

Other painters of the Second Empire were equally adept at are discarded canvases, with their images to the wall, 
characterizing the new found fascination. Many artists canvases without stretchers and the small sketchbook to 
became experts in this area as they found a ready market hold the attention of a youth. In both paintings it is the 
for images of children reading, preparing food, completing entire world of art, and the pleasure of sheer looking, that 
household chores, and playing games.* In fact, painters hold a mysterious fascination. There is nothing playful 
demonstrated that children had their own set of responses about both these youths’ examination of art objects; they 
and interests that were often quite different from those of have suddenly become older, wiser and more curious by 
adults. However, one theme that was not easy to isolate looking at art. Both painters have tried to demonstrate that 
and characterize, and one that exuded an air of innocence, art can transform the viewer by providing a transcendent 
was that of youngsters trying to educate themselves in the experience that goes beyond age. 
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Francois Bonvin 

Lee i) measuring the dimensions with his fingers, in order to 
' ' ¥ oe : capture a likeness on paper. While the setting is more 
w f F elaborate than Bonvin’s studio, and the child in Frére’s late 

en a 1 panel might merely be indulging a pleasant whim, Frére’s 
: ld + FI | Po ; youth is still very much enjoying what he is doing. In fact, 

Bike | oes the sense of enthusiasm and mystery contained in all of 
& : oem these paintings and drawings, three of them completed 

et close in time, suggests that there was something much 
/ more compelling occurring than merely several artists’ 

ie E i} fascination with children. What these canvases suggest is 
i F | that there has been a major transformation in society that 

7 had allowed painters to create images with these themes in 
- . this particular format. It is to this development we must 

{ turn in order to place these compositions, and specifically 
, ee 7 ¢ Bonvin’s Seated Boy with a Portfolio, within a broader 

f societal context. 

4 The new interest in children 
i / The Realists recognized that children were the hope of the 

ign Pe .) i future; they reflected, as well, on the naiveté of childhood 
a a P| f channeling the aura of innocence in such a way as to 

a oe eae ( “ achieve desired artistic effects.’ Beyond this theoretical 
ii bebo, Pek acy) , = attitude the Realists were also cognizant of an increased 

4 if Eble ae _ interest in education. They reflected that concern by 
. : nae Rime frequently depicting children reading books or writing at 
oe ; ne _ ~ ie school desks. During the Second Empire the liberalization 

: ore aie iil of education increased as children were forced to attend 
Ow school; the exclusiveness of privilege was weakened as the 

ead deny i See ae democratization of the masses became a tangible goal." 
Fig. 4 Pierre-Edouard Frére, The Young Artist, 1879, oil on panel, 33 x 24.1 For the Realists the family also became an important unit 

cm., Private Collection, that revealed that everyone was working for the 
betterment of the country and that fundamental codes of 
ethics were being upheld. The child, as one aspect of the 
family, helped expand areas of legitimate social concern. 
However, there still remained an area within the 
development of the family, and the education of children, 
that proved difficult to assess and define. While many 
were convinced that education would raise the level of a 

Later in his career, when Frére focused on a young child family, few were in agreement how the subtler aspects of 
drawing from a plaster cast attached to a studio post life, a concern with the arts, could be similarly elevated. In 
(Fig. 4) he once again evoked Bonvin’s earlier images for the realm of “taste” there was considerable reluctance to 
guidance. Frére’s youth is seriously copying the plaster, mass education. 
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Francois Bonvin 

Thus, exclusiveness still remained a partially essential Thus, Bonvin’s young boy which appeared at first glance 
feature in the appreciation of art at the time of the climax to be solely derived from Bonvin’s own life and activity 
of some Realist tendencies in 1848. There seems to have takes on implied social connotations and metaphorical 
been no widespread reform program, outside of the contest allusions when placed in the context of the 1850s. While a 
for the image of the Republic or the opening of the young child could work for a painter, the fact that Bonvin 
national museums to everyone, that was in existence to has shown his youth as deeply interested must be seen as 
match the spread of compulsory education. The attitude of a sign of the revolutionary change affecting the visual arts 
the schools toward the visual arts was also complicated. from the standpoint of subject matter." 
Until 1853 the schools ignored the question of art Th BOWE idl PSE “hei 
education.” Then, as secondary education was gradually e young oy 1s now y &xa ome ah es scot 
transformed, art was introduced into the curriculum under percepiively; trying to train/his eyeiby looking at wor su 
the influence of the philosopher Ravaisson." But the aim aril fact Gat the obec arena pole toms . 
of early art education was not to encourage spontaneity in - me implies a on of oa ao igs a a 
children as much as it was to “train the eye.” In this way et the youths alowtesin|t gouge a ungerialang Us 
taste was elevated by encouraging young children to find BERNE, Se a that he 3S COnecIOUSIY aya tO f 
the ideal in the ordinary. improve his understanding in order to acquire a sense o 

taste. Without overstressing points, both Bonvin and Frére 
Children began to draw parts of the human face, to study were demonstrating that art can be cultivated; through 
plaster casts, and then to work directly from prints and continual application remarkable strides could be 
photographs to increase their proficiency. As suggested by accomplished that would make the artistic experience 
Frére in his late paintings, copying was little more than the valuable. 
primary method, but, whatever the method utilized for Si ki boy is learnt 5 tin the auict of 
training a child’s eye and hand, it was strongly on t aL i une te 6 ad A out a oa . hee ° 
encouraged. While this process of art education dominated Me st A oN ae 2 dip tec b Coen 
the nineteenth century, and copying became a well porn me ae ae oe io = cn at 

recognized procedure, individual initiative was not always Penta a . poarch Mia mete ao Hi 
encouraged. Although methods were rigid, at the and atiletic\ qualities broacens fe conn Sean paar 
beginning of these changes for the masses—during the mid end to privilege (as does Frere’s early, painting) eee me 
1850s—any interest in art was looked upon as a good flowering ot democratic eee peso ann Rene, 
omen. Children who studied art, especially within the willingness to learn. Within the context olfpanelpamang 
confines of the sacred studio, were thought to increase Soe gata eee goals or te Realey 
their awareness in life by working in the visual arts. tradition has been, visualized, 

With the new-found interest in teaching art to children ‘Assistant ie aimed 
gradually growing, and these changes affecting the masses, Hi on a Sa cae pee ae 
we may be impressed by the number of art works showing Nati if a af the Hi 8 it 
young children looking at art objects or trying actively to arionalBndow mene jor tes MiuiaIihies 
create. Both Bonvin and Frére were part of this larger 
development, as noted, but their commitment to record 
creativity implied a degree of social awareness that had 
previously not been found in Realist images of common 
genre themes. 
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Footnotes 9. This painting appeared on the art market several years ago and has 
since entered a private collection. It suggests that there may be two 

1, The painting was exhibited at the Shepherd Gallery, New York in 1982 aspects to Frére’s style: a more serious painterly approach, as found here, 
and later at the galleries of Hazlitt, Gooden and Foxx, London. Prior to its and a more popular, anecdotic effect, that one generally associates with 

appearance in New York there is no record of this particular composition his work. He is a painter worth more serious consideration, since he binds 
in the artist's oeuvre. Since there are a number of missing Bonvin together popular and serious aspects of French art in the mid-nineteenth 
paintings, and a catalogue raisonné is not possible, it would be assumed century. 

that impressive paintings by this artist will continue to appear on the art = ~LA . . mae 
market. See Elvehjem 1982.57. 10. For further investigation of this theme see Pierre Georgel, “L’Enfant 

au bonhomme,” in Malerei und Theorie: das Courbet Colloquium (Frankfurt- 
2. For further reference see Gabriel P. Weisberg, Bonvin (Paris, 1979), cat, am-Main: Stadtische Galerie im Stadelschen Kunstinstitut, 1979), 105-115. 
nos. 2, 3, 5, 7, 8, 49, 60 bis, 61, 62, 229, 255, and 320. Georgel has become very interested in this theme over the years tracing 

3. For this aspect of Bonvin’s career see Gabriel P. Weisberg. “In Search of julchood tesponess to) cresuve chdeay ora One atuct most terested a 
State Patroncge Three French Realists and the Second Empire, 1851- this effect: was Aled Dehode me who can a 4 wor of a ae coud 
1871,” in Essays in Honor of H.W. Janson—Art the Ape of Nature (New willvaiemal Palit Dom nosainya/pilyale scolecton in they United cates 
York, 1981), 585-606. The sense of innocent charm conveyed by the child’s open eyes suggests 

the way in which this theme was generally treated by artists of the period. 
4. See “Registre de cartes d’éléves, January 8, 1850-February 16, 1860, p. , + ‘ a 
86, card a 1786, December 23, 1851,” Archives du Louvre. Renard was tae 4 fi o ae Werte anaes ela Ee 
apparently older than most of the students that Bonvin would obtain; he yValall (Oxtord 197%), eae ome a yes ree 
was twenty-seven in 1851. reproductions that the masses cultivated a taste for art; prints made high 

art available to everyone and the masses would have enjoyed this. 
5. See “Registre de cartes d’éléves, 1850-1860, January 8, 1850—February 12. Ibid., 447 
16, 1860, p. 123, card no. 346, March 1, 1853 (Paul Geruzer), and p. 124, ae ee 
card no. 463, March 15, 1853 (Théodore Kérody),” Archives du Louvre. 13. Idem. 

pon oe eee eae ee as Bonvin.and 14, The debate between the ordinary and the ideal colored much of the 
discussion of mid-century. Those critics antagonistic toward Realism 

6. See “Registre de cartes d’éléves, 1850-1860, January 8, 1850-February believed that the ideal in art was being sacrificed to an appeal to baser 
16, 1860, LL9,” Archives du Louvre. Bonvin requested a card for Mazier on instincts. It is precisely this attitude that may have led painters of children 
July 15, 1856; it was not issued until September 7, 1856. to idealize and purify their subjects to make a theme palatable to all. 

7, For further reference see Meyer Schapiro, “Courbet and Popular 15. The subject matter of Realist art has now been seen as containing 
Imagery, An Essay on Realism and Naiveté,” Journal of the Warburg and fundamental aspects that have been overshadowed by the commitment 
Courtauld Institutes, 4 (1941), 164-191. Schapiro emphasized the quality of toward seeing Realist painting solely from a formalistic viewpoint. For a 
naiveté found in the young child and perhaps in all creativity. It is this full examination of Realist iconography see Weisberg, The Realist 

aesthetic quality that Courbet seized upon and which other Realists used Tradition, 

to expand their renditions of how creativity was found and nurtured in 
children, 

8. The number of images prepared by Pierre-Edouard Frére that appealed 
to the popular mass market eager to categorize childhood experiences was 
extensive. Frére became the chief exponent of the school of Ecouen where 
other French and American painters massed in order to produce images 
that extolled the virtues of childhood existence. Many of these images 
were also widely available in lithographic form for those who could not 
afford to purchase an oil painting. Thus, the emphasis on childhood 
naiveté was capitalized on by clever artists who were adept at meeting the 
needs of the market-place. For further reference to Frére see Gabriel P. 
Weisberg, The Realist Tradition, French Painting and Drawing, 1830-1910 
(Cleveland: The Cleveland Museum of Art, 1980). 
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Two Early Engravings by Lucas van Leyden: Susannah and the Elders 
and The Conversion of St. Paul 

T he Elvehjem is fortunate to own two early information from two of the artist’s grandson’s, both of 
engravings by Lucas van Leyden (14892-1533), the whom were painters still living at the time of his writing, 

first Dutch printmaker whose name and biography are Lucas learned the principles of engraving as a boy under 
known. Both were purchased for the University’s growing the informal tutelage of two craftsmen, one a goldsmith 
collection in 1964, long before the Museum became a and the other an armorer. Van Mander’s account can no 
reality, through the generosity of the Oscar Rennebohm longer be verified, and modern scholars are inclined to 
Foundation and by the foresight of Professor James S. doubt that the birthdate of 1494 is accurate. However, it is 
Watrous. certain that there was no previous engraver in Leyden 
‘As Ellen Jacobowitz and Stephanie Stepanék have noted in with whom Lucas could have studied, and it is virtually 

: P abe u certain that he can have been no more than nineteen years 
their catalogue of the splendid exhibition of Lucas van ; : : 
Leyden’s prints recently held in Washington and Boston,’ af age Un. S08 Witen Tis Hist dated Engraving was done yee ine 8 ee (Mohammed and the Monk Sergius, B.126). Perhaps an 
the graphic art of this artist is not well represented in rtistic Ha Hine eaticdlGn inte larce extent outside the 
American collections and is seldom found on the market in normal bon a Cor ees lalneiotinracecunt 
impressions of the first quality. This is due in part to for the nih Ae fe lit ie he ee ie 
Lucas’s characteristically shallow manner of engraving, Fe ane ee Corao emt any De es seme 
which made his plates Ghore imunediatelyvuletable to exhibited in his choice of subject matter, as well as in his 
ear than those r hig older German eanierparety willingness to experiment with new or unusual spatial 

e a relations and printmaking techniques. In addition to 
Albrecht: Ditrer (1471-1528), whose work survives in far developing his own unorthodox burin technique, Lucas 
larger numbers of prime impressions. In part, however, it : ; 

: : : appears to have been the first printmaker to use a copper, 
also has to do with the poor quality of the unauthorized : ‘ : 

oe ; : ; ; rather than an iron plate for etching, and to combine the 
editions of his plates printed after Lucas’s death by his new technique with conventional engraving on the same 
son-in-law, Dammas Claesz. de Hooey, and later by . Pan 
Martini Petri of Antwerp (1500-c.1565), who reworked Plate Zor erail of Maxima iar B72, (dates 20): 
them. The Elvehjem’s impression of the Susannah and the His general concepts of landscape and the human figure 
Elders (B.33, Fig. 1), an undated plate from about 1508, is are clearly derived from the tradition of late fifteenth- 
an early pull of particularly fine quality. The Conversion of century Netherlandish painting as exemplified by Hugo 
St. Paul (B.32, Fig. 2), engraved in 1509, was one of the van der Goes, Geertgen tot sint Jans and Gerard David; his 
artist's largest and most popular plates, still much in graphic art, however, reveals early exposure to the prints 
demand in Rembrandt's day. The Elvehjem’s impression of of such German artists as Martin Schongauer, Albrecht 
it is less fine than the Susannah, since the plate had Diirer, Israhel van Meckenem and the elder Cranach. 
already begun to show wear, but it still comes from the Lucas van Leyden was one of the first artists to make 
unreworked plate. extensive use of compositional inversion, or eccentric 

fecweat’ lacement of the principal character in a narrative scene—a 
The sources of Lucas van Leyden’s training are not Pe ran ba eh, 
securely documented, although tradition has it that he was Se era cae agus cc nn eed andlthe Elders fo 

‘ : particularly telling effect. To some extent this use of space 
a child prodigy who allegedly: began to engravejat thelage is prefigured in the art of Hugo van der Goes, and in late 
ofrninesandlwho) sold his first painting atthe ageiof fifteenth-century Burgundian manuscript illumination, as 
twelve. His father, the Leyden painter Huygh Jacobsz., is well as in an early engraving by Trestle Diirer, The 
thought to have been his first teacher, and Cornelis = 
Enghebrechtsz his later mentor.? According to the eee ae a Sueno OS, bs ea Fig. hi 
biography published in 1604 by the Haarlem art historian, e ie a to have been engraved soon after his 
Karel van Mander, who apparently obtained his return from his first trip to Italy, when he was still much 

’ preoccupied with the study of the nude and in search of 
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Fig. 1 Lucas van Leyden, Susannah and the Elders, c. 1508, engraving, Oscar Rennebohm Foundation Fund 
purchase. 
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Fig. 2 Lucas van Leyden, The Conversion of St. Paul, 1509, engraving, Oscar Rennebohm Foundation Fund purchase. 
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ey) their ill-starred liaison. Chrysostom’s supposed lapse of 
. i Rie ay propriety with the princess is, of course, entirely 
a hy gees apocryphal, but was nevertheless recounted with relish in 

es ee, the German version of the Golden Legend. 

Saye W In contrast to Diirer’s unique combination of still-medieval 
> a i gts credulity and Renaissance interest in the depiction of 
ee, me i nudity, Lucas van Leyden’s Susannah and the Elders (B.33) 

\ “aati 7 / am depicts a biblical story of lust and voyeurism with 
Ws i yy surprising restraint, and is in keeping with the writings of 

see : i Ve ae, c 3 ep __ the historical St. John Chrysostom. The story of the chaste 
aS Samad ¥ rs ee sl j ie Susannah, an example of the wife faithful to her husband 
yr eee a / ee as until death, is told in the Greek but not in the Hebrew 

“Pca Po A es rN Oe Dally version of the Old Testament. It was included in the 
ate | Petal C4 tle ie Vulgate as Chapter XIII of the Book of Daniel. (Martin 
- ele ee ak eZ Das i “\—__Luther, recognizing the material as non-canonical, severed 
SO a eas CS i the story from the Book of Daniel but included “The 

4 a be i. Tae AS History of Susannah” among the apocryphal works 
1 aes Le ah wos appended to the Old Testament, a practice which was also 

rs J oy C+£ a 1 ¥ . fe Y followed in the earlier editions of the Geneva Bible, as 
Ben ees SS i ao. So well as in the original King James version of 1611.) The 

5] {a= ae Be SS story is also included in the fifteenth-century poem Der 
ng a a SS minnen loep, traditionally ascribed to Dirc Potter.? 

i : € = tie Ss In the biblical account, which takes place during the 
n- & i) ea \ > Babylonian exile the beautiful and virtuous Susannah, a 

Co & ¥ S & Me 7 young Jewish matron, is spied upon by two “Ancients of 
py seg; N me hy the people,” both judges, who conspire to force her to 

= es ee ”" cy “submit to their unwelcome attentions. Surprising her alone 
= Bim ef) lage iy) La one day in her garden, her two maids having been 
ae TF | ck _sAspatched to fetch oil and soap for her bath, the two 
> Ee Je ZF Gee x wicked elders declare their passion, threatening to accuse 

age DI le - her publicly of adultery with a young lover unless she will 
a — steno “agree to lie with them. Susannah, refusing to sin in the 

Fig. 3 Albrecht Durer, The Penance of St. John Chrysostom, c. 1497, sight of the Lord, chooses to retain her virtue, and is 

engraving, Courtesy of The Art Institute of Chicago. convicted of adultery by their perjured testimony and 
sentenced to death. All ends happily, however, when the 
child Daniel demands the right to cross-examine the two 

subject matter which would permit him to market his conspirators separately and proves their testimony to be 
experiments. For obvious reasons, he chose to upstage the false: they cannot agree as to the species of tree under 
penitent John Chrysostom, dimly seen crawling about on which they allegedly had observed Susannah’s adultery. 
all fours in the background at left, in favor of a nude The court, duly noting that God saves those who trust in 
frontal view of the princess with whom the holy man Him, releases Susannah and executes her two accusers 
allegedly had sinned, and who now nurses the fruit of instead. 
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Seventeenth-century Netherlandish painters, including states in his commentary on the story of Susannah that 
Rubens, Lastman, Rembrandt, Van Dyck and Jacob she herself prefigures the Church, while her husband 
Jordaens were to depict Susannah as a rather generously Joachim prefigures Christ. Their garden symbolizes the 
endowed nude heroine, surprised by the elders after her calling of the saints, who resemble fruitful trees, while the 
bath is irrevocably underway, and placed, to the viewer's two elders personify those who conspired against the 
delight, in closer proximity to the plane of the picture. Church—both Jews and Gentiles. The sin of adultery he 
Lucas’s engraving, however, is more faithful to the equates with apostasy.® 
apocryphal text in showing a still-clothed heroine awaitin ; 
the aval of the servants with the soap. More i its oe on pe ae ae eae F 
importantly, he has chosen to emphasize her innocence by en etl € ee hen 4 fo if 2 ae ae 
means of her remoteness, from the conspirators as well as ee ‘ Ai a Fe - 1 aA a = 
from the viewer, as she cools her bare feet in the stream, S oun ce . 4 Se : ee he ce th 
in the privacy of her walled garden. The two conniving ie ine a a oe S ek 
elders dominate the foreground, one cast entirely in a ae 8 a co Ree pee oh i . 
sinister shadow, and the other betraying the extent of his seduction ot Eve; Ducasjs suppesave ee see o 
guile by his dramatically crooked posture. Their place of * yall aa img ey eh anes ey eeeilen 
concealment dominates the viewer's field of vision and is : eh 7 Le . . = clones Bates woul a io f 
fully shaded by the two larger trees against which they are a cae ae a a i : Cae pent ee i eee 
leaning, both of which are unidentifiable as to species L S oe 2 alk Lisa ee os a : a 
since only their trunks are included within the frame of eo See ee eee a Me Cy ty Ba 
the composition. ig. 4) traditionally misidentified and called a rest on the 

flight into Egypt, is of nearly identical size (198 x 146 mm) 
Depictions of the Susannah story were still quite rare in and is also thought to date from about 1508. In this work 
the first decade of the sixteenth century when Lucas’s the Virgin Mary, Joseph, and the standing child Jesus are 
engraving was done. Sebastian Brant had alluded to it in grouped together under a large tree on a shaded 
his chapter “On Old Fools” in The Ship of Fools (Das promontory overlooking a sunlit, fenced garden with a 
Narrenschiff), first published in Basel on Carnival Day in pond. The two apples held by Joachim and the Virgin 
1494: symbolize Mary’s role as the new Eve, and may possibly 
Sildannah’s judges showed us why refer to Canticles 2:3-5, traditionally interpreted as the song 
On older men we can't rely: of Mary, as the Church, who desires to rest under the 
An oldish fool spares not his soul shadow of Christ: “Like the apple tree among the trees of 
A sinner cannot change his goal.‘ the forest, so is my well-beloved among the sons of men; 

. under his shadow had I delight, and sat down, and his 
In focusing upon the two elders, rather than upon fruit was sweet unto my mouth. ... Comfort me with 
Susannah herself, Lucas’s engraving parallels Brant’s apples. ...” 
literary “perspective”; however, his characterization of the ie 
men as middle-aged rather than old is an indication that Lucas van Leyden’s knowledge of biblical and moral 
neither the Narrenschiff nor the Vulgate can have been his subject matter is consistently accurate, unusually wide- 
primary source. ranging, and notably free from the restrictions of the 

’ church calendar of feast days. The presence in the 
As Mark Leach has shown, the image of Susannah was province of Holland of a large number of literate people, 
discussed at some length by the patristic writers, Sts. educated in the excellent grammar schools of the Devotio 
Hippolytus and John Chrysostom, as the prefiguration of moderna founded by the popular fourteenth-century 
the Church.$ Hippolytus, a third-century bishop of Rome, 
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JOR 7 Geert Groote (who, like St. Augustine, had enjoyed the 
4 bia pr he advantages of a misspent youth) had come to fear the 

3 Pn 4 iy ; impending collapse of the Church under the individual 
i. ne \ ‘a & sins of the clergy, which he suspected were mostly sexual, 
ey, 7s aa i and it was his theory that catastrophe could best be 

ee ae averted if there were to be universal literacy within the 
Le boa E ¢ Christian community, for women as well as men, and most 

geet @ & particularly for the schoolboys who would be the clergy 
Sees |) a and community leaders of the future.’ With this end in 

’ ae ee ee hy view, he himself had translated large portions of the Bible 
3 A = 0 " eS cua~ f e/" from the Latin of the Vulgate into Dutch, work which was 
Be? Y it pre (ae ow ee (er carried forward by his fifteenth-century followers, who 
oy %. aN thi Le ee Ty also continued the tradition which he had established of 
5 te Be od Mesa " pina preaching to the laity in Dutch. 

eT Dh ee y a <q y a Unlike the later Protestant movements with which it is 

Tes a yy) | Sines sometimes inaccurately compared, Groote’s Modern 
IP, at 4 Bid kOe Devotion was in no way a revolutionary movement. It 
Na jy) 5 os stressed a return to early Christian simplicity and 

aff Doe aN yf - advocated moral reform as the responsibility of each 
we) hella é 4 individual believer, who must learn to apply Christian 

ad Fa é ay principles to the conduct of everyday life. Practitioners 
B ae I were urged to remain aloof from the temptations and 

Bey (jena a — entrapments of this world, particularly the sexual ones. In 
_ i: “a contrast to Martin Luther, however, who would later 
oS aay eh uncritically accept St. Augustine’s concept of humankind 
Fae Seo eS | as basically depraved, adherents of the Modern Devotion 
a j eo He8. WN were taught that a small spark of divinity remained in 
Sa SN — humanity and that, by judicious exercise of free will and 

Fig. 4 Lucas van Leyden, The Holy Family, c. 1508, engraving, Courtesy of moral discipline salvation lay—in theory at least—within 
The Art Institute of Chicago. the reach of everyone. Groote had spent the last years of 

his life preaching in the Leyden area. There his teachings 
were enthusiastically received by both the laity and the 

teacher Geert Groote (1340-84) and his followers, Co ee ey eae ee eee 
: : ; which stood just outside the city gates. It was at 

constituted a unique market for Old Testament prints. As Higronvindadael which main tainedian Zarit deolonya (or 
the most famous Dutchman of Lucas’s day, Erasmus of \ aN Aas co uil etal aoe : y 
Rotterdam remarked: aymen, that Lucas van Leyden’s father, the painter Huygh 

i Jacobsz. was trained.!° 
In no country are there more people with a tincture of learnin 5 
than in Holland. If there are te seetay learned scholars, 5 The Conversion of St. Paul (B.32), dated 1509 and 
especially in the classics, this may be due to the luxury of life apparently done somewhat later than the undated 
there, or it may be that they think more of moral excellence than Susannah, dramatically illustrates Groote’s favorite theme 

of excellence in (classical) scholarship. of the power of salvation through individual repentance. 
Erasmus. Adagia (1500)* This exceptionally large engraving (281 x 407 mm), which 
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was one of Lucas’s most popular, offers a new and sheets of rolled copper were difficult to obtain in large 
historically more accurate representation of Paul’s dimensions and were even more difficult to engrave and 
conversion than the standard fifteenth-century type print without incurring surface damage. The resulting 
showing Paul alone on a fallen horse, in the manner of the impressions were difficult to store without folding because 
fall of Pride from illustrated manuscripts of the of their abnormal size. Despite these disadvantages, 
Psychomachia of Prudentius." The non-biblical motif of however, there seems to have been a continuing demand 
rider and fallen horse has been removed to the for this engraving, for the plate was reworked by Martini 
background, while the foreground is devoted to an entirely Petri after Lucas’s original linework had been totally 
original, stately and serious crowd scene depicting the exhausted. The popularity of The Conversion of St. Paul 
blinded Saul, whose companions lead him by the hand in may well have escalated after 1524, when Erasmus 
accordance with the description of the event in The Acts of published his tract championing the Catholic doctrine of 
the Apostles. Lucas was the first artist to realize that it was freedom of the will against Luther's attack. Fortuitously, 
not, after all, the horse who had the vision. The real point Lucas’s design, originally created for a Catholic public 
of the story lies, not in the vision itself, but in the believing in free will and in the sacrament of penance, was 
repentance of Saul during the ensuing period of temporary later to prove readily acceptable to a Calvinist society 
blindness. The man who had witnessed, if not engineered believing neither in freedom of the will, nor in penance, 
the stoning of St. Stephen, the protomartyr, abandoned his nor in the efficaciousness of good works. For Calvin's 
original intention to arrest the Christians of Damascus to followers the conversion of Paul was interpreted in terms 
become the most successful of the early Christian of the awakening conscience, and Christ’s charge to the 
missionaries, specializing in Greek and Roman converts. apostle constituted his ordination to the ministry.’? Thus, 

The story of Paul’s conversion is recounted three times in two generations after Lucas’s death, this engraving 

the Book of Acts: first (9:1-19) as a straight forward third- infiuenesd Pieter Brseiel the Younger in Catholic 
_ : : oe Brussels, while in the Calvinist Dutch Republic it was so 

tobe san Se ta . aoar ae aN much in demand that Rembrandt's pupil Johann Ulrich 
jeu ao Ae ROU o ee eA See hi Mayer paid the extraordinary sum of 1,400 guilders for 
erusaleny aie’ Caesarea: ON (us 12st Occagon Ne fourteen of Lucas’s engravings, a group which included 
testimony before Agrippa and his queen, Paul quotes in thisone:! 
extenso from the voice which had spoken to him on the , 
road to Damascus, revealing that he had been told by For Rembrandt (1606-69), who was born and raised in 
Christ to “rise, and stand upon thy feet,” and was urged Leyden, Lucas offered important precedents, both as 
to become a minister and witness to the Gentiles, “to open painter-engraver and as an essentially self-made man—a 
their eyes, and to turn them from darkness to light, and realist who had no need to travel to Italy in order to 
from the power of Satan to God, that they may receive perfect his style. In Rembrandt's youth, the standard Dutch 
forgiveness of sins .. . [and] that they should repent and manual of instruction for young artists was Karel van 
turn to God, and do works meet for repentance.” Mander's Schilderboek, with its set of edifying biographies 

For Lucas, the fall of Paul’s pride retained its medieval eh | ee ae ae v pe ae i 
significance as a prerequisite to his conversion, but it was lengthiest and most laudatory, we read the following entry 
of less immediately consuming interest than his resultant on The Conversion of St. P. ae 6 
change of heart and acceptance of the mission to lead the : i 
Gentiles to repentance. In the same year (ie., 1509) he engraved the marvellously 

i , beautiful and well-composed Conversion of Paul, which shows him 

Plates of such large size as The Conversion of St. Paul were being taken to Damascus, blind, with the blindness and the 
still quite rare in the early sixteenth century, since flawless secondary attributes well depicted. Here and in all his other prints 
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one detects a large and artful variety of faces and old-fashioned Christlichen Frihzeit,” Romische Quartalschrift fir Christliche 
garb—hats, caps, and headgear, no two alike, so that major Italian Altertumskunde und fiir Kirchengeschichte XXX, Supplement (1965), 243 ff.; 
artists of our time misused his prints freely by borrowing from G. Antonucci and G. Di Lentaglio, “La leggenda di Susanna nella 
them for their own work, sometimes with slight changes. The aes z Le ae Eppa fae ee 3 ff. L. 
Conversion of Paul is also mentioned by Vasari, who rates Lucas ae ents Lyonnats (1972) a = ap es AU Ds USES 
higher in several respects than the outstanding Albrecht Direr, ¥ ent J 
saying, “Lucas’ works are sufficient to place him among the 6. St. Hippolytus, in J. Migne, ed., Patrologiae Cursus Completus, Series 

outstanding practitioners of the burin. The compositions or Graeca (Paris, 1857) X, 689 ff.; S.D.F. Salmond, Ante-Nicene Christian 

arrangements of figure pieces are very characteristic, and are Tabrary (Bdinlpurehys1 869) 477A eachy, notes 125/317. 
executed with suck clear depictions of faces and with such a sure 7. St. John Chrysostom, in Migne, PG, LVI, 591; Leach, 125, note 20. 

ene i . hse a eo 7 si can i no doubt as 8. Margaret Mann Philips, The ‘Adages’ of Erasmus: A Study with 
lO WHICH SUOLy MEY GEDICL 10: the exclusion of any ofl er Translations (Cambridge, 1964), 209-211. 
possibility; his prints, too, are better observed according to the . 
demands or rules of art, than those of Albrecht Diirer. .. . oe a ee ae the Aeibn ee see ee os 
Whenever a composition receded or dissolved into the distance he Le eee ee eee eee Noes Ue ace. 

worked lightly, to allow for a certain fading, just as in reality bea ete ae e eee ae 

distant objects tend to disappear from view. Indeed, he made Ecclesiastical History Ill (1952), 40-57; Theodore van Zijl, Rev., Gerard 
those prints with such care, with such gentle transitions, that they Groote: Ascetic and Reformer, Ph.D. Diss., The Catholic University of 
could not be improved upon in paint, and many a painter has America, Washington D.C., 1963. I am grateful to Morris Perinchief for 
learned a lesson from studying them.’ this reference. Regnerus R. Post, Kerkelijke Verhoudingen in Nederland voor 

Ee de Reformatie (Utrecht and Antwerp, 1954), Chap. V, “Het Leven, met 
Jane Campbell Hutchison Name et Onderhuden van het Celibaat,” 97 ff.; Van Zijl, passim. See in 
Professor of Art History particular Van Zijl’s discussion of Groote’s treatise, De matrimonio. 

