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S T E P H A N I E  D ' A L E S S A N D R O  

Testament and Providence: Ludwig Meidner's 
Interior of 1909 

In 1991 the Smart Museum of Art received into 
its collection a painting by the German modern 

artist Ludwig Meidner (1884—1966), the generous 
gift of Mrs. Ruth Durchslag. Washed in deep, rich 
hues of mauve, brown, and yellow, the canvas (fig. 
1) presents the humble scene of the artist's apart
ment, the objects of which seem to tremble with 
the frenetic brushstrokes used to describe them. 
Within the darkness of the room, a gaslight, cov
ered on one side by a handkerchief, casts a warm 
yellow glow out onto the room, illuminating 
objects in the corner and causing dramatic shadows 
to grow from them as well. It is an interesting 
scene: surely one worth pausing to admire in the 
Museum galleries and initially explained as some 
kind of artistic exercise akin to painting nudes or 
landscapes. 

Interior of 1909 should interest us for a num
ber of other reasons, the least of which is that it has 
been overlooked by historians and critics alike. 
Even in the most recent publication on Meidner, 
the 1991 Ludwig Meidner: Zeichner, Maler, Literat 
1884—1966, the painting was missed by authors 
Gerda Breuer and Ines Wagemann in the chapter 
devoted to his earliest works.1 Furthermore, only 
a handful of Meidner's prints, drawings, and paint
ings executed between 1907 and 1910 exist at all. 
This was the time, coincidently, in which the 
young artist had just returned from his year-long 
study in France, reported for required military ser
vice, and then having been released for poor 
health, tried to make his way penniless and little 
known in Berlin, a capital city already teeming 
with artists. As Meidner himself recalled, "...the 

summer of 1907 brought me back to Berlin and 
there I hit a dreadful dead end and a material and 
spiritual need that strangled and paralyzed me for 
five long years."2 Having earlier renounced his par
ents' financial support and adopted a correspond
ing disdain for money and material comfort from 
his art school friend Amedeo Modigliani, Meidner 
refused to work at anything but his art. During 
these "hungry years" without a source of income, 
he was barely able to get art supplies but did draw 
and paint a little. He preferred to work late in the 
night, usually after his return from the reading 
rooms of libraries where he filled himself with the 
works of Baudelaire, Grabbe, Holderlin, Nietzsche, 
Schiller, and Whitman.3 

More than an unknown work which docu
ments the spartan accommodations of a young and 
struggling artist, however, the Smart Museum's 
Interior is an important painting in that it can also 
be read as a testament to the heritage Meidner 
took for himself and the artistic providence he 
imagined would come his way. In this manner we 
might even say that the painting is a kind of sym
bolic self-portrait. 

To make such a connection between portrai
ture and Meidner's painting, despite its lack of 
human form, is not as unusual as it may initially 
seem, especially given the importance of the por
trait—and the self-portrait in particular—among 
Austrian and German expressionist artists. During 
the early part of the 1900s, Austrian artists such 
as Richard Gerstl, Oskar Kokoschka, and Egon 
Schiele produced works which found their com
plement in the new science of psychology and its 
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Fig. 1. Ludwig Meidner, Interior (The Artist's Bedroom), 1909, oil on canvas, 23 5/8 x 23 5/8 (60 x 60), Gift of Mrs. Ruth M. 
Durchslag, 1991.405. 



search for the individual psyche. Popularized by 
the work of the theoreticians Theodor Lipps and 
Wilhelm Worringer, the concept of Einfiihling, or 
empathy ("feeling into" another), aided in the the
oretical justifications for the anti-academic prac
tice of self-portraiture.4 Most of the earliest Ger
man Expressionists also spent countless hours 
producing portraits of their lovers, friends, and 
themselves. The desire to turn into oneself or to 
explore the psychology of another may be best 
demonstrated by Briicke artists Ernst Ludwig 
Kirchner, Max Hermann Pechstein, and Karl 
Schmidt-Rottluff; the countless paintings, draw
ings, and prints of themselves and each other made 
during their years living, working, and vacationing 
together as a closed artistic community in Dresden 
are apt examples of the unending interest in por
traiture which they sustained, even after their 1913 
group dissolution. 

Ludwig Meidner fits easily into this sphere: he 
made hundreds of self-portraits during his career, 
using them as aids for the close investigation of his 
own character and personality. Indeed, despite the 
fact that by the end of the 1910s Meidner had 
become a well-known artist associated with the 
group Die Pathetiker (The Pathos-Laden Ones), 
and was even more familiar for his apocalyptic 
landscapes that strangely foretold the crumbling 
buildings, pock-ridden streets, and fallen people of 
the first world war, he was recognized by critics 
and historians primarily for his portraits. Lothar 
Brieger, for instance, author of the first monograph 
on Meidner, wrote on the occasion of the artist's 
1918 exhibition at the Cassirer Gallery: 

...when one entered [the gallery]..., one was 
almost frightened by the sight of souls, on all 
the walls, stripped bare with unexpected 
shamelessness. Perhaps nowhere in twentieth-
century Germany are there portraits like 
Meidner's in which such an artist has pur
sued the revelation of spiritual and intellec
tual penetration, with such almost pedantic 
attentiveness.5 

Certainly, then, Meidner had an interest in explor
ing his identity and in documenting himself and 
his life. But to understand how exactly Interior is 
a self-portrait and what Meidner describes of him

self in it, we must first turn almost a century ear
lier to examine the practice of Zimmermalerei, or 
room painting, in Biedermeier culture. 

Originally applied to the thirty-year period of 
Austrian and German civilization between the 
Vienna Congress of 1815 and the revolution of 
1848, the term Biedermeier refers to a trend in the 
arts toward naturalistic contemplation mixed with 
an idealistic program. In this period of social trans
formation, the old aristocratic order crumbled as 
a more earthbound world replaced it. During the 
1830s and 1840s, the growing European middle 
class wanted to see itself reflected in art and there
fore sought out images that were ordinary, worka
day, and gemiitlich (or, comfortably cozy). Lower-
and middle-class audiences demanded more acces
sible and realistic images of their rulers, while 
favoring tidy and dustless paintings that recorded 
the rapid growth of their cities. This desire for 
order and comfort also worked its way into paint
ings of landscapes and interiors. 

