Landacape painting can be about scenlc imagery. Landscape paint-
inr can also be about the mysterious relﬂtiunﬂhiﬂh&tvIEn nature,
that is, visable nature, and the invisable forces which lend
beauty to an otherwise static scene. There is a category of
landascape painting which although it is mundane in its myseic
pretensions ie gquite lofty in its artistic ones, The opposite

ie also true. That is, there is landscape painting which is
inaginatirﬁi.ﬁ uﬁggﬁd{ and uses visual perception as a mere
gepringboard. f&n other worde "Art" does not necessarily need

#o0 flee from objective reality to have substancial merit.

The artist who paints & close representation of what he asees,

out there, in the view or landscape, mugt think in terms of

the rectangle which is his canvas, the colors which are his tubes
of paint,and the skills that he has in his hands. The mental
meamndwring disciplines which form the artist's system of beliefs
can be objectively rational or deliberately subjective, imaginative,
and interpretive of what he sees. Art can develop out of each

of these way of approaching the work, or neither. The rules for
beauty, order and form have long Bi'ﬂﬂ& left our eritical eval-
unation of a work of art, Art in our present time is largely
recognized for the degree of personal expression, personal re-
interpretation of the subject being paintad‘ by the painter,

Landscape painting, when iﬁ'first began to be ecalled such, was
considered painting without subject. The mountains and trees

of the countryside, without personages depicting some event

or story, made the scene "subjectless", S5o what was the artist
doing? Well, one %hing he was doing was earning a living. With
the new market for landscapes and the opportunity for the artist
to paint without a prior comlission and sell his canvasses to an
intermediary art merchant, earning & living through nngh heloved
profession became a reality. HNeedless to say there were artists
who were actually only skilled craftsmen in the techniques of
painting, "Ho toda pintura es arte."

The fine hairline of separation between art and painting that .I.ﬂn‘t...-:n.-
EQFUBt have the addition of the "soul", It, if it is a painting
of'"nature", must inelude the artists awareness, in visual terms,

of the soul #E’vegetatian and elouds and atmospheric changes of

color; and the artistd expression in plastic materials, of his

own soul and its response to, and communion with Phe world out-

Bide hie own being.
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So, an artiet must not only develop his skills as a drafteman, a

colorist, a painter and an observer of the EEﬂBiti?EJEilent world,

he must also learn and become skilled in perceiving what he feels

and what he thinks, This last addition to his knowledge may be
instructed through religion or through the humanities., In N
either case it should elevate the painter to & cultural level BIEHHJ;quzq
the educated musician or poet. It should encourage him to ]
become a man who will use his abilities to the betterment of his

fellow man (Alberti), It should requife him to use his artistie

powers responsibly.

And so we see as we read the commentaries of the artisis through-
- the past severgl hundred years imt to the present iTakies}ﬁ that

the artist in his highest recognition is admired first by his

fellow artists and finally even by the State Iﬂ which he gives

allegiance (Piles).

When the artist left the status of artisan behind him'haa been

one of the baeic ideas of this course. The artist in his entrance

te the world of enlightenment brought with him 2 new freedom of

chﬂiceiin r preaent#_&mi—-uuh,jent matter}as well tn=hip-mammer
Wﬂ— expresﬂgig this.The change from manual to—ﬂot con-

ceptual categorization, socially and culturally speaking, permitted
the artist to legally enter & social class in which imaginative
freedom was valued asz an attribute of notable acclaim. Even the
euilds (8t. Iuke) recognized the artists right to personal
interpretation,

How did this affect the paintinge? Is the imagimmtiwex creative
research of Turner a developmett of a process n?aﬂEEHturiEE in
which the artist sees himself as a seientist, an 1Lventur a4 re=
gearcher in visual communication, or is the artist practically
disconnected to the theories of art and of art criticism and of
the direct sources in works of art which havg thus, little effect
on him? That Gauguin felt compelled to go to Tahiti is, for me an
example of hfw deeply the artist is integrated and of how muc

he sometimes would like not to be.

This paper touches upon many areas of concern relating to the

art nj landscape painting, especially with the artists' perception
of Si:fwith reapect to tiee other men of Eﬂ::r era, The
more one 1 ne, the fewertthe intellectual precepts that argiFﬁr
seriocus concern, as was pointed out to me by Dr. Merce. This is
the paper of a novice. Although I have been enthusiastically

painting the landacape of the desert for the past twenty years,
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2 landscape without verticals, without fadéng distance, without
limits in depth or horizontal space, A landscape which I began to
paint because I lived there and had no other modela who would eit
for me, (Innocent as I was a#® to the speed of lightand its effect
on folm). Yes, I knew the "Orangerie" of the '60's, Yes, I knew
Tarner in the Tate, Ofcourse, Cezanne's original canvasses were
what my mind saw when I thought of him., %Yes, the FPoussin that I
waw at the Pllge when I was 19 years old never lost its power in
my memory...what color! what forbidden color! HNone of this helped
me to compose the paintinge. I finally gave up the athmt and
painted with no order at all...contuous, immediate reactions to
and light or line that was alive or seemingly so, out there,

Recently, guite recently, I have beemme & student of landscape
not as a subject of my paintings, btut as a genre in the history

of art., It is too soon for me to narrow down my ideas. I just
fell into the stream and I am suddenly, and delightfully drenched .,

Therefore, this paper is about, the bits and pieces of mig meander-
ing through books on the subject of art directly or nthezij.ae as
it relates to landscape, but only those selected avenues of
thought which tnuﬁh my soul., Those ideas that ring a chord of
truth in me that were I to have a more scientific as opposed to

creative mind T would certainly love to research,
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Art, erpresaion of the human spirit. The human spirit, a collect ive
and personal element of human sensitivity and power that our Weslernm
elvilization and leisure culture has developed over the past five

or six hundred years. Progress (1), the self-assertion, the conquest
of an area in which the agent can freely develop and create by
eliminating (or absorbing) whatever obetructs it, both animate and

inaﬁa. te, Expression, the painting (within a somewhat formal
teahngﬁagﬁﬂﬂgﬂiggﬁ*g¥ symbole @) of the non-verbal need "to say"
The himan spirit expresses iteelf through art because the mind,

that guidp our understanding of the world and ocurselves is & learned
mind, is an educated one aware of the writinge nﬂ'nur peers and of
those philosophers, poets, muaicians and other artists who went

before us, Unthinkable () amounts®to ‘undoable®. Alearned, open
min?hpliftﬂ the human spirit.

The firet chapter of Kenneth Blark's book, "landscape into Art"
deals with the medieval understanding and expression of nature,

A I understand his basic point, ich is further developed throu-
out the book, it is that religion was the guiding line of the
culture of medieval man, it was anti-sensuous and therefore very
limiting in its permissive attitudes towards expression., In addition
the mental control which we were to have over our lives was not

bEEEJ upon personal conclusions from our but from an
imposed dogma. T

L
I should like to dara~&ww£ﬁégzh point of my own contrary to K.Clark'e

position, Laet us praise the aspect of medieval eivilization in
i;i represggiond of the senses, Perhaps, because of this the mind,
thought, the humanities rathefthan mere prerception became the line
of progress for the renaissamce artist.

