Landscape painting can be about scenic imagery. Landscape painting can also be
about the mysterious relationship between nature, that 15, visable nature, and the
invisable forces which lend beauty 1o an otherwise static scene. There is a category of
landscape painting which although it is mundane in its mystic pretensions is guite
lofty in its artistic ones. The opposite is also true. That is, there is landscape painting
which is imaginatively oriented and uses visual perception as a mere springboard, 15
also true. In other words, "ant" does not necessanily need to flee from objective reality
o have substancial merit. The artist who paints a close representation of what he
sees, out there, in the view or landscape, must think in terms off 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 disciplines which form the artist’s system of beliefs can be
objectively rational or deliberately subjective, imaginative, and interpretive of what he
sees. Arl can develop out of each of these ways of approaching the work, or neither
of them. The rules for beauty, order and form have long since left our critical
evaluation of a work of art. Art in our present time is largely recognised for the
degree of personal re-interpretation of the subject being painted, by the individual
painter. Landscape painting, when it first began to be called such, was considered
painting withour subject matier. The mountains and trees of the countryside, without
personages depicting some event or story, made the scene "subjectless". So, what was
the artist doing? Well, one thing he was doing was caming a living. With the new
market for landscapes and the opportunity for the artist to paint without a prior
commission and sell his canvases to an intermediary art merchant, earning a living
through one's beloved profession, became a reality. Needless to say there were artists
who were actually only skilled crafismen in the techniques of painting. “No toda
pintura es arte." The fine hairline of separation between art and painting that isn't art,
must have the addition of the "soul”. It, if it is a painting of "nature”, must include the
artisl,s awareness, in visual terms, of the soul and its response to, and communion
with, the world outside his own being. So, an artist must not only develop his skills as
a drafisman, a colorist, a painter and an observer of the sensitive, silent 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 ar through the
humanities. In either case it should elevate the painter to a cultural level similar to the
educated musician or poet. It should encourage him to become a man who wil use his
abilities for the betterment of his fellow man, (as Alberti tells us). It should require
him to use his artistic powers responsibly. An so we see, as we read the
commentaries of the artists throughout the past several hundred years, to the present
time, (Takies, for example), that the artist in his highest recognition, is admired first
by his fellow artists and finally even by the state to which he gives his allegiance,
(Piles eve served as a spy, for example). When the artist left the status of artisan
behind him, has been one of the basic researches of this course. The artist in his
entrance to the world of enlightenment brought with him a new freedom of choice, as
o representation of subject matter, as well as how he expressed this. The change
from manual to mental conceplual categorization, socially and culturally speaking,
permitted the artist to legally enter a social class, with all its benefits, in which
imaginative freedom was valued as an attribute of notable acclaim. Even the gulds
(St. Luke) recognised the artist's right to personal interpretation. How did this affect
the pantings?



Is the creative research of Turer, for example, a development of a process over
centuries in which the artist sees himself as a scientist, an inventor a researcher 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 have thus, little
effect on him? That Gauguin felt compelled to go to Tahita is, for me, an example of
how deeply the artist is integrated and of how much he sometimes would like not to
be. This paper touches upon many areas of concern relating to the art of landscape
painting, especially with the artist,s perception of himself with respect to other men of
his own era. The more one leamns, the fewer are the intellectual precepts that are of
one's serous concem, as was pointed out to me by Dr. Merce Gambuz, This is the
paper of a novice. Although I have been enthusiastically painting the landscape of the
desert for the past twenty years.a landscape without verticals, without fading distance,
without limits in depth or horizontal space, | remained ignorant of the concepts of
landscape painting as a genre, Landscapes, which [ began to paint because 1 lived
there and had no other models who would sit for me (innocent as 1 was to the speed of
light and its effect of form), was, for me, the same as figure painting, specifically
action painting. Yes, | knew the "Orangerie” of the '60's. Yes, | knew Tumer in the
Tate. Ofcourse, Cezanne's original canvases were what my mind saw when | thought
of him. Yes, the Poussin that 1 saw at the Fogg when | was 19 vears old never lost its
power in my memory...what color! what forbidden color! None of this helped me to
compose the paintings. [ finally gave up the attempt and painted with no order at
all...continuous, immediate reactions to light or line that was alive or seemingly so,
out there. Recently. quite recently, | have become a student of landscape not as a
subject of my paintings, but as a genre in the history of art. It is too soon for me to
narrow down my ideas. | just fell into the stream and | am suddenly, and delightfully
drenched. Therefore, this paper is about, the bits and pieces of my meandering
through books on the subject of art directly or otherwise as it relates to landscape ,but
only those selected streams of thought which touch my soul. Those ideas that ring a
chord of truth in me, that were [ to have a more scientific as opposed to creative mind,
I would certainly love to research,

THIS IS THE END OF THE FIRST PART THat 1 LABEL: PROLOGUE.