While Biedermeier paintings promoted the 
idea of a comfortable family life, they also enclosed 
and protected this life from the darker realities of 
the times. Many artists who documented the mon
umental architectural developments of the city of 
Berlin, especially Eduard Gaertner and Johann 
Erdmann Hummel, also practiced Zimmermalerei 
and recorded the intimate environments of early-
nineteenth-century life.6 Room painting was a tra
dition borrowed from the aristocratic one of doc
umenting royal palaces and summer residences and 
its subjects could be found anywhere in bourgeois 
homes—from nurseries to studies, or again from 
bedrooms to libraries.7 Despite the fact that these 
scenes were usually unpopulated, the paintings 
functioned as portraits, characterizing their occu
pants through the careful inclusion of specific 
objects. For example, two 1860 watercolor paint
ings by Moritz Hoffmann of the studies of 
Jacob Grimm and Wilhelm Grimm (Germanisches 
Nationalmuseum, Nuremberg), lead the viewer to 
think of Jacob as orderly, well-read, and cultured, 
and Wilhelm as industrious, familiar with Greek 
mythology and Renaissance ideals, and deeply 
pious. These assumptions are based on Hoffmann's 
scrutinous inclusion of statuary and bas-reliefs, 
paintings, prints, volumes of books, and piles of 
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Fig. 2. Adolf von Menzel, T he Balcony Room (Das Balconzimmer), 1845, oil on paper board, 22 7/8 x 18 1/2 (58 x 47), 
Staatliche Museen zu Berlin-Preufiischer Kulturbesitz Nationalgalerie. 



papers into his paintings of the brothers' studies. 
The topology of their rooms—and their identifi
cation as the loci of the Grimm brothers' pro
duction—convey important information to the 
viewer.8 Despite the fact that the sculptures were 
plaster copies or that the framed images were 
reproductions of popular paintings in German col
lections, these "traits" promoted a sense of same
ness between the bourgeois apartments and royal 
residences, and by extension those who lived in 
them.9 

The tradition of Zimmermalerei took an inter
esting turn with its adoption by Adolf von Menzel 
(1815-1905), who painted The Balcony Room in 
1845 (fig. 2). Unlike the previous examples, Men
zel portrayed an interior not belonging to a patron 
or a friend, but to himself. Menzel's painting of his 
Berlin family apartment, while devoid of the intel
lectual and cultural objects that define the 
respectable Grimms, tells us something very 
important about this nineteenth-century artist 
who became the favorite history painter of Freder
ick the Great. The scene of the large and spacious 
room is a quiet spot of leisure and includes a lace-
curtained balcony, sofa, rug, chairs, and mirror; the 
view from the balcony suggests a middle-class 
neighborhood, with buildings spaciously situated 
to allow light to enter through windows. However, 
the painting exhibits no narrative or special object 
of attention that would legitimate its manufacture, 
and since its physical appearance is not consistent 
with contemporary requirements of art, The Bal
cony Room could not have been intended for pub
lic consumption. As a private image, the painting 
functions as a sign of the artist's own interests 
and pride of ownership.10 The traits of this room 
painting identify Menzel as a bourgeois artist 
(something still somewhat new for artists at the 
time), able to provide a good life full of fine mate
rial possessions for his family. Certainly in the 
mid-1800s—when Berlin, as in Meidner's day, 
experienced a glut of artists who flooded the acad
emies and alternative exhibiting organizations like 
the Kunstverein looking to become professional 
and successful artists—Menzel's painting could be 
seen as a proclamation of himself. As a visual 
inventory and a recognition of surroundings, the 
painting is an affirmation of the life he was able to 

give his family after the death of his father and 
despite his own physical handicaps. In the 1840s, 
the ability to achieve the kind of material sur
roundings depicted in the painting was a great 
accomplishment for an artist; Menzel's room por
trait, then, is a kind of visual document of his life, 
and in this way it is also a portrait and pro
nouncement of himself. 

As a part of this long tradition Meidner's 
Interior also tells us something about himself and 
how he wished to be seen by the world. While in 
The Balcony Room there is an emphasis on Men
zel's pleasure in his material comfort, Interior also 
proclaims a kind of pleasure in the attainment of 
a certain material state: Meidner's documentation 
of his existence, however, has much more to do 
with a bohemian celebration of material depriva
tion. This proclamation is one tied to the pride of 
eschewing worldly comfort in favor of hard work, 
raw existence, and psychological challenge as a 
pure creative state. The frugal lifestyle documented 
in Interior was something Meidner, as already 
noted, had chosen willfully; he had rejected the 
financial support of his family in his quest to con
centrate solely on his art. His was certainly a diffi
cult existence, and yet one of which he seemed 
particularly proud. In 1964, long after he had 
made his success, he looked back at his early years 
and described the lonesome and hungry life he led 
with passionate zeal: 

I was very poor but not at all unhappy; I was 
charged with energy, full of mighty plans; I 
had faith in a magnificent future. I had made 
a home for myself under a blistering hot slate 
roof, in a cheap studio with an iron bedstead, 
a mirror, and a number of boxes that served 
as tables and closets, and on one of which 
there wobbled a spirit burner with a pot in 
which lentils, white beans, or potatoes sim
mered. Food was a minor matter, and I did 
not crave it, but sailcloth, bought cheap in 
the Wertheim department store, seemed the 
most valuable thing there was. 

So it went on, day by day... I never 
wavered: I consecrated myself to the service 
of the unfathomable and the arduous, and 
did not weaken.11 
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More than bemoaning his meager existence, how
ever, Meidner focused in this passage on the trials 
he was able to withstand—the extremes of tem
perature and dearth of food and art supplies— 
through the strength of his creative spirit. Accord
ingly, this room painting's traits of humble objects, 
cramped space, and dark colors describe a man 
proud of his physical and psychological struggle. 
Though theoretically compatible as portraits, the 
mid-19th-century Balcony Room and the early-
20th-century Interior demarcate opposing senti
ments about the character of their subjects, Men
zel and Meidner. With such an extreme change in 
the importance of the objects represented, we must 
inquire into why Meidner would take such pride 
in the kind of deprivation that led him to docu
ment himself in a painting of his room. The 
answer may be found in the history of Germany's 
reception of the work of the Dutch painter Vin
cent van Gogh (1853-1890). 

To the artists associated with Expressionism, 
one of the most significant tenets was personal 
freedom, especially when it involved the validation 
of artistic creativity in opposition to the strictures 
imposed by art academies and exhibiting institu
tions. Expressionist artists from Munich to Dres
den to Berlin searching for this freedom found 
their inspiration in the artwork of "primitive" cul
tures, children, and the insane, those who were 
believed simply to produce artwork without aca
demic training and societal prescription, but with 
only the urge to respond to an "inner necessity."12 

For the Expressionists, freedom from the trappings 
of fashion and society was the ultimate goal. Ear
lier artists, like Carl Frederick Hill, Ernst Joseph-
son, and van Gogh—who led what were thought 
to be primeval existences that escaped the confines 
of the bourgeois capitalist society to enter self-gen
erated worlds—became the models of an artistic 
generation.13 The typical, romanticized plight of 
these misunderstood and tragically alienated 
"heroes" became, for German artists of the early 
1900s, the dreaded course by which society might 
destroy their own creative souls. 

