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Editor’s Note:

From its foundation in 1970, the Elvehjem Museum of Art
(known as the Elvehjem Art Center until 1978) issued an
annual Bulletin. Regular publication was interrupted in
1979 when both Eric McCready (Director from 1975 to
1979) and David Berreth (Assistant Director from 1976 to
1979) left the Elvehjem to assume positions in Texas and
Ohio respectively. At that time, Carlton Overland, Curator
of Collections, was appointed Acting Director but in effect
was obliged to fill the positions of Director, Assistant
Director and Curator for one-and-one-half years until
Katherine Harper Mead assumed the position of Director
in January of 1981. The decision was then made to publish
a composite Bulletin which would focus on the Elvehjem's
Tenth Anniversary, the celebration of which was held in
November of 1980. Consequently, the scope of this
Bulletin was expanded to cover a two-and-one-half year
period.

Scholarly articles were solicited early in 1981 that were to
treat the Tenth Anniversary acquisitions. The writing and
editing of these new articles caused further delays in
production schedules. It should also be noted that
Katherine Mead and Assistant Director Stephen C.
McGough (appointed in 1981) were actively engaged in
the editing process at the time of the Director’s tragic
death in July of 1983.

The activities treated here and the lists of FRIENDS and
contributors, as well as the staff listings, pertain to July
1978 through December 1980 only. However, allusion is
occasionally made to activities that fall between January
1981 and June 1983. That period will be dealt with in the
next Bulletin.

LH.

Cover Illustration: Kabuki Actors Iwai Kumesaburo and Ichikawa Danzd
by Utagawa Toyokuni (1769-1825) from the Edward Burr Van Vleck
Collection of Japanese Prints, bequest of John Hasbrouck Van Vleck.
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Report of the Director: 1978-79

he most important event of fiscal year 1978-79 was

the “happening” known as “The Art of Norway,
1750-1914,” the most extensive exhibition of that country’s
art ever held outside its boundaries. That exhibition raised
the Museum’s attendance to a record 130,000 visitors in
one year, some 35,000 above the previous total. Sixty-two
thousand visitors, nearly half the total, were counted
during the nine-week period of “The Art of Norway,"”
November 5, 1978—January 7, 1979. In addition, the fall of
1978 marked the beginning of the Forward with Wisconsin
campaign, a major fund-raising drive undertaken by the
University of Wisconsin Foundation under its executive
director Robert Rennebohm, with William Biers as its
national chairman. I am especially grateful for the ongoing
support of the Foundation, Dean E. David Cronon and his
associates in the College of Letters and Science, Chancellor
Irving Shain and his assistant Arthur Hove, and especially
the Museum staff for making 1978-79 a most successful
year. In addition, the Elvehjem Museum of Art Council
became increasingly active under the chairmanship of Mrs.
Joyce Bartell, supported by the efforts of John Bolz who
looked after the Museum'’s interest in the Forward with
Wisconsin campaign. The Elvehjem Museum of Art exists
not only as a scholarly resource tool for the University of
Wisconsin-Madison, but also for the State of Wisconsin.
For as the motto of the State has always been, “the
boundaries of the University are the boundaries of the
State.”

Summer

Twentieth-century sculpture was the focus of two major
exhibitions during the summer months. “Ernest Trova”
and “Gaston Lachaise, Sculpture and Drawings” were
shown at the Elvehjem during August, September and
October. The Lachaise Foundation was particularly
cooperative in making available to us a varied and unique
exhibition. The Elvehjem was also able to purchase a
Lachaise drawing with monies from the Elvehjem Museum
of Art Endowment Fund. Also during the summer Mark
and Helen Hooper from Manitowoc, Wisconsin, continued
their ongoing donation of twentieth-century European and
American prints. An English seventeenth-century oak

sideboard was given anonymously. Throughout this period
and beginning in July, extensive preparations for “The Art
of Norway"” exhibition took place in seven of the eight
fourth-floor galleries; repeatedly works of art had to be
moved around in order to keep as many of the important
permanent holdings on view as possible.

Fall

The first phase of the Elvehjem’s sculpture garden and
court was put in place when the large sculpture Mother
and Child by William Zorach, Gift of the Class of 1927,
was placed and all landscaping completed largely with
funds provided by the Class of 1928.

Installation of William Zorach’s cast bronze sculpture Mother and Child
(1927, Class of 1927 Gift purchase) in the Class of 1928 Forecourt of the
Elvehjem, facing University Avenue.

Funded by a $149,000 grant from the National
Endowment for the Humanities, and supported by a
federal indemnity from the Federal Council on the Arts
and Humanities, “The Art of Norway” was a cooperative
project involving the Elvehjem Museum, The Minneapolis
Institute of Arts and The Seattle Art Museum in this
country and the Nasjonalgalleriet, the Kunstindustrimuseet
and the Norsk Folke-museum in Oslo. Some 260 objects,
including paintings, furniture, textiles, and other decorative
arts, were included to represent Norway's “Second Golden



Chancellor Irving Shain, Crown Princess Sonja of Norway and Director
Eric S. McCready at the ribbon-cutting ceremony on November 3, 1979,
for “The Art of Norway.”

Age.” A gala three-day weekend of events celebrated the
opening of the exhibition.

Crown Princess Sonja of Norway officially cut the ribbon
during a private dinner party in the Museum on
November 3. The following night, 2,500 FRIENDS
attended the preview reception, and the public opening on
Sunday, November 5, similarly attracted 2,500 people.
Also on that day, Dr. Knut Berg, Director of the
Nasjonalgalleriet in Oslo and the principle liason in the
organizational effort, delivered a public lecture. Other

A group of elementary school children admiring the Christmas tree with
Norwegian decoration, on their way to “The Art of Norway,” exhibition.

dignitaries in attendance for the weekend festivities
included the Honcrable Seren Sommerfelt, the Norwegian
Ambassador to the United States; the Honorable Louis
Lerner, U.S. Ambassador to Norway; Lord Mayor Albert
Nordengen of the City of Oslo; Mayor Paul Soglin of the
City of Madison; U.S. Representative Robert Kastenmeier;
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Gallery installation of folk art in the exhibition “The Art of Norway.”

Alf Bee, Director of the City of Oslo Art Collections; and
Mr. Byron Ostby, Norwegian Consul for the State of
Wisconsin. The exhibition not only broke all previous
attendance records, it was also the focus of the most
intensive programming effort put forth by the Museum
staff, with numerous guided tours, craft demonstrations,
storytelling hours for children, concerts, lectures, and a
continuous twenty-minute audio-visual presentation. On
behalf of the Museum and the University, we again wish
to thank the participating institutions, foundations, and
individuals, both in the United States and abroad, who
made this exhibition possible.

In late autumn, several acquisitions were made to the
Museum’s permanent collection. Among them was a group
of paintings and lithographs of American life in the
nineteenth and twentieth centuries given to the Museum
by Amanda Berls of New York City; an eighteenth-century
Queen Anne dropleaf table was donated to the permanent
collection by Mrs. Coleman Woodbury of Madison; a
significant pastel by Edward Shinn entitled Green Door was
presented to the American collection by Mr. and Mrs.
Edward C. Jones of Fort Atkinson; sixty-seven Greek and
thirty-three Roman coins were added to the collection by
Mr. and Mrs. Arthur J. Frank; sixty-seven pieces of



Greek silver didrachm from Neopolis in Campania (300-241 B.C,) with the
diademed head of the water nymph Parthenope (obverse), and a flying
Nike crowning a man-headed bull (reverse). Gift of Mr. and Mrs. Arthur J.
Frank.

Chinese Export and nineteenth-century European porcelain
came from Mrs. John C. Cleaver of Milwaukee; three
Indian miniatures came from Mrs. Ernest C. Watson; an oil
sketch by Sanford Gifford plus a pencil sketch by William
Sidney Mount were given to the American collection by
Mr. and Mrs. Stuart P. Feld of New York City; and
seventy-four lithographs by Honoré Daumier were given
by Helen Wurdemann of Los Angeles. To all these donors,
the Elvehjem is truly grateful.

Winter

Following the closing of “The Art of Norway,” the
Museum opened a major retrospective of photographs by
Andreas Feininger and turned its attention to an exhibition
of Chinese scroll paintings from the Arthur M. Sackler
Collection of Chinese works of art on loan to the
Metropolitan Museum of Art. In conjunction with this
exhibition, a number of lectures and calligraphy
demonstrations were given.

Major acquisitions during the winter months included the
purchase of a painting by Walter Griffin entitled Scene at
Fleury, France, 1893. This is the first American
Impressionist painting to come into the permanent
collection. The purchase was made possible through the
generosity of the Thomas A. Brittingham Fund and the
Elvehjem Museum of Art Endowment Fund. Previously on
loan to the State Department office of Henry Kissinger, this

Greek silver didrachm from Velia in Lucania (4th century B.C.) with head
of Athena (obverse) and lion walking (reverse). Gift of Mr. and Mrs,
Arthur J. Frank.

acquisition now holds a central place in the Elvehjem’s
American collection. In addition, through the generosity of
the Earl O. Vits Endowment Fund, the Elvehjem acquired
an eighteenth-century portrait, Lady in Grey, by Thomas
Blackburn, the teacher of John Singleton Copley. Painted
in 1765, this signed and dated work adds depth to the
American holdings.

In January, Mark and Helen Hooper generously
contributed an additional forty prints to the Hooper
Collection. At the opening of “Studies in Connoisseurship:
Chinese Paintings from the Arthur M. Sackler Collection”
exhibition, it was announced that the Elvehjem Associates
had presented the Museum with a Roman limestone
portrait bust of a scribe from the Eastern Empire and
dating to the third century. In addition, the FRIENDS of
the Elvehjem Museum of Art voted to present the Museum
with a painting by Reynolds Beal entitled Provincetown
Waterfront, 1916.

Major works of ancient art were also acquired through gift
and purchase. These included an Attic White-Ground
Footed Mastoid-Skyphos of the Pistias Class “M" made
possible by the Cyril W. Nave Endowment Fund; 102
ancient Greek and Roman coins, gift of Mr. and Mrs.
Arthur ]. Frank; an Attic Black-Figure Komast Cup by the
KY painter funded through the generosity of the
Anonymous and the Humanistic Foundation Funds; and a
Rhodian/Corinthian Aryballos in the form of a helmeted



warrior's head purchased through the Emily Mead Baldwin
Bell Fund.

Spring

The Elvehjem Museum of Art was pleased during its
spring season to cooperate with other Midwestern art
museums in bringing “The Art of Russia, 1800-1850" to
the United States. Opening at the Elvehjem on March 21,
with a gala Russian ball, the exhibition was the core of a
number of other planned activities, including music,
theatre, dance, and lectures. In a lighter vein, concurrently

Scene at Fleury, France (1893) by Walter Griffin, Brittingham Fund and Endowment Fund purchase.

with “The Art of Russia,” the Elvehjem presented in
conjunction with the Santa Barbara Museum of Art
drawings and watercolors by George Cruikshank.

Two other exhibitions completed the program for the
1978-79 year: “Qil Sketches by Frederick E. Church,”
circulated by the Smithsonian Institution Traveling
Exhibition Service and “Chinese Snuff Bottles” from an
anonymous local collection,

New acquisitions made during the spring were also
significant. They included the gifts of ninety-four Oriental




Roman Bust of a Man Holding a Scroll (c. 3rd
century A.D.). Elvehjem Associates Fund purchase.

ceramics from Mrs. B.H. Risdon of Pacific Grove,
California, and three Corinthian and Rhodian animal
figures for the ancient collection which continues to gain in
strength and must be counted as one of the Elvehjem’s
most important collections.

The Elvehjem has served, and will continue to serve, a
public interested both in scholarship and quality. It was a
great pleasure for me being the Director of the Museum
during these years of critical growth and expansion.

Eric S. McCready



Report of the Acting Director/Curator: July 1979—December 1980

he beginning of the year-and-a-half period under

review here was a time of uncertainty for the
museum staff. The nearly simultaneous departures in early
July of Director Eric McCready and Assistant Director
David Berreth, both of whom assumed museum
directorships elsewhere, left the Museum with two vacant
positions in the administrative hierarchy. The first tasks for
a recycled acting director (who had previously filled the
same post in 1974-75) were therefore to become retrained
in administrative duties under the capable tutelage of
Program Assistant Ruth Struve and to become more
directly acquainted with non-curatorial program areas and
personnel. For the rest of the staff, the first few months of
the interim were a time of adjustment to a new
administrator and to generally increased responsibilities. At
the outset of this review, I wish to extend my
congratulations and gratitude to those staff members who
pulled together as a group so quickly and willingly to
ensure, eventually, a smooth and successful transition. I
would be remiss in not mentioning the special efforts
made by Curator of Education Anne Lambert, who took
over the public relations duties of the Museum in addition
to serving on the Search and Screen Committee for a new
director; Kathy Parks-Yoast, the Museum Shop Manager,
who assumed responsibility for seeing various museum
publications through production; the afore-mentioned Ruth
Struve for her general administrative assistance; and Lisa
Calden, Loni Hayman, Daniel Steen and Timothy Quigley,
who collectively alleviated the load of curatorial
responsibilties.

If those summer months of 1979 were a period of
readjustment, they were also a time of continuation. One
project which began in earnest during that summer and
which, as it turned out, was to last through the following
summer, was the photographic documentation of the entire
collection. This was carried out under a grant from the
National Endowment for the Arts and ultimately resulted
in the recording of 2,200 objects. This project not only
kept a photographer, Don Stott, busy for over a year, but
it also kept the Registrar’s office occupied with identifying,
indexing and filing negatives and contact sheets to insure
the systematic retrieval of information.
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By October, the staff had settled into its new situation and,
on the twenty-first of that month, the Museum unveiled its
major exhibition offering of the fall, “Chinese Export
Porcelain from the Ethel and Arthur Liebman Collection,”
a collection which has been housed in the museum since
1973 as gifts or intended gifts of Mr. and Mrs. John C.
Cleaver, This exhibition afforded visitors the chance to
view a truly impressive collection of Chinese porcelains
created for the Western market between the seventeenth
and early twentieth centuries.

Shortly after the opening of that exhibition, another event
occurred in Madison which, while it affected the Museum
and its staff only indirectly, had a symbolic importance. At
a luncheon at the Madison Club, former Director Eric
McCready was honored by receiving knighthood in the
Order of St. Olaf for his efforts in promoting Norwegian/
American relations through the “Art of Norway”
exhibition. A personal honor for Eric, and one well
deserved, I choose to believe that this honor carried with
it, if only vicariously, a recognition of the effort which the
entire staff put forth in organizing that exhibition.

Even before Eric’s knighthood, another development was
afoot which had its roots in “The Art of Norway”
exhibition. In mid-October, notification was received that a
grant application to the Brittingham Family Trust had been
approved, which would provide funding for a rotating loan
of paintings by Edvard Munch from the Munch Museum
in Oslo for two years. In late January, 1980, Alf Boe, the
director of the City of Oslo Art Collections (Oslo
Kommunes Kunstsamlinger), which includes the Munch
Museum, came to Madison, bringing with him the first
painting in the series, The Sick Child of 1926 (see article

p. 43). At the opening reception of “Bon a tirer:
Twentieth-Century Prints from the Permanent Collection”
on January 26, Mr. Bee, the painting and the loan program
were “unveiled.” The following day, Mr. Bee delivered a
public lecture on “The City of Oslo Art Collection.” The
choice of the first painting was especially appropriate to
the “Bon & tirer”” exhibition, since the featured and most
recent acquisition in that exhibition was Munch's etching
and drypoint of 1894 of the same subject, a print acquired



Gallery installation of “Bon 4 tirer: Twentieth-Century Prints from the
Permanent Collection” and The Sick Child (1927, signed and dated 1926)
by Edvard Munch, lent by the Munch Museum, Oslo. -

during the preceeding fall from a private collection (Frank
J. Sensenbrenner Endowment Fund purchase).

By the time “Bon a tirer” and The Sick Child were
introduced to the public, the curatorial staff,
characteristically, was deeply immersed in another project.
Assistant Curator Daniel Steen and myself, in collaboration
with Professor Narciso Menocal, architectural historian on
the Art History faculty, had undertaken during the fall the
organization of an exhibition devoted to the work of the
noteworthy (but previously little noted) Chicago
architectural firm of Keck and Keck, two brothers who had
pioneered passive solar heating during the 1930s. The
three of us poured over thousands of drawings and
photographs in the State Historical Society of Wisconsin
archives, selecting the works to be exhibited, and Professor
Menocal wrote an essay on the achievement of the
brothers Keck. We were aided in these endeavors by
William Keck, the younger of the brothers, who provided
additional materials and information. The “George Fred
Keck and William Keck: Architects” exhibition was
accompanied by a selection of watercolors by George Fred
Keck, the elder brother and an avid painter. With sadness,
I must record that the two exhibitions came too late for
George Fred Keck to see in person, being terminally ill at

the time and, unhappily, dead before the year 1980 was out.

The “George Fred Keck and William Keck: Architects”
exhibition was organized in conjunction with the annual
convention of the Society of Architectural Historians which
was held in Madison in mid-April. In addition to that
exhibition, two smaller exhibitions devoted to the work of
Frank Lloyd Wright were presented, one organized by the
Wright Foundation and the other by William Storer,
devoted to Wright's Usonian theory of domestic
architecture. The combined burden of the local
chairmanship of the SAH Convention, the organization of
the conference, the collaboration in the exhibition and a
normal teaching load required of Professor Menocal a truly
heroic effort.

By the spring of 1980, the entire Museum staff was
immersed in the plans for our Tenth Anniversary
celebration to be held in the fall. Victor Kord, then-
Chairman of the Department of Art, had proposed an
exhibition of the alumni artists from his department to
commemorate the fiftieth anniversary of the School of
Education of the University of Wisconsin-Madison campus.
Since that anniversary coincided with the Museum's tenth,
we agreed that it would be appropriate to share our

Opening reception of “Five Decades: Recent Works by Alumni of the
Department of Art,” the Tenth Anniversary celebration held on November
1, 1980. The two anniversary gifts displayed are Burchfield’s Migration of
Butterflies by Moonlight and Gottlieb’s Recurrent Apparition.
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celebrations. A committee comprised of Lisa Calden of the Meanwhile, throughout the spring and summer, significant

Museum staff and four Art Department faculty members acquisitions were being made by the Museum, both
(Professors Gibson Byrd, Richard Reese, Frederick Logan through purchases and gifts. In April, Elvehjem Museum
and Warrington Colescott) culled through hundreds of of Art Council Chairman Newman T. Halvorson and his
names, consulted with other faculty members and came up wife donated an acrylic-on-paper painting by Mark Tobey.
with an impressive group of graduates to represent the Shortly thereafter, Magne Malmanger, Curator of Paintings
Department of Art over the past “Five Decades.” at the Nasjonalgalleriet in Oslo, alerted us to the

Moonlight on the Coast (1852) by Johan Christian Dahl. Evjue Foundation Fund purchase.




availability of an oil sketch by Johan Christian Dahl, “the
father of Norwegian painting.” This fine piece was
available for purchase from a private collection in Norway,
and the transaction was completed through the generosity
of the Evjue Foundation. In May, through funds granted
by the Humanistic Foundation Committee of the Madison
campus, prints by Nancy Graves, John Cage, Robert
Indiana, Richard Hamilton, Allen Jones, Sam Francis, and
a cast-paper multiple by Frank Gallo were acquired. In
August, Mark and Helen Hooper gave fresh evidence of
their generosity by donating twenty-two prints by Stanley
William Hayter along with the first print by Georges
Braque to enter the collection. With the 1980 gift of eight
Greek and Roman coins, the Arthur . Frank Collection of
300 ancient coins (given over a four-year period) was
made complete. Most of the coins in this important
collection are on permanent display. In addition to in-kind
contributions, the Museum continued to receive cash
contributions from many people during the year-and-a-half
under consideration. While too numerous to mention here,
the continuing support of alumni and the FRIENDS of the
Museum is most appreciated.

During the spring semester, Curator of Education Anne
Lambert, working closely with Professor Barbara Buenger
of the Art History faculty, supervised several Art History
graduate students working on projects relating to the
Munch loan program. In early May Professor Robert
Rosenblum of Columbia University, a leading authority on
late-nineteenth century painting, delivered a public lecture
on “Munch as a Nineteenth-Century Artist.” That lecture
was sponsored by the Brittingham Family Trust Fund.
Over the course of the summer, Anne Lambert produced
an audio-visual program on “Edvard Munch: The Early
Years” which was available for viewing in the galleries
throughout the fall. In July, the first exchange of Munch
paintings took place. The Sick Child was returned to Oslo
and a new painting, Four Girls at Aasgaardstrand of

1904- 05, came to Madison.

The beginning of the fall semester brought with it
quickening activity devoted to the Tenth Anniversary
celebration. Margie Elwood, FRIENDS Coordinator,

together with Robert Rennebohm and Martha Taylor of
the University of Wisconsin Foundation, organized a
special “Tenth Anniversary Fund” drive, the response to
which over a period of several months was most
gratifying. Preparations on the “Five Decades” exhibition
continued apace, involving shipping sixty-five art works
from both coasts as well as from Mexico, Canada and
Europe,

Finally, on the first weekend in November, the gala
celebration occurred. On the night of October 31,
Chancellor Irving Shain hosted a dinner party at the
Madison Club for past and present members of the
Elvehjem Museum of Art Council. The honored guest was
Katherine Harper Mead, who a few months earlier had
been appointed as the new director of the Museum by
Dean E. David Cronon of the College of Letters and
Science. In addition to introducing Mrs. Mead and
welcoming her to the University, Chancellor Shain
announced that the Brittingham Family Trust had made a
special grant to the Museum occasioned by her assumption
of the directorship in January of 1981.

The following morning, November 1, the Elvehjem
Museum of Art Council gathered for its semi-annual
meeting, again with Mrs. Mead as the special guest. That
evening, the gala FRIENDS preview reception took place,
attended by 700 people including members of the
Department of Art faculty and exhibiting alumni/artists. At
a presentation ceremony recognizing the joint anniversaries
of the Museum and the School of Education, as well as
introducing Mrs. Mead to the FRIENDS membership, two
new and major acquisitions were featured, both specifically
occasioned by the Tenth Anniversary. The first was
Charles Burchfield's Migration of Butterflies by Moonlight of
1963 (see article p.26), gift of Mr. and Mrs. Newman T.
Halvorson. (Two other gifts, though not on view, were
also announced, the painting Birch Brush by Andrew
Wyeth of 1972, from William Beverly Murphy (see article
p. 38) and the lithograph La Modiste dressant un chapeau
of 1893 by Henri de Toulouse-Lautrec from Mr. and Mrs.
Gordon R. Walker.) The other featured acquisition, the
painting Recurrent Apparition, by Adolph Gottlieb of 1946
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(see article p. 14), deserves special attention since it was
the object of a most intense screening process. Professor
James Dennis of the Ait History department was brought
into the proceedings at an early date, and over a period of
several months, we reviewed and eliminated dozens upon
dozens of prospective works. The Gottlieb painting was
selected for its importance within the context of twentieth-
century American art. The purchase was made through
funds provided by the Elvehjem Associates and the
FRIENDS of the Elvehjem as well as from contributions to
the Tenth Anniversary Fund, including a special donation
from Mrs. Emily Mead Baldwin Bell. Thus, as had been
hoped, the Tenth Anniversary celebration provided the
impetus for major additions to the permanent collection.
The support of all those who contributed to the success of
that event is greatly appreciated.

With all the excitement and satisfaction generated by the
anniversary activities, that celebration, as it turned out,
proved not to be the emotional climax of 1980. We had
not yet had a chance to catch our breaths when we were
faced with a new and dramatic venture. Within a week of
the celebration, Emeritus Dean Mark Ingraham walked
into my office with a mysterious, yet impish, smile on his
face to inform me he had received unofficial word that the
Edward Burr Van Vleck collection of Japanese prints had
been bequeathed to the University. This collection was
well known in Madison, since it had been formed here
during the ‘teens and ‘twenties by Edward Burr Van Vleck,
then a professor of mathematics at Madison. The collection
had been inherited by his son, John Hasbrouck Van Vleck,
who, though he had grown up in Madison and had taught
for several years at the University, had spent most of his
academic career at Harvard University. While various
University officials had talked to Professor Van Vleck over
the years about leaving his father’s collection to the
Elvehjem, it was generally assumed that the collection
would go to Harvard. Thus, Dean Ingraham’s
announcement came as quite a surprise.

For three weeks, operating under a cloak of secrecy due to
concerns for Mrs. Van Vleck's security and aware of the
need to arrange quickly for the physical transfer of the
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Actor with Danjird-mon in role of Shibaraku (18th century) by Ippitsusai
Bunché. Bequest of John Hasbrouck Van Vleck.



“Fine Wind, Clear Morning” from the Thirty-six Views of Mount Fuji (c.1829-33) by Katsushika Hokusai. Bequest of John Hasbrouck Van Vleck.

collection to the Museum, we negotiated with Mrs. Van
Vleck's lawyers. Once arrangements had been made for
the appraisal necessary for estate purposes, Lisa Calden,
our registrar, and [ flew to Boston to pack and escort the
collection to Madison. The first week in December was
spent appraising, inventorying and packing the prints in
Mrs. Van Vleck’s Cambridge apartment, a process made
more frantic by the fact that the number of prints exceeded
the original estimate of 1,000 by almost three-fold. The
final count was 2,800 prints which were transported back
to Madison. For the remainder of the month and into

Y T Yl

1981, the curatorial staff was closeted in the basement,
unpacking and re-inventorying the collection, establishing
concordances, cross-listing the works and consulting
scholarly references. It was a learning experience for the
staff and an exciting one, with its future promise of
countless exhibition possibilities and a major resource for
study. As a result of the Van Vleck bequest, the Elvehjem
now has the second largest holding in Japanese prints for a
university museum in this country. Clearly, between the
Tenth Anniversary celebration and the Van Vleck bequest,
the period under review ended on a note of high optimism.

Carlton Overland



Adolph Gottlieb’s Recurrent Apparition

he oil painting of 1946 by Adolph Gottlieb, Recurrent

Apparition (Fig. 1), invites, as any good painting
must, appreciation as a singular aesthetic moment. From
that initial experience an understanding of the work as
part of the artist’s development may be determined by
noting its assimilation of modern stylistic conventions and
by recognizing its relationship to the contemporary
intellectual forces acting upon the artist at the time.

Traditionally proportioned, the canvas is one third greater
in horizontal length than in height. Divided into irregular

registers of twelve or thirteen unevenly rectangular
compartments, the painting avoids a strictly engineered
grid pattern. It also avoids strict symmetry, with its most
pronounced vertical accent rising to the right of center.
This black stamen-like shape outlined in white emerges
from between two joined, flat-topped forms that are
transformed into black cyclopic images by the introduction
of single eye-to-nose shapes, each with a ringed dot inside.
The stamen shape bisects a round helmet form scumbled
on either side with light pigment and perforated with a set
of eye holes and nostrils. It then swells upward into an

Fig. 1 Adolph Gottlieb, Recurrent Apparition, 1946, oil on canvas, 36"H., 54”W., Elvehjem Museum of Art. Elvehjem Associates Fund, Friends of the Elvehjem
Fund, Emily Mead Baldwin Bell Fund, and Tenth Anniversary Fund purchase.
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anther area that stands out against a softly focused
triangular pattern backed by the modulated orange that
serves as a field for most of the black shapes of the
painting.

The swollen stamen shape is repeated in the lower right
corner compartment where it circumvents the eyes, nose,
and circular mouth of a dark mask form. It is also
rhythmically reflected to the left by three stunted orange
nodules sitting in a row underneath the pinwheel tail of a
long white line that loops down around a third cyclopic
head form. The eye of the latter, surrounded by a blue-
grey tone and encircled by blemished white lines,
seemingly stares at the upper right corner of the painting
where a two-part square contains a complex configuration,
Of all the “apparitions” this particular one presents the
most sinister aspect. Against a dark narrow rectangle two
yellowish pointed hoods, attached to a horizontal base,
flank a scumbled, hallucinatory totem whose translucent,
long-necked head transmits radiating triple parentheses in
white. Three pairs of small round eyes are disrupted by a
scar across the left hood form that causes a tenuous order
of sight to realign itself vertically. As with the entire
painting, a symmetrical emphasis is thus thrown askew.
That this is the case may be judged by concentrating on
the three left-side compartments of the overall
composition. There, an arbitrary kite shape, lacking in
organic relevance to the other major components, abruptly
distracts from an otherwise total cohesiveness.

The eccentricities of composition and ambiguities of subject
matter in this work are shared with approximately five
hundred paintings by Gottlieb that he conceived as anti-
narrative “pictographs,” a word derived from Latin and
Greek roots meaning “to paint” and “to write”
respectively. As will be discussed, they developed in the
1940s following an early style of eclectic pictorial
generalizations abstracted from exterior views or still lifes.
The succeeding pictographs prefaced in process, if not to a
great degree in specific form, the climax of Gottlieb’s
expressionist powers dramatized in the Imaginary
Landscapes, and the Burst and Blast paintings of the fifties.

Transitional therefore characterizes such “pictographs” as
the Elvehjem’s Recurrent Apparition. Weary of repeatedly
drawing prescribed subject matter from external source
material directly observed, Gottlieb wished to give free
rein to both composition and content originating from his
imagination without premeditation or preliminary study. In
this effort his rise to a mature art of abstraction represents
a major trend among American painters of this period.
Influenced by earlier examples of Surrealism and by
theories of creative procedure learned from leading
Surrealists exiled in New York during World War II, many
contemporaries, including Mark Rothko, Arshile Gorky,
William Baziotes, and Jackson Pollock, created works that
bear a family resemblance to each other in their
transfigurations of imaginary plant and animal forms.! On
their way to unmistakably personal means of expression
they ostensibly released these abstract biomorphic symbols
from subconscious states in accordance with Freudian
means of pure psychic automatism, and thereby revealed
universal imagery that qualified for Jungian interpretation
as archetypes.

Like his immediate friends and associates in New York,
Gottlieb ultimately liberated his paintings from popular
modern European styles that had originated in Cézanne’s
precisely structured art, in Cubism, or in Picasso’s work of
the thirties. Through a desire to unite conception and
execution as a single act of intuitive expression, he
achieved a stylistic kinship, exemplified in Recurrent
Apparition, with the more abstract versions of Surrealism
identified by Mird, Tanguy and Matta. The “pictographs”
arbitrarily juxtaposed vaguely recognizable elements within
what Max Ernst had referred to as an indefinite border
region between the inner and outer worlds.?