A, expression of the human spirit. The human spirit, a collective and personal
element of human sensitivity and power that our western civilization 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 obstructs it, both animate and
mammate. Expression, the painting (within a somewhat formal techmique, (2),
composed of symbaols, (3), of the non-verbal need, "to say”. The human spint
expresses itself through art because the mind, that guids our understanding of the
world and ourselves is a leamed mind, is an educated one, aware of the writings of
our peers and of those philosophers, poets, musicians and other artista who went
before us. Unthinkable, (4), amounts to undoable. A leamed. open mind uplifts the
human spirit and permits mthe man to act upon his creative thoughts. The first
chapter of Kenneth Clark’s book, "Landscape into Art" deals with medieval
understanding and expression of "nature”. As | understand his basic point, which is
further developed throughout the book, it is that religion (5). was the guiding light 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 based upon personal conclusions form our
learnings, but from an imposed dogma. [ should like to dare to make a point of my
own contrary to Kenneth Clark's position. Let us, instead. praise the specific aspect of
medieval civilization in its repression of the senses. erhaps, because of this, the mind,
thought, the humanities rather than mere perception, became the line of progress for
the renaissance artist. The first psalm of King David encourages man to be like a tree,
{6).. 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, strong roots in leamning. An again, Chnst says that He
is the tree and the we are the branches, (7),. The metaphor of nature is quite high in
the order of things. Judeo-Christian thought says that man is God's highest creature,
higher (meaning closer to God) than even the angels, and certainly than a tree.
However, all of creation is wondrous and is valuable as a means toward human
expression. Well, then why didn't landscape painting, and ant form withour "subject
matter” (&), exist before it did, in the sixteenth century? END OF SECTION
CALLED CHAPTER ONE...

Lluis Rigalt: Omne landscape painting, "Ruinas®, by a Spanish pmnter of the
nineteenth century, appears in the guidebook of the Museo de Arte Moderno, a
museum of Catalan An in Barcalona. The painting represents an ancient ruin,
standing isolated in the countryside, beneath an afiernoon sky of white billowy
clounds. That's it! Let's read the picture together. | see that it is afternoon and not
moming because the clouds are lit from afar and above, and because the light 1s
absorbing itself into the stone with the heat of the day. A moming light with that
same amount of shadow would sparkly in the freshness of the dewey, clean air. The
afternoon is a symbolic representation of a period of time, either in man's life, or in
the longevity of a civilization. In this case we could say that the time of day
represented in the landscape is also representing the waning of Roman civilization
whose great Corinthian columns rise before the medieval fortress castle, up to the
clouds. The architecture is positioned at such an angle that we see it as the great
protagonist of the landscape. On it's ruined upper storey, above the frieze, along the
horizontal where the pediment should be, we see a lovely foliage. The storks have
made their nests over the preceding centunies. The green leafy branches touch the
while paint of the clouds in actuality, but we see the illusion of foreground, of
kilometers of mountains and valleys in the distance. The greenery is symbolic of life.
The renewal is further emphasized by the representation of a nest, a place where life
begins. Do [ see a person in the foreground? And there in the middleground, another.
They are the people who live there now. The people who use the land for their flocks.
The ruin isn't painted with remorse. It in itsell is a magnificcient thing. Notice, by
the way, the maturity of the artist in the positioning of the horizon low on the
canvas(l).. The min dousn't represent, as in Romantic poetry. the disolution of all
greatness. Quite the opposite, it represents the waiting period. The stone receives the
light and heat of the nurturing sun and the period of gestation, long though it may be.
will birth a new life, a new cullure, what they now refer to, as the New Spain. Lluis
Rigalt had time to leam his profession. DSpain had time to re-emerge once again
onto the European scene, not as it was, but as it has become. Aside from a casual
acknowledgement to the greatness of Velazquez, and a bone thrown to the great
Picasso, Kenneth Clark doesn't include Spanish Art in his book "Landscape into Art”.