Such was the case with the reception of Vin
cent van Gogh, whose work was first seen by Ger
man audiences in 1901 (eleven years after the 
artist's death) on the occasion of the third exhibi

tion of the Berlin Secession.14 In fact, the secretary 
of the exhibiting society—art gallery owner Paul 
Cassirer—and his cousin Bruno (who managed a 
publishing house and the art journal, Kunst und 
Kunstler [Art and Artists]), were instrumental in 
popularizing van Gogh's work in Germany. Paul 
introduced the artist's paintings and drawings to 
a new art-buying public of industrialists and 
bankers. Teamed with such forces of the Berlin art 
world as Max Liebermann, the artist and president 
of the Berlin Secession; Hugo von Tschudi, the 
modern art partisan and director of Berlin's 
Nationalgalerie; Julius Meier-Graefe, the art his
torian and critic; and Harry Graf Kessler, the artist 
benefactor and champion of modern art, he pro
moted van Gogh's artwork so well that by 
1905-06, numerous exhibitions were held in 
Berlin, Munich, Dresden, and Frankfurt, and the 
artist was represented in a number of public and 
private collections.15 

Part of Vincent van Gogh's popularity can be 
traced to his perceived identity as a madman.16 In 
1904, a number of his letters to his brother Theo 
were published in an issue of Kunst und Kunstler, 
two years later, his letters were published in book 
form. Those written documents have done much 
to characterize and popularize the image of the 
artist among the public as tormented, ostracized, 
and pained—and yet, driven to work by an inter
nal, intangible desire.17 Within the first few years 
after van Gogh's introduction to Germany, imita
tions of his style and subject matter began to 
appear. From van Gogh's paintings, artists adopted 
the use of bright colors and the application of 
thick paint; from his life, they borrowed an attach
ment to the world of insanity and its association 
with genius. Vincent van Gogh's importance to the 
development of expressionist artists was made 
manifest in 1912 during the Sonderbund exhibi
tion in Cologne.18 In a genealogical exhibition 
which attempted to document the history of 
Expressionism and legitimate the expressionist pur
suit, van Gogh was represented by one hundred 
paintings. Through his biography, self-portraits, 
and letters, the German public's discovery of van 
Gogh was very much tied to his final days. For his 
public, van Gogh's artwork and letters became 
inseparable; commentaries written about his art
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Fig. 3. Vincent van Gogh, The Bedroom, 1888, oil on canvas, 29 x 36 3/8 (73.6 x 92.3), Helen Birch Bartlett Memorial 
Collection, 1926.417. Photograph © 1993, The Art Institute of Chicago, All Rights Reserved. 

works from this period typically begin with bio
graphical summaries of his madness, institutional
ization, and death, and then go on to treat the 
artist's work. His paintings, therefore, with their 
emphatic brushstokes and vivid use of color, 
became emblematic of a kind of creative madness. 

In the mythology and reception of Vincent 
van Gogh, then, there was a conscious apprecia
tion of the obsessive emotional torment which 
drove the artist to his work.19 Published literature 
described the artist as an isolated man who rejected 
society, and because of his illness, was rejected by 
society in turn. Vincent van Gogh was promoted 
as a man for whom art was a thoroughly absorb
ing retreat. The tragic, emotional, and psycholog
ical qualities of the madman-genius were appeal
ing to many young artists, who, through stylistic 
or personal adoptions, began to emulate the Dutch 
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artist. This was certainly the case for Ludwig 
Meidner, whose paintings reveal the hurried and 
paint-laden brushstrokes of the work of van Gogh. 
Besides this stylistic borrowing, however, there is 
other evidence that van Gogh's biography and 
insanity impressed the younger German artist. The 
conflation of violent struggle, isolation, and artis
tic creation is invoked in the following description 
by Meidner of the experience of painting a self-
portrait: 

I was undisturbed, and the only companion
able sound was the murmur of my gas 
cooker, my teapot, and my tobacco pipe. The 
heat was the gasping breath of a conflagra
tion. The stretchers creaked. The window 
stood wide open, and stars rained down like 
rockets on my glacier-gleaming bald patch. 

How the dungeon color of that studio 
scorched me. Sun never thrust its bloody 
knife in there. But I turned brown as August. 
The desert summer seethed within me, with 
vultures, skeletons, and shrieking thirst. I 
cried out inwardly for the far-off rattle and 
the trumpet blasts of future catastrophes. 
In my self-portraits was I not compelled 
to paint streams of blood and mangled 
wounds?... I was at my wits' end... I was all 
alone, with nowhere to turn. And every mid
day, when I arose from my corner, half-
crazed with hideous dreams and dripping 
with ointments [used for his rashes], the 
struggle began all over again; and at first 
light, when I went to bed, a foaming night
mare choked me, and I looked greedily across 
at the unfinished canvases and licked myself 
and writhed like a beaten dog... .bathed in 
sweat I awoke to greet the midday breeze. 
Tea shot me high into regions of shrill
ness. Voraciously, like a starving animal, I 
devoured a meager, self-made meal.... And 
then the same toiling and moiling in front of 
the mirror until dusk fell.... Oh, then came 
moments of bliss. I moved the painting to a 
distance and saw a quivering star, a moonlike 
body stretching... 20 

This passage, from one of Meidner's expressionist 
texts entitled, "Vision of an Apocalyptic Summer," 
reveals a driven and isolated personality with an 
interest in pathos and soulful meditation. Meidner 
first saw van Gogh's work in 1906 while still a stu
dent in Paris.21 Although this experience has been 
dismissed by a number of scholars as insignificant, 
it certainly helps us to understand Meidner's adop
tion of Modigliani's philosophy about artistic cre
ation taking precedence over material needs, and 
his decision to paint Interior in 1909. 

Likewise, it is highly interesting to compare 
Meidner's Interior and van Gogh's Bedroom at Aries 
(fig. 3), a painting which van Gogh described in a 
letter to his brother and which he sketched as 
well.22 There are strong similarities between the 
two interiors—even in such details as the number 

of chairs, placement of beds, tables full of objects, 
and spatial configurations. The possibility of direct 
influence is furthered by the existence of another, 
very similar room painting by Wassily Kandinsky 
from the same year as Meidner's painting, entitled 
Bedroom in Ainmillerstrafle 36 (Stadtische Galerie 
im Lenbachhaus, Munich). Based on its likewise 
similar composition and iconography (though 
reversed in composition), we can assume that both 
Meidner and Kandinsky saw Vincent van Gogh's 
painting, and at least in the case of Meidner, felt it 
had particular resonance for his own career. 

The question of specific points of influence 
cannot be resolved in the present study; histories 
are sketchy and connections sometimes impossible 
to determine.23 Still, the shared features of the 
paintings can tell us much about artistic experience 
in the early 1900s. As Andreas Meier has pointed 
out in his own study of Vincent van Gogh's influ
ence on two other German artists at the turn of 
the century: 

Such ruthless but calm consistency in the 
pursuit of an aim [by van Gogh] was bound 
to have an exemplary effect, and van Gogh 
became the by-word for many artists who 
had to fight against a multitude of hostilities 
and aggressions, if only the problems of their 
own loneliness, lack of success, and doubts.24 

With that statement in mind, the next time we are 
in the Museum, we should stop and reflect upon 
Interior, looking through its dark and cramped 
interior to the person those traits are intended to 
describe. We should remember the history of Zim-
mermalerei and then look again at Interior, this 
time seeing the painting as a kind of proclamation 
of artistic lineage and claim on the future that a 
young and hopeful artist wished to come his way. 