University of Wisconsin-Madison 10. Huygh Jacobsz. is recorded as having been apprenticed to Brother ys) 8 ‘PP 
Tymanus at Hieronymusdael between 1469-71. See Jacobowitz and 
Stepanek, p. 16. See also Jeremy D. Bangs, “Hieronymusdael and the 

Footnotes Early Years of Huygh Jacopsz.,” Cornelis Engebrechtsz.’s Leiden (Assen, 

1979), 49-50, 92-96. 

1. Ellen S. Jacobowitz and Stephanie Loeb Stepanek. The Prints of Lucas 11. On the i 1 . a : ‘ . On the iconography of St. Paul’s conversion, see Ernst von Dobschutz, 
Van leven and, His Conte porares:\Weshingtan National, Gallery of/ Arty “Die Bekehrung des Paulus,” Repertorium fiir Kunstwissenschaft L (1929), 

Uo 87 ff.; and Jacobowitz and Stepanek, 76-77. See also Peter Parshall, 

2. See Rik Vos, “The Life of Lucas van Leyden by Karel van Mander,” Nederlands Kunsthistorisch Jaarboek XXIX (1978), 221-223. 
Nederlands Kunsthistorisch Jaarboek XXIX (1978), 31-4; Walter S. Gibson, 12. Si . 5 a 
ai ; Tea ‘ . See, for example, the marginal notes in The Geneva Bible for Acts 9 
Buca vardbe acm enc He yo acne, Strato LEZ 70) AO and 26 (facsimile of the 1560 edition, with an introduction by Lloyd E. 

Jacobowitz and Stepanek, 11-15. Berry, Madison, 1969) 

eens aoe iedenis van de Nederlandse Literatuur (Utrecht 13, Jacobowitz and Stepanek, cat. no. 19. See also U. van Ryckevorsel, 

a eo ‘ “Een Bekeering van Paulus door Pieter Brueghel II,” Oud-Holland Lil 

4, Sebastian Brant, The Ship of Fools (Das Narrenschiff), ed. and trans. (1935), 182-183; Joachim von Sandrart, Academie der Bau- Bild- und 

Edwin H. Zeydel (New York, 1962), 70-71; Jacobowitz and Stepanek, no. Mahlerey-Kiinste von 1675, A.R. Peltzer, ed. (Munich, 1925), 86. 

oe 14. Rik Vos, “The Life of Lucas van Leyden by Karel van Mander,” a ST f 
5. Mark Carter Leach, “‘Rubens’s ‘Susannah and the Elders’ in Munich and Nederlands Kunsthistorisch Jaarboek XXIX (1978), 467. Among the “major 
Some Early Copies,” A Tribute to Wolfgang Stechow (Print Review V, Spring Italian artists” who “misused” Lucas’s prints are numbered Andrea del 

1976), 120-127; L. Popelka, Susanna Hebrea, Theatrum castitatis sive Sarto, Jacopo Pontormo, and Francesco Ubertini (‘Il Bacchiacca’), as well 
innocentia liberata: Ein Beitrag zur alttestamentlichen Ikonographie besonders as Marcantonio Raimondi, who had copied Lucas’s landscape setting from 
des deutsch-niederlandischen Kunstbereiches, Phil. Diss. Vienna, 1956; H. the Susannah and the Elders as a backdrop for a figure by Raphael in his 
Schlosser, “Die Daniel-Susanna Erzahlung im Bilde und Literatur der Suicide of Lucretia (B.192) of about 1510. 
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An Early Etruscan Red Impasto Vase 

A n exceptionally well-preserved Etruscan vase of rich “s"’ motifs, inclined to the right, are set within a single 
red impasto fabric with elaborate painted decoration narrow band on the lid and within two bands on the body 

(Figs. 1 and 2) expands the range and content of an which, in turn, frame the chief decorative zone for the 
already impressive collection of Classical (Mediterranean) upper half of the vase. 
vases in the Elvehjem Museum of Art.’ At the very outset, 7 
attention must be called to a red impasto vase in the eo saan at fa side ali ae vee om the 
Museum of Art and Archaeology, University of Missouri sole Heural decorative Gren ien Name Woe), 
(Fig. 3),2 which stands so close to the Wisconsin vase stylized birds which face (fly) to the right: These 
(including lid) in fabric, shape, dimensions, and decoration seemingly heavy ete g ae birds eg 
that they can be rightfully regarded “mates,” or better, patalels on vases. other than) tides an re ate req mpaso 
“twins.””? Consequently, the astute observations of Robert 
Gordon, Jr. in his study and publication of the Missouri 
vase are conveniently applicable to the Elvehjem vase.‘ 

The handsome vase—in essence a storage jar nearly two alike, 
feet in height exhibits a graceful body resting on a flat 
base, and a set of vertical, double-looped handles placed lla, 
high on the shoulder. The lid—for which its fabric, close OTT 
fit, and decoration argues convincingly that it indeed pe, 
belongs to the vase—sits on the shoulder of the vase and , ——————— 
tightly against a short conical neck which is not visible =e ae Se 
behind the deep, steeply sloping sides of the lid.> An ae ae SS, 
upright pomel-and-disc surmounts the lid to serve as an EEE RS SESS, 
ornate handle. To judge by the highly fugitive nature of aa ie 5@)! G nN 
the creamy-white paint applied directly to the impasto LACE hited | a He A 
surface, the richly decorated vase must have served more A ci 45 g¥ MN ie 
an aesthetic than a strictly functional purpose—perhaps os Real eA 
even funerary—since constant handling would have Wee > TRE, - TARR i! 
assuredly damaged (worn away) the painted decoration.‘ TimGicks; une maw ow ETTW) 

ff 4 { i 
The remarkably intact painted patterns are meticulously AW " a iT] i; 

executed with a fine eye to the overall decorative effect. ; : eo ET EL 
The horizontal bands of varying breadth are set off b See 
tight parallel lines arranged in groups of four or five, ‘ith “WWF eT wey) 
the exception of the lower portion of the lid and the base W 1 eee i | ivy Y r 
of the vase where the horizontal lines are comparatively NAAR RE Ty 
thick—thereby imparting a “visual” stability to the vase. At ee 
the lower half of the vase, two broad bands carry equally eee” 
spaced and carefully rendered elongated solid triangles SS" 
which, because of the sharp contrast between the red i 

impasto base and the creamy-white paint, may be “read” Fig. 1 Etruscan Red Impasto Vase, H. 57.2 cm., Harold F. Bishop Fund 
as upright white or pendant red triangles. A series of loose purchase. 
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=. examples, yet have close counterparts on Italo-Geometric 
[a vases.’ Although seventh-century Italo-Geometric pottery 

=z. offers analogous decorative details, the more significant 
ie J chronological clue for dating the Wisconsin vase may be 

s, ms  t A derived from the handsome, lace-like floral pattern set 
an ek hy within the broad primary band on the upper half of the 

WLLL LIS FGI body. This continuous decorative band is composed of a 
jo SHO} eC" 6% repeated pendant palmette-lotus (or bud) motif which is in 
Its lan a 3 iy harmonious contrast to the graceful tendril-like curve that 
Sen eine a encloses the palmette, the diagonal petals, and the short 
EES PRM STONE horizontal and vertical dashes for both palmette and lotus. 

N awwanne ees cgiil Such floral motifs mark the “Orientalizing” phase of art 
Y iv ; nih } which, we now know, is not confined to Greek art 
eee (especially pottery) from the mid-eighth through the 
VN Vy a WT y seventh centuries B.C., but has a like appearance in the 

\, rat | if aE central Mediterranean. In Etruria, “Orientalizing” (Near 
(ae me and Middle East influences) has been credited respectively 
————— by various scholars: to immigrant craftsmen; artistic 

= ae inspiration derived from imports (as in Greece); or as 
Fig. 2 Etruscan Red Impasto Vase (side view), Etruscan imitations of already ‘digested’ Near and Middle 

i woe Harold F. Bishop Fund Eastern (i.e., “Oriental’”) themes on Greek crafted imports.® 

From the evidence of typology for the palmette-lotus 
depicted on the Wisconsin vase, links have been made 
with Etruscan bucchero vases of varying shapes which 

lll carry an incised palmette-lotus of similar form. 
pS Significantly, these bucchero vases are attributed to a ae : 
a te special workshop at Caere (present-day coastal Cerveteri, 

fy a c, thirty kilometers northwest of Rome) where they are 
ee me believed to have been produced during the second half of 

/ OTR cu 7) the seventh century B.C.’ More important, however, a 
Cow TNT! tomb at Caere has disclosed at least six red impasto vases 
“ease 4 (Figs. 4 and 5) so very much like the Wisconsin and 

hi Missouri specimens in shape and decoration that, as noted 
4 yy : by Robert Gordon, Jr.,!° they were unquestionably created 
A in a single Caeretan workshop for which the last quarter of 

‘ F the seventh century B.C. should prove an acceptable 
period of production. 

——_ 
Mario A. Del Chiaro 

Fig. 3 Etruscan Red Impasto Vase, H. 57.2 cm., : 
. Museum of he a Archaeology, ear P rofe essor of Art History 

University of Missouri. University of California—Santa Barbara 
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Footnotes 10. From the Necropoli della Banditaccia, “Zona A ‘del Recinto,”” Tomb 
no. 10 (cf. Gordon, 37 and note 8. See G. Ricci in Monumenti Antichi, XLII 

1, Elvehjem Museum of Art, University of Wisconsin, inv. no. 1978.34. (1955), 317, no. 32, fig. 63 (whence here, Fig. 4)—but text mentions 
Harold F, Bishop Fund purchase. Height, 57.2 cm. I wish to thank absence of lid present in fig. 63; 318, no. 41, cf. fig. 61; 319, no. 56; 322, 

Professor Warren Moon, Department of Art History, and Director no. 94, fig. 62 (whence here, Fig. 5, right); 323, no. 97, fig. 62 (whence 

Katherine Mead, for their kind permission to study and publish the here, Fig. 5, left); and 324, no. 103 (whence here, Fig. 5, middle). The 

attractive Etruscan red impasto vase in this number of the Museum's preserved lids are totally different, however, and some variations such as 

Bulletin. . the presence or absence of the “s” band, etc., are to be noted in the 
ae 5 i inted decoration for these six vases. The palmette-lotus motif appears 

2. Museum of Art and Archaeology, University of Missouri, inv. no. 68.71. paints) : 3 Be a pe 
Height, 57.2 cm. I am grateful to Dr. Jane Biers, Curator of Ancient Art, ee - zt Aetae (bill oien © seal c ta Wome 
for permission to include an illustration of the vase in this presentation. and Missouri vases; Le., ca, 56-57 cm, Gordon (41 and note 36), cites.a 

3. It would prove of no great surprise to eventually learn that both the footed amphora in Copenhagen, National Museum, inv. no. ABc 833 
Wisconsin and Missouri vases actually come from the same Etruscan (CVA National Museum 5, pl. 205, no. 7) as belonging to our workshop. 
(Caeretan) tomb. However, this amphora shows only white triangles (pendant and upright). 

4. Robert L. Gordon Jr., “Evidence for an Etruscan Workshop,” Muse Benepe ar sare tmpaste jar (Qi) vath whate tangles ‘Antal’ Gf theNi Fee Ged UArehacc logy Uni Sait aE Missouid Matteucig, Poggio Buco (Berkeley, 1951), pl. VIII, fig. 19 and pl. XII, fig. 7, 
g ca oa a ne land arctuaeclogy University of Missoun), or olle with alternating red impasto and white squares (checquerboard) 

(1971) 35-42: may be considered products of Caere—if not the same workshop: ibid., pl. y P P P 
5. Three broad horizontal lines are painted round the conical neck of the VI, fig. 3 and pl. XV, fig. 10. 
Missouri vase: see ibid., 37. The Wisconsin vase is exactly similarly 
decorated. 

6. Cf. Warren G. Moon, “An Enigmatic Vase from Centuripe,” in Elvehjem 
Art Center Bulletin (1975-76). 

7. E.g., see A. Akerstrém, Der geometrische Stil in Italien (Lund/Leipzig, 
1943). SS 

8. See I. Strom, Problems Concerning the Origin and Early Development of ae 
the Etruscan Orientalizing Style (Odense, 1971). ae, = 

9. Gordon, 38ff.; cf. B. Hiller, ““Beitrage zur figiirlich geritzten = a Seo. 
Buccherokeramik,” Marburger Winckelmann Programm (1965), 16-29. oo ba ay 

. Se Sama. 

See LET TEOT Bai. 
re Sn SS ae A a & AN eae 53 ae ee Re hey ht ee *. - Ft AE Ro Ne, y s sees A hs a e se ae 

TS 2 5S E Veen toe < qj A Sh. 3 ey . tn mh Og Se ot : NER vee 
ae a OF RS ie a 
‘ — Pe) alae 4 oo 

Qe wo a aves es . ~ . 24 an 7 
‘i % ‘3 a oe 3 ra i a A 1 
* my x 4 eee — aN eee ht 
* = ae rd 2h. ak ae Ch ae 

‘ ® ee eee, - Lee ! mathe! aor Soper | WEY Ty: ' 
aaAAde 5 tans ry a ae 3 
e ey . P Fig, 4 Etruscan Red Impasto Be : ye , 

* a Scat Vase, from the Ki 

. . Banditaccia 
Fig. 5 Etruscan Red Impasto Vases, from the Banditaccia cemetery. cemetery. 
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A Note on the Elvehjem Palmesel 

IT n 1978 Professor Frank Horlbeck published an 
interesting and sensitive analysis of the palmesel “fe 

(Fig. 1) acquired by the Elvehjem Museum of Art, ee 
accompanying his description with several comparisons to r 
similar carvings in European and American collections.! In ae, 
conclusion he stated that the use of the palmesel in Palm } vie 
Sunday observances seems to be confined to the Germanic re 
regions of Central Europe and suggested that this may { Pp 
have resulted from the Palm Sunday procession having ay \ 
been introduced in Germany in the tenth century directly fT j P)» 
from Byzantine practices. | 3 rN 

Thi ¥ P . a Sa i/4 yy 
is appears to be a reasonable assumption, and one ee if \3 

further question may be asked. Were there any tt ; Mas OB 
circumstances in Germany that could have made the use of A gee Y 
such a group in this custom particularly appealing? A bs belae oo ’ 
suggestion is offered here as to what some of those , a i 
circumstances might have been. [ > a i 

If the palmesel is viewed in general terms, it consists of a 7 ge 
group formed by a donkey and a rider, mounted on a - 
wheeled platform and drawn in festival procession. The 
festival honors a divine/heroic person who will be 
sacrificed and who promises good in an after-life to those 
who follow him. In the Christian context within which the 
European palmesels were made this procession is of course z 
the Entry into Jerusalem, re-enacted on Palm Sunday and 

ushering in the Holy Week observances, ranging from Fig. 1 Unknown Austrian artist, Palm Sunday Processional Figure of Christ 
festive through penitent to exultant. Riding a Donkey, c. 1450, FRIENDS of the Elvehjem purchase 

- : through the Glenn McHugh Bequest. 
The earliest mention of the use of the palmesel is 
evidently in the Leben St. Ulrichs von Augsburg of Search among those traditions for a figure having 
Gerardus, showing the custom at least by the death of St. significant characteristics in common with the Christ of the 
Ulrich in 973.3 During the two preceding centuries Entry into Jerusalem is quickly rewarded, although it must 
Christianity had become more fully established in be stated at once that the parallels are not absolutely 
Germany since the time of St. Boniface, “the Apostle to precise. In the figure of Wotan, the Odin of Scandinavia, 
the Germans” (d. 754), the northern regions of Saxony and however, can be seen the chief god, who may assume 
Frisia being among the last to be converted. The human form, who rides his great horse Sleipnir to the land 
neighboring regions of Denmark remained heathen until of the dead, who hung on the World Tree, pierced by a 
the 960s, and the lands east of the Elbe were largely spear, as a sacrifice, and who welcomed his warriors into 
unconverted until the twelfth century.* The Christian Valhalla.> The differences between the Christian and pagan 
Germanic peoples were accordingly close to those who still figures are profound, despite certain striking similarities 
held to their pagan heritage and traditions. relevant to the present inquiry. 
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Another important element of the palmesel carvings is the 
almost universal mounting of the groups on wheeled 
platforms, lacking in the Elvehjem example, which enabled _ 
them to be drawn through the streets and into the d te. 
churches. No such observance appears to have taken place B aN 
in honor of Wotan. A different tradition in Central and diye al ame 
Northern Europe, however, may be recalled which may 4 ai 4 eer ‘% 

further illumine the layers of meaning of the palmesel. "s ee ae | 

This is the tradition of the votive wagon or cart, often ms LA ‘ 
associated with fertility rites, which is thought to have - oS x || n 
been wheeled around Yh annual or more fen oS at é | ] 
celebrations. Some examples were models, and others were s a a Sle ‘ 
full size. They date from the Bronze and Iron Ages. Three oe 
will be briefly described here in order to establish the ; 
particular meanings and associations which they seem to ; ; : 
have held over at leastaamillennium iniCentral and Fig. 2 Trundholm Sun Chariot, c. 1400 B.C., Nationalmuseet, Copenhagen. 

Northern Europe. 

The Trundholm Sun Chariot (Fig. 2), buried in a bog near 
Nykobing, Denmark, c. 1400 B.C., is one of the most 
spectacular of the prehistoric carts.$ It was discovered in A 
fragments and has been reconstructed to constitute a g lnleas —_ : a 
bronze disc, gilded on one side, and drawn by a horse, the — a 
whole assemblage mounted on six four-spoked wheels. It i a= Fe EN | 
is just under two feet long and is probably the earliest aN E . ~/ —<— a eT 
extant example of a ritual model drawn on wheels in arr” eae 7 1 Pe ( oe ‘ 
Northern Europe. That it was probably not unique is an ype \ , Weta 
suggested by fragments of another chariot found near JI eg ACE ete , 
Halsingborg in Sweden.’ Although the accuracy of the cau) 4! 7 f. ay a 
present reconstruction of the Trundholm chariot is a matter Ey es. <, : 
of some dispute,* for the present discussion it is more SS 
significant that the patterns on the neck and head of the So r 
horse have been seen as Danubian in origin,’ and that the 

practice of wheeling a votive urn around the fields is Fig. 3 Dejbjerg Cart (reconstructed), Nationalmuseet, Copenhagen. 
known from the Bronze Age in Central Europe." 

A later example from the Hallstatt culture, possibly in the 
seventh century B.C., is a much more elaborate bronze- 
wheeled model which was placed in a barrow at Strettweg, 
Austria." In this case a goddess standing in the center, being assembled on a wheeled platform. Again this is a 
holding a bowl on her head, is accompanied by mounted small model, the chassis under fourteen inches long and 
warriors, other attendants, and a stag, the entire group the goddess just under nine inches high. 
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The third cart from Northern Europe with an apparently rites, celebrating the rejection of winter and the welcoming 
ritual association is not a model but is full size. This is the of spring.’ For the Germanic-Celtic people who came 
Dejbjerg Cart (Fig. 3), a La Téne work of the second or under Rome, the Roman calendar, as modified by Julius 
first century B.C." Its flimsy construction and rich Caesar, established more fixed dates for the annual feasts, 
ornamentation suggest a ritual use, possibly in such a to which were eventually added the Christian feasts.'* The 
ceremony as that of the goddess Nerthus described by feast marking the beginning of summer was now Palm 
Tacitus." In this case a life-size image may have been Sunday and Easter. 
drawn in procession. There was sacrifice in connection Inthe Geandinays Christianit His 
with the Nerthus ceremonies, and possibly also with the yy ny can besa oe ae ie yas aoe oo 
use of the Strettweg wagon, with tentative beginnings under the missionary bishop 

Ansgar in the ninth century. By the beginning of the tenth 
A third quality can be added to those characteristics of century the new faith was moderately well established in 
Wotan which can be compared to those of Christ on the Denmark, Sweden, and Norway. The visual evidence for 
donkey in the palmesel group and the European traditions the continuation of pre-Christian or Viking traditions is 
of cult groups drawn on wheels, The adoption of strong. The archaeological problems of possible pagan 
Christianity in Northern Europe did not mean immediate temples as reflected in the stave churches have been 
complete rejection or suppression of all pre-Christian extensively debated, with some possibilities of finding 
symbols and practices. It appears that even the missionary Christian churches on sites already sanctified by tradition 
clergy did not always intend that this should be the case. or the actual ruins of pagan sanctuaries. The inclusion of 
Pope Gregory the Great, sending instructions for St. Viking elements on Christian churches such as on the 
Augustine in England in 601, wrote that portals from Hylestad, Norway, is also well known and 

attests to the strength of tradition now transformed by the 
the temples of the Idols among that people should on no account new faith.1” This could not have been possible without 
be destroyed. The idols are to be destroyed, but the temples at Fi tf the G 
themselves are to be aspersed with holy water, altars set up in ee CRE. ae oer aCe ee 
them, and relics deposited there. For if these temples are well- missionary clergy, similar to that which Gregory the Great 
built, they must be purified from the worship of demons and had recommended for England. 

lected tec ta Ste aces cue ood In ts ay jwegriope iat As for the use of carts in Viking celebrations, the examples 
the people, seeing that their temples are not destroyed, may the Osebere tapestry. have been thoucht to b is i 
abandon their error and, flocking more readily to their accustomed SS ec ocee ly SHY Pave ECE VOUS tO De calisaia 
resorts, may come to know and adore the true God." ritual procession.'® The full-size cart found in the Oseberg 

burial may also have been so used, and it can be asked 
The passage continues with instructions for changing the whether the princess in this burial was not also a priestess 
sacrifices to “demons” to “devout feasts” in honor of the as well. Whatever the actual meaning of the real and 
saints. “It was in this way that the Lord revealed Himself represented carts at Oseberg, they were important enough 
to the Israelite people in Egypt, permitting the sacrifices to be included in this major burial, and were only a 
formerly offered to the Devil to be offered thenceforth to century before the introduction of the palmesel farther 
Himself instead.” south in Augsburg. 

The transformation of primitive, pre-Christian cult These comments can only briefly summarize the extensive 
festivals, especially those in connection with the changes findings from documentary and visual materials that make 
in season from winter to spring, spring to summer, etc., is possible studies of the relations between folk and Christian 
especially evident in the early medieval folk festivals. The customs in the early Middle Ages. A general picture may, 
spring festivals especially stressed sacrifice and fertility however, be seen of a Central and North European culture 
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which inherited a long tradition of wheeled ritual groups Footnotes 

associated with sacrifice and fertility rites and a pantheon 1, Frank P. Horlbeck, “Glory, Laud and Honor: The Palmesel and Palm 
of deities headed by a mounted victim/savior. Christianity Sunday,” Elvehjem Museum of Art Bulletin (1977-78), 14-37. 
was introduced into this culture, and apparently the use of 2 Ibid, 36 
the palmesel in the Palm Sunday observance was added in pete viii J 
the first centuries of the conversion effort in Germany. It 3. Cited in Sir Edmund K. Chambers, The Medieval Stage, 2 Vols. (London, 

: 1903), Vol. 1, 334. 
seems reasonable to suggest that this custom won the : ’ nlite 
popularity that it evidently quickly attained because the a o2es ane con ee of Nomthern fate a accion Pe 

climate of pre-Christian worship in this region included i 97, 20 a aon lorld Prehistory in New Perspective, 3rd ed. (Cambridge, 

elements particularly favorable to its acceptance. ‘ f ; 
3 5, Edward O. G. Turville-Peter, Myth and Religion of the North (New York, 

Marian C. Donnelly 1964), 35-74. 

Professor Emeritus, Art History 6. Nancy K. Sandars, Prehistoric Art in Europe (Harmondsworth, 1968), 
University of Oregon 183-185, Fig. 69, and Pls. 185-186. 

7. Marten Stenberger, Sweden (New York, 1962), 89. 

8. For a discussion of the reconstruction and of possible sun chariots 
represented in Bronze Age rock engravings see Peter Gelling and Hilda 
Ellis Davidson, The Chariot of the Sun and Other Rites and Symbols of the 
Northern Bronze Age (New York, 1969), 14-21. 

9. Sandars, 185. 

10. Marija Gimbutas, Bronze Age Cultures in Central and Eastern Europe 
(The Hague, 1965), 342. 

11. Walter Torbrugge, Prehistoric European Art (New York, 1968), 147-148, 
with illustration, A detailed study of the Strettweg wagon was made by 
Judith A. K. Perkins in The Strettweg Wagon, M.A. Thesis, University of 
Oregon, 1973. 

12. Torbrugge, 218-219, with illustrations. 

13, The passage from Tacitus describing the use of a ritual cart is in 
Germania, trans. Alfred John Church and William Jackson Brodribb (New 
York, 1942), 738-739. 

14. Bede, A History of the English Church and People, trans. Leo Sherley- 
Price, rev. R. E. Latham (Harmondsworth, 1968), 86-87. 

15, Glynne Wickham, The Medieval Theatre (London, 1974), 128-136. 

16, Chambers, Vol. 1, 108-115. 

17. Now in the University Museum, Oslo. See Peter Anker and Aron 
Andersson, L’Art scandinave, 2 Vols. (Paris, 1968-69), Vol. 1, 413-417 and 
Pls, 217-222. 
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A Late Version of Mondrian’s Farm at Duivendrecht 

A Ithough Piet Mondrian (1872-1944) is best known postdate the artist’s earliest Cubist works, especially the 
as a painter of abstract works, almost half of his Cubist depictions of trees (1913, Fig. 2) that they 

output consists of naturalistic representations of the Dutch immediately recall. Whereas the painting has a 
landscape, a subject that would continue to be a major recognizable subject, its stylistic aspect closely approaches 
source of inspiration long after he had rejected naturalism that of totally abstract conceptions such as Composition in 
for abstraction. One group of landscapes, the famous Farm Line and Color (1913, Fig. 3),° which shows a similar, but 
at Duivendrecht series, includes an intriguing large oil more pronounced, Cubist distribution of linear elements in 
version (Fig. 1) that has been exhibited in the Elvehjem on a surface grid with the greatest concentration of forms in 
several occasions. Though this version of Farm at the center and a comparable range of colors applied in a 
Duivendrecht has been frequently published, it has similarly loose manner. That Composition in Line and Color 
received little close scholarly attention. For years the was ultimately derived, as Robert Welsh has shown, from 
painting was thought to have been produced during the one of Mondrian’s earlier naturalistic representations of a 
artist’s naturalistic “evening landscape period’? of circa windmill,’ also demonstrates that the orgin of the artist's 
1905-08, when he is known to have made some of his early abstract works was not as far from that of naturalistic 
earliest versions such as the charcoal drawing now in the landscapes such as Farm at Duivendrecht as might at first 
Art Gallery of Ontario in Toronto (1905/06, Fig. 7) and be expected. 
the oil in the Bak collection in the Hague (1905, ‘ See 5 
Fig. 8). If this painting’s picturesque subject of a farm in eae aun eee ey a o Palnting § oe # e 
the early evening is similar, however, its style is not. ee ha camera aipdty fae 
Mondrian’s use of prominent areas of almost pastel hues : ws ds a 
and complementary contrasts clearly reflects the influence Can a. a “A ie a oa thevoil 7 na 
of French Fauvism, yet the colors are entirely different fave he CLUS UE 1B! 8 188 GONE oer Sap poser 10) 

‘ 2 is : Ret ave been commissioned about 1915 or 1916 by a patron 
from the bright anti-naturalistic ones of his first Fauvist who requested a work like, or a copy after, one of the 
and Neo-Impressionist-influenced works of 1908 and wy a mee {Same 
1909. In fact, this painting’s comparably softer hues of — 2 ea a oe ic oe subject. h 
blue, orange, and pink and the deliberately loose and oncHans OWnlEners 0 o andicate how at 
linfinished manner in which they were applied that time, during the course of World War I, he found it 

hd fini ee h - ia bi necessary to paint portraits, to copy works in museums, 
demonstrate much closer affinities with the abstract Cubist and to repeat “my farms’’® and other popular subjects of 

beri i e bad begun ee his earlier naturalistic period in order to make a living. 

summer of 1914. In addition to several other features, the alike his mew Cubist wispited abetrachion aie oud 
coloring su; ests that this version of Farm at Duivendrecht soon leadihimn, tojre)ect all maturalistic\ap pearance Mon us 
couldiont tne heen produced durine of after that. fret art, his earlier styles and subjects were greatly admired in 
Cubist a d P 6 his home country, and generally seem to have been 

penioe. preferred by many of his wartime patrons."! 

As Cor Blok? and other Mondrian scholars long ago Mondrian’s mention of working on his farms in a letter of 
recognized, both the emphatically flattened linear . h ohEh ‘ved thi 
articulation of the motif in a grid on the surface and the Febriary, 1215, suggests that he mipht haye received tne 
careful rendering of the branches in refined curving commission for the Gemeentemuseum oil, if that indeed 
segments adapted to the grid’s larger order also suggest vee. commissioned” work, as early as the summer of 

: ‘ , or shortly after he learned that the war would force 
that this and at least one of the other later versions of the p on a rams : 
f il in the Gemeentemuseum in the Hague (Fig. 4) him to remain in the Netherlands" and oblige him to find 
ee ee a BNE NB: new supporters. Since the version exhibited in Madison is 
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Fig. 1 Piet Mondrian, Farm at Duivendrecht, c. 1914-16, oil on canvas, 86.3 x 108.6 cm., Private Collection. Version IIle. 
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Fig. 2 Piet Mondrian, Study of Trees II, 1913, charcoal on paper, 65.4 x 87.6 cm., Gemeentemuseum, The Hague. 

more closely related to the Gemeentemuseum oil than to Such stylization, and Mondrian’s whole tendency to 
any other of the known later versions, it probably was endow landscape with a special, venerated appearance, 
begun about the same time. Its much broader, deliberately have their roots in late nineteenth-century Symbolism, 
sketch-like execution shows it to have been more freely with which he had been deeply involved already in the 
and boldly conceived, either before or after the carefully 1890s and continued to be preoccupied in the years 
worked-over, more subdued, and relatively “finished” immediately preceding his first experiments with Cubism." 
commissioned painting in the Gemeentemuseum. This type of stylized branching was prominent in many 

/ “43 tote bs Dutch Symbolist works of the 1890s, and seems to have its 
One of the work's oe striling features ae highly closest precedent in the works of Floris Verster (1861- 

stylized ay 7: maniteee ae al rn a 1927), whose works such as Snow Landscape (1895, Fig. 5) 
baa 7 2 a aa i; ean a Uaeethe flecti can be shown to have influenced Mondrian’s own earlier 
SYMIMENY) aNd forma) Cloette MOG ues ay Cie SeenON: treatments of trees and of other related subjects." 
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Fig. 3 Piet Mondrian, Composition in Line and Color, 1913, oil on canvas, 88 x 115 cm., Rijksmuseum Kréller-Miller, Otterlo. 

Mondrian had been intrigued with other Symbolist in both illustrations and exhibitions.” A large retrospective 
features of symmetry, centrality, and closure in many of of Hodler was held in Paris when Mondrian lived there, in 
his early landscapes; his grand conception of the farm in the Salon d’Automne of 1913,18 and conceivably could 
the later versions of Farm at Duivendrecht, however, might have stimulated the Dutch painter’s wartime versions of 
a - aan be - one of the ine ot see as ae Sas lar painted 
wiss Symbolist Ferdinand Hodler -1918). landscapes such as Lake Silvaplana , Fig. 6) seem 

highly pertinent; others, that seem to have been influenced 
It is unlikely that he knew much, if anything, of Hodler by Fauvism, show more remarkable coloristic similarities.” 
when he made his first versions of Farm at Duivendrecht in In Hodler’s landscapes, then, it is perhaps possible to see 
1905 and 1906,'* but in the following decade he would another impetus to Mondrian’s more ambitious and 
have had numerous opportunities to view the latter’s work colorful later development of the farm. 