His book "Civilization" doesn't mention Lluis Rigalt. 1 must mention Kenneth Clark
in this paper, but silence would be a more sincere and pertinent form of ostrization.
The significance of visual post-war England, and its effect on teachers of the liberal
arts, is of notable concern 1o this reader. 1 assume that the blitz made irreperable
changes in the English landscape, s0 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 answers it. Nineteen-forty-nine, the year that "Landscape into Art" was
published, was the beginming of a period of creative architectural reconstruction.
Legislation in the United States, such as the Marshall Plan, permitted funds to be sent
to Europe for "new horizons™. War torn, bombed out England was going to get a new
face. but this procedure would erase the old one forever. The Brittish landscape in
1949 must have been quite a sorry sight. Even movies made afew vears later, such as
. "Room at the Top", with Lawrence Harvey, succeed in portraving the depressing
landscape of destruction. (Remember the scene where he goes back to Wembly, and
his house is no longer there”?) So many times have | 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 | saw the whit cliffs of Dover for the first time, from
Calais, as | moored into the Channel on the Queen Elizabeth, in 1959, from New
York, | was able 1o realize that they were the things that Bing Crosby was singing
about, but they had no relationship at all to anything that | had imagined. "The White
Cliffs of Dover” of the song were a mere language indication of future peaceful times
. wheras the vertical power of the rocks coming out of the sea was visually in tension
with the land bahind it, and gloriously connected to me, the human being who was
looking and responding to nature. | remember the blast pf visual expenence on seeing
that view from across the water as clearly as if it had been yesterday, althopugh it
must have been a very quick look since | had to go through French customs and get
on the train to Paris, door to the universe. Kenneth Clark meanders throughout the
paintings of Evropean land portraiture devoting some minor part of the book to
English Landscapes. He travels vicariously through the Sinai, emphasizing those
rocky cliffs, rather than the British ones. Jerusalem, not London, is mentioned on
numerous occasions in the book that was published only one vear after England
retired from the Middle East. The uniquness of this landscape history has permitted it
to become a kind of classic, not only for the loving concern for art that is expressed
throughout the chapters, but for its selected cronology. We might ask, then, where is
Spain in the history of art? because according to Clark's book, Spanish art is
historically invisable.

The genius, the individual, man, breaks through. We see things his way., Ofcourse,
the time is ripe for him, but he sees that it is so. He doesn"t fit into his time. He is an
objective, emotionally objective, observer. He is born. He excels. He surpasses. He
finds his own power. His own vision. Although he expresses himself within the
confines of the limits of his world, he also says something new. He is not *in the
scene of things". He is not the historic bla, bla. Even Plekenov allowed for such a
kind of man. History, as a forward, progress path, permits for the variant genius, even
in Communist theory.History doesn't make a landscape into a work of art. An artist
does. Owur artiost, the one that we care about in this paper is gified. He is touched
with the divine. He is followed. Other artists continue his work and call this a
movement in art.  All of the books that | have been reading point (o "one way only”.



The artist was, at one time, an artisan. Professions were segregated accoprding to the
materials that one used in one's work. 1) The birth of Leonardo da Vingi, andthe path
that his life ook, changed history. 2) During the fifteenth century, and certainly in the
sixteenth, the artist was understood, by the cultured poeple of his time, to be nore
than a mere technician. He wqas educated in the liberal ans, etc. etc. The best artists
were chosen, says Vasari, 3) to paint the requirements of the patron. 4) Like the actor
of the famous New York Stanislavsky School of Acting, the painter identified with
the comissioned subject matter, and , thus, found the images that would best express
the requirements of the patron. 5)The Church, the leading patron of art, even in the
early Renaissance, had afew conflicting points of view about art. People died for
ideas about weather or not angels influenced historic moments. These moments,
represented in paintings were idealogically biased. In some cases. they were
comissioned by a patron who also believed in "beauty™ as a means of nourishment for
the soul of man. The artist was, therefore, the expert in "beauty”, not in "ideology”.
7)The books continue to point, “one way only”. Next, we see that the role of the
patron underwent a serious cultural change. A market developed for which the
painter could produce and hope to sell through the intermediary merchant. 8) An idea
which personally strikes me as, loathesome, enters the written texts, at this point. %) It
seems 1o be an accepted point of view that the crafty, but uncooth North, was the
recipient of ideas about art, specifically about landscape as an art form through which
the artist. who could be a mentally free creative man like unto a poet or a musician,
and therefore equated with the legally as citizens and professionally, from the
cultured South, Ttaly, Were this true it would lay out the carpet for several
assumpltion. For example we could say that this Southern superionty was due 1o the
weather. Most probnalbly we would attribute it to the educational success of the
Catholic as opposed to the Protestant philosophies of the time. It certainly would not
allow for room about thoughts relating to the influence of the Jewish artisans from
Spain. Italv, thus being a point of continuation in the heirarchy of precedence. 9A1L
this point in my research I'm not saving that Ttaly ins™t "better”. | am simply
responding to what sirike me a historic bigotry. 10)