STEPHANIE D ALESSANDRO, A.M. '90, University of 
Chicago, is an advanced graduate student in the Univer
sity whose dissertation focuses on sexual imagery in early-
20th-century German art; she is the Smart Museum's Asso

ciate Curator. 
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Notes 

1. Gerda Breuer and Ines Wagemann, Ludwig Meid-
ner: Zeichner, Maler, Literat, 1884—1966, 2 vols. 
(Stuttgart: Verlag Gerd Hatje, 1991). Given that Inte
rior has not, to my knowledge, been included in any 
other publications that deal with the work of Meidner, 
it is most likely that the painting is not known to the 
scholarly community and is one of the many German 
paintings lost in the shuffle of modern historical events. 
I do not mean, by my comments, to suggest that the 
painting has been willfully ignored by Breuer and Wage
mann, or any other scholars of modern German art. 

2. "Aber der Sommer 1907 brachte mich nach Berlin 
zuriick und da tat sich eine grauenhafte Sackgasse auf 
und materielle und geistige Not ohnegleichen wiirte und 
lahmte mich fiinf lange Jahre." Ludwig Meidner, "Mein 
Leben" (My Life), Junge Kunst, vol. 4 (Leipzig: 
Klinkhardt & Biermann, 1919). Translated by the 
author. Reprinted in Breuer and Wagemann, vol. 2, 
360. 

3. See Klaus Hoffmann, Ludwig Meidner, 1884— 
1966 (Wolfsburg: Kunstverein Wolfsburg, 1985), 10. 
For more information on this period of the artist's life, 
see also Victor Meisel's essay in Ludwig Meidner: An 
Expressionist Master (Ann Arbor: University of Michigan 
Museum of Art, 1978) and Thomas Grochowiak, Lud
wig Meidner (Recklinghausen: Aurel Bongers, 1966). 

4. For an in-depth examination of empathy and its 
role in expressionism, see David Morgan's essay, "Empa
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D A V I D  M O R G A N  

Empathy and the Experience of "Otherness" in 
Max Pechsteins Depictions of Women: The 
Expressionist Search for Immediacy 

Although a prominent critic reviewing an exhi
bition of Briicke artists in 1912 concluded 

that Max Pechstein (1881-1955) was "without 
question the most mature and most important" 
among his colleagues, Pechstein's career has not 
received the attention accorded to other members 
of the group such as Ernst Ludwig Kirchner or 
Emil Nolde.1 No major monograph or biography 
has appeared since Max Osborn's study of 1922, 
and no catalogue raisonne of the paintings has ever 
been produced.2 Casting about for reasons for this 
state of affairs, one notes the fact that writers on 
Pechstein generally have made a point of distin
guishing his work from that of his Briicke col
leagues. In fact, many consider his work to have 
been more deeply influenced by the paintings of 
the French Fauves or Vincent van Gogh than that 
of the more appropriately Northern Edvard 
Munch. Osborn, for instance, linked Kirchner's 
"nervous, sensitive disposition" with Munch, and 
Pechstein's "eye" with van Gogh.3 In the construc
tion of Expressionism as an especially Nordic artis
tic enterprise—as agonistic, and as an aesthetic 
informed more by the nihilistic than the vitalistic 
aspect of Nietzsche's philosophy—Pechstein's art 
has taken a back seat to the psychologically laden 
canvases of Kirchner and Oskar Kokoschka. 

Of course, Pechstein's work is different from 
that of his fellow Expressionists. The broad, sen
suous rhythms of his female nudes and his avoid
ance of the Briicke penchant for angular, fractured 
forms reveal his more traditional training and cer
tainly suggest an affinity for the orientalizing con
ception of the nude found in both the academic 

tradition and the avant-garde of France; the work 
of Henri Matisse is one such example. Moreover, 
Pechstein's work after the end of the expressionist 
period (circa 1921) did not undergo the same kind 
of experimental evolution apparent in Kirchner's 
or more particularly Beckmann's or Nolde's pro
duction. 

But one wonders if Pechstein's assignment to 
secondary status is not due in part to the essen-
tialist search for the irreducibly national roots of 
German Expressionism. Dominated by historians 
of style, art history as a discipline has tended to 
look for clearly identifiable features which unam
biguously connect a work of art to a specific time 
and place, and in particular, a national style. The 
tradition with which Pechstein's art is often 
associated is French Post-Impressionism—a far 
cry from the styles of Lucas Cranach, Mattias 
Griinewald, and Munch, who have served as the 
"predecessors" of Erich Heckel, Kirchner, and 
Nolde. 

Pechstein's work after 1914, when the artist 
emulated Paul Gauguin by leaving Europe for the 
South Seas (his memoirs say that he intended to 
stay on the islands "from now on"4), has not 
received much critical attention since the early 
1920s. Osborn, who firmly desired to locate Pech
stein within the national fold of German Expres
sionism, stressed that the artist was attracted to the 
South Seas and tribal art years before he knew any
thing about Gauguin.3 In order to establish a Ger
manic tradition of interest in Palau culture and the 
South Seas, Osborn quoted at length from an 
1829 essay in the Berliner Kunst-Blatt on the sense 
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Fig. 1. Max Pechstein, Head of a Girl, 1910, oil on canvas, 20 1/2 x 20 (52.1 x 50 .8), Gift ofMr. and Mrs. Joseph Randall Shapiro, 
1992.19. 

of beauty in the South Sea Islands.6 Moreover, 
Osborn considered Pechstein to have fully achieved 
"the characteristic features of his art" by 1907, just 
before his first visits to Italy and Paris in 1907- 08.7 

Rather than dwell on the national-stylistic fea
tures of French versus German art, the considera
tion of which has been so much a part of German 
expressionist historiography, I would like to focus 
on a particular concern which Pechstein shared 
with fellow Briicke members, but dealt with in his 
own way, and which the Smart Museum's recent 
acquisition, Head of a Girl( fig. 1), will help to illu

minate. Painted in 1910, the work depicts Char
lotte (or "Lotte") Kaprolat, whom the painter mar
ried the following year; her face shares the features 
of positively identified images of Lotte such as the 
artist's quick sketch of her on a postcard sent to 
Erich Heckel, and a double portrait of Pechstein 
and Lotte painted in 1911 -8 The painting evinces 
Pechstein's unerring draughtsmanship, lively color, 
and deft brushwork. He silhouetted Lotte with a 
blue contour against an intensely colored ground 
and employed a quickly brushed but carefully 
built-up chiaroscuro in the face, neck, chest, and 
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shoulders to achieve the sculptural solidity of the 
figure firmly planted in the lower portion of the 
canvas. While a rush of brushstrokes models the 
features of Lotte's face in the most cursory way, 
they are well contained by the blue contour on the 
left and the contrast of glowing red shadows and 
pale violet highlights on the forehead, nose, and 
cheek. 