39



Piet Mondrian 

Ie fee So ey 4 EAR a: xX at sia 

SS Sees 
RR AAR OR 

- We WHA Tweet ea : 
2 r Ua Bet eo 
fy i {Nera Es SN fe 
we oNWK PASAT Pe oh SF ORS 
sh? sa \ LY RE AA ho KRY RSP DR ROA anes SI BSS 0 5 SO ‘ HEE. TA A ae wy ae PREPS VI Ser aN fi wv \ q Pe" my "vy vy xy oe? 

<P OAD SIRRERS = oy eS Nin ON CGRMEINE Se ioe ON td 
SAY Age ND BR eer oO iy PS OT ENS | MBN Sees LS Ch. 
Ce ‘yi ; : ig es = n & ~ 

ee ae ‘ b mid { ) » & at 3 be re | / 2 A> a AT i ee Pg a wad 

= a = ea se eee 

: Per) ay Bee ea = ' Oe he ark ont a a ae oo ‘se ae ae , : 
I WRN i! 4 | | nn Lu, hee why 

\ : ve ‘ : i Dege nS ne: ae | TAA £ fi 

amy pa Wi, rar i! f Ls 7 ae i “A ; hg 

bi qu We " iz . stant hfe ee 
Me bh (APR oa a ae A beet rae 

#1 be NS. th’ Se i i aN 1 ap Tiina 
me; Pe 4) ft ea ay ad ok ’ 

My) PAY 44 SF Fr NG Re ees 0 ogee A cle 
bay KM 27 H BTN TCV eM cra 
be mA | WMA bb] VN) | N hd ‘ Xe * Ee 1 : 

Fig. 4 Piet Mondrian, Farm at Duivendrecht, 1915/16, oil on canvas, 85.4 x 108.6 cm., Gemeentemuseum, The Hague. Version IIId. 
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_ . city”? and emphasized the at once productive and 
eo Be NN. inspiring, if unrelenting, qualities of the Dutch landscape 

as PGR] i} } and the predominantly rural way of life.2? Mondrian’s first 
at oy . : : spas 

See fs | representations of the picturesquely irregular buildings of 
NY | a \ cf a the Duivendrecht farm, viewed from an oblique angle at a 

LN UNF 4 quiet, late afternoon or early evening hour (Figs. 7 and 8) 
: N { re immediately recall similar features in Hague School 

ao eer etek pS aH aes paintings such as The Milking Yard (circa 1890, Fig. 9) by 
ae i ae K. ¥ the older Hague painter George Jan Poggenbeek (1853- 
A + witli we 1903). Poggenbeek, however, used the farm buildings 

t Aa ," chiefly as descriptive elements subordinate to his main 
theme of peasants at work, whereas Mondrian focused 
more insistently on the buildings themselves and on their 
relation to the forms of nature around them. Like the 

Fig. 5 Floris Verster, Snow Landscape, 1895, lithographic reproduction of Hague painters, he too had represented figures and 
original drawing, Stedelijk Museum “De Lakenhal,’” Leiden, animals in his earliest landscapes, but by the time he 

. began the Duivendrecht series he had come to concentrate 
The version of Farm at Duivendrecht exhibited in 
Madison—hereafter referred to as Version IIe, its number 
in Blok’s chronology—is not, as was long supposed, a 
radically innovative work that astonishingly combined 
Fauvist colorism with the Symbolist intensity of Hodler in 
1905-08, but a work of at least seven years later, produced 
long after the artist was well-acquainted both with those 
earlier tendencies and with Cubism. If a general , 
chronology of the later versions and the whole Ain , 
Duivendrecht series has been established, however, it Zea EE) dg 
remains to be shown why the artist took up this subject Sa phaser es 
and how and why he progressively developed it through a peta 2 tlie eg A 
this final stage. Ie ys aoe Se 

I 9 a 

Mondrian’s selection of a rural motif and very orientation ae vets oS ‘ee 
as a landscapist reflect his assimilation of practices of the ga ia ee is 
Hague School of landscape painting, a sort of Dutch CRS ee SMS SiS ns wt 
counterpart to the French Barbizon School;” these habits, Fig. 6 Ferdinand Hodler, Lake Silvaplana, 1907, oil on canvas, 71.1 x 92.4 
impressed upon him by later exponents of the Hague cm., Kunsthaus, Zurich. 
tradition such as his uncle, Fritz Mondrian,1 had been at 
the basis of his art since he began painting in the mid- almost exclusively on landscape and architecture. Unlike 
1890s. Like the Hague School artists, those of Mondrian’s Poggenbeek, who had used diagonals to establish a 
much younger generation generally preferred the continuous, flowing movement into the vast space of his 
authenticity and sobriety of country motifs to those of the scene, Mondrian harnessed the forms of his buildings and 
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Fig. 7 Piet Mondrian, Farm at Duivendrecht, 1905/06, charcoal on paper, 46.4 x 60 cm., Art Gallery of Ontario, Toronto. Version Ia. 
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Fig. 8 Piet Mondrian, Farm at Duivendrecht, 1905, oil on canvas, 89.1 x 116.1 cm., J.P. Bak, The Hague. Photograph: Frequin. Version Ib. 
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landscape into a flat network that loomed large on the 
surface, initially arresting progression into the deeper space 
of the background. In subsequent versions he increasingly 
flattened the buildings to make them fill the surface more 
emphatically as two-dimensional forms, and in the final ra 
versions they even appear as if they had been viewed LI f es \ 

head-on. : : eval ik { f 
hy a im 

Like that of his Hague School and Symbolist predecessors, be fetes a 
Mondrian’s response to the landscape was fundamentally =a bo Reds 
romantic, and he is known to have been particularly : 1 4 ‘i et —, 
interested in the rural architecture and in the peasant way saat 3 | | fap = pee bn res 
of life. Instead of focusing on the sentimental aspects and . H 5 me Sy Be ee 
peasant themes favored by the Hague painters, however, TE pe. eo anal igs. ponent che 
he sought to be more concrete or realistic—as he himself So ee i ge 
put it-by producing architectonic renderings of the — ——— ncaa 
countryside’s basic forms. His special stress on architecture Fig. 9 George Jan Poggenbeek, The Milking Yard, dated 1882, watercolor 
and on taut pictorial constructions also reflects the Kom paper 720 902) 5 cin 7 Rij smuseumn jAmsterdam, 
influence of the Amsterdam Realists from whom he had 
received most of his formal training, artists who had 
consciously departed from the lyricism and nostalgia of the 
Hague School subjects to create a more logical and sober chosen to paint it simply because he was intrigued by its 
art. Thus though Mondrian readily acknowledged his roots appearance. 
in the Hague traditions, he also felt that he had adopted a nelare igs ; 

quite diffcrent approach from the beginning: “I oe i - are alee Ve many oe ses Slee 
sketched by moonlight cows resting or standing i‘. us percepuonie oe on ie ne ouner rua i jects, 
immovable on flat Dutch meadows, or houses with dead, Seer eer cvea = gieu on ad ee 
blank windows. I never painted these things romantically; ao aoe cone ae Pie 

i j jst “’26 a 

bufstramactbe very begin I ware Woye a teal Welsh® and other scholars have observed how Mondrian’s 
He apparently first studied and sketched the farm at depiction of farms, windmills, and churches as important, 
Duivendrecht about 1905,” and ultimately treated it—if centralized forms that dominate the landscape reflects 
intermittently—for a period of over ten years in no less musing on both their symbolic and functional roles. The 
than seven oil paintings and in at least as many drawings imposing treatment of the farm at Duivendrecht (which 
and watercolors.?® Such a large number of versions of the bore the name of ‘Zeldenrust,” meaning seldom or rarely 
same subject is not unusual in his oeuvre; in fact, rest)*! and its surroundings, man-made landscape of canals 
throughout his career Mondrian made a habit of returning and irrigation ditches similarly seems to make an 
to the same or similar motifs both to refine his ideas and emblematic expression of the work and effort that 
to watch and record the development of his style. The dominated that way of life. This is realized above all in 
farm at Duivendrecht, on the other hand, was one of the Mondrian’s formal comparison of the labor, achievement, 
few specifically identifiable subjects he depicted with such and aspirations embodied in the rustic order of the farm to 
frequency. He seems to have had no personal involvement nature’s even grander creation of order in the crowning 
with the farm or its owners,”? though, and might have trees, 
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II flatness as they establish its striking, vertical axial 

The several versions of Farm at Duivendrecht are in symmetry and closure. 
different states of finish. Although a few might have been As Welsh has cautioned,** however, viewers looking for 
executed totally or at least partially in situ,>* the majority the later, abstract Mondrian in these early naturalistic 
seems to have been worked up in the studio or from works should not over-emphasize the structural aspect to 
memory and from earlier versions or sketches. During the the point of ignoring their other features. Here and in most 
period of his first phase of work on the subject, from other versions of Groups I and II his pronounced interest 
1905-08, Mondrian occasionally developed programmatic in defining the subject's structural qualities is matched by 
series of paintings in which he represented the same motif an almost equal concern for rendering effects of light and 

at different times of day. This does not seem to have atmosphere, those same, transient aspects of nature he 
been his method with the farm at Duivendrecht, which— would later reject, along with naturalistic appearance in 
with one exception—he depicted consistently in the early general, as being too subjective or “tragic” for the purified, 
evening hours. In these years he almost always chose to totally abstract, Neo-Plastic art he formulated in 1916.9” He 
represent his subjects at dusk or early evening: as he later did even more to accentuate “tragic” aspects of mood and 
said, he enjoyed how the veiling evening dusk generalized light in his subsequent versions, particularly in a lost oil, 
the landscape into more simple and regular forms, and Version IIc, that is known only through a black-and-white 
thus lent the subject a tranquility that could not be felt in reproduction published in a review of a show in which it 
the more exasperating, unlimited variety of natural detail was exhibited in January, 1909 (1908, Fig. 10).%* 

ELIE ache Like those of Group I, the Group II works are basically 
Cor Blok has established a chronological order that assigns naturalistic in color and conception, but they demonstrate 
the Duivendrecht representations to three different the artist’s new tendency towards a greater generalization 
groups.® The works in his Group I are the most of the subject. Combined with his rendering of the farm 
naturalistic in color and conception and originated close to lower in the composition, without its full reflection, the 
the artist's initial study of the farm in 1905; they include new generalization lends the subject a heavier, and 
the only firmly dated version of this subject, the oil in the sometimes—as in the lost Version IIc—an almost haunted 
Bak collection (Version Ib; 1905, Fig. 8) and some of the appearance. As Blok has suggested, it was probably 
major versions on paper, such as the charcoal in Toronto Version IIc and one other version of the farm that the critic 
(Version Ia; 1905/06, Fig. 7). The Bak oil and Toronto Frans Lapidoth described when he reviewed some of 
charcoal reveal how from the start Mondrian was Mondrian’s works exhibited in January, 1909. Lapidoth’s 
interested in emphasizing the grid of horizontals and description clarifies how the artist treated the motif at this 
verticals that his subject naturally suggested. The charcoal stage: ‘a cluster of houses on a small neck of land in a 
is an image of great vitality, due especially to the bend of a canal. In one work the motif is seen treated in a 
unusually high placement of the farm and horizon in the somewhat blackish and gloomy way; in another [version] 
picture plane, and to the dynamic angling accents one descries practically the same motif turned into 
introduced in the spit that projects from the right side and something spectral with a fiery sky, nightmare trees, and 
in the paralleling, uneven reflection of the farmhouse in water done as if with blue powder and boiling.’*° If the 
the water. All of the motif’s main lines are drawn into a description of the latter painting corresponds to Version 

taut network on the surface; the forms in the reflection are IIc, as Blok thinks, Mondrian must have used vivid blues, 
almost as dense as those in the work’s upper half, and and perhaps strong oranges and pinks for the fiery sky, to 

reinforce the subject’s essential structural elements and create the spectral, mysterious, and boiling effects that are 
mentioned by Lapidoth and that are apparent even in the 
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Fig. 10 Piet Mondrian, Farm at Duivendrecht, probably 1908, oil on canvas, location unknown. Version IIc. 

black-and-white reproduction. The more generalized and siding, makes these works differ markedly from the more 
intensified rendering of the subject in this version, loosely rendered or more generalized versions of Group II. 
comparable to that in some of his other expressionistic For this reason Blok considers all four of the Group III oils 
landscapes of the same period,*! gives further indication of as later, World War I versions of circa 1915-16, although 
the artist's highly subjective responses to the moods of he does not rule out the possibility that some could have 
nature, and thus also of how much he still was concerned been executed as early as 1908 or 1909. Important 
with communicating a sense of nature’s transient and differences of these four oils, however, suggest that they 
tragic aspect. were painted in at least two different periods, the first two, 

i : ere : : Version Illa (Fig. 11) and another oil not specifically 
2. 

ieee 3 oo Hes oe sj pllecec son ana hae designated with a number by Blok (Fig. 12), probably 
EU eae having been executed much closer to the Group II work in 

(IIId), and at least two highly developed versions on paper, 1908 or 1909 
Versions IIIb and IIlc.° The artist’s more pronouncedly , 
linear and flattened treatment of the motif, increased by The four later oil versions exhibit two different types of 
his new emphasis on the facade’s vertical decorative compositions. The first, represented by Version Illa and its 
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Fig. 11 Piet Mondrian, Farm at Duivendrecht, 1908/09?, oil on canvas, 78.7 x 104.2 cm., Private Collection. Version Ila. 

closely related counterpart (Figs. 11 and 12), combines showed three thick-trunked trees in front of the house 
aspects that had interested the artist separately in works of instead of the four seen in most other versions.*° The 
Groups I and II. As in the Group II works the buildings closer view, then, was conflated with other features—the 
were placed relatively low in the field and the full expanse complete reflection and the full crown of the trees’ 
of the branches was depicted above them; as in the Group branching—that were visible only from a more distant 
I works, however, the farms’ full reflections were again point at the site itself. 
included and extend almost to the paintings’ bottom edges. : : race , 
In these, in which he clearly proceeded more from earlier a a a oe ee a a eG t 
versions than from memories of nature, Mondrian are ne efor be eueee viel ft ea ce ae cut 

represented the farm from a closer point of view and 4 8 Eee eee ee anette 
legree of the branches’ stylization is otherwise closer to 
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Fig. 12 Piet Mondrain, Farm at Duivendrecht, 1908/09?, oil on canvas, 85.1 x 100 cm., Private Collection (formerly Janis Collection). 
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that in the lost Version IIc of 1908 than to that in Versions the sky above them in the water. For the first time the 
Illd and IIle. Mondrian’s introduction of a trefoil-like bulge irregular natural arch formed by the bending trees in front 
of foliage behind the major branching of the largest, of the buildings occurs as an important, directly centralized 
forked tree in Version Illa (Fig. 11)*” can be seen as a feature; though the buildings remain asymmetrical 
further manifestation of the tendency towards horizontally, this new emphasis on the central arch and its 
generalization that was found in the works of Group II, reflection make the vertical axial symmetry and closure of 
and thus would also suggest that this painting dates closer the motif more pronounced. The artist’s stylized rendering 
to 1908 than to 1914. of the trees’ branching and brighter coloring also 

ae : contribute to the new and more splendid presentation of 
. ne esas ce ee cit fl the farm in these versions, which, as chee earlier, 
Rea Pe em ger tc ae ye gee ew aa seems at least partially influenced by recent paintings of 
figure 12, however, this new colorism, like that of many Hodler 
landscapes of 1905-08, is realized within a predominantly : 
naturalistic, tonal scheme,** and thus differs markedly from It has been noted that the markedly open and free 
the much lighter coloring in Versions IIId and IIle. Version execution of Version IIle differs sharply from that of the 
Illa differs from all the others of this group by virtue of its relatively more finished Version IIId, distinguishing the 
dark blue evening or nighttime sky, a feature found former as a deliberately sketch-like conception, and the 
otherwise only in a few works of 1908, the so-called “blue latter as a painting more carefully completed in fulfillment 
tree” landscapes such as The Red Tree (1908) and Evening of a commission. In Version IIe uniformly intense hues of 
Landscape (1908?), the latter of which has already been blue, orange, orange-brown, pink, and yellow are applied 
compared to Version IIc. The coloring, then, would also loosely and in broad patches across the entire composition, 
suggest an earlier date of circa 1908-09 for this work, so that much of the plain canvas and the underlying, 
although it must be noted that its blue is much darker and orange-brown drawing with which the artist originally 
much more laboriously handled than that in the designed his composition show through. Although he 
remarkably bold and freely rendered skies of the “blue worked with mixed colors instead of with the pure hues of 
tree” landscapes.” The especially charged treatment of the the French Fauvists, Mondrian similarly introduced radiant, 
motif in Version Illa, with its pronouncedly dark blue, and though more subtle and subdued, complementary contrasts 
often nearly black, coloration and stylized, swelling trefoil in his juxtaposition of the greyish, teal-blue of the 
form, suggests not only that it is another of the buildings to the warm orange-brown of the trees, foliage, 
expressionistic landscapes of 1908, but possibly even that and roofs. At the center of each of these later versions he 
other version of the farm Lapidoth described as having drew attention to the complementary relations in an 
been exhibited along with the lost Version IIc in January, almost abstract manipulation of color and form fully in 
1909. For Version Illa, more than any of the other known keeping with his current Cubist practice. Under the great 
versions, certainly can be said to represent the farm “in a central arch, for instance, he emphatically contrasted a 
black or gloomy manner.’’>! prominent area of orange-brown in the small tree’s foliage 
ni to an almost equal-sized rectangle of complementary blue 

on the farmhouse facade. To the immediate right, just 
In Versions IIe and IIId, apparently the last two oil below the painting’s exact center, he continued his abstract 

versions (Figs. 1 and 4), Mondrian returned to the contrast of form and color by placing a small, firmly 
compositional idea of his earliest conceptions to place the defined rectangle of a strong blue at the bottom of a larger 
farm and horizon relatively high in the frame and to rectangle painted in the work's strongest orange. On the 
reflect both the full expanse of the buildings and some of right side of the same orange field he maintained and 
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reinforced that contrast through his addition of a single, also demonstrate the new confidence he had found in 
rectangular dab of blue (barely visible in the black-and- using the dynamic tensions of pure linear elements to 
white reproduction), which anticipates the larger rectangle create an equivalent for the animation of nature. 

gene “ ae blue in the’shed door just a few In these later versions, both in his treatment of the 
, branches and in his organization of the motif as a whole, 

In Version Ile Mondrian marked out the color scheme Mondrian created a more abstract, balanced, and almost 
boldly in broad and regular strokes that often parallel the musical order that reads as if it unwound from left to right 
direction of the forms they designate. In Version IIId, on and reached a climax in the intertwining of branches at the 
the other hand, he worked up most areas more carefully, large central arch. The dense concentration of detail at the 
and modulated the fresh hues of Version IIle through a center recapitulates and expands upon motifs first 
substantial addition of touches of light brown, although announced at the picture’s left side, including the strident, 
the relative scale of coloring in this work still is much repeated vertical tendency of the three younger, thick- 
higher than that in the other, more tonal Group III trunked trees before the farmhouse, and the rounded 
versions. His summary but forceful rendering of the basic crown of branches at the top of the first of these trees, 
architectonic elements of the buildings and trees in the which anticipates or is a first statement of the intricate 
same, strong blue/green and brown hues in Version IIe branching that is developed in the center. As in earlier 
makes those stand out pronouncedly on the surface, versions, the quieter counterpoint of a slighter, more 
whereas the same elements in more subdued colors in distant leftward leaning tree on the far left of the painting 
Version IIId recede a bit more naturalistically into space. is also reiterated, with much greater force, in the angle of 
Veron lec tenn shove orenter desea br carne) Te the largest, forked tree. The opening between that forked 

conceivably could have et a stud which the artist tree's matty Peamches “aleve aces asian paites jaa 
lanwed ok en sutinetana alee peter ape the branches’ most detailed interaction and the dramatic 

fntended to finish more completely for a commission. On ceria arching: this laspect tree's other nai bench then 
the other hand, it also could have beet a later version in Toliates he gently eaiving: downwam mourn tial 
which, after repeatin the major linear structure he had Conlnee an ie eavall wecsion We Hg The semen 
established in Pate Tienda See Gee more chaotic and freely drawn branching patterns of these 

; ind Ceae much younger trees make diminished, yet still vibrant, 
more liberty and a greater freshness of execution. echoes of the larger and more elegant curves at the 
The branching in Versions IIe and IIId is much more painting’s center and finally discharge the trees’ branching 
stylized and decorative than that in the earlier paintings, energies into the sky. Reinforcing the symmetries and 
yet at the same time has a more lively feeling than the structural regularities that had attracted him in the natural 
patterns found in Dutch Symbolist works or even in the branching of trees, Mondrian used these considerably more 
vital branching in Verster’s Snow Landscape (Fig. 5). ordered and stylized curving elements to create a different, 

Especially in Version IIIe, where much of the branching pictorial equivalent for the rhythms of nature. That he had 

remains in an unfinished state, Mondrian’s spontaneous recently begun to discuss musical composition extensively 
execution shows that even as he tended towards a greater in Paris with his close friend, the Dutch composer and 
degree of stylization he continued to try to convey a Bach specialist Jakob van Domselaer, in 1912° suggests 
sensation of nature’s robust energies. His careful placement that he might consciously have had a musical or 
and distribution of the numerous small curving segments contrapuntal model in mind when he began to develop 
of the trees’ branches in a grid, already compared to his these wartime versions, As Karin v. Maur has shown, such 
closely contemporary Cubist renderings of trees (Fig. 3), an interest in rhythmic articulation was fully consistent 
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with his current reduction of landscape motives in his ee of a fj ; 
development towards abstraction, and would be a \ | ey : 
repeatedly expressed in later writings in which he stressed ; ~ \\ LN VS fe : 
that the artist should try not just to duplicate nature's ; I eee / 
outward appearance, but to search behind that appearance i ¥ ff S 
to discover its more fundamental, “interiorized’’ harmony B f CAS ; 
or rhythm.® 

t YY a eo 
Mondrian’s subject, then, was not just the farm and its \ \ eo 2 “> \ 
reflection, but especially the trees’ branching, which in { oD o 4 4 
these versions was announced only once, in a single ‘ f q 
powerful statement in the composition’s upper half. His , f 
creation of these magnificent branching patterns recalls the t iy io 
similar emphasis in representations of isolated trees of a =) i 
both the evening landscape and Cubist periods. As in Va al 
those works, this seems to convey a meaning similar to i 3 : 
that he had expressed in a much earlier, more overtly | es 1) 
Symbolist work that is now lost, the gouache and ee 
watercolor entitled Church at Winterswijk (1899, Fig. 13).5 5 

In Church at Winterswijk, which, as previously noted, gives ea 
further evidence of his early acquaintance with the art of a a a 
Verster,*” the young Mondrian depicted a church viewed ee eee a —e 
through an imposing natural frame of tangled branches. — OO 
Both in the lost work and in a poem written on its reverse << SS oS ; 
side he compared the aspiration of the man-made steeple 4 re 
towards heaven to the natural rising and meeting of young ~ oo Sa ES 
and old branches before it: “And the twigs of the young lg + eS = maf ae fl 
trees rejoiced, / and came together with those already at . x. £ ey TR NA PaaS 

peace with the grey sky,/ or hanging suspended from the YN Ve Cre SAHA Pie Wey n 
great trees,/ and beneath, the silent green plain./ And the 7 : ; ee 
church towered above the village.’”* Though he did not Fig. 13 Piet Mondrian, Church at Winterswijk, 1899, gouache and 

continue to make such specific elucidations of his pictorial Watercolar’on' paper, locatian Unknown: 
ideas, a similar type of symbolism seems intended in the 
many different versions of Farm at Duivendrecht. His 
monumentalization of a broad, “rejoicing” interaction of 
rising young and horizontally spreading old branches in a more beautiful model of order in the branching of the 
large central arch before the quiet farm at Duivendrecht trees. It might be partly because Mondrian had repeatedly 
makes a similar comparison of natural and man-made conceived the trees and the farm at Duivendrecht with 
orders. Though the farm is a much more humble structure such subjective, poetic associations that he never attempted 
than the Gothic church, it too seems celebrated both as a to develop these subjects further, as he did the windmill 
proud manifestation of man’s labor and as a guarantor of against the bare sky, the sea, or the Paris church facades, 
his future and is similarly made to echo aspects of nature’s towards a more purified state of abstraction. 
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The later versions of the farm were derived more directly flat articulation on the surface, is much less particularized 
from earlier versions than from nature, and show less and calm than Version IIId, and consequently is 
interest in detailing effects of light and weather than in considerably different from the other two oils of Blok’s 
refining, distilling, and articulating nature’s basic rhythms Group III. Its unusually fresh energies and emphatically 
and forms. Mondrian’s eventual abandonment of natural musical abstraction reflect the excitement the artist could 
motifs came only at the end of a long and gradual still feel as he evolved a new conception of a much older 
struggle, and that he continued to derive abstract works motif, incorporating the coloristic and structural vigor he 
such as Composition in Line and Color (Fig. 3) from had recently discovered in the Symbolism of Hodler and in 
landscape subjects as late as 1916 further underlines the his own Cubist abstraction, and perhaps also something of 
importance that nature and naturalistic vision had as a his new awareness of rhythmic and contrapuntal structure 
basis for all his art. In fact, by 1918, after he had in music. 
formulated a severely spare abstract style that used BartafalG Buense 
nothing but forms of the vertical, horizontal, and their Agsoeiate Professor of A a r 
intersection, he said that he employed those because the a ne : es nop an M a 
vertical and horizontal were to be found everywhere in niversity of Wisconsin Madison 
nature. He continued to assert that he was deeply moved 
by nature, but thought he could express its true feeling 
only in other, purer forms: “when we look at nature with 
our natural vision alone, it is impossible to avoid the tragic 
vision. Thus a deeper vision is necessary. Only he can 
escape from tragic emotion who has learned, precisely by 
cultivating pure plastic vision, to fashion the universal 
from the particular.” 

The two final versions of Farm at Duivendrecht give further 
evidence of how Mondrian continued to be intrigued with 
the forms and moods of nature even at that late date. His 
long and substantial preoccupation with the farm named 
“Zeldenrust” also illustrates the degree of his fascination 
with rural subjects, and, as noted above, suggests the 
possibility that his subjective or “tragic” associations with 
that motif might have precluded his developing it towards 
a state of purer abstraction. 

Although Version IIId in the Gemeentemuseum, and 
perhaps the two comparable later versions on paper 
(Versions IIIb and IIIc), seem to have been commissioned 
by patrons requesting works “like” some of the artist's 
much earlier farms, none of these nor any other of the 
later versions was only a slavish repetition of an earlier 
idea. Version IIle, with its deliberately broad and 
unfinished execution, striking colorism, and emphatically 
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Footnotes 9. In a letter of January, 1980 Welsh said that these rumors were 
ultimately traceable to Solomon Slijper, a good friend of Mondrian’s who 

1, The interrelation of Mondrian’s conceptions of nature and abstraction was the last private owner of the Gemeentemuseum oil. Welsh believes 
was repeatedly noted by the artist himself, and is dealt with extensively in that Slijper might have acted as an intermediary between the artist and 

the writings of Robert Welsh: see especially Welsh, “The Birth of De Stijl, customers who wanted or were willing to commission naturalistic works. 
Part I: Piet Mondrian. The Subject Matter of Abstraction,” Artforum, 11 No written record of a commission for this or any other version of the 
(April 1973), 50-53. See also Welsh, Piet Mondrian’s Early Career. The farm has yet been found. 

“Naturalistic” Periods (New York, 1977), hereafter referred to as Welsh iar . 
1977; Piet Mondrian, 1872-1944 (Toronto and Philadelphia, 1966); and 10. Mondrian in a letter to H. van Assendelft, February, 1915, published 
“Piet Mondrian’s Landscapes of around 1908,” in Piet Mondrian and the in J.M. Joosten, Documentatie over Mondriaan: v brieven van Piet 
Hague School of Landscape Painting (Regina and Edmonton, 1969), pp. 37- Mondrian aan ds H. van Assendelft 1914-1919,” Museumjournal, 18 
43; and Cor Blok, Piet Mondriaan. Een catalogus van zijn werk in Nederlands (October 1972), 218: “Ik kan nu mijne boerderijen niet zoo spoedig 
openbaar bezit (Amsterdam, 1974), hereafter referred to as Blok 1974, 19- aftleveren en zit dus wel in geldverlagenheid. 
22, 44-45, 172-173, 186. I would like to thank both Welsh and Blok for 11, See Blok 1974, 44-45 and passim. 
supplying me with further information in correspondence. 

oe ee : 12. He had returned to Holland before the outbreak of the war, intending 
2. Its most recent publication is in John Canaday, What is Art? An to return to Paris in August. 
Introduction to Painting, Sculpture and Architecture (New York, 1980), 129, 
where it is again presented as a work of “about 1906.” 13, These tendencies would have been well-known to Mondrian in 

i Ra: Amsterdam, where exhibitions in the early years of the century included 
3. The term was first used by Blok in the 1964 catalogue of Mondrian’s works of several of the Belgian and Dutch Symbolists as well as some of 
works in the Gemeentemuseum; ‘see also Welsh, “Mondrian and the the symmetrical landscapes of Monet. Other examples were probably 
Period of Evening Landscapes,” in Piet Mondrian. The Early Years 1905- known to him through illustrations in journals. 
1908 (New York, 1964), unpaginated. 

. .. . . . 14, Cf. Mondrian’s Church at Winterswijk (1899, lost gouache and 
4. Though Fauvism had originated in France in the years 1905-07, it watercolor, Fig. 13), with Verster’s Village Church Behind the Trees (1888), 
hardly became known in The Netherlands until 1908, and then chiefly in Floris Verster 1861-1927. Volledige geillustreerde catalogus van zijn 
through the works of Dutch transmitters of new French coloristic schilderijen, waskrijt—en waterverfteekeningen, en grafisch Werk (Utrecht, 
innovation such as Jan Sluyters (1881-1957) and Jan Toorop (1858-1928), 1928), 124, graphics cat. no. 3. 
who were the chief influences on Mondrian’s own coloristic ; 
transformation in that period. He himself later characterized this 15, See especially Farm in Marshy Country (1906, Haarlem, Frans Hals 
development in “Towards the True Vision of Reality” (1942) in Plastic Art Museum) and Farm with Trees and Water (1906, The Hague, 
and Pure Plastic Art (1937) and Other Essays, 1941-1943, ed. Robert Gemeentemuseum). 

Motherwell New York 31947)/-10: (ihe first thing tojchange in my 16. The first widely accessible source of illustrations of Hodler’s works 
painting was the color. I forsook natural color for pure color. I had come that could have been known to Mondrian was probably an article that 
to feel that the colors of nature cannot be reproduced on canvas. Instinctly appeared in Deutsche Kunst und Dekoration, 17 (1907), 218ff. 
I felt that painting had to find a new way to express the beauty of 

nature.” 17. His only recorded mention of the Swiss artist seems to be the cryptic 
comment noted in James Johnson Sweeney, “Piet Mondrian,” Museum o} 

5. Blok 1974, 44-45, 172-173, Modern Art Bulletin, XII (1945), 2-3: When Mondrian was asked even ¢ 

6. Blok was the first to suggest a comparison of the later versions of Farm his seventieth year, what he though of Hodler, for example, he replied: 
at Duivendrecht with this sort of Cubist work, comparing them, for ‘Toorop liked him very much.’ ”” 

PSE with Comp eon in Line and Color (1916, New York, 18. I have been unable to locate a catologue of that exhibition. Peter Selz, 
Guggenheim Museum) lok 19744) Ferdinand Hodler (Berkeley, New York, and Cambridge, 1973), p. 128, 
7. The artist inscribed “No. 2 Windmill’ on the back of this work’s notes that Hodler was the featured artist in that salon. 

stretcher: noted in Welsh, “The Birth of De Stijl,” 50 and 53, note 8. 19. The colorism of Hodler’s Sunset on Lake Geneva (1915, Zurich, 
8. All that is known of this painting’s provenance is that it and a few Kunsthaus), for instance, is most similar to that in this version of Farm at 

much earlier paintings came directly into the family of its present owner Duivendrecht, but of course postdates the Salon d’Automne exhibition if 
sometime during or shortly after World War I. not also Mondrian’s painting. 
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20. An exellent summary of Dutch artistic developments in this period is 28. Most are listed in the catalogue entry on the series in Blok 1974, 172- 
found in Joop Joostens, “Painting in Holland,” in Post-Impressionism 173, cat. no. 89. 