In order to reach a profoundly abstract level of aesthetic
refinement, Gottlieb had to advance slowly through several
phases of figurative reduction. Though once a student at
the Arts Students League in 1919 under John Sloan,
Gottlieb had never adhered to conventions of urban
realism. He shunned its scenes of crowded tenement
streets, Coney Island, Union Square, or the Bowery. The
closest Gottlieb came to such subject matter or to anything
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Fig. 2 Adolph Gottlieb, Untitled (Gloucester Harbor Fisheries), c. 1933, oil
on linen, 17 7/8"H., 23 15/16"W., © 1979, Adolph and Esther
Gottlieb Foundation, Inc., New York.

remotely resembling local color occurred in paintings
executed in the coastal resorts of Gloucester and Rockport,
Massachusetts on summer visits beginning in the early
1930s (Fig. 2). His depictions, however, of harbors and
fisheries, dock buildings and boats, were condensed to
elementary means of concisely designed compositions. In
low-keyed color schemes of limited hues, they nevertheless
contrast abruptly sunlit surfaces against dark shadows
while tilting ground or floor planes to accompany flattened
figures onto the surface. Still lifes from the late thirties
include such random objects as cacti, gourds, and bones
collected during a two-year stay in Arizona (Fig. 3). Widely
spread out over tabletops that parallel the picture plane,
these focal forms and their minimal backgrounds continue
the pictorial abstraction employed in the Gloucester-
Rockport works.?

Approximately seven paintings done around 1940 conform
to popular notions of Surrealist imagery based on pictures
by Max Ernst, Salvador Dali, and Yves Tanguy. For
example, in Picnic, Box and Figures (Fig. 4), small, loosely
connected constructions of cones and spheres barely hold
together inside and outside an open-ended box that
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parallels a blue ground stripe receding to a horizon line. A
roughly sketched Brooklyn Bridge outlined against a
painterly sky further suggests dream imagery. Standardized
Surrealist devices on the part of Gottlieb may be
considered as a kind of rhetoric, statements intended to
counter the social realism and regionalism that dominated
painting in the United States throughout the thirties. His
turning to Surrealism provided an antidote to what he
referred to as “an enormous vacuum to be filled” in
American art. “I felt free to try anything, no matter how
absurd it seemed: what was there to lose?"

Gottlieb's effort to disassociate himself completely from
“artistic nationalism” and to rid himself of eclectic, stylistic
borrowings precipitated the pictographic phase of his
career beginning in 1942. Both his external revolt against
liberal traditions of modern painting and his new inner-
directed probes for a purely intuitive expression of
universal content were soon publicized in manifesto form

g .

Fig. 3 Adolph Gottlieb, Arizona Still Life, c. 1938, oil on pressed board,
36"H., 48"W., © 1981, Adolph and Esther Gottlieb Foundation, Inc,,
New York.

in a letter to The New York Times. This was written in
reaction to a critical review by New York Times art critic
Edward Alden Jewell in which he questioned a “new
globalism” in the Third Annual Exhibition of the
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Federation of Modern Painters and Sculptors held in June,
19435 Borrowing the term from the Federation’s catalogue,
which encouraged artists of the world meeting in America
to “accept cultural values on a truly global plane,”® Jewell
singled out a Gottlieb painting entitled The Rape of
Persephone and Mark Rothko’s The Syrian Bull as indicative
of this expanded view.

s il 2

Fig. 4 Adolph Gottlieb, Picnic (Box and Figures), c. 1939, oil on linen, 25
7/8"H., 33 7/8"W., 1981, Adolph and Esther Gottlieb Foundation,
Inc., New York.

Signed by both artists the letter to The New York Times
contains traces of Surrealist art theory while
circumventing, in favor of cryptic Jungian allusions,
Surrealism’s basic origins within Freudian psychoanalysis.
In the name of truth, flat forms and large shapes on the
picture plane are equated with “the simple expression of
the complex thought.” At the same time, not to be
inhibited by reason, art to them was an “unknown world,”
a world “of the imagination . .. fancy-free and violently
opposed to common sense.” While insisting that subject
matter must remain a crucial aspect of painting, they
considered only that which is “tragic and timeless” as
valid. Therein lies a “kinship with primitive and archaic
art.”” With such a universal frame of reference, Gottlieb’s

newly emerged pictographs could be related to Jung’s
assertion that recurring motifs, ranging from primitive or
ancient myths to the dreams of individuals, may be
interpreted as symbolic manifestations of a “collective
unconscious.”

As intuitive, indeed counter-rational, nonsequential
compositions the pictographs document an experience of
psychic automatism as advocated by André Breton in his
Freudian-inspired Surrealist manifestos.® In discussing his
pictographic process, Gottlieb essentially paraphrased
Surrealist theory.

I used the process that was similar to automatic writing, which
was using the method of free association. And I would start by
having an arbitrary division of the canvas into rough rectangular
areas, and with the process of free association I would put various
images and symbols within these compartments . . . it was purely
following an impulse, which was irrational, trying to use the
method of free association.’

In subject matter and content, however, the arbitrary
imagery of the pictographs, seemingly primordial, would
qualify in Jungian terms as psychic remainders from the
historical past. But whether Freudian or Jungian in
emphasis, difficulties of interpreting the pictographs
through analytical psychology multiply as repetitious head
forms, eyes, fish or bird shapes, and ambiguous
biomorphic forms gradually give way by the early fifties to
geometric shapes, circles, arrows, “x” intersections, and to
the increasingly pronounced vertical and horizontal
dividing lines, as exemplified in the last versions (Fig. 8).

Gottlieb’s initial pictographic “impulse” led him directly to
Freud’s source of incest analysis, the Oedipus legend,
which ostensibly represented a consistently recurring
psychological dilemma (Fig. 5). The eyes and hands, noses
and crowns that persist as the major motifs of the Oedipus
series, beginning in 1941 and ending around 1945, may
signify the king blinding himself but say little about the
desire of the son to murder his father and possess his
mother. The ordered disorder of imagery, spontaneously
compartmentalized with no hieratically paramount motif
was designated by the artist “as a stream of
consciousness” when he stated, “I disinterred some relics
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Fig. 5 Adolph Gottlieb, Eyes of Oedipus, 1941, oil on canvas, 32"H., 25"W.,
Private Collection, New York.

from the secret crypt of Melpomene . . . I juxtaposed my
pictograph images to be ultimately fused within the mind
of the beholder.”10

One can begin in any compartment, view the pictographic
paintings in any direction and formulate new relationships
through the random disposition of their primary elements.
Thereby any pair of images transubstantiates particulars.
Thus in Recurrent Apparition the image in the lower right
compartment reads as a dark mask with a bone nose, circle
mouth and tiny trapezia eyes. But invert the entire right
vertical area of the painting and the eyes relate to eight
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white teeth projecting over an unsightly tongue suspended
in a black void. The nose in the meantime becomes a
ragged phallus inserted into a narrow passage.

A free-associative randomness occurred repeatedly in
paintings by Paul Klee and the Uruguay-born, Paris-based
artist Joaquin Torres-Garcia, but their means of
composition as well as their pictographic aspects differ
respectively from those of Gottlieb. Neither seemed to
allow for random rearrangements and transformations of
overlapping imagery at the will or whim of the observer.
The pictographic multiplicity of the discrete, line-drawn
figures and flat shapes in Klee’s 1937 painting A Sheet of
Pictures (Fig. 6) acknowledges the schematic mode of
children’s picture writing, filling up the surface as if it were
an open space. In so doing, it forbids the motifs from
interchange in any direction, unlike the metamorphoses
allowed in Gottlieb’s painting.’ Otherwise the two artists
do have a common inclination among imaginative figural
abstractionists toward remote sources of exotic subject
matter. Long before the American in this case began his
collection of African miniature sculpture, from which he
doubtlessly absorbed primitive imagery, Klee had studied
examples of African, Oceanic, and Pre-Columbian art in
museums in Bern, Switzerland.”

Although at a glance compartmentalized, “Constructivist”
paintings by Torres-Garcia from the thirties appear to
anticipate Gottlieb pictographs, their ruled rectangular
divisions are more precisely grid-like and their “packaged”
items derive directly in technique from analytic Cubism
(Fig. 7). Consciously organized renderings of slightly
fragmented objects: tools, clocks, guitars, cups, bottles, and
fish, all neatly contained, divide into simulated low reliefs.
Stylistic contrasts aside, a more relevant preface to
Gottliebs concern for “spiritual kinship with primitive and
archaic art” was provided by Torres-Garcia’s written
theories of creative process. These are concisely contained
in a brief essay he published in a 1932 issue of Cercle et
Carré. Entitled “Raison et Nature” it urges artists to search
out the “great line”” of unity originating in a prehistoric
era, “base of thought and the base of ourselves.” His belief
that intuitive images of the artist belong with “historically
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Fig. 6 Paul Klee, Sheet of Pictures, oil on canvas, 23 1/2"H., 22 1/4"W., Phillips Collection, Washington, D.C.
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Fig. 7 Joaquin Torres-Garcia, Untitled, 1938, gouache on cardboard, 32"H.,
17"W., Albright-Knox Art Gallery, Buffalo. Gift of the Seymour H.
Knox Foundation, Inc., 1967.
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detached signs” engraved in the stone of ““lost”
civilizations equates Torres-Garcia’s art theory with
Gottlieb’s practice ten years later.”® To both may be
applied Jung's contention that primordial root images
emerge as archetypes from the personal unconscious.

The greater degree to which Gottlieb’s imaginative
personal motifs resemble particular designs or details of
tribal iconography in the arts and crafts of American
aborigines, the greater a coincidence it becomes. For
example, nineteenth-century Chilkat blankets woven in the
Tlingit tribes, the northernmost Indian tribes on the
northwest coast, provide instances of interchanging
stylized facial features, transformed in a vertical direction.
But, more precisely patterned than Gottlieb’s, and held
within a strict symmetry, compartmentalized eye, nose,
and mouth forms alternate in a decorative figure-field
relationship. Lights and darks take shape without the
intervening white or black lines of the painter.

Since Gottlieb professed his pictographic process to be
totally irrational and referred to those “symbols” which he
did not understand as his favorites, conclusive
interpretation of doodle-like images for immediate, let
alone universal, meanings was obviously never intended.!*
Systematic evaluation that attempts to detect and define
underlying patterns of symbol formation must
acknowledge a world of the imagination, “fancy free and
violently opposed to common sense.”’> As in several
paintings by Jackson Pollock in the early 1940s,
counteracting male and female imagery occurs in Gottlieb
pictographs from the time of Recurrent Apparition; this
duality may be interpreted as expressive of Jung’s
designation of opposite sexual instincts as animus and
anima. Benevolent or maleficent signs of either the
feminine personification in men, the anima, or the
masculine personification in women, the animus, could by
way of a Jungian exercise, be deciphered in such
pictographs as Sorceress, 1947, Oracle, 1947, Man Looking
at Woman, 1950.%

By 1947, however, the Cold War race to build a hydrogen
bomb underway, Gottlieb was speaking of more
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immediate, external crises as basic to the content of his
pictographs:

Different times require different images. Today when our
aspirations have been reduced to a desperate attempt to escape
from evil, and times are out of joint, our obsessive, subterranean
and pictographic images are the expression of the neurosis which
is our reality. To my mind certain so-called abstraction is not
abstraction at all. On the contrary, it is the realism of our time.”

This growing impulse toward an abstract realism
expressive of a new age ultimately excluded the
pictographs in favor of larger, more concise statements
created for “the impact of the unequivocal.”"® By the late
1940s the pictographs as such began to falter, when their
structural partitions became increasingly prominent,
threatening to close up the compartments completely and
eliminate in a painterly scramble the few remaining signs
and isolated geometric shapes. At best the results were
dynamically decorative canvases that continued into the
mid-fifties (Fig. 8).

In the meantime, by dividing a canvas horizontally into
two disparate parts, Gottlieb introduced his Imaginary
Landscapes series. From The Frozen Sounds, Number 1,
1951 (Fig. 9), through Saturnalia, 1962, each picture
separated into an “earth” area of dense, nondescriptive,
painterly strokes and an upper space of suspended
geometric shapes freely rendered. Although tenuous, some
connection with nature, always obscure and ex post facto,
was sensed by Gottlieb."” In keeping with the expanding
realities of their immediate times, his Imaginary
Landscapes by chance paralleled in appearance
photographs selected by the science-oriented, theorist-artist
Gyorgy Kepes for an exhibition at the Massachusetts
Institute of Technology in 1951 called, The New Landscape
in Art and Science.®® “Imperceptible” natural phenomena of

mass, space, movement, sound, and light photographed
through ultra-high speed telescopic, microscopic, telephoto,
and other technologically advanced lenses came into view
as beautiful interrelationships.?* With complementary
prescience to these, Gottlieb had been painting an inner
vision, a subjective awareness of physical realities beyond
immediate experience.

His understanding of this invisible surrounding had been
primed and prepared for by the intuitive signs and
symbols contained in the pictographs. Finally, in
monumental scale befitting the Space Age, Gottlieb split
his culminating paintings of the fifties into two basic
elements (Fig. 10). A blast area threatens an amorphous
volume hovering nearby in a vulnerable state of gaseous
flux. This polarization presents in aesthetic balance the
awful sublime of possible annihilation that terrorizes a
post-industrial, nuclear era. As an ultimate signal, it
supersedes the poetically ambiguous symbols summoned
from the unconscious, whether personal or collective, that
were registered in the compartments of a pictograph.

James M. Dennis
Professor of Art History
University of Wisconsin-Madison
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Fig. 8 Adolph Gottlieb, The Cadmium Sound, 1954, oil on canvas, 60”H.,72"W., © 1977, Adolph and Esther Gottlieb Foundation, Inc., New York
(Collection: Philadelphia Museum of Art).
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Fig. 10 Adolph Gottlieb, Exclamation,
1958, oil on canvas, 90"H., 72"'W.,
Private collection, New York.
Photograph courtesy Adolph and
Esther Gottlieb Foundation, Inc.,
New York.
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Charles Burchfield's Migration of Butterflies by Moonlight:

a Vision of Fantasy and Revelation

I n his journals Charles Burchfield (1893-1967) once
referred to himself as ““an inlander in spirit,” remarking
that hay or wheat fields seen on a windy, clear day lured
his imagination as much as the ocean would have.! The
description is apt in that the artist consistently chose his
subjects from the countryside near his home. Migration of
Butterflies by Moonlight (1963, Fig. 1), in the collection of
the Elvehjem Museum of Art, records such an habitual
episode of the natural world: a swarm of migrating
Monarch butterflies flitting through the moonlit sky above
a flowering meadow.? Yet the event sustains an edge of
miracle and mystery. This singular phenomenon of
butterfly migration has eluded complete scientific
explanation; and were such found, the arduous, continent-
spanning flight of these graceful creatures would remain
an awesome spectacle. Burchfield's portrayal of the event
enhances this aspect of the extraordinary. Through the
metamorphosis of form he worked on the familiar locale
and event and the artistic license he exercised with
biological fact—Monarchs usually roost at night—this
American watercolorist has led the viewer far beyond the
immediate, physical actualities into the realm of visionary
expenence.

Because Burchfield's pictures lack significant antecedents
among major formal developments in Western art and
evolve from his profound emotional attachment to his
subject, evaluation of the Elvehjem painting and of his art
in general should concentrate on the view of nature
presented. Within the context of American cultural history,
the artist's transformation of landscape may be better
appreciated as an outgrowth of the still active myth-
making that the promise of the New World has inspired
since its discovery and that has shaped American
depictions from the early nineteenth century onward.

In a major study of these myths of the land, historian
Roderick Nash explained their cultural function:

Wilderness was the basic ingredient of American civilization. From
the raw materials of the physical wilderness Americans built a
civilization; with the idea or symbol of wilderness they sought to
give that civilization identity and meaning?
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When its settlers began to gain an upper hand through
tilling, the uncultivated features and vast scale of the
waning wilderness came to be esteemed as a manifestation
of God and the virgin landscape, valued as a source of
aesthetic pleasure and moral benefit as well as national
identity. In the nineteenth century, paintings by Thomas
Cole, Asher B. Durand, and George Inness attest to this
growing reverence. Contemplation of their painted images
of nature was intended to transport audiences to
communion with the divine and a state of spiritual
renewal. As demonstrated by the careers of Burchfield,
Arthur Dove, Marsden Hartley, and John Marin, nature
paintings of our century have grown increasingly personal
and abstract in their interpretations. Nonetheless, in their
quest for transcendent values they retain allegiance to the
traditional mythic dimension of the land and American
landscape painting.

Burchfield’s quest produced the highly imaginative
landscapes of the pre-1920 and post-1943 periods, which
he considered his most significant work. Characteristically
these watercolors portray rural meadows and woodlands in
flux, transfigured by the artist’s romantic temperament and
his vitalist perception of life as the perpetual action of an
inexplicable force of energy. Migration of Butterflies by
Moonlight (Fig. 1) exemplifies the mature expression of his
lifelong dialogue with the nature order when his
interpretations had evolved from the earlier accountings of
specific events, heavily colored by the artist’s moods, to
the allegorical syntheses that celebrate the animating
impulses of nature.

Throughout the more than fifty years that he painted,
Burchfield, almost without exception, drew his subjects
from intimately known locales around his homes, first in
Salem, Ohio, and then in Gardenville, New York. During
his middle period, from approximately 1919 to 1943, this
preference took as its major focus the streets and aged
architecture of small towns that are interspersed with
details and close-up studies of developing technology.
Rendered in a stark, somber realism, these urbanized
landscapes established the artist’s reputation as a painter of
the American Scene. At the same time he continued to
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Fig. 1 Charles Burchfield, Migration of Butterflies by Moonlight, 1963, wat

Gift of Mr. and Mrs. Newman T. Halvorson.
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ercolor on paper, 32"H., 39"W., Elvehjem Museum of Art.
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experiment with the more inventive, abstract views of
nature that had preoccupied his early period, and in 1943
abandoned Main Street for the uncultivated countryside
and woods beyond. He also re-entered the province of
fantasy and childhood that had inspired the watercolors of
1917-19 and retained his partiality for the dynamic aspects
of the natural world: nature in process, as evidenced in the
transition of seasons, the changes in weather, atmospheric
and light conditions, and the sounds and movements of
birds and insects.

Representative of a genre of night subjects, which includes
the 1917 Starlit Woods (Fig. 2), the later The Sphinx and the
Milky Way (1946, Fig. 3), and Dandelion Seed Heads and the
Moon (1961-65, Fig. 4), Migration of Butterflies calls on the
complete range of thematic and formal conventions that
Burchfield had devised to convey the eerie nocturnal
vitality of nature in process. As the black and orange wing
patterns, swarm formation, and title denote, the watercolor
depicts the native American Monarch species in the flight
on its annual migration. The only butterfly to make such a
seasonal pilgrimage, the Monarch travels to the more
temperate southern climates in September and returns
north in the late spring or early summer.* In the Elvehjem
watercolor (Fig. 1), sequences of wing beats fill the silvery
sky above luxuriant masses of pink and lavender blossoms
and twinkling, black-eyed daisies that promise the
travelers an abundance of nectar on their continental
journey.

Like most of Burchfield’s compositions, this watercolor
summarizes the spectrum of organic activity, The radiant
energy of the sky gives intimations of the chemical
processes on which the plant and animal kingdoms
depend. The nectar-laden flowers and airborne butterflies
attest to the cooperative interaction that characterizes the
biological processes of propagation, evolution, and
survival. Through these carefully edited images of butterfly
migration, flowers, and nighttime heavens, Burchfield
realized an evocative juxtaposition of microcosm and
macrocosm. Through their implied appositions of unity
and variety, of the fragile and the omnipotent, of the
fugitive and the enduring, these images enjoin the viewer
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to ponder the intriguing contradiction and miracle that is
life.

To elaborate formally on the symbolic connotations of the
subject, the artist utilized a “grammar of expression,” as he
termed it. Initiated with the pre-1920 works and refined
after 1940, this “grammar” is not unlike certain practices
associated with Surrealism and includes the use of spatial
disjunctures, arbitrary alterations of size and scale, stylized
motif-conventions, and double images.® The reduction of
the landscape of Migration of Butterflies by Moonlight to a
narrow band of ground and broader area of sky enhances
the emblematic appearance and underscores the iconic
function. The restricted sense of depth allowed by these
planar zones counters the recessional thrust of the curling
stream of insects and impels the swarm into a high-relief
prominence, virtually overhead in the viewer’s space. The
resultant spatial tension stands as a subtle variation on the
theatrical effect witnessed in Starlit Woods (Fig 2). There, as
though targeted by a mental telescope, a tree-silhouetted
shaft of light leaps from the background to the picture
surface to command the onlooker’s notice. The outcome in
both instances is the same. Spatial contradictions reinforce
the significance of featured images and work to involve the
spectator physically as well as emotionally.

Adjustments in the size and scale of the landscape features
further enrich the symbolic import and encourage viewer
participation in an Alice-in-Wonderland experience. By
adopting the same low eye level and 1:2 ratio of land to
sky used for Starlit Woods, Burchfield has located the
meadow of Migration of Butterflies by Moonlight within the
cosmic scale of the universe and invited the audience to
join in a fantasy of miniature size.

Finally, calligraphic conventions serve as the basic nouns
and verbs of Burchfield’s “grammar.” They designate
nature’s denizen and the occasional detail of architecture,
monitor the artist’s emotional response, and augment the
visual record with reports of animal activity, wind,
weather, light, and heat. Curvilinear strokes of gray and
black pigment trace the flight path and wing beats of the
butterflies in the Elvehjem watercolor. Amplified in the
pale gray tones of the sky, these crescent forms describe
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Fig. 2 Charles Burchfield, Starlit Woods, 1917, watercolor on paper, 33 1/2"H., 22 1/4"W.,
Collection of Dr. and Mrs. Coleman Mopper.
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the beams of light emanating from the new moon.

In their most highly developed form, the calligraphic
motifs function as double images. While recognizable as
flowers, knotholes in trees, or windows, they bear a
secondary resemblance to human facial features and
convey a range of emotional states that the artist
formalized as “Conventions for Abstract Thoughts” and
illustrated in a 1917 notebook.® In Starlit Woods (Fig. 2),
moonlight falling on tree stumps transforms them into
malevolent, staring eyes, while the black, mouthlike cavern
of the tree hollow exudes a frowning menace. Likewise the
scowling pansies, and the comma configuration of Fear
and the twin-peaked form of Morbidness, used to describe
the windows of the houses and the middle-ground foliage
of The Sphinx and the Milky Way (Fig. 3), contribute to a
mood of foreboding.”

In his later years Burchfield handled these conventions in a
freer manner to register more generally and abstractly the
artist’s presence and nature’s dynamics. The facelike
character of the flowers has been played down in
Migration of Butterflies by Moonlight, and the rhythms of
plant growth, wing motion, and light waves integrated into
an all-over pattern of curvilinear brushstrokes that is
formally suggestive of a latent energy and harmony
unifying the natural world. Concurrently, the transparency
of the pigment and the levitating tendency of these
crescent passages of brushwork endow the scene with a
visionary aspect as they record the artist’s exultation in the
event,

Burchfield believed that the making of symbols is central
to the act of art and should be directed toward heightened
expressions of actuality.

An artist should paint, not what he sees in Nature, but what is
there . .. to do so, he invents symbols, which if properly used
make his work seem even more real than what is in front of him,
He does not try to by-pass Nature; his work is superior to
Nature’s surface appearance but not to its basic laws.?

In his works, the fusion of the real with the symbolic is
accomplished through the choice of select manifestations
of nature’s ongoing life processes and their portrayal as the
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artist’s empathetic experience of his subjects. Because their
images stimulate intuitive, sensory, and emotional
involvement as well as intellectual scrutiny, the
watercolors solicit an active participation from the
spectator. Under Burchfield's brush the natural world
becomes the resonator for human states of mind; in turn,
the human species in the person of the artist-spectator
empathizes with the vital conditions of plant, animal, and
chemical spheres of life.

In giving his intuition free exercise in the act of creation
and in his pictorial evocations of Nature Sublime,
Burchfield belongs to the tradition of Romanticism.
Throughout his career he exploited the highly sensitized
states of emotion that his regular expeditions in the out-of-
doors provoked. Enriched with sensations and associations
stirred by memories of similar moments the interpretive
promptings of emotion were integrated with his exhaustive
naturalist’s observations in the resultant visualizations.
During the teens, turbulent emotions aroused by particular
incidents guide and dominate his painted accounts.
Landscape features were reshaped in accordance with an
Expressionist intensity of feeling that he was experiencing
at the time but which also reflected his boyhood
attachment to nature.

Burchfield had discovered in the fields and woods
surrounding his home in Salem, Ohio, a substitute for the
close friend he lacked from the sixth grade to his junior
year in high school and habitually sought companionship
in the familiar rural landscape of Post's Woods and the
Little Beaver Stream. In the course of daylong expeditions
he explored and mapped the terrain, observed and
recorded signs of the changing seasons, weather
conditions, and animal habits, and collected assortments of
insects and tadpoles and plants for his wildflower garden.
Additionally, his investigations took a literary, artistic turn
in high school. At age fifteen he began to keep journals
and, by the time he graduated, had channeled his fervent
interest in nature into his second passion, art. After the
completion of a degree at the Cleveland School of Art and
a futile attempt at further study at the National Academy
of Design in New York, Burchfield suffered, as he
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Fig. 3 Charles Burchfield, The Sphinx and the Milky Way, 1946, watercolor on paper, 52 5/8"H., 44 3/4"W.,
Munson-Williams-Proctor Institute, Utica, New York.
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described in his journals, a period of emotional crisis.
Finding solace in nature once again, the young artist
turned this crisis gainfully toward his art. From his effort
to recreate nostalgic, childhood sensations of nature
emerged the first of his fantasy interpretations.

Echoing a journal description of a venture into Post’s
Woods, Starlit Woods (Fig. 2) remembers the intimidating
solitude of the forest at nightfall:

... a night walk over luminous fields—a wild wind out of the
southwest—I entered Post's Woods, fascinated by its awfulness,
but fled away in terror; as I had stood looking where nothing was,
two stumps suddenly appeared; the black north was awful.®

Such early paintings see nature as a mysterious, awesome
force that underlines human insignificance and arouses in
the spectator those responses of terror, astonishment, and
reverence that Edmund Burke associated with the Sublime,
as defined in his famous essay of 1752, “A Philosophical
Enquiry into the Origins of Our Ideas of the Sublime and
Beautiful.” In keeping with Burke’s requirements, the
sublimity of Starlit Woods depends on the implication of
great size or distance, rugged, irregular forms, darkness,
sharp contrasts of light and dark, and sensations of
suddenness. The trees tower darkly overhead, their spiky
branches and gaping hollows discouraging the viewer’s
passage. Beyond, a shower of silvery rays and the bend of
the horizon intimate the infinite expanse of the universe,
its powers felt in the pulsating blue-blackness of the sky
and twinkling cold lights of remote stars. Reduced to a
child’s size by the exaggerated scale of the trees and low
eye level, the viewer also shares childhood’s apprehension
as the baleful stares of moonlit stumps issue final warning
against the beckoning allure of the night.

A Romantic temperament continues to color Burchfield's
presentation of the natural world after 1943, but it loses
that edge of “Gothick” terror that lingers in The Sphinx and
the Milky Way (Fig. 3). Under the spell of the moon-filled
skies, the magical flight of the Monarch, and the
heavenbound reverberations of the brushwork, the epic-
scaled, nocturnal landscape of the Elvehjem watercolor
acquires a gentled aspect of sublimity. Tempered by the

32

guardianlike spectre of moonlight that signals the presence
of a beneficent deity, Nature Sublime now moves the artist
to jubilance. However, the energized character the artist
gave to Migration of Butterflies by Moonlight incorporates
the animation of natural process as well as the influence of
emotion.

In their allusions to the dynamics of the natural order,
Burchfield's watercolors from the early and especially the
late periods may be understood as responses to
contemporary concepts of reality which saw the essence of
life as energy and change. These concepts were notably
popularized through the writings of the French
philosopher Henri Bergson (1859-1941), in whom public
interest in America peaked between 1912 and 1917 after
the release of the English translation of Creative
Evolution.’® Charles Burchfield would have encountered
Bergsonian thought through his acknowledged
acquaintance with books by the well-known American
naturalist John Burroughs, whose thinking was shaped by
this vitalist philosophy.

Always a reader, the artist had made nature the subject of
an intense literary review the year between his graduation
from high school and enrollment at the Cleveland School
of Art. His selections included Thoreau’s Walden and all
that he could find written by the prolific Burroughs—his
devotion to the latter evidenced by the patterning of his
own journals after those of Burroughs.! In all likelihood,
therefore, Burchfield would have eagerly sought out his
mentor’s The Breath of Life when it appeared in 1915.2
Probing exhaustively into the mystery of life, its origins
and essential, distinguishing properties, this book drew
heavily on the philosophy of Henri Bergson and quoted at
length from Creative Evolution. Burroughs’ advocacy of
Bergson's theory here and in other writings of this time,
combined with the Frenchman'’s poetic, imaginative literary
style, would have offered an attractive inducement for
Burchfield’s further attention to a vitalist-defined Nature.™
The close parallels that may be drawn between
Burchfield’s thought and visual interpretation and
Bergson’s outlook attest to such a period of attentiveness
and influence.



Charles Burchfield

Fig. 4 Charles Burchfield, Dandelion Seed Heads and the Moon, 1961-65, watercolor on paper,
54 3/4"H., 38 1/2"W. Private Collection, Courtesy of Kennedy Galleries, Inc., New York.
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Burchfield's portrayal of nature as ongoing process, as
matter penetrated by an animating force, is sympathetic to
fundamental theories set forth by Henri Bergson in his
Creative Evolution. Bergson conceived the essence of life to
be élan vital, an impetus which, while opposed by the
inertia of matter, continues to progress undiminished:

At a certain moment, in certain points of space, a visible current
has taken rise; this current of life, traversing the bodies it has
organized one after another, passing from generation to
generation, has become divided amongst species and distributed
amongst individuals without losing anything of its force, rather
intensifying in proportion to its advance.™

He premised his concept on the workings of human
consciousness, including both rational and intuitional
faculties. Using this same model, the philosopher also
derived a notion of psychological time, which he
designated as duration (la durée). Defined in terms of the
individual’s awareness, duration involves the activity of
intuition and its simultaneous sensing of past, present, and
future, which he likened to the rolling actions of a
snowball. Duration enfolds memory with perception,
sensation, and anticipation. Bergson associated this state of
perpetual becoming with three orders of activity:
“extensive,” as in a physical or mechanical movement,
extending action into space; “qualitative,” as in a chemical
change; and “evolutionary,” as in the transformation of
larva into nymph into insect, or as in the mutation of a
species. It is Bergson’s élan vital and the dynamic process
of life it perpetuates, as they are encountered through
these three manifestations of material transformation and
experienced in duration, that serve as the engendering
agents and subjects of Burchfield’s symbol-making and the
formal revisions he imposed on the landspace.

Basic to the thoroughgoing animation of Burchfield’s
nature compositions are the “extensive” and “qualitative”
demonstrations of vital motion. The interwoven strokes of
blue-black pigment and white dots of starlight that activate
the winter sky of Starlit Woods (Fig. 2) and the swirling
masses of gray-blue heavens and clouds and windswept
trees that issue from the lunar eye of Dandelion Seed Heads
and the Moon (Fig. 4) testify to the earth’s rotation and
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surface air currents. The celestial-bound crescent forms of
Migration of Butterflies by Moonlight encompass both
mechanical and chemical dimensions of vitality in their
designation of plant, growth, wing motion, and light
waves and imply a universe whose core is pure energy.