It is just this searching, but undeniably force
ful solidity, which sets Pechstein's figurative work 
from 1909 off from the other Briicke painters. In 
major paintings from 1909 to 1917, such as The 
Yellow Cloth (1909), Dance (1910, fig. 2), Women 
on the Shore (1911, fig. 3), and Oarsmen (1913)— 
and in addition, the many figural compositions of 
Palau painted in 1917 after his release from the 
military (such as In the Bordello, Palau)—Pechstein 
demonstrated the same interest in a sturdy com
position of the human figure in worlds alternative 
to modern urban bourgeois life, as in the Smart 
Museum's painting.9 Although Pechstein pursued 
the Briicke ideal of a common style in his prints 
and landscape paintings from 1909 until the war 
(and mannered versions of that style thereafter), 
his figure paintings generally preserved an obdu
rate, sculptural quality. His Briicke companions, 
on the other hand, particularly after their 1911 
move to Berlin, pursued a figurative painting style 
characterized by flatter, broader strokes of paint 
assembled into agitated and angular patterns. 
Kirchner's well-known Berlin street scenes of 
women and Heckel's Glass Day (1913) demarcate 
the growing distance between Pechstein and the 
group (from which he was expelled in 1912 for 
exhibiting his work without his colleagues). 

Whereas Kirchner and Heckel disintegrated 
the human figure into abstract forms, Pechstein 
preferred in his figurative painting to incarnate 
fantasies of women in the cabaret, on the shores of 
the Moritzburg lakes outside of Dresden, in an 
East Prussian fishing village on the Baltic coast, or 
on the islands of Palau. He painted these women 
as robust alternatives to the urban, bourgeois mod
ern world. The female figure served throughout 
Pechstein's oeuvre as the primary signifier of a pri
mordial exuberance and an escape from the banal, 
conventional character of modern existence, or 
what one admirer of Pechstein's work generally 

called, "everyday life."10 This is evident in the 
1910 lithograph poster, The Archer, which the 
artist produced for the first exhibition of the New 
Secession: a crouching nude of amazon propor
tions draws an arrow, perhaps about to fire on the 
conservative establishment of the Berlin Seces
sion.11 Such exuberance is also seen in the work 
from the summer of 1910 when Pechstein, Heckel, 
and Kirchner traveled to the Moritzburg lakes to 
paint nude models (and one another) in the open 
air. The artists sought out amateur models—two 
young daughters of a deceased circus performer— 
to pose for them in order to "guarantee move
ments without studio training."12 Pechstein later 
described the summer by stating that they 
"...lived, worked, and bathed in absolute har
mony."13 This Utopia consisted of a communal 
experience in which artist and subject intermin
gled: Pechstein reported that when a male model 
was required, one of the artists would serve. The 

Fig. 2 . Max Pechstein, Dance (Tanz), 1910, oil on canvas, 
dimensions unknown, location unknown. 

14 S M A R T  M U S E U M  B U L L E T I N  

Fig. 3. Max Pechstein, Women on the Shore (also known as Women with a Bo at), 1911, oil on canvas, dimensions unknown, 
tion unknown. 

rigid distinction between art and life was blurred 
on the assumption that authentic art could only 
come from authentic experience—and the female 
models served as the catalyst for this authenticity. 

Osborn has provided the starkest suggestion of 
the role women played in the artist's work of this 
period: 

What kind of women these are! Not decora
tive or delicate forms. Nothing of customary 
prettiness. Entirely animal beings appear. 
Animal women. Fleshy, compact apparitions. 

Creatures of instinct. Closely bound to 
nature. Created for the brutal joy of the 
senses, for carrying, bearing, nursing. The 
fear of conventional beauty which dominated 
the entire [Briicke] group spoke with wilder 
gesture [in Pechstein's work]. Woman is seen 
as a primitive creature.14 

But what relation exists between the Smart 
Museum's picture of Lotte and the nature-bound 
nudes set in the non-urban worlds of the 
Moritzburg lakes, the village of Nidden on the 
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Baltic coast, or the exotic islands of Palau? As the 
image of a dancer dressed in a dark blue leotard or 
stage costume, hair up, and a large flower on her 
bodice, the portrait of Lotte fits into what is at first 
view a very distinct thematic corpus of urban, 
nightlife entertainment. Lotte the dancer or per
former stands before a colorful stage decoration; 
this sort of flat or screen appears throughout 
Briicke imagery at this time, including a large 
number of prints by Pechstein from 1910 to 1912 
depicting variety acts, dance scenes, and acrobats 
and carnival performers. Yet something distin
guishes Pechstein's work: it is not overtly sexual, or 
erotic in tone, and rarely promiscuous. Its subject 
is neither evil and social injustice, nor the victim
ization of women in Berlin's entertainment indus
try.15 There is none of the lustiness in Pechstein's 
depictions of women and female performers that 
can be found in Kirchner's sexually charged draw
ing Hamburg Dancers of 1910; Nolde's Tingel-Tan-
gel 7/7(1907) and its confrontation of genders; or 
Heckel's attentions to the alienation and sense of 
fallenness displayed in Dancer I {fig. 4), an etch
ing of a melancholy dancer exposing herself to an 
anonymous crowd of men.16 In a major figure 
painting of the period, Dance (1910, fig. 2), Pech
stein merged the contemporary urban subject of 
the dance stage with the realm of orientalizing fan
tasy. No longer a night club scene, Pechstein's por
trayal of dance dehistoricizes the subject and 
locates it in the exotic world of the harem. Osborn 
observed this slippage between contemporary real
ity and fantasy in his description of the painting as 
"[a] company from a wild and vulgar variety act or 
from a bordello or from the harem of a fabled 
ruler."17 

Not only did Pechstein prefer to visualize 
women in exotic settings, he also envisioned them 
in harmony with the world they inhabited— 
whether the cabaret or the South Seas. Lotte, for 
example, poses quietly for the painter, with a 
graceful tilt of the head, poised and nicely bal
anced against a brilliant red-orange, a chromatic 
variation on the shadows of her face. A strip of 
bright yellow on the opposite side of the canvas 
corresponds to the direction of light falling onto 
her back and shoulders. The serenity which Pech
stein established between Lotte and her setting cor

responds to the idyllic absorption which the artist 
and his friends discovered at the Moritzburg lakes; 
it also relates to the rustic purity which Pechstein 
reported experiencing at Nidden on the Baltic 
coast, where he wrote that he filled himself with 
"light and color in nature unspoiled by men."18 In 
his memoirs the artist described how he painted all 
aspects of coastal life. He ate and worked with the 
fishermen, and found that his "... art, the work as a 
poor fisherman, and the joys associated with it do 
not allow themselves to be separated from one 
another."19 The same identification with a sub
ject occurred during Pechstein's stay on Palau. 
Throughout his most significant period of activity 
(1907—14), he sought out distinct worlds of expe
rience into which he immersed himself in order to 
paint authentically—that is, out of an empathetic 
relation with what he painted. Accordingly, the 
night club world to which his painting of Lotte 
belongs is yet another world which the painter 
entered in his search for experience purged of what 
he considered the conventional and uninspired 
nature of bourgeois society. Within this artistic 
practice two important aspects are deserving of 
closer examination: the worlds the painter chooses 
to enter and the empathetic approach he uses to 
do so. 