(London, 1979), pp. 255-279. See also Gerben Colmjon, The Hague School. A : 
The Revival of Dutch Painting Since the Middle of the Nineteenth Century Fe ae a nee erly ena ode calant) oer 
(Rijswijk, 1951); H.E. van Gelder, Guide to Dutch Art (The Hague: Hae eee eee ce ew Ue Lar SOME 
Government Printing and Publishing Office), 64-67; A.M. Hammacher, 30. In Piet Mondrian (Toronto and Philadelphia, 1966), cat. no. 26 and 
Amsterdamsche Impressionisten en hun Kring (Amsterdam, 1947); and A.B. elsewhere. 

Loosjes-Terpstra, Moderne Kunst in Nederland. 1900-1914 (Utrecht, 1959). 31, Information from Welsh, January, 1980 
.In fr , January, . 

21. On Mondrian’s youthful devel it see Herbert Henkels ii 
Minitaants Wintersui (The Hague. eee 1979) and 32. Welsh believes that the only certain evidence of the artist working in 

Mondrian and the Hague School (Manchester, 1980), 51-61. ee sketches of he o ae surrounding trees in a small notebook: 

22. Even at the end of his life, long after he had become a confirmed city . mrs 7 : i 

da lye mst bn apes fom i nS ea 
as A a prodilet ree ae again thstwiong ae rar ie that Mondrian’s conception of such a series was at least partially indebted 

Mondrian, “A New Realism’ (April, 1943), in Plastic Art and Pure Plastic to Monet, although at that time he probably knew no more than a few of 
Art, 20. the Frenchman's works. 

23, See Theodor Weevers’ discussion of the parallel phenomenon in 34. See “Natural Reality and Abstract Reality. An Essay in Dialogue 
contemporary Dutch poetry, especially in the works of Henriette Roland- Form” (1919-1920), in Seuphor, 303-310. 

iad in ae of ine Netnertands in its European Context, 1170-1930 35. Blok 1974, 172-173, cat. nos. 89-91, and 186, no. 250. 
don, , 204-207 and passim. 

a 36. Welsh in Piet Mondrian (Toronto and Philadelphia, 1966), cat. no. 28. 
24. See Robert Rosenblum’s characterization of this tendency in “Notes on ; Paces veer . 
Mondrian and Romanticism,” in Piet Mondrian (Toronto and Philadelphia, 37. As interpreted by Seuphor, 352, ‘ ‘tragic’... signifies every kind of 
1966), 17-21, and Modern Painting and the Northern Romantic Tradition: fear of life, including the dread of the new, and sentimental attachment of 

Friedrich to Rothko (London, 1974), 173-194. oe Patt In short, the word serves to denote everything that is opposed to 
leo-Plasticism.”” 

25. In 1904, for instance, the year before he began the Duivendrecht . 2 - . f r 
series, he even took the unusual step of giving up his Amsterdam 38. Illustrated in Frederick van Eeden, ““Gezonheid en Verval in Kunst, 

apartment to paint subjects in the remote rural area of North Brabant: Op de Hoogte, 6 (January 1909), 85. 

noted in Welsh 1977, 66. At the time and much later he wrote of how 39. The exact contents of this exhibition, a joint show of Mondrian, Jan 
deeply he was moved both by the peasants’ way of life and by the forms Sluyters, and Cornelis Spoor (1867-1928), can be determined only 
and decoration of their farm architecture. Cf. Michael Seuphor, Piet through descriptions in contemporary reviews. Works known with 

Mondrian: Life an Work (New York, 1956), hereafter referred to as certainty to have been in the show are the lost oil version of Farm at 
Seuphor, p. 53; Welsh 1977, 66-67; and Mondrian, “Natural Reality and Duivendrecht (Blok 1974, cat. no. 89, Version IIc); Sunflowers (Seuphor c.c. 

Abstract Reality” (1919-20), a Seuphor, 336. Mondrian was not interested 156; Blok 146); Devotion (Seuphor c.c. 14; Blok 151); Passion Flower 
in creating a regionalist or nationalistic art, but did tend to be more (Seuphor c.c. 22; Blok 154); Woods Near Oele (Seuphor 65; Blok 159); Red 
Particular than many of his predecessors in distinguishing the architectural Tree; Mill at Sunlight (Seuphor c.c 113; Blok 166); and the Haystacks series 
and decorative features of buildings that were peculiar to each area in (Seuphor) c.c. 166-168. Works whose presence in the show is more 

which he worked: see Welsh 1977, 99 and passim, and “Mondrian’s doubtful include Trees in the Gein with Rising Moon (Seuphor c.c. 72; Blok 
Landscapes of Around 1908,” 39-40. 142) and Evening Landscape (Seuphor c.c. 95; Blok 162). 

26. Mondrian in “Toward the True Vision of Reality” (1942), in Plastic Art 40. F. Lapidoth in Niewwe Courant (Amsterdam), January 30, 1909: | am 

and Pure Art, 10. grateful to Blok for making me aware of this quote and for providing me 

27. Seuphor, 47, states that the artist first found and studied the motif with this translation. 

around 1892 at the time he lived close to Duivendrecht at Rijndijk 128 in 41. The stylistic aspect of the lost oil closely approaches that of Night 
Watergraafsneer; the first pictorial representations of the subject, however, Landscape (1908), Seuphor c.c. 96. Cf. also the later version of the same 
seem to date only from about 1905. In a letter of January, 1980, Welsh subject, Evening Landscape, Seuphor c.c. 95, Blok 162. 

wrote that the artist’s old friend, A. van de Briel, remembered that 

Mondrian discovered the Duivendrecht motif while bicycling between 
Amsterdam and the Gein River. 
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42. The four oils are all signed ““Mondriaan,” a spelling he generally 54. Maur, “Mondrian und die Musik,” 301-310 
employed only until 1911; for later versions of motifs from his earlier mh ge ” ae Seg ‘ 

naturalistic period, however, the artist regularly adopted the pre-1911 35/368 Mondnan, liberation cin pression I avand lite aa 
apellini Plastic Art, p. 44: “In nature, the appearance of things is so expressive, so 
Pee: ‘living,’ that the tendency is to feel only harmony and to ignore rhythm. If 

43, These, a watercolor and a charcoal drawing, might have served as art is to give us the feeling of reality, it cannot follow reality’s aspect. Art 
completed sketches or cartoons for Versions IlId and Ille, but also might has to accentuate rhythm but in such a manner that rhythm dissolves in a 
have been developed as finished works in their own right. They could unity.” 

even De some of thejother farms’ the artist spoke of working on.n lus 56, Illustrated in Welsh 1977, fig. 30. Welsh 1977, 118 was the first to 
letter to van Assendelft of February, 1915. fi ae : 7 ; 

comment on this continuity of meaning. Here illustrated from Mondrian. 
44. Blok confirmed and elaborated on those views in letters of September, Zeichnungen, see above, note 53. 

a7) and Reruary 128); 57. See above, note 14. 
45. Le., he seems to have removed one of the two central trees before the 58. En de taki dei b jes qabetd tot 
house seen in the Bak oil (Fig. 8), Toronto charcoal (Fig. 7), and Version gir ot Ge ta Caavat Ce, JOBE DOOUID es JUDE Get Cp LOZE Ne 
Ile (Fig. 1). samenkwamen met die reeds in rust van de grijzen lucht neerhingen van 

den grooten boomen en daaronder de zwijgende groene flakte—En de kert 
46. Though this manner of rendering the branching in curvilinear tees hoog, boven’t dorp uit.” The poem is quoted and discussed in Welsh 
fragments was not used in earlier versions, it recalls a detail that 1977, 32-34 and 189, note 26; this translation, by I. Rike, is from 
interested the artist in some of his earliest studies. Cf. the small sketches Mondrian and The Hague School (Manchester, 1980), 57. 

fhe made at the fara in 1205 in leh 1277, fexl0. 59. Noted in Welsh, “The Birth of De Stil,” 50 (letter of c. 1918). 
47. This feature was also rendered in a loosley conceived working eh - scr ‘ 
drawing of the farm (1908/09?, private collection (formerly Janis e ne Natural Reality ‘and Abstract Reality” (1919/20), in 
collection), Seuphor c.c. 117) that seems to have directly preceded this CUP AST Shes 
version. The drawing, with its especially generalized and highly animated 61. Iam most grateful to Annette Mahler for her considerable help in 
appearance, seems to represent a transition from works of Group II such looking at and analyzing this painting. 
as Version IIb (1906/08?, The Hague, Gemeentemusem, Blok 91) to 
Version Illa and Fig. 12. The linear definition of the contours of the land 
and trees in this drawing is also similar to that in those two oils. 

48. Welsh remembers Fig. 12 as the most naturalistically colored of all the 
Group III works, and still dates it circa 1905-06: letter of January, 1980. I 
have been able to study this painting only in an Ektachrome reproduction. 

49. Seuphor c.c. 171, Blok 163. Welsh 1977, 142 and 221, note 66, 
remembered the blue background of Version Illa as being “virtually 
identical” to that of The Red Tree. 

50. This manner of handling the surface, however, seems more typical of 
the evening landscape period, when the artist frequently experimented 
with different painterly modes. 

51. Lapidoth in Niewe Courant (January 30, 1909). 

52. The lit area and lines of this and of the openings on either side of it 
subtly echo the trefoil shape defined in dark foliage in Version IIla (Fig. 
11). 

53. Documented in Karin v. Maur, “Mondrian und die Musik,” Mondrian. 
Zeichnungen, exh. cat. Stuttgart, The Hague, and Baltimore, 1980-81, 287. 
Welsh, “De Stijl: A Reintroduction,” in De Stijl: 1917-1931. Visions of 
Utopia, ed. Mildred Friedman (New York, 1982), 33, note 31, notes that 
van Domselaer was a Bach specialist and that Mondrian had great respect 
for Bach. 
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Elvehjem Museum of Art Council, 1981-82 

T he Elvehjem Museum of Art Council, in its advisory Ex-Officio Members Members-at-Large 
capacity, has concluded its tenth year of activity. The Bryant E. Kearl, Vice- Ineva Baldwin 

Council's role has primarily been to encourage the staff, aa ellos Joyce Jaeger Bartell 
and to participate in the fund-raising efforts of the E. David Cronon, Dean of John A. Bolz 

Director. College of Letters and Ellen M. Checota 
. Science Arthur J. Frank 

In 1981 the Dean of the College of Letters and Science Robert By Renilebohi Walter Frautschi 
again reaffirmed his view that the Elvehjem is one of the Executive Director, UW Newman! Halvorson 
jewels of the College. He also told the Council that the Foundation : Chairman ‘ 
continuation of high quality museum activities was being Fannie Taylor, Coordinator, Robert Hood 
assured in a difficult fiscal period through supplementary Consortium for the David J. Horsfall 
funding from various foundations and trusts. The Elvehjem Performing Arts Edith Jones 
Endowment Fund at the University of Wisconsin Katherine Harper Mead, Hope Melamed 
Foundation reached $1,175,208 (market value), generating pine Elvehjem Museum on gio : Miller 
neary $100,000 of i lly. Oh Art atnerine Quit ry $ of income annually. Rea SHEL 

Director Katherine Mead maintained the tradition of Gordon W. Walker 
informing the Council concerning on-going and planned James Watson 
activities. Staff members outlined individually the Jane Werner Watson 
programs for which they were responsible such as Madison Campus Faculty 
acquisitions, maintenance, and programming. In these and Student Members 
biannual meetings the members of the Council are kept a ee 

t : ‘ ’ eorge bunn, Law ochoo! abreast of the year’s highlights and the Museum's needs. Frank Ri Hlorlbeck Department 

Newman T. Halvorson, Chairman of Art History 
John Wilde, Department of Art 

Steve Sennott, Graduate 
Student, Department of Art 
History 

56



Elvehjem Museum of Art Council, 1982-83 

T he Elvehjem Museum of Art Council is an advisory Ex-Officio Members Madison Campus Faculty 
group appointed by the Chancellor. It has no Bryant E. Kearl, Vice- and Student Members 

governing function but it provides support and Chancelicn= George Bunn, Law School 
encouragement for the Elvehjem’s professional staff and E. David Cronon, Dean of (through October 1982) 
the many volunteer assistants and contributors. College of Letters and Warrington Colescott, 

f alee i : Science Department of Art 
The Council ordinarily meets twice a year. At the April 30, nee ; 
1983 meeting, an exevative committee of Council naib Repet BRen ees Bet ea) aS OF J . mn Executive Director, UW Frank R. Horlbeck, Department 
living within easy commuting distance of Madison was Foundation of Art History 

appointed in accordance with the request by Director Katherine Harper Mead, Robert Krainer, School of 
Katherine Mead for more Council input. At the same Director, Elvehjem Museum Business (beginning April 
meeting, a representative from the Elvehjem Docents and of Art 1983) 
one from the Museum League were added to the Council. Joel Skornicka, Vice-President John Wilde, Department of Art 
Joel Skornicka, the new Vice President for Administration for Administration, UW (through October 1982) 
of the University of Wisconsin Foundation was introduced; Foundation oe aes ate , 
he will serve half time as Director of Development for the Members-at-Large faa ent, “epaxunent Of an 

. 3 istory (beginning April 
Elvehjem. It was also reported that the Elvehjem Ineva Baldwi 1983) 
Endowment Fund at the University Foundation has passed ee ts a tell Steve Sennott, Graduate 
the $2 million figure, nearly double the amount of the ee me Student, Department of Art 

preceding year. Ellen M. Checota Hstory (chron October 
Later in the year, the support function of the Council was ee eo 8?) 
tested by the tragic automobile accident that killed ie vee Fixed Term Appointments 

Katherine Harper Mead in July of 1983. In the months Newman T. Halvorson, Angelena Lenehan, Elvehjem 
following her death, the Museum’s sound administrative Chairman (through April Museum League 
structure maintained the organizational equilibrium, and 1983) Jane Pizer, Elvehjem Docent 
Stephen C. McGough, the Assistant Director, took over as Robert Hood 
Acting Director. David J. Horsfall 

Edith 
On October 7, 1983 a memorial program was held for ope ae 
Katherine Mead. It was attended by the staff, the members Mrs. Frederick W. Miller 
of the Council and the general public. This moving Earl Morse 
program was followed in the afternoon by the Council's Catherine Quirk 
regular meeting, where a memorial statement was Bryan Reid 
unanimously adopted and a Mead Memorial Fund for the Roth Schleck 
purchase of a work of nineteenth-century French art was Fannie Taylor, Chairman 

authorized. (beginning April 1983) 
James Watson 

Fannie Taylor, Chairman Jane Werner Watson 
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Education Services 

E ducation Services certainly received Katherine Mead’s ene 
imprimatur and enthusiastic support during her pe 

directorship. Interpretation of works of art with words, ‘a i <> 
both written and spoken, were the hallmark of the years ES fs) 4 ioe — 
covered by this Bulletin. The community was also treated bic: 1 j 4 : 
to numerous public lectures by our university colleagues ger Z ie ae dd 
and by Docents. The Elvehjem sponsored 71 lectures, F is | -_ rf 
attended by over 3,800 people. Though it is not possible to vs et as cA, ; See : i Wy hy i 
list here each University of Wisconsin professor and staff if im, “Y 
member who participated, the departments represented , Pa. si py 0 
include Art, Art History, Communication Arts, History, ( —— fa to 
Scandinavian Studies, Slavic Languages, the State \ . a } 
Historical Society and Wildlife Ecology. Most were Sunday JN ~ Fea 
Afternoon Gallery Lectures, a popular format which ars p / 
enables viewers to get a close look at the exhibitions while DP f M 

Sp eakers lecture “‘in the round.” Visiting lecturers from Earl Morse lectures to interested Museum visitors on his collection of 
ao ee an ee ae ane oe Ancient Chinese Bronzes exhibited at the Elvehjem in the fall of 1982. 
anctuary Howard, Robert McDonald, Earl Morse, arian 

Burleigh-Motley, Vincent Price, Joseph Raffael, and Daniel 
Robbins. Written educational materials in the form of 
gallery notes were produced for eleven temporary 
exhibitions and several objects in the permanent collection. Flvehiem Dovents haveltranciated int npr ata arpa 
Donations from the Norman Bassett Foundation, Eugenie SY ed aa trae orn ae eat te tere are eee 

4 ; rich and varied temporary exhibitions of Japanese prints, 
Mayer Bolz, the Evjue Foundation and the John A. . ; eats : ne 

q : na Christo projects, the Bird in Natural History, Prairie School 
Johnson Foundation made possible free distribution of over ? : 

: architecture, carpets and textiles of Morocco, UW art 
17,300 of these gallery handouts. Half of this number were [itty Baeeabers orks and Muneh(s expressionist 
given away in Edvard Munch: Expressionist Paintings, 1900- rare : Ee os i ae ae 
7940 alone! bones SE eae cue OS ve tee 

children (pre-school-grade twelve) and 6,000 adults have 
With the encouragement of Katherine Mead, children’s had guided tours by Docents. Most school groups received 
programs expanded beyond the traditional offering of the Elvehjem’s preparatory materials before their tours. A 
public school tours. Nancy Giffey was hired to teach and training class of seventeen new Docents graduated in the 
administer studio/art appreciation classes for children eight spring of 1982 and began giving tours and lunchtime 
to twelve years old. Ms. Giffey taught over 500 children in lectures. For example, Docents presented popular 
thirty different series of art classes on topics ranging from lunchtime tours of Edvard Munch: Expressionist Paintings, 
drawing and painting to Greek myths and bookmaking. 1900-1940 to over 200 participants. For the first time 
She also supervised numerous UW art and art education Docents were represented on the Elvehjem Museum of Art 
students who gained valuable practice teaching experience. Council. Chancellor Shain appointed Jane Pizer to that 
Children in schools on the East and West sides of role. Two Docents, Virginia Dymond and Susan Stanek, 
Madison, at Madison General and UW Hospitals (under a were selected by their peers to be delegates to the National 
grant from the Dane County Cultural Affairs Commission), Symposium of Art Museum Docents in Milwaukee. The 
and as far away as Mazomanie have participated in these University League provided the funds that enabled them to 

programs. attend. 
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Films, slide programs and Museum Short Courses added Rey "| = ; Exe 
variety to our activities for adults. Feature films, Andrei ee ae Fo . eae % 
Tarkovsky’s Andrei Rublev, and Peter Watkins’ Edvard ——— Te eis ee an 
Munch, as well as three Soviet silent films to complement ssi] lle il ' 5 aD eee. "| - 
Russian Stage Design: Scenic Innovation, 1900-1930 were t a waa: 2 : re we ae 
shown. Christo’s Valley Curtain enhanced his public lecture. \ yet SE Gales: 
Slide programs highlighted the exhibitions Generations in us - — ae res 3 eG 
Clay and The Gloria and Donald B. Marron Collection of > ce ‘i ee |S 
American Prints. Museum Short Courses on exhibitions and ay ey (iy a 
special collections (co-sponsored with UW Extension and =\ — ga. ql ‘ few 4 } 
given at night) attracted 610 people to the museum for G aes — oS "a 
forty different classes. . a . Ye a 

Museum education at the Elvehjem during this period was a Se re 4 
greatly enhanced by a generous spirit of cooperation on ; A {q (aes: 
the part of University faculty members especially in Art 7 3 Fo eS 
History, Docents, graduate students, sister institutions such Neate Anas scp io ideas uaa Hen 
as the Madison Art Center and the State Historical Society Cae eee ee ee 
Museum, and the surrounding community. 

Anne Lambert 
Curator of Education 

Elvehjem Docents 

Docents’ language skills for tours indicated 

Betty Alexander Virginia Dymond Elizabeth Hughes Patricia Roedell 
Connie Bernt Jane Eisner Donna Lenhardt Helen Roman 

Mary Berthold Elizabeth Erbe Janet Loomis Ingrid Russell 
Jane Biondi Loretta Feldt Patricia Luberg Karen Sack 

Marilyn Blettner Sara Fellman Rona Malofsky Miriam Sacks 
Elise Boake Jo Anne Flowers Maria Matallana (Spanish) Ann Sauthoff 
Catherine Bonnard (French) Marietta Fox Joan Maynard Linda Savage 
Virginia Botsford Suzanne Frey Jean McKenzie Mary Ann Schmitz 
Sara Boush Mary Gadzinski Helene Metzenberg Henryka Schutta 
Marilyn Bownds Carolyn Gaebler Judith Mjaanes Pauline Scott 
Helene Byrns Virginia Gibson Elaine Nadler Carla Smith 
Irmgard Carpenter Gail Goode Linda Nichols Susan Stanek 
Linda Celesia Kathleen Green Karen O'Neil Ramona Steele 
Louise Clark Florence Greville Virgie Peloquin Catherine Steinwand (French) 
Jane Coleman Mary Jane Hamilton Erica Pistorius (French) Barbara Tiao 
Catharine Conley Loni Hayman (German) Jane Pizer Nancy Vick P 
Susan Covino Lydia Herring (Spanish) Kay Pohle Margy Walker 
Audrey Dybdahl Vibeke Hill (German and Fran Rall Shirley Williams 

Danish) Pat Reboussin 
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Kohler Art Library 

D uring much of the period covered by this Bulletin lament. With limited space, when “evermore” is the cry, 
the dedicated, efficient and coordinated staff of the only technology offers a solution. Thus we look to 

Kohler Art Library adopted a stance of status quo under microtechnology to meet the demands of research and 
the acting directorship of Phyllis Kimbrough. The library expanding scope in the coming years. 
did, however, actively participate in the preparation of the . UTE : ; 
elegant The Bird In Natural History exhibition, especially in Paar Pee ea 
terms of acquisitions and research. Also during this period see : Pure ie ti a sa eae al © 
two new bibliographies were produced: the subject Oe 2 oy a 0 ae one ae age ithd 
indexed “Kohler Art Library Periodicals” by Mary Meyer eae hae 4 bed arabe ee ae Peta 
and the forty-one page annotated “Kohler Art Library , ee ee ae rere Marae preg duce eres 
Selected Reference Materials” by Louise Henning. ily 

‘ William C. Bunce 
Again the issue of space was a preoccupation. Four years Assistant Professor and Director 
ago the installation of a compact storage facility was the 
joy of the staff. One year ago an extensive shift was its 
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William Bunce with two members of his staff (Louise Henning and Mary Byrne) in the Director's office of the Kohler Art Library. 
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Museum Shop 

T he Elvehjem Museum Shop has initiated two projects 
that have become part of its operations. In the spring 

of 1981 the Museum Shop published for the first time a 
poster in conjunction with an exhibition organized by the 
Elvehjem. This publication increased the Museum’s ability 
to publicize its exhibitions. It was so successful that four oHOP 
additional posters were subsequently published. Several of MUSE UM » k in 
them have been included in an exhibition of art posters 
that traveled around Wisconsin, and mail orders have \ ‘i age 
resulted in the distribution of Elvehjem posters throughout = : 
the United States. " 2 

The second project was the introduction of the Christmas | ae. — we a ly 
Shop in the Whyte Lounge in November of 1982. Open PP SS PP nes La 
for two months, the Christmas Shop gave Elvehjem r Py: | 4| A ON ee 
visitors more space in which to shop as well as a larger : | fle | Cy ay ee 
selection of art cards, ornaments by area artists and a. fail ser pe 
handcrafted ornaments from around the world. P ——— — ga / 

pi dale BR ee. | Le 
The Museum Shop has continued to offer numerous "7 —— MY i 
publications otherwise unavailable in the Madison area. i an ca yA 
These include books written by the University of Qulee* a A 
Wisconsin-Madison Art History faculty, catalogues of mt Pd LG ae 
major exhibitions in other cities, the Elvehjem’s own pe “a y, ? e Fe 
catalogues, and inexpensive art books for University *¢ ay | 

students, Ba - ae 

Most of the exhibitions in the Whyte Lounge (see p. 65) ml a 
were sponsored by the Elvehjem Museum Shop. However, ; 
four of the exhibitions listed below were presented in =f: 3 
collaboration with the University of Wisconsin-Madison 4 4) z 
Department of Art and contained works by students in ae lve a ag 

ihe department. They were underwritten ly the lll ect = i 
University’s Consortium for the Arts. University students selecting art cards in the Elvehjem Museum Shop. 

Kathleen Parks-Yoast 
Museum Shop Manager 
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FRIENDS of the Elvehjem 

D uring her brief tenure as Director of the Elvehjem, Aides, was renamed during this period and bylaws were 
Katherine Harper Mead often made use of the drawn up to reflect a new sense of direction. As in the 

“Director's Column” included in the Museum Calendar to past the group organized preview receptions, provided the 
introduce new programs and extend her personal thanks to Sunday afternoon teas, trimmed the annual Christmas tree, 
the FRIENDS of the Elvehjem. and sought to augment membership by extensive mail 

Time and again she reasserted her conviction that the dewey anu phimothions sfnvantiliany cade of ¥olunteers 
8 a ; was drawn from within the general FRIENDS membership 

permanent collection is the Museum’s greatest resource. In to provide manpower for tumerous projects, 
the spring of 1982 she enthusiastically invited the B P Peele: 
FRIENDS to participate in the selection of an acquisition. Under the able leadership of the elected presidents Gail 
Of the three works selected by the staff, Antoine-Louis Kohl (1981-82) and Angelena Lenehan (1982-83), the 
Barye’s Theseus Combating the Minotaur (1846) was chosen League also initiated active fund raising efforts on behalf 
by the FRIENDS and Associates as a joint gift. This bronze of the Museum. The annual Elvehjem Benefit was 
sculpture with its fine patina, refinement and clarity of inaugurated in the spring of 1982, featuring the American 
detail, and surface modulation constitutes a welcome Players Theatre. The following spring Benefit featured a 
addition to the Elvehjem’s nineteenth-century French Noel Coward review by Linda Clauder, Del Lewis and Kay 
collection. The following spring the Museum League Lindblade. These delightful results of monumental 
purchased a Greek sixth-century B.C. Rhodian alabastron organizing efforts were chaired by Mrs. Kohl, Jane 
in the shape of a satyr with monies raised by the first Henning and Helen Kelman. 

Hlyelijent Fenian: Other FRIENDS’ activities during this period included a 
“If questionaires tell the truth,” wrote Katherine Mead in Benefit Concert by Gunnar Johansen designed to showcase 
the September/October Calendar of 1982, “our FRIENDS the Museum's new treasure, a Steinway concert grand 
like the Elvehjem and what it is doing.” Special piano; numerous trips to museums enabling FRIENDS to 
exhibitions, Sunday concerts and lectures were ranked by see important exhibitions; summer outings to the American 
the FRIENDS as the activities they liked best. The happy Players Theatre; and such innovative events as the 
union of art and music that characterizes the Sunday Wednesday morning behind-the-scene tours inaugurated 
Afternoon Live concert series is the legacy of Margie by Katherine Mead and most often conducted by her, 
Elwood who took a position as development head at dedicated to learning about “what the Elvehjem is, has 
Chicago's Lincoln Park Zoo in 1981. To the broadcast of and does.” 

those conceris which were carted by Wisconsin RObUe In June of 1983, Susan Latton joined the staff as the new 
oe ane hte actoss the es mae air a Coordinator of Membership aes Outreach. I know she 
BeGed, Me Weer y Miler russlon tealires 0eUs Oy joins me in echoing Katherine Mead’s sentiments. 
Director's Choice,” featuring lively discussions of works of 
art and of current exhibitions. After each concert during Sharon Fitzmorris 
the forty-week season the Museum League served tea in Coordinator of Membership and Development 
Paige Court with unfailing dedication. 

In November of 1982, the “Director's Column’ focused on 
the cooperation of professionals and volunteers. Though 
generally not visible, this cooperative activity is an 
important aspect of what makes the Elvehjem work. The 
Museum League, which had formerly been the Museum 
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Guests sample hors d’oeuvres before being entertained with a Noel Coward Revue at the Elvehjem League's Spring Benefit. 

Museum League Sally Cummings Janet Herzog June McLean Nancy Smith 
Muriel Curry Ginger Hinderaker Kathleen McNamara Susan Stanek 

Barbara Anderson Phyllis Eichman Carol Hird Willette McNary Nancy Thorp 
Grace Argall Connie Elvehjem Anne Hugget Karen O'Neil Mary Ann Travers 
Lois Bahnson JoAnne Evans Helen Kelman Mary North Mary Trewartha 
Gloria Bolles Alexandra Ferreri Gail Kohl Kristin Ostrander Margaret Van Alstyne 
Kate Boynton Donna Fullerton Jane Lathrop Mary Jo Prieve Jane Varda 

Mary Carbone Audrey Giles Angelena Lenehan Diane Rader Jackie Vastola 
Linda Celesia Vicki Hallam Ellie Mack Barbara Rewey Anne Warnock 
JoAnn Chapin Mary Harshaw Becky Martell Henryka Schutta Iris Weiland 
Gayle Cody Helen Hay Alice Martin Mary Alice Shahidi Sue Weston 
Sarah Conroy Jane Henning Carolyn McKinney Dottie Sledge Tress Wiedrich 
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Exhibitions 

February 8—March 29, 1981 February 1—March 14, 1982 
Generations in Clay: Pueblo Pottery of the American Selections from the Katherine Ely Ingraham Print 
Southwest Collection 

March 7—April 5, 1981 February 1—March 14, 1982 
Jacob Jordaens: Drawings and Prints Nineteenth-Century French Art from the Elvehjem’s 

March 28—May 3, 1981 Sue 
Joseph Raffael: Paintings and Watercolors February 6—March 21, 1982 
April 12—May 17, 1981 be a and Donald B. Marron Collection of American 

The Van Vleck Collection of Japanese Prints: A Preview 
April 4—May 30, 1982 

May 31—July 25, 1981 ea nag 
CoBrA Thirty Years Later from the Collection of Dr. and UN aise Departaen of Bey Eaoiiy Seiten 
Mrs. Alexander Hollaender April 18—May 23, 1982 
(Museum Training Class Exhibition) Hiroshige: 100 Famous Views of Edo 
June 20July 26, 1981 (Museum Training Class Exhibition) 

Traditional African Art: A Female Focus June 6—August 11, 1982 
June 27—August 9, 1981 oe from The Robert B. Mayer Memorial Loan 

Tibetan Art 
une 12—August 15, 1982 

August 1—September 27, 1981 I paints ‘ . 
Selections from the Joseph E. Davies Collection of Russian John:Sloan: Faintings, Prints, Drawings 
and Soviet Paintings June 12—August 15, 1982 
August 30—October 18, 1981 Homer Boss: Paintings, Watercolors and Prints 

Craig Kauffman: A Comprehensive Survey, 1957-1980 June 15—August 1, 1982 

October 18—December 27, 1981 Rees eeieiaote 
From the Far West: Carpets and Textiles of Morocco August 25—October 31, 1982 
November 1 December6e1981 Edvard Munch: Expessionist Paintings, 1900-1940 

Recent Acquisitions: Contemporary Art September 4—October 3, 1982 
December 6, 1981—January 24, 1982 Wieck ee Architecture in Minnesota, Iowa, and 

The Bird in Natural History: Before, During, and After 
Audubon September 25—December 5, 1982 

Spirit and Ritual: Ancient Chinese Bronzes from the 
January 2—February 28, 1982 : 
Portraits from the Watson Indian Miniature Collection Sg ee aad Mes, ail Morse 

October 10—November 28, 1982 
January 25 Marca tbe Christo: Collection on Loan from the Rothchild Bank, 
Cy Twombly: Works on Paper, 1957-1978 NG. Zach 
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December 12, 1982—February 20, 1983 Whyte Lounge Exhibitions 
Russi Design: ic I ion, 1900-19. ussian Stage Design: Scenic Innovation, 1900-1930 February 7—March 6, 1981 

February 27—March 27, 1983 Contemporary Indian Arts 

ei Acquisitions October 26—November 20, 1981 
March 5—April 3, 1983 Children’s Posters 
Modern Masters from the Collection of Mrs. Albert D. 
Lasker January 1-31, 1982 

“J. Cousteau Knew Nothing About This!” 
March 6—April 24, 1983 b 
Hans Hofmann as Teacher: Drawings by Hofmann and His Feburary nc 1982 : 
Shidents Intentional Wanderings: Photographs 

April 2~May 1, 1983 March 29—April 22, 1982 _ 

Seventeenth-Century Italian Prints from the Marcus S. Shakespearean Memorabilia 
Sopher Collection May 8—June 14, 1982 
May 7—July 3, 1983 Contemporary Polish Theatre Posters 

Breaking the Bindings: American Book Art Now June 20-July 19, 1982 
May 8—June 26, 1983 Traditional Icons by Contemporary Artists 

The Graphic Image: German Expressionist Prints September 1-30, 1982 
(Museum Training Class Exhibition) Recent Works of Calligraphic Art 

January 18-30, 1983 
Movement and Participation: Computer Works 

February 25—March 20, 1983 
Paul Vanderbilt: Landscape Photography 

March 23—April 10, 1983 
Icon and Idea 

April 12—May 2, 1983 
Drama and Documentation 

May 5-29, 1983 
Graduate Intaglio Group 

June 3-30, 1983 
Islamic and Mudejar Architecture of Spain 
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Acquisitions 

Due to limitations of space a considerable number of Balle, Mogens (Danish, b. 1921) 
important acquisitions have been grouped under collective Brev fra en ven 

headings. Oil on canvas, 46 x 55.2 cm. 
Gift of Alexander and Henrietta W. Hollaender, 1981.253 

Paintings Belleroche, Albert de (French, 1864-1944) 
Alechinsky, Pierre (Belgian, b. 1927) Still Life With Vase of Flowers, 1888 
Le Gastronome, 1962 Oil on canvas, 72.5 x 59.8 cm. 