During the last two decades of his career, when poor
health curtailed his outdoor activity, Burchfield turned
from a narrative construct derived from specific experiences
to compose scenes according to a more inventive scheme
of allegory. These proceed thematically from the artist’s
growing preoccupation with the “evolutionary” aspects of
Bergson's vital order. Migration of Butterflies by Moonlight
follows the lead of Dandelion Seed Heads and the Moon,
affirms the fundamentally progressive, creative character
that Bergson had attributed to élan vital and evolution:

The essential thing is the continuous progress indefinitely pursued,
an invisible progress on which each visible organism rides during
the short interval of time given it to live.

Now, the more we fix our attention on this continuity of life, the
more we see that organic evolution resembles the evolution of a
consciousness in which the past presses against the present and
causes the upspring of a new form of consciousness,
incommensurable with its antecedents.®

The watercolors acknowledge that principle of innovative
development in drawing their imagery from the capsulized
demonstrations of evolution that may be identified with
the butterfly and flower, their metamorphic cycles of
growth and the adaptive capability responsible for the
dandelion seed parachute and Monarch’s migratory
instinct.

In both pictures the abstract configurations of their
compositions complement the Bergsonian imagery. They
reiterate formally the basic definitions of genesis and
evolution and parallel certain metaphors the philosopher
employed to clarify his concept of reality. The lunar center,
circular orbit, and spiral expansion of the vortex organizing
the sky of Dandelion Seed Heads and the Moon allude to the
primordial impulse of élan vital, its perpetual motion and
progressive, cumulative results that Bergson envisioned in
Creative Evolution as a wavelike, circular pulsation:
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From our point of view, life appears in its entirety as an immense
wave which, starting from a center, spreads outwards, and which
on almost the whole of its circumference is stopped and converted
into oscillation: at one single point the obstacle has been forced,
the impulsion has passed freely.!*

The ascending pattern of crescent profiles of the Elvehjem
watercolor recalls Bergson's comparison of the generative
action of élan vital to that of a rising current that
penetrates, uplifts, and sustains the opposing inertia of
matter for a time in a condition of life: “Life as a whole
... will appear as a wave which rises, and which is
opposed by the descending movement of matter.”"

In his inquiry, the French philosopher had systematically
investigated origins and properties of the vital order within
the context of current scientific evidence. Finding no
satisfactory answers from this review, he ultimately
assumed a more subjective, empirical approach to the
issue, utilizing the data of his consciousness. He concluded
that although élan vital is a useful image for explaining the
nature of life, in actuality life “is of the psychological
order, and it is the essence of the psychical to enfold a
confused plurality of interpenetrating terms.”*® The
psychological order is antithetical to the linear
compartmentalizing that characterizes the exercise of
intellect; any attempt to probe the secret and mystery of
life, he insisted, must rely on intuitive modes of knowing,
which preserve this quintessential multiplicity:

While intelligence treats everything mechanically, instinct
proceeds, so to speak, organically. If the consciousness that
slumbers in it should awake, if it were wound up into knowledge
instead of being wound off into action, if we could ask and it
could replay, it would give up to us the most intimate secrets of
life. For it only carries out further the work by which life
organizes matter ... "

Conditioned as is our mind to the habit of intelligence, the
effort to sustain an intuitive state requires a violent, painful
exertion of the will and in the end can be maintained only
momentarily. However, if such a routine of interaction
between the mind and nature is established, a prolonged
state may be possible.?’ Likewise, the experience of art, as
Bergson explained in his essay Laughter, may provide some

sensation of that primordial push of life, since the
realizations of art incorporate a presocial, precivilized
aspect of self and existence and their creation and
appreciation presuppose the subjective mental processes.
The art object and its encounter can bring the viewer into
contact with i

certain rhythms of life and breath that are closer to man than his
inmost feelings . ... It also seems as if an appeal had been made
within us to certain ancestral memories belonging to a far-away
past—memories so deep-seated and so foreign to our present life
that this latter, for a moment, seems something unreal and
unconventional, for which we shall have to serve a fresh
apprenticeship.?*

With the attempt to regain his boyhood perspective on
nature, which started in 1916, there evolved in Charles
Burchfield an elusive sensation he termed “North.”
Associated in the mind of the artist with the geographic
direction, this intuition evoked images of woods,
blackness, night, thunderheads, crows, August evenings,
remoteness, childhood, the elemental, and, above all,
mystery, and frequently generated the imagery and themes
of his paintings up to 1920 and after 1943. Visions of the
“North” as “strange phantom lands” and “enormous
moonlit cliffs with water roaring at their bases” would
unexpectedly claim his thoughts while he was at art school
in Cleveland. At times they became more frightening as he
reported in the nocturnal Post’s Woods incident.
Sensations of the “North” would captivate Burchfield
throughout his life. They gradually lost their intimidating
tone but continued to conjure up images of a primeval or
ultimate state of nature, vast spaces, and qualities of
remoteness, elusiveness, and mystery. Finally, in a journal
entry from 1954, the artist filled out the description of this
unknown land of his imagination. Referring to the
“North” as “a thing I am always aiming at and hoping to
achieve,” he queried its origins:

Some fabulous Northland unlike any place on earth—a land of
deep water-filled gashes in the earth; old lichen-covered cliffs and
mesas, with black spruce forests reflected in the pools, against
which white swans gleam miraculously. This romantic land of the
imagination, the mysterious north that has haunted me since I was
a boy—it does not really exist, but how did it come into being?*?
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As evidenced by this series of descriptions, Burchfield's
creative pursuit of the Northland bears an uncanny
resemblance to Bergson’s philosophical quest of élan vital
and its encounter through the work of art. The artist, like
the philosopher, characterized his object of endeavor as
something elemental and intimately known yet forever
obscure. As with élan vital, the first appearance of the
“North” can be located but its origins remain a mystery.
So, too, its presence can be intuitively sensed and palpably
felt but its existence can never quite be tangibly confirmed
or rationally verified. In tandem with the complement of
associations it elicited and the pictorial metamorphosis of
nature it nurtured, Burchfield’s tantalizing sensation of
“North” may be interpreted in Bergsonian terms as the
artist’s experience of élan vital in duration—a mystical
revelation of life as sensed in the consciousness and as
manifest in the natural order of favorite outdoor haunts.

In some instances, the pictures of the last decade
incorporate conventional religious connotations of
transcendence into the Bergsonian equivalent, that is, the
progressive, perpetual becoming of the vital order. Such is
the case with Migration of Butterflies by Moonlight. In
addition to the obvious reference of the moonlight
apparition, the subjects of metamorphosis and migration
represented by the Monarch butterflies in themselves
introduce an extensive body of philosophical, religious
associations. Traditionally, the butterfly has been regarded
as a symbol of the human soul and its flight and
metamorphosis linked to the passage of the soul through
an earthly existence into the eternal realm of the spirit.
This symbolism is wide-ranging both historically and
geographically.” In Christian iconography, the butterfly
signifies the resurrected soul and the life cycle of
caterpillar, chrysalis, and butterfly denotes life, death and
resurrection. In closer historical proximity to Burchfield, the
butterfly as a sign of the soul departed became a popular
motif for grassroots tomb sculpture in Europe and the
United States during the Greek revival of the nineteenth
century.® Consequently, Migration of Butterflies by
Moonlight may also be interpreted as an image of
resurrection or, from a Platonic point of view, as an
expression of man’s inherent yearning and quest for
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eternal, spiritual being. Such matters were of imminent
concern to the elderly artist, who would die in 1967, and
such a spiritual orientation would explain Burchfield's
departure from fact in placing the event in an infinite
expanse of silvery, moonlit heavens.

In the course of his late period and especially during the
last decade of his life, Charles Burchfield’s painted
transformations come to rely less and less on the
anthropomorphic redefinition of nature witnessed in such
early works as Starlit Woods. The motif-conventions lose
their human reference and function as iconic emblems of
natural features, with occasional, explicitly religious
overtones. The subjects no longer refer exclusively to
particularized incidents nor inventory the varieties of plant
and animal species belonging to a specific locale and
season. The views become symbolic landscapes of cosmic
magnitude and feature credible, but pared-down syntheses
of details. Carefully chosen for their symbolic evocations,
these edited images of nature probe beneath external
appearances in search of ultimate meanings and imply a
merging of self with the natural order to that end.

Exemplary of this transcendent expression, Migration of
Butterflies by Moonlight presents an apocalyptic moment of
vitalist insight, of religious revelation, when nature sheds
its everyday material being to disclose the pulsing
substance of its life force, when spirit departs from its
earthly abode to return to its divine, heavenly origin.
Testifying to an experience of visionary wisdom, the
Elvehjem watercolor conveys that universal intuition of life
as fragile, transient yet enduring, pungent yet elusive,
habitual yet miraculous. This poignant contradiction that is
life assailed Charles Burchfield once again when, on a
summer’s night in his mind’s eye, Monarch butterflies
guided by the benevolent specter of silver moon beams,
filled the fragrant air above a lush, blooming meadow with
the graceful ritual of their seasonal migration.

Arlette Klaric
Ph.D. Candidate
Department of Art History

University of Wisconsin-Madison



Charles Burchfield

Footnotes

1. Quoted in John I. H. Baur, Charles Burchfield (New York: Published for
the Whitney Museum of American Art by Macmillan, 1956), p. 61.

2. The watercolor was presented to the Museum in 1980 by Mr. and Mrs.
Newman T. Halvorson on the occasion of the Museum’s tenth
anniversary. It was previously shown at the Elvehjem as part of the
inaugural exhibition in 1970.

3. Roderick Nash, Errand into Wilderness (rev. ed.; New Haven: Yale,
1977), p. xv.

4. Robert Michael Pyle, The Audubon Society Field Guide to North American
Butterflies (New York: Knopf, 1981), pp. 711-12.

5. Charles Burchfield, Journals, February 11, 1915. Quoted in Nancy
Ketchiff, “The Invisible Made Visible: Sound Imagery in the Early
Watercolors of Charles Burchfield” (Ph.D. thesis, University of North
Carolina, Chapel Hill, 1977), p. 16.

6. Numbering about twenty, these motifs represent a range of
predominantly gloomy moods such as Fear, Morbidness, Dangerous
Brooding, Insanity, Menace and Fascination of Evil. In her study, Nancy
Ketchiff evaluated Charles Burchfield’s use of conventions of abstract form
to give visible form to unseen, evocative aspects of his encounters with
nature, namely, to sounds and his emotional responses. She related these
aspects of his landscapes to the general interest among the arts of the late
nineteenth and early twentieth centuries in synaesthesia and argues that
Burchfield's formal conventions are indebted to theosophic ideas set forth
in Charles W. Leadbeater’s and Annie Besant’s Thought-Forms of 1905.

7. Baur, p. 31.

8. “Thoughts on an ‘Artist's Viewpoint,”” in Lee Nordness and Allen S.
Weller, eds., Art ULS.A. Now (New York: Viking, 1963), Vol. I, p. 64.

9. Quoted in Baur, p. 25.

10. Henri Bergson, Creative Evolution, authorized trans. Arthur Mitchell
(New York: Holt, 1911). For a more detailed account of Bergson’s
popularity in the United States during these years and his first visit to this
country in 1913, see Henry F. May, The End of American Innocence (New
York: Knopf, 1959), p. 228.

11. Baur, p. 19. Matthew Baigell also discussed the influence of Burroughs
in his monograph, Charles Burchfield (New York: Watson-Guptill, 1976),
pp. 25-31.

12. John Burroughs, The Breath of Life (New York: Houghton Mifflin,
1915).

13. For example, Burroughs wrote an essay tribute, “A Prophet of the
Soul,” first published in the Atlantic Monthly in January 1913, and then
reprinted in his book Under the Apple-Trees (1916). The naturalist here
emphasized the appeal of Bergson's thought for the creatively inclined
artist, poet, or writer.

14, Bergson, Creative Evolution, p. 26,
15. Idem.

16. Ibid., p. 266.

17. Ibid., p. 269.

18. Ibid., p. 257.

19. Ibid., p. 165.

20. Ibid., pp. 237-38.

21. Henri Bergson, Laughter; an Essay on the Meaning of the Comic,
authorized trans. Cloudesley, Brereton and Fred Rothwell (London:
Macmillan, 1911), pp. 156, 160.

22. Journals, 1954, quoted in Baur, p. 11.

23, For a brief summary on the symbolism associated with the butterfly,
see Jo Brewer and Kjell B. Sandved, Butterflies (New York: Harry N.
Abrams, 1976), pp. 41-54. See also Sir James George Frazer, The Golden
Bough; a Study in Magic and Religion (New York: Macmillan, 1953), Vol.
111, pp. 29, 41, and 51; and Vol. VIII, pp. 290, 291, and 296; Kenneth
Clark, intro., Dictionary of Subjects and Symbols in Art (New York: Harper
and Row Icon Editions, 1974), p. 54.

24. Of particular interest here is the example of an American tombstone
which utlizes a Monarch butterfly and which is reproduced in Brewer and
Sandved, Butterflies, pp. 46-47. One wonders whether Burchfield’s choice

is merely coincidental, given the almost universally recognized association,

or whether such a specific source might in fact have inspired the artist.
The issue would require further research in both areas.

37



38

Birch Brush: The Commonplace and the Universal

Andrew Wyeth’s Birch Brush of 1972 at first glance
seems quite commonplace in subject matter. A pile
of birch brush rest precariously upon a large stone behind
which stretches the dark forest interior. The brush, slightly
off-center, is conveniently framed by the upright slender
birches on each side; the slope of the rock pulls the
viewer’s eye to the brush, and the shadow of the left birch
tree in turn draws his eye to the background. This
deceptively simple scene, so skillfully composed
exemplifies the qualities of Wyeth’s work that have
aroused the praise of Wyeth’s worshippers on the one
hand, and the censor of modernist critics who begrudge
his popularity, on the other.

As Susan B. Meyer points out in “Random Thoughts on
the Most Famous Painter in America,” both groups appear
to be reacting to the most literal features of Wyeth's work,
“his realism, his dazzling technique, and rural subjects
erroneously labeled ‘nostalgic.” " According to Meyer:

If the worshippers looked beneath the surface, their faith might
well be shaken; likewise, the critics just might discover that they
too, had been misled by Wyeth’s pyrotechnics.!

This preoccupation with “pyrotechnics” has thus caused
admirers and critics to overlook key issues of Wyeth's art,
issues which raise his painting above the level of the
“commonplace” or “nostalgic” to one with more profound
implications. Indeed, as Meyer stresses, “Wyeth's art is far
more complex than either group . .. wants to
acknowledge” for ironically Wyeth views himself as a
progressive artist of the twentieth century: “I think today
the abstractionists are the conservatives and I'm the
modernist.”? To Wyeth, the “abstractionist” artists avoid
the challenge that reality presents:

The abstractionists obliterate the object because it's one way of
escaping perfunctory picturesqueness. Then it's easier because you
don’t have that goddam thing of subject matter, an object standing
in your way. You've just got color and mood. But I'd never be
satisfied with that. Why can’t we have reality too, so we can
understand it? Does it have to be gibberish?®

Wyeth sees his genius in his ability to assimilate abstract
formal values into a scheme of reality. In fact, he considers

himself an abstractionist:

A lot of people say I've brought realism back—they try to tie me
up with Eakins and Winslow Homer. To my mind, they are
mistaken. I honestly consider myself an abstractionist. Eakins’
figures actually breathe in the frame. My people, my objects,
breathe in a different way; there’s another core—an excitement
that's definitely abstract.®

The nature of Wyeth's realism is also raised by Wanda
Corn who questions whether Wyeth continues the
landscape traditions of nineteenth-century art or is a self-
appointed twentieth-century “realist” interpreting what
remains of pastoral America. In her study of the artist,
Corn finally resolves:

Perhaps it is entirely misleading to call an artist a ‘realist’ who,
time and time again, is drawn to the same models, the same farms
and weathered houses, and to the same blighted seasons of the
year.®

Wyeth’s painting, Corn continues, must be understood
within the framework of his “psychic universe,” one
consisting of the artist’s personal associations with the
object and the universal metaphors he creates. As Wyeth
himself writes:

You have to peer beneath the surface. The commonplace is the
thing, but it's hard to find. Then, if you believe in it, have a love
for it, this specific thing will become a universal.¢

This statement echoes the words of Henry David Thoreau
in Walden. Also present in spirit is the modern poet Robert
Frost. In his poem For Once, Then, Something, Frost looks
into a well, through his reflection and sees a white and yet
uncertain shape. He thinks it may be the truth or just a
quartz pebble, but concludes that at least, for once, it is
something. Wyeth, it is known, was brought up by his
father on the writings of Frost, Whitman, and Thoreau. As
an adult he made frequent voyages to Walden Pond and
considered Thoreau the “springhead for almost every
move [ can make, except in the intimate matters that
transpire between a man and a woman. ..."”

Wyeth's Birch Brush consequently acquires both a deeper
and broader significance when seen in relationship to the
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Andrew Wyeth, Birch Brush, 1972, dry brush watercolor on paper, 22”H., 30”W., Elvehjem Museum of Art. Gift of William Beverly Murphy.
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literature admired by the artist. Comparison with earlier
nineteenth-century American painting as well as that of
the twentieth century will likewise show him to be a
product of a vision linking two centuries of art.

Birch Brush is a combination of two techniques, watercolor
and drybrush. This combination allows the artist the
freedom of the fluid watercolor medium countered by the
restraint of drawing in drybrush. Likewise, Wyeth states
that although he is emotional, he is also a calm
mathematician. He chooses tempera because it is a “dull
medium” whose minute strokes “put a break” on his real
messiness. The “wild” side comes out in his watercolors.®
In his combination of dry-brush and wet watercolor in
Birch Brush, the foreground appears more detailed and
controlled while the background remains scumbled and
freer. Such combinations of painting techniques appear
throughout Wyeth's art, the artist often using
simultaneously in one painting a disciplined, drawing-like
style alongside a loose, quick, painterly touch.

This juxtaposition of differing manners recalls works by
Thomas Eakins, who likewise combines cool mathematical
precision with painterly freedom. Barbara Novak observes
that in Eakins’ Max Schmitt in a Single Scull certain sections
such as the lefthand trees, having a lighter and more
spontaneous stroke, seem to be painted on the spot,
whereas, in other sections, in particular the figure of
Schmitt, the sharp focus and tight rendering suggest a
studio portrait.® In discussing his working method, Eakins
anticipates Wyeth’s statement about combining the
emotional with the cool and mathematical.

In a big picture you can see what o’clock it is, afternoon or
morning, if it's hot or cold, winter or summer and what kind of
people are there . . . but at the very first combination no man, and
least of all himself, could ever disentangle the feelings that
animated him just then, and refer each one to its right place.”

Thus, the rather widespread criticism that Wyeth is too
literal, too “photographic,” should certainly be questioned
for its lack of discernment, lack of true examination of the
painter’s working method. Indeed, Birch Brush is anything
but painstakingly detailed and the viewer is hard-pressed
to see the “every blade of grass” exactitude mistakenly
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associated with Wyeth'’s art. In contrast to the “objective
truth to nature” approach found in such works as Asher B.
Durand'’s Study from Nature: Rocks and Trees from the mid-
1850s, Wyeth's approach is one which subjectively
arranges nature. In Rocks and Trees Durand paints a literal
transcription of nature which, in his own words, forms “a
beautiful composition without need of change or
adaption.”!! Wyeth's painting, on the other hand, is
“interpretive,” as the composition is imposed upon nature
to reveal the hand of the artist. Like Eakins and Homer,
Wyeth uses tangible reality as a point of departure toward
a “romantic” realism, or “pictorial fiction.”? Jay Jacobs
points out in “Andrew Wyeth—An Unsentimental
Appraisal” that:

Wyeth’s method of recreating visual phenomena is steeped in
subjectivity, all manner of non-visual associations and even tactile
investigation . . . Wyeth's style is linear and literary. It also leans
heavily on a use of texture that again, has nothing whatever to do
with the processes of visual perception.”®

Jacobs alludes to Young America as an example of a Wyeth
painting where the textures of a bicycle and the grass
appear to be the same. Similarly, in the Elvehjem’s picture
one cannot, in viewing isolated passages identify the
objects by texture. As in paintings by Eakins, Homer, and
Hopper, objects in a Wyeth painting differ only in their
contour, placement and tone, Wyeth experiments with
abstract values of light and dark and uses reality to
construct formal patterns. At its most basic Birch Brush
consists of a light foreground set of objects or shapes
placed against a darker mysterious background. Not
brilliant in color, the forest is painted in grays and browns
throughout, except for a small area of blue sky in the
upper left and a patch of green on the large rock. The
painting’s richness of surface is thus achieved through the
tonal contrasts, of the brightly lit rock, the birch brush,
and the silver birches with the shadowy forest interior.
Like Hopper in his famous Nighthawks, Wyeth creates a
sense of mystery in the surrounding shaded areas that sink
into a black darkness. In agreement with a Hopper
pronouncement, Wyeth's goal is to make “the most exact
transcription possible of my most intimate impressions of
nature.”*
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Critics of Wyeth contend that he is unoriginal,
nonprogressive, and consequently not worthy of
widespread admiration. To Jay Jacobs, “Wyeth . .. has
neither advanced nor impeded the course of art in his
time. He is an anachronistic loner who gets in nobody's
way."?® To Brian O'Doherty, “his work is in the same
impeccable area as the Fourth of July and Mother’s Day.”'¢
Neither recognizes the personal vision and associations,
the romantic dreams, and the symbolic suggestions
underlying Wyeth’s construction of nature. Like Homer in
his 1880 sea paintings or Hopper in his New York street
scenes, Wyeth not only registers his own feelings, but
strives for a universal statement. In his article “Before the
Squalor,” Alfred Werner suggests that twentieth-century
artists of nature such as Wyeth “have become painfully
aware of the threat that every meadow, brook and wood
will soon disappear . . . they feel, rightly or wrongly, that
these dangerous trends are echoed by much in
contemporary art that leaves us so emotionally
dissatisfied.”?”

Accused of painting cold, distant pictures, Wyeth sees
himself as both romantic and rational, having “a romantic
fantasy about things” and at the same time “backing up
his dreams with truth.” Wyeth’s painting, Birch Brush, like
Frost's poem The Wood Pile, conveys a metaphysical
message. The artist’s depiction of a pile of birch as the
deserted handiwork of man mirrors Frost’s ultimate
speculation about man:

... I thought only
Someone who lived in turning to fresh tasks,
Could so forget his handiwork on which
He spent himself, the labour of his axe,
And leave it there far from a useful fireplace
To warm the frozen swamp as best it could
With the slow smokeless burning of decay.®

Thus, like Frost and Thoreau, Wyeth has a love for the
specific, and believes in it so intensely that he transforms it
into a universal phenomenon with philosophical
implications. The intensification of a tangible object results
in a kind of “charged space.” As with a Luminist
landscape by Martin ]. Heade, a rowing painting by

Eakins, or a city street by Hopper, empty foreground
space, carefully measured and exact, results in the feeling
that time and motion have stopped. Even if the viewer
does not understand the artist’s personal, philosophical or
psychological associations with his subject, the viewer can
nevertheless respond to the charged tone of Wyeth’s
psychic universe. Critic Susan Meyer explains:

Subtle and disturbing, Wyeth’s paintings express an almost
frightening tension between what is picturesque and what is
actually grotesque. A chilling and forbidding atmosphere
permeates his deceptively pretty scenes."

Although the meaning of Wyeth's imagery in Birch Brush
may not be explicit, the viewer might, and indeed, should
ponder whether the birch wood, cut and stacked in the
forest, as a symbol of man’s handiwork, ultimately
embodies philosophic questions about his relation to
nature. Is Wyeth consciously creating a metaphysical
metaphor by his placement of the dead brush between the
standing live birch trees? Furthermore, is it so out of line
with Wyeth's own expressed search for the universal to
interpret this pile of wood, man’s handiwork, as a symbol
of the handiwork of the artist—the painting itself?

Such speculations, though unresolved, point to the truly
complex nature of Wyeth’s art. As an artist linking
nineteenth-century landscape traditions with twentieth-
century preoccupations with form and preservation of the
pastoral, Wyeth emerges as an artist with a broader and
more profound vision than either his critics or admirers
have perceived. “Peering through the surface” of Wyeth’s
“pyrotechnics” and “realistic”” subject matter, the viewer
will discover “universal meaning” which raises his art
above the level of the commonplace.

Kathleen Orzech-McNamara
Lecturer, Art Department
Eastern Michigan University
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Edvard Munch Looks at Children: Two Paintings Lent to the

Elvehjem by the Munch Museum

he loan from the Munch Museum in Oslo of Edvard

Munch'’s The Sick Child (1927, Fig. 1) and Four Girls
at Aasgaardstrand (1904-05, Fig. 7) for a period of six
months each in the spring and fall of 1980 introduced
Madison to three, rather than just two, different stages of
the artist’s career. Although the theme and composition of
The Sick Child are derived from his first conception of the
subject during the earliest phase of his activity in 1885-86
(Fig. 2), the work’s brilliant coloring and painterly vigor
show it to be a forceful major product of a highly fertile
period of almost four decades later. Four Girls at
Aasgaardstrand, on the other hand, a subject the artist
treated chiefly between 1902 and 1905, typifies his practice
in the early 1900s. Despite their differences of subject and
style, the two paintings demonstrate the continuity of
Munch’s life-long attempt to transform personal
experiences and feelings into more general allegorical
statements, and in fact were both intended to form part of
the collective monumental grouping of paintings on basic
themes of life that he called his “Frieze of Life.”! As later
versions of works first conceived at an earlier date, they
invite an examination of the reasons for the artist’s
continued preoccupation with certain subjects; as
representations of children, they also draw attention to his
special attraction to the child as a complex vehicle of
feeling. Finally, as works exactly contemporary with many
of those included in the great exhibition of Munch’s
Expressionist paintings shown in Madison in the fall of
1982 (which brought The Sick Child back a second time),?
they provide an excellent introduction to the nature of his
invention after 1900.

I

In his first version of The Sick Child (1885-86, Fig. 2), a
work generally agreed to be one of the most important of
his entire career, the young Munch attempted to render his
vivid recollection of the death of his fifteen-year-old sister
Sophie in 1877. As he remembered this in a subsequent
letter that described the scene: “[Sophie’s] eyes became
red—1I could not believe that death was so inevitable, so
near at hand . . . Was she really going to die? In the final
hour she felt much more comfortable, the pains had gone.

She tried to get up and pointed to the armchair by the side
of her bed. ‘I would so like to sit up,’ she whispered. How
strange she felt—the room was different—it was as though
she were seeing it through a veil—her body seemed to be
weighted down with lead—she was so tired.”* Though he
took the subject from his own experience and precisely
remembered many of its details, he avoided giving his
figures—modelled after a young neighbor and his aunt—a
specific, portrait-like resemblance. Instead, he generalized
them and the entire setting in order to present a universal,
rather than just personal or anecdotal, theme.

Munch'’s conception of his subject was influenced by a
modern tradition of representing the harsh realities of
tuberculosis, sickness, and death that had involved many
of his Norwegian Naturalist predecessors in the late 1870s
and 1880s. He himself referred to the frequency with
which subjects of dying children in bed were treated at
that time by speaking of it as the “pillow period,” and
acknowledged that he was influenced by Naturalists such
as Hans Heyerdahl and his own teacher, Christian Krohg.*
In fact, he specifically recalls Krohg's Sick Child (1880-81,
Fig. 3)—a work included in the Elvehjem’s The Art of
Norway exhibition of 1978-79°—in his similarly close and
direct confrontation of the viewer with a young girl who
has been claimed by tuberculosis. Yet he significantly
departs from Krohg's Naturalism, with its blatant
symbolism of a dying rose and blood-red decoration of the
blanket, in order to render a more indeterminate sensation,
presenting his sister as perceived through the dense,
psychological veil or haze through which he felt she had
seen her last moments and through which he himself
subjectively saw and remembered them.® Rather than
Krohg's precise Naturalism he used a more impetuous and
rough mode to animate the entire substance of the figures
and their surroundings.

In this and the numerous subsequent versions of the
subject Munch gave special emphasis to the longing and
somewhat remote gaze of the child, who appears as if she
suddenly has found comfort and release from her
sufferings at the moment of death. By forcefully
contrasting her illuminated face and upright pose to the

43



Edvard Munch

Fig. 1 Edvard Munch, The Sick Child, 1927 (signed and dated 1926), oil on canvas, 46 1 /16"H., 45 5/8"W., Munch Museum, Oslo.
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Fig. 2 Edvard Munch, The Sick Child, 1885-86 (reworked 1892), oil on canvas, 47"'H., 46 5/8"W., National Gallery, Oslo.
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darkened and bowed attitude of the woman, he further
expanded the subject to represent the despair and the guilt
mothers had to feel both for outliving their children and
for possibly having transmitted tuberculosis, still
considered at that time a hereditary disease.

Whereas the figures’ open and closed attitudes are
contrasted, they are also forcefully joined into a single,
centralized, and curving unit that is further reinforced by
the more regular curve of the chair back and by further
organizing lines in the pillow and blanket. Munch himself
later stressed the importance of his firm, geometric
organization of the subject in writing that “The Sick Child
... is constructed on horizontal and vertical lines as well
as on converging, diagonal strokes.”” This quiet yet direct
way of expressing his meaning through simplified,
cubically rendered figures and through a pronounced
emphasis on tonal and atmospheric effects may have been
partially influenced by the late works of Rembrandt
Munch had recently studied on his first trip to Paris,®
paintings whose deep subjectivity had begun to attract
considerable new attention in the late 1880s and 1890s.?
At the same time, however, his greatly flattened space and
composition and simplified means of painting also
demonstrate his more immediate orientation towards the
new stylistic interests of Krohg and other modernists.
Moreover, the unprettified subjects of The Sick Child and
many of his other works show that however much he felt
he had rejected Naturalism, he nonetheless continued to
be inspired by its moral, social, and spiritual imperatives.

Munch repeatedly reworked the first version of The Sick
Child, alternately applying and scraping away pigment
with the palette knife and scoring the paint with the stick
end of the brush in an attempt to realize the heavy
atmosphere of a sickroom perceived through a nervously
charged veil. Whereas Krohg produced an image of bright
and clear accuracy, he produced a surface that was
deliberately messy, scratched, and aged after more than a
year's work. He himself considered the painting unfinished
and showed it under the title of Study when he first
exhibited it in Oslo in 1886; by that time he felt it was
more important to show his new expressive discoveries
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Fig. 3 Christian Krohg, Sick Child, 1880-81, oil on wood, 40 1/8"H.,
22 13/16"W., National Gallery, Oslo.

than to exhibit a more conventionally finished work.