The first psalm of King David encourages man to be like a tree. fé;
This reference is about the essence of a tree not its visual
appearance. It refers to the indomitable spirit of the tree which
we can imitate because we have given our beliefs and therefore our
lives, Etrnnéruttu in learning. And again, Christ says that he is
the tree and that we are the hranchef: J The metaphor of nature is
quite high in the order of things. ®udeo-Christian thought says
that man is G-d's highest creature, higzhér (meaning closer to G-4)
than even the angels, and certainly than a tree., However, all of
creation is wondrous and is valuable as a means toward human express-

ion,.

Well then why didn't landscape painting,ian art without "subject
matter" (§ exist , before it did in the sixteenth century? .

MK %)
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"Ruinas", by a Spanish painter of the
ears in the guidebook of the Museo de
of Catalan Art in Barcelona. The painting
ruin, standing isolated in the countryside,
¥ of white billowy clouds. That's it}
together, I see that it is afternoon

the clouds are 1lit from afar and above,

g absorbing itself inte the atone with the
A morning light with that amount of shadow
eshness of the dewy clean air, The aftermoc
ation of a period of time either in man's
y of a civilization. In this case we

of day represented in the landscape is
aning of Roman civilization whose great
before the medieval fortress castle, uo
hitecture is poeitioned at such an angle %
reat protagonist of the landscape. On itd ¢
ove the frieze, along the horizontal where
we gee a lovely foliage, The storks have
he pereceding centuries, The green leafy
g paint of the clouds in actuality, but
foregroung, of kilometers of mountains
tance, The greenery is symbolic of 1ife,
emphasized by the representation of a nest,
ng, Do I see a person in the foreground?
azround, another. They are the people who
ple who use the land for their flocks.
with remorse it in itself iz a magnificient
t represent, as in Romantic poetry the die -
3. Quite the opposite, it represents the
yne recelves the light and heat of the
:riod of gestation, long though it may be,
inew culture, what the now refer to, as the
; had time to learn his profesmsion. Spain
ice again énteé the European scene , not
2 become,
1owledzement to the greatness of Velazquez ,
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The significance of visual post-war England, and fits gﬁfeut o
teachersiﬁ%‘the liberal arts, is of notable concern to this reader,
I assume that the blitz made irreperable changes in the landscape,
80 much so, that one's appreciation of landscape painting was re-
evaluated. Where were the recorded images of England? Well, where
were they? Kenneth Clark, in his book "landscape into Art" asks
this question and anawers it. Nineteen-forty-nine, the year that
"ILandacape into Art" was published, was the begghning of & period
of creative architectural reconstruction. Legislation in the United
States, such as the Marshall Plan, permitted funds to be sent to
Eurepe for "new horizons", Waast torn, bombed out England was going
to get 2 new face, but this proceedure would erase the old one for-
ever, The Brittish landscape in 1949 must have been quite a sorry
gight, Even movies made afew years later such as "room at the Top"

ith Lawrence Harvey, succeed in portraying the depressing landscape
of destruction, fﬂ&memher the Bcannl&ﬂﬁﬁb he goes back to Wembley
and his house is no longer there?i S0 many times have I seen England
through the artistic vision of film directors, and so many songs "
about England's natural beauty were natural for me to sing, that
when I saw the white cliffs of Dover for the first time, from Calais,
as I moored into the Channel on the Queen Elizabeth, inl959, from
New York, I was able to realigze they were the thinge that Bing Crosby
was singing about, but they had no relationship at all to anything
that I had imagined., "The White Cliffs of Dover" of the song were a
mere language indicatiom of future peaceful times, whereas the verti¢ al
power of the rocks coming out of the pea was visually in tension with
the land behind it, and gloriously connected with me, the human
being who wae looking and responding to nature., I remember the blast
of visual wxperience on seeing that view from across the water as
clearly as if it had been yesterday, although it must have been a ver y
guick leok since I had to go through Fremch customs and get on the
train to Foarie, door to the universe. Kenneth Clark meaderzxhimtmries Iiyx
meanders throughout the paintings of European land pertraiture
devoting some minor part of the book to English Landscapes. He
travels vicariously through the Sinal, emphasizing those rocky cliffs
rath' than the Brittish ones, Jerusalem, not ILondon, is mentioned
@ n numerous occasions in his bookypublished only one year after
England retired from the middle east. The unigueness of this landsca pe
history has permitted it to become a kind of classic not only for
the loving concern Tor art that is expressed throughout the chapters,
but for its selected cronclogy. We might then ask, wher-is Spain
in the history of Art? because a unrding toa Clark's book Epanish
Art :‘EEI I1|ii|j:uricalljr %nv*:l.:shle. %ﬂ'ﬁ‘ﬁf oh 1.
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Teeighenificance of visual past-‘é:;; Eng'fa':h% and#itey et(fec upon-tedchers
liberal arte is of notable concern to thies reader.

Nineteen forty nine, the year that "landscape into Art" was published,,
was'W¥beginning of & period of creative architectural reconstruction
of waste torn, bombed out, England, The Brittish landacape in 1949
must have been guite a sorry sight, Even later movies, Yxke such as
"Room at the Top", with lawrence Harvey, succeediin portraying the
depressing landscape of destruction. 5o ma times have 1 Been
England through the artistic vieion of film directors, and so many
songs about England,'s natural beauty were natural for me to sing,
that when I saw the white cliffe of Dover for the first time, from
Calais, as I moored into the Channel on the Queen Elizabeth, in 1959,
from New York, I was able to realize that they were the things that
Bing Crosby was singing about, but they had no relationshipat all teo
anything that I had imagined., "The Whit?Cliffe of Dover" bff the song
are a mere language indication of future peaceful times, whereas

the kighxzix vertical power of the rocks coming out of the sea is
visually in tenasion with the land behind it, and $ gloriously,
connected with me, the human being who i€ looking and responding to
nature., I remember the blast of visuzl eXperience on seeing that

view across the water as clearly as if it hai happened yesterday
although it must have been & very guick look since I had to go throug h
French cuetoma and get on the train to Paris, door to the universe,

I trust that you will permit me to express my most serious concern
with respect to Great Britain's loss of the "Sinai" landacape, the
Jerusalem landscape, the ¥azereth landscape and all the rest of the
tiny but magnificlent land of Israel only one year before the
printing of the book under discussion, in 1948,

I do intend to praise these lectures of mr. clark because I understan d
it's value 28 a sguide to the hirher endeavors of man and certainly

as a guide to the enjoyment of these artistic efforts, but I must
Emint out the bias which assumes many truths to which I do not conform.
hie bias, this humble arrogance of tone not only asks us to ses

the landscape of the bible through indirect sources but zsmpiwteiyx
ignores Spain ( even Braque is given recognition pr in a casual

agide which would have infuriated Picasso.] So, I ask myself if

I would like to become furious with this book or if I would rather
accuse myself of hiper-sensitivity, and I , as an artist not as a Jew

must stand up and scream, wait, stop, don't catalogue us, landsecape
painters, like that. Cennino Cennini
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There is one gquestion that keeps repeating itself to me, What, if _
any, 1s the connection between the exile of the entire Jewish com-
munity from Spain, and the change from iconographic to pastoral

art in Western Burope? I waa golng to leave this alone, After

all, I'm a painter not really an art historian. Plus, it's often
been danperousg to delve into the influences of Jewish culture on

the Christian world. Dangerous, that is, for Jews, my people.