Watercolor on paper with lacquer coating, mounted on board Gift of Mr. and Mrs. Stuart P. Feld, 1982.60 
prepared with gesso, 95.2 x 71.1 cm. Bissell, Cynthi A 

‘i . , Cynthia (American) 
Gift of Alexander and Henrietta W. Hollaender, 1981.246 Acoma Mountain, 1971 

Alechinsky, Pierre (Belgian, b. 1927) Oil on canvas, 61 x 76.2 cm. 
Crest pas possible, 1965 Bequest of Carol Rennebohm Dawson, 1981.144 
Oil on canvas, 64.4 x 53.6 cm. . . 

5 é " Bonvin, Francois (French, 1817-1887) 
Gift of Alexander and Henrietta W. Hollaender, 1981.247 Seated Boy with a Portfolio, 1857 

Appel, Karel (Dutch, b. 1925) Oil on panel, 33 x 26.9 cm. 
Clown, 1954 Martha Renk Fund purchase, 1982.57 

Oil on burlap, 103.2 x 89.2 cm. 
Gift of Alexander and Henrietta W. Hollaender, 1981.248 Denn of Sipe Dae 1913) 

Appel, Karel (Dutch, b. 1925) Oil on canvas, 100 x 59.5 cm. 
Personnage with Parrot, 1960 Gift of Alexander and Henrietta W. Hollaender, 1981.254 

Oil on canvas, 89.2 x 115.5 cm. 
Gift of Alexander and Henrietta W. Hollaender, 1981.249 
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Untitled (c. 1870-78) by Charles-Francois Daubigny. Gift of Mark H. Ingraham. 
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La Sambre a Charleroi (1896) by Maximilien Luce. Endowment Fund purchase. 

Corneille (Cornelius Guillaume van Beverloo, Belgian, b. 1922) Gibberd, Eric Waters (American, b. 1897) 
Vol d’oiseaux dans un paysage, 1960 When the Clouds Lift, 1965 
Oil on canvas, 91.7 x 59.7 cm. Oil on board, 51.5 x 60.3 cm. 
Gift of Alexander and Henrietta W. Hollaender, 1981.256 Bequest of Carol Rennebohm Dawson, 1981.139 

Corot, Jean-Baptiste Camille (French, 1796-1875) Gilliam, Sam (American, b. 1933) 
Orpheus Greeting the Dawn, 1865 Pink Flutter, 1969 
Oil on canvas, 200 x 137.1 cm. Acrylic on canvas, 271.8 x 218.6 cm. 
Gift in memory of Earl William and Eugenia Brandt Quirk, Class Gift of Mr. and Mrs. Michael Gross, 1982.43 
of 1910, by their children, 1981.136 F 

Harney, Jean (American) 
Daubigny, Charles Francois (French, 1817-1878) Untitled 

Untitled, c. 1870-1878 Oil on board, 83.8 x 30.5 cm. 
Oil on panel, 22.9 x 45.3 cm. Bequest of Carol Rennebohm Dawson, 1981.149 
Gift of Mark H. Ingraham, 1981.1 . 

Hasenberg, Pien 
Frankot, Roelof (Dutch, b. 1911) Mosi Week Wolk, 1972 

Untitled, 1963 Oil on canvas, 65.1 x 50.2 cm. 

Oil on canvas, 59.7 x 69.8 cm. Gift of Alexander and Henrietta W. Hollaender, 1981.262 
Gift of Alexander and Henrietta W. Hollaender, 1981.261 
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The Artist's Studio (1826) by Auguste-Xavier Leprince. Norman Bassett Foundation and Harry and Margaret P. Glicksman, Juli Plant Grainger, John S. Lord, yi 8 8 
and Earl O. Vits Endowment Funds purchase. 
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Jorn, Asger (Asgar Oluf Jorgensen, Danish, b. 1914) Marr, Carl (American, 1858-1936) 
Personnage, 1958 Portrait of Mrs. Herman Preusser 

Oil on canvas, 50 x 40 cm. Oil on canvas, 91.8 x 76.6 cm. 

Gift of Alexander and Henrietta W. Hollaender, 1981.266 Bequest of Josephine S. McGeoch, 1983.21 

Jorn, Asger (Asgar Oluf Jorgensen; Danish, b. 1914) Meek, Jim (American) 
Patriotic Indigestion, 1966 Taos Winter 

Acrylic on paper on canvas, 40.6 x 32.9 cm. Oil on canvas, 76.2 x 61 cm. 

Gift of Alexander and Henrietta W. Hollaender, 1981.269 Bequest of Carol Rennebohm Dawson, 1981.137 

Kord, Victor (American, b. 1935) Meek, Jim (American) 

Clara’s Blue, 1976 Taos Autumn 
Acrylic on canvas, 203.2 x 243.4 cm. Oil on canvas, 61 x 45.7 cm. 

Gift of Victor Kord, 1981.24 Bequest of Carol Rennebohm Dawson, 1981.138 

Kord, Victor (American, b. 1935) Michael, Gary (American) 
Wolf River, 1978-79 Untitled 
Acrylic on canvas and collage, 213.4 x 213.4 cm. Oil on cardboard, 20.3 x 25.4 cm. 

Gift of Victor Kord, 1981.25 Bequest of Carol Rennebohm Dawson, 1981.148 

Lataster, Ger (Dutch, b. 1920) Monte (Anderson; American) 

Noir Chargé, 1963 Regatta 

Oil on canvas, 80 x 129 cm. Oil on canvas, 61 x 81.3 cm. 
Gift of Alexander and Henrietta W. Hollaender, 1981.270 Bequest of Carol Rennebohm Dawson, 1981.143 

Leprince, Auguste-Xavier (French, 1799-1826) Pletka, Paul (American) 
The Artist's Studio, 1826 Oglala Eagle Dancer 
Oil on canvas, 73.2 x 92.4 cm. Oil on canvas, 76.2 x 101.6 cm. 
Norman Bassett Foundation and the Harry and Margaret P. Bequest of Carol Rennebohm Dawson, 1981.147 
Glicksman, Juli Plant Grainger, John S. Lord, and Earl O. Vits 
Endowment Funds muha 1982.58 Rooskens;/Anton (Dutchy:1906=1976) 

Vogelman, 1949 

Luce, Maximilien (French, 1858-1941) Oil on canvas, 104.8 x 116.6 cm. 
La Sambre a Charleroi, 1896 Gift of Alexander and Henrietta W. Hollaender, 1981.274 

Oil on canvas, 66 x 81.3 cm. 
: Stewart, Charles C. (American) Endowment Fund purchase, 1982.4 Thiee-Horned Kachina 

Lucebert (Lubertus Jacobus Swaanswijk, Dutch, b. 1924) Oil on wood, 35.6 x 20.3 cm. 
Still Life with Skulls, 1961 Bequest of Carol Rennebohm Dawson, 1981.145 

Oil on canvas, 99.7 x 149.5 cm. é 
Gift of Alexander and Henrietta W. Hollaender, 1981.271 Tee 

‘ed Cloud Man 

Marr, Carl (American, 1858-1936) Oil on canvas, 16 x 45.7 cm. 
Portrait of Dr. Joseph Schneider Bequest of Carol Rennebohm Dawson, 1981.146 
Oil on canvas, 79 x 66.1 cm. . 
Bequest of Josephine S. McGeoch, 1983.20 Twatchman, John Henry (American, 1853-1902) 

Misty Landscape 
Oil on canvas, 45.9 x 56.3 cm. 

Gift of Mr. and Mrs. Stuart P. Feld, 1982.59 
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Vandercam, Serge (Danish, b. 1924) Indian Paintings 

De Man Van Tollund, 1963 oo 
Oil on canvas, 105 x 48.2 cm. Rajasthani Style (Malwa) 
Gift of Alexander and Henrietta W. Hollaender, 1981.277 Ragini Vilaval, c. 1700 

Gouache on paper, 26.6 x 16.2 cm. 
Wagemaker, Jaap (Dutch, 1906-1972) Gift of Mrs. Earnest C. Watson, 1981.280 
Couleur de plomb, 1958 oe 
Oil and collage on canvas, 149.5 x 106 cm. Rajasthani Style (Malwa) 
Gift of Alexander and Henrietta, 1981.278 Ragini Malasri, early 18th century 

Gouache and gold on paper, 27.3 x 19.7 cm. 
Watson, Robert (American) Gift of Mrs. Earnest C. Watson, 1981.281 
Home of the Flying Dutchman, 1970 ; 
Oil on canvas, 35.6 x 61 cm. Rajasthani Style (Malwa) 
Bequest of Carol Rennebohm Dawson, 1981.140 Ragini Gunakali from the Ragaméla Series, early 18th century 

Gouache and gold on paper, 29.1 x 19.1 cm. 
Watson, Robert (American) Gift of Mrs, Earnest C. Watson, 1981.282 
From the Shadows, 1970 
Oil on canvas, 35.6 x 61 cm. Rajasthani Style (Marwar) 
Bequest of Carol Rennebohm Dawson, 1981.141 Chariot Drawn By a Pair of Bulls, c. 1650-75 

. . Gouache on paper, 15.2 x 15.2 cm. 
White, Russell, E. (American) Gift of Mrs. Earnest C. Watson, 1981.283 
Navajo Homeland, Monument Valley, Utah ee 
Oil on composite board, 40.6 x 78.7 cm. Rajasthani Style (Marwar) 
Bequest of Carol Rennebohm Dawson, 1981.142 A Lady at Her Toilet, c. 1650-75 

Gouache on paper, 16 x 15.7 cm. 
Molresan Theo (Dutch, b. 1925) Gift of Mrs. Earnest C. Watson, 1981.284 

Oil on canvas, 40.4 x 50.2 cm. Rajasthani Style (Marwar) 
Gift of Alexander and Henrietta W. Hollaender, 1981.279 Dhola conversing with Umar Sumra, early 18th century 

Gouache on paper, 15.8 x 21.5 cm. 
Unknown (Russian) Gift of Mrs. Earnest C. Watson, 1981.285 
Portable Icon, triptych Co 
Tempera on wood, A: 6.4 x 5.7 cm.; B: 6.7 x 6 cm,; Rajasthani Style (Marwar) J 
C: 6.4.x 5.7 cm. Month of Magha, from the Kavipriya of Kesavadasa, mid 18th 

Gift of Elizabeth R. Holmes, 1982.62 A-C century 
Gouache and gold on paper, 30.9 x 21.1 cm. 
Gift of Mrs. Earnest C. Watson, 1981.286 

Rajasthani Style (Marwar) 
Equestrian Portrait of a Boy, mid 18th century 
Gouache and gold on paper, 34.5 x 25.9 cm. 
Gift of Mrs. Earnest C. Watson, 1981.287 

Rajasthani Style (Marwar) 
Portrait of Maharaja Ram Singh of Jodhpur, mid 18th century 
Gouache and gold on paper, 24.8 x 13.6 cm. 
Gift of Mrs. Earnest C. Watson, 1981.288 
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Rajasthani Style (Marwar) Rajasthani Style (Bikaner) 

Ragin Kakubh from the Ragamila series, late 18th century A Lady Adjusting Her Veil, early 18th century 
Gouache and gold on paper, 21.8 x 13.5 cm. Gouache on paper, 17.2 x 12.9 cm. 
Gift of Mrs. Earnest C. Watson, 1981.289 Gift of Mrs. Earnest C. Watson, 1982.174 

Rajasthani Style (probably Marwar) Rajasthani Style (Bikaner) 
Rama's Army, early 19th century Ragini Todi, mid 18th century 
Gouache on paper, 8.4 x 20.1 cm. Gouache and gold on paper, 18.7 x 13.7 cm. 
Gift of Mrs. Earnest C. Watson, 1982.165 Gift of Mrs. Earnest C. Watson, 1982.175 

Rajasthani Style (probably Sirohi) Rajasthani Style (Bikaner) 
Three Folios from Devi Mahatmya, late 18th century Raga Malkauns, late 18th century 
Gouache on paper, A: 11.4 x 25 cm.; B: 11.5 x 24.9 cm.; C: 11.4 x Gouache, silver, and gold on paper, 29.4 x 20.9 cm. 

24.9 cm. Gift of Mrs. Earnest C. Watson, 1982.176 
Gift of Mrs. Earnest C. Watson, 1982.166 A-C Rajasthani Style (Bikaner) 

Rajasthani Style (Kishangarh) Princess and Bird, late 18th century 
The Festival of Divali, mid 18th century Gouache on paper, 16.1 x 11.3 cm. 
Gouache and gold on paper, 9.9 x 15.4 cm. Gift of Mrs. Earnest C. Watson, 1982.177 
Gift of Mrs. Earnest C. Watson, 1982.167 Rajasthani Style (probably Bikaner) 

Rajasthani Style (Kishangarh) A Foreign Lady, late 18th century 
The Image of Sri Nathaji, mid 18th century Gouache on paper, 20.7 x 13.4 cm. 
Gouache on paper, 16.7 x 12 cm. Gift of Mrs. Earnest C. Watson, 1982.178 
Gift of Mrs. Earnest C. Watson, 1982.168 So ee ‘ 

Rajasthani Style (Ajmer) 
Rajasthani Style (Kishangarh) Two Ladies at Play, early 18th century 
Portrait of a Rajput Chief, late 18th century Gouache and gold on paper, 16.3 x 10.1 cm. 
Gouache on paper, 18.8 x 12.6 cm. Gift of Mrs. Earnest C. Watson, 1982.179 

Gift of Mrs. Earnest C. Watson, 1982.169 Rajasthani Style (probably Ajmer) 

Rajasthani Style (Kishangarh) Portrait of a Bearded Nobleman, early 18th century 
Krishna Sheltering Radha, end of the 18th century Gouache and gold on paper, 24.8 x 12 cm. 
Gouache on paper, 12.3 x 9.9 cm. Gift of Mrs. Earnest C. Watson, 1982.180 

Gift of Mrs. Earnest C. Watson, 1982.170 eee : 
Rajasthani Style (Jaipur) 

Rajasthani Style (Kishangarh) Mahéraji Sawai Prithvi Singh of Jaipur, c. 1775 
A Rajput Prince, mid 19th century Gouache on paper, 18 x 12.3 cm. 
Gouache and gold on paper, 24.1 x 19.2 cm. Gift of Mrs. Earnest C. Watson, 1982.181 
Gift of Mrs. Earnest C. Watson, 1982.171 anno fe 

Rajasthani Style (Jaipur) 
Rajasthani Style (Kishangarh) Raga Dipak, c. 1825 
Folio from an Unidentified Romance, mid 19th century Gouache and gold on paper, 30.3 x 20.2 cm. 
Gouache and gold on paper, 14.1 x 21.8 cm. Gift of Mrs. Earnest C. Watson, 1982.182 
Gift of Mrs. Earnest C. Watson, 1982.172 

Rajasthani Style (Jaipur) 
Rajasthani Style (probably Kishangarh) Raga Megha Malhar, c. 1825 

The Elopement, 1865 Gouache and gold on paper, 28.9 x 20.2 cm. 
Gouache on paper, 31.1 x 18.4 cm. Gift of Mrs. Earnest C. Watson, 1982.183 
Gift of Mrs. Earnest C. Watson, 1982.173 
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Drawings and Watercolors Bell, Larry (American, b. 1939) 
awings Elin 24, 1981 

Armitage, Kenneth (British, b. 1916) Vaporized aluminum and silicon monoxide on paper, 
Two Seated Figures, 1959 134 x 89.5 cm. 
Charcoal and wash on paper, 54.6 x 74.9 cm. Frank J. Sensenbrenner Endowment Fund purchase, 1982.5 

ift of Krohn, 1981.28 
Giftol Nevakrchn Brewerton, George Douglas (American, c. 1820-1901) 
Bayer, Herbert (Austrian, b. 1900) Lake Superior, Storm Coming On, 1875 
Beyond the Vanishing Point, 1977 Pastel on board, 36.7 x 59 cm. 
Acrylic on paper, 56.1 x 76.1 cm. Gift of D. Frederick K. Baker from the Baker/Pisano Collection, 
Harry and Margaret P. Glicksman Endowment Fund purchase, 1982.35 
1981.60 
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Rocky Coastline with Cormorants (1839) by John Martin. Harry and Margaret P. Glicksman Endowment Fund purchase. 
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Chadwick, Lynn (British, b. 1914) 
Study for Sculpture, 1962 
Colored ink on paper, 61.6 x 48 cm. 
Gift of Neva Krohn, 1981.29 

Colescott, Warrington (American, b. 1921) 
Washington Video Game; Poker Night at Pentagon, 1982 
Watercolor on paper, 75.6 x 93.9 cm. 
Catherine B. Cleary Fund purchase, 1982.17 . 

Colescott, Warrington (American, b. 1921) ig 

Railroad Riot, 1970 

Watercolor and crayon on paper, 56 x 78.8 cm. ¥ 
Gift of Mark L. and Helen P. Hooper, 1981.91 

Colescott, Warrington (American, b. 1921) 
Riots-Prohibition, 1970 
Crayon, watercolor and ink on paper, 56.7 x 79.2 cm. i 

Gift of Mark and Helen Hooper, 1981.94 *” 

Colescott, Warrington (American, b. 1921) 
Boston Tea Party, 1970 : 

Watercolor, crayon and ink on paper, 56.5 x 78.8 cm. ‘ 
Gift of Mark and Helen Hooper, 1981.95 C he i; 

Consagra, Pietro (Italian, b. 1920) = 

Three Figures in Blue and Black, 1955 \ 
Crayon on paper, 34.8 x 50.1 cm. 
Gift of Neva Krohn, 1982.46 

Constant (Constant A. Nieuwenhuys, Dutch, b. 1920) 
Untitled, 1949 
Gouache and crayon on paper, 47.6 x 49.2 cm. Flying Female Nude (1803-11) by Pierre-Paul Prud’hon. Cyril W. Nave and 

Gift of Alexander and Henrietta W. Hollaender, 1981.255 Malcolm K, Whyte Endowment Funds purchase. 

Cret, Paul (American, 1876-1945) 
Sketch for Campus Plan, 1907 

Pencil on tracing paper, 59.6 x 70.5 cm. 
Gift of Gordon D. Orr, Jr., 1982.6 

Desboutin, Marcellin Gilbert (French, 1823-1902) 
Portrait of a Seated Man 
Chalk on paper, 31 x 21.2 cm. 
Humanistic Fund purchase, 1981.5 
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Dubuffet, Jean (French, b. 1901) Hartley, Marsden (American, 1877-1943) 
Téte au Chapeau, 1960 Mont Ste Victoire, 1927 

Ink and wash on paper, 29.7 x 23.5 cm. Silverpoint on paper, 35.3 x 38.1 cm. 
Gift of Alexander and Henrietta W. Hollaender, 1981.259 Frank J. Sensenbrenner Endowment Fund purchase, 1981.4 

Dubuffet, Jean (French, b. 1901) Kord, Victor (American, b. 1935) 
Deux Personnages et Paysage, 1960 Paoli I, 1979 
Ink and wash on paper, 23.2 x 30.5 cm. Graphite rubbing on paper, 46.4 x 46.4 cm. 
Gift of Alexander and Henrietta W. Hollaender, 1981.260 Gift of Victor Kord, 1981.26 

Forain, Jean Louis (French, 1852-1931) Kord, Victor (American, b. 1935) 

Untitled Paoli II, 1979 
Pencil on paper, 57.4 x 45.3 cm. Graphite rubbing and watercolor on paper, 46.4 x 46.4 cm. 
Gift of Neva Krohn, 1982.47 Gift of Victor Kord, 1981.27 

Forain, Jean Louis (French, 1852-1931) Lear, Edward (British, 1812-1888) 

Family Group Florence from the Banks of the Arno, 1861 
Brush and ink drawing, 27 x 43 cm. Watercolor, gouache, pencil, pen and ink on paper, 27.9 x 48.9 cm. 
Gift of Mr. and Mrs. Stuart P. Feld, 1982.61 Harry and Margaret P. Glicksman Endowment Fund purchase, 

Gaudier-Brzeska, Henri (French, 1891-1915) ee 
Still Life with Mask of Sophie Brzeska, 1912 Long, Richard (American, b. 1940) 
Pastel on paper, 32.6 x 56.1 cm. Untitled, 1981 

Mary Kay Williams Fund purchase, 1982.55 Pencil on paper, 57.1 x 76.3 cm. 
Gavarni, Paul (French, 1804-1866) Catherine B. Cleary Fund purchase, 1982.20 

Beggar Standing by Street Corner, 1851 Maclver, Loren (American, b. 1909) 
Watercolor with red and black chalk on paper, 33.7 x 24.6 cm. Pie, 1961 

Endowment Fund purchase, 1983.2 Charcoal on paper, 31 x 40.9 cm. 
Gigante, Giacinto (Italian, 1806-1876) Gift of Mr. and Mrs. William B. Jones, 1981.165 

Tarantella Dancer Martin, John (British, 1789-1854) 

Pen and ink on paper, 11.1 x 9 cm. Rocky Coastline with Cormorants, 1839 

Martha Renk Fund purchase, 1983.3 Watercolor on paper, 24.2 x 36.5 cm. 
Gill, Eric (British, 1882-1940) ae Margaret P. Glicksman Endowment Fund purchase, 

Self-Portrait, 1927 
Pencil on paper, 38.6 x 26.3 cm. O'Keeffe, Georgia (American, b. 1887) 
Cyril W. Nave and Frank J. Sensenbrenner Endowment Funds Untitled, 1915 
purchase, 1982.56 Watercolor on paper, 51.4 x 35.9 cm. 

Guttuso, Renato (Italian, b. 1912) Gift of Hermine Sauthoff Davidson, 1981.129 

Head of Girl, c. 1950 Pedersen, Carl-Henning (Danish, b. 1913) 

Ink on paper, 32.4 x 50.4 cm. Windmill, 1974 
Gift of Neva Krohn, 1982.48 Watercolor on paper, 77.2 x 55.9 cm. 
Guys, Constantin (French, 1802-1892) Gift of Alexander and Henrietta W. Hollaender, 1981.272 

Onlookers at the Promenade Pedersen, Carl-Henning (Danish, b. 1913) 
Pen and ink with wash on paper, 28.4 x 21.8 cm. The Green Dream, 1974 

Cyril Winston Nave Endowment Fund purchase, 1981.14 Watercolor on paper, 56.8 x 75.6 cm. 
Gift of Alexander and Henrietta W. Hollaender, 1981.273 
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Pomodoro, Arnoldo (Italian, b. 1926) 
Drawing for Sculpture, 1964 Fibieie 
Gouache on paper, 49.9 x 33.5 cm. Woe és seth pubis jl ale, 

Gilt of Neva Krohn, 1982.44 o ‘ I = . a alm Lda 

Prud’hon, Pierre-Paul (French, 1758-1823) ny oe ime Be fe 
Flying Female Nude, c. 1803-11 sae ite ‘6 ey ie Re Nek Y 
Black and white chalk on blue paper, 59.1 x 45.4 cm. ob SRO gee my 
Cyril W. Nave and Malcolm K. Whyte Endowment Funds ee Wa ee 4 A 
purchase, 1982.2 we i ’ Ne \ Be. 2 \ 

mW WS We ) 4 
Rand, Archie (American, b. 1949) vat . " ‘ q Wate | OF 

Untitled ae NE Sa Y Sm $ 
Acrylic on board, 22.4 x 15.4 cm. ae \ SRN OS rh | \! hh | 
Gift of David C. Ruttenberg, 1982.42 Lf hy h i it es A 

KR ee A 4 Nir me 

Romanelli, Francois (Giovanni Francesco, Italian, 1610-1662) " A\, % Sie] “yi \ fgg i | ; ' | i 

Untitled (Mythological or Allegorical Scene) a iN AS | Meh <=‘ 5 
Black chalk on paper, 33.6 x 24 cm. noe = { yi \1 VA aah ers 
Gift of John Wilde, 1981.117 nee) AE o | Hy 

2 ee ek sf aoa 
Rooskens, Anton (Dutch, 1906-1976) > ee | ] i Wee oN g 
Figures, 1967 Sepa Ld AS \ 
Crayon and wash on paper, 26.3 x 22.8 cm. ae RS ' ‘ AS 
Gift of Alexander and Henrietta W. Hollaender, 1981.275 ee ij ye \ \ ° 

Rothenstein, William (British, 1872-1945) ieee A | \ y aN 
John Drinkwater, 1918 = a \' 
Red chalk heightened with white on paper, 33.6 x 23 cm. = AV aes 
John S, Lord Endowment Fund purchase, 1981.8 4 4 eS ; 

2 Ai Villon, Jacques (French, 1875-1963) ’ Ee i 
Le Poéte, 1899 a ‘ ‘ ae % ‘ 

Crayon, ink, and gouache on paper, 46.9 x 31 cm. = £\ } RSs 
John S, Lord Endowment Fund purchase ‘ X BA, aM, oo] 

Wilde, John (American, b. 1919) ; Be ee ae 
American Ash, 1963 Z ett ig y Sa 
Pencil on paper, 63.5 x 53.3 cm. ——e ‘ 

Catherine B.'Cleary Fund purchase, 1983.4 Le Poéte (1899) by Jacques Villon. John S. Lord Endowment Fund 
Unknown (Egyptian) purchase. 
Fragment of papyrus scroll, c. 4th century A.D. 
Ink on papyrus, 10.2 x 11.4 cm. 
Gift of Herbert M. Howe, 1981.59 
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Sculpture Wright, Frank Lloyd (American, 1869-1959) 
Nakoma and Nakomis 

Appel, Karel (Dutch, b. 1925) Terra cotta with matte gray glaze, 40.1 cm. and 34.6 cm. H. 
Untitled, 1950 Bequest of Edward Rolke Farber, 1983.17,18 
Bronze, 44.5 cm. H. . 
Gift of Alexander and Henrietta W. Hollaender, 1981.252 Unknown, Indian 

Shiva Nataraja, 19th Century 
Balsley, John (American, b. 1944) Bronze, 120 cm H., 95.4 cm. W. 
Military Butterfly, 1977 Gift of Mr. and Mrs. Webster Woodmansee, 1981.151 
Mixed media, 91.5 cm. H. 

Gift of Gary Gresl, 1981.58 

Barye, Antoine-Louis (French, 1796-1875) 
Theseus Combating the Minotaur, 1846 
Bronze, 44.8 cm. H., 19.6 cm. L., 16.2 cm. D. 

Friends of the Elvehjem Museum of Art, Elvehjem Associates and b ain, 
Endowment Funds purchase, 1982.3 Co ae) Pa eS 
Benton, Fletcher (American, b. 1931) * § ry s 
Folded Square, Alphabet B, 1978 y ° e 
Painted aluminum, 66.1 cm. H., 50.7 cm. W., 50.7 cm. D. ; ; te 

Gift of Gary Gresl, 1981.23 ay, 4 
/ ; i Ni CF 

Littleton, Harvey, K. (American, b. 1922) eS | RN 
Blue Interaction, 1972 ig fd | ee 
Glass and brushed aluminum, base: 39.4 cm. H., 31.8 cm. W., 7.5 eee ] 
cm. D. a Dae y 
Gift of Gary Gresl, 1981.56 OF gg Gh 
Littleton, Harvey K. (American, b. 1922) ——- Pati » 
Blue Span, 1970 " . 
Glass, base: 27.9 cm. H., 56.5 cm. W., 6.5 cm. D. “ae 
Gift of Gary Gresl, 1981.57 i \ 

a 
Meadmore, Clement (American, b. 1929) bd ~ i : 
Hunch, 1974 i C s 
Polyester resin, 22.9 cm. H., 37.5 cm. W., 34.5 cm. D. pS - 
Gift of Gary Gresl, 1981.22 ll a ad t 

Scanga, Italo (American, b. Italy, 1932) i =. \\ : 
April is the Cruelest Month 4 =. Va. 
Painted steel, 212 cm. H. ou ae > eee 
Gift of Philip Lambert, 1982.164 aT aa “i 

Tajiri (Shinkichi Tajiri, American, b. 1923) 
Untitled Theseus Combatting the Minotaur (1846) by Antoine-Louis Barye. FRIENDS 
Bronze, 76.2 cm. H. of the Elvehjem Museum of Art, Elvehjem Associates and Endowment 
Gift of Alexander and Henrietta W. Hollaender, 1981.276 Funds purchase. 
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Prints Bresdin, Rodolphe (French, 1822-1885) 
Le Repose en Egypt, 1871 (1975 restrike) 

Anuszkiewicz, Richard (American, b. 1930) Etching with aquatint, 22.8 x 19.9 cm. 
Inward Eye Portfolio, 1970 Gift of Marvel M. Griepp, 1982.189 

ere te 20am. Chadwick, Lynn (British, b. 1914) Gift of David C. Ruttenberg, 1981.20 A-J Untitled, 1972 

Appel, Karel (Dutch, b. 1925) Color lithograph, 76.2 x 55.9 cm. 
Untitled, 1950 Gift of Neva Krohn, 1981.30 
Planographic print with gouache, 26.7 x 22.3 cm. 
Gift of Alexander and Henrietta W. Hollaender, 1981.250 Charlot, Jean (French, 1898-1979) 

Woman Washing, 1933 
Appel, Karel (Dutch, b. 1925) Color lithograph, 28 x 22 cm. 
Untitled, 1950 James Watrous (Brittingham) Fund purchase, 1983.16 
Planographic print, 22.3 x 26.3 cm. . . | 
Gift of Alexander and Henrietta W. Hollaender, 1981.251 Christo (American, b. Bulgaria, 1935) ; 

Wrapped Monument to Vittorio Emanuele portfolio 
Arms, John Taylor (American, 1887-1953) (Project for Piazza del Duomo, Milano), 1975 
Aspiration, 1939 Mixed media, A-F: 76 x 56 cm., G,H: 56 x 76 cm. 
Etching, 55.4 x 39.3 cm. Humanistic Foundation Fund purchase, 1981.9 A-H 
Gift of Marjorie Kreilick, 1981.152 

Auerbach-Levy, William (American, 1889-1963?) 