Though he might have anticipated the uproar that the

work’s willfully unfinished appearance would cause, he

seems to have underestimated the amount of harsh
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criticism it would draw; he soon grew remorseful over
having shown the work in that state, and subsequently
reworked part of its surface.”® Yet he ultimately grew
proud of the painting’s “violent and intense” power," and
saw it as one of the most important of his oeuvre: “In The
Sick Child I broke new ground, it was a breakthrough in
my art. Most of what I have later done had its basis in

that painting.”"?

Fig. 4 Edvard Munch, The Sick Child, 1894, etching, drypoint and roulette,

18 15/16"H., 13 9/16"W., Elvehjem Museum of Art. Frank J.
Sensenbrenner Trust Fund purchase.

In 1896 and 1907, at almost equal, ten-year intervals,
Munch produced the first three of five later oil versions of
The Sick Child, in each case rendering the subject in a more
flowing manner that used the brush more than the palette
knife.”® His intention in making these later versions was
not just to copy the first one, but to explore its coloristic
potential more fully. In the second oil version of 1896
(Konstmuseum, Gothenburg, Sweden), for instance, made
at a private patron’s request for a copy of the first, Munch
painted more freely and confidently than he had ten years
earlier and, while retaining a similar tonality, introduced
several stronger hues to give the subject more substance.™
He also intensified the linear aspect of the painting,
especially in his rendering of prominent cross-hatching
over most areas of the composition, to enhance the
sensation of the enveloping veil."* This quality became
even more pronounced in the third and fourth versions,
both of the summer of 1907, through the use of a more
energetic and aggressive manner of applying paint in wide,
predominantly vertical, and nervously fluid strokes such as
he was currently employing in his major new subjects of
Amor and Psyche, 1907 (Munch Museum, Oslo), Men
Bathing, 1907 (Art Museum of the Atheneum, Helsinki),
and Death of Marat, 1905-08 (Munch Museum, Oslo). The
fourth version of The Sick Child of 1907 (Fig. 5) thus
acquired a striking new flickering aspect through the
artist’s use of a combination of long and short, jarringly
repetitive, vertical strokes and through his introduction of
the much brighter, complementary hues of red and green
and orange and blue, which vibrate through their simple
juxtaposition.'® Both the colors and his tight and dense
brushwork thus become powerful physical manifestations
of the room’s sickly and stagnant air.

When Munch painted the last two (fifth and sixth) oil
versions of The Sick Child in the 1920s, the sixth being the
painting exhibited in Madison on the two occasions
mentioned earlier (Fig. 1), his immediate point of departure
was the fourth version of 1907, the only one remaining in
his personal collection. In 1926 he temporarily lent that
work to the major retrospective of his work being
organized for Berlin and Oslo and, at the time of the
exhibition’s showing in Oslo in 1927, painted the sixth
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Fig. 5 Edvard Munch, The Sick Child, 1907, oil on canvas, 46 7/8"H., 47 5/8"W., The Tate Gallery, London.
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version.”” During the later 1910s and 1920s, as he lived
largely in the isolation of his home in Ekely, Norway, the
artist frequently reminisced about his past and renewed his
involvement with subjects that had attracted him in his
youth, something that was vividly demonstrated in the
Elvehjem exhibition of paintings from the Munch Museum,
such as Death of the Bohemian, 1918, The Artist and His
Model, I, 1919-21, and The Bohemian Wedding, I, 1925.18
This tendency to recall his earlier subjects, freshly
stimulated by the retrospective and by the more immediate
need to make another replica of a work temporarily
removed from the Frieze of Life, was probably a chief
reason for his returning to The Sick Child at that time.

Unlike the young artist, who had attained the rough
beauty of his first version by working through the intense
doubt and struggle of more than a year's work, the mature
Munch—a man then in his sixties—was a considerably
more extroverted and spontaneous painter. In the fifth and
sixth versions—the brightest and most colorful of the
group—he further elaborated upon the nervously repetitive,
vibrating, and striped treatment of the surface that he had
developed in the versions of 1907, but now used the more
highly saturated hues and loose manner of painting that
he had come to prefer in the 1920s.

In these two later versions he did even more to augment
the subject’s animate veiled appearance, especially by
strengthening complementary contrast in much larger areas
of orange/blue and green/red, and by introducing
considerable amounts of violet and its complementary,
yellow, to generate a whole new feeling of light and
mysterious palpitation. In these paintings coloristic detail
and brushwork are more highly charged and have a more
important pictorial role than earlier. As in the previous
versions, for instance, Munch made the detail of swirling
orange, blue, and green strokes on the bedside table echo
and amplify the pattern of color, light, and shadow in the
child’s orange hair. In the sixth version, however, the
newly bright and lively color of the table is no longer
subordinated to the rest of the composition; like the
dynamic brushwork on the pillow and the loosely brushed
cross-hatching in the upper part of the canvas'’s right side,

it has become a more active, almost combustible element
that bursts from dark surroundings. The greater richness
and resonance of The Sick Child of 1927 is particularly
evident in the vivid mixture of violet, blue, and green with
strokes of red, orange, and yellow on the bottom part of
the girl’s blanket next to the table, and in the introduction
of small flames of yellow that gradually ascend towards a
larger one applied straight from the tube at the upper left
corner.” The orange is more highly saturated than in the
earlier versions, and is prominent throughout the painting
in the flame-like touches on the pillow to the left of the
girl and above the mother’s head; in the rising,
insubstantial orange area extending to the right of the girl's
forehead; in the contours of the mother’s hands, neck, and
face; and in other flat areas of the table, hair, and glass.
The figures themselves are more firmly and solidly defined
by contours and thus are substantially more weighty than
in the earlier versions. The artist’s brushstrokes are
broader, looser, and less closely packed together than
those in the versions of 1907, and the thin scratches were
for the most part drawn quickly in wet paint. Instead of
appearing attacked or mauled as had the surface of the
first version, that of the final version is radiant and
blazing.

Munch'’s lifelong practice of producing several versions of
his subjects in different media reflects not only his
fascination with artistic process but also his desire to
remain in contact with those subjects that seemed most
vital to his personal and artistic development. Although
two of the five later oil versions of The Sick Child were
produced on commission, the consistency of his return to
the subject at especially introspective periods of his life
suggests that he was motivated as much by personal
reasons as by practical needs to make a copy for a patron
or fill a gap in his Frieze of Life or by purely formal
interests. Since the versions of 1896 and 1927, for instance,
followed by less than a year the deaths of his brother,
Peter Andreas, and of his sister, Laura, it seems possible
that he chose to repeat the subject partly to commemorate
those recent family losses. That he returned to the subject
in the summer of 1907, a period of extreme anxiety in
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which he focused on the most elemental themes of life,
and that he made two replicas of the work in close
succession both during that summer and again in the mid
1920s, also would make it seem that he did so to fulfill
both personal and artistic needs. Finally, the almost equal,
ten-year intervals at which he produced the first three later
versions in 1896 and 1907 suggest the further possibility
that he might have returned to the subject partly to
observe and assess his own growth.

Munch himself recognized that he had given the final
version fresh vitality and interest when he later spoke of
its “simple and primitive power.”* In making his first
depiction of the subject he had markedly departed from
Krohg's Naturalist characterization of a cruel contemporary
urban plight attacking from outside in order to convey the
disease’s physical and psychological crippling from within.
In moving from the first to the sixth version of The Sick
Child the artist well-known for representing himself and
acquaintances in hell or literally burning with inner heat®
let an initial expression of raw, unshaped, and smoldering
grief catch fire.

II

Munch spent the greater part of the years from 1892-95
and again from 1902-07 in Germany, but like most of his
Norwegian predecessors and contemporaries who similarly
found it necessary to work and live abroad, returned to his
own country regularly for a spring or summer sojourn. In
the 1890s he began frequenting Aasgaardstrand, a small
fishing village on the Oslo Fjord that had become a
popular retreat for artists and writers and it was there,
during the summer of 1902, that he produced the first
version of Four Girls at Aasgaardstrand, a painting now in
the Staatsgalerie in Stuttgart (Fig. 8). The version of
1904-05 exhibited in Madison in 1980 (Fig. 7) is the first of
two similar, more colorful later versions owned by the
Munch Museum that were probably executed during the
artist’s vacations at Aasgaardstrand in 1904 and 1905.2 As
Peter Krieger has noted, Munch seems to have made these
later versions with the intention of including them in his
Frieze of Life, and later depicted the subject in the Frieze
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of Life mural that he executed for the Freia Chocolate
Factory in Oslo in 1922.2

Four Girls at Aasgaardstrand is thus a work of the first
decade of the century, a period the artist later called the
most unhappy and difficult, but also the most productive,
of his career.® At that time he was finally beginning to
enjoy substantial popular success in Germany and received
a number of important commissions and exhibitions;?
during those same years, however, he increasingly
aggravated his physical and mental health by his ceaseless
work, stormy personal relations, heavy drinking, and
continuous changes of residence. Shortly after finishing the
first version of Four Girls at Aasgaardstrand in 1902, for
instance, he was thrown into a state of utter despondency
after the traumatic quarrel with Tulla Larson in which he
accidentally shot off part of a finger.” In the following
years, although he was well cared for and encouraged by
his friends and new patrons, Munch continued to live in
the same difficult way that ultimately led to his major
breakdown in 1908.
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Fig. 6 Fritz von Uhde, Nursery, 1889, oil on canvas, 43 9/16"H.,
54 1/2"W., Kunsthalle, Hamburg,
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Ragna Stang has noted how in the works of that decade
the artist seemed to gravitate between two thematic
extremes,” a dichotomy exhibited in rich variety in the
1982 Munch exhibition in Madison. In some paintings,
such as Death of Marat, 1907, Drinking Bout, 1906, Desire,
1907, Jealousy, 1907, and The Murderer, 1910,% the artist
preoccupied himself with subjects of violence and extreme
emotion as he furiously relived and exaggerated dramas of
the battle between the sexes in which he found
correspondences to his own life. In others, such as the
central panel of his Bathers triptych, 1907-09 (Munch
Museum, Oslo), Fertility, 1898 (private collection), and
numerous animated landscapes such as the Winter
Landscape, Elgersburg, 1906 (Munch Museum, Oslo), he
depicted subjects that were more positively vital—if
nonetheless nervous—as if he thought that by treating such
subjects he might recuperate the virile strengths he then
felt escaping him. The content of Four Gitls at
Aasgaardstrand and numerous other paintings of children
executed in this period, including the Two Little Girls with
Blue Aprons, 1904-05 (Munch Museum, Oslo) and Young
People and Ducks, 1905 (Munch Museum, Oslo) lies
somewhere between these two extremes.

Munch certainly was attracted to the youthful qualities of
his Aasgaardstrand subjects, natives of the small town said
to have received him with interest and affection.” Yet the
girls’ appearance also stimulated him to muse on the way
their natural energies were in part checked in the course of
their social conditioning. He did not represent just a
moment of childhood, therefore, but a more general
allegory of growth.

In the first version (Fig. 8) he rendered faces in specific,
almost portrait-like detail, suggesting that he developed
this work by working directly from models. In order to
present his allegorical theme, however, he made notable
departures from usual conventions of portraying children.
Unlike the warmly informal, open compositions of children
playing with toys in interiors that both he® and
contemporaries such as the German, Fritz von Uhde, had
employed in the 1880s and 1890s (Fig. 6), Munch in this
work adopted a more formal order. The four frontally

viewed village girls—more awkward and tough than the
delicate middle-class city children in his earlier
commissioned portraits—are strung out across the surface
in a flattened composition that lacks a main focus, an
arrangement that might have been stimulated partly by
formal alignments characteristically found in provincial
photographs of groups and families.** As he proceeded
from the first to the later versions he raised the level of the
white foundation wall behind the children in order to
frame and define the subject more emphatically. The drab
brown-and-white coloring of the house, the bare trees in
the background, the amorphous, dark green of the grass,
and the children’s warm clothing indicate that they were
portrayed in the cold weather of early spring.

Even if the children had aligned themselves in such a way
of their own accord (as grown-ups they remembered
having been permitted to visit the artist only in groups of
two or more),* it is clear that Munch deliberately chose
this arrangement to emphasize their differences of age and
sensibility. Their ages are distinguished both by the
steplike progression of their heights and by features of
their dress and bearing. The youngest is rendered as the
most awkward and unformed of the four. In the version of
1902 (Stuttgart) she is shown wearing an older sister’s coat
that is much too long for her; in the version exhibited in
Madison (Fig. 7) she wears a better-fitting small coat and
the hem of her skirt is more nearly even with those of the
others, but she is characterized as being considerably less
steady in stance than the more poised older girls, an
appearance further reinforced by the way the oldest sister
takes hold of her hand. The youngest girl’s budding
energies are also suggested in the gently throbbing
contours of her body, and are made even more
pronounced by her being emphatically silhouetted against
the wall, in which the impression of youth literally
brimming with vital forces is echoed in stone patterns that
resemble animate, biomorphic forms and swell around her.
Unlike the dull colors of the clothes of her sisters, the
intense hues of her clothing are among the strongest in the
work; the artist thus emphasizes the affinity of her youth
with that of the primal, gathering forces of nature in the
comparably dense and lively green of the grass.
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Fig. 7 Edvard Munch, Four Girls at Aasgaardstrand, 1904-05, oil on canvas, 34 1/4""H., 43 11/16"W., Munch Museum, Oslo.
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Fig. 8 Edvard Munch, Four Girls at Aasgaardstrand, 1902, oil on canvas, 35 1/4"H., 49 1/4"W.,, Staatsgalerie, Stuttgart.

53



Edvard Munch

As he progressed from the first to the later versions Munch
made other changes in the girls’ dress, and especially in
their hats, to accentuate their differences to an even greater
extent. In the Stuttgart painting the two oldest girls at each
end of the group wear the same type of many-pointed hat,
but their ways of wearing their hats reveal other traits that
are developed further in the subsequent versions. The hat
of the tallest girl rises firmly on the back of her head,
reinforcing her frontal attitude. This, coupled with the way
her hair is sensibly pulled back and the way in which she
takes charge of the youngest, shows her to be the most
responsible, practical, and domestic of the group. In the
next two versions she is given larger, more unwieldy, and
more assertively horizontal hats, which, along with her set
and sullen expression, suggests her none-too-certain
authority over the others. The next oldest girl at the right
end of the group, on the other hand, is depicted from the
beginning as a more sensuous type with rounded cheeks
and blond hair that is still allowed to flow as freely as that
of the younger girls at her side. Her hat, worn more
jauntily and further back on her head, characterizes her as
being less restrained than her older sister, although in the
subsequent versions she too is rendered with more serious
expressions.

Unlike the figures seen through an atmospheric veil in an
interior in The Sick Child, the girls at Aasgaardstrand were
shown in a clear and raw outdoor light rendered in the flat
colored areas of the house and landscape; by that time the
artist had ceased using the atmospheric modes he had
employed in works of the 1880s and 1890s in order to
paint more with large, generalized, flat, and loosely
worked areas of color bound by curving contours.® The
coloring in the Stuttgart painting is the most subdued and
cold of the three, with stronger color used only in the
green of the grass and in smaller red and blue highlights
on the ground and wall. Munch introduced more varied
and much stronger hues in the version shown in Madison
not only in the blues and white of the youngest girl’s
clothing, but also in the bright orange of the two youngest
girls” hair; in a small, rich area of violet between the two
girls on the right; in the red banding of the oldest child’s
dress; and in the contrasting yellow, white, red, and black
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of their hats. This further coloristic variation of their hats,
recalling similar coloristic distinctions of figures in many of
his other, more overtly allegorical representations of the
different stages of life,* also helps distinguish their ages. A
slightly different coloristic specification is made in the third
version, in which the light pink of the summer dresses of
the two children on the right is even more pointedly
contrasted with the somber violet dress of the oldest, a
coloring that one critic, referring also to the oldest girl’s
general demeanor, compared to that of sour old wine.*

Here, as in his earlier representations of childhood’s more
dramatic and tragic moments in The Sick Child, Puberty,
1894 (National Gallery, Oslo), and Death and the Child,
1899-1900 (Kunsthalle, Bremen), Munch depicted children
as beings who possessed psyches and a strong sense of
self-awareness, and thus reflected that more enlightened
sensitivity and respect for children’s feelings that grew
increasingly at the end of the nineteenth century. The girls
at Aasgaardstrand probably initially attracted him by their
youthfulness, and, as a subject outside of his own difficult
emotional life, must have seemed to represent a more
neutral area of experience. Yet ultimately they too were
made to reflect something of his own nervous temperament.

His characterization is not gentle but pungent, a forceful
mixture of the ingenuous and the experienced that is
found in his finest works of the pre-World War I decade.
As Ragna Stang has observed about this and his other
celebrated portrayals of children, such as Young People and
Ducks and Max Linde’s Sons, 1903 (Behn House, Liibeck),*
“Munch’s great child-painting period coincided almost
exactly with the most traumatic days of his life.”%
Attempting to come to terms with his own adult situation,
he took a fresh and spirited look at its beginnings.

Barbara C. Buenger
Associate Professor of Art History
University of Wisconsin-Madison
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Footnotes

1. On Munch'’s conception of the “Frieze of Life” see Reinhold Heller,
Edvard Munch: The Scream (New York: Viking, 1973), and “Love As a
Series of Paintings or a Matter of Life and Death. Edvard Munch in Berlin,
1892-1895. Epilogue, 1902,” in Edvard Munch: Symbols and Images, exh.
cat., Washington, D.C., 1978, pp. 87-109.

2. "Edvard Munch: Expressionist Paintings, 1900-1940,” organized by the
Elvehjem Museum of Art and the Munch Museum, Oslo. The exhibition
consisted of forty-three paintings from the Munch Museum, Oslo. The
exhibition catalogue, bearing the name of the exhibition, was published by
the Elvehjem Museum of Art in 1982 and contains an introductory essay
by Ame Eggum, Chief Curator of the Munch Museum.

3. Munch in a letter of circa 1895, quoted in Ragna Stang, Edvard Munch:
The Man and His Art, trans. Geoffrey Culverwell (New York: Abbeville,
1977), p. 34.

4. Cf. also Heyerdahl's The Dying Child (1882, Paris, collection of the
French government). Munch would seem to have acknowledged
indebtedness to Krohg's influence and thanks for the latter's defense of
the first version before the jury by presenting the painting to Krohg
shortly after that exhibition. The two artists subsequently brought a
stormy end to their friendship, and Munch thereafter tended to minimize
the importance of Krohg’s influence on him. He justifiably felt that he had
made important departures from Krohg; he wrote Jens Thiis in the 1930s,
for instance, that he thought “The Sick Child is diametrically opposed to
Krohg—After all it is an altogether nervously constructed (cubistic) and
colorless picture,” quoted in Arne Eggum, “The Theme of Death,” trans.
Gregory P. Nybo, in Symbols and Images, p. 146. He also wrote Thiis that
he thought he owed more to Heyerdahl than to Krohg. See Thiis, Edvard
Munch (Berlin: Rembrandt Verlag, 1934), p. 14.

5. “The Art of Norway, 1750-1914,” organized by the Elvehjem Museum
of Art; catalogue bearing the same name published in 1978 by the
Elvehjem Museum of Art and the Minneapolis Institute of Arts.

6. In the pamphlet entitled The Genesis of the Life Frieze (1929), quoted in
Eggum, “Theme of Death,” p. 147 (hereafter referred to as Eggum).
Munch noted that he permitted even the accidental fluttering of his
eyelashes to affect his rendering of a pattern of shadows on the subject.
Eggum’s article presents the fullest discussion of the painting’s
background and the different versions.

7. Munch in a letter to Thiis of circa 1933, quoted in Stang, p. 300.

8. Noted in Eggum, p. 149. Several scholars have noted the pertinence of
Rembrandt for this and other of Munch’s early works: see, for instance,
Gosta Svenaeus, Edvard Munch: Im Mannlichen Gehirn I (Lund: New
Society of Letters, 1973), pp. 32-33, 232. Eggum, p. 148, is of the opinion
that the artist was especially influenced by Rembrandt’s self-portraits in
the Louvre, but a number of figural works in Paris, such as Christ at
Emmaus (1648), Bathsheba with King David’s Letter (1654), and A Scholar in
a Room with a Winding Stair (1633), also seem relevant to this and to other
of Munch’s early conceptions.

9. See, for instance, the discussion of Julius Langbehn’s best-selling
Rembrandt als Erzieher (1890) in Fritz Stern, The Politics of Cultural Despair.
A Study in the Rise of the Germanic Ideology (New York: Doubleday, 1965),
pp. 131-227.

10. Its reception is discussed in Eggum, p. 143 ff. As Eggum has
concluded the painting’s present state represents the artist’s later
reworking of the surface in 1892-93.

11. Munch in a note of the 1930s quoted in Eggum, p. 144,
12. Munch, The Genesis of the Life Frieze (1929), quoted in Eggum, p. 147.

13. The artist’s later summary of his execution of the first three replicas in
The Genesis of the Life Frieze (1929) is quoted in Eggum, p. 147: “I went
back to it in the course of 1895 and 1906. I then succeeded in bringing
out more of the stronger color I had wanted to give it. I painted three
different ones. These are all dissimilar and each contributes towards
bringing out what I felt in that first impression.”

14, Eggum, p. 150, describes it as “just as smoldering with color as the
original had been gray-upon-gray in its tonal values, implying a
completely new coloristic interpretation of the motif.”

15. The etched version of The Sick Child now owned by the Elvehjem
Museum (1894) (Fig. 4) was produced only shortly before the second oil
version and shows a similar, more pronounced degree of linear
intensification.

16. Munch'’s strong colorism and especially his emphasis on
complementary contrasts in works of 1906-08 reflect his experience of
similar usage in the works of the French Impressionists, Post-
Impressionists, and Fauves. He probably first saw works of Matisse,
however, only after he had completed the third and fourth versions of The
Sick Child; this would have been in the fall of 1907, when works by
Munch and Matisse were simultaneously exhibited at the gallery of Paul
Cassirer in Berlin.

17. Munch in a letter to Thiis in the early 1930s, quoted in Stang, p. 304,
n. 390: “ ... I have painted it (during my exhibition at the National
Gallery) for the fifth [actually the sixth] time. I had to have it for the
‘Frieze of Life, which is always being plundered.” He did not sign or date
the painting until much later, and thus probably erred when he dated it
1926.
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18, Catalogue numbers 28, 31, and 37 respectively.

19. Such a treatment of color, particularly of the violet, suggests the
renewed influence of Matisse, an artist whose colorism seems to have
stimulated the Norwegian’s initial adoption of a much brighter palette in
the early 1900s, and who had been the subject of a large exhibition in
Oslo in 1924 (Stang, p. 271). Because of this use of color, it would seem
possible to establish the Matisse exhibition of 1924 as a terminus post
quem for the fifth version, making that painting date closer to the sixth
version of 1927, rather than in 1921, as Eggum (p. 151) has proposed.
Stang (p. 273) dates the fifth version to 1926.

20. Munch in a letter to Thiis in the early 1930s quoted in Stang, p. 275.

21. See, for instance, the Self-Portrait in Hell (1903), Self-Portrait by the
Window (1940), Virginia Creeper (1900), Drinking Bout (1906), and Jealously
(c. 1907), all works in the Munch Museum, Oslo, that were shown in
Madison in the fall of 1982,

22. Peter Krieger in Edvard Munch. Der Lebensfries fiir Max Reinhardts
Kammerspiele, exh. cat., Berlin, 1978, pp. 75-77. Krieger also considers a
fourth, somewhat different version of three girls in a pyramidal
composition, Three Girls (Thiel Gallery, Stockholm) to have been painted
in 1905.

23. Krieger, p. 75.

24. Munch in a letter to Thiis of circa 1933, quoted in Stang, p. 298

(n. 228): “All the same those years from 1902 until the Copenhagen clinic
were the unhappiest, the most difficult and yet the most fateful and
productive years of my life.”

25. In 1902, for instance, he was invited by the artists of the Berlin
Secession to mount the first major exhibition of works in his Frieze of
Life, and in this and the following years he received important
commissions from Max Linde, Ludwig Meyer, Ernst Thiel, Count Harry
Kessler, and Max Reinhardt.

26. The most complete discussion of this episode is found in Eggum, “The
Green Room,” in Edvard Munch 1863-1944, exh. cat., Stockholm, 1977, pp.
82-88 and passim.

27. Stang in “The Aging Munch: New Creative Power,” in Symbols and
Images, p. 79.

28. All Munch Museum, Oslo, catalogue numbers 15, 12, 13, 11 and 18,
respectively.

29. Ame Eggum spoke of the rapport Munch enjoyed with the natives of
Aasgaardstrand when he visited Madison in April, 1981.

30. Cf,, for instance, his Portrait of Ludwig Meyer's Children Eli, Hakon, and
Karl (1895, private collection).

31. These conventions are characterized in Linda Nochlin, “Leon Fréderic
and ‘The Stages of the Worker’s Life’,” Arts Magazine, LV, 4 (Dec. 1980),
p. 140.
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32. Related by Arne Eggum.

33. This style, which he began using in the mid-1890s, was the one from
which he tried to break away when he made the striped articulation of
subjects in works of 1907-1908 such as the third and fourth versions of
The Sick Child (1907). See his letter to Thiis of circa 1933, quoted in Stang,
p- 300, quotation 19: “Subsequently I painted a number of pictures with
broad, distinct lines, sometimes a metre long, or with brush strokes that
went vertically, horizontally, or diagonally. The surface was broken up
and a kind of pre-Cubism took form. The sequence was: Amor and Psyche,
Consolation, and Murder.”

34. Cf,, for instance, the coloring of the women in The Dance of Life (1899-
1900, National Gallery, Oslo).

35. Noted in Krieger, p. 76; quoted in the catalogue entry on the third
version in Edvard Munch, exh. cat., Oslo, 1971, cat. no. 109.

36. Othmar Metzger, “Edvard Munchs ‘Vier Mddchen’ in der Staatsgalerie
Stuttgart,” Die Weltkunst, XXXVI: 24 (Dec. 15, 1956), was apparently the
first to demonstrate that Max Linde’s fascination with the Stuttgart version
of Four Girls at Aasgaardstrand, which he saw in an exhibition at Cassirer’s
in February, 1903, led him to ask the artist to execute a portrait of his
sons in a similar manner.

37. Stang, Edvard Munch, p. 188. For further discussions of this subject
and its significance in Munch’s oeuvre see H. Fegers, “Edvard Munch:
Vier Mddchen. Neuerwerbung der Wiirttembergischen Staatsgalerie,
Stuttgart,” Der Kunsthandel, XLV: 4 (Apr. 1953), pp. 11-12, and Robert
Rosenblum, Modern Painting and the Northern Romantic Tradition (London:
Thames and Hudson, 1975), pp. 116-17 and passim.



Elvehjem Museum of Art Council Report, 1978-79

he Elvehjem Museum of Art Council, unlike

traditional museum governing boards, is not a board
and has no governing function. It is an advisory and
support body, a source of perspective and encouragement
for the staff, a means of relating the Museum to its users
and contributors.

Eighteen members from around the state and nation are
appointed by the University’s Chancellor for rotating terms
of four years; others are ex-officio from University
administration, or represent campus faculty and students
on one-year appointments. The Council meets twice
annually and between meetings is kept apprised of
Museum activities and progress by correspondence and by
Museum news releases and publications.

Emphasized in Council thought and action during the
1978-79 year was participation in “Forward with
Wisconsin,” the U.W. Foundation’s $15 million capital gifts
campaign which included a designation of $600,000 for the
Elvehjem. Four Council members had leadership roles in
their community campaigns, and others in identifying
potential givers for Foundation follow-up and contacting
prospects personally. Some $313,000 was raised for the
Museum thus far.

Of continuing concern is build-up of the Elvehjem
Endowment Fund, which stood in April 1979 at $664,000,
toward a $2.5 million goal. Considering retention of
endowment income to build up principal, the Council
restated its endorsement of using income for acquisitions
when sound purchases can be made in areas where the
collection needs enrichment.

Heartening to the Council was inclusion for the first time
of funding for exhibition purposes in the budget of the
College of Letters and Science. The Council notes with
appreciation this further evidence of interest by the Dean
and Chancellor in the Museum's welfare, as expressed
through numerous past grants from special University
funds in support of exhibition schedules.

Joyce Jaeger Bartell, Chairman

Ex-Officio Members

Bryant E. Kearl, Vice-
Chancellor

E. David Cronon, Dean of
College of Letters and
Science

Robert B. Rennebohm,
Executive Director, U. W.
Foundation

Fannie Taylor, Coordinator,
Consortium for the
Performing Arts

Eric 5. McCready, Director,
Elvehjem Museum of Art

Members-at-Large

Ineva Baldwin

Joyce Jaeger Bartell, Chairman
Emily Mead Baldwin Bell
John A. Bolz

Ellen M. Checota

Margot Reid Donald
Walter Frautschi
Newman T. Halvorson
Robert Hood

R. T. Johnstone

Hope Melamed
Catherine Quirk

Roth Schleck

Carl E. Steiger

Gordon R. Walker

James S. Watrous

James Watson

Jane Werner Watson

Madison Campus Faculty
and Student Members

George Bunn, Law School

Frank R. Horlbeck, Department
of Art History

John Wilde, Department of Art

Ann Boling, Graduate Student,
Department of Art History
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hree concerns dominated the thoughts and

discussions of the Council during the year-and-one-
half under consideration. The most immediate was the
search for a new director of the Museum. After the
departure in July, 1979 of Director Eric McCready, the
Elvehjem continued its various activities under the able
leadership of Acting Director Carlton Overland. In late
summer, Dean E. David Cronon of the College of Letters
and Science (and thereby a member of the Council)
appointed a seven-member Search-and-Screen Committee
to advise him on a replacement for Mr. McCready. The
Council was represented by three members of that
committee: Robert Rennebohm, executive director of the
U.W. Foundation; Joyce Bartell, immediate past-chairman;
and Fannie Taylor (other members included Anne Lambert
of the Museum staff, Professor Narciso Menocal of the
Department of Art History, Professor Philip Hamilton of
the Department of Art, and chairman of the committee and
student-member Lynette Korenick). The committee
solicited nominations and applications of candidates
nationwide and, after a year long screening process,
submitted its recommendations to Dean Cronon. At the
last Council meeting of 1980, on November 1, the Dean
introduced Katherine Harper Mead as the director-
designate, the appointment to be effective in January of
1981. In recognition of the accomplishments of former
director McCready, the Council had, in October of 1979,
co-sponsored a luncheon at which Mr. McCready was
inducted into the Order of St. Olaf by the Norwegian
Consul for Wisconsin, Byron Ostby, representing King
Olav V, of Norway.

The second concern continued to be the “Forward with
Wisconsin” capital campaign being conducted by the U.W.
Foundation. Several Council members remained active in
promoting the interests of the Elvehjem during the final
stages of that major fund drive.

The third concern was the approach of the Museum’s
Tenth Anniversary Celebration. While the Museum staff
was organizing the exhibition “Five Decades: Recent
Works by Alumni of the Department of Art,” the UW.
Foundation mounted a special “Tenth Anniversary Fund”
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drive, the proceeds from which were to be used to help
acquire a major work for the permanent collection. Council
members acquitted themselves handsomely in supporting
the anniversary celebration, either through contributions to
the special fund or through donations of other works of art
(see articles elsewhere in this Bulletin). Fittingly, as the
kickoff to the anniversary activities, Chancellor Irving
Shain entertained at a dinner honoring Council members,
past and present, for their vital role in the growth of the
Elvehjem during it's first decade of existence.