But my endocrines are starting to jump around, poking through the
"neblina" of depression that my daily reading is laying on me, I
have decided to confront the problem because I am now convinced of
the truth ix ke of it.

Before I begin a commentary on KEemmeth Clark's, "landscape into

Art", 1 should like to place two quotions on the table, cards up,

ag in a game of poker called "Jokers Wild" ( a jeker being a
derogatory term for a leader of the Jewish community, the rabbi).

The first guotation is an explation of the worll “chueﬁih" as

defined by George Sand in her book ™A Winter in Mallorea",".,, fpﬁﬁ
Jews, who form a special sect amonget the inhabitants of mdﬁfi
Falma under the rédiculous denomination of 'Ehuetasffiaereuch we e
owls) ... " Vyvelpg weles
The second quotation is found on page 64 of the Schocken publication
of Max J. Friedlfnder's book "Landscapey Portrait Still-Life Their
Origin and Development". "Van Mander relates that de Bles some-
times applied his owl so ¢ that it gave rise to elaborite
games of hide-and-seek, and that people put bets on each other not
finding) ftel 0B PRES.EG R DINR.AIRETIV,10aENeA, Lhat,Hepyt net de
Bles (whose name might also have been Henri Patiner), "...t&ls
painter signed his pictures with an owl,"

It ies incomprehensible to me that Kenneth Clark was not aware

of the above information. Yet at no place in his attempt to

make "art afficionados" out of his students, does he make mention

of {t.

55555555555555555 5888888 TTT77T ABC

That art is #elegated to a lower strata of importance in the
heirarchy of the elements of civilization ie common knowledge,
That artixkzx has been used as a front, or & disguise for polit-
ical advantage is also nothing new. Roger de Plles was one

such artist and theorétieian, Although 2 spy for France to
Germany he was at the same time a man passionatel¥ concerned with

the meaning of art for mankind. » 7 {1 Pl eglt 4 f | iy SN
|' il i i

That the “E}atherilﬁi of thﬁrﬂ:ahna" was the paintins used for the
example of dramatic action is dikewise our use ufmqln in the dramatie -
action of this paper, ¥ (’;;I



I am & poem.

-
@,
I am a painting.

I am a landecape at rest.
There are no automoblles, no trains, not even donkeys
or camels walking my traills.
The aftermoon sun, low, casts a long shadow from the only
cloud in the sky almost a kilometer away from the cloud iteelf,
And you, and your easel, and your paint brushes and your
eyas, and your humanity becoming & part of me, do not see
yourself.
I preen myself, I expand, I shbot my colors at you.
I sharpen my edges, I flick my dust away., I pose,

You are very quick.

I compete. Wind chanfs, shadows, angles of light(rays

and reflections), humidity.

But youtte good. TYou barely look at your palette, or
the canvas for that matter, staring at me, finding the divisions
of height, finding frontal planes, finding that very distant color
that brings the distant moment forward, making three dimensions,
two, Modern art., Art, Landscape Art. You and I together daring

to envigorate the day.

¥Mxr, Three, The viewer later nn. The bibliography
of landscape papers,

A football game, eone's Hicking a ball around
in the shadow of that cloud, He runs with it, The shadow
runs with the wind. The ball goes up. Another shadow far

away,
Subject matter. (Sophia Loren, in her autobiography BAYE,
"It's na? what's in the landecape, but what's in front of it, that
counta, "
Innocuous subject matter. Faant. The non-aesthete.

The doing. Paint,

Mr, three, The viewer, The later on., The Bibliography
of landscape with subject, papers. Historical, Biblical,
mythological, Romantie, expressionist.

I am a poem.

I am a painting.

I am a landacape that has been painted.

There are no longer any scenes, but that you don't see
them through me., I am your memory.

Ramon Llull has been redefined, G-4d no longer is seen
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The artist is the poet, He ie the music not the composer, His hands
express his knowledge. His ayes use nature so that he ia free of
the burden of invented "composition".
Composition.
We have no verticals in our valley.
No 1limit tothe perifery.
Do we see as it, the objects of nature, callp to us?
Training. Response, Belief, Affirmation.
Rodin said," Anyone who's been out there, in nature,
is fully aware that it has a consclousnesa
much like ours®, ':

I am a landscape at rest,
I take m? conaciousnese from you, human.
It thrills me to be painted.
M$ particles dance and reveal themselves to you
through color,
Flaming sulphur, Verde Bizancio oscure, No. T1 in
in Titan oil colors,
A title for a magagzine article at the Notary's
office,.."No pude haber arte sin i L
Agale of a painting by fﬁ?ﬁﬁgﬁgﬁ Aureliano de Beruete,
The same painting sold again by Darioc de Regoyos,
Add4 besuteous art....
Wait a minute.. go back to that Tapies article...
The artist is responsible to Mr., Three.
The artist is the reason for Mr., Three,
Mr. Three apprecliates, bestowa,

er.
I am the poet, I am the landscape painter. The poet, the iiiii:

The ibex and the hogla replace the footbal players. The
landacape is at rest. It waite, from tggg-tn , from Claude
to Claude, awakening you, the artist.

Oh iﬂeet and noble horiszon on which the sunlit
concave pinks appear as verticalfrontal planes, show
me the essence of your form that I may reveal it in
my composition, and thus, myself become composed.

: J)’ — :
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All the books that I have been reading point ong way only. The
artist was an artisan. . Profesaio asm according to the
materials one used in mJ\mrk r?' The artist was understood Yy
to be more than a mere tec‘l‘miciavf The best artis ere chosen t o
Exeeutex paint the-—preeise.reoquirements the patrnn The artistie
element was in the ability of the painter ;-01. ike slavekian
actor, identify with the wisual requirEment[a_,ﬂ j% in‘tu
images, The imporance of this f‘q" thew pnintﬂ uf view 'Hlﬂ'l]ﬂ
the church id very important, People died for their ideas about
whether angels or otherwise influenced historic moments. These
moments, represented in paintings were idealogically b e::l and .
comissioned by the patron who also believed in "beauty™ as %EW#M
of nourishment fuﬁle soul of man, The artist was therefore the

expert in "Beauty ot in idealogy.l lbexrti)