Done as a Student at the Academy, 1910 

Etching, 15.2 x 22.7 cm. dhe * 
Eugenie M. Bolz Endowment Fund purchase, 1983.10 ie , ; 

Balan, Eugéne (French, 1809-1858) ad he . e 
Maison @ Abbeville, c. 1940 Gee 
Lithograph, 46.3 x 32.4 cm. iy Pi) 

Harry and Margaret P. Glicksman Endowment Fund purchase, ae % 4 (thd ES 
1982.54 os fyi \\ al 

Beckmann, Max (German, 1884-1950) . » a aaa 
Strasse II, 1922 i Sy lig 
Drypoint, 19.4 x 29.6 cm. i lint tN Ree 
Endowment Fund purchase, 1982.53 3 nS / Gy || Wei \ 

epee J . Ww 
Beham, Hans Sebald (German, 1500-1550) a ed gee i @ , AN ~~ WW 
Matthew and St. John, 1520 Al ee tee SNS aN 
Engraving, 6.2 x 4.4 cm. WE oo Gs i ee \ 2 Q 

Gilf of Marvel M. Griepp, 1982.184 | ds ee 
Bishop, Isabel (American, b. 1902) From the Portfolio Wrapped Monument to Vittorio Emanuele (1975) by 
The Noon Hour Christo. Humanistic Foundation Fund purchase. 

Etching, 17.7 x 12.4 cm. 

Frank J. Sensenbrenner Endowment Fund purchase, 1982.50 
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Colescott, Warrington (American, b. 1921) George the Wonder Horse, 1970 
48 prints: Gifts of Mark and Helen Hooper Color intaglio, 72.9 x 79.1 cm. 

Dancer, 1956 (?) ee 
Serigraph, 79.9 x 61 cm. Coco Loco in Acapulco, 1965 
1981.63 Serigraph, 63.0 x 77.3 cm. 

Death of Dillinger, 1965 tere 

Color intaglio, 79.1 x 56.8 cm. Lincoln at Ford's Theater, 1972 

1981.64 Color intaglio, 78.2 x 55.6 cm. 
5 a : 1981.77 

The Great Society: The Military Life, 1966 
Color intaglio, 57.2 x 62.3 cm. Medusa, 1962 
1981.65 Color intaglio, 54.7 x 70.3 cm. 

ir Pane 1981.78 
Dillinger: The Great Mason City Raid, 1965 
Color intaglio, 57.4 x 75.1 cm. Attack and Defense at Little Bohemia, 1966 

1981.66 Color intaglio, 57.1 x 76.2 cm. 

Night Rider (State 2), 1962 Wel? 
Color intaglio, 42 x 81.5 cm. Your Day in Court, 1970 
1981.67 Color intaglio, 55.8 x 57.5 cm. 

In Birmingham Jail, 1964 Bee 

Color intaglio, 54.8 x 72.8 cm. Get A Way, 1966 

1981.68 Color lithograph, 50.5 x 65.8 cm. 

The Great Society: Music, Medicine and Sport, 1966 VELL 

Mixed intaglio, 55.4 x 64.5 cm. Father's Day, 1966 
1981.69 Color intaglio, 55.3 x 76.1 cm. 

‘ : 1981.82 
The Great Society: Art and Education, 1966 
Color intaglio, 57.5 x 63.2 cm. The Hideout, 1966 

1981.70 Lithograph, 50.7 x 65.8 cm. 
: 1981.83 

The Great Society: Stock Exchange, 1966 
Color intaglio, 57.2 x 62.1 cm. Dillinger: The Battle at Little Bohemia, 1964 
1981.71 Color intaglio, 55.9 x 76.1 cm. 

; 1981.84 
The Great Society: Top Management, 1966 
Color intaglio, 63.3 x 64.3 cm. The Sculptor, 1963 
1981.72 Color intaglio, 67 x 52.7 cm. 

— 1981.85 
Souvenir Pictures of the Great War, 1971 
Color intaglio, 63.5 x 83.1 cm. Park Riders 
1981.73 Color intaglio, 69.9 x 54.5 cm. 

. 1981.86 
Cowboy, Indians, and George the Wonder Horse, 1969 
Color intaglio, 75 x 83.7 cm. Out My Garden Window, 1969 

1981.74 Color intaglio, 57.3 x 81.1 cm. 
1981.87 
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Park Racers, 1963 Chicago Indians, 1969 
Mixed intaglio, 74.2 x 53.6 cm. Color intaglio, 54.7 x 42.6 cm. 

1981.88 1981.104 

Water Rat at the Bunny Club, 1964 Wild Western, 1968 
Lithograph, 41.9 x 56.2 cm. Color intaglio, 48.9 x 39.5 cm. 
1981.89 1981.105 

Greeks and Amazons, 1964 Frontispiece: Mariposa Poems, 1970 
Lithograph, 46 x 61 cm. Color intaglio, 44.5 x 38.5 cm. 
1981.90 1981.106 

Park Racers, 1962 Mariposa, 1970 
Color intaglio, 71.8 x 54.2 cm. Color intaglio, 44.4 x 38.2 cm. 

1981.92 1981.107 

Park Sunday Cisco Kid, 1970 

Color intaglio, 51.8 x 67.2 cm. Mixed intaglio, 37.9 x 32.2 cm. 

1981.93 1981.108 

Famous American Riots: I “Tea Party”, 1969 LA. Freeway, 1970 
Lithograph, 55.9 x 78.1 cm. Mixed intaglio, 43.8 x 37.6 cm. 
1981.96 1981.109 

Aldgate East, 1967 Police Center, 1970 
Color intaglio, 63.5 x 78.7 cm. Color intaglio, 44 x 38 cm. 
1981.97 1981.110 

Cafe Bikini, 1960 Mariposa Street, 1970 
Color intaglio, 54.3 x 71.3 cm. Color intaglio, 44 x 38.6 cm. 
1981.98 1981.111 

Greeks and Amazons, 1964 Catalina View, 1970 

Color intaglio, 36.5 x 25.2 cm. Color intaglio, 44.2 x 38.5 cm. 

1981.99 1981.112 

Greeks and Amazons: Men vs. Women, 1964 To Isadora Duncan, 1964 
Mixed intaglio, 34.3 x 43 cm. Lithograph, 66 x 49.3 cm. 
1981.100 1981.113 

Greeks vs. Amazons, 1965 Curry, John Stewart (American, 1897-1946) 

Color intaglio, 36.5 x 35.4 cm. Stallion and Jack Fighting, 1943 
1981.101 Lithograph, 34.3 x 43.8 cm. 

i Marj i ‘ 
Madison: View from W. Washington and R. Rabelais, 1973 Se ene oe 
Color intaglio, 32.9 x 50.2 cm. Damer, Jack (American, b. 1938) 
1981.102 Blacklist 
Moon Trippers Color lithograph, 57.9 x 79.9 cm. 

Catherine B. Cleary Fi ¥ E Color intaplio, 50.2 x 38 cm. ‘atherine B. Cleary Fund purchase, 1982.18 

1981.103 
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Daumier, Honoré (French, 1808-1879) Diirer, Albrecht (German, 1471-1528) 

78 Lithographs, 1833-69 St. Christopher, 1511 
Gifts of Helen Wurdemann, 1981.170-245 Woodcut, 20.6 x 20.6 cm. 

k, 1981. Daumier, Honoré (French, 1808-1879) Bequest of John Hasbrouck Van Vleck, 1981.33 

101 Lithographs Giacometti, Alberto (Swiss, 1901-1966) 

Gifts of Helen Wurdemann, 1982.63-163 L’Atelier aux Bouteilles, 1957 
, Lithograph, 41.1 x 56.5 cm. 

Eta ee epee, ee et) Gift of Edith Sinaiko Frank for the Hazel Sinaiko Maryan 
Lithograph, 24.6 SaRe Gm Memorial Print Collection, 1983.1 

James Watrous (Brittingham) Fund purchase, 1982.49 Gloeckler, Ray (American, b. 1928) 

Denes, Agnes (American, b, 1938) es apne 9 ae 4 
Map Projections—The Snail, 1978 therine Be Rind 0.19 Color lithograph, 75.5 x 91.7 cm. Catherine B. Cleary Fund purchase, 1982. 

Endowment Fund purchase, 1982.15 Goltzius, Hendrik (Dutch, 1558-1617) 

. . . Pieta, 1596 
panne David F. pene b, 1922) Engraving, 17.9 x 12.9 cm. 

t. Luke Paints the Madonna, 1958 Eugenie M. Bolz Endowment Fund purchase, 1982.13 
Intaglio, 45 x 59 cm. 
James Watrous (Brittingham) Fund purchase, 1983.8 . meen : 

Dubuffet, Jean (French, b. 1901) SSS AV ld 2 me 
Fougére au Chapeau, 1953 = fn ae i 
Color lithograph, 52.4 x 40.6 cm. > fC. =a 
Gift of Alexander and Henrietta W. Hollaender, 1981.257 AY Ns n ay ke Dubuffet, Jean (French, b. 1901) : ce Se eA 
Végétation, 1953 Be. (ic 5 ® ee 
Lithograph, 34.3 x 52 cm. , £s Crass eS 
Gift of Alexander and Henrietta W. Hollaender, 1981.258 y] 3 Me “ \ as 

Dufy, Raoul (French, 1877-1953) ee Rs.” A YS i | 
Portrait of Fernand Fleuret ate AS Ny Se 

Etching, 32.1 x 24.7 cm. on ‘j Wwe 

Gift of Neva Krohn, 1983.13 ao AN ie ($2. 

Diirer, Albrecht (German, 1471-1528) By = ‘ iy s 
The Ill-Assorted Couple, bef. 1496 ON thea: BP Ay } aie 
Engraving, 14.9 x 13.7 cm. ye J ME 
Bequest of John Hasbrouck Van Vleck, 1981.31 re . ei a .* TN 

Set. oN ee OS® 
Diirer, Albrecht (German, 1471-1528) @. ey Ma ay 
The Repose in Egypt NACE MM, Sie ee 

Woodcut, 30 x 21.5 cm. Pieta (1596) by Henrik Goltzius. Eugenie M. Bolz Endowment Fund 
Bequest of John Hasbrouck Van Vleck, 1981.32 purchase. 
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Gould, John (British, 1804-81), Wolf, Josef (British, 1820-99), Chartres Cathedral 
Richter, H.C. (British, fl. c. 1848), Hart, William Pencil on paper, 19.7 x 12.7 cm. 

(British, fl. 1850-80) 1982.27 
Folio volume (partial) of The Birds of Great Britain (vol. 1), 1862-73 Apple Bl 
Hand-colored lithographs, 55.5 x 37.7 cm. a Pe ser 176 
Transfer from the Rare Book Department, Memorial Library, 1 oon een aa 
1981,62.1-96 " 

: Winter Bouquet 
Hess; H Seott (American, b: 1955), Etching and aquatint, 25.4 x 17.8 cm. 
Untitled, 1977 1982.29 
Intaglio, 89.7 x 60.1 cm. ‘ 
Gift of William McClain, 1983.22 Untitled (Art Students’ League) 

Heyboer, Anton (Dutch, b. 1924) ig ee ree 
Untitled, 1972 eas 
Intaglio and collage, 63.5 x 100.7 cm. Live Oak Tree with Moss 
Gift of Alexander and Henrietta W. Hollaender, 1981.263 Etching, 17.1 x 25.1 cm. 

Heyboer, Anton (Dutch, b. 1924) Label 
Para, 1962 Three Peacocks 
Mixed intaglio, 50.8 x 43.2 cm. Aquatint, 25.1 x 17.7 cm. 
Gift of Alexander and Henrietta W. Hollaender, 1981.264 1982.32 

Heyboer, Anton (Dutch, b. 1924) Jorn, Asger (Asgar Oluf Jorgensen, Danish, b. 1914) 
Untitled, 1966 Fjols i fare, 1964 
Intaglio and collage, 64.1 x 101 cm. Drypoint, 13.8 x 13.2 cm. 
Gift of Alexander and Henrietta W. Hollaender, 1981.265 Gift of Alexander and Henrietta W. Hollaender, 1981.267 

Ingraham, Katherine Ely (American, 1900-1982) Jorn, Asger (Asgar Oluf Jorgensen, Danish, b. 1914) 
11 prints: Gifts of Mark H. Ingraham Conference a 7, 1957 

Contours Gift of Alexander and Henvieta W. Hollander, 1961.26 Etching, 2.4 x 3 om, ift of Alexander and Henrietta W. Hollaender, : 

1982.22 Katz, Alex (American, b. 1927) 
ji ae Ada with Flowers, 1981 | , 

ad ene Serigraph, 121.9 x 91.5 cm. 
quatint, 10.2 x 15.1 cm. ce 5 

Humanistic Foundation Fund purchase, 1981.10 1982.23 

Madison Square, New York Ce. {Amencanb)1932) 
Etching and aquatint, 25 x 17.5 cm. natteg, 1981 
1982.24 Color lithograph, 51.5 x 41.9 cm. 

Gift of Craig Kauffman, 1981.61 
Brooklyn Bridge re 
Etching and aquatint, 25 x 17.5 cm. Klinger, Max (German, 1857-1920) 

Intermezzi, 1881 1982.25 : ; : P 
Etching and aquatint on chine-collé 

Old House, Rumford, Rhode Island Gift of Howard Schneider, 1981.16 A-L 
Etching and aquatint, 25.2 x 17.8 cm. 
1982.26 
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WA / a eae De 6, » ey Kollwitz, Kathe (German, 1867-1945) Te_/¥ reg 5S RTT 9 ais 3 a CE ORY ep Gee Porm 1919 a 
P. Aa) <i Epa ithograph on Japan paper, 59.3 x 43 cm. 

Baad a se ip. = wg 4 bat I ar Linda Nichols Fund and Brittingham Fund purchase, 1983.11 

eee Ne Mea | \ Kurzweil, Maximilian (German, 1867-1916) 
VA. fy . , ; Z, Der Polster, 1903 

a \ 7 SK Ser ' 3 Color woodcut on Japan paper, 28.6 x 25.9 cm. 
ie > vy BOG \ Gift of Marvel M. Griepp, 1982.190 

> ‘ <. \ \ 

hem 4 x yo \ \ \ Laboureur, Jean-Emile (French, 1877-1943) 
be ws . ; \ Le Bal Bullier, 1898 

AC, a | if % Woodcut, 22.2 x 28.9 cm. 
2 PAY \ ¥ DAN Bs, Malcolm K. Whyte Endowment Fund purchase, 1982.51 

¥ ANN ¥ ¢ We | Levine, Jack (American, b. 1915) 
\ ah ym | AV Love, Oh Careless Love, 1964 

\ \ i a | Etching and aquatint, 55.8 x 75.9 cm. 
\\ ey . VW he Anonymous gift, 1981.166 \ jasen ( 

\ | {Tf fn Lewis, Martin (American, 1881-1962) 
h \ V4  \ af The Tree, Manhattan, 1930 
1 4 V0 Nv, Drypoint, 32.9 x 25.3 cm. 
\ \ | dined ie S Wi wy Eugenie M. Bolz and Endowment Funds purchase, 1982.14 

aa mea —— Fae s Nh © LeWitt, Sol (American, b. 1928) 
eee A \ [ARS SRO, 3 untitled prints from a series of 8, 1980 
ee ea — \ deg RES Serigraphs 
hem oo . .\. ry SS WO Humanistic Foundation Fund purchase, 1981.11-13 

wes i: met) (2 Ue es Lindner, Richard (German, 1901-1978) 
Ok Ke. er W eS ; 2 6 prints from The Fun City Suite, 1970 

my) ae (as we a3] Color lithographs rs ae aS as Gift of David C. Ruttenberg, 1981.21 A-F 
San | TS, uA Sm 
a we Re Cao EB Ss Master of the Die (Italian, 16th century) 
Ae : el mie WON Eo Frise a l'enfant monté sur une chévre 
Sot SNRs , Neer ey Engraving, 10 x 40.6 cm. 

Stee (fo Gift of Marvel M. Griepp, 1982.185 
Baer aad ie Fi) \/) MeBey, James (American, 1883-1959) 
ee TERNS " :] ah by (Malt Barcarolle, 1925 
— Se “ . = Etching on pale blue paper, 37.7 x 21.1 cm. 
Bar und Elfe (1881) by Max Klinger. Gift of Howard Schneider. Mark H. and Katherine E. Ingraham Fund purchase, 1982.16 

Meidner, Ludwig (German, 1884-1966) 
Herr Sakrowsky, 1919 

Drypoint, 15.1 x 12.3 cm. 
Gift of Marvin and Janet Fishman, 1982.36 
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Meidner, Ludwig (German, 1884-1966) 

aA Klosterhof in Grunau 
ae Me Drypoint, 15 x 18.9 cm. 

4 A Gift of Marvin and Janet Fishman, 1982.37 

Ren ay , : Meidner, Ludwig (German, 1884-1966) 
ee yf Waldweg, 1927 
ee mee” : Drypoint, 15 x 11.7 cm. 
eee —, \ tr Gift of Marvin and Janet Fishman, 1982.38 
ae RS bat 

Fgh a Pe Meryon, Charles (French, 1821-1868) 
Bee's a - Whee cs La Pompe Notre Dame, 1852 
Ace aes MN i I Etching on chine collé, 17.2 x 25 cm. 

eas ee eae” ATG 75. | Eugenie M. Bolz Endowment Fund purchase, 1982.52 
Se CE aga Po PGE T al 

ge ee ees SL = A Mori, Yoshitoshi (Japanese) 
oe hose oo Nee Portable Shrine, 1958 

tial a * 3 oe ere Color stencil, 63.4 x 58.2 cm. 
ee : Y Anonymous gift, 1981.167 

Rat! Myers, Francis (American, b. 1936) 
ae ie Ns Frank Lloyd Wright portfolio, 1980 s k OER SRM Le ie, : 

iy $ 2) nay Color aquatints 
ign ae a ee Catherine B. Cleary Fund purchase, 1982.12 A-F 

. en Nelson, Robert A. (American, b. 1925) 
Poe BP si Light Load, 1979 

3 oa ™,\ ? 4 Lithograph, 63.5 x 88.9 cm. 

oe MY «: ae Gift of James Watrous, 1983.9 

Fas = Pink, James B. (American, b. 1945) 
a: Miska Mooska, 1979 

Color lithograph, 76 x 56.4 cm. 

The Tree, Manhattan (1930) by Martin Lewis. Eugenie M. Bolz and Art Collections Fund purchase, 1981.50 

Endowment Funds purchase. Piza, Arthur Luiz (Brazilian, b. 1928) 
Sol Tout Marouyhe 
Color intaglio, 86.2 x 131.3 cm. (double print) 
Gift of Mark and Helen Hooper, 1981.115 

Pomodoro, Gio (Italian, b. 1930) 
Untitled, 1966 

Etching, 34.6 x 32.8 cm. 
Gift of Neva Krohn, 1982.45 

Raffaelli, Jean-Francois (French, 1850-1924) 
Les Fortifications 
Hand-colored etching, 9.9 x 13.8 cm. 
Gift of Marvel M. Griepp, 1982.191 
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Raimondi, Marcantonio (Italian, c. 1480-1530) Rivers, Larry (American, b. 1923) 
Christ Among the Doctors The Boston Massacre series, 1977 

Engraving, 29.4 x 20.9 cm. Mixed media 
Gift of Marvel M. Griepp, 1982.186 Gift of Mark and Helen Hooper, 1981.114 A-M 

Raimondi, Marcantonio (Italian, c. 1480-1530) Sattler, Joseph (American, 1867-1931) 
The Betrothal of the Virgin Ein Moderner Todtentanz von Joseph Sattler, 1894 
Engraving, 29.1 x 21.1 cm. Color and black-and-white photogravure 
Gift of Marvel M. Griepp, 1982.187 Gift of Howard Schneider, 1981.17 A-P 

Rauschenberg, Robert (American, b, 1925) Shunché, Katsukawa (Japanese, fl, late 1770s-late 1790s) 

Commemorative Artwork, 1981 11 Shunga prints, mid-1780s 
Color lithograph, 91.2 x 60.4 cm. Color woodblock, aiban size 
Gift of the AFL-CIO, 1982.34 Gift of David C. Ruttenberg, 1981.118-128 

Rembrandt Van Rijn (Dutch, 1606-1669) Turner, Joseph Mallord William (British, 1775-1851) 
8 prints: Bequest of John Hasbrouck Van Vleck 5 prints: Bequest of John Hasbrouck Van Vleck 

Abraham Casting Out Hagar and Ishmael, 1637 Hind Head Hill, 1811 
Etching and drypoint, 12.3 x 9.7 cm. Etching and aquatint, 21 x 29.2 cm. 

1981.37 1981.45 

The Presentation in the Temple, c. 1639 Picture in the Possession of Sir John Mildmay Bart, 1812 
Etching and drypoint, 21.3 x 29 cm. Etching and aquatint, 29.7 x 44.1 cm. 
1981.38 1981.46 

Christ Disputing with the Doctors, 1654 Peat Bog, Scotland, 1812 
Etching, 9.2 x 4.5 cm. Engraving, 21.1 x 29.2 cm. 

1981.39 1981.47 

Jews in the Synagogue, 1648 Berry Pomeroy Castle, 1816 
Etching and drypoint, 7.3 x 13 cm. Engraving, 21.6 x 29.2 cm. 
1981.40 1981.48 

Old Man and Woman Conversing, 1630 Calm, 1812 
Etching, 8 x 6.6 cm. Engraving 21.6 x 30.4 cm. 

1981.41 1981.49 

Landscape with a Man Sketching, c. 1645 Twachtman, John Henry (American, 1853-1902) 

Etching, 13.1 x 20.8 cm. Winter, Avondale, 1879 or 1882 
1981.42 Etching, 13 x 20.9 cm. 

. Gli hase, Old Man with a Divided Fur Cap, 1640 oo Margaret P. Glicksman Endowment Fund purchase, 

Etching and drypoint, 15.5 x 14.2 cm. . 
1981.43 

Portrait of Jan Cornelisz Sylvius, 1633 
Etching and engraving, 16.8 x 14.2 cm. 
1981.44 
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Unger, William (German, 1837-1932) Photography 
Hen Defending Her Brood . 
Etching, A: contemporary impression, 19.9 x 24.3 cm.; B: modern Garner, Gretchen (American, b. 1939) 
impression, 19.7 x 24.9 cm.; C: copper plate, 19.8 x 25.1 cm. Vanitas portfolio, 1980 
Gift of Marvel M. Griepp, 1982.192 A-C Color photographs, 25.4 x 33 cm. 

Gift of David C. Ruttenberg, 1981.52 A-] 
Van Meckenem, Israhel (German, 1445-1503) . . 
Christ Disputing With the Doctors Gibson, Ralph (American, b. 1939) 
Engraving, 26.4 x 18.2 cm. If and (Silk) (portfolio of 15 photographs), 1970-81 

Bequest of John Hasbrouck Van Vleck, 1981.34 Black and white photographs, 20.8 x 31.5 cm. 
Gift of Kristaps J. Keggi, 1982.40 A-O 

Van Ostade, Adriaen (Dutch, 1610-1685) 
Le Bénédicité, 1653 Schulz, Gary R. (American, b. 1921) 
Etching, 15.9 x 13.3 cm. Treasures in Hiding, 1963 

Bequest of John Hasbrouck Van Vleck, 1981.35 Black and white photograph, 40.2 x 45.5 cm. 
Gift of Gary R. Schulz, 1982.41 

Van Ostade, Adriaen (Dutch, 1610-1685) 
The Painter, 1667? Winogrand, Garry (American, b. 1928) 

Etching, 23.5 x 17.3 cm. Untitled (portfolio of 15 photographs), 1969-80 

Bequest of John Hasbrouck Van Vleck, 1981.36 Black and white photograph, 22.8 x 34 cm. 
Gift of Kristaps J. Keggi, 1982.39 A-O 

Villon, Jacques (French, 1875-1963) 
Nevers a Paris or Le Fétard, 1904 , 

Etching and aquatint, 34.6 x 45.8 cm. Coins and Medals 

Codon ner and Durctaee oa David d’Angers (Pierre Jean-Baptiste; French, 1788-1856) 
Watanabe, Sadao (Japanese) Right Profile Bust of Lamennais, 1831 
The Brazen Serpent, 1958 Cast bronze, 15.7 cm. dia. 
Stencil on paper, 59 x 94.4 cm. Humanistic Fund purchase, 1981.6 

Anonymous gift)/1981;162 David d’Angers (Pierre Jean-Baptiste; French, 1788-1856) 

Waterloo, Anthonie (French, 1610-1690) Jean Baptiste Elie de Beaumont, 1843 
The Porter Cast bronze, 16.3 cm. dia. 
Etching, 12.3 x 15.4 cm. Endowment Fund purchase, 1982.1 

Gib of Marvel Mi Grieppy 1282-188 David d’Angers (Pierre Jean-Baptiste; French, 1788-1856) 
Whistler, James McNeill (American, 1834-1903) Eugene Delacroix, 1828 

Drouet, 1859 Cast bronze, 10.4 cm. dia. 
Etching, 27.4 x 19 cm. Art Collections Fund purchase, 1982.14 

Gift of David C. Ruttenberg, 1981.19 . 
Italian and French 

Unknown Various artists 
Woodblock for eight playing cards, 18th-19th century 9 Renaissance medals, late 15th-16th century 
Carved wood, 39 x 12 x 3.5 cm. Bronze, lead and brass 

Gift of Marvel M. Griepp, 1982.193 Gifts of Vernon Hall, 1977.1457-1466 
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Metalwork 

Elmslie, George Grant (American, 1871-1952) 
Detail from Baluster, Carson, Pirie, Scott & Co., 1899-1904 

Bronze over cast iron, 88.3 x 25.1 cm. Mm i 
Endowment Fund purchase, 1982.11 S 

Sullivan, Louis Henri (American, 1856-1924) r. 
Stair Baluster, 1893-94 ae 
Cast iron, 65.1 cm. H., 27.7 cm. W., 3.1 cm. dia. ig 

Evjue Foundation Fund purchase, 1983.57 = ae 

Sullivan, Louis Henri (American, 1856-1924) 

Elevator grille and two push plate ‘T’s from the Chicago Stock \ 
Exchange, 1893-94 ee 
Tron, cast and rolled ee . @ 

Evjue Foundation Fund purchase, 1983.15 A-C —— 

British and Irish 1 
50 Items of Georgian Tableware (18th century) by various artists ‘ 
including 35 pieces by Hester Bateman, 3 pieces by Peter and Ann ss 

M4 Bateman and 3 pieces by Henry Chawner. i 
Sterling silver 
Anonymous gifts, 1981.18.1-34, 1981.153-164 

Pepper Dredger (1794) by Crespin Fuller. 
Anonymous Gift. 

Ceramics 

Egyptian 
ae Scarab, Ptolemaic period 

f Faience, 19.8 x 7.7 cm. 
% / \ ( Gift of Mr. and Mrs. Arthur J. Frank, 1981.135 

.._{ me i \ 

zal a Greek 
Nox =e j Attic Red-Figured Owl Skyphos c. 450 B.C. 
ae eae Earthenware with slip and painted decoration 
ara G) a S 7.2 cm. H,, 9,6 cm, dia, 

pees, Gift of Mr. and Mrs. Arthur J. Frank, 1981.131 
Te ar alae 

tera A watt Greek 
Vay an yA Attic Black-Figured Kylix, c. 520 B.C. 
eon tee a ; : et ee Earthenware with slip and painted decoration, 12.3 cm. H. 

feat ey Gift of Mr. and Mrs. Arthur J. Frank, 1981.133 

Greek 
Attic Black-Figured Band Cup, c. 540 B.C. 

Mustard Pot with Spoon (1777) by Hester Bateman. Earthenware with slip and painted decoration, 14.2 cm. H. 
Anonymous Gift. Gift of Mr. and Mrs. Arthur J. Frank, 1981.134 
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Greek 
Chiusi Painter 
Black-Figure Neck-Amphora, c. 520-500 B.C. 
Earthenware with slip and painted decoration, 45.2 cm. H. 
(without lid), 52.2 cm. H. (with lid) = = 

Tenth Anniversary, Endowment and Art Collections Funds ——— 

purchase, 1983.6 a 

Greek — ————— ns 
Alabastron of a Kneeling Satyr, 6th century B.C. iy 9) hi 
Earthenware with slip and painted decoration, 15.2 cm. H. Bs NENA T NY] oy [vl 
Gift of the Elvehjem Museum of Art League, 1983.5 PNP Kee aT fs i a Ale 

Greek eS hi 4 iy Lf \ a AWS 
Little Master yz iy as Ss y 7h he : SSS 

Black-Figure Siana Cup, c. 570-560 B.C. a gee os — z 
Earthenware with slip and painted decoration, 10.4 cm. H., 21.9 “y Ca Soe Saaal Be ~ cm, dia. (without handles) Me i MN 
Ottilia Buerger Fund and Lynn Ashley Fund purchase, 1983.7 a hae eas Hyer so AL 4 

South Italian ie 1 ae Ws =a 

Campanian Red-Figured Fish Plate, 4th century B.C. Wangan aa td A y ’ 
Earthenware with slip and painted decoration, 5.1 cm. H., 19.1 \ ri Ws Bone sa f cs y 
cm. dia. e ese Was, th 

yg aa aVen or Ose ~~ 
Gift of Mr. and Mrs. Arthur J. Frank, 1981.132 $ JAM Sor fis de i. (A 

American \ SS Shideos ar Oe ast Be’ ay ¥ 
Martinez, Maria (1886-1980) Ae ee ~ eee dimer 5 aint 
Jar, late 1920s-early 1930s Wither ; —— aii 

Earthenware (black on black), 21 cm. dia. \ Yt S $33 ste LEER o9e! 
Gift of Eldon B. Russell, 1981.16 ENC N hbbaad bad “d Wi 

American “tay cs huanadgeee’” 
Reitz, Donald (b. 1929) SHI eneesieee” 
Jar, 1982 ; j 
Salt-glazed stoneware, 79.8 cm. H. 
Catherine B. Cleary Fund purchase, 1982.21 

English 
Worcester Factory L__— 
Cup and Saucer, yellow scale decoration with birds and insects, / 

1770s Black-Figure Neck-Amphora (c. 520-500 B.C.) by the Chiusi Painter. Tenth 
Porcelain with polychrome and gilt; cup 6.7 cm. H., saucer 13.5 Anniversary, Endowment and Art Collections Funds purchase. 
cm. dia. 
Gift of Arthur Liebman, 1982.33 A,B 
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Oriental Ceramics Furniture 

Chinese Wright, Frank Lloyd (American, 1869-1959) 
Equestrienne Figure, Sui dynasty (581-618) “Tree of Life” Window, designed 1904 
Straw-glaze earthenware, 32.7 cm. H. Clear and stained glass, suspended in wood frame, 102.9 cm. H., 
Gift of Beverly and Arnold Franco, in honor of Earl Morse, Class 66 cm. W. 

of 1927, 1981.130 Alta Gudsos Fund purchase, 1982.7 

Chinese Wright, Frank Lloyd (American, 1869-1959) 

Horse Adult's Chair, designed c. 1910 

Glazed earthenware, 23.2 x 24.5 cm. Birch with upholstered seat and back, 86.4 cm. H., 40 cm. W., 
Gift of Mr. and Mrs. Webster Woodmansee, 1981.150 44.5 cm. D. 