It was a privilege for me to preside over the Council
during such an invigorating period in the Museum’s

history.

Ex-Officio Members

Bryant E. Kearl, Vice-
Chancellor

E. David Cronon, Dean of
College of Letters and
Science

Robert B. Rennebohm,
Executive Director, U. W.
Foundation

Fannie Taylor, Coordinator,
Consortium for the
Performing Arts

Carlton Overland, Acting
Director, Elvehjem Museum
of Art (July 1979—December
1980)

Newman T. Halvorson, Chairman

Members-at-Large

Ineva Baldwin

Joyce Jaeger Bartell

John A. Bolz

Ellen M. Checota

Walter Frautschi

Newman T. Halvorson,
Chairman

Robert Hood

David ]. Horsfall

Hope Melamed

Mrs, Frederick W. Miller

Catherine Quirk

Roth Schleck

Gordon R. Walker

James Watson

Jane Werner Watson

Madison Campus Faculty
and Student Members

George Bunn, Law School

Frank R. Horlbeck, Department
of Art History

John Wilde, Department of Art

Ann Boling, Graduate Student,
Department of Art History



Education Services

T he art of Norway, China and Russia provided the
focus for Education Services programming in 1978-
79. Elvehjem Docents gave guided tours to 16,380 adults
and children, 5,700 more than were given the previous
year. This increased number can be attributed solely to the
exhibition “The Art of Norway, 1750-1914.” In writing
about any aspect of “The Art of Norway” one is forced to
use superlatives. For example, the Elvehjem offered, in a
nine-week period, a series of fifty lectures, craft
demonstrations and concerts in conjunction with the State
Historical Society of Wisconsin’s complementary exhibition
of Norwegian-American furniture made in Wisconsin.

For “The Art of Norway,” Education Services
experimented with multi-media programming for the first
time. (Several subsequent major exhibitions were also
supplemented with slide programs which nearly 60,000
visitors viewed in the specially constructed small theatre.)
The half-hour lunchtime talks by Docents offered for the
first time for “The Art of Norway” and “The Art of
Russia” exhibitions, consistently attracted attentive crowds.
Another “first” was the introduction of public school
children to the Elvehjem’s temporary exhibitions via slide
packets and curriculum materials. Over 5,000 school-age
visitors had this preparation before their visits to “The Art
of Norway.” Docents, the mainstay of Education Services,
continued to improve their tour-giving skills, freely
contributing thousands of hours to the Museum. A class of
nineteen Docents, trained in the fall of 1978, joined the
experienced Docents. Without their whole-hearted support
the public demand for tours could not have been met.

These statistics cannot begin to impart the enthusiastic
response of the public, both in Madison and in
surrounding communities, to the educational programming
for “The Art of Norway.” This phenomenal response, a
regional collaboration, can best be illustrated by two
examples: every school child at Yahara Elementary School
in Stoughton came for a tour of “The Art of Norway” and
twenty members of one Madison family used a tour of that
exhibition as part of the birthday celebration for their
eighty-five year-old grandfather who is of Norwegian
descent.

Since the Madison Metropolitan School District duplicated
the preparatory slide packets of the permanent collections,
Education Services was able to place one set of each in the
Instructional Media Centers of thirty-two Madison schools.
As a result, the Museum’s permanent holdings were even
more accessible to teachers and pupils. In cooperation with
the College of Letters and Science and Arts Development-
UW Extension, we were able to offer six Museum Short
Courses during this period. In addition, through the
generous funding of the FRIENDS, an attractive brochure
advertising our tours was printed.

After “The Art of Norway” the audio-visual theatre
housed “China Mania,” a slide program produced by
Education Services and presented in conjunction with the
exhibition “Chinese Export Porcelain from the Arthur and
Ethel Liebman Collection.” Both “The Art of Russia” and
“Studies in Connoisseurship: Chinese Paintings from the
Arthur M. Sackler Collection” were also accompanied by
slide programs. In the fall of 1980 “Edvard Munch: The
Early Years,” a slide program produced with the
collaboration of Art History students and faculty, was
shown, It was designed as an educational guide to Edvard
Munch'’s biography and as an accompaniment for the two
paintings on loan from the Munch Museum in Oslo: The
Sick Child and Four Girls at Aasgaardstrand.

Other Education Services activities in 1980 include the
publication of new and revised gallery guides, written by
Vivien Green and Elizabeth Burnham, and printed and
distributed through the generous help of the Norman
Bassett Foundation, Eugenie Mayer Bolz, the Evjue
Foundation, the John A. Johnson Foundation, and the
University League, Incorporated. Museum Short Courses
offerings were expanded and 370 people came to the
Elvehjem for forty-four different class meetings to learn
about such topics as “Art in the 1970s"” and “American
Period Furniture: Identification and Authentication.”

The public schools responded favorably to the loan of our
preparatory slide packets of the permanent collections with
the result that nine out of ten students had Elvehjem-
generated preparation for their tours. (At the time of the
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Kate Kulzick demonstrates Norwegian spinning to visitors of “The Art of
Norway.”

last Bulletin that ratio was one out of two.) A new slide
packet “Sun, Sea, and Land” was also added to our
offerings. Finally, the number of people on guided tours
fell to 10,700 from its record “Art of Norway”* high of

16,300.

The Elvehjem’s educational programs have had the
enthusiastic support of both volunteer and professional
colleagues (especially those in the Department of Art
History) during the Museum's first decade. In the 1980s
my concerns will be threefold: to develop and refine
programs for visitors with special needs; to continue to
seek new funding for the varied activities; and to maintain
the high quality of all Educational Services offerings.
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Anne Lambert
Curator of Education

Elvehjem Museum of Art Docents

Docents’ language skills for tours indicated

Phyllis Anderson
Hannah Aschheim

Mary Ellen Barwise

Dora I. Bauman (Spanish)
Mary Berthold

Virginia Botsford

Sara Boush

Marilyn Bownds

Diane Bredeson (Norwegian)

Irmgard Carpenter
Louise Clark

Jane Coleman
Catharine Conley
Susan Covino
Rosemarie Deist (German)
Diane Drachenberg
Virginia Dymond

Jane Eisner

Laura Engen

Elizabeth Erbe

Loretta Feldt

Sara Fellman

Betty French

Suzanne Frey

Mary Gadzinski
Carolyn Gaebler

Jon Gember

Virginia Gibson

Gail Goode

Kathleen Green
Florence Greville

Mary Jane Hamilton
Marylin Hart

Loni Hayman (German)
Lydia Herring (Spanish)
Elizabeth Hughes

Ase Idland (Norwegian)
Ilka Lozano
Debbie Levine
Patricia Luberg
Rona Malofsky
Joan Maynard

Jean McKenzie
Martine Messert (French)
Helene Metzenberg
Judith Mjaanes
Elaine Nadler

Don Nelson

Linda Nichols
Alicia Nordness
Carmen Peck
Virgie Peloquin
Jane Pizer

Kay Pohle

Fran Rall

Mary Reppen
Helen Roman
Selma Rothstein
Karen Sack

Miriam Sacks

Ann Sauthoff
Linda Savage

Rita Scherb (Russian)
Betty Schmitz
Pauline Scott
Phyllis Sechrist
Shannon Shields
Susan Stanek
Ramona Steele

Catherine Steinwand (French)

Margy Walker
Mark Wiley



Kohler Art Library

full time staff of six (including two professional

librarians), a collection of 84,700 bound volumes,
280 current periodicals and 335 serial subscriptions
supported the studio, teaching and research activities of
the Department of Art and Art Education, the Department
of Art History and the acquisition and curatorial activities
of the Elvehjem Museum of Art. These departments had a
full time faculty of sixty-one and a class enrollment of
almost 10,000 students, including almost 1,000 graduate
students. Such figures demonstrate that the Kohler Art
Library is one of the largest public university art libraries
in North America and surely one of the busiest.

During this period, using state funds, the library expended
$17,700 to purchase 2,500 new books and $17,000 to
maintain its book continuation and periodical
subscriptions. In addition, $11,000 from the Samuel H.
Kress Foundation and $25,000 from the Brittingham Trust
substantially enriched the library’s ability to purchase
books and microforms, notably in the areas of classical
Greek art, nineteenth- and twentieth-century architecture,
and twentieth-century graphic art, as well as facsimilies of
manuscripts. In addition, the library received 362 titles as
gifts and 234 titles by exchange.

Faculty and students often complimented the staff on its
cheerful, sunny public service, even though heavier
demands were made on it than in any previous year.
73,000 readers visited the library, withdrew 48,500 books,
and asked 17,000 reference questions.

The major accomplishment of the period was the
installation of an electrically movable, track-type, compact
book stack system in the former periodical reading area.
Funded through the Elvehjem Museum of Art, with state
monies, at a cost of $67,000, the addition was a major,
though inadequate, expansion of our book storage space.
This additional capacity of about 13,000 volumes
accommodated the Kohler Art Library’s bound periodicals
and allowed us to move the monographs off the floor,
although there is still no space for current acquisitions. A
complete shift of the monographic and serial volumes was
accomplished during this same period.

William C. Bunce

Assistant Professor and Director
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Museum Shop

M useum shops serve a variety of purposes, but one
of their most important functions is educational. In
fact, the Internal Revenue Service has given them their
tax-exempt status because of their educational services and
the nature of the products sold in museum shops. To this
end the Elvehjem Museum Shop worked to assure
museum visitors of a wider selection of postcards,
notecards, prints, posters, catalogues, books, reproductions,
replicas and other art related objects.

The Elvehjem Museum Shop also continued to serve as an
information center, contributed financially to the Museum'’s
operational budget and sponsored exhibitions in the Whyte
Lounge. Under its direction the Whyte Lounge has evolved
into a gallery featuring small exhibitions that often include
works for sale,

The following is a list of exhibitions in the Whyte Lounge
for this period. These exhibitions were often accompanied
by lectures and gallery guides.

Kathleen Parks-Yoast
Museum Shop Manager

o
) f T |
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Whyte Lounge Exhibitions

October, 1978

Wisconsin Weavers, Women on the Loom: recent
decorative and functional weavings by fifteen women
weavers from southwestern Wisconsin

November, 1978

Contemporary Rosemaling and Norwegian Costumes:
American rosemaling by nine Wisconsin artists and
handmade costumes representing different Norwegian
valleys

February—March, 1979
Eight from the Northern Interior: handmade books by
eight midwestern private presses

June, 1979
Three Dimensional Arts with Animal Themes: works by
Madison area artists

October—November, 1979
Contemporary Color Photography: works by three women
photographers

December, 1979
Oriental Rugs and Textiles: Chinese and Central Asian
handknotted rugs as well as antique Tibetan textiles

January—February, 1980
Haitian Arts: traditional Haitian folk art against a
background of contemporary photographs of Haiti

October, 1980
Folk Masks of the Americas

December, 1980
Holiday Fantasies: artists’ toys and fantasies

Visitor to the Elvehjem browsing in the Museum Shop.



FRIENDS of the Elvehjem

fter welcoming 400 new members during the 1978
Spring Membership Drive, the FRIENDS of the
Elvehjem Museum of Art began a period of active growth
and development between July 1978 and December 1980.
In addition to the Tenth Anniversary gifts, FRIENDS and

Associates contributed two gifts to the permanent
collection in 1979: Reynold Beal’s Provincetown Waterfront
(1916) and a Roman limestone portrait bust of a scribe of
c. 3rd century A.D.

The FRIENDS' office initiated several program changes
during this period. Sunday Afternoon at the Elvehjem
opened its first season in 1979 as a cooperative venture
between the FRIENDS of the Elvehjem and the Wisconsin
Public Radio Association. The series of free chamber music
concerts held in Brittingham Gallery V is broadcast live
each Sunday during the Academic year (September
through May). The concerts feature Wisconsin artists, for
the most part, and combine in an appealing fashion the
visual and performing arts.

In addition to organizing bus tours to Chicago for special
exhibitions, the FRIENDS' office continued to sponsor
opening receptions and held several gala events during
this period: The elegant reception for “The Art of Norway’
on November 4, 1978 was part of a weekend of events
organized to celebrate the opening of the largest traveling
exhibition ever organized by the Elvehjem. The reception
was underwritten by First Federal Savings of Madison and
hosted by the Museum Aides, who also organized a gala
Russian Ball on March 29, 1979 to open “The Art of
Russia” exhibition. Eight hundred FRIENDS and guests
attended that opening reception and danced to Russian
waltzes played by the Russky Kivintett. The FRIENDS'
office also sponsored a lecture and film series to
complement the exhibition. For the “George Fred Keck and
William Keck: Architects” exhibition, a public opening was
held with special family-oriented offerings including live
electronic music by Dan Harris, tours, door prizes, and
refreshments.

’

The Elvehjem’s Tenth Anniversary celebration was
highlighted by several events: a champagne reception
featuring the Wisconsin Chamber Orchestra was held on

November 1, 1980, to celebrate the opening of “Five
Decades: Recent Works by Alumni of the Department of
Art” in conjunction with the Fiftieth Anniversary of the
School of Education. The 1980 FRIENDS” and Associates’
anniversary gift, Adolph Gottlieb’s Rucurrent Apparition
was unveiled at the reception. To cap that evening’s
festivities Chancellor Irving Shain introduced Katherine
Harper Mead as the new Director of the Elvehjem.

During this period annual FRIENDS membership dues
were increased to reflect rising printing and mailing costs,
and the Elvehjem quarterly Calendar was redesigned. The
new format enables us to announce Museum activities and
the increasing number of programs more effectively.

Museum Aides elected officers for the first time since the
group’s founding in 1975. Under the direction of its first
two Presidents, Mary Jo Prieve and Carol Hird, the Aides
became increasingly involved in the planning of special
events and in implementing new programs. They also
created an Information/Membership table which was
staffed by volunteers to assist the Museum in further
membership development.

In conclusion, we wish to express our gratitude of the Arts
Administration Program for providing the FRIENDS' office
with an intern each year, to Gail O'Neil for her work as
Program Assistant, and to the Museum Aides for their
invaluable and selfless contributions.

Margaret Elwood
FRIENDS Coordinator
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Dancing to Russian waltzes at the opening reception and gala ball of “The Art of Russia.”

Museum Aides

Barbara Anderson
Grace Argall
Mary Lou Atwell
Graciela Aubey
Lois Bahnson
Arlene Bargman
Dora Bauman
Gloria Bolles
Kate Boynton
Barbara Canfield
Linda Celesia
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Gayle Cody
Sarah Conroy
Sally Cummings
Muriel Curry
Phyllis Eichman
Connie Elvehjem
Dorothy Ela
Pleasant Frautschi
Donna Fullerton
Gail Goode
Mary Harshaw
Jane Henning
Janet Herzog

Jane Hilsenhoff
Ginger Hinderaker
Carol Hird

Pat Hoff

Anne Huggett
Patsy Kabaker
Gail Kohl

Teddy Kubly
Angelena Lenehan
Becky Martell
Joan Maynard
Eliza McCready
Carolyn McKinney
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June McLean
Delores Meagher
Helene Metzenberg
Sallie Olsson
Karen O'Neil
Kristen Ostrander
Mary Jo Prieve
Barbara Rewey
Henryka Schutta
Mary Alice Shahidi
Mildred Shain
Joanne Six

Colleen Slater

Dottie Sledge
Nancy Smith
Susan Stanek
Nancy Thorp
Mary Ann Travers
Mary Trewartha
Jane Varda
Jackie Vastola
Anne Warnock
Iris Weiland
Sue Weston
Phyllis Young



EXHIBITIONS

July 1—August 27, 1978
German Expressionist Drawings

August 12—September 10, 1978
Ernest Trova

September 2—October 15, 1978
Gaston Lachaise, Sculpture and Drawings

November 5, 1978—]anuary 7, 1979
The Art of Norway, 1750-1914

January 20—-March 4, 1979
Andreas Feininger: Photographs

February 18—March 25, 1979
Studies in Connoisseurship: Chinese Paintings from the
Arthur M. Sackler Collection

March 21—-May 6, 1979
The Art of Russia, 1800-1850

April 14—May 20, 1979

George Cruikshank: Printmaker
May 19-July 1, 1979

Oil Sketches by Frederick E. Church

June 2—July 29, 1979
Chinese Snuff Bottles

August 4—September 16, 1979
American Painters of the Impressionist Period
Rediscovered

August 11-September 16, 1979
The Graphic Works of Max Klinger

September 22—QOctober 28, 1979
Jim Haberman: Photography

October 21, 1979—January 6, 1980
Chinese Export Porcelain from the Ethel and Arthur
Liebman Collection

January 27—March 29, 1980
Bon a tirer: Twentieth-Century Prints from the Permanent
Collection

February 16—March 16, 1980
Benny Motzfeldt: A Norwegian Pathfinder in Glass

March 29—April 27, 1980
The Selected Work of Frank Lloyd Wright: 1887-1959

April 20-May 18, 1980
Domestic Architecture of Frank Lloyd Wright

April 20-May 25, 1980
George Fred Keck and William Keck: Architects

May 31-August 3, 1980
Eadweard Muybridge and West of the Rockies

June 14—July 27, 1980
La Belle Epoque

August 30—October 12, 1980
Utagawa Kuniyoshi, 1797-1861

November 2—January 11, 1981
Five Decades: Recent Works by Alumni of the Department
of Art
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Acquisitions

Due to limitations of space a considerable number of
important acquisitions have been grouped under collective
headings.

Paintings

Bardi, Rudolfo Julio (Argentine)

Untitled, 1959

Oil on canvas, 19 3/8"H., 37 3/8"W.

Gift of Dr. and Mrs. Alexander Hollaender, 1979.1110

The Boating Party by Albert Bierstadt. Gift of Mr. and Mrs. Stuart P. Feld.
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Beal, Reynolds (American, 1867-1951)

Provincetown Waterfront, 1916

Oil on artist board, 28 1/4"H., 35 1/2"W.

Friends of the Elvehjem Museum of Art purchase, 1979.125

Bierstadt, Albert (American, 1830-1902)

The Boating Party

Oil on canvas, 14"H., 19 1/2"W.

Gift of Mr. and Mrs. Stuart P. Feld, 1979.1732




Blackburn, Joseph (British, active 1750-1765)
Lady in Gray, 1765

Qil on canvas, 50 1/2"H., 41"W.

Earl O. Vits Endowment Fund purchase, 1979.76

Dahl, Johan Christian (Norwegian, 1788-1857)
Moonlight on the Coast, 1852

Oil on canvas, 13 1/8"H., 18 3/16"W.

Evjue Foundation Fund purchase, 1980.3

Duntze, Johannes Bartholomédus (German, 1823-1895)
Alpine Landscape, 1878

Oil on canvas, 24 1/16"H., 36 1/2"W.

Gift of Mrs, Arthur Camper, 1979.1125

Gifford, Sanford Robinson (American, 1823-1880)
Lake and Cows—a Sketch

Oil on paper, 7 3/16"H., 10 5/8"W.

Gift of Mr. and Mrs. Stuart P. Feld, 1978.1180

Giuliani, Giovanni (ltalian, b. 1893)

Sur Muro di Fronte, 1957

Oil on canvas, 35 3/8"H., 27 1/2"W.

Gift of Dr. and Mrs. Alexander Hollaender, 1979.1109

Gottlieb, Adolph (American, 1903-1974)
Recurrent Apparition, 1946
Oil on canvas, 36"H., 54"W.

Elvehjem Associates Fund, Friends of the Elvehjem Museum of Art

Fund, Emily Mead Baldwin Bell Fund,
and Tenth Anniversary Fund purchase, 1980.56

Griffin, Walter (American, 1861-1935)
Scene at Fleury, France, 1893
Oil on canvas, 44 1/2"H., 73 1/2"W.

Brittingham Fund and Endowment Fund purchase, 1979.77

Jacobsen, Sophus (Norwegian, 1833-1912)
On the Inlet by Moonlight
Oil on canvas, 33"H., 21 15/16"W.

Dr. and Mrs. Paul H. Reitman Fund and Endowment Fund

purchase, 1979.124

Phillips, Arthur Bryon (American)

Mrs. Robinson

Acrylic on board, 29 3/8"H., 24 3/8"W.
Gift of Amanda Berls, 1978.233

Simbari, Niccola (Italian, b. 1927)
Morning Walk, 1963

Oil on canvas, 39 1/8”H., 27 5/8"W.
Gift of Amanda Berls, 1978.234

Tobey, Mark (American, 1890-1976)

Untitled, 1969

Tempera on cardboard, 15 1/8"H., 10 7/8"W.

Gift of Mr. and Mrs. Newman T. Halvorson, 1980.4

Verna, Germaine (Swiss, 1908-1975)

Boats

Oil on canvas, 21 3/16"H., 28 3/4"W.

Gift of Mr, and Mrs. L. William Teweles, 1979.1157

Verna, Germaine (Swiss, 1908-1975)

Trees on the Quai

Oil on canvas, 25 1/2"H., 36 3/16"W.

Gift of Mr. and Mrs. L. William Teweles, 1979.1158

Wyeth, Nevell Convers (American, 1882-1945)
Buffalo Hunt

Qil on canvas, 19 1/2"H., 29 1/2""W.

Gift of Amanda Berls, 1978.232

Ziemski, Rajmund (Polish, b. 1930)

Composition, 1960

Qil on canvas, 31"H., 46 3/4"W.

Gift of Dr. and Mrs. Alexander Hollaender, 1979.1108

Unknown Artist (American)

Portrait of a Girl in Red with Rabbit, c. 1800-1805
Oil on canvas, 24 1/8"H., 20 3/16"W.

Gift of Mr. and Mrs. Stuart P. Feld, 1979.1733
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On the Inlet by Moonlight by Sophus Jacobsen. Dr. and Mrs. Paul H. Reitman Fund and Endowment Fund purchase.
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Indian Paintings

Mughal Style
Ladies Drinking on a Terrace, mid-18th century

Gouache and gold on paper, 9 5/16"H., 6 3/4"W.

Gift of Mrs. Earnest C. Watson, 1978.247

Rajasthani Style (Mewar)

Studies of European Figures, mid-19th century
Gouache on paper, 4 5/8"H., 4 3/16"W.
Gift of Mrs. Earnest C. Watson, 1979.1716

Rajasthani Style (Bundi)

Silva and Parvati, late 17th century

Watercolor on paper, approx. 4 3/8"H., 4 1/4"W.
Gift of Mrs, Earnest C. Watson, 1979.1717

Rajasthani Style (probably Bundi)

Ragint Lalit, early 18th century

Gouache and gold on paper, 14"H., 9 7/16"W.
Gift of Mrs. Earnest C. Watson, 1979. 1718

Rajasthani Style (Bundi or Kotah)

Raga 51, c. 1780

Gouache on paper, 9 3/8"H., 6 9/16"W.
Gift of Mrs. Earnest C. Watson, 1979.1719

Réjasthani Style (Bundi or Kotah)
A Lady on her Way to a Tryst, late 18th century

Gouache and gold on paper, 14 3/16"H., 12 7/16"W.

Gift of Mrs. Earnest C. Watson 1979.1720

Rajasthani Style (Bundi)

Ragini Nata, late 18th century

Gouache on paper, 7 1/8"H., 5"W.

Gift of Mrs, Earnest C. Watson, 1979.1721

Rajasthani Style (Bundi)

Man in a Garden, late 18th century
Gouache on paper, 7 5/8"H., 5 1/4"W.
Gift of Mrs. Earnest C. Watson, 1979.1722

Rajasthani Style (Bundi)

Procession by a Palace, c.1780

Ink drawing with wash on paper, 8 1/2"H., 6"W.
Gift of Mrs. Earnest C. Watson, 1979.1723

Rajasthani Style (Kotah)

A European Gentleman, mid-19th century

Gouache and gold on paper, 8§ 7/8"H., 6 5/16"W.
Gift of Mrs. Earnest C. Watson, 1979.1725

Rajasthani Style (Kotah)

A Tiger Hunt with Boats, v.s. 1925/A.D. 1868
Watercolor on paper, 14 11/16"H., 20 3/4"W.
Gift of Mrs. Earnest C. Watson, 1979.1726

Rajasthani Style (Kotah)

Tiger Hunt with Nets (possibly Satrusal II), c.1850
Watercolor on paper, 11 1/2"H., 18 3/4"W.

Gift of Mrs. Earnest C. Watson, 1979.1727

Rajasthani Style (Kotah)

Elephants Fighting, early 19th century
Gouache on paper, 5 5/16"H., 4 1/2"W.
Gift of Mrs. Earnest C. Watson, 1979.1728

Rajasthani Style (Malwa)

Ragini Vasant, third quarter 17th century
Gouache on paper, 5 3/8”"H., 5 3/8"W.
Gift of Mrs. Earnest C. Watson, 1979.1729

Rajasthani Style (Malwa)

Ragini Asavari, third quarter 17th century
Gouache on paper, 5 3/8"H., 5 3/8"W.
Gift of Mrs. Earnest C. Watson, 1979.1730

Chinese Paintings

Chou Hsun (Ch'ing Dynasty, 1644-1911)
A Scholarly Gentleman Embracing a Child

Chinese ink and color on silk, 46 1/2"H., 24 7/16"W.
Transfer from the Department of East Asian Languages and

Literature, 1979.1116

Unknown Artist (16th century or earlier)
Four Ladies Gathering and Appreciating Blossoms

Chinese ink and color on silk, 46 1/8"H., 23 11/16"W.
Transfer from the Department of East Asian Languages and

Literature, 1979.1115

Unknown Artist

Painted Fan (coastal landscape with one figure)
Ink on paper, 9 3/8"H., 20 3/4"L.

Gift of Florence G. Blake, 1979,1141
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Unknown Artist

Painted Fan (circular)

Ink on paper, 9 3/4"D.

Gift of Florence G. Blake, 1979.1142

Drawings and Watercolors

Burchfield, Charles (American 1893-1967)

Migration of Butterflies by Moonlight, 1963

Watercolor on paper, 32 1/2"H., 39"W.

Gift of Mr. and Mrs. Newman T. Halvorson, 1980.57

Diederen, Jet (Dutch, b. 1920)
Monte Cassino, 1960

Charcoal and watercolor on laid paper, 18 3/4"H., 23 1/2"W.

Gift of Dr. and Mrs. Alexander Hollaender, 1979.1107

Haynes, Elsie (American)

Untitled (view near Colorado Springs)

Pastel, 5 15/16"H., 8 1/16"W.

Gift of Mr. and Mrs. Frank Moulton, 1979.1120

Kuniyoshi, Yasuo (Japanese, 1893-1953)

Artichoke, 1925

Ink drawing with graphite on paper, 15 1/4"H., 22 3/16"W.
Gift of Isabel Wilder, 1980.58

Lachaise, Gaston (French, 1882-1935)
Veiled Nude on Tip-Toe

Pencil on paper, 23 3/8"H., 17 11/16"W.
Endowment Fund purchase, 1978.230

Mount, William Sidney (American, 1807-1868)
Sketch of a Girl

Pencil on paper, 7 7/8"H., 9 7/8"W.

Gift of Mr. and Mrs. Stuart A. Feld, 1978.1179

Shinn, Everett (American, 1876-1953)

The Green Door, 1930

Pastel, 19 9/16"H., 13 7/8"W.

Gift of Mr. and Mrs. Edward C. Jones, 1978.251

Springer, Cornelius (Dutch, 1817-1891)
Untitled, 1890

Watercolor, 9 1/8”H., 12 5/16"W.
Gift of William ]. Stiefel, 1979.1156

Tiffany, Louis Comfort (American, 1848-1933)

Untitled (Winter scene)

Watercolor and pastel on paper, lined onto canvas, 32 1/16"H.,
30 1/4"W.

Gift of Emily H. Earley, 1980.1

Wilde, John (American, b. 1919)

Shirley with a Birch Log, 1977

Silverpoint and pencil on prepared paper, 13 7/8"H,,

19 11/16"W.

Harold F. Bishop Fund and Endowment Fund purchase, 1978.246

Wilde, John (American, b. 1919)

Muyself, Age 37, 1957

Silverpoint and pencil on prepared paper, 19 9/16”H.,
16 3/16"W.

Gift of John Wilde, 1979.75

Wyeth, Andrew (American, b. 1917)

Birch Brush, 1972

Dry brush watercolor on paper, 22"H., 30"W.
Gift of William Beverly Murphy, 1980.59

Unknown Artist

9 Hlustrations from Ovid’s “Metamorphoses”
Pen and ink with wash on paper

Gift of Herbert M. Howe, 1979.1127-1135

Sculpture

Fuller, R. Buckminster (American, b. 1895-1983)

Whangdoodle, 1977

Mixed media, 12 1/2"H., 12 3/4"W.

Gift of Children’s and Young Adult Services, Division of Library
Services, State Department of Public Services, 1980.52

Etruscan

Sarcophagus Fragment, c. 6th century B.C.
Carved stone, 6"H., 7 7/8"W.

Gift of Frances W. English, 1979.1144

Roman (Eastern Empire)

Bust of a Man Holding a Scroll, c. 3rd century A.D.
Limestone, 25"H.

Elvehjem Associates Fund purchase, 1979.12



Prints

Ackroyd, Norman (British)

A Coloured Etching, 1968

Color intaglio, 21 11/16"H., 18 15/16"W.
Gift of Mark and Helen Hooper, 1978.139

Ackroyd, Norman (British)

St. Mary’s Leeds, 1962

Intaglio, 19 1/2"H., 24 3/8"W.

Gift of Mark and Helen Hooper, 1978.140

Aitken, Pauline (British, b. 1893)
Definition of a Patriot, 1965

Color intaglio, 19 3/4"H., 28 7/16"W.
Gift of Mark and Helen Hooper, 1978.141

Albers, Josef (German, 1888-1976)

WEG (Portfolio of 10 prints), 1971

Mixed intaglio (embossed), 26 1/8"H., 20 1/8"W.

Gift of Bruce E. and Serene Wise Cohen, 1979.1715 A-]

Alechinsky, Pierre (Belgian, b. 1927)
Ancétre, 1965

Color lithograph, 19 7/8"H., 25 7/8"W.
Gift of Mark and Helen Hooper, 1978.142

Appel, Karel (Dutch, b. 1921)

Figure

Color lithograph, 25 1/8"H., 18 1/2"W.
Gift of Mark and Helen Hooper, 1978.143

Appel, Karel (Dutch, b. 1921)

Personne de face, 1970

Color lithograph, 26 1/16"H., 20 1/16"W.
Gift of Mark and Helen Hooper, 1978.144

Appel, Karel (Dutch, b. 1921)

Sunny Parrot in Landscape, 1974

Color lithograph, 24”H., 36 1/8"W.

Gift of Mark and Helen Hooper, 1978.145

Appel, Karel (Dutch, b. 1921)

Twins Maybe, 1974

Color lithograph, 24"H., 36 1/8"W.