The books contimue to point one way ﬂl‘l]y’. Kext , we Bee that the

role of the patron underwent a serious ‘cultural change. A market
developed for which the ter ﬂ produce and hope to sell 'l;hr-:-ugh
the intermediary merchan:@m idea which personally strikes ,”5“)
ag lpoathesome enters the written texts, &t this peint. %

to be an accepted point of wew (look for it in Clark)

rar%t;l,r\but relatively uncnnth‘ North was the recipient of #he ideas
ncerning landscape as an art form fesm the artiatﬂthu were

mentally as free as poets and Equatgd with them prlfesainnallyj in

e South., Italy, thus being 2 confhation of heirarchiecal precidence,
Nationalism, racism, and historicity replacing the nr@&a of

creative power as art history and theory and criticism was taken

from the psns of the artists and subsequently written by the

objective intellectual, This idea of mine comes out of '
my observation that non®*painters have thelr own way of minimizinfq—‘;_
the power of creative, artistic activity. We 2ll know about divifie _ﬂg}
and conguor. Well if we say that an idea from the South motivated
the artists of the horth we detractfrom the mysterious creative
impulse which thinks, paints and feels, all at the same time making
what I have been calliﬁﬁ“hrtistic Expressiony",

L] We have to go back a century or so0 to the Academies. In France,
the School of Beaux Arts which developed out of the Royal French
Academy was he?un by the Sun King, Louis the Forteenth.

In I‘talleq? b wmﬂ:‘ e MM

he @arden School of the Madici was the beginning of formml

education in the humanities as whell as the art of drawing and the

sciences for the talented novice, would be painter. 15'
T
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In Spain, as Mopart Haid,biy, en Eapaﬁa:' Pacheco3 book upheld the
Iﬂftandardﬂ of art, claimain~ drawing to be the top of the pile not
Iﬁ?nly because it required the least amount of laborious preparationn

‘ﬁﬁhd materials allowi it to enter the world of simplicity, the pakh
gﬁitn the spirit. But because drawing could combine seientifie
kilérpergeptual obgervation with creative freednﬂ‘ last comment intuitive
1Lg personal reaction to Pacheco's writings)...an idea which continue s g
in our own time and is propagated in the art schools from Few York

to Madrid and around the weorld again,

Speaking of "world", we must give some recognition to the appeargnefg ,

of Eaatern Art on the Buropean scene withthe return of ships from

the orient in the Sixteenthe Century as described in the nove bfd??ﬁiiﬂdﬂ
"Ehuguniﬁﬁyand even earlier, Marco Polo and his caravans ramxkt
undoubtedly brought back the concept of nature as a means of expression
for the visual artist, (name afew Eastern Landscape painters of

the time of Mareco Folo)

gfﬁqrﬂfg;tﬁJ“:h??
-

What about the influence of Jewish thought and Jewish culture on
the Art of Western Europe from the years prior to the Expulsion
of the Jewa from Spain to the Napoleonic period of legal egquality
for the Jewish citizens of the west? ILet me first say thet the
most important book of the Jewish people,"The Bible" is replete
with references to nature ature and Man in the Bible, chapter s
in Biblical Ecology by Yehuda Feliks prof.....) From the selective
breeding of Jacob's sheep Ep. 23 to the Joy which we, "the children
of Israel" expressed A we left slavery as the'ﬂkippinﬁuf the gzazellfs
of the mountains of Simai'¥,

{insert pa-es about Jewish Influences)
S0 the wvacaoum that Clark thinks is the forerunner of landscape
into art is notthe way Gnubr-an d91F ibes the situation.
ccording to Gombr Y F thﬁer fT?ﬂFffBa Gombrich gquotes
lberti plll...lan inting restores the soul, restores
physical health... (s < eon : me painter can be genius...
like unto a musician.....p.i13(Pliny Jand Landscape (library at

UIE ¥kks book on Roman Wa2ll apintings-Four Periods ufwﬂ%

Fombriches point of view that we see in mnature what art has

é#é-.rEpareﬂ us fory..gn idea developed earlier by Husm
~@wd the English’ ARademy T
e cata-

strophe he witmessed would not have struck him as "picturesque" if

he had not been acnuainted with this category of pﬂfﬁ:izi;i
{ Il
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/f ,:;ai.r:iﬂ‘
Robert Motherwell paints "Elegy to the Spanish Republic Neo., 171,

and it's not tie laat.&nw many did he do? I Constable paints
"Rainstorm off the Coast of Brirhton" and I see connections between
the two paintings that I might let gdpf if I had not moticed that
"Stnke-br—ﬂaylanduua bought by Aureliano de Beruete and then sold

to Dario de Regoyos Spanish painters buying paintings, for what
must have been only for inspiration, from the English landscapisat |

Robert Motherwell eulogises the Spanish Republie in his art
and I connect this to page 1BB in Kennth ClarK's "Civili zatiun"'@
"...and Courbet, who was & communist by convictinn, painted some

of the most literal transcipts of nature ever offered as art.X... "
«s+and where did I read that Cezanne admired Courbet?.. and so what?

@
@ ﬂ,pm fs r 2#2-2%3
@ ML‘LM fé "i"‘*m

'lsn't it a lovely E.]'lﬁ.lﬂFj" to compar he Gathering of the a "

to the "manna" of fre J_.@E%&?:—B
ﬂ Ee 1deal

emplified in the ide#s 4: niH on
if the "Ideal" ag“set d% n pf ru eu, mﬂl}n/ and

Qint 1 1 EM@ME

figure /thinga out for himeelf, hut
an Mander L
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notas b

chapber . G4
: . W x i 1 i n
(1) gazee N, WORNUM, {ectuRetagh Sainting, by, the Royal academicisnsr,

Goegee— p.111 " The best and surest method which can be recomrended %o

the student for acquiring the theory and practice of this good taste in
the arts, is heartily to dissaciate and estrange himself Irnm_all .
meanness and 5er?1lit¥ of pursuit; &= this will best enable him to enter
wholly and 'con amore' into the investigation of the grand, interesting,
and perfect of nature, as well moral as physical, since art is equally
concerned in both,Such an art, therefore, which has for its true object
to advance the interesta of menkind, by placing the cause of virtue and
real heroism in the most forcible, efficacious, and amizable light - sueh
an art does indeed require all the elevation and dignity ¢f soul and dis-
position the student can possibly bring to it.”

(2 )RUBOLY ARNHEIM, "The genesis if a painting: Plcasso's Guernica", Berkeley,
1962, op.cit., =4 p.6.

Arnheim p.6 " Some kinds of process seem to change character when
they become conscicus. Some are unconscious by their very nature,

ands show up in awareness only through their effects. Interest

has centered bn particular on the primitive quality of certain ways
of functioning which prosper bedlow the level of awareness and which
are variocusly described as beastly or wise, There is actually no

contradiction in what these two contradictory terms are meant to describe,
They point to the animal-like freedom from moral restirictions, granted
subterranecusly to man's most elementary strivings - & freedom that,
although presccial, may give the Jrtist access to the unadulterated
springs of ruman motivetion, These terms alsc point to the crudity of
the concepts on which the primitive view im of the world is opased and

| which can keep the artist in touch with the foundations of human
experience. FPFurthermore, reference is made to the primitive form of
reasonins in images rather than by intellesctual concepis-taat comcreteness
of thought which is at the basis of all artistic representation., Such
primordial gualities are preserved more freshly in the cellars of th

mind, and they are indéspensable., To maintain,Iwaix however, thet tThese
alementary stirrings and notions are the true content of art leads to

2 primitivistic sesthetics, which fails to do justice to the refineimeht
of the human mind and its products.™

a3



notas pa%ina’Il_ e
chapter : &
(3) AMOS PUNEENSTEIN, "Theology and the scientific imagination from the

middle ages to the seventeenth century", Princeton, 1986,0p.cit.,p.28

F% "Two forceful impulses determined the outlook of nature in ezarly
modern science: ,...8ince the 17th €. .....N0 longer were natural

f%ennﬁen& to symbolize and reflect each other and that which i{s beyond
hem.