* Evjue Foundation Fund purchase, 1982.8 
Chinese 
Jar, Ch’ing dynasty, reign of Yung Chéng (1723-1735) Wright, Frank Lloyd (American, 1869-1959) 
Porcelain with blue floral underglaze, with wooden lid, 8.7 cm. H. Child's Chair, designed c. 1910 
Gift of Florence Blake, 1983.19 Birch with upholstered seat and back, 79.3 cm. H., 38.1 cm. W., 

41.9 cm. D. 
Evjue Foundation Fund purchase, 1982.9 

Oriental Decorative Arts Wright, Frank Lloyd (American, 1869-1959) 
Dining Chair, 1906 

Japanese Oak with upholstered seat (leather), 117.4 cm. H., 38.8 cm. W., 
Seated Scribe, 19th century 45.7 cm. D. 
Carved ivory, 8.6 cm. H. Evjue Foundation Fund purchase, 1981.10 

Nec OL oe Wright, Frank Lloyd (American, 1869-1959) 
Japanese Bench from the First Unitarian Meeting House, Madison, 1947 
Seated Man Drinking Tea, 19th century Plywood with cloth cushions, 69.9 cm. H., 106.1 cm. L., 

Carved ivory, 8.3 cm. H. 53.3 cm. D. 

Bequest of John Leslie, 1981.55 Gift of Joyce Jaeger Bartell, 1981.51 
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Loans to Other Institutions 

Cummer Gallery of Art, Jacksonville, Florida Madison Art Center, Madison, Wisconsin 

(Robert Henri-George Bellows, January 22-March 8, 1981) (Printworld: The History and Development of Printing and 
George Bellows, Approach to The Bridge at Night, 1972.8 Printmaking, August 18-September 19, 1982) 

? ' : fi Karl Schmidt-Rottluff, Jiinger, 70.10 
ee a sige Art, Milwauk Henri de Toulouse-Lautrec, Divan Japonais, 1972.61 

(Center Ring: The Artist, Two Centuries of Circus Art, Milwaukee Unknown artist, Hercules Wrestling the Nemean Lion, 69.9.1 
Art Museum, May 6—June 28, 1981; Columbus Museum of Art, Hokuiu: key block 
Columbus, Ohio, August 29-October 11, 1981; New York State Way. 

Museum, Albany, New York, November 15, 1981-March 6, 1982; Minnesota Museum of Art, St. Paul, Minnesota 

Corcoran Gallery of Art, Washington, D.C., April 18-May 31, (George Bellows: Lithographs, Minnesota Museum of Art, 
1982) November 7-December 27, 1982; Spencer Museum of Art, 

William Hogarth, Southwark Fair, 66.8.31 University of Kansas, Lawrence, Kansas, January 17-February 27, 
: Jina. . 1983; Madison Art Center, Madison, Wisconsin, March 19-April 

The David and Alfred Smart Gallery, University of Chicago, 24, 1983; Terra Museum of American Art, Evanston, Illinois, May 
Chicago, Illinois 16-June 17, 1983) 
(The Earthly Chimera and the Femme Fatale: Fear of Woman in 1 
Nineteenth-Century Art, May 14-June 21, 1981) George Bellows, Counted Out (Second Stone), 64.9.2 

Edvard Munch, The Vampire, 66.4.3 Milwaukee Art Museum, Milwaukee, Wisconsin 

ct le ‘ i . (Reflections on the Milwaukee Journal Gallery of Art, November 
University Gallery, University of Minnesota, Minneapolis, 14, 1982—January 2, 1983) 

Minnesota (Keck & Keck: Architects, February 15-March 15, 1982) Adam Emory Albright, Maine Landscape, 1976.81 
Fifty-five photomurals 

Milwaukee Art Museum, Milwaukee, Wisconsin Meensto be Go, Mine ebay pei ee 
(John Steuart Curry, Aaron Bohrod, John Wilde: Leaders in ‘ck i i Wisconsin Art, 1936-1981, April 4-May 23, 1982) Workshop of The Zick Family, Candlestick, 1972.77 

John Steuart Curry, The Plainsman, 48.1.1 University Gallery, University of Minnesota, Minneapolis, 
John Steuart Curry, The Fugitive, 48.1.6 Minnesota 
Aaron Bohrod, Lincoln, 69.5.1 (Music and The Pursuit of Happiness in The Eighteenth Century, 
John Wilde, Myself at 37, 1979.75 May 16-June 26, 1983) 

The Art Museum, Princeton University, Princeton, New Jersey Nicolas; Lancret Le: Concert pastoral Gl Te 
(Painting in Spain 1650-1700, A Selection from North American Muskegon Museum of Art, Muskegon, Michigan 
Collections, The Art Museum, Princeton University, April 18-June (Great Lakes Marine Painting of The Nineteenth Century, June 

20, 1982; The Detroit Institute of Arts, Detroit, Michigan, July 18- 12-August 31, 1983) 
September 19, 1982) George Douglas Brewerton, Lake Superior, Storm Coming On, 
Mateo Cerezo, St. Francis Receiving The Stigmata, 71.41 1982.35 

Gallery at the Old Post Office, Dayton Ohio 
(Keck & Keck: Architects, June 22-July 15, 1982) 

Fifty-five photomurals 
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Donors and Lenders 

Long-Term Lenders Endowment Fund Donors Miss ‘Nanoy:A Waller 
Mary K. Williams 

Alpha of Wisconsin of Sigma Phi Corporation Miriam H. Allman Mrs, Arleen D. Ziarnik 
The Art Institute of Chicago Mr. Herbert N. Anderson Mr. George J. Ziarnik 
Andre Boesch Miss Janet D. Barland Exxon Education Foundation 
Helen B. Boley Joyce E. Becker Norman Bassett Foundation 
Mrs. John C. Cleaver Emily Mead Baldwin Bell 

Mrs. Muriel Clifton Mr. Peter S. Bochek 

Gary Davis Eugenie M. Bolz 
Fiji Building Corporation Eugenie Mayer Bolz Family : 
Mr. and Mrs. Arthur J Frank Mi Robert. Bridges Purchase Funds Available 
Dr. Warren E. Gilson Miss Mary L. Buss Art Collections Fund 

Gary John Gres] Mrs. Gwenn D. Dunn Emily Mead Baldwin Bell Fund 
Vernon Hall Mr. John H. Dunn Harold F. Bishop Fund 

State Historical Society of Wisconsin Jones Dairy Farm Catherine B. Cleary Fund 
Elizabeth Gilmore Holt Mrs. Edith E. Frank Ottilia Buerger Fund 

Herbert M. Howe Mr. Paul C. Gearen Robert B. Doremus Bequest 
Sacha Kolin Mrs. Juli P. Grainger Erma L. Duncan Bequest 

Mr. and Mrs. Jeffrey R. M. Kunz Mr. Dudley F. Greeley Elvehjem Associates Fund 

Hans Lachmann Collection Mr. Phillip A. Gugel Endowment Fund 
Dr. Christoph F. Leon Mrs. Barbara A. Guzzardo Evjue Foundation Fund 

Josephine S. McGeoch Trust Mr. Howard K. Halvorson Fairchild Foundation Fund 

Robert B. Mayer Memorial Loan Collection Newman T. Halvorson Friends of the Elvehjem Museum of Art Fund 
Malcolm R. McBride Rev. William A. Heins Humanistic Foundation Fund 

Mr. and Mrs. Willis M. Moore III Mrs. Jacalyn N. Henricks Mark H. and Katherine E. Ingraham Fund 

Munch Museum Professor Frank R. Horlbeck Clarice $. Logan Memorial Fund 
The Reverend and Mrs. Charles Payson Mrs. Moshe Kennet Linda P. Nichols Memorial Fund 

R. F. Piper Stephen C. Kleene Earl and Eugenia Quirk Foundation Fund 
Mrs, Earl W. Quirk Mr. Wayne R. Lafave John Wilde Fund 
Mr. and Mrs. Robert M. Rehder Mr. Alvin S. Lane 

Jacqueline Rosenblatt Madison National Life Insurance 
Ralph Sandler Mrs. Hazel L. Maloney 
L. G. Schafran Dr. Gerald A. Marx 
Mrs. Earnest C. Watson Miss Bernice A. Mateicka 

Mr. Adelbert G. Neumann 
. William H. Niewoehner 

Named Endowments i oe Picus 

Eugenie Mayer Bolz Fund Mrs. Kathryn L. Pohle 
Harry and Margaret P. Glicksman Fund Timothy A. Reilley 
Juli Plant Grainger Fund Martha H. Renk — 
J. David and Laura S. Horsfall Fund Miss Mary E. Sceiford 
John S. Lord Fund Miss Jean Slesinger 
Cyril W. Nave Fund Mrs. Don M. Slichter 

Ineva T. Reilly Fund Mrs. Corinne L. Spoo 
Frank J. Sensenbrenner Fund Mrs. Mary K. Tews 
Earl O, Vits Fund Mi glhomes Cy lews 
Malcolm K, Whyte Fund Dr. James G. Urban 
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Gifts of Works of Art Catherine Jean Quirk 
E. James Quirk 

AFL-CIO Rare Book Department, Memorial Library 
D. Frederick Baker David C. Ruttenberg 
Joyce Jaeger Bartell Eldon B. Russell 
Florence G. Blake Howard Schneider 

Marjory Bridgman Gary R. Schulz 
Lillian Quirk Conley Bequest of John Hasbrouck Van Vleck 
Hermine Sauthoff Davidson James S. Watrous 

Bequest of Carol Rennebohm Dawson Mrs. Earnest C. Watson 
Bequest of Edward Rolke Farber John Wilde 
Mr. and Mrs. Stuart P. Feld Mr. and Mrs. Webster Woodmansee 
Marvin and Janet Fishman Helen Wurdemann 
Arnold and Beverly Franco 
Mr. and Mrs. Arthur J. Frank 

Edith Sinaiko Frank 
Marvel M. Griepp 

etic Michael Gross Art Accessions Committee 

Vernon Hall Katherine Harper Mead, Chairman 
Alexander and Henrietta W. Hollaender Herbert E. Howe, Department of Classics 
Elizabeth Holmes Larry J. Junkins, Department of Art 
Herbert M. Howe Virginia Boyd, Environment, Textiles and Design Program Area 
Mark and Helen Hooper Frank R. Horlbeck, Department of Art History 
Mark Ingraham 
Craig Kauffman 
Kristaps J. Keggi 
Victor Kord 
Marjorie Kreilick McNab 
Neva Krohn 
Philip Lambert 
Bequest of John Leslie 
Arthur Liebman 
William McClain 

Bequest of Josephine S. McGeoch 
Gordon D. Orr, Jr. 
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FRIENDS of the Elvehjem 

Elvehjem Associates Lacie Ad ia 
7 7 ie Madison inn (contributions of $250 and up) Wadiaon pp Conpeention 

Ethel K. Allen Madison Newspapers, Incorporated 
American Family Insurance Group Orville E. Madsen & Son, Incorporated 
Anchor Savings and Loan Association Marshall Erdman and Associates, Incorporated 
The Baker's Rooms Merck Family Fund 
Dr. and Mrs, Ira L. Baldwin E. Wayne Merry 
Emily Mead Baldwin Bell National Guardian Life Insurance Company 
Lydia B. Bickford Nicolet Instrument Corporation 
Mrs. Adolph Bolz Ohio Medical Products Division 
Mr. and Mrs, Robert M. Bolz Oriental Specialties 
F, Anthony and Susan Brewster Oscar Mayer Foundation 
Carley Capital Group The Park Bank 
David Carman and Associates The Peacock Ltd. 
Carmen’s Women’s Apparel Dr. Mary Ellen Peters 
Mr. and Mrs. Charles A. Carpenter Ray-O-Vac 
Century House, Incorporated The Renschler Company, Incorporated 
Mrs. Catherine Head Coleman Rupert Cornelius, Incorporated 

Mr. and Mrs. Reed Coleman Roth and Jeanne Schleck 
Community Banks, Incorporated Mr. and Mrs. John E, Spohn 

Cuna Mutual Insurance Company Deborah Thomas 
Doctor's Park Psychiatric Group The University Bookstore 
Econo Print, Incorporated Verex Corporation 

Mr. and Mrs. Charles Fenske Mr. and Mrs. James W. Watson 

John R. Findorff Webcrafters-Frautschi Foundation, Incorporated 
First Federal Savings and Loan Association William Jon Salon 
First Wisconsin National Bank of Madison Wisconsin Power and Light Company 
Flad Development and Investment Corporation Mr. and Mrs. John W. Winn 
Forward Television-WMTV John Zimbrick Buick, Incorporated 
Mr. and Mrs. W. Jerome Frautschi 

General Beverage Sales 
Gilson Medical Electronics 
Gino’s Restaurant 
Dr. and Mrs. Michael Goode 
Goodman's Incorporated 
Graber Industries 
Mrs. W. D. Hoard, Jr. 
Mr. and Mrs, W. M. Hofacre 
J. David and Laura Seefried Horsfall Trust 

Fund 
Investment Services, Incorporated 
Mr. and Mrs. Edward C. Jones 

Dr. Werner and Judy Langheim 
Phillip A. Levy 
Litho Productions, Incorporated 
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Founding Members Mr. and Mrs. Walter A. Frautschi Ordean G. Ness 
shit Rev. and Mrs. Max D, Gaebler Dick and Marcia Olson 

(contributions of $50 to $100) Dierdre Wilson Garton Clarice Ostertag 
Donald B. Abert John and Fanny Garver Perle and Asher Pacht 
Hazel Stewart Alberson Paul and Dolores Gohdes Billie L. Padgett 
Mrs. Don Anderson Kathleen Green Dr. and Mrs. Ben Peckham 
Herbert Anderson Joen Greenwood Allen and Constance Pois 

Dr. and Mrs. Robert H. Anderson Mr. and Mrs. Newman T. Halvorson Eleanor Jones Roe 
The Art Celler Professor and Mrs. Julian Harris William H. and Elizabeth Sewell 
Caryl F. Askins Paul and Janet Herzog Irving and Millie Shain 
Ralph and Elizabeth Axley Professor and Mrs. Joseph J. Hickey Mrs. Allen Shenstone 
Mr. and Mrs. Gerald Bartell Mr. and Mrs. Robert C. Holsen Mr. and Mrs. Richard Shutter 
Richard and Janneke Baske Herbert and Evelyn Howe Donald and Eileen Smith 
Mr. and Mrs. William Beckman Mr. and Mrs. C.M. Howell Victor and Nina Spark 
Ms. Phyllis D. Bentley IBM Corporation Mr. and Mrs. John Stedman 
Mr. and Mrs. Robert Birkhauser Dr. and Mrs. Don Janicek Fred and Ann Stender 
Mr. Blake Blair Mr. and Mrs. A. Paul Jensen Tom and Catherine Sullivan 

Mr. Nathan S. Blount Frederick J. Johnson Fannie Taylor 

Josephine C. Blue Mr. and Mrs, Richard Johnson Phill Thill Design, Incorporated 
John and Marion Bolz R.T. Johnstone Professor and Mrs. Glenn Trewartha 
Virginia Botsford Mr. and Mrs. William B. Jones Dorothy M. Troller 
Mr. and Mrs. Eugene Boynton Howard E. and Barbara Mackey Kaerwer Dr. Barbara Van Horne 
Joseph C. Bradley Mr. and Mrs. William V. Kaeser Duard L. and Dorothea V. Walker 
Erwin and Marguerite Bulgrin Dr. and Mrs. Daniel Kerwin Mr. and Mrs. James S. Watrous 

George and Anne Bunn Klein Dickert Company Mrs. Howard F. Weiss 
Mrs. Herbert Burrow Mr. and Mrs. Harold E. Kubly John C. Weston 
John and Helene Byrns Alvin S. Lane Wilma K. Wheeler 

Dr. and Mrs. William H. Card Mr. and Mrs. William G. Lathrop Dr. and Mrs. James M. Wilkie 
Mr. and Mrs. Marv Conney Linda Leighton Wisconsin Telephone Company 
Christine Cookson Mr. and Mrs. William T. Lenehan Josephine Woodbury 
Mr. and Mrs. James F. Crow Arthur and Susan Lloyd Dr. and Mrs. Marvin Zolot 
Merle Curti Patricia Laird Luberg 
James E. and Elsibit Lund Dahlberg Miss Margaret Mallory 
Dr. Gordon and Marjorie Davenport Harvey and Rona Malofsky 
Mrs. Marion Doherty Mrs. Oscar Mayer 
Madeleine Doran Mr, and Mrs, Allan McNab 
Mr. Robert Doremus Mrs. Gladys S. Meier 
Mrs. Emily H. Earley Marygold and Joseph Melli 
Dorothy A. Ela Mr. and Mrs. V.W. Meloche 
Mrs. Conrad A. Elvehjem Bob and Helene Metzenberg 
Mr. and Mrs. Leon D. Epstein Mr. and Mrs. Frederick Miller 
Donald L. Evans Mr. and Mrs. J.E. Mitchell 
Janet and Marvin Fishman Michael and Joan Morey 
Mr. Gordon Flesch Dr. John H. Morledge 
G. W. and Jeanette Foster, Jr. Dr. John F. and Ruth Morrissey 

Mrs. Edith Frank Robert B, Murphy 
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Family, Individual and Student Members Mr. and Mrs. Charles A. EJ. and Eleanor Blakely 
(contributions of $10-$49) Behrens Marilyn Blaschke 

Sharon Behrnd Dr. Ruth Bleier 

Nancy Abraham Gretchen H. Atkinson Mrs. Bruce Beilfuss Robert and Diane Bless 
Heidi J. Adams FH. Attix Dolores Belardi Marilyn Blettner 

Kate E. Adams Robert T. Aubey Mr. and Mrs. Glen H. Bell Dr. Beverly Bliss 
Barbara Adler Charles and Deborah Austin Mrs. F.O. Belzer Robert, Jane, and Grogan 

Marilyn Agnew-McAweeney Olga Avichai Dale Bender Blitzke 

Henry and Harriet Ahlgren M. Jane Ayer Todd Bender William and Lies! Blockstein 
Mrs. Jane Aldrich Jim Babcock Cynthia Benevenga John Blomquist 
Rob Aldrich Barbara J. Bacher Emmett Bennett Josephine C. Blue 
A.A. Alexander Mrs. Roy Bahnson Dr. Maxine Bennett William C. Boake 
Mrs. John Alexander Scott Bahr Mary E. Benson James D. Boblin 
S.C. Alexander, Jr. Dennis F. Baker Mr. and Mrs. C.R. Bentley Judy Bock 

Jean E. Allen : Jane Balcer Bruce and Gene Benward Linda K. Bock 

Steve and Karen Allenstein Gordon and Helen Baldwin Kitty Benz Ah Ruth Bock 
Ruth Allin Mary A. Baldwin Paul and Marie Berg Susan DeWitt Bodemer 

a a Diana Balio Roy A. Berg Wojciech Bogdanowicz 
ae om ae ae Mrs. Ford Ballantyne Mrs. Janet Berger Aaron Bohrod 

5 . joe David Ballard’and Lori Jan I. Bergstrom Dr. and Mrs. Edward I. 
Anderson Eshleman Keith R. Bergstrom Boldon, Jr. 

Doris Y. Anderson Betty J. Bamforth Leonard Berkowitz Mr. and Mrs. Thomas Bolger 
Eleanore Anderson Bes E Bancroft Lavonne Berkvam John and Gloria Bolles 

Hance Anderson Edith Ban fan David and Rhoda H. Berman Emma Bolstad 
Lois A. Anderson Jack and ee Barbash Niles and Linda Berman Professor and Mrs. Roger Boom 
oan and Helen Hay ia Bardeen sElenachel Mr. and Mrs. Robert Berman Gladys L. Borchers 

derson Mis, Richard Bardwell Mr. and Mrs. Joseph Bernstein Jesse Lee Bourne 
ue : ae Eileen Barrett Professor Theodore Bernstein Mr. and Mrs. G. Mallory Boush 

inifred Anderson 4 Mrs. Benno Bernt Christopher Bovee 

Ralph and Carol Andreano and Ha ae a Mary Berthold J. Ray i Priscilla Bowen 
. peal aoe ates ae oe ete Juli Bowman 

‘obert and Emy Andrew . i 

Mr. and Mrs. RB. Andrews Gayle Stephenson Bauer Tate Blond i vigil Bord 
Dr. and Mrs, Murry D. Mr. and Mrs. Helmut Bauer Henry Bird Phyllis Boyle 

Angevine Richard and Nancee Bauer Ethel Antrim Bird Gordon F. Brady 
a Lee Jr. ie a Reach Mr. and Mrs. Herbert R. Bird Mr. and Mrs. Patrick Brady 

ary and Martha Antoniewicz : 3 Carl Bishoff net Lee Brandt 

Richandiand Alice Appen Norma Lee Beale Lia Bitar job T, Brandt 
Grace Argall Ivan W. Bean, Jr. Ann L. Bitter Leo Branovan 
Araxy E. Arganian James P. and Elinor A. Beck Jane E. Bjorklund Carol Breed 
Mrs, Anton Arneson Brooks and Mary Helen Becker —_ Bettina Bjorksten Kim Brei 
Gene and Sandy Arnn Joyce E, Becker Orrilla Blackshear Rev. and Mrs. J. Stephen 
Michael Army Norman and Mildred Becker Blake Blair Bremer 
Richard and Elizabeth Askey Mrs. R.R. Bedker Dr. Claudia Blair C. Brooks Brenneis 
Sarah Aslakson Samuel G. Beers Florence G. Blake Mrs. A.C. Breuch 
Dr. and Mrs. C.A. Aswegan Robert Beetem Phoebe L. Blake William and Treva Breuch 
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Paul E. Brickson Judith Busse Donald E. and Wanda Lynn T. Courtenay 
Mr. Robert G. Bridges Patricia Bussey Chisholm Deborah W. Cowing 
Marjorie Bridgman Patricia A. Butler Lois Chittero Dr. and Mrs. Arch E. Cowle 
Sue Bridson Gibson and Benita Byrd Dr. and Mrs. J.J. Chosy Mr. and Mrs. Ted Crabb 

Helen Briggs Mrs. William Byrne Joshua and Flora Chover Judith Craig 
James and Mary Brill DeWayne Caddock Stephen Chow Eleanor B. Crews 

Winston and Nancy Brill Katherine C. Cain Laurits and Diane Christensen — Mary C. Crichton y 
Mrs. R. Alex Brink Ruth Calden Anna Christenson Melvin Croan 

Mrs. H.H. Brittingham Gertrude Callahan Peter Coe Christianson Mr. and Mrs. E. David Cronon 
Daniel and Joyce Bromley Richard Callaway Mary Christie Winifred Moffett Crossley 
Dr. and Mrs. Benjamin Brooks John R. Cameron Bina Chudnoff Mrs. J.G. Crownhart 

& Family Emily B, Campbell Jim Chudy Marion P. Crownhart 
Mary E. Brooks Mis. Dorothy isa Charlotte Churchill Judith Croxdale 
Kenneth Brost Mr. and Mrs. John E. Canfield Mark PA. Ciotola Mrs. Frances Crumpton 
Mrs. Arnold L. Brown Jacqueline Captain B. Ciplijauskaite Frances M. Culbertson 
Jane Converse Brown Nancy Caravello Ingrid Clareus Bob and Sally Cummings 
Jeffrey Brown Debra A. Carbarnes Elizabeth Clark Mrs. Robert Curry 

Laura Brown Dé. and Mis, Paul P. Carbone Louise Clark Carole Curtin 
Patricia Crowley Brown Dr. William H. Card Richard N. Clarke Howard and Dorothy Custer 
B.L. Browning Joh in Caren Linda Clauder Dorothy Daggett 
Mrs. Richard Bruck oan Garrenter Grace E. Cline Duane D. Dales 
Mr. John Bruemmer aes een oe Dr. Martha Cline Mary Katherine Dallman 
Emest E. Bruns VemonG Carrier Frank and Dorothy Clover Mary Jane Darsch 
Mrs. Albert Bryan Eileen Carroll Camden and Lenore Coberly Sue Dauberman 
Mrs. FJ. Bucaida Charles and Martha Casey Susan T. Cochran Susan Daugherty 
Barbara Budig Rober G, and'Desca T Gayle Cody Eleanor Davidsaver 
Barbara Buenger eae aE ESSE Mr. and Mrs, Bernard C. Thurston Davini 
Jan Buffo . Cohen Jim Davis 

: Sarah Ann Cassidy ‘Alan H. D; 

Cat aay OPS Mead Cael RE ae 
Jessica L. Bulgri Gastone and Linda Celesia Christine L.\Col Deati . Bulgrin : A ristine L. Cole James J. Dearing 
Mary Bumann and James Melindai Certain Peter Cole Audrey Dean 
Carson Susan Chandler , Thomas H. Combs Michael Dean 

William C. Bunce John and Joanne Chapin Reginald and Ruth Comstock Matilda F, DeBoor 
Richard R. Burgess T.W. Chapman Cathy Cone Mr. and Mrs. Gene DeFoliart 
Jeffrey L. Burkart Richard Chase James M. Conklin Alice Delwiche 
Jessie J. Burleigh a a Mrs. Jerome A. Charles C. and Kit Conley Mary Julia Denton 
Elizabeth Burnham azeY i : Mary J. Conners Gail Derzon 
William R. Burnie Alan and Diane Craig Chechik Susan Conners Dr. and Mrs. Don Detmer 
Carol E. Burns Ellen Checota James H. Connors Linda S. DeYoung 
Elizabeth Burr Mr. and Mrs. Robert N. Sarah Conroy Diana Hobart Dicus 
George Burrill Cheetham, Jr. Mrs. Charles Cornwell John and Nancy Diekelmann 
Katherine Burris Mrs. K.M. Cherry Leslee Corpier Fernando B. Diez 
Zachary Burton Mrs. Gordon Chesters Anne-Marie Correll Jess O. Dizon 
Mr. and Mrs. William J. Bush Francis Cheung AJ. Corstvet Christine M. Dobbe 

Mary L. Buss Carroll Chilton Grant and Diana Cottam Frederick and Ruth Dobbratz 
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Emily P. Dodge Sylvia J. Ellis Halina Filipowicz Mary Gadzinski 
Anne Claire Doherty Ellen Elms-Notar Lenore H. Findley Peter Gadzinski 
Mr. Charles E. Doherty Robert E. Elsas Martha L. Fineman Mary L. Galanter 
Lowell and Rosalind Doherty Carmen Elsner Marc Fink Mrs. Annabelle Gallagher 
Dr. A.M. Donnellan Mrs. C.A. Elvehjem Mary Finley-Swanson Elizabeth Garber 
James R. Donoghue Mrs. John T. Emlen Mrs. Robert Fish Leonard T. Garfield 

Mary Dooley Marilyn Starr Emordeno Phil Fisher Edward T. Gargan 
Dr. and Mrs. Richard K. Olive P, Endres Lois Fisher-Svitavsky Carol Garnhart 
Dortzbach Laura Engen Sharon Fitzmorris Tom Garver 

Mr. and Mrs. Robert H. Hollie Engman Theo S. Fitzmorris Xenia Gasiorowska 
Dott, Jr. Amy G. Epstein Sandra Fitzpatrick Barbara Gehl 

Mary Dougherty Mrs. Stephan Epstein Jo Anne Flowers Gail Geiger 
Dick and Nancy Belle Douglas _—_E.A. Erbe Ellen D. Fluck Leroy and Helen Geisler 
John W. Dower Rae Erdahl Mr. and Mrs. Norman D. Flynn Lynne Carnell Gelman 
James and Jessica Doyle Lorne Erdile Virginia M. Foerster Edda Gentry 
Marie N. Draeger Barbara E. Erdman Dr. Charles N. Ford Elizabeth Gerhardt 
Frank Dropsho Ellen Ericksen Neil M. Ford Mrs. Gerald Gerloff 
Dr. Denis and Joan Drummond Caryl Erickson Carolyn Forde Sybil Gerou 
Lucile Dudgeon Rosa Escamilla Sally Forelli Mrs. Lowel Gerretson 
Dr. and Mrs. Stephen Dudiak Lori S. Eshleman and David L. Gordon and Irma Fortney Zunilda Gertel 
Robert and Marion Dudley Ballard Alice Janet Fosse Mrs. E.R. Gesteland 

Karen Duffey Gordon Esser Dr. and Mrs. Norman Fost Mary Virginia Gibson 
Mrs. W.C. Dunn Dr. Margaret Ann Estrin Mr. and Mrs. Robert Fountain Mrs. William Gibson 
Margaret DuRose Joanne Evans Jan Marshall and Erica Fox Robert W. Giese 

Patricia M. Dvorak Mrs. Walter Evers Marietta Fox Wanda Williamson Giese 
Audrey Dybdahl Glen G. Eye G. Thomas Fox, Jr. Mr. and Mrs. E.C. Giessel 
Rosemary Dykman Haskell Fain Thomas A. Fox Maxine S. Gilbert 
Virginia Dymond Rev. Thomas Fait Nancy K. France Lynn Gilchrist 
Mr. and Mrs. Leonard P. Mr. and Mrs. Thomas Farley Edward G, Francell Audrey E. Giles 

Eager, Jr. Janet Faulhaber Mary Francell Marcelle Gill 

W. Lyle Eberhart Susan Faust Mr. and Mrs. Arthur J. Frank Mildred K. Gill 
Elizabeth Mabbett Ebert David J. Fayram Sarah Frank Hugh Gillen 
Mrs. Mark Eccles Bill and Thora Feist Ellen K. Frautschi Patrick R. Gillespie 
Mary C. Eck Betty Feldt Lowell Frautschi Warren E. Gilson 
Barbara A. Eckstein Loretta Feldt James and Jill Frawley Peter Givler 
Mr. and Mrs. Fred Edelman Patrick Felker Gordon Freese Ruth B. Glassow 
Larry Edman David and Sara Fellman Mary Suzanne Frey Dr. Ephraim Gleichenhaus 
Diane H. Eich Blenda Femenias Elizabeth J. Frick Art Glenberg 
Susan and Henry Eichhorn Timothy O. Fenner David R. Friedman Raymond L. Gloeckler 
Donald and Nancy Eiler Valmai Ruth Fenster Patricia Frueh Gene P. Glover 
Elizabeth Eisenman Alexandra Ferreri Sigrid L. Fry Mr. and Mrs. Thomas Gobel 
Peter and Erica Eisinger Dawn Denise Fest Deborah Fugenschuh Gregory J. Godbout 
Jane Eisner Mrs. H.C. Fetterolf Ann Fullerton Muriel M. Godfrey 
Janet Ela Will and Betty Fey Donald and Donna Fullerton Mr. and Mrs. William Goebel 

Mr. and Mrs. Richard Ela Joseph C. Fiebiger Greta Gabriels Nadine Goff z 
Albert Elema Charles Field Dennise K. Gackstetter Lucille Goggin 
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Maria Goldschmidt Sally Gurske Professor and Mrs. Arthur D. Mrs. Merk Hobson 
Davidleigh Goldy Joan I. Gurthet Hasler Suzanne Hodgman 
Dorothy Golightly Dr. Vicki J. Gutgesell Susan G. Hassrick S. Hodun 
Dr. Rjurik Golubjatnikov William and Harva Hachten Marguerite Hasse Deb Hoffman 
Thomas Gombar Mrs. A.J. Haen, Jr. Donald N. Haugen Kathryn A. Hoffmann 

Dario Gomez Donna Haggarty Nancy Haugen Susan Young Hoffman 

Nancy Goodfriend-Giffey Lois E. Hagstrom Robert and Taissa Hauser Gregory Hogan 

Lou R. Goodman Paul A, Hahn Mrs. Everett D. Hawkins L.H. and Mary Lou Hogan 
OY SS Betty Haimson = oO Rath senor 

are Gorman Timothy, Sandra, and Peter ASE HAWKOS) ines Holda 
Dorothy C. Gostin; Helen Ha’ Isabelle T. Holdahl 
Jeanne Goutle . enn Hall Mary F. Hayden Alice M. Holden 
Dr. and Mrs, R.W. Graebner Robert and Victoria Hallam Claude S. and Dorothy Hayes Karen Holden 
Jane Graff Arneita Halle David and Loni Hayman Mr. and Mrs, LeRoy Holm 
Judy Graham Chris G, Halverson Janet Hays Mr. and Mrs, Samuel S. 
Herbert and Patricia Granger Lolas E. Halverson Harriet M. Hazinski Holmes 