Gift of Mark and Helen Hooper, 1978.146

Arms, John Taylor (American, 1887-1953)
Sketch of Sussex, December 12, 1942
Etching, 9 1/8"H., 6 3/8"W.

Gift of Herbert M. Howe, 1979.1126

Ayme, Albert

Camaieu rouge, 1967

Color lithograph, sheet: 28 1/8"H., 22 1/8"W.
Gift of Mark and Helen Hooper, 1978.147

Baj, Enrico (Italian, b. 1924)

Jet Set

Color intaglio, 11 1/4"H., 9 9/16"W.
Gift of Mark and Helen Hooper, 1978.148

Benton, Thomas Hart (American, 1889-1975)
Island Hay

Lithograph, 10"H., 12 5/8"W.

Gift of Amanda Berls, 1978.253

Benton, Thomas Hart (American, 1889-1975)
The Boy, 1948 '
Lithograph, 9 1/2"H., 13 13/16"W.

Gift of Amanda Berls, 1978.254

Benton, Thomas Hart (American, 1889-1975)
Woodpile

Lithograph, 8 11/16”H., 10 15/16"W.

Gift of Amanda Berls, 1978.255

Benton, Thomas Hart (American, 1889-1975)
Prodigal Son, 1939

Lithograph, 10 3/16"H., 13 1/4"W.

Gift of Amanda Berls, 1978.256

Boilly, Louis-Léopold (French, 1761-1845)

Les Antiguaires

Hand-colored lithograph, 12 5/16"H., 10 1/16"W.
Gift of Mark and Helen Hooper, 1978.149

Boilly, Louis-Leopold (French, 1761-1845)

Les Mangeurs d'huitres, 1825

Hand-colored lithograph, 12 13/16"H., 9 13/16"W.
Gift of Mark and Helen Hooper, 1978.150

Bolin, Gustave (French, b. 1920)

Nortang, 1972 :
Color lithograph, 21 5/16"H., 29 15/16"W.
Gift of Mark and Helen Hooper, 1978.151
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Bolin, Gustave (French, b. 1920)

Provence, 1966

Color lithograph, 21 1/2"H., 29 5/16"W.
Gift of Mark and Helen Hooper, 1978.152

Boulanger, Redo

Tenderness

Color lithograph, 12 7/8"H., 9 11/16"W.
Gift of Mark and Helen Hooper, 1979.114

Braque, Georges (French, 1882-1963)

Le Poéte, 1958

Color lithograph, 21 1/8"H., 27 1/2"W.
Gift of Mark and Helen Hooper, 1980.60

Brunsdon, John Reginald (British, b. 1933)
Sundown Sadness

Color intaglio, 17 3/4"H., 11 3/4"W.
Gift of Mark and Helen Hooper, 1979.112

Brunsdon, John Reginald (British, b. 1933)
Passing Time

Color intaglio, 17 3/4"H., 11 3/4"W.
Gift of Mark and Helen Hooper, 1979.113

Byxbe, Lyman (American, b. 1886)
RFD

Aquatint, 6 7/8"H., 9 1/8"W.
Gift of Mr. and Mrs. Frank Moulton, 1979.1121

Cage, John (American, b. 1912)

Lithograph A from Not Wanting to Say Anything About Marcel, 1969
Color lithograph, 21 1/2""H., 40"W.

Anonymous Fund purchase, 1980.13

Campigli, Massimo (Italian, 1895-1971)
Untitled952

Color intaglio, 18 5/8"H., 14"W.

Gift of Mark and Helen Hooper, 1978.153

Carter, Clarence Holbrook (American, b. 1904)
Inferico, 1971

Serigraph on textured paper, 22 1/8"H., 29 7/8"W.
Gift of Mark and Helen Hooper, 1978.154

Carter, Clarence Holbrook (American, b. 1904)
Transgression 1971

Serigraph on textured paper, 30"H., 22"W.
Gift of Mark and Helen Hooper, 1978.155
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Colescott, Warrington (American, b. 1921)
10 prints: Gifts of Mark and Helen Hooper

Dillinger: The Breakout from the Indiana Pen, 1966
Color intaglio, sheet: 37"'H., 26 1/8"W.
1979.80

Famous American Riots: Fracas at Calamity’s Place, 1969
Color lithograph, 19 1/2"H., 28 1/8"W.
1979.81

Famous American Riots: I1. Railroad, 1969
Color lithograph, 19"H., 26 1/2"W.
1979.82

Golders Green, 1968
Color intaglio, sheet: 34 3/16"H., 25"W.
1979.83

A History of Printmaking: Ben Franklin at Versailles, 1975
Color intaglio, 21 11/16"H., 27 7/8"W.
1979.84

A History of Printmaking: The Entry of Mauricio Lasansky into lowa
City, 1976

Color intaglio, sheet: 24 15/16"H., 35 11/16"W.

1979.85

Ode to Orange County (Calif), 1969
Color intaglio, 23 13/16"H., 35 5/8"W.
1979.86

Verdun: Attack , 1968
Color intaglio, 17 7/8"H., 33 1/2"W.
1979.87

Verdun: Defense , 1968
Color intaglio, 17 5/8"H., 33 13/16"W.
1979.88

A Wild West: Dodge City, 1969
Color lithograph, 23 9/16"H., 17 1/16"W.
1979.89

Colescott, Warrington (American, b. 1921) and students

Secrets: A Portfolio of 18 Prints from Print Seminar, Semester I,
1980

Intaglio

Transfer from the Department of Art, 1980.12.1-18



Corneille, Cornelis (Belgian, b. 1922)

Un Eté Brésilien, 1967

Color lithograph, 19 3/4"H., 26"W.

Gift of Mark and Helen Hooper, 1979.90

Courtois-Suffit

Contraste, 1966

Mixed intaglio, 10 7/16"H., 7 1/16"W.
Gift of Mark and Helen Hooper, 1979.116

Cranach, Lucas the Elder (German, 1472-1553)
Adam and Eve in Paradise, 1509

Woodcut, 13 1/4"H., 9 7/16"W.

Earl O. Vits Endowment Fund purchase, 1979.1159

Crum, Jason Roger (American, b. 1935)
Breakthrough, 1970

Serigraph, 19 7/8"H., 23 3/8"W.

Gift of Mark and Helen Hooper, 1978.156

Daumier, Honoré (French, 1808-1879)

Mon cher faites-moi le plaisir de me préter 15 francs . ..

Lithograph, 9 3/4"H., 12 15/16"W.
Gift of James Watrous, 1978.137

Daumier, Honoré (French, 1808-1879)
75 Lithographs, 1847-1867
Gifts of Helen Wurdemann, 1979.1-1979.74

Daumier, Honoré (French, 1808-1879)
43 Lithographs, 1847-1849
Gifts of Helen Wurdemann, 1979.1734-1776

Daumier, Honoré (French, 1808-1879)
112 Lithographs, 1847-1870
Gifts of Helen Wurdemann, 1980.499-610

Davidson, Jean (American)

Orbiting Forms 111, 1975

Color lithograph, 29 1/2"H., 22"W.
Gift of Jean Davidson, 1980.29

Deguchi, Maria (Japanese)

Soleil noyé, 1973

Color intaglio, 23 7/16"H., 18 1/16"W.
Gift of Mark and Helen Hooper, 1978.157

Delétre, Eugéne (French, 1964-1939)
Portrait of Auguste Delatre, 1894
Intaglio, 11 7/16"H., 9"W.

Gift of James F. Babcock, 1979.1114

Delaunay, Sonia (Ukrainian, 1885-1979)
Soleils, 1970

Color lithograph, 30"H., 22"W.

Gift of Mark and Helen Hooper, 1978.158

Delaunay, Sonia (Ukrainian, 1885-1979)

Untitled, 1964

Color etching (soft ground), 13 1/4"H., 10 3/4"W.
Gift of Mark and Helen Hooper, 1979.118

Dos Santos, Bartolomeu (Spanish)
Barogque Church, 1965

Color intaglio, 16 11/16"H., 19 9/16"W.
Gift of Mark and Helen Hooper, 1978.159

Dos Santos, Bartolomeu (Spanish)

Lovers, 1963

Intaglio, 15 11/16"H., 17 9/16"W.

Gift of Mark and Helen Hooper, 1978.160

Escher, Maurits Cornelis (Dutch, 1898-1972)

Depth, 1955

Three color wood engraving, 12 5/8"H., 9 1/16"W.
Gift of Dr. Robert Gilson, 1979.1731

Fassianos, Alexandre (Greek, b. 1935)
Reclining Woman

Color intaglio, 19 1/8"H., 35 1/2"W.
Gift of Mark and Helen Hooper, 1978.161

Fautrier, Jean (French, 1898-1964)

La Vague

Color intaglio, 19 1/16"H., 25 7/16"W.
Gift of Mark and Helen Hooper, 1978.162

Feito, Luis (Spanish, b. 1929)

Szuszi bleu

Serigraph, 27 7/8"H., 20"W.

Gift of Mark and Helen Hooper, 1979.91

Fiedler
Untitled
Color lithograph, sheet: 29”H., 20 5/8"W.
Gift of Mark and Helen Hooper, 1978.163

3



Francis, Samuel Lewis (American, b. 1923)
Concert Hall 1, I and I1I, 1977

Color lithographs

Anonymous Fund purchase, 1980.18 A-C

Friedlaender, Johnnie (German, b. 1912)
Untitled

Color intaglio, 30 7/16"H., 22 11/16"W.
Gift of Mark and Helen Hooper, 1978.164

Friedlaender, Johnnie (German, b. 1912)
La Hune

Color intaglio, 16 11/16"H., 12 3/8"W.
Gift of Mark and Helen Hooper, 1978.165

Gallo, Frank (American, b. 1913)

Young Girl, 1980

Hand-made cast paper, 27 5/8"H., 21 1/2"W.
Anonymous Fund purchase, 1980.15

Gentilini, Franco ([talian, b. 1909)

Re di coppa

Color intaglio, 19 5/16"H., 13 3/8"W.
Gift of Mark and Helen Hooper, 1978.166

Gloeckler, Raymond Louis (American, b. 1928)
Big Buguler

Woodcut, 16 13/16"H., 12"W.

Gift of Mark and Helen Hooper, 1978.167

Gloeckler, Raymond Louis (American, b. 1928)
Politics on Parade (I)

Wood engraving, 16 1/16"H., 10 9/16"W.
Gift of Mark and Helen Hooper, 1978.168

Gloeckler, Raymond Louis (American, b. 1928)
Politics on Parade (II)

Wood engraving, 16 1/16"H., 10 9/16"W.
Gift of Mark and Helen Hooper, 1978.169

Gloeckler, Raymond Louis (American, b. 1928)
Terry's a Teenager

Woodcut, 14 3/4"H., 21 13/16"W.

Gift of Mark and Helen Hooper, 1978.170

Gloeckler, Raymond Louis (American, b. 1928)
Victory Dickie

Woodcut, 26 7/8"H., 16"W.

Gift of Mark and Helen Hooper, 1979.92
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Gracia, Carmen (Argentine, b. 1935)
Redeemer, 1971

Color intaglio, 25 1/2"H., 19 9/16"W.
Gift of Mark and Helen Hooper, 1978.171

Graves, Nancy (American, b. 1940)

Plate #V- Mantes Apenninus Region of the Moon from the series
Lithographs Based on Geologic Maps of Lunar Orbiter and Apollo

Landing Sites, 1972

Color lithograph from aluminum plates, 22 1/4"H., 30"W.

Anonymous Fund purchase, 1980.14

Guggenheim, Elisabeth (French, b. 1924)

Ma Riviére, 1968

Color intaglio, 12 7/16"H., 10 13/16"W.
Gift of Mark and Helen Hooper, 1978.172

Hamilton, Richard (British, b. 1922)

Soft Blue Landscape, 1979

Collotype/screenprint, 28 11/16"H., 36 1/8"W.
Humanistic Foundation Fund purchase, 1980.19

Hayter, Stanley William (British, b. 1901)
37 prints: Gifts of Mark and Helen Hooper

Couple (1), 1952
Intaglio, 17 7/16"H., 11 5/8"W.
1978.173

Couple (1), 1952
Intaglio, 17 3/16"H., 11 1/2"W.
1978.174

Couple (IIT), 1952
Intaglio, 17 3/8"H., 11 9/16"W.
1978.175

Shoal Green 1967
Color intaglio, 15 9/16"H., 18 3/16"W.
1978.176

Feu d'artifice, 1958
Color intaglio, 19 1/16"H., 11 13/16"W.
1979.93

Danie, 1956
Color intaglio, 16 1/8"H., 11 15/16"W.
1979.94



Emeraude, 1967
Color intaglio, 25 1/2""H., 19 5/8"W.
1979.95

Merou, 1958
Color intaglio, 11 11/16"H., 14 13/16"W.
1979.96

Night Sea, 1962
Color intaglio, 11 5/8"H., 15 3/8"W.
1979.97

Paysage lunaire, 1955
Color intaglio, 14 3/8"H., 11 5/16"W.
1979.98

Poisson rouge, 1957
Color intaglio, 13 1/4"H., 17 7/8"W.
1979.99

Remous, 1965
Color intaglio, 19 3/8"H., 16 1/16"W.
1979.100

Wake, 1968
Color intaglio, 9 1/2"H., 15 7/16"W.
1979.101

White Horses, 1967
Color intaglio, 15 9/16"H., 19 1/16"W.
1979.102

Wine Dark Sea, 1965
Color intaglio, 19 3/16"H., 15 9/16"W.
1979.103

Meduse, 1958
Color intaglio, 20 1/8"H., 27 1/8"W.
1980.30

Equinox, 1967
Color intaglio, 25 7/16"H., 19 5/8"W.
1980.31

Filet, 1965
Color intaglio, 26 5/8"H., 20"W.
1980.32

Cross Current, 1967

Planographic print, 20 5/16"H., 27 3/16"W.

1980.33

Swimming Bird, 1969
Color intaglio, 21 5/16"H., 29 5/8"W.
1980.34

Flux, 1969
Color intaglio, 29 1/2"H., 21 3/4"W.
1980.35

Ceres, 1948
Color intaglio, 27 7/8"H., 21 1/4"W.
1980.36

Unstable Woman (yellow state), 1947
Color intaglio, 19 7/8"H., 26 1/16"W.
1980.37

Amazon, 1965
Mixed intaglio, 30 1/8"H., 21 7/8"W.
1980.38

Night, 1960
Color intaglio, 20 7/16"H., 29 11/16"W.
1980.39

Pelagic Forms, 1963
Color intaglio, 18 1/2"H., 22 1/8"W.
1980.40

Croguis au burin, 1974
Etching, 22 1/8"H., 15 1/8"W.
1980.41

Trois Personnages, 1951
Intaglio, 22 3/8"H., 14 7/8"W.
1980.42

Le Cirque, 1963

Etching and engraving, 12 3/4"H,, 19 11/16"W.

1980.43

Icarus, 1956
Color intaglio, 22"H., 14 3/4"W.
1980.44

Lutteurs, 1974
Intaglio, 22 3/16"H., 15 1/16"W.
1980.45

Mantis, 1963
Color intaglio, 22 1/2"H., 15 7/8"W.
1980.46



Ohio Night, 1960
Color intaglio, 13 3/8"H., 19 1/8"W.
1980.47

Cheiromancy, 1935
Etching, 7 3/4"H., 5 7/8"W.
1980.48

Gulf Stream, 1959
Color intaglio, 31 1/4"H., 23"W.
1980.49

Ixion, 1959
Color intaglio, 28 11/16"H., 26 3/16"W.
1980.50

Cascade, 1959
Color intaglio, 28 3/8"H., 26 11/16"W.
1980.51

Hebald, Milton Elting (American, b. 1917)
3 Graces, 1963

Color lithograph, 27 11/16"H., 19 9/16"W.

Gift of Mark and Helen Hooper, 1978.177

Hecht, Joseph (Polish, b. 1891)

Untitled

Engraving, 11 11/16"H., 9 5/16"W.

Gift of Mark and Helen Hooper, 1979.104

Heyman, Lawrence

Landscape

Color intaglio, 12 3/8"H., 15 1/2"W.
Gift of Mark and Helen Hooper, 1978.178

Heyman, Lawrence

Maison

Color intaglio, 11 3/4"H., 15 7/16"W.
Gift of Mark and Helen Hooper, 1979.19

Hiroshige, Ichirytsai (Japanese, 1797-1858)
Tokaido Go-ju-san Tsugi: Shono, 1833-1834
Colored woodcut, 9 1/2"H., 14 3/4"W.
Gift of Florence G. Blake, 1979.1140

Hedgkin, Howard (British, b. 1932)
Interior Day, 1974

Color aquatint, 16 7/8"H., 22 7/8"W.
Gift of Mark and Helen Hooper, 1979.180
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Hodgkin, Howard (British, b. 1932)
Interior Night, 1974

Color aquatint, 17 1/2"H., 23 9/16"W.
Gift of Mark and Helen Hooper, 1978.181

Hwang, Kyu-Bak (Korean, b. early 1930s)
Conte de la pierre, 1969

Color intaglio, 12 3/8"H., 14 3/4"W.
Gift of Mark and Helen Hooper, 1978.182

Hwang, Kyu-Bak (Korean, b. early 1930s)
Saint Meditant, 1968

Color intaglio, 19 1/16"H., 15 1/2"W.
Gift of Mark and Helen Hooper, 1978.183

Indiana, Robert (American, b. 1928)

#4 from the series Decades: Autoportraits, 1980
Serigraph, 24 7/8"H., 24 1/8"W.

Humanistic Foundation Fund purchase, 1980.16

Indiana, Robert (American, b. 1928)

#6 from the series Decades: Autoportraits, 1980
Serigraph, 23 7/8"H., 24 1/8"W.

Humanistic Foundation Fund purchase, 1980.17

Istratti, Alexandre (Rumanian, b. 1915)
Untitled

Color lithograph, 28 1/4"H., 19 5/8"W.
Gift of Mark and Helen Hooper, 1978.184

Jones, Allen (British, b. 1937)

Box, 1980

Color lithograph in four sections

Humanistic Foundation Fund purchase, 1980.20 A-D

Kent, Rockwell (American, 1882-1971)

Angel, 1926

Wood engraving, 5 13/16"H., 6 7/8"W.

Thomas E. Brittingham Trust / James S. Watrous Fund purchase,
1980.54

King, Ronald

Skipping Rhyme

Color intaglio, 18 3/16"H., 28 1/8"W.
Gift of Mark and Helen Hooper, 1978.185

Krsmanovic, Marko

Frammenti di un monumento, 1965

Color intaglio, 12 5/8"H., 19 5/16"W.
Gift of Mark and Helen Hooper, 1978.186



La Dell, Edwin

Free Range

Color lighograph, 22 11/16"H., 31"W.
Gift of Mark and Helen Hooper, 1978.187

La Dell, Edwin

The Terrace

Color lithograph, 22 3/16"H., 31 1/8"W.
Gift of Mark and Helen Hooper, 1978.188

La Fourcade

Concavexe

Color intaglio, 19 5/8"H., 14 9/16"W.
Gift of Mark and Helen Hooper, 1978.189

Leduc, Stanley

Ondes Chaudes

Mixed media, 15"H., 14 15/16"W.

Gift of Mark and Helen Hooper, 1979.105

Leduc, Stanley

Terrestre

Mixed media, 14 15/16"H., 15"W.

Gift of Mark and Helen Hooper, 1979.106

Levroel, René

Glass Man

Color lithograph, 14 5/16"H., 9 7/8"W. (irreg.)
Gift of Mark and Helen Hooper, 1979.119

Lodge, Jean (American)

Marina, 1967

Color intaglio, 16 1/16"H., 14 3/4"W.
Gift of Mark and Helen Hooper, 1978.190

Masson, André (French, b. 1892)
Untitled, 1969

Color lithograph, 12 1/16"H., 9 1/4"W.
Gift of Mark and Helen Hooper, 1978.191

Mati, Keiko

Mammoth

Color intaglio, 9 11/16”H., 13 3/4"W.
Gift of Mark and Helen Hooper, 1979.117

Matsutani, Takesada (Japanese, b. 1937)
La Propagation.1, 1967

Color intaglio, 13 7/16"H., 11 11/16"W.
Gift of Mark and Helen Hooper, 1978.192

Matsutani, Takesada (Japanese, b. 1937)

Room, 1969

Serigraph and engraving, 29 5/8"H., 21 7/8"W.
Gift of Mark and Helen Hooper, 1978.193

Mead, Roderick Fletcher (American, 1900-1971)
Rope Figures, 1936

Copper engraving, 6 1/2"H.,, 3 1/4"W.

Gift of Mrs. Roderick Mead, 1979.1111

Mead, Roderick Fletcher (American, 1900-1971)
Grapevine Portrait, 1938

Copper engraving, 9 3/8"H., 7 3/16"W.

Gift of Mrs. Roderick Mead, 1979.1112

Mead, Roderick Fletcher (American, 1900-1971)
Naufrage (Wrecked Ship on the Normandy Coast), 1936
Copper engraving, 7 3/4"H., 9 15/16"W.

Gift of Mrs. Roderick Mead, 1979.1113

Messagier, Jean (French, b. 1920)

La Vallée

Color intaglio, 19 9/16"H., 25 3/8"W.
Gift of Mark and Helen Hooper, 1978.194

Micossi, Mario

Campanile e San Marco a Venezia

Color intaglio, 9 3/4"H., 19 7/16"W.
Gift of Mark and Helen Hooper, 1979.107

Mird, Joan (Spanish, b. 1893)

Affiche avant la lettre, 1972

Color lithograph, 34 15/16"H., 24 7/16"W.
Gift of Mark and Helen Hooper, 1978.195

Moskowitz

Bukharen Quarter, 1969

Color intaglio, 9 5/8"H., 7 5/8"W.

Gift of Mark and Helen Hooper, 1979.115

Motherwell, Robert (American, b. 1915)

Untitled, 1974

Color aquatint, 41 1/4”H., 29 1/4"W.

Art Collections Fund and Endowment Fund purchase, 1978.136

Munch, Edvard (Norwegian, 1863-1944)

The Sick Child, 1894

Etching, drypoint and roulette, 18 15/16"H., 13 9/16"W.
F. ]. Sensenbrenner Trust Fund purchase, 1979.1124
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Nason, Thomas Willoughby (American, 1889-1971)

Haystacks, 1949

Wood engraving, 10 7/16"H., 12 1/2"W.

Thomas E. Brittingham Trust / James S. Watrous Fund purchase,
1980.53

Naudet, Caroline (French, 1775-1839)

La Soirée orageuse, 1821

Color lithograph, 8 3/16"H., 11 13/16"W.
Gift of Mark and Helen Hooper, 1979.120

Nevjestic, Virgilije (Yugoslavian, b. 1935)
Gestation de la terre, 1970

Color intaglio, 12 5/8"H., 8 3/16"W.
Gift of Mark and Helen Hooper, 1978.229

Pane, Gina (Italian, b. 1939)

La Lune, 1968

Serigraph, 26"H., 19 13/16"W.

Gift of Mark and Helen Hooper, 1978.196

Pelletier, Claude (French)

Le Téte-d-téte, 1969

Color intaglio, 15 1/2"H., 15 5/8"W.
Gift of Mark and Helen Hooper, 1978.197

Picasso, Pablo Ruiz (Spanish, 1881-1973)
Untitled

Lift ground etching, 6 1/2"H., 8 1/16"W.
Gift of Mark and Helen Hooper, 1978.198

Piddington, Helen V. (Canadian, b. 1931)
Conjuncture, 1964

Color intaglio, 11 7/16"H., 11 9/16"W.
Gift of Mark and Helen Hooper, 1978.199

Piper, John (English, b. 1903)

Set of 8 prints, 1967

Serigraphs

Gift of Herbert M. Silver, 1979.1148-1155

Piza, Arthur Luiz (Brazilian, b. 1928)
Forme cassée, 1953

Intaglio, 19 3/4"H., 25 11/16"W.

Gift of Mark and Helen Hooper, 1978.200

Piza, Arthur Luiz (Brazilian, b. 1928)
Galaxie

Color intaglio, 16 5/16"H., 13 9/16"W.
Gift of Mark and Helen Hooper, 1978.201
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Poenaru, Rigmor

La Bataille de Crécy, 1972

Color intaglio, 12 5/8"H., 19 9/16"W.
Gift of Mark and Helen Hooper, 1978.202

Ray, Man (American, 1890-1976)

De Mal en pis

Color intaglio, 7 1/4"H., 5 3/8"W.

Gift of Mark and Helen Hooper, 1978.203

Rebeyrolle, Paul (French, b. c. 1920)

Mort d'un adversaire

Color lithograph, 31 1/2"H., 23 3/4"W.
Gift of Mark and Helen Hooper, 1978.204

Reddy, Krishna (East Indian, b. 1925)
Splash

Color intaglio, 14 1/2”H., 18 1/8"W.
Gift of Mark and Helen Hooper, 1978.205

Reddy, Krishna (East Indian, b. 1925)
Whirlpool

Color intaglio, 14 3/8"H., 18 1/8"W.
Gift of Mark and Helen Hooper, 1978.206

Reddy, Krishna (East Indian, b. 1925)
Woman and Reflections

Color intaglio, 13 3/16"H., 14 13/16"W.
Gift of Mark and Helen Hooper, 1978.207

Reddy, Krishna (East Indian, b. 1925)
Flowers

Color intaglio, 12 7/16"H., 18 13/16"W.
Gift of Mark and Helen Hooper, 1979.108

Saunier, Hector (Argentine, b. 1936)
Trepadoras, 1968

Color intaglio, 15 9/16"H., 18 13/16"W.
Gift of Mark and Helen Hooper, 1978.208

Severini, Gino (Italian, 1883-1966)
Untitled

Color intaglio, 19 5/16"H., 12 5/8"W.
Gift of Mark and Helen Hooper, 1978.209

Shalala, Edward (American)

Oil Landscape, 1974

Color intaglio, 17 5/8"H., 19 3/4"W.
Gift of Mark and Helen Hooper, 1978.210



Singer, Gail (American, b. 1924)

Caprice, 1966

Color intaglio, 13 1/2"H., 11 5/8"W.
Gift of Mark and Helen Hooper, 1979.109

Singer, Gail (American, b. 1924)

Fire Rocks, 1970

Color intaglio, 13 7/16"H., 13 5/8"W.
Gift of Mark and Helen Hooper, 1979.110

Skiold, Birgit (British, b. 1930)

Angry Breakers, 1968

Color intaglio, 11 3/4"H., 11 3/4"W.
Gift of Mark and Helen Hooper, 1978.211

Skiold, Birgit (British, b. 1930)

Deep Current, 1967

Color intaglio, 11 3/4"H., 11 3/4"W.
Gift of Mark and Helen Hooper, 1978.212

Skiold, Birgit (British, b. 1930)

Sea Drift I, 1967

Color lithograph, 23 3/8"H., 15 7/16"W.
Gift of Mark and Helen Hooper, 1978.213

Skiold, Birgit (British, b. 1930)

Sea Fruit I

Color intaglio, 30 5/8"H., 23 1/8"W.
Gift of Mark and Helen Hooper, 1978.214

Skiold, Birgit (British, b. 1930)
Undercurrent, 1968

Color intaglio, 11 13/16"H., 11 7/8"W.
Gift of Mark and Helen Hooper, 1978.215

Stokoe, Michael Arthur (British, b. 1933)
Movements on a Green Field, 1969
Serigraph, 18"H., 16 7/8"W.

Gift of Mark and Helen Hooper, 1978.216

Survage, Leopold (Finnish, b. 1897)
Femmes de pécheurs

Color intaglio, 9 5/8"H., 6 7/8"W.

Gift of Mark and Helen Hooper, 1978.217

Tabuchi, Yasse (Japanese, b, 1921)
Par la fenétre, 1967

Color lithograph, 17 11/16"H., 22 1/4"W.

Gift of Mark and Helen Hooper, 1978.218

Tissot, James Jacques Joseph (French, 1836-1902)

Le Banc de jardin, 1883

Mezzotint, 16 3/8"H., 22 3/16"W.

Mark H. and Katherine E. Ingraham Fund purchase, 1979.78

s,

Le Banc de jardin (1883) by James Jacques Joseph Tissot. Mark H. and
Katherine E. Ingraham Fund purchase.

Tobey, Mark (American, 1890-1976)
Space Rose, 1961

Intaglio in brown ink, 16”H., 12 1/8"W.
Gift of Mark and Helen Hooper, 1978.219

Tobiasse, Theo (Israeli, b. 1927)

Juifs chassé du Moscou

Color lithograph, 17 3/4"H., 23 9/16"W.
Gift of Mark and Helen Hooper, 1978.220

Toulouse-Lautrec, Henri de (French, 1864-1901)
La Modiste dressant un chapeau, 1893
Lithograph, 20 1/16"H., 12 7/8"W.
Gift of Mr. and Mrs. Gordon R. Walker, 1980.62

Ubac, Raoul (Belgian, b. 1910)

Ancient Eternity

Engraving, 5 5/16"H., 4"W.

Gift of Mark and Helen Hooper, 1978.221
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Ubac, Raoul (Belgian, b. 1910)

Atbre et pierre 111

Color lithograph, 29 5/16"H., 22 1/8"W.
Gift of Mark and Helen Hooper, 1978.222

Ubac, Raoul (Belgian, b. 1910)

Petit champs II

Color lithograph, 13 3/16"H., 18 1/16"W.
Gift of Mark and Helen Hooper, 1978.223

Vaillant, Wallerand (Dutch, 1623-1677)

L'Eplucheuse de pommes

Mezzotint, 9 5/8"H., 12 3/16"W.

Mark H. and Katherine Ingraham Fund purchase, 1979.1123

Van Houten, Katrine

Detail of Charlotte's Web, 1969

Serigraph, 24"H., 19 11/16"W.

Gift of Mark and Helen Hooper, 1978.227

Vasarely, Victor (Hungarian, b. 1908)
Untitled

Serigraph, 35 7/16"H., 28 3/8"W.

Gift of Mark and Helen Hooper, 1978.228

Vasarely, Victor (Hungarian, b. 1908)
Permutations

Serigraph, 23 5/8"H., 23 5/8"W.

Gift of Mark and Helen Hooper, 1978.111

Warhol, Andy (American, b. 1931)
Marilyn Monroe, 1967, 1967
Serigraph, 35 15/16"H., 35 15/16"W.

Robert Gale Doyon Fund and Harold F. Bishop Fund purchase,

1978.252

Wolgemut, Michael (German, 1434-1519) and William
Pleydenwurf (German, d. 1494)

Folio from the Nuremberg Chronicle (Weltchronik), 1493
Woodcut, 16 7/16"H., 11 3/16"W.

Gift of Professor James S. Watrous, 1978.138

Wood, Grant (American, 1892-1942)
March, 1942

Lithograph, 8 7/8"H., 11 13/16"W.
Gift of Amanda Berls, 1978.257
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Unknown Artist

Dick Swivellen and the Marchioness (after Dickens’ The Old
Curiosity Shop)

Intaglio, 12 3/4"H., 10 1/4"W.