—_— -

(4) LEON BATTISTA ALBERTI, "On painting", {translated gy with intre-
duction and notes by John R, Spencer), New Haven and Iondon, 1966,

op.cit., pp.B9-90,

—E8—oF, " Everyone knows how much more the zoodnass of
a man i= worth than all his industry or art in acquiring the bene-
volence of the citizene. No one doubts that the good will of many
is a great help to the artistin acouiring both fame &nd wealth, It
often happens that the rich, moved more by amizkility than by love
of the arts, reward first one who is modest end good, lesaving behind
another wim painter perhaps betier in art but not so good in his
habits. Therefore the painter ought to acquire many good habits- =
principelly humanity and affability. Fe will thus have & firm aid
against poverty in good will, the greatest aid in learning his art
wall, "

(5) EENNETH CLARK, "Civilization, a personal view", New York, 1969,

op,cit., pp.269,288,

Giﬁ:hT'“ﬂi#iit!ﬂﬁianl——-fréigig"“Fur almost & thousand years the

chief creative force in weastarn civilizetion was Christiaanity, ThHen
in about the year 1725, it suddenly declined &nd in intellectual
society prectically disappeared, OFf courss it left 2 vacuum, ,....
the first stage of this new direction xamoresridarysiyarrisyedcie:
Emxtawix of the human mind was wvery largely achieved in EZngland - a2nd
perhaps it was no sccident that England was the first country in
which the Christian faith had collapsed. Irn about 1730 the Frembh
philosopher Montesquieu noted: 'There is no religion in England,

If anyone mentions religion people begin to leush.' .....& (continue
on paxe 283)But the plecturesque never took root in France., ZFrench za
painters preferred Constable, &nd echoed his saying, 'I never saw

an ugly thing in my life.' It was a2 kind of egalitarianism, and
Courbet, who was a communist by conviction, painted some of <he

most literal transcripts of naturs ever offered zs ari,"

2
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notas pagina 4
Chapter IL .’{m'}

{1) JOHN BARRELL, "The dark side of the landsecape, the rural poor in
English painting 1730-1840Q", Cambridge, 1983, op.cit., pp.l16-17,

. “Th2 “remark by Gainsborough which apens my
first essay certainly lends asuthority to the objection: he conceived,
he says, of nis fiFures simply as 'a little business for the Eye to be
drawn from the Trees in order to return them with more glee'; they
simply 'fill a place'. 1Uvedale Price, in his 'Essays on the rictures que’
tells an anecdeote of Richard Wilson that nakes a2 similar paint: "Sir
Joshua Reymclds tcld me, that when he and Wilson the landscape painter
wer= looking afﬂﬁh?iew from Ric'mofld Terrace, Wilson was pointing out
some particular part; and in orderk to direct his eye to it, 'There,
said he, 'near those housss-there! where the ?igura'are.*- Though & =
painter, said Sir Jushua, I was puzzled: I thou-ht he meant statues,

and was looking upon the tops of the houses; for I Eid not at first
conceive that the menz and women w= plainly saw wallhing about, wWere

by him thought of as figures in the landscape.”
chapter 111 (three) (begins with the artist at one time was =n artisan)
(1) IEONARDO da VINCI,"Treatiszse on painting”, X¥wwnr¥wrkyx¥9® TFrinceton,

1925.up.ciﬁ._p159_and part three p.429,
‘How 2 good paintinz is to be recognised

and what nualities it must have to be good.' The first thins

if you want to be able %o recognize a gﬁcd painting, is tié%ltgg ;gﬁféger
:herin should be appropriate to the stete of mind of him wha moves '
second, that the greater or lesser relief of objects in shadow skaﬁlﬂ e
?dausted to the distances. Third, that the proportions of the p;rtaua;;
“he body should correspond to the proporticns of “he whole, Fourth ‘
thaEhthe appropriateness of the location should carrespand-ta‘thé iécarum
0f the actions tharein* Fifth, thet the allocation of tha ;&r:é of the
E?dg EhDEl§ be adjusted %o the kind of men portrayed: that iz, delicate
f;E ?Fgﬂ}a:hﬁ delicate, trick limbs for the thickset, and likewise fat

(2) Bi¥f E,H, GOMBRICH, "Norm znd form, studiss in the art of ths
renaigsance”, Edinburg,1966, op.cit.p.39.

1 W e Magnificence such as Cosimo's is

enaxcess of liberality and every excess is vicious. ..... but Timoteo

takes recourse to the distinctions of moral mitEmocdtooEEITTirrTiaTEx

theology: +there are only four conditions under which love of glory
becomes a2 mortal sin, and Cosimo is guilty of none of them. R
Magnificience, however, is (by etymological definition) merely 'the
making of large things'. 'Hence posterity will count a2 magnificent

man among the manual laborers, that is among the menial crafismen.”

U



notas pagina v (five)
continuation of chapter thoee

(%) DONALD EAGAN, "The western heritagev, New York, 1979, op.cit.,p.272.

]
= - HegtermHeritaype—pT 298~ " Thomes Aquinas and Jilli&m of
Ockham Differ on Universals' Thomas Aquinas, siding with Aristotle
! against Plato, rejected the Platonic belisef that knowledge occcurred in-
dependently nf gensory experience, although Aguinas still believed that

| universals, abstracted from things and existing in the mind as so-called
| 'Intelligible species,’ were essential to knowledge. Later, the more
radical William of Ockham (ca, 1300-1349) rejected any hint of the
; extra-mental existence of human cﬂncnptﬂ. Universals were only contents
| nf e mind end verbal conventioms.' .... William of Ockham was the most
amous nominalist. (my camment Jewish ccncept of Bin& iau?éﬁ-his raznr'

J~EEEE??*‘Jt§Jﬁnaa.

(4) DAVID CARRI=R, "High Art, Charles Beaudelaire and the origins of
modernist painting", FPannsylvania, 1966, op.cit., p.d.
—arpier—prd— "Baudelaire would zzree with Wittgenstein; he too
is concerned with the status of art in the modernist world, to which
logical positivism is & natural response, .......fufE;iEEEEHarEuE
that when we see the world aesthetically, we suspend interest in
its erotic gual¥ities.,®

(5) CENNINO 4'ANDRZA CENNINI, "The eraftman-s -andbook”, (translated
by Donald v, Thompson, Jr.), Dover, 1960, op.cit,.,n.2.