J. F, Granquist Mr. Howard Halverson Jim and Margo Heegeman Joyce E. Holthaus 
Marilyn Grant Phillip and Mary Jane Judith Heidelberger nat Timothy Holthaus 
Ken and Eunice Graupner Hamilton Mr. and Mrs. Bernard Heilprin Carol Holtsapple 
Lucile Graves Vélina B. Hamilton Rosa B. Heim Dr. and Mrs. Richard Hong 
Mrs. D.E. Green Betty H ncoek Cathy Helmberger Kenneth and Eugenie Hoover 
Mrs. Keith Green Doris K. Hembrough Mrs. T.H. Hoover oer Audrey Handler 8 P 
Vivien M. Green Bernard J. Hankin Robert and Margaret Hendricks Frank R. Horlbeck 

Mrs. L.S. Greene Dede eae Louise Hennin; Horowitz 
aa Mary N. Hansen ee s 

Dianne Greenley Mrs. WJ. H. Mrs. Standish Henning W. Pharis and Carolyn D. 
Lillian Rohr Greenwood is. We) Hansen Mrs. Jacalyn N. Henricks Horton 
Jean A. Gregg W. Lee and Sally P. Hansen Dr. Anne B. Henschel Lucille Hoskins 
Gary John Gresl Mr. and Mrs. Lawrence Hard Leta Hensen Bernice M. Houston 

Mr and Mrs. T.N.E, Greil eee = Mrs. AJ. Herlitzka A. Marion Hove 
r. and Mrs. John H. Griest : ' ur O. Hove 

Robert and clone Grieves Josephine Harper jeceph Hern Cae M. Howdle 
Eleanor C. Griffith Mrs. S.B. Harper Helen D. Herrick Eleanor G. Howells 

Robert L. Grilley Maude V. Harris 7 Donald and Karen Hester Garnett Howery 
M. Groshek Mr. and Mrs. Wilfred J. Harris Richard S. Heymann Carmen Huacuia 
Raymond C. Groth Sheila Harrsch Mary Ellen Higgins Mrs. George Huber 
Jack and Lucia Gruenhagen Turner and Mary Harshaw Douglas and Karen Hill Phyllis Huffman 
David Jonah Grunwald Arlene Hart Herbert M. Hill Thomas Huffman 
Edward Gulesserian Marylin Hart Elliott and Marjorie Hillback William Huffman 
Else Gulesserian Pamela Hart Charlotte Hiller Ann Huggett 
Mrs. Gordon Gunderson Virginia Hart Mrs. Phillip Hinderaker Elizabeth Hughes 
Inez Gunderson Phillip and Sydney Harth Dawn Hines Richard E. Hughes 
Eleanor Gundlach Keith Hartman Audrey Hinger Alan Hulse 
Ted and Linda Gunkel Richard Hartshorne Elizabeth R. Hinkley Cary Hunkel 
Mrs, Agnes A. Gurney Jeanette S, Haskell Lyle and Carol Hird Pearl S. Hunkel 
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Margaret Hunt Walter and Emily Johnson Eldora E. Keske James and Joan Krikelas 
Robert and Donna Huntington —-Mrs. Fred Jones Bonnie Kienitz Kenneth Kringle 
Mrs. Willard Hurst James E, and Joan Jones Jeanne D. Kiley Mrs. Del F. Krom 

Mr. H. Clifton Hutchins Lois M. Jones Ed and Luann Killeen Catherine Krueger 
Professor Jane Campbell Sandra M. Jones Karen Kimball Patricia Krueger 

Hutchison Emma Jordre Suzanne King Elizabeth A. Kundin 
Irene M. Ilgen Maria Justiliano Robert Kingdon LaVaughn L. Kunny 
Anne Iltis Richard and Patricia Kabaker Opal N. Kingsbury James and Helen Kuntz 
Hugh H. Iitis Sylvia Kadushin Laurel Kinosian Mrs. R.S. Kurtenacker 
Dr. and Mrs. Stanley Inhorn Lydia Kalaida Philip J. Kinsler Burt and Dale Kushner 
Beverly Inman Tom and Andren Kaminski Mrs. Vincent Kivlin Mr. and Mrs. Omar Kussow 
Charles and Anne Irish Mr. and Mrs. Louis Kaplan Kathryn M. Kleckner Gisela Kutzbach 
Anne T. Iwata Rosa Z. Karlin Mr. and Mrs. Stephen C. Karen Kvavik 
Donna Jackson Edward Karlson Kleene Charles LaBahn 
Helen D. Jackson Elisabeth Karr Virginia Kleinpell Margaret Lacy 
Virgil and Daisy Jackson Jennifer Karr Bernerd and Virginia Kline L. La Fond-Braun 
Jeff Jacobs Marion Karr Dorothy Klinefelter Mrs. Ida R. Lakritz 
Cheryl Jacobson Everett and Sylvia Kassalow Keith and Lucienne Klipstein Larry C. LaMar 
Carl W. Jahn Mr. and Mrs. Dennis A. Katter Barbara Klosterman Anne Lambert 
Mary Patrice Jahnke Barbara J. Katz Cecilia Klotz Robert S. Lambert 

Leo Jakobson Carol G. Katz Jerome and Barbara Klotz Celia Lamper 

Elizabeth Jallings Randy H. Katz Mrs. Paul Knaplund Beatrice Lampert 
Claudia A. Jasalavich Shirley Jane Kaub Larry M. Kneeland Jo Ann C. Lampman 

Louise B. Jeanne Gladys D. Kauffman Mrs. Thomas Knoop Larry and Sharon Lantis 
Betty Jefferson Paul and Margaret Kaufman Lynn and Joyce Knutson Pastor and Mrs. A.D. Laper 
J.W. Jefferson Mrs. Andreas Kazamias Philip L. Koch Edwin Larsen 

Martha I. Jelinski Mr. and Mrs, Bryant E. Kearl Barb Koenen Mrs. Theodore A. Larson 
Ellis and Marion Jensen Patricia G. Keepman Gail Kohl Judith A. LaTocha 
Mrs. Merrill Jensen Marena Kehl and Ron Christine Kohler Paul Latowsky 
Jani Jipson Diamond Kathryn Kohler Howard and Kay Latton 
Mr. and Mrs. Gunnar Johansen —_Sohnia Keidan Margaret A. Kohli Susan Latton 
Charlie Johns Mary H. Kelleher Donna J. Kolonko Virginia Law 
Bette M. Johnson Mrs. Forrest Kellman Mr. and Mrs, Raymond Koltes James L. Lawrence 

Bonnie Johnson Ann Kellogg Professor Ilona Kombrink Steven W. Lawry 
Carolyn S. Johnson Mr. and Mrs. Arthur Kelman Neil Komesar Daniela Lax 
Clarice L. Johnson Joseph Kemnitz Jane Koonz Joanne Lazarz 
Mr. and Mrs. David B. Johnson _ Laura P. Kemper Victor and Elizabeth Kord Jean Ada Leahy 
Dawn L. Johnson Wendy S. Kennan Nikolas Kornaros Mr. Wayne R. Lefave 
June Johnson Debora A. Kennedy Mrs. Ellen Kowalczyk Richard and Joan Leffler 
Karen Falk Johnson Mr. and Mrs. James Kennedy Edgar and LaVerne Krainer Mr. and Mrs. Warren Lehman 

Nancy Johnson Mrs. Moseh Kennet Robert and Lynne Krainer Elizabeth Le Masters 
Mr. and Mrs. Norman Johnson _ Dr. Rosemary Kenny Carol Krause Janet C. Lemke 
Mrs. R.B. Johnson Dr. and Mrs. Kepecs Mr. and Mrs. R.D. Kreigh Thomas G. Lenoch 
Roberta Johnson Melissa Kepner and James Frederich Kremple Lois H. Lenz 

Rosemary Johnson Adney Susan A. Kressin Lenz Gallery 
Shirley E. Johnson Miriam Kerndt Carl H. Krieger Maurice and Dorothy Leon 
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Gerda Lerner Ilse B. Mack Mrs. E, McCullough Mr, and Mrs. Carol E. Miller 
Shirley Wisner Leschinger Mrs. Julian E. Mack Donna McDowell David E. and Pamela G. Miller 
Dr. John Lesser Paul MacKendrick Margaret McDowell G.E. Miller 
Stella Leverson Sally Mackie Nola McGann Mr. and Mrs. James Miller 
Dr. and Mrs. William C. Levihn Donna MacMillan John N. McGovern Mr. and Mrs. Daniel Milsted 

Allan B. and Sandra E. Levin Mrs. Esther Madsen Susan McGovern Doris S. Mita 
Melissa J. Levin Helen Magnusson Mrs. Hazel F. McGrath Gene R. Mitchell 
Mrs. Robert Levine Margaret Magnusson Jean McKenzie Mr. and Mrs. Jack Mitchell 
Mr. and Mrs. S.B. Levine David Maher Carolyn McKinney William R. Mitchell 
Jeffrey C. Levy Germaine Maiden Mrs. Robert McLean Akira Miura 
Mrs. Raymond P. Lewis Jean Manchester Mary L. McMillan Rolf Mjaanes 
Mr. and Mrs. Samuel Lewis Claire Mangasarian Kathleen McNamara Ruth D. Moake 
E. Paul Lichtenstein Professor Menahem Mansoor Willette P, McNary Robert Moffitt 
Cecelia Lidral Doris March Charlene McNevin Dr. F.E. Mohs 
Robert Lifvendahl Mr. and Mrs. John March Hilda A. McVoy Thomas and Nancy Mohs 
Edward Lighthart The S.A. Markham Family Christopher Mead Mark Moilanen 
Jenny Lind Elaine Marks Mrs. Harold Mead Professor Dick Moll 
Beatrice Lindberg Dr. and Mrs. G.V. Marlow Lawrence Mead Mary K. Monkmeyer 
Richard and Susan Lindeborg Elizabeth Marsh Mary Mead Margaret Monroe 
Laura L. Linden John and Kathleen Marshall Delores Meagher Mrs. Henry Montoye 
Mildred Lindquist R. H. Marshall L.G. Medaris, Jr. Ellen Moore 

Margaret Lindsay Josephine H. Martin Jo Meier Maybelle Moore 
Beatrice A. Linehan Norma Martin Dr. and Mrs, Abraham Theodore and Catherine 
Miss Angeline Lins Mr. and Mrs. Orville W. Melamed Morgan 
D. William Stuart Linsenmeyer Martin, Jr. Charles Melcher Jean Morgan-Lobe 

David B. Lloyd Thelma S. Martin Claudia Melrose W. Mattie Morin 
Mildred A. Lloyd Russell Marx Dr. and Mrs, John Mendenhall Douglas Morris 
Jennifer A. Lodde Patricia Mason Professor Germaine Mercier Margaret Mortensen 

Dorothy G. Loeb Raul H. Matallana Jeanne Aimee Mercier Megan Moses 
Fred and Clarice Logan Bernice A. Mateicka John E. Merkel Kathleen Mosher 
Sarah S, Longernecker Conni Mathis Dr. Janet Mertz and Jonathan George L. Mosse 
C.W. Loomer Helene Matsen Kane Dr. and Mrs. Harland W. 
Professor Carl R. Loper, Jr. Gwendolyn Mattison Florence B. Mett Mossman 
Barbara Lorman Ramona L. Maxwell Stan and Aida Metzenberg Kathleen Muehl 
Elizabeth Lovejoy Mrs. Robert B. Mayer Gale W. Meyer Mrs. Eldon Mueller 
Margaret T. Lovejoy Art Mayland Helen U. Meyer Gerald and Alice Mueller 
Helene Lovell Joan Maynard Dr. R.E. Meyer Mr. and Mrs. Willard F. 
Eugenia Loyster Mr. and Mrs. John R. Mayor Thomas C. Meyer Mueller 
Ilka Lozano Mrs. Robert McCabe Robert J. Michaels, Jr. Roger Mufson 

Dr. Howard Lubar Mr. and Mrs. McCallum Mary Michie Mr, and Mrs. E.R. Mulvihill 
Peggy Luby Jessie Hill McCanse David and LaVonne Middleton _ Representative Mary Lou 
Miss Roumelle Lundeen James F. McCarthy Mrs. Arthur Miles Munts 
John and Mimi Lyons Mr. and Mrs. W.H. McClain Mrs. Burgess Miles Pearse Murray 
Mr. and Mrs. Walter Maas Catharine McClellan Miss Meryle Miles J. Gordon Myers 
Hanque and Emma Macari Cecilia McCormick Philip Miles Rich Myhre 
Elenore Mack Nancy McCracken Sally Miley Gerald and Elaine Nadler 
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Irene L. Naeseth Marion O’Brien James and Judith Pease Gertrude Puestow 
Mr. Gerhard B. Naeseth Wardell S. Ocone Mr. and Mrs. Howard Peck Marie Pulvermacher 
Harold S, Naess Dr. and Mrs. Robert O'Connor _ Fred W. Pederson Melodie Putnam 
Alexander and Yvonne Nagel Dr. Gerard and Katharine Odell _Lois Peebles Marilyn Grabin Putz 
Jo Anne Naples Mary F. Ogorzaly Robert R. Pekowsky Gwen Quail 
Clarence and Helen Napper Suzanne M. Ohm James H. Pelham Catherine J. Quirk 

Gerald Neath Terry Anne Ohrstrom Mr. and Mrs. Stanley Peloquin —_Claire Quist 
Susi Nehls Michael Olken Professor Clara Penniman Diane LaMere Rader 
Mrs. Delmar W. Nelson Peggy Olsen Mr. and Mrs. Merle Perkins Robert Rader 
Harold and Ann S. Nelson Catherine E. Olson William and Barbara Perloff Mrs. Maxine G. Radsch 
Evelyn V. Nelson Edith M. Olson Joanne L. Pertz James A. Radtke 
James G. Nelson Joel E. Olson Helen R. Peters Peg Raffill 

Sarah Nelson N.F. Olson Dr. and Mrs. Henry A. Peters W.L. Ragatz 
David G. Nesbit Nina M. Olsson Robert Peters Betsy Ono Rahel 
Robert and Marie Nesbit Bill and Gail O’Neal Donna Peterson Fran Rall 
Lanore A. Netzer F. Jean Onken Michael Petrovich and Family Kathryn Ramberg 
Mrs. Thomas Nevrivy William Opalewski Carol A. Philipps Mrs. Ruby Ramberg 
Robert S. Newbery Jules O’Rear Dr. Dennis Phillips Margaret Rasche 
Mrs. Eldon Newcomb Peter Orlik James M. Phillips Mrs. Irene J. Rasmussen 

Charlotte Newton Marjon B. Ornstein Lois M. Pieper Joan Rasmussen 
Edward J. Newton Margaret Ward Orsini Brian Pierson Boulan Darika Ratanakisdatan 
Siu Ah Ng Tlal M. Ostrum Jane Piliavin Professor Walter and Marylu 
Robert and Carole Nicholas Nancy K, Otto Jeffrey A. Pinkham Raushenbush 
Burton J. Nichols Peter J. Ouimet Lisa Weber Pinkham Marguerite Rawles 
Donald A. Nichols Joanna A. Overn Elisa Pintar Patricia Reboussin 

Linda Nichols Evalyn Owens L, M. Pippin Emily K. Reeves 
Nancy A. Nichols Mr. and Mrs. R.D, Owens Erika Noemi Pistorius Sallie L. Regan 
Joan K. Niebauer Yvonne Ozzello Evan and Jane Pizer William and Patricia Register 

Eileen L. Niedermeir Frances Jones Paddock Mary Jeanne Plummer Gertrude Rehder 
Barbara Nieft Patricia Paff Guy Plunkett, III Cary Reich 
William H. Niehauser, Jr. John and Carol Palmer Mr. and Mrs. W. Polner Jerry A. Reich 

Margery Niemi Portia Paradise Lee G. and Cyrena N. Mark and Kris Reichelderfer 
William H. Niewoehner Ethel Parker Pondrom Mrs. Fred Reichelt 
Jill Nilles Joel Martin Parker Florence Poole Bryan S. Reid, Jr. 

Carol Isabel Nohl Kathleen Parks-Yoast Mr. and Mrs. Arthur Pope Joan Rendall 
Jane Nold Ruth Parter Susan Portney Mrs. Walter F. Renk 
John Noonan, III Leslie and Lois Partridge Mr. and Mrs. James T. Potter Mr. and Mrs. Robert 

Dr. and Mrs. E.J. Nordby Ina Pasch William J. Powers Rennebohm 
Dale Nordeen Mr. and Mrs. William Patch Carrel Pray Mary S. Reppen 
Mary Morse North Fred Paul Ivan L. Preston Edith L. Resan 
Helen Northup Dr. Richard M. Pauli Dennis E. Price Mrs. James Rewey 
Russ and Ellen Notar Mrs. Robert R. Paunack Mr. Vincent Price Ann E, Rhoads 
Robert J. Novander Julia A. Payne E. Arthur and Mary Jo Prieve Hazel Rice 
Dennis Nourse Charles and Evelyn Payson Henry and Elizabeth Pringle Hope Rice 
Douglas Nychka Dr. and Mrs. Douglas Pearce Valencia N. Prock Lucerne Rice 
Kathleen O’Brien Fred Pearlman Charlotte T. Promersberger Philip W. Rice 
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Lee P. Richardson H. Jean Rowley Francis Schrag Donna Silver 
Vincent Rideout Ione M. Rowley Dana J. Schreiber Jeanne Silverberg 
Walter B, Rideout C. H. and Jeanette Ruedisili Dean Schroeder Mrs. Anne Sims 

Sieghardt M. Riegel Peggy Runge Mike and Mary Schroeder Isadore and Ida Singer 
Mrs. G. H. Rieman Mrs. John Rupnow Edward and Marilyn Schten Margaret Singer 
Dick and Judy Riesen Eldon Russell Dr. Eugene P. Schuh Tim and Pat Size and Family 
Mr. and Mrs. Robert Rieser Ingrid Russell Merwyn Schultz Mrs. H. M. Skillrud 
Jane T. Rikkers Ben and Anita Rusy Theodore and Wilma Schuster _A. Neil and Margaret G. 
Hania W. Ris Mrs. E. V. Ryall Dr. and Mrs. Henry S. Schutta Skinner 
Hans and Theron Ris Mary Kay Ryan Bernard L. Schutten Jim Skrentny 
Michael E. Rische Mrs. Paul M. Ryan Susan Schwab Bernard Slavin 
Patricia Robbins Miss Irene Rybak Mr. and Mrs. J. A. Schwalbach _ Doris P. Slesinger 
Bernelda Roberts Karen Sack Elda M. Schwartz Charles and Jean Sloan 
Hilary Roberts Norman and Miriam Sacks Betty Scott Laura L. Smail 
Dr. and Mrs. Leigh Roberts Pat Saint-Lawrence Pauline Scott Avis H. Smart 
Jeanne Robichaud St. Norbert College Ralph and Esther Scott Ann N. Smiley 
Lois C. Robinson Nathaniel and Virginia Sample —_— Professor and Mrs. Merton Alice R. Smith 
Professor and Mrs. Stephen Barbara Samuel Sealts, Jr. Joan K. Smith 
Robinson Helen Sanborn Millie Seaman Louise C. Smith 

Sybil Robinson Ruth M. Sanderson Elise M. Seastone Lois E. Smith 
Wayne and Lois C. Robinson Virginia Sapiro Gertrude Seefeldt Mary Anne Smith 
Deirdre Roden Professor William B, Sarles Mr. and Mrs, William E. Segar_ Maryann Yodelis and Kim 
Patricia Hunter Roedell Ann Sauthoff Richard Seguin Smith 
Mrs. Lester C. Rogers Linda Savage Bruce R. and Susanne Selman Dr. and Mrs. Max Smith 
Millard F. Rogers Mrs. Jack Savidusky Julie Sengbusch Rick and Sara Smith 
Philippa Rogge Ronald C. Sawyer Richard S, Sennott Mr. and Mrs. Roland Smith 
Thomas M. Rolland Raymond S. Sayers Dr. and Mrs. L. J. Seward Rose B, Smith 
Helen Roman Dr. Etheldred L. Schafer Mr, and Mrs. F. W. Seybold Mr. and Mrs. Weber L. 
Marion Romig Christine Schelshorn Marjorie Seybold Smith, Jr. 
George Ronsholdt Ethel Schenck Frankie Shackerford Mr. and Mrs. E. Smolensky 
Mrs. James W. Rose Ronald E. Scherer Mary Alice Shahidi Mrs. Robert Snaddon 
Diane Seder Rosen Douglas H. Schewe George and Joan Shands Mrs. Thomas Snodgrass 
Gary Rosenshield Lois Schienle Florence Shapiro Ellsworth Snyder 
Karen Rosenzweig Marilyn Schilling Grace Shaw Heidi K. Snyder 
Joyce Rosevear Robert W. and Ruth M. John and Barbara Shaw Kari Soldatos 

Hilary Ross Schloemer J. Thomas Shaw Louis and Elsbeth Solomon 
Jeanette Ross Helen Schluter Jeremy and Ann Shea Magen Solomon 
Judith B. Ross Karl and Joan Schmidt Michael and Nancy Sherman Rita Somers 
Mrs. J. Barkley Rosser Mary Ann Schmitz John H. Shinkai Catherine T. Sommer 
Georgia Rosseter Gerald M. Schnable Catherine Shinnens Robert Sommerfeldt 
Harry and Karen Roth and Luanne von Schneidemesser Jane M. Shlaes Professor Glenn Sonndecker 

Family Hans Schneider Pamela Shoemaker Barbara E. Sonnen 
Mrs. Ernell F. Rothe Harriet Schneider Ben and Judy Sidran Gertrude Sonnenberg 
Robert L. Rothschild Annet Schoen Professor M. P. Siedband Mr. and Mrs. C. H. Sorum 
Eric Rothstein Professor Isaac J. Schoenberg Laurie Siegel Marko Spalatin 
Mrs. W. A. Rowlands Mrs. Harold Schoenberger Alexander and Kathy Silbiger Mrs. Silas L. Spengler 
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William F. Spengler Kazud Sugawara John and Barbara Tolch Marion J. Wagner 
Marion Sperry Bill and Donata Sugden Marion Tomlinson Michael Wagner 
James F. and Charlotte Spohn Charlotte Sullivan Allan and Chris Torkelson Mrs. Walter S. Wagner 
Mrs. J. W. Spradling Jack Sullivan Patricia B. Tormey Daniel J. Waite 
Roy Staeck Mr. and Mrs. Verner E. Suomi = Nancy Miles Townsend Gloria Waity 
Susan Stanek Barbara L. Suring Julie Trautmann Gordon Walker 
Margaret Stanton Millard and Barbara Susman Mary Ann Travers Richard and Margy Walker 
Harry E. Stanz Axel Sven Mark and Mary Trewartha Patricia A. Wall 
Mrs. W. E. Starkweather Patricia Swartzberg Maxine Triff D. R. and Nancy Wallace 
V. Mekeel Stauffer Helen Sweet David and Louise Trubek Evert and Ilma Wallenfeldt 
Nancy Stearns Howard Sweet J. L. Tschernitz Herbert C. Walsh 
Romona Steele Jim and Marguerite Sykes Robin Tucker Gwen Walter 
Mrs. Harry Steenbock Donald Sylvester Jon and Susan Udell and Bruce Walters 
Adeline Steffen Robert B, Tabachnick Family John Ward 
Mrs. Edward Stege Caroline Taber Dorothy K. Uehling William and Joyce Wartmann 
Catherine Stehly Mrs. Daniel Taft, Sr. Judith Uehling Gwendolyn Washinawatok 
Karen S. Stein Ethel K. Tarkow Lorin A. Uffenbeck Betty Wass 
Elizabeth Steinberg Carol H. Tarr Mrs. Arthur H. Uhl Margaret Waterman 
Catherine Steinwand Helen S. Taylor David S. Uphoff Patricia D. Watkins 
Mr. and Mrs. Russel F. James and Carolyn Taylor Dr. James G. Urban Shirley R. Watson 
Stensrud Lucy Catherine Taylor Andree Valley William Watson 
Laurie L. Stephens Robert Taylor Margaret Van Alstyne Virginia Wattawa 
Margaret Stephenson Dr. and Mrs. Gamber James and Harriet Vander Meer Mildred Weaver 
S. M. Stern Tegtmeyer David Vander Mulen Thompson and Diana Webb 
Mr. and Mrs. Joseph Steuer Howard and Rayla Temin Norman Vanderwall Jean Z. Webster 
Edwina Steussey Blair H. and Leah D. Temkin Suzanne Van Galder Dr. and Mrs. John G. Webster 
Mrs. Elsbeth Stevens R. S. Ten Eyck Debra Vanorsdale Mildred Wedemeyer 
Celia K. Stevenson Beth Tenney Jan and Claudine Vansina Mrs. Iris Weiland 
Janet Steward Mrs. H. Kent Tenney Jane Varda Mr. and Mrs. Leonard Weiss 
William Stiefel Anton Ten Wolde and Marcia Jackie Vastola Mrs. B. Weittenhiller 

Mrs. Frank C. Stiles Smith Michael R. Vaughan Sandra R. Wietzman 
Dick J. and Grace Stith Anne Terrio R. Worth and Sylvia Vaughan Joyce Wells 
Mr. and Mrs. Harry Stoll Jean Tews Mrs. Norman Vea Wade Welshons 
Irene Stoller Mr. and Mrs. Thomas Tews Louis and Cornelia Veler Jean Welton 

Mr. and Mrs. Kirk Stone Elizabeth Theisen Nancy Vick Mr. and Mrs. J. T. Wencel 
Joseph Straus Mr. and Mrs. Dale Thieben Alice Vincent Viola S. Wendt 
Mr. Fred A. Strenge Barbara Thilly Richard P. Vogt and Marie Ruth Werner 
Antony and Philippa Stretton Judith Thomas Desmarais A. W. West 
Carol Strini Richard H. Thomas Susan C. Vogt Nancy K. Westman 
Carol Strmka Dee Thompson Richard E. Volbrecht Carl and Sue Weston 
Mr. and Mrs. George B. Donald E. Thompson Dorcas Volk Florence I. Wetzel 
Strother Leslie J. Thompson Barbara C. Voltz Lila T. Whalen 

P. D. Struck and L. E. Bechler Gof and Gretchen Thomson Richard B. Vowles Elizabeth A. Whipp 
Marianne Stull Mary D. Thurrell Margaret T. Vye Anne White 
Gary Stults Dr. Thomas N. Tischer R. L. Waffle John B. White 
E. Reed Stvan Ellen Toker Gerald R. Wager Lynn Whitford 
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Louise H. Wiesenfarth Edwin and Phyllis Young Museum Staff 
Doris T. Wight F, Chandler and Helene Young 
Gloria Wilberg Mrs. George Young Katherine Harper Mead, Director 
Rumelia T. Wildeman Mrs, Laurence Young Stephen C. McGough, Assistant Director 
Rex and Barbara Wiley Rebecca C. Young Carlton Overland, Curator 

Mrs. Horace Wilkie Judy A. Youngblood Lisa Calden, Registrar 
Dr. and Mrs. James Will Jennifer Younger Anne Lambert, Curator of Education 
Carolyn H. Williams Shirley Zachman Margaret Elwood, FRIENDS Coordinator 

Don L. Williams James Zahradka (through July 1981) 
Margaret Williams Mrs. C. D. Zdanowicz Sharon Fitzmorris, Coordinator of Membership 

Margaret E. Williams Peter Zenner and Development (September 1981-March 

Shirley Williams Rose Zerwick 1983) 
Vern and Mary Lou Williams Kathleen Ziegler Susan Latton, Coordinator of Membership and 

Jeffrey and Nancy Williamson Donald and Linda Zillman Outreach (beginning June 1983) 
Wanda Williamson Mr. and Mrs, Theodore Zillman Joel Skornicka, Director of Development 

William and Daisy Williamson Nan M. Zimdars (beginning April 1983) 
Mrs, Donald Willink Fred and Leona Zimmerman Terry Lierman, Specialist (April 1981-January 
Gertrude K. Wilson Marjorie N. Zimmerman 1982) 
J. O. Wilson Renee A. Zimmerman Kathleen Parks, Museum Shop Manager 
Mr. and Mrs. Joe B. Wilson Bronwyn Zondag Henry Behrnd, Craftsman/Gallery Technician 

Mary McCammon Wilson Marjorie B. Zurbuch Ruth Struve, Administrative Assistant 
Mary P. Wilson Judith Zvara Gail O'Neal, Program Assistant 

Mary Alice Wimmer Stephen Zwicky Rosemary Birzer, Fiscal Clerk 

F. C. Winding, Jr. Irene Guski, Typist (through May 1982) 
Dorothy E. Wineke Jeanne Niederklopfer, Typist (beginning 
Ruth Y. Winger December 1982) 

Gail C. Winkler Sandra Paske, Word Processing Operator 

Mr. and Mrs. H. H. (beginning February 1982) 

Winsborough Loni Hayman, Project Assistant (1981-82) 
Jean H. Winsborough Timothy Quigley, Project Assistant 
Eldred F. Witte Nancy Giffey, Children’s Art Classes Instructor 

Mary M. Woelfel (beginning October 1981) 

Marguerite P. Wojta 

Mrs. H. M. Woldenberg 
Professor Wilhelm G. Wolfer 
Anne Wolman 

Ms. Diana Wood 

Jane Wood 
Dr. William A. Wood 

Mrs. J. G. Woodburn 

James L. Woods 
Clinton and Harriet Woolsey 
Mrs. Gordon Worley 
Eva Wright 
Anna J. Wyszogrodzka 
Mustafa and Penny Yildiz 
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Department of Art History Art Library Staff 

Robert N. Beetem, Professor, Eighteenth- and Beth Abrohams, Library Assistant for 
Nineteenth-Century European Art Circulation 

Barbara C. Buenger, Associate Professor, Joy L. Brandenburg, Library Assistant for 

Twentieth-Century European and Modern Serials 
German Art William C. Bunce, Assistant Professor and 

James M. Dennis, Professor, American Art and Director 
Sculpture Mary Byrne, Library Assistant for Acquisitions 

Gail L. Geiger, Assistant Professor, Italian (beginning September 1982) 

Renaissance Art Louise Henning, Librarian II for Reference 
Frank R. Horlbeck, Professor, Medieval Art, Phyllis Kimbrough, Acting Director (July- 

Architecture and Sculpture December 1982; March-August 1983) 
Jane Campbell Hutchison, Professor, Northern Lynette Korenic, Library Assistant for 

Renaissance and Baroque Art Catalogue Editing (through December 1981) 
Sandy Kita, Assistant Professor, Oriental Art Mary Meyer, Library Assistant for Acquisitions 
Narciso G. Menocal, Associate Professor, (through August 1982) 

American and European Architecture Gail Ranallo, Library Assistant for Catalogue 
Warren G. Moon, Professor, Ancient Art and Editing (through December 1981) 
Classics Vicki Schumacher, Library Assistant for 

Christine L. Sundt, Slide Librarian Acquisitions (through October 1981) 
Kathleen E. Pulvermacher, Program Assistant 

Sharon Kaminski, Typist (through June 1981) +a: 
Lynn E. Kubista, Program Assistant (through Building 

March 1983) James Williams, Security Supervisor 
Barbara Lammers, Program Assistant Richard Hegg, Security Officer—Lead Worker 

(beginning June 1983) Albert Amundson, Security Officer 
Paul Berg, Security Officer 

Carol DePagter, Security Officer 
Mark Golbach, Security Officer 
Carey Hall, Security Officer 
Nordahl Johnson, Security Officer 

Lyle Kahl, Security Officer 
Judy Lamont, Security Officer 
Eric Seaberg, Security Officer 

Copyright © 1984 Theodore Tyler, Security Officer 

The Regents of the University of Wisconsin System Edward Schweiger, Security Officer 
All rights reserved George Rodefer, Maintenance Mechanic 
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. % ; . (beginning September 1982) 
Design: Phill Thill Design, Inc. Cleon Peoples, Custodian 
Typesetting: Impressions, Inc. Doris Wipperfurth, Custodian 
Photography: Laura Vanderploeg, Jim Carman, David Gloria Wagner, Custodian (through September 

Sandell, Kevin Ziegler 1982) 
Printing: American Printing Company Nancy Swenson, Custodian (beginning October 1982) 
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