Gift of Mark and Helen Hooper, 1978.224

Unknown Artist

Donnera t-on quelque chose d credit?

Color lithograph, 22"H., 13 7/16"W.

Gift of Mark and Helen Hooper, 1978.225

Unknown Artist

Untitled (after a work by Dickens)
Intaglio, 12 3/4"H., 10 1/4"W.

Gift of Mark and Helen Hooper, 1978.266

The Edward Burr Van Vleck Collection of Japanese Prints

(17th—20th century) 2800 Japanese prints, approximately 1400 by
Hiroshige (1797-1858), including the first edition of the Fifty-three
Stations of the Tokaido; approximately 115 by Hokusai (1760-1849),
including Thirty-six Views of Mount Fuji. In all 120 Japanese artists

are represented. Bequest of John Hasbrouck Van Vleck, 1980.611-3410

“Autumn Moon at Seba” from the Sixty-nine Stations of the Kiso Highway
(late 1830s) by Ichiryfisai Hiroshige. Bequest of John Hasbrouck Van Vleck.



““Seacoast at Satta Point with a Great Wave"” from the Thirty-six Views of
Mount Fuji (c. 1858-59) by Ichiryisai Hiroshige. Bequest of John
Hasbrouck Van Vleck.

Coins and Medals

The Arthur J. Frank Collection of Ancient Greek and Roman Coins

300 silver and bronze coins from the Mediterranean and Middle East,

c. 6th century B.C.-5th century A.D.

Gifts of Mr. and Mrs. Arthur |. Frank, 1977.266-315, 1978.258-

357, 1979.208-309, 1980.21-28.

Greek and Roman

432 coins, c. 6th century B.C.-4th century A.D.
Silver and bronze

Gift of Herbert M. Howe, 1980.67-498

Roman (Imperial)

1549 coins, c. 4th-5th century A.D.

Bronze

Gifts of Paul Holtzman, 1978.358-1110, 1979.311-1106

Roman (Imperial)

555 coins, c. 4th-5th century A.D.
Bronze

Gift of Jon Holtzman, 1979.1160-1714

Italian

Various artists

44 Renaissance Medals and 2 coins, 15th century-early 16th
century

Bronze and lead

Gifts of Vernon Hall, 1977.1414-1456, 1472-1474

Greek silver tetradrachm from Athens (5th century B.C.) with head of
Athena (obverse) and owl (reverse). Gift of Mr. and Mrs. Arthur ]. Frank.
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Ceramics

Egyptian

Eight Scarabs

Faience

Gifts of Millicent L. Kalil, 1980.11.1-8

Etruscan

Buccero-ware Urn, late 7th-early 5th century B.C.
Earthenware, 4 3/16” H.,, 5 3/4” W., 3 1/8" Dia.
Gift of Frances W. English, 1979.1777

Etruscan

Buccero-ware Urn, late 7th-early 5th century B.C.
Earthenware, 2 15/16” H., 4" W., 2 1/2" Dia.
Gift of Frances W. English, 1979.1143

Etruscan

Fragments of a Red-ware Vase, late 7th-early 5th century B.C.

Earthenware, 2 5/8” H. (approx.), 2 1/2" Dia.
Gift of Frances W. English, 1979.1147

Etrusco-Corinthian

“Senza Graffito” Painter, Workshop of

Footed Dish, 580-560 B.C.

Earthenware with painted slip decoration, 10 3/8" Dia.
Transfer from Department of Classics, 1978.250

Greek (Attica)

Aischines Painter, active c. 2nd quarter 5th century B.C.
Red-Figure Lekythos (Flying Nike holding a wreath or sash),
c. 470 B.C.

Earthenware with slip decoration, 7 7/8" H.

Gift of Herbert M. Howe, 1978.1178

Greek (East Greek)

Trefoil Oinochoe, 2nd half 7th century B.C.

Earthenware with slip and painted decoration, 9 1/2" H.,
8 1/4" Dia.

Evjue Foundation Fund purchase, 1979.79

Greek (Rhodian/Corinthian)

Aryballos in the Form of a Helmeted Warrior's Head,

late 7th century B.C.

Earthenware with slip and painted decoration, 2 5/16” H.
Emily Mead Baldwin Fund purchase, 1979.121
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Greek (Rhodian), Vase in the Form of a Hedgehog (6th century B.C.). Gift of
Bruce and Ingrid McAlpine.

Greek (Attica)

White-Ground Footed Mastoid-Skyphos of the Pistias Class “M"”,
¢, 515B.C.

Earthenware with slip and painted decoration, 4 9/16” H.,

12 1/2" Dia. with handles

Cyril W. Nave Endowment Fund purchase, 1979.122

Greek (Attica)

KY Painter

Black-Figure Komast Cup, c. 580-570 B.C.

Earthenware with slip and painted decoration, 3 15/16” H.,
10 5/8" Dia. with handles

Anonymous Fund and Humanistic Foundation Fund purchase,
1979.310

Greek (Corinthian)

Vase in the Form of a Ram, c. 600 B.C.

Earthenware with slip decoration, 2 5/16"H., 3 1/2"L.
Humanistic Foundation Fund purchase, 1979.1117

Greek (Corinthian)

Vase in the Form of a Ram, c. 600 B.C.

Earthenware with slip decoration, 1 7/8"H., 2 7/8"L.
Emily Mead Baldwin Fund purchase, 1979.1118



Greek (Rhodian)

Vase in the Form of a Hedgehog, 6th century B.C.
Glazed faience, 17/8"H., 2 1/2"L.

Gift of Bruce and Ingrid McAlpine, 1979.1119

Greek

Seated Female Figurine, late 6th century-early 5th century B.C.
Painted terracotta, 7 1/2"H.

Gift of Herbert M. Howe, 1980.66

Mycenean

Cup, 11th or 10th century B.C.

Earthenware with slip decoration, 2 5/16"H., 4 7/8"W.,
3 15/16"Dia.

Gift of Herbert M. Howe, 1979.1136

South Italian

Gnathian Cup, 4th century B.C.

Earthenware, with painted and incised decoration, 1 1/8"H.,
45/8"W., 3 1/8"D.

Gift of Frances W. English, 1979.1145

Various European and Chinese (Export) factories
67 Items of Dinnerware, 18th—19th century
Porcelain with polychromy and gold

Gifts of Mrs. John C. Cleaver, 1978.1111-1177 Charger, Leeds, cream-colored earthenware depicting Queen Elizabeth
(c. 1775), Elvehjem Museum of Art. Arthur and Ethel Liebman Collection,
Chinese (Export) gift of Mrs. John C. Cleaver.
Plate, c. 1924
Porcelain with underglaze blue decoration, 8 5/8"Dia. Oriental Ceramics

Gift of Mr, and Mrs, Frank Moulton, 1980.2

Chinese, Japanese and Korean

94 Oriental Ceramics and other Decorative Arts Objects,
15th—19th century

Gifts of Mrs. B.H. Risdon, 1979.126-206

Chinese (Kuang-hsu reign)

Charger, c. 1874-1908

Porcelain with polychromy and gold, 2 3/16”H., 13 9/16"Dia.
Gift of Florence G. Blake, 1979.1137

Chinese (Tao-kuang reign)

Plate Depicting Twenty Pairs of Birds, c. 1821-1850
Porcelain with polychromy, 1 3/4"H., 9 3/4"Dia.
Gift of Florence G. Blake, 1979.1138

Chinese (Tao-kuang reign)

Bow! with Geometric Design, c. 1821-1850

Greek (Attica), White-Ground Footed Mastoid-Skyphos (c. 515 B.C.). Cyril W. Porcelain with polychromy, 1 15/16"H., 8 1/4"Dia.
Nave Endowment Fund purchase. Gift of Florence G. Blake, 1979.1139




Chinese

Figure of a Warrior

Glazed terracotta, 14 1/2"H.

Gift of Mr. and Mrs. James Stein, 1980.63

Chinese

Figure of a Mongolian Attendant

Glazed terracotta, 9 5/8"H.

Gift of Mr. and Mrs. James Stein, 1980.64

Chinese

Figure of a Court Lady

Terracotta, 15 5/8"H.

Gift of Mr. and Mrs. James Stein, 1980.65

Glass

Group of Roman Imperial Glass Objects, ¢. 2nd—4th century A.D.

Gifts of Millicent L. Kalil, 1980.5-47

Furniture

American (New England)

Queen Anne Drop-Leaf Table, c. 1730-1750
Maple, 27 3/4"H., 46 3/4"W.

Gift of Josephine 0. Woodbury, 1978.231

American

Federal Style Settee, late 19th century
Mahogany, 35"H., 42 1/8"W., 19 1/8"D.
Gift of Dr. Warren E. Gilson, 1978.1181

English

Dresser, 17th century

Oak, 30 1/2"H., 60 3/4"W., 19"D.
Anonymous Gift, 1978.135

Metalwork

British

Tea and Coffee Service

Silverplate

Gift of R.V. Anderson, 1980.55.1-6
British

Tea Tray

Silverplate
Gift of R.V. Anderson, 1980.55.7
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British

Pair of Candelabra

Silverplate, 20 3/4"H.

Gift of R.V. Anderson, 1980,55.8 A-B

Early Christian

Bronze lamp, c. 3rd century A.D.
Bronze, 2 7/16"H., 4 1/16"W,

Gift of Frances W. English, 1979.1146

Roman

Decorative Fasteners

Metal, 3/8"Dia.

Gifts of Millicent L. Kalil, 1980.61 A-B

Textiles

Réjasthani Style, Indian

Throne Cover, early 19th century

Painted cotton, accentuated with gold, 53 15/16"H., 30 3/4"W.
Gift of Mrs. Earnest C. Watson, 1978.248

Pahari Style (Chambra), Indian

Rumal, early 19th century

Embroidery on cotton, 22 1/4"H., 22 5/8"W.
Gift of Mrs. Earnest C. Watson, 1978.249

Rajasthani Style (Kotah), Indian

Throne Cover, mid-19th century

Painted cloth, 38 5/8"H., 21 5/8"W.

Gift of Mrs. Earnest C, Watson, 1979.1724



Loans to Other Institutions

Memorial Union, University of Wisconsin-Madison
(Prints from the Collection of Mark and Helen Hooper,
October 4—November 5, 1978) Fifty-eight prints

Phoenix Art Museum, Phoenix, Arizona

(Beyond the Endless River: Western American Drawings
and Watercolors of the Nineteenth Century, Phoenix Art
Museum, January 12—February 18, 1979; San Diego
Museum of Art, March 10—April 15, 1979; Wichita Art
Museum, May 1-June 15, 1979)

John Frederick Kensett, Two Steamships, 1974.45

Art Museum of South Texas, Corpus Christi, Texas
(Spain and New Spain, February 15—April 30, 1979)
Mateo Cerezo, Saint Francis Receiving the Stigmata, 1971.4

Columbus Museum of Art, Columbus, Ohio

(The Admiring Spectator: George Bellows’ Vision of
America, March 1—December 31, 1979)

George Bellows, Approach to the Bridge at Night, 1972.8

Fanny Garver Gallery, Madison, Wisconsin
(John Wilde: One-Man Show, March 31—April 27, 1979)
John Wilde, Shirley with a Birch Log, 1978.246

Madison Art Center, Madison, Wisconsin

(Self-Portraits, April 22—June 10, 1979)

Marcellin Desboutin, Self-Portrait, 52.6.31

Jim Dine, Self-Portrait as a Negative, 1976.110

Lovis Corinth, The Artist and Death, 53.3.2

William Hogarth, Hogarth Painting the Comic Muse, 66.8.1
Georges Rouault, Qui ne se grime pas?, 1970.26

Anthony Van Dyck, Portrait of the Artist, 65.8.1

Madison Art Center, Madison, Wisconsin
(Colescott’s Companions, June 15—July 29, 1979)
Robert Rauschenberg, Collage on the Theme of Liberty, 65.13.1

Henri de Toulouse-Lautrec, Divan Japonais, 1972.61
Henri de Toulouse-Lautrec, Jane Avril, 1972.62

The Crossman Gallery, University of Wisconsin-
Whitewater

(Prints from the Collection of Mark and Helen Hooper,
August 29—September 30, 1979)

Thirty-five prints

The Dixon Gallery and Gardens, Memphis, Tennessee
(Jules Dupré 1811-1889, September 9—October 21, 1979)
Jules Dupré, Evening Landscape, 64.15.6

Grey Art Gallery and Study Center, New York University
(American Imagination and Symbolist Painting, Grey Art
Gallery and Study Center, October 24—December 8, 1979;
Helen Foresman Spencer Museum of Art, The University
of Kansas, Lawrence, January 20—March 2, 1980)

Carl Marr, Mermaids, 67.8.2

San Jose Museum of Art, San Jose, California

(The United States and the Impressionist Era, November
21, 1979—January 9, 1980)

Henry Bacon, Clam Gatherers at Etretat, 1973.138

J. Alden Weir, The Evening Lamp, 1976.6

J.A.M. Whistler, En Plein soleil, 63.3.6

Neville Public Museum, Green Bay, Wisconsin
(Prints from the Collection of Mark and Helen Hooper,
December 16, 1979—January 14, 1980) Thirty-five prints

The Art Institute of Chicago, Chicago, Illinois

(Greek Vase-Painting in Midwestern Collections, December
22, 1979—February 24, 1980)

Early Boeotian Belly-handled Amphora, 68.19.1

The Priam Painter, Attic Black-Figure Hydria, 68.14.1

Near the Timokrates Painter, Attic White-Ground Lekythos, 70.2
The Elvehjem Painter and the Modern Shoe Lane Painter,
Corinthian Broad-Bottomed Oinochoe, 70.3

The Penthesilea Painter, Attic Red-Figure Kylix (Type 1I),1976.31
The Painter of Palermo 4, Attic Red-Figure Lekythos, 1976.143
Attic White-Ground Footed Mastoid-Skyphos, 1979.122

KY Painter, Attic Black-Figure Komast Cup, 1979.310

Leigh Yawkey Woodson Art Museum, Wausau, Wisconsin
(Wisconsin's New Deal Art, January 19, 1980—February
24, 1980)

Charles Thwaites, Hickory Bud, 42.3.40

Frank Utpatel, Potato Diggers, 42.3.45

John and Mabel Ringling Museum of Art, Sarasota, Florida
(Dutch Seventeenth-Century Portraiture: The Golden Age,
December 4, 1980—February 8, 1981)

O. Wouter Muller, Martin Harpertzoon Tromp, 1974.152
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Donors and Lenders

Long-Term Lenders

Alpha of Wisconsin of Sigma Phi Corporation
The Art Institute of Chicago

Andre Boesch

Helen B. Boley

Eugenie Mayer Bolz

Mrs. John C. Cleaver

Fiji Building Corporation

Mr. and Mrs. Arthur J. Frank

Dr. Warren E. Gilson

Vernon Hall

Mr. and Mrs. Barry Heyman

State Historical Society of Wisconsin
Sacha Kolin

Mr. and Mrs. Jeffrey R.M. Kunz

Marshall & Ilsley Bank, Trustee of Josephine McGeoch

Revocable Trust
Mr. and Mrs. Willis M. Moore I
The Reverend & Mrs. Charles Payson
Mrs. Earl W. Quirk
Mr. and Mrs. Robert M. Rehder
Jacqueline Rosenblatt
Ralph E. Sandler
L.G. Schafran
Mrs. Earnest C. Watson
Wisconsin Realtors Association
Theodore Lyman Wright Art Center, Beloit College

Purchase Funds Available

Anonymous Fund

Art Collections Fund

Emily Mead Baldwin Bell Fund

Harold F. Bishop Fund

Thomas E. Brittingham Fund

Catherine B. Cleary Fund

Ottilia Buerger Fund

Elvehjem Associates Fund

Endowment Fund

Evjue Foundation Fund

Friends of the Elvehjem Museum of Art Fund
Humanistic Foundation Fund

Mark H. & Katherine E. Ingraham Fund
Earl & Eugenia Quirk Foundation Fund
Dr. & Mrs. Paul H. Reitman Fund

John Wilde Fund
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Named Endowments

Eugenie Mayer Bolz Fund

Harry and Margaret P. Glicksman Fund
Juli Plant Grainger Fund

]. David and Laura S. Horsfall Fund
John Lord Fund

Cyril W. Nave Fund

Ineva T. Reilly Fund

Frank ]. Sensenbrenner Fund

Earl O. Vits Fund

Malcolm K. Whyte Fund

Endowment Fund Donors

Richard Antes

Clayton Bader

Mr. and Mrs. Gerald Bartell
Joyce Becker

Emily Mead Baldwin Bell
Eugenie M. Bolz

Leo Branovan

Barbara Fisher

Mr. and Mrs. Joseph Garton
Newman T. Halvorson
Frank R. Horlbeck

Keland Holding Co.

Madison Newspapers

Mr. and Mrs. David E. Miller
Ruth Minar

Oscar Mayer Foundation
Timothy Reilly

Helen Supernaw

Martha Renk

Mr. and Mrs. Thomas C. Tews
Mr. and Mrs. Glen Trewartha



Art Accessions Committee

Eric S. McCready, Chairman (through June 1979)

Carlton Overland, Chairman (July 1979—December 1980)
Herbert E. Howe, Department of Classics

Larry ]. Junkins, Department of Art

Virginia Boyd, Environment, Textiles and Design Program Area
Frank R. Horlbeck, Department of Art History

Gifts of Works of Art

Royal V. Anderson

James F. Babcock

Mr. and Mrs. Ira Baldwin

Florence G. Blake

Amanda Berls

Mrs. Arthur Camper

Children’s and Young Adult Services, Division of Library Services,
State Department of Public Services

Mrs. John C. Cleaver

Bruce E. and Serene Wise Cohen

Jean Davidson

Department of Classics, University of Wisconsin-Madison

Department of East Asian Languages and Literature, University of
Wisconsin-Madison

Emily H. Earley

Frances W. English

Mr. and Mrs. Stuart P. Feld

Mr. and Mrs. Arthur J. Frank

Dr. Robert Gilson

Dr. Warren E. Gilson

Vernon Hall

Mr. and Mrs. Newman T. Halvorson

Dr. and Mrs. Alexander Hollaender

Jon Holtzman

Paul Holtzman

Mark and Helen Hooper

Herbert M. Howe

Mr. and Mrs. Edward C. Jones

Millicent L. Kalil

Bruce and Ingrid McAlpine

Mrs. Roderick Mead

Mr. and Mrs. Frank Moulton

William Beverly Murphy

Mrs. B, H. Risdon

Mr. and Mrs. James Stein

Herbert M. Silver

William ]. Stiefel

Mr. and Mrs. L. William Teweles

Mr. and Mrs. Gordon R. Walker

James S. Watrous

Mrs. Earnest C. Watson

John Wilde

Isabel Wilder

Josephine O. Woodbury

Helen Wurdemann
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FRIENDS of the Elvehjem

Elvehjem Associates
(Contributions of $250 and up)

Ahrens Cadillac-Oldsmobile, Incorporated
Ethel K. Allen

American Family Insurance Company
American Printing and Publishing
Anchor Savings and Loan

Emily Mead Baldwin

Mr. and Mrs. Ira Baldwin

Mr. and Mrs. P. Goff Beach

Professor R. Byron Bird

Mr. and Mrs, Lowell Brower

Carley Capital Group

David Carman and Associates

Carmen’s Women's Apparel

Mr. and Mrs, Charles Carpenter

Century House, Incorporated

Catherine Head Coleman

Mr. and Mrs. Reed Coleman

Cuna Mutual Insurance Society

Doctor’s Park Psychiatric Group

Econo Print

Marshall Erdman and Associates

ESB Ray-O-Vac Incorporated

Exxon USA Foundation

Mr. and Mrs. Charles Fenske

John R. Findorff

First Federal Savings and Loan Association
First Wisconsin National Bank of Madison
Flad Development and Investment Corporation
Forward Television-WMTV

Mr. and Mrs. Jerome Frautschi

General Beverage Sales Corporation
Gilson Medical Electronics

Gino’s Restaurant

Dr. and Mrs. Michael Goode

Goodman's Incorporated

Graber Industries

Hemispheric Travel, Incorporated
Raymond Hoddy
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Mr. and Mrs. W.M. Hofacre
Alexander Hollaender

IBM Incorporated

Investment Services, Incorporated

Mr. and Mrs, Edward C. Jones

Litho Productions, Incorporated
Madison Ad Works

Madison Inn

Madison-Kipp Corporation

Madison Newspapers, Incorporated
Madison Seven-Up Bottling Company
Orville E. Madsen, and Son, Incorporated
Mr. and Mrs. James McVey

Merck Family Fund

E. Wayne Merry

Nicolet Instrument Corporation
Northwestern Mutual Life Insurance
Ohio Medical Products Division
Oriental Specialties

Oscar Mayer Foundation, Incorporated
The Park Bank

The Peacock Ltd.

Renschler Company, Incorporated
Rupert Cornelius, Incorporated

Roth and Jeanne Schleck

Mr. and Mrs. John Spohn

Stanley and Polly Stone Foundation
Deborah Thomas

Danny Tzakis

University Bookstore

Verex, Incorporated

Walker Forge, Incorporated

Mr. and Mrs. William Wartmann
James W. Watson

Webcrafters, Incorporated
Webcrafters-Frautschi Foundation, Incorporated
William Jon Salon

Wisconsin Power and Light

Xerox Corporation

John Zimbrick Buick, Incorporated



Supporting Members
(Contributions of $100-240)

Donald B. Abert

Hazel Alberson

American Exchange Bank

Mr. and Mrs. Gerald Bartell
Richard and Janneke Baske
Martin P. Below

Josephine C. Blue

Mr. and Mrs. Joseph Bradley
Mrs. Herbert Burrow

Dr. and Mrs, William H. Card
Vernon G. Carrier

Art Cellar

Ellen Checota

James E. Dahlberg

Madeleine Doran

Robert Doremus

Exxon Education Foundation
Mr. and Mrs. John Findorff
Joseph and Dierdre Garton
Dolores and Paul Gohdes
Duane and Bonnie Hendrickson
Robert C. Holsen

Margaret C. Huber

Mr. and Mrs. Richard E. Johnson
R.T. Johnstone

Barbara Mackey Kaerwer
Klein-Dickert Company, Incorporated

Herbert Krueger

Professor and Mrs. Harold E. Kubly
Kenneth ]. LaBudde

Edwin M. Larsen

William G. Lathrop, Jr.

Barbara and Milton Lorman
Mr. and Mrs. Charles Matthews
Bob and Helene Metzenberg
Pam and David Miller

Ordean G. Ness

Louise Oakes

Perle and Asher Pacht

Allen and Constance Pois
Cyrena N. Pondrom

Mrs. Walter Renk

Mr. and Mrs. Henry E. Reynolds
Michael ]. Riegel

Eleanore ]. Roe

Eileen and Donald Smith

Mr. and Mrs. John C. Stedman
Mr, and Mrs, Carl Steiger

R.L. Tolleson

Mr. and Mrs. James Watson
Virginia Wattawa

Mrs. Howard F. Weiss

Alvin Whitley

Margaret C. Winston

Wisconsin Power and Light
Wisconsin Telephone Company
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Contributing Members
(Contributions of $50-$99)

Richard R. Antes

John L. Atlee, III

Dr. and Mrs. Walter Baranowski
Mr. and Mrs. William Beckman
Phyllis D. Bentley

Mr. and Mrs. William Berreth
Mr. and Mrs. Robert Birkhauser
Blake Blair

Nathan S. Blount

Shaila K. Bolger

Mr. and Mrs, Lawrence H. Boling
Mr. and Mrs. Robert M. Bolz
Virginia Botsford

Mr. and Mrs. Eugene Boynton
Leo Branovan

Anne and George Bunn

Dr. and Mrs. William H. Card
Catherine H. Coleman
Christine Cookson

Mr. and Mrs. James F. Crow
Merle Curti

Jess O. Dizon

Emily H. Earley

Dorothy A. Ela

Richard Ela

Mrs. Conrad A. Elvehjem

John W. Fish

Gordon Flesch

Mr. and Mrs. G.W. Foster, Jr.
Walter A. Frautschi

Reverend and Mrs. Max D. Gaebler

Mrs. Kenneth Green

Raymond C. Groth

Paul A. Hahn

Mr. and Mrs. Newman Halvorson
Richard Hammerstrom

Mr. and Mrs. Claude S. Hayes
Timothy and Lydia B. Heggland
Duane and Bonnie Hendrickson
Professor and Mrs. |. . Hickey
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Mrs. W. D. Hoard, Jr.

Herbert and Evelyn Howe
Jane and Max Howell

Dr. and Mrs. Don R. Janicek
Mr. and Mrs. A, Paul Jensen
Mr. and Mrs. Richard E. Johnson
Mr. and Mrs. William Jones
Mr. and Mrs. Richard Z. Kabaker
Herbert Krueger

Patricia Krueger

Mr. and Mrs. William T. Lenehan
Rona and Harvey Malofsky
Rudolf W. Matzke

Mrs. Oscar Mayer

Mr. and Mrs, Eric McCready
Mr. and Mrs. V. W. Meloche
Mr. and Mrs. James A. Miller
John E. Mitchell

John Morledge

Ruth and John F. Morrissey
Loren and M. Jay Mortenson
Ordean G. Ness

Mr. and Mrs. Charles F. Oberg
Billie L. Padgett

Mr. and Mrs. G. Perna

Allen and Constance Pois
Cyrena N. Pondrom

Randall State Bank

Mrs. Hans H. Reese

Robert Rothschild

Mr. and Mrs. Joseph Steuer
Fannie T. Taylor

Deborah C. Thomas

Danny Tzakis

Dr. and Mrs. David Uehling
Duard L. Walker

Mr. and Mrs. James Watrous
Alvin Whitley

Dr. and Mrs. James M. Wilkie
Margaret E. Williams
Josephine Woodbury

Mr. and Mrs. George . Ziarnik



Family, Individual and Student Members
(Contributions of $10-$49)

Wendy Aaron

Mark G. Aasterud

John Acomb Family

Heidi V. Adams

Nanci Addison

Jim Adney

Daniel Aguayo

Henry and Harriet Ahlgren

Alice M. Alderman

Jane C. Aldrich

A.A. Alexander, Ph.D.

Gloria Allaire

Steve Allenstein

Dr. and Mrs. Robin N. Allin

Khalid N. Al-Sabah

Mrs. A.D. Anderson

Bradley Anderson

Charles and Marion Anderson

Mrs, Donald Anderson

Herbert N. Anderson

Linda Anderson

Lois Ann Anderson

Mary Lee Anderson

Norman C. Anderson

Odin and Doris Anderson

Paula S. Anderson

Phyllis 5. Anderson

Sandra K. Anderson

Sarah G. Anderson

Mr. and Mrs. Thomas
Anderson

Carol and Ralph Andreano
Family

Robert and Emy Andrew

R.B. Andrews

Dr. and Mrs. D. Murray
Angevine

Arthur ]. Ansert, Jr.

David H. Anthony, III

Gary L. Antoniewicz

Dr. and Mrs. Richard E. Appen

William H. Applegate

Benjamin Archer

Grace Argall

Mr. and Mrs. Anton Arneson,
Ir:

Sara A. Arneson

Steven E. Aschheim

Richard and Elizabeth Askey

Caryl F. Askins Family

Sarah Z. Aslakson

Dr. and Mrs. C.A. Aswegan

Sarah Moment Atis

Mr. and Mrs. F.H. Attix

Mary L. Atwell

Mrs. Robert T. Aubey

Mr. and Mrs. Ralph Axley

Professor Jane Ayer

Jim Babcock

Mr. and Mrs. David Babler

Barbara |. Bacher

Judy Bachman

Maryjean Bade

Neil and Joyce Baer

Mr. and Mrs. Roy R. Bahnson

Abby Bahr

Dennis Frederick Baker

Sharon Baker

Dr. and Mrs. W.L. Baker

Jane Balcer

Mr. and Mrs. Ira Baldwin

Diana Balio

Mr. and Mrs. Nathan Balkin

Mary Elizabeth Ballantyne

M. Jill Balliet

Betty J. Bamforth

Phoebe Bancroft

Edith Bangham

Ann Baptie

Dr. and Mrs. Harvey Barash

Jack Barbash

Catherine M. Barber

Dr. Ann Bardeen-Henschel

Norma Barden

Mrs. Richard W. Bardwell

Arlene 1. Bargman

Melissa A. Barker

Camilla Barnes

Sheldon M. Barnett

Valerie Barnhart

Eileen M. Barrett

Mrs. Richard E. Barrett

Tait S. Barrows

Mr. and Mrs. Merton Barry

H.H. Barschall

Richard and Janneke Baske

Donald Bates

Denis Baucom-Roeder

Mrs. Helmut Bauer

Richard and Nancee Bauer

Dr. and Mrs. B.J. Bauman

Carl A. Baumann

Norma Lee Beale

Ivan W. Bean, Jr.

Carol Ann and Douglas ]. Bear

James P. and Elinor Beck

Margaret M. Beck

Stanley and Isabel Beck

Mr. and Mrs. Brooks Becker

Joyce E. Becker

Kay Evon Becker

Dr. and Mrs. Norman O.
Becker

Mrs. R.R. Bedker

John Bednar

Milton S. Bedusek

Robert and Barbara Beetem

Mr. and Mrs. Charles A.
Behrens

Mrs. Bruce Beilfuss

Catherine Beilman

Dolores Belardi

Glen H. Bell

Mrs. Hugh Bell

Marion Belzer

Dale Bender

Todd Bender

Norlin and Cynthia Benevenga

Emmett L. Bennett

Maxine Bennett, M.D.

Elizabeth R. Benson

Mary E. Benson

Dr. and Mrs. Ralph C. Benson

Bruce and Gene Benward

Mr. and Mrs, Paul Berg

Mary K. Berge

Dr. John Berger

Keith Bergstrom
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Genevieve A. MacFarlene

Gretchen Macht

David ]. Mack

Ilse B. Mack

Mrs, Julian E. Mack

Paul MacKendrick

Sally Mackie

Bill and Donna MacMillan

Ann Cameron MacRae

Esther L. Madsen

Laura B. Magid

Mrs. John Mahler

Dr. and Mrs. Dennis Maki

Betsy Maloof

Jean N. Manchester

Claire N. Mangasarian

Mrs. Charles Mann

Prof. Menahem Mansoor

Margaret E. Mapes

Mary Maraniss

Mr. and Mrs. John March

Marie’s Beauty Walk

Mr. and Mrs. 5. A. Markham

Melissa Markov

Patty Marks

Dr. and Mrs. G. V. Marlow

Doris L. Marsh

Elizabeth R. Marsh

Dr. John Marshall

John R. Marshall

Mr. and Mrs. Richard H.
Marshall

Mrs. Samuel H. Marshall

Louise Marston

Mr. and Mrs, James Martell

Ada N. Martin

Josephine H. Martin

Norma Martin

Mr. and Mrs. O. Wells Martin,
Ir.