Cennini p,2 "How Some Enter the Profession throuth Loftiness of
Spirit, and Some, for Profit¥,n Chemar 115

{ ) MAX J. FRIZDLANDER, "Landscape,portrait,still-life, their origin

d development", L;E‘Ec:k 1963, op.cit., MF.SQ
{bid p. 50 Fliaiiier, "t Satron had said: 'I want it like this'$ now
the painter asked: 'Does this meet preddlections which are gufficiently
numercus?' ThusFatiner, conscious of his strength as well as of his
weainess, could develop the type of the landscape-picture after harving
ascertained that there was a desire for an understanding appreciation

of his nove talents in the much enlarged circle of art-lovers.”

E[] 5 fﬂ. hai";-‘i;n‘l ﬁﬂh{&t ﬁ[‘[jﬂ;‘t f{u& nJmLErg

1 didst fujc #N°L wrthe f?:“l"“a

a7



n
wtas ina V1 (six)
EDntiﬂE:%ian of chapter three

I (8) LBNNETH Clark, "Lendscape into Art", Londom, 1349, op.cit., p.2l.

Slevh —ilLendseaprti—r 2% " The pmotion of a distant view from a high

l terrace must owe something to Flemish influence, but the literal
truth with which these artiasts depict their mziwe native Val d'Arno

l suggests that their real motive was scientific naturalism.”

I

I

Clark, "Landscape™ p. 31 " We may also, I think, count landscape
painting 2 5 & symptom of quietism.....The Dntch landscape painters,
* like Igzaak Walton, make no very ambitious claims for their art, But
; at least it is 'the contemplative man's recreation', And, after a
period of wars, recreation, as we all know, is what mankind reguires.
I asss Meanwhile,the old Netherlandisgh love of representing the thing x
gesn had never been compleiely smothered and wes there To reassert
l itself when tre pressure of fashion was relaxed.”
I

fif (3) H.W, JANSON and Dora Jane, "The story of painting”, l.c. 66-185%0 ,
I:Il:l..':-'itij Plgl'

%gﬁiﬁﬂlih—ibg; "While Aubens becams the most impemrraxwix Tamous artist

of his time in the Catholic half of Burope, the first great painters of
the Protestant world appeared in Holland., As awealthy natlon of merchants
and seafarers, proud of their hard-won freedom, the Dutch developed

such an appatite for pictures of themselves and their way of life that
their artists had cuite enough to do without working for the Church. 1In
fact, Holland probebly had more painters, and more &rt collectors, than
any other country during the seventeenth contury. Fictures ware as
popular then as movies or sports are today, se¢ that many Dutchmx=wen
were lured into becoming painters by hopes of success which all foo
aften failed to come true, At times even the greztest artists of
Hblland found themselves suddenly out of faver with the public and hard-
pressed for & living, Actuall¥, this boom only lasted for about half a
century, but these years are one of the most important chapters in the
history of painting.™

(107 TIMOTHY POOTE, "The world of Brusxeiiy 3zuavel e.1525=1569", Time,
.1.'."1':., l?EET g?icit‘[| ._E'-'TUI

~footeTpo79- "Happlly,txwyexexiwstx besides this handful of hard facts,
there exists &n intriguing 1,200-word account of Bruegel's life, published
35 years after his death. .t appeazed in 1604 in a volume entitled

"Het Schilder-Boeck (The Bock of Painters) by Carel van Mander, dean

of tie Haarlem painters' guild, .....Van Maznder proved a diverting
cronicler and a character in his own right - as indeed any painter
remembered mainly for his writing would have to bae,"

28



notas pagius Vil (sewen)

continuation of chapter three

(11) (eleven) MAX J. FRISDLANDER, "L:ndscape, Portrait, still-life, their
origin and development", New York, 1963,o0p.cit.. pp.213.214.

Priedlander p.Eljﬂuﬂ“IhE Revolution, by puttinz an end to what was
ethically objectionable, dettroyed aesthetic values as well, The
view from above of innocently contented country-folXk, of & comely and
sentimental populace, turned od to be a delusion, ap hallucination

now that & relentless foe was rising out of the depths. Nobody in
*rance - although Goya 4id so in Spain = looked the hard and savage

reality squarely in the eye, before which 2ll amorous pleasaniries,

' fBtes ralantes' and rustic idylls vanished at a breath."

Y . g e
(12) THOMAS PUTTFARKEN, "Roger de Files' theory of art", HNew naven, 1385 ,

oo.cit., P
Puttfarken p.lX "This book is mainly concerned with three of these
problems, First, the problem of leberatings the theory of peinting from
the dominance of literary theory. This dominence characterized the
gfficial dectrine of the early academy under Lebrun...."

(13) AMOS FUN{ZNSTZIN, "Theology and the scientific imagination from
the middle ages tmfheri gevanteenth century", Princeton, 1986, op. cit.,

introduction p.6 kel .

Faunkenstein :
FUNEENSTEIN, Amos: EEEEE&“ET and the Scientific Imagination from the
ages to the seventeenth century", Princeton

University Press, Princeton, Now Jersey, 1986.

L]

"The World turmed into G-A's temple, and the layman into its priests.
eees.Change from world &3 seen as a thing to reject (visually too) to
2 body to embrace Kismdwxraxtawizzzye,.....

The world, too, was not perceived as a transitory stage. It becime in
and of itself, as indeed attested to by the Scriptures, 'very good'

$Gen., 1:31),%if not outright sacred. The world turned into God's EEmglE}

and the layman into 1{3 Friﬂﬂtﬁ "

tad with introduction
* 1366, op cit., D.lx.

(14) LEONM BATPISTA ALBZRTI, "On painting”, (transla
and notes ny John R. Spencaer), %ew l'aven and Londpm,

Alberti repeated:

;iifxi::ilizzrxx;uziﬂx "However, I would be delichted if the
painter, in order to remember all thege thinss well, ahould ba

2 good man and learned in liberal arts. Everyone knows how much
more the goodness of a man is worth than all his industry or art
in acquiring the benevelonce of the citizens, No one doubts that

the sood will of many is & rreat....

(15) UMBERTC ECO, "Foucault's Fendulum", (translated by #illizm Jeaver],
Plorida, Harcourt Brace Jovanoviek, 1990, op.cit. pp.42l,422,425,

Eco p.421,422,429% ¥ "Hitler was sgearching the Jews for the clue
that would allow him to determins, with the Pendulum, the exact
agint under the earth's concave vault wi.ere the telluric currents converged.’

af



notas pagilis .. - skl )
continuation of c-apter three

(16) MaAX J. FRIEDLAKDER, "Landscape, portrait, still-life, their origin
and development®, new york,1963, op. cit., p.62. .

wﬁ'ﬁﬂ@aﬁr_ﬁ"_ﬂn slgned picture by Herri met de Bles,
Nevertheless it would be easy to bring his 'ceuvre' together, if Van
Mander were correct in his agsertion that this painter signed his pictures
with an owl, Although this gives stylistic criticism and engquiry a
welcome clue, it turns out in peint of fact that Herri met de Bles was

b¥ no means regular with the insertion of his owl, and that thare existx=

paintings by other artists in which that owl can be detected."
continued p.64 e v g sl
Van Mander relaies that de Bles sometimes applied his owl so cunningly

that 1t gave rise to elaborate games of hide-and-seek, and that paople
put bets on esch gqther nef finding it."