) (11 Fnedlander) Nationalism, racism and histonicity, replacing the ongins of creative
power, as art history and theory and criticism were taken from the pens of the artists
and subsequently written by the objective intellectual, the scholar. 12) This idea of
mine comes out of my observation that non-painters have their own way of
minimizing the importance of creative, artistic activity. We all know about, "divide
and conquor”, Well, If we say that an idea from the South motivated the artists of the
North we detract from the mysterious creative impulse that thinks, paints and feels, all
at the same time, making what | have been calling, "artistic expression”. We have to
g0 back a century or =0 to the Academies. In France, the School of Beaux Arts which
developed out of the Roval French Academy. was begun by the Sun King. Louis the
Fourteenth. In Italy, the Garden School of the Medici, was the beginning of formal
education in the humanities, as well as the art of drawing and the sciences for the
talented novive, the painter.13) In Spain, as Mozarn said, "Ay, en EspaNa..."
Pacheco"s book upheld the standards of art. in his claim that drawing was the highest
form of expression for the visual artist because it required the least amount of
laborious preparation of materials permitting it to enter into the world of simplicity,
the path to the spint. And also, because drawing could combine scientific, percepiual
observation with creative freedom. My intuitive and personal reaction to Pacheco,s



writings, is a positive one. As an artist who loves to draw, and has been trained in the
art of drawing, his words come to me as truth. His ideas continue into our own time,
although as a sub-dominant chord, in the art school of New York, Madrid and around
the world again. Speaking of "world”, we must give some recognition to the
appearance of Eastern art on the Euwropean scene. With the return of ships from the
orient during the sixteenth century, as described in James Clavell’s novel "Shogun®,
14) and even earlier, Marco Polo and his caravans undoubtedly brought back the
concept of nature as a means of expression for the visual amst. May God bless the
memory of Hokusai. 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 Jews from
Spain to the Napoleonic period of legal equality for the Jewish citizens of the West?
Let me first say that the most important book for the Jewish people, "the Bible" 15
replete with references to nature. The stories of Jacob's sheep breeding, the details of
the differences in natural landscape appearance, the skipping gazelles as a metaphor
for human joy, all speak of naure as a wondrous thing not a forbidden and opressive
thing. So, the vacuum the Kenneth Clark thinks 1s the forerunner of landscape as an
art form is not at all the way Gombrich describes the situation. 15) And even Alberti
would disagree with Clarks opening statements about nature as an example of the
sensual, forbidden world, 16), in his declaration that painting restores the soul, restores
physical health.17) And then, even Leonardo states that the painter can be a
genius...like unto a musician. 18) Wow! even Pliny! 19 200 In Gombrich's point of
view thal we see in nature what art has prepared us for us, an idea developed earlier
by the Royal Brittish Academy of Panters (21...{

" MAY WE NOT ASSUME THAT THE SIGHT OF THE CATASTROPHE HE
WITNESSED WOULD NOT HAVE STRUCK HIM A "PICTORESQUE" IF HE
HAD NOT BEEN ACQUAINTED WITH THIS CATEGORY OF PAINTING ™.

Mature is not about God's world, if we chose not to see it that way. Nature does
relate to us by means of our senses (not that senses are unholy). We see a tree. We
taste it's fruit. We smell the grass and the flowers. We touch the warm rock along the
paths in the countryside. We hear the wind and the birds singing. We want 1o paint
what we experience through our senses.  'We want to paint the beautiful world.
Does my soul grow in response to beauty or does it remain the same upon observing
the repulsive and disgustibg negative association with ugly things 7 [Does my
physical well being come from within me, or from angels and stuff? and if so, then
what about my art, The world that we do not see, or small, or feel, or hear, or taste
within the world of nature is the material for the landscape painting. We follow the
forms, the colors, the distant horizons and the areas shaping before us as we paint so
that we don't get stuck in our own thoughts. We do not lean on, or copy. Our energy
comes from the scene out there as even Rodin, The sculptor knew. (22(

closing thoughis

Robert Motherwell paints "Elegy to the Spanish Republic No. 171, and it's not the
last. 1)