Sally A. Martin

Thelma S. Martin

John A. Marvin

Barbara and Gerald Marwell
Russell K. Marx

Pamela Mason

Patricia Mason

Karen T. Massaro

Raul Matallana

Bernice A. Mateicka

Helene Matsen

Edith Matteson

Geraldine M. Matthews
Gwendolyn Mattison

Louise Mautz

Joan Maynard

Marlyn A. McAweeney

Dr. and Mrs. Andrew McBeath
Mr. 5.D. McBride

Mrs. Robert McCabe

Mr. and Mrs. W.W. McCallum
Mrs. Ralph McCanse

Mrs. John McCarthy

Ruth McCauley

Catharine McClellan

James W. McConnell

Cecilia McCormick

Mrs. K.T. McCormick, Jr.
Mrs. S.W. McCready
Timothy Michael McCue
Mrs. EM. McCullough
Edith McDonald

Kathleen McDonald

Donna McDowell

Margaret McDowell

Nola McGann

Dr. and Mrs. Richard McGary
Ruth T. McGibeny

Julie McGinnis

M. E. McGoey

John N. McGovern

Hazel F. McGrath

Mark John McKean

Jean D. McKenzie

Bob and Maureen McKiernan
Bill and Carolyn McKinney
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Elizabeth A. McLean

Mr. and Mrs. Robert O.
McLean

Hilary McLellan

Mr. and Mrs. Allan McNab

Mark D. McNary

Mrs. Willette P. McNary

Pamela L. McNitt

Mary Ellen McNulty

Hilda McVoy

Kirk McVoy

Catherine McWilliams

Mrs. Harold W. Mead

Mr. and Mrs. Joseph Meagher

Margaret Newton Mechanic

Margaret G. Mee

Gladys S. Meier

Jo Meier

Kathryn Meier

Dr. and Mrs. Abraham
Melamed

Violet and Grover Melby

Charles P. Melcher

Darcy Mellen-Sullivan

Mr. and Mrs. Joseph Melli

Mark C. Mendelsohn

Mrs. John Mendenhall

Mr. and Mrs. Narcisco Menocal

Professor Germaine Mercier

Jeanne Aimee Mercier

Dr. Janet E. Mertz

Eunice B. Meske

Florence B. Mett

Howard Metzenberg

Gale Meyer

Karen Meyer

Thomas C. Meyer

Victoria ]. Meyer

Robert ]. Michaels, Jr.

Mary Michie

Judith Middleton

Edward P. Mikol

Arthur and Julie Miles

Mrs. Burgess Miles

Meryl Miles

Sally Miley
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Mrs. Arnold Miller

Barbara Miller

Carol Miller

Mr. and Mrs. Frederick Miller

Mr. and Mrs. James A. Miller

Kathy Miller

Louise Miller

Pam and David Miller

Sherry Miller

Karen Milheim

Eleanor G. Mills

Mr. and Mrs. Daniel Milsted

Anne Minahan

David Mischka

Art and Susan Mitchell

Jack Mitchell

John E. Mitchell

William R. Mitchell

Thomas and Suzanne
Mittelsteadt

Rolf E. Mjaanes

Ruth D. Moake

Barbara V. Moe

Daniel and Erica Moeser

Mrs. Bruce Mohs

Dr. Frederic E. Mohs

Tom and Nancy Mohs

Mary K. Monkmeyer

Margaret E. Monroe

Ellen Moore

Geraldine Moore

I. Christina Moore

Jean H. Moore

Jim and Dottie Moore

Maybelle Moore

Michael and Joan Morey

Barbara Morford

M. Elizabeth Morgan

Mrs. Theodore Morgan

Mr. and Mrs. Mark D. Moriarty

E. Mattie Morin

Dr. John Morledge

Walter G. Morris 11

Donald Morris-Jones

Mrs. Niel Moser

Kathleen Mosher

Rose Mosigian

Dr. and Mrs. Harland Mossman

Robert R. Mott

Eleanor Moty

John Moulton

Joanna Mraz

Mr. and Mrs. Eldon ]. Mueller

Dr. Gerald and Alice J. Mueller

Mr. and Mrs. Willard Mueller

Roger P. Mufson

Mr. and Mrs. E.R. Mulvihill

Mr. and Mrs. William F. Mundt

Marsha A. Munie

Rep. Mary Lou Munts

Mr. and Mrs. Robert B. Murphy

Teri Murphy

Pearse Murray

Frances Myers

]. Gordon Myers

Rich Myhre

Sharon Mylre

Dagny Q. Myrah

Gerald and Elaine Nadler

B. A. Naeseth

Mr. and Mrs, Gerhard B.
Naeseth

Harald S. Naess

Alexander and Yvonne Nagel

Anne Nahn

Jo Anne Naples

Mr, and Mrs. Clarence E.
Napper

Helen B. Napper

Gerald A. Neath

Mr. and Mrs, David Nelson

Mrs. Delmar W, Nelson

Evelyn Nelson

Harold and Ann Nelson

Professor James G. Nelson

Dr. and Mrs. John M. Nelson

QOliver Nelson

Sarah Nelson

Robert and Marie Nesbit

Lanore A. Netzer

Lavonne Neuman

Melissa Neuville

B. Ann Neviaser

Jane E. Nevrivy

Robert S. Newbery

New England Mutual Life

Charlotte A. Newton

Edward ]. Newton

Robert L. Nicholas

Mrs. J. Burton Nichols

Linda P. Nichols

Amy Nickles

Joan K. Niebauer

Barbara Nieft

Margery M. Niemi

Raymond Niemi

William H. Nienhauser, Jr.

Jill Nilles

Carol Isabel Nohl

Mrs. L.E. Noland

Mr. and Mrs. Masayasu
Nomura

Dr. and Mrs. E.J. Nordby

Dale A. Nordeen

Kenneth and Virginia D.
Nordin

Alicia Nordness

Ruthanne and Jay Noren

Charlotte E. Normington

Helen F. Northup

Mary Ellen Norton

Len Nosal, Jr.

Patricia O’Callaghan

James F. O'Connor

Dr. and Mrs. Robert E.
O’Connor

William O'Connor

Judith J. Odell

Daniel O'Leary

Mary O’Leary

Dean Qlsen

Dr. Ward Olsen

Catherine Olson

Dick and Marion Olson

Edith M. Olson

Mr. and Mrs, Eldred Olson

Norman and Darlene Olson

Charlotte K. Omoto



Jennifer Ondrejka

Gail and Bill O'Neal

William Opalewski

Bernice Orchard

Jules O'Rear

Marjon B. Ornstein

Margaret Ward Orsini

Tom and Mary Ellen Osenton
J. A. Osinga

Clarice Ostertag

Mary L. O'Sullivan

Mrs. David Otis

Dolores M. Otto

Nancy D. Otto

William A. Ouweneel

Betty Overland

Mrs. Oscar Overland

Joanna A. Overn

Fredericka Paff

Patricia Paff

John R. and Carol V. Palmer
Portia Paradise

Elisa Parascandola

Ethel Parker

Mrs. Lorne Parker

Ruth Parter

Ina Pasch

Mr. and Mrs. William H. Patch
Leslie W. and Loise G. Patridge
Mrs. Thomas Patti

Mr. and Mrs. Robert Patton
Catherine D. Paulu

June C. Paynter

Melissa Payton

Margaret Peachey

Dr. and Mrs. Douglas C. Pearce
S.C. Pearsall

Towneley Pearson

James and Judith Pease
Susan Pecht

Carmen Peck

Mr. and Mrs. Howard L. Peck
Mr. and Mrs. Ben Peckham
Frederick Pederson

Lois A. Peebles

Mrs. Stanley Peloquin

Thomas and Diane Peltin

Professor Clara Penniman

Professor and Mrs. Merle L.
Perkins

Dr. and Mrs. James Peterman

Harry and Helen Peters

Jean Petersen

Donna W. Peterson

Nancy Jean Peterson

Mrs. Richard Peterson

Michael and Dushanka
Petrovich

Jane Pfefferkorn

Jane E. Pfund

W. Pharis

Carol Philipps

David Phillips

Mary Jane Phillips

Susan M. Phinney

Kathryn A. Phole

Barbara Pholman

Ben M. Pickard

Judith Pickering

Lois M. Pieper

Annette Pierce

Jane Piliavin

Mr. and Mrs. T. B. Pinkerton

Erika N. Pistorius

Mr. and Mrs. Richard Pitzner

Evan and Jane Pizer

Domenico Pizzonia

Doris H. Platt

Mary ]. Plummer

Guy Plunkett, III

Kathryn A. Pohle

Barbara Pohlman

Susan M. Polkowski

Miriam Pollack

Mr. and Mrs. Walter Polner

Florence Poole

Mrs. Arthur L. Pope

Deborah Pope

Jean and James Potter

Paula Lois Potter

Victoria Potter

William Powers

Mary Ellen McNulty Premo

Ivan L. Preston

Linda Prestwich

Georgine Price

Carolyn B. Pride

Professor and Mrs. Arthur
Prieve

Henry and Elizabeth Pringle

Valencia N. Prock

Charlotte Promersberger

Charleen Propsom

Gertrude S. Puestow

Ann S. Pulver

Marie Pulvermacher

Marilyn Grabin Putz

Gloria J. Pyrka

Christopher Queram

Dawn R. Quigley

Timothy R. Quigley

Kristine Radosevich

Joan A. Raducha

Peg Raffill

The Thomas G. Ragatz Family

Mrs. W.L. Ragatz

Louis and Fran Rall

Kathryn Ramberg

Ruby Ramberg

Mrs. Harry Randecker

Margaret Rasche

Mary Lou Rashke

Elizabeth Rasmussen

Joan Rasmussen

Steve and Jane Rasmussen

Rita Hack Rausch

Professor and Mrs. Walter
Raushenbush

Marguerite Rawles

Caroline R. Rawlins

M. Douglas Ray

Anne Reardon

Mrs. Robert Rector

Mr. and Mrs. Ray Redding

Stan Reed

G. Rehder

Mary P. Rehfield

Jerry A. Reich

Mr. and Mrs. Richard Reierson

Arthur Reimann, III

The Roland Reinholtz Family

Mrs. Walter Renk

Mr. and Mrs. Robert
Rennebohm

Mr. and Mrs. Gordon
Renschler

Mr. and Mrs. Don Reppen

Barbara Rewey

Mrs. O.W. Rewey

Martha N. Reynolds

Ann Rhoads

Mr. and Mrs, Gordon A. Rice

Hazel Rice

Hope Rice

Lucerne Rice

Mrs. M.G. Rice

Ruth Richter

Stefanie Riden

Vincent Rideout

Charles Rider

S.M. Riegel

Helen Rielly

Margaret Hall Rieman

Mr. and Mrs. Robert M. Rieser

Mr. and Mrs. Edward Rikkers

]. Michael Riley

David Ripp

Hania W. Ris

Hans Ris

Albert and Audrey Roberts

Bernelda Roberts

Dr. and Mrs. Leigh Roberts

Ms, Wallis L. Roberts

Stephen M. Robinson

Sybil Robinson

Mr. and Mrs. R. Wayne
Robinson

Terry Roby

Irving E. Rockwood

Deidre Roden

Normandy Roden

Patricia Hunter Roedell

Mrs. Lester C. Rogers

Millard F. Rogers, r.
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Philippa Rogge

Thomas Rognsvoog

Dr. and Mrs. Everett L. Roley

Helen Roman

Betty Romig

Marion Romig

George Ronsholdt

Timothy Ropel

Mrs. James W. Rose

Helen Roseman

Gary Rosenshield

Karen Rosenzweig

Joyce Rosevear

Gary H. Ross

Jeanette Ross

Judith Ross

Shirley Spohn Ross

Professor and Mrs. ]. Barkley
Rosser

L. Georgia Rosseter

Dr. and Mrs. Harry Roth

Robert Rothschild

Eric and Marian Rothstein

Selma Rothstein

Jerrold B. Rouby

Orpha T. Rowlands

Ione M. Rowley

Stacy and Barbara Rowley

Ronald C. Rudy

Dean and Mrs. C.H. Ruedisili

Peggy A. Runge

Mrs. John Rupnow

Mr. and Mrs. Eldon B. Russell

Ben F. and Anita L. Rusy

Joseph Ruzicka

Mr. and Mrs. E.V. Ryall

Betty V.G.S. Ryan

Judy Ryan

Mrs. Paul M. Ryan

Irene C. Ryback

Jo Anna Ryback

Dr. and Mrs. Kenneth Sachtjen

Karen Haugen Sack

Norman and Miriam Sacks

Christine M. Sallas

Linda Ann Sallas-Brookwell
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Mark Saltzman

Joan Sample

Nathaniel and Virginia Sample
Barbara Samuel

Annette Sanders

Ruth M. Sanderson

Nedra Santiago

Carrie Saperstein
Professor William B, Satles
Susan Sary

Sara T. Sauers

Harry and Ann Sauthoff
Linda Savage

Mr. and Mrs. Jack Savidusky
Raymond S. Sayers
Ronald Sawyer

Peggy Bostwick Scarpace
Carol ]. Schaber

Dennis Schafer

Etheldred L. Schafer, M.D.
Frankie Schackelford
Kathleen Schallock

Walter Schar, Jr.

Ethel Schenck

Marilyn S. Schenian
Ronald E. Scherer
Professor Harold Scheub
Douglas Schewe

Lois B. Schienle

Marilyn ]. Schilling

Robert W. Schloemer

Fr. Charles Schluter
Helen Schluter

Mr. and Mrs. Alan Schmidt
Joan Schmidt

Betty Schmitz

Mary Ann Schmitz
Norman R. Schmuff
Gerald Michael Schnabel
Julie A. Schnarr

Hans Schneider

Harriet H. Schneider
Helen Schneider

Jean Renee Schneider
Sandra Schneider

Kathy Stafford Schneyer

Pamela Schoemaker

Professor and Mrs. Isaac
Schoenberg

Mrs. H. Schoenberger

Francis Schrag

Mr. and Mrs. John A. Schrandt

Bob Schroeder

Carol L. Schroeder

Collin and Margaret Schroeder

Dean H. Schroeder

Michael and Margaret
Schroeder

Edward and Marily Schten

Eugene P. Schuh, M.D.

Merwyn M. Schultz

Mr. and Mrs. Theodore
Schuster

Dr. and Mrs. Henry S. Schutta

Bernard L. Schutten

James A. Schwalbach

Elda Schwartz

Dr. and Mrs. Walter Schwartz

Val Schweiger

Joel Schweitzer

Mr. and Mrs. A.C. Scott

Charles and Anne Scott

Pauline Scott

Richard ]. Scott

Thomas W, Scrivner

Merton M. Sealts, Jr.

Millie Seaman

Dorothy Searles

Elise M. Seastone

Jean C. Sedor

Gertrude Seefeldt

Elgie V. Seeman

Dr. and Mrs. William Segar

Mr. and Mrs. Robert Seiling

John Selbo

Dr. and Mrs. Bruce Selman

Julie M. Sengbusch

Alfred Erich Senn

Richard S. Sennott

Alice K. Senty

Susheela Seshadri

Dr. and Mrs. L.]. Seward

William H. and Elizabeth
Sewell

Mrs. Fred Seybold

Frederick Seybold Family

Franklin B. Shackerford

Mary Alice Shahidi

Mr. and Mrs. Iring Shain

George and Joan Shands

Mr. and Mrs. Henry Shapiro

Dr. and Mrs. Robert Shapiro

Linda Sharken

Mrs, James W. Sharp

John and Barbara Shaw

Mrs. Joseph L. Shaw

Prof. and Mrs. ]. Thomas Shaw

Ann and Jeremy Shea

Dr. S. Cyprian Shea

Edward L. Sheldon

Diane Sherman

Shannon Shields

John H. Shinkai

Mary Sholz

John and Anne Short

Austin and Kathryn Shug

James E. Shulkin

Mr. and Mrs. R.C. Shutter

Alice Siebecker

Professor Melvin P. Siedband

Mr. and Mrs. Frank Siegel

Isadore Siegel

Dr. Robert Siemann

Alice Marie Siemering

Arlene E. Silness

Donna Silver

Jeanne and Joe Silverberg

Mrs. ]. LeRoy Sims

Mr. and Mrs. 1. Singer

Margaret Singer

Sisters of St. Benedict

Mrs. Lester C. Six

Thomas and Felicity Skidmore

Dorothy Skillrud

Lorena D. Skinner

John and Colleen Slater

Mr. and Mrs. Owen R. Slauson

Bernard Slavin



Mr. and Mrs. George Sledge

Dr. Doris P. Slesinger

Mr. and Mrs. Charles Sloan

Muriel R. Sloan

Karen Sloey

Laura L. Smail

Avis Smart

Linda Smerling

Ann N. Smiley

Alice R. Smith

Bryan Smith

Mr. and Mrs. Harley Smith

Janine Smith

Joan Smith

Kim Smith

Louise C. Smith

Marcia Smith

Mary Ann Smith

Mary Ann Yodelis Smith

Dr. and Mrs. Max Smith

Mr. and Mrs. Philip R. Smith

Rita Smith

Mr. and Mrs. Roland Smith

Rose B. Smith

Mr. and Mrs. Weber Smith, Jr.

Mr. and Mrs. Eugene
Smolensky

Ina Smolker

Mrs, Robert Snaddon

Mrs. Thomas Snodgrass

Ellsworth Snyder

Judith A. Sokolow

Doris K. Sokovich

Mrs. Edward Solie

Louis and Elsbeth Solomon

Rita Somers

Catherine T. Sommer

Bob Sommerfeldt

Glenn and Cleo Sonndecker

Barbara E. Sonnen

Mr. and Mrs. C.H. Sorum

Victor D. Spark

Harriet Spector

Mrs. David |. Spengler

Mr. and Mrs. Silas Spengler

William F. Spengler

Marion Sperry

Mr. and Mrs, James F. Spohn
Mrs. ] W. Spradling
Louise M. Springhorn
Roy Staeck

Mrs. George Stanek
Harry Edward Stanz, Jr.
Debora K. Stapleton
Norma Starkweather
Velma McKeel Stauffer
Ramona J. Steele

Daniel Steen

Mrs. Harry Steenbock
Adeline E. Steffen
Delma B. Steffensrud
Mrs. Edward R. Stege
Dr. Catherine Stehly
Karen Sessler Stein
Elizabeth A. Steinberg
Jolene Steinhorst

Robert Steinhorst
Robert Steinlage

Joyce Steinmetz
Catherine Steinwand
Ann and Fred Stender
Rae Stephens

Ellen and John Stephenson
Gayle Stephenson
Jennifer A. Stephenson
Mrs. Henry Sterling
Robert H. Sternberg

Mr. and Mrs. Joseph Steuer
Elsbeth Stevens

Barbara A. Stevenson
Vicki and Jerry Stewart
William ]. Stiefel

Mary Stieglitz

Margaret G. Stiles
Mikele Garfield Stillman
Dick ]. and Grace Stith
Frank C. Stoll

Irene Stoller

Sheva Stoloff

Thomas R. Stolper Family
Patricia Stone

Don Stott

Norene Streicher

Antony and Philippa Stretton

A. Rollin Striegl

Carl N. Strini

Gary Stults

Bill and Donata Sugden

Charlotte Sullivan

Jack Sullivan

Christine Sundt

Mr. and Mrs. Verner E. Suomi

Barbara L. Suring

Robin D. Susser

Leone Suttie

Lois Fisher Svitavsky

Kim Svoboda

Deborah Swackhamer

Patricia Swartzberg

Howard A. Sweet

Cindy L. Sweetman

Mrs. A.L. Sweitzer

Angela C. Swenson

Jim and Margs Sykes

Donald Sylvester

Joseph Sylvester

Jeanne and Robert Tabachnick

Caroline Taber

Dr. and Mrs. C.R. Taborsky

Mrs. Daniel W. Taft

Carol Tarr

Donald A. and Judy Taylor

Helen S. Taylor

James W. and Carolyn Taylor

Nancy Taylor

Robert Taylor

William R. Taylor

Raymond Tegner

Dr. and Mrs. Gamber
Tegtmeyer, Jr.

Mr. and Mrs. Howard Temin
and Family

Mr. and Mrs. Blair Temkin

R.S. TenEyck

Dr. H. Kent Tenney

Anton Tenwolde

Anne Terrio

Dr. and Mrs. Thomas C. Tews

Maria Thesen

H. Dale Thieben

Grace Thiede

Phill Thill

Barbara Thilly

Judith S. Thomas

Thelma Z. Thomas

Dee Thompson

Mr. and Mrs. Donald
Thompson

Frank Thompson

Mrs. H.E. Thompson

Richard and Anne Thompson

Mr. and Mrs, Ralph Thorp

Mrs. Roland Thurow

Mary Demeter Thurrell

Natalie A. Tinkham

Mrs. Richard P. Tinkham

Ellen ].B. Toker

John and Barbara Tolch

Al and Chris Torkelson

Patrica B. Tormey

Thomas Towell

Mrs. Thomas Towell

Leslie H. Townsend

Sara Traut

Julie Trautmann

Mary Ann Travers

Gladys Trayser

Asher E. Treat

Mr. and Mrs. Glenn T.
Trewartha

Mark and Mary Trewartha

Maxine Triff

Louise G. Trubeck

Mrs. John A. Trumble

Kelli Ann Trumble

J.L. Tschernitz

Kit Turen

Mark Tushnet

Jon and Susan Udell

Dorothy D. Uehling

Judith Uehling

Lorin A. Uffenbeck

Mrs. Arthur H. Uhl

Ayse Unat
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Mrs. Walter Urfer

Mrs. James Vaccaro

Margaret H. VanAlstyne

Dr. and Mrs. James
VanderMeer

David L. VanderMeulen

Norman Vanderwall

James A. Van Duerzen

Suzanne Vangalder

Lynda and Peter VanNort

Debra Vanorsdale

Lani VanRyzin

Jan Vansina

Mr. and Mrs. John H. Van
Vleck

Jane Varda

Mrs. A. Paul Vastola

Michael R. Vaughan

Mr. and Mrs. R. Worth
Vaughan

Margaret N. Vea

Melita Vedejs

Louis and Cornelia Veler

Joan M. Vennie

Vicky Viens

Ellen ]. Vigil

Alice M. Vincent

Pamela Vogl

Richard Vogt

Susan Carol Vogt

Richard Volbrecht

Dorcas Volk

Richard B. Vowles

Dr. R.L. Waffle

Alexandria Wagner

Marian ]. Wagner

Michael Wagner

R. Wagner

Walter S. Wagner

Karen Wahl

Ethel K. Waisman

Daniel ]. Waite

Richard and Margy Walker

Mr. and Mrs. Donald R.
Wallace

Mrs. Archie Wallen
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Mr. and Mrs. Herbert C. Walsh

Gwen Walter

Norma Wampler

David and Judith Ward

John Ward

Lyle and Anne Warnock

Dorothy S. Warren

Dr. and Mrs, George E. Warren

Betty Wass

Margaret Waterman

Pat Watkins

Mr. and Mrs. James S. Watson

Shirley R. Watson

Mr. and Mrs. John L. Watts

Mildred Weaver

Sheila Webb

Mr. and Mrs. Thompson Webb,
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Mrs. James Webster

Jean Z. Webster

John G. Webster

Dr. and Mrs. Eric Wedell

Charles and Mildred
Wedemeyer

Carolyn A. Weigell

Mrs. George Weiland

Andrew and Sonja Weiner

Sybil Weinstein

Shirley Weisbrod

Mr. and Mrs. Leonard Weiss

Mrs. B. Weittenhiller

Steven P. Welch

Wally Welker

Joyce H. Wells-Powell

Mrs. Kenneth Welton

Mr. and Mrs. John T. Wencel

Viola 5. Wendt

Mrs. Ronald D. Wenger

Ruth M. Werner

Dr. and Mrs. Carl Weston

John C. Weston

Florence Wetzel

Mr. and Mrs. Jerry Weygandt

Lila Whalen

Elizabeth Whalley

Elizabeth Whipp

Dr. and Mrs. Carl Whitaker

Anne E. White

Gwendolyn D. White

Mr. and Mrs. John B. White

Ronald and Carolyn White

Genevieve S. Whitford

Mr. and Mrs. George Whitford

Lynn Whitford

John F. Whitmore

Robert ]. Widmer, Jr.

Karen H. Wieckowski

Terri Wiedenbeck

Edward A. and Cathryn J.
Wiegner

Louise Wiesenfarth

Gloria Wilberg

Rumelia Wildeman

Dr. and Mrs. Rex W. Wiley

Eugene and Helene Wilkening

Mrs. Horace Wilkie

Dr. and Mrs. James A. Will

Carolyn H. Williams

Dr. and Mrs. John W, Williams

Margaret A, Williams

Martha Williams and Mark
Ahles

Mary K. Williams

Mary Lou S. Williams

Paul H. Williams

Professor Jeffrey Williamson

Mr. and Mrs. W, L. Williamson

Donald D. Willink

Elizabeth Willink

Anne and Bill Wilson

Mrs. Don Wilson

Gertrude Wilson

]. O. Wilson

Joseph M. Wilson

Mary P. Wilson

Stu J. Wilson

William Windels

F. C. Winding, Jr.

Emily S. Winer

Gail Winkler

Jean Herrin Winsborough

Shirley Wisner

William H. Wisner

Eldred F. Witte

Patricia Wochinski

Mary M. Woelfel

Patricia Woicek

Cynthia Wojick

Mrs. HM. Woldenberg

Margaret Wolff

Michael ]. Wollet

Susan Wollowitz

Mr. and Mrs. Martin ]. Wolman

Jane H. Wood

Janet M. Waller Wood

Mrs. ].G. Woodbury

Anne Woodhouse

James L. Woods

Dr. and Mrs. Clinton Woolsey

Valerie Wooton

Peter King Wright

Priscilla Wyeth

Walter C. Yaeger

Dr. Kenneth and Sandra
Yarnell

Peter T. Yegen

Penny and Mustafa Yildiz

Mary E. Yost

Mr. and Mrs. F. Chandler
Young

Mrs. George Young

JEM. Young

Karl Young

Louise Young

Mahonri Young

Patricia Young

Phillis S. Young

Rebecca Young

Jennifer A. Younger

Gail Yu

Shirley Taylor Zachman

James Zahradka

David Zakem

Mrs. C.D. Zdanowicz

Sophie Zermuehlen

Mrs. Otto Zerwick

Kathleen Ziegler

Mr. and Mrs. Thomas D. Zilavy



FRIENDS Listing cont.

Mr. and Mrs. Theodore Zillman
Mr. and Mrs. John C. Zimdars
Nan M. Zimdars

Fred R. Zimmerman

Marjorie M. Zimmerman
Renee A, Zimmerman

George and Dorothy Zografi
Dr. and Mrs. Marvin Zolot
Bronwyn Zondag

Robert Zondag

Marjorie Zurbach

Judith A. Zvara

Museum Staff

Eric S. McCready, Director (through June 1979)

David Berreth, Assistant Director (through
July 1979)

Carlton Overland, Curator, Acting Director
(July 1979—December 1980)

Lisa Calden, Registrar

Daniel Steen, Project Assistant (1978-79),
Assistant Curator (August 1979—June 1980)

Loni Hayman, Assistant Curator (August
1980—May 1981)

Anne Lambert, Curator of Education

Margaret Elwood, FRIENDS Coordinator

Kathleen Parks-Yoast, Museum Shop
Manager

Henry Behrnd, Craftsman/Gallery Technician

Ruth Struve, Administrative Assistant

Gail O’'Neal, Program Assistant

Anne Boyle, Graphic Artist (through October
1980)

Rose Birzer, Fiscal Clerk

Ellen Block, Receptionist (through August
1979)

Irene Guski, Receptionist (beginning
September 1979)

Donald Stott, Photographer (through June 1980)

Lise Hawkos, Project Assistant (1979-80)

Timothy Quigley, Project Assistant
(beginning July 1980)

Department of Art History

Robert N. Beetem, Professor, Eighteenth-and
Nineteenth-Century European Art

Barbara C. Buenger, Associate Professor,
Modern German Art

James M. Dennis, Professor, American Art
and Sculpture

Frank R. Horlbeck, Professor, Medieval Art,
Architecture and Sculpture

Jane C. Hutchison, Professor, Northern
Renaissance and Baroque Art

Gail L. Geiger, Assistant Professor, Italian
Renaissance Art

Narciso G. Menocal, Associate Professor,
American and European Architecture

Warren G. Moon, Professor, Ancient Art

Christine L. Sundt, Slide Librarian

Mildred J. Brunner, Program Assistant
(through November 1979)

Sharon Gerl, Typist (through November
1979)

Kathleen E. Pulvermacher, Program Assistant
(beginning November 1979)

Sharon Kaminski, Typist (beginning March
1980)

Art Library Staff

Beth Abrohams, Library Assistant for
Circulation

Joy L. Brandenburg, Library Assistant for
Serials (beginning January 1980)

William C. Bunce, Assistant Professor and
Director

Louise Henning, Librarian II for Reference

Lois Keir, Library Assistant for Serials
(through December 1979)

Lynette M. Korenick, Library Technician for
Catalog Services

Vicky Schumacher, Typist II for Acquisitions
(beginning October 1979)

John Thompson, Typist II for Acquisitons
(through August 1979)

Building

George Rodefer, Maintenance Mechanic

James Williams, Security Supervisor

Richard Hegg, Security Officer—Lead Worker

Albert Amundson, Security Officer

Paul Berg, Security Officer

John Gardner, Security Officer

Mark Golbach, Security Officer

Clair Irvin, Security Officer

Nordahl Johnson, Security Officer

Eric Seaberg, Security Officer

Theodore Tyler, Security Officer

Cleon Peoples, Custodian

Doris Wipperfurth, Custodian

Gloria Wagner, Custodian (beginning
November 1980)

103



Copyright © 1983

The Regents of the University of Wisconsin System

All rights reserved

US ISSN 0730-2266

Editor: Loni Hayman

Design: Phill Thill Design, Inc.

Typsetting: Impressions, Inc.

Photography: Anne Boyle, Don Stott, Laura Vanderploeg
Printing: Litho Productions, Inc.

104



- B
= 0 [ -
1l
1l . 1]
N : B ot ) B
N i
i [ - [
N N - - [ L
=i . N
u »
.
i i
.I N )
B i | i
5 n Ll
I o e N 1l
Ll 1
Ba - ) .
i -
. N . | -
| N
u
_ B ) . N =
[ - 1]
[l i
il . I )
[
- "
- |
. I n
1l .
r -
il . L]
i
[ 1 N
1l = -
1
e L]
] [l
N = -
i
u >
L] -
)
i n
L]
K
- il -
. - (L
[
.
— - n L
l n s
N 1l
[
' 1l
n
= =1
- 1 - n -
-
1
- )
[ B [
Ll
E]
Ll
[ 1
u
i
:
-
1
Y
[ n

LI
i

[
[
Vi
1l
) [
1
L
- ¥
(]
[ [
il
T}
=
[l

- ! I‘




800 University Avenue
Madison, Wisconsin 53706



	Blank Page