(17) 2.4H. GCMERICHR "Norm and form studies in the art of the renzissance"
Eakm - K J. a - = - an ta | na nea
Edinburg, 1966, op.cit., p.T77.

TrT=r=~ "Now when we speak of problem-solving in art we musi bDe
careful to &veoid the impression that art is a higher ferm of cross-word
It i= not, and for the simple reason that the addict knows

puzrle.
In art there can be

that there is & solution, if only he can find it.
no such guarantee. Aind yet, psychologically, the artist may have the
feeling expressed by Schiller that somewhere, in & Flatonic heavern,

the solution he gropes for is already pre-figured - that once it is foun d
it is inevitable and right. " e ampRicH

(18) ZIRKA ZTARZMBA FILIPCZIAX, " Picturing art in Antwerp 1550-17C0",
Princeton, 1987, op.ecit., pp. 198,199,

=
-

T \ "The paintings pf artists' studios frpm around 170C
shifted attention te the critical response of the viewer, but despite

the influence of French classieist thecries they 4id not assaciate
critism primarily with the application of reason, i v IrEcoambixceriT

LT
-

F

;- ﬁ?btendency 0 conslider &rt in terms of the viewer
even gave rise to & new orderins of the arts - the concept of the 'Fine
arts' - which develcped in Northern Burope, noiably France, during the
firat half of the eighteenth century, and qhich guickly gained genseral
zcceptance, This new classification, 2s Faul Eristeller has painted ,L__._?"f:
out, was based not on the artist but on the perceiver of the work, S ."

(19) AMOS FUNKENSTEIN, "Theolozy and the scientific imagination from
the middle ages to the seventeenth century", Princeton, 1986, op.cit.p.23.

— [

. : A

?'-'E; "Extension is ag n F '

i A il ecessary a predictate to the divine -g are
a0
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notas pagina 1X (nine)
continuation of chapter E[three}

(20) E.H. GOMBRICH, "norm and form, studies in the art of the renaissancen
Bdinturgh, 1966, op.cit., p.4%,

"There is a curicus document which speaks ggainst such an xx
assumption, (Gaye, op.cit.,1,pp.167£f.) It tells ol jealousies and brewld
among the carpenters of Florence who were or wanted to be concerned

{iﬂmﬁﬂﬁLH

with the completion of San Lorenszo."”
(21) ibid op.cit., pp. 97,108,118,

ibid—er8F "Ths same cannot be said of &2 true principle of exclusion
suech 23 the absence of ormament in functionalism or the absence of symmetry

from abstract expressionism.” - mefic
Ldhid o d88 "We hear how the naturslistic landscapex back-rounds of

th c. paintines swallow up the foregroung .....subject dwindles to 2
5 gretiprgtextﬂ .. cmarge through the sheer atrophy of religious
painting., .....landiscape palnting is clearly the most revolutionary. .
«ss 'pUre' landscapes &re shown to belong in the regular stock and trade .
“ee ter th= middle of the sixteenth century.”

Jetd-pTI® Similarly, so it seems, the discovery of Alpine scenery

does not precede but follows the spread of prints and Fxswiwysx paintings
with mountain panoramas. One of the first literary appreciations of

2n Alpine region, at any rate, bears such & striking resemblance fto the
typical landscape compositicons of the pericd (Fig. 155) that the resem-
blance can hardly ba accidental, It was Montaigne who, in 1580,
described the Inn valley as "the most agreeable scenery he had ever
seen', '(Sometimes the mountains pressed close together, then again

Eheg upene? Up on our gide of the river,...and rave way to cultivable

En 3 e

SombriemetETEe o

(22) MARIA del CARMEN PINA? YlaxzexerasiaxxdexiIdtycdxdridxx"Cintura
de paisaje e ideologia. Ia generacidn del '98, ", Taurus Ediciones, M=drid,
1982, Op. Cita., p.20.

Bt ¢l

Fena P20 ¥y )

Mariz del Eg:meﬁfPen —*Fintura de patsaje e ideglogia, la Generacidn
dal 98", Thurus Ed&ftiones, Yedpid, 1982, Op.Cita.,,p.c0

Rodin, el gran escultor Parisien dijo, "E1l artista en toda la naturaleza
sospecha una gran conciencisa parecida a la suys."

31



paxinxx notas pagina X (ten)
CIOSTINHG THOUGHTS

#xk (1) JACK FLAM, "Motherwell", Barcalena, 1991, op.cit.p.ld.

Flam p.l4 "Fossibly because his previous training Bad been in philosophy
=nd he had not been exposed te the extensive art school background of
most of his contemporaries, Motherwell was in a good position to
confront the iddas of modernism 'per se’, without azonizing a great deal
aver whether to keep or abandon the figure."

Thid 7p.21 "The Formel title of the series is 'elesgies to the Spanish
though &8 we have seen, Motherwell's intention in them has

e a specific political =i tuation so much as to use the
of the

Republie®,

not been to evok
tragedy of the Spanish Republic as emblematic (my puntuation)

idea of tragedy in out time."

(2) RAPHAZSL SOYER, "Self-Revealment, 2 memoir®, Xew York, 1962,
op.elt,., p8l.

-B-

"The first issue of 'Reality' 2lso contained a letter to
the Museum of Moderm Art requesting that 'non-absiraet forms of art be
given the same serious and schol :rly consideration that the Museum has
extended to abstract art recently,' and that 2 conference be called
"to help resolve some of the problems involved.' 3Such confarences were
later held, but the directors denied they were givins undue attention to
non-objectivism, We did not foresea the furious reaction our little
publication would arcuse on the part of tThe Museum of Moderm Art, the
eritics, and other art publications=, The Museum sent a letter oy mess-
enger to the members of our editorial board in which was implicit a
warning against Communist influences. 'Art News' stocoped low enough to

gditorialize: "We prefer not to do & Volitaire to defend cur a2itackers
from the McCarthys or Dondercs if znd when the moment to do so arrives.'

(3) GRAHAM Reynolds, "Constable's BEngland", New York, 1983, op.cit.
p.l64, "Stoke-by-Nayland,....(provenance) coll. 3edelmayer; Aurelizano
de Beruete; IDarlio de Regoyos, 19269 bousght, 1926, Lit. E.140
Boston, 1946 (146)."