A striking pattern to Pechstein's forays into 
alternative worlds emerges in both Osborn's mono
graph and the artist's memoirs (which, written in 
1945—46, often draw from the earlier biography). 
In these texts, we read that Pechstein's father, a 
common laborer in a textile factory, took the fam
ily "into the open on Sundays,... on long walks, in 
which [the father's] love of nature and all living 
things was transmitted to his children."20 A pat
tern of spending leisure time in the open, momen
tarily free of the drudgery of a working-class exis
tence, emerged in the artist's youth and inflected 
his subsequent career. The alternating pattern of 
labor and leisure persists in Pechstein's repeated 
sojourns into other worlds as an artist aspiring to 
a final, conclusive harmony of art and life. It is 
important to note that many of Pechstein's major 
themes from 1909 to 1914 and after consist of 
imagery drawn from the realms of entertainment 
(the dance halls, night clubs, brothels, and theaters 
of Berlin, what one critic called Germany's preem-
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ment city of labor"21) and vacation (the rural dis
tricts or Moritzburg and Nidden, where Pechstein 
spent several summers working and vacationing 
away from the hectic life of Germany's capital), 
both of which constitute refuge from the "every
day life" of labor. 

The act of painting Lotte—who modelled for 
many paintings and prints between 1909 and 
1912, including some of the figures in Dance (fig. 
2) allowed Pechstein to bridge the rift between 

art and life. He spoke fondly of the summer of 
1911 when he returned to Nidden with his young 
new wife, whose constant presence allowed him to 
absorb her movements. He wrote: 

So I set myself the task to grasp humanity 
and nature in one, stronger and more inti
mately than in 1910 at Moritzburg. And in 
an altogether different way, since for me the 
flesh and blood of the person to whom I now 
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gave shape, who had also stood as model for 
my larger picture, The Yellow Cloth, serving 
my artistic will, flowed into creative art and 
became one [with it].22 

He painted the woman he loved in the exotic, noc
turnal world of dance and cabaret to the same end 
that he and his friends painted models and one 
another at Mortizburg: the painter became the 
subject and therefore overcame the split between 
himself and the world he painted. But with Lotte, 
better than with the subjects at Mortizburg, he 
enjoyed an entirely intimate relationship. Pechstein 
also cultivated direct involvement and empathetic 
participation with the fishermen of Nidden, with 
whom he shared food and labor.23 And when he 
was warned by the director of the German colony 
at Palau "not to destroy the Palau inhabitants and 
their nature-bound customs," Pechstein wrote that 
he enthusiastically assured the official that he had 
"nothing to fear in this regard since...[he] yearned 
with the same feelings of respect for the awaited, 
undesecrated unity of nature and humanity in 
Palau."24 

Pechstein's desire to reconfigure the relation
ship of work and leisure in his art attests to the 
economic and social conditions (the alienation in 
bourgeois life caused by urban, industrial existence 
and the organization of labor and leisure into a 
debilitating pattern of existence) against which 
Expressionism emerged in part as a protest. In 
early-twentieth-century Germany there existed a 
tenacious paradox between working to achieve 
freedom and being forever unfree due to the neces
sity of wage-earning. People found their existence 
organized into two antagonistic, but interdepen
dent worlds: the work week and the weekend. On 
Sundays inhabitants of Berlin and Dresden and 
their working-class suburbs fled the city in search 
of a regenerative release in "nature," where they 
sought to recover a lost harmony with the "nat
ural" world.25 Pechstein wished to reach beyond 
this paradox in the aesthetic realm of his artistic 
activity by creating a pure land where art and life 
(free time and work time) merged, where the 
artist's work was art and the art he made was an 
organic outgrowth of the world in which he lived. 

In this Utopian world, art and labor are identical 
and sufficient to support the artist. The search for 
this unity is what drove Pechstein to Moritzburg, 
Nidden, and Palau. In fact, his friend and sympa
thetic critic, Paul Fechter, expressed some concern 
regarding the artist's trip to Palau in 1914, but 
concluded that "this extrication of oneself from the 
confusion of the present, this drawing of oneself 
up into oneself is perhaps indeed the simplest path 
to equilibrium: the spiritual grows with least 
restraint beyond all the inhibitions of the day."26 

In this world of equilibrium, art redeemed the 
artist and those with whom he lived. Women (or 
better, "Woman")—Pechstein's preferred subject, 
indeed, the primary subject of Expressionism's 
avowedly figurative art—became the essential vehi
cle of this redemption because women were under
stood as organic symbols of the wholeness of art 
and life. This understanding of primitive society 
and women is also articulated in the work of Pech
stein's contemporary, the Berlin sociologist Georg 
Simmel. In a fascinating essay of 1905 entitled, 
"Fashion," Simmel differentiated between imita
tive or equalizing and individual or distinguishing 
forces in society which shape public display. "Prim
itive man," according to Simmel, rigidly defined 
cultural paradigms which are transmitted by strict 
imitation in ritual and artefact.27 Simmel consid
ered imitation to be the drive to social equality and 
regarded this socializing impulse as a "feminine 
principle," which he opposed to the "masculine 
characteristic of "individual peculiarity."28 Woman, 
like primitive society as a whole, resists change and 
"consists in a lack of differentiation."29 In light of 
this attitude, what Pechstein may have seen in the 
female nude set in the "primitive" world of the 
Baltic coast (where he also painted Lotte in the 
summer of 1911), the Mortizburg lakes, or the 
Palau islands was a changeless Utopian community 
in harmony with natural forces. Simmel's charac
terization of women as eluding individuality may 
be visualized in Pechstein's generalized female 
nudes washing themselves in the waves or bathing 
in the sun. 

A very similar image of women appears in 
Osborn's description of the painter's nudes on the 
Baltic coast: 
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Nude women, who bathe or rest, look out
ward or dream inwardly. Examples of his 
arsenal of animal creatures. Grow forth as if 
born from sand and dune. Let their bright, 
stout, fleshy bodies shimmer against the glow 
of the sea.30 

Osborn's use of the term "arsenal" resonates within 
a pervasive expressionist rhetoric of militant con
flict between humanity and nature. Pechstein, 
Osborn wrote, rose to the challenge and entered 
into battle with nature:31 "The endless multipli
city is condensed with a clenched fist, the impon
derable is forced into a rigid system. That is no 
longer the sea, which our eyes see. It is the concept 
of the sea."32 The artist overcame nature's wild, 
manifold appearance by subordinating it to con
ceptual control, to his idea. In this way, man is not 
overcome by nature, but subdues it in order to live 
in harmony with it. According to Osborn, the 
artist ought to extract from reality only that which 
binds eye and feeling; he wrote that "[t]he mean
ing of the phenomenon should be sought, not its 
external shape, prepared from one hundred inci
dental accidents which only blur the mind."33 

With these words in mind, one may be reminded 
of Nietzsche's praise of vitalistic ecstasy as "the feel
ing of increased strength and abundance" from 
which "a man gives of himself to things, he forces 
them to partake of his riches, he does violence to 
them...."34 Nietzsche referred to this as "idealiz-
ing," which he contrasted to imitation as the "stu
pendous accentuation of the principal characteris
tic of a thing grasped by the artist and freely 
accentuated according to his genius. Pechstein was 
frequently characterized by early critics as a mas
ter of an almost imperialistic form of empathy; this 
type of experience was championed by the psy
chologist and preeminent theorist on empathy, 
Theodor Lipps, who stated: 

The "Other" is one's own personality repre
sented and modified according to external 
appearance and the observable expressions of 
life, a modified, personal self. The person 
outside of me, of whom I have conscious
ness, is a double and at the same time a mod
ification of myself.35 

This empathetic colonizing of the external world 
became a critical touchstone for Paul Fechter, who 
contrasted Pechstein's approach to Kandinsky's 
inner absorption and retreat from the world of 
phenomena: 

Unlike Kandinsky, [Pechstein] does not 
thrive in isolation, in absorption in his own 
depths, but in giving himself to the experi
ence of the world. He takes people and 
things into himself and makes for them a 
new life according to his feeling, [a life] 
which he seeks to shape as strongly as possi
ble. He expresses his life in this felt existence 
of things and thereby simultaneously their 
deepest being.36 

In his important monograph on Expressionism, 
Fechter contrasted the "passivity" of the "person
ality of the artist" in Impressionism to new Ger
man painting.37 The Expressionist, according to 
Fechter, is the artist who cultivates an intense inner 
feeling and attends to it either directly (Kandin
sky) or through the medium of the world (Pech
stein). 

This theorized need to conquer nature applies 
to Pechstein's choice of female subjects. The 
method of accentuation mentioned by Nietzsche 
and ascribed to Pechstein by Osborn may be seen 
in the artist's primitivizing portrayals of female 
nudes in nature, where the particularities of the 
individual models were subordinated to generic or 
principal characteristics. Women, in other words, 
became Woman. By painting women and exerting 
control over them in the process of representing 
them—by living with and painting Lotte—Pech
stein hoped to reclaim a mythic unity between 
artist and subject. 

This "primitive" and untrammeled experience 

is conveyed in the direct, unpremeditated applica

tion of paint. A sketchy facture which leaves plain 

the work of the tool and the process of creation is, 

of course, a stylistic signature of Expressionism. 

Kirchner wrote in the original program for Briicke, 

published in 1906, that "Whoever renders directly 

and authentically that which impels him to create 

is one of us."38 Emil Nolde testified to the organic 

(hence authentic) aim of expressionist art when he 
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wrote that his work was "to grow out of the mate
rial used, like a plant in nature springs out of the 
earth corresponding to its character."39 Pechstein 
summarized the "fundamental principle" of print-
making as the fabrication of the image without 
preparatory sketches, as a direct application of 
tools to material.40 Heckel advised the same direct 
method in the creation of sculpture, which was to 
make no use of a model or transfer process.41 

This aesthetic of the unfinished (but com
plete) work consisted of encoding marks as traces 
of the picture's manufacture in order to signify the 
artist's empathetic act of feeling himself into his 
subject. Such a rhetoric of spontaneity is evident 
in the strip of raw canvas across the top of the 
Smart Museum's painting as well as the roughly 
brushed features of Lotte's face. Yet close exami
nation of the picture's surface reveals extensive re
working of the image, overpainting, transparent 
layers, and a carefully built-up texture of flesh. The 
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A D R I E N N E  K O C H M A N  

Lovis Corinth's Later Prints: Mythological and 
Biblical Themes and the Currency of Tradition 

Tear off the materialistic blinders: let allegory, 
the stories of the Bible, Homer be our guides in 
a world of greater beauty and lofty thought.1 

With these words in 1924, the art historian 
Cornelius Gurlitt hailed a future filled with 

hope and ideals, a society in which Germans could 
live free from the harsh realities of hunger, infla
tion, and political unrest that were common dur
ing the early years of the Weimar Republic. 
Gurlitt's Utopian vision was shared by intellectuals 
after World War I and the November Revolution 
of 1918; they believed the end of the war and the 
tall of the German monarchy signaled a new begin
ning for their country. Perceiving the war to be a 
result of the materialistic political interests of their 
country s former rulers, numerous artists took an 
anti-political stance in their work and sought spir-
'tual meaning through portrayals of the human 
condition. Their work was eclectic in both style 
and subject matter, as artists responded individu
ally to this universal theme of spirituality. Some, 
such as George Grosz (1893-1959) and Ludwig 
Meidner (1884-1966), represented the plight of 
nian in contemporary modern society by focusing 
°n images of the city and the experience of the 
•ndividual in it. Others, such as Max Pechstein 
(I88I-I955) and Karl Schmidt-Rottluff (1884— 
1^76), used religious subjects—the Crucifixion and 
the Last Judgement, for example—to explore issues 
of death and salvation. Like his latter colleagues, 

ovis Corinth (1858-1925) expressed his concern 

for the human condition through mythological 
subjects and religious themes. His reinterpretation 
of traditional topics gave new currency to matters 
concerning his private life and the radical changes 
affecting contemporary German society. 

Through the generosity of Marcia and Granvil 
Specks, the Smart Museum of Art is fortunate to 
have a number of such examples in its expanding 
collection of German prints and drawings. Under 
discussion here are a number of prints by the artist, 
including: Faun and Nymph (Faun und Nymphe) 
(Schwarz 165) , a drypoint from 1914; six of twelve 
etchings from the portfolio Antique Legends (Antike 
Legended) (Schwarz 351), published in the winter 
of 1919-1920, which the Museum holds in its 
entirety; and another drypoint entitled The Temp
tation of St. Anthony (Die Versuchung des heiligen 
Antonius) (Schwarz 353) from 1919, which was 
published in the Annual Portfolio of the Dresden 
Artists Association (Jahresmappe Kunstvereins Dres
den). 

These prints are of particular interest for the 
way in which Corinth could address personal and 
social concerns in a realm removed from immedi
ate everyday experience. Through his mythologi
cal and biblical prints, Corinth incorporated con
temporary figures into a religious/historical context 
forming what has been referred to as a "juxtaposi
tion of tradition and modernity."2 Such issues as 
intimacy and personal isolation, World War I, and 
Germany's impending defeat are personified in his 
work as saints, classical heroes, and gods. Corinth 
also applied this juxtaposition formally: the prints 
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mentioned above are reinterpretations of earlier 
subjects which the artist executed as paintings and, 
in their current form, are rendered in varying 
degrees of faithfulness to the originals. Corinth 
believed that artists' individuality and inventive
ness emerged through the depiction of traditional 
subjects: by adopting themes used time and time 
again by the great masters, artists could distinguish 
themselves through the uniqueness of their out
look and style.3 The cyclical nature of Corinth's 
working method allowed him to maintain his tie 
to an art-historical tradition while asserting his 
awareness of contemporary issues. His ability to 
integrate the past with the present in those revised 
prints endowed them with new-found meaning for 
both the artist and his audience. 

Corinth expressed personal concerns about 
intimacy and sexuality in male/female relationships 
in Faun and Nymph (fig. 1) of 1914. As indicated 
by its title, the print depicts a common subject 
from mythology—fauns or satyrs catching, or 
attempting to catch, nymphs—which often sug
gests fertility and/or lust.4 Here, the artist's partic
ular handling of the subject presents the couple in 
an erotic and arousing embrace, the nymph grin
ning in satisfaction as the faun caresses her. The 
implied privacy of the scene and intimacy of their 
interchange allowed Corinth to pay particular 
attention to the reaction of the nymph to her part
ner's advances. This focus may have connections 
to the artist's feelings about his own relationship 
with his wife Charlotte Berend. After suffering 
a stroke in December 1911, Corinth expressed his 
concern over their attraction to one another.5 This 
situation is further implied by Faun and Nymph's 
association with two earlier oil paintings of 1910, 
Embrace and The Kiss (locations unknown), which 
are similar in composition and expressive behavior 
of the couples in each work. There are, moreover, 
important changes in the way in which Corinth 
reworked the subject. Embrace, in particular, cap
tures the intimacy and arousal of Faun and Nymph 
in the similarity of poses and gestures, though the 
viewer's involvement in the action is different. The 
painting is more discreet, as the woman's head is 
thrown back, just behind the man's head which 
rests over her shoulder. She grins in pleasure and 
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Fig. 1. Lovis Corinth, Faun and Nymph (Faun und Nymphe), 
1914, drypoint, ed. 24/25, 10 1/8 x 6 11/16 (27.7 x 17) 
(plate), Schwarz 165 IV/IV, Marcia and Granvil Specks Col
lection, 1991.339. 

holds a drunken gaze with half-closed eyes, yet her 
relationship is with her mate, not the viewer, as she 
looks onto and past his head, without any notice 
of what occurs beyond the couple's personal space. 
In the print, however, the nymph more boldly 
engages the viewer in the couple's action through 
the directness of her outward gaze and the slightly 
diagonal placement of her figure, which draws us 
into the scene. The assertiveness of her pose reaf
firms her satisfaction and importance to the con
tinuing romance of the relationship. In Faun and 
Nymph, Corinth synthesized a traditional mytho
logical theme with a personal agenda in order to 
explore issues of sexuality and his own marital 
relationship. Four years later, he used these same 
strategies of synthesis to comment on the trau

matic social and personal consequences of World 
War I. 

On a broader level, Corinth's portfolio Antique 
Legends can be more clearly associated with the 
artist's sentiments about the allusionistic uses of 
mythology, and more specifically, about the events 
related to the concluding months of the first world 
war.6 In the spring of 1918 the German army's 
efforts to infiltrate Allied forces in the West failed, 
and by the end of that summer, Germany's defeat 
became imminent as its army retreated from for
eign soil. At the end of October there was a 
mutiny at the Kiel naval base and numerous riots 
and strikes followed across the country. On 9 
November, as Wilhelm II abdicated the throne and 
fled to Holland, Germany was declared a republic. 
In the following days of the November Revolution, 
there was political chaos, economic and social 
strife, and government instability as Germany's 
future lay in question. Such were the circumstances 
under which Corinth produced Antique Legends-, 
earlier, in May of 1918, Julius Meier-Graefe, the 
prominent art critic, historian, and director of the 
publishing firm the Marees-Gesellschaft, commis
sioned the artist to produce a portfolio of etchings. 
In response to Meier-Graefe's request that the 
prints, "...not be organized too narrowly, whether 
they be grouped around an interpretation of a 
story, a portfolio of landscapes, a portfolio of still-
lives or interiors,"7 Corinth decided upon a group 
of twelve etchings centered around episodes from 
classical mythology. By August of that same year, 
he was already hard at work on the new project.8 

In the text accompanying the published ver
sion of the portfolio, Meier-Graefe described 
Corinth's sketchy rendering style as appropriate to 
mythological subject matter and related the artist's 
understanding to recent events in German society.9 

Praising the human element in Corinth's images of 
gods and heroes, Meier-Graefe associated these 
demystified figures with the plight of contempo
rary man. He wrote: 

He [Corinth] can only present gods and 
heroes as he sees them. Entire nations, entire 
epochs haven't understood it better, and have 
survived in order to understand better. Pri-
amos was no king, Apollo no god. Towns

people from Ghent, Bruges, or the Lower 
Rhine populated Parnassus.... What should 
Corinth otherwise do, than to use towns
people of today? They're not as firm on their 
feet, their doublets not so compactly stuffed 
as the people from the fifteenth century. 
How could they be? But there are the legends 
with which one mimics them, neither nearer 
nor farther. They live in pictures. There is so 
much numbness and death in the world, that 
every activity has its price, even [for] those in 
rags.10 

In his text Meier-Graefe saw hope for the rebuild
ing of post-war German society in its own citizens 
who, as everyman's god and hero, could contribute 
to the rebirth of their country. The poverty, 
hunger, and destruction caused by the war jeopar
dized the daily existence of German citizens whose 
struggle Corinth personified in the tales of classi
cal characters. Such consequences were a sobering 
payment to German citizens, who Corinth tried to 
assuage through his additional examination of the 
themes of youth, salvation, and rescue in several of 
the prints from the portfolio. 

Odysseus and the Suitors (Odysseus und die 
Freier)({\g. 2), for example, takes for its subject 
Odysseus's reclaiming of his homeland. The image 
illustrates the episode in Homer's Odyssey, in which 
Odysseus, upon his return, fights against Pene
lope's suitors who would have her marry one of 
them in an attempt to usurp Odysseus's throne 
while he was away at sea. In formal terms, the 
image is essentially a compilation of two tempera 
paintings, both executed in 1913, entitled The 
Suitors in Battle Against Odysseus and Odysseus in 
Battle with the Suitors (locations unknown). The 
composition of each of the paintings is included in 
the print: the first is reversed and oriented to the 
viewer's right; the second painting, also in reverse, 
appears to the viewer's left. Odysseus kneels and 
takes aim with his bow and arrow; standing behind 
him is his son, Telemachus, about to throw a spear. 
Centered squarely to face the viewer is Athene, 
who witnesses the event as she aids Odysseus 
toward victory. Behind him are his two faithful ser
vants, the elderly Eumaeus and Philoetius, who 
assist Odysseus in reclaiming his house. Two suit
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Fig. 2. Lovis Corinth, Odysseus and the Suiters (Odysseus und die Freier), 1920, published in the portfolio Antique Legends (Antike 
Legended), etching, 12 9/16 x 9 1 1/16 (31.9 x 24.6) (plate), Schwarz 351 I—XIII, 1985.55-

ors, Antinous and Eurymachus, are already dead as 
others rally to defend themselves to no avail. 
Beyond illustrating a famed Greek tale, however, 
the story of Odysseus's rightful claim amidst the 
chaos of his return is reminiscent of Corinth's own 
comments about the despair and helplessness of 
Prussia only days before the German empire 
became a republic, and two weeks before he com
pleted Antique Legends.11 Earlier, on 1 November, 
Corinth wrote in desperation: 

Prussia then stands alone. The future is dis
mal, frightful. There is no reprieve from the 
noisy enemies. And still, I feel that I am a 
Prussian and hope for a single, if only, a tiny 
rescue from this government. The Kaiser 
himself—as gravely as he has sinned, should 
remain and perhaps the power of the military 
could help somewhat—if it's not already 
destroyed.12