Again, and again, Robert Motherwell paints his "elegy to the Spanish Republic”. 1)
And Constable paints his "Rainstorm off the Coast of Brighton”, and | see



connections between the two paintings that 1 might let go of had I not noticed that
Constable's "Stoke-by-Navland" was perchased by Aureliano de Beruete and then
sold to Dano de Regoyos.2) Spanish painters buying paintings! For what? For
inspiration. only for inspiration, from the English landscapist. Does the Spanish
Republic require such a dedicated eulogy? Is Motherwell's patron comissioning...hey
wait a minute...what am | thinking? "...and Courbet, who was a communist by
conviction, painted some of the most literal transeripts of nature ever offered as art..."
3) ..And where did | read that Cezanne was a great admirer of Courbet 7 And so
what H(4(

Communism. Nominalism. (5) Nicolas of Cusa. (6) Altimra. We are riding along the

conveyor belt of history. The cry in the wilderness of the world of many young
people of today, "l want to make a difference”. Is it ripeness or difference, that is all?
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1 just sent the general bibliography to voy, Nex week I'm going to send you the
detailed bibliography. My phone number at home is 00-972-8-6588354 call me
anytime I'll pay you back for the calls. Have a beautiful vacation .

The title page of the paper can be taken from the landscape paper that we did last may
with the following changes :

Mame of course, in Catalan (like before) COM GENRE

Profesor: Francisco J. Falero Folgoso

course¢ number B389
my name, Ellen Lapidus
your name, Ana Sancho (translator(

when | send you the rest of the bibliography remember thgat you aren't permitted to
translate what ['ve taken froma book.

Thank you. | appreciate, and bless vou and prasse G-d, that it started raining
that day in the student dining room and that we started talking...or | wouln't have
gotton to know y0ou. Miracles happen all the time but we don't always notice them.
Thank vou, Ana. And thank G-d

Abrazos,

Ellen Lapidus
Post Offic Box 209
Mitzpe Ramon 80600
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(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.™
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(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



[=1} |
: i + i)
I M - E u
el T ._.. - i 1 3 n L
x i i L . H = O = ' 4 I
B i f : - Fels g =
. i Cr ] - F
_."_...r (s} _... L al _"“ m. L :
! i Q ] Pt E £l N i i
(=N 3 =R (w ] = = x|
£ 1 E 0 [} = i
_ _..._ i3 ‘. = 1 i (5] I r i
. el O o g {1 [~ : .
i3 R = =t ] W R -
; - o = —~
» i w 7 H a
= § - e
=} = T 0 o - |
; B O ; : al
] 5 i —__ q ﬂ .1_._
1 T - et L
- ! s - C { '3 !
4 . Fa ~ O 3 .
_.q“ " 3 o T b ﬂ _.__ | i
i ! 3 e B g 2
- o = 1, - " - ;
- £ L - H ] =
1. o _.H - v_ﬂ. : oy b3 £l
L | = = 2 T +9 [ k
s e SRl : . o
o Qo e o k o
-] v P oo B ) -
T ML H & o o Bl - L
al ot __“ | “.n [
= B .q.._ (k] A il .‘ s
o o +; = s
W W :
s gl T aas o |
- St o B =
e - ey ¥ O x
"y 2 | =] [l a fa H
H o T S T H :
’ > 3 n O M [
0 o o a o mw .n_._: .M_ " E i
o, S o o~ - i
" 4 [ ] Ha = 5 i
-+ [Lh] 3 i -
T H "' 8 o & : ;
F ..._." a M O ol = H __..m
¢ } £k
1 i . e . it :
..—J m.._ = . I - b, H O 4 _._._
- (=] .._..“ 1= - . T (1 | al
y ___ " L L ..._...”. o 3 ] i
n ] o L E 5 - ; _|._ .... -
B & & .
< ko L™
G o5 @ o ' MW o
o d B oo J 4 i
.n' = _u. ] W = a
1 ] % -
s b N ; " |
._"__n By [ ] - (1] .._“.“
i = (] F =4
F F .“ H. i
o @ = H
- TR | 2 '



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.”

23
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pagina X1 (elevan)
Closing Thoughts Continued

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."

35



pagina X11 (twelve)
and of CLOSING THOUGHTS

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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