(4)R0GER FAY, "Cezanne, a study of his development”, Yew York, 1927,
op.cit.pp.7T and 9,

"Courbet had already set the note of the artist's arrorance to khe
public and Cezanne who knew him and admired him, became subject to his
*nfluen:e.“

F S

invention, Cézanne was exercising himself in more purely pictorizl genre =,
in pertraits and still-life. And in these the influence of Courbet is
Predominant.”
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1§$.THMH15 FUTTFAREEN, "Roger de Piles' theory of art", New Haven, 1985,
op.eit. p. X1, X11, 46,

ibid p.X1, B.X1l "Returning to Venice in 1685, he was sent on a
delicate sacret mission to Germany and Austria where, undgr the pretext
of visiting the main picture galleries, he was to gather intelligence
about the German attitude and reaction to the agsressive policies of
Tokis X1V. In 1692 he again took on the rtle of secret agent and spy
when the Eins sent him to Holland and Britain. Again he travelled as

a picture xxext expers, a connoisseur of the arts, advising the King of

Poland on the acouisition of paintings. This time his mail tp Paris
was intercepted and he spent the four years before the peace of Ryswick
in 1697 in prison in Holland, despite intensive efforts by amelot to
secure his release."

ibid p.46 ighat we mean is that by the consistency of his perform-
ance he enables us to suspend our disbelief,"

?'f‘} PAUL T. NAGANC, "Bak, paintings of the last decade", lew York, 1978,
* op. clit. p. 65,

Nagano p. 65 "Before looking into the works, however, it should be
established that the central fact about the artist is not t%2%t he is
2 twentfeth century surrealist, but that he is a man (inescapably & painter

of the 19704s5) involved not so much in his temporel circumstance as in
the fact that he 43 & particle of humanity in the vest structure aof the
universe. ..... ot simply as & kind of specialist who makes pictures,

tut as a thinker and philosopher who expresses his emotions and ideas in
a creation called art, which axiste within & continuous history of man's
thoughts &nd ideas and which we understand as culture,”

{‘5 TAPIES magazine article in BSCRITURA FUBLICA 29, .

Tapies magazine article in Escritura Pdblica 29, "No es possioLle

un arte sin moral. Arte y moral van completemente unideos pars todo el
Mue nuiera fomentar un conccimiente profundo."

E‘J ART SINCE 1945, an Abrams art publication, #ashinston Sauare Fress,
New York, 1962, op. cit., pp.l1l16,117.

Art Since 1945 P,116,117 "In & survey of contemporary Spanish
painting we cannot fail to pay homage first and foremost to Antonio
Tédpies (b.1923, Figure 44), and artist of grest richness and complexity.
He came to the end of his Surrealist period about 1952, turnipg <o
essential forms and excluding references to natural cbjects or recogn izabl.
aymbals. He soon arrived at 2 point where the medium itself determines
the form after its poetic implications have been revealed, Tdpies

has in fact grasped the vital origin of the medium and brought it

into an expressive order without having recourse to cultural suotation,
His work iz characteriszizat¥yerized by a graceful poetry, suggestin g
an ecstatic silence, almost entirely detached from any earthly harmony."
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and (9) and 10% and 11 are for the next paper......
RAN SHECHORI, "Art in Israel", Tel-Avév, 1974, op.cit., P.8
Eliahu Gat in imtexreat the internet of the Israel Museum:

WNNEEXELX
www,im}.org. artcent .ssessartistas by NAME, o » « «Fa s+ s s Eliahu Gat,

(1¢7 IRVING STONE, "I, Michelangelo, Sculptor", New York, 1962,

op.cit,, p.163 (letter foom Michelangelo).

" ILionmardeo = I learn from your letters that you have not
vet found a2 place to invest the money I sent you, because, according to
what you write me, he who can menzge hisz business 2lone, deoes not want
the money of others. So that if someons accepts the money of otrers,
this is an indication that he does not know how to handle his own:
fore he is a dangerous individual. Por this reascon I am happy thet you
are taking Tiwe your time in investing the money, as long as you do not
mishandle it, for this would be your own loss."

Stone p.l6%

WILLIAM MORRIS HUNT, "on painting and drawing", New York 13976,

pp.cit.pp.110%k%, 111,

Hunt p. 110,111 " Just sea how everything changes! OTwentiy years
ago, no one with a fever was allowed to drink water, "

Y
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RETROSPECTIVA HISTORICA

TAPIES.

En diciembre del afo pasado, ¢l arlisla barcelonés Antoni !'uﬂ.-'.r.-,'

cumplio 80 aiios, Tras seis décadas de trabajo, sigue en la brecha con

wna energia creadora (nigualable. En su opinion, se debe a una insatisfaccidn
gue {e sigue impulzando a buscar ef cnadre ideal, a pesar de gue

tiene a sus espaldas un caldloge formado par mids de 8, WM piezas, Asi,

en la presentacion a los medios de comunicacidn de la s

retraspectiva que le dedica el Macha (Museo d'Art Contemporani de Barcelona),
Tapies asequri que “lo mas proxime (al cuadre ideal) serian quizds

log wltimos cuadros. A los artistas lo iltimo que hacemos

nos parece (o mejor. anngque en mi caso no es del lodo cierto parque

me parece gue siempre estoy pintando la misma obra. Una visidn
el universo adaplandome a distintos momentos y problemas del mundo”,

200 piezas, entre pinturas,
dibujos y diveraos olje-
gstra del Macha, inaugurada
y don Juan Carlos ¢] pasado
BTG, propone una exploracion
de Tipies tomando como eje
I los distintos materiales utiliza-
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tratamiento especial que ha dado a los
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propia materialidad de la obra de are
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Balmente a traveés de las denominadas
“pinturas matéricas”, un tipo de pinturas
caracterizadas DO S0 T ficies de [EELLE
ras densas v pintadas en una limitada
mama de colores, en la que predominan
05 (CTES, BISes ¥ MAFrones ¥ (que preser-
an una apanencia de muro, Lo esencial

Juarele a Tipries,
i ra b
prmgurn e dr
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on las obras del artista catalin son los
elementos con que informa a la materia,
las formas que ésta adquicre v los signos
impresos en ella. Por eso, Tapies no habla
tanto de un "brazo” o una “pierna”, sino
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de una “materia en forma de brazo™ g
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s ue el espe
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constanies,

La muestra del Muses d°Art Contem-
porani de Barcelona comienza con una
LpFin |:|4' ||i-e':-'.:|=~ e log anos selenta, Comao
Ercrilorio con papa o Alpargales, Lo el
misma espacio hay obras inicikes de los
anos cugrents, una seleccidn de autorre
tratos ¥ obras de inspiracion surrealista
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',-.._.-I,|-.-\... i Trh
espacio se presenian las primeras pintu
ras malericas. Enlee elas, Maderg mogo
Pueria meldlica y violin o Gran piniy
ra s nmeero [ Se pasa luego a las
obras de gran formato como Deswudo
Areo blaneo, En la segunda planta del
Macha pueden verse las obras de plena
madures del artista, realizadas a partir de
los afiog ochenta, Entee otros, estan Pie
Vi idfentided o TronsTourocion

La exposicion, gue s& presenta en el
Macha hasta el 8 de mayo de 2004, viajard
en version reducida al Patio Herreriano de
Valladolid (junio-septiembre) v a la Fun-
dacion 100 de Madrid (entre octubre de
04 v enero de 2005), antes de recalar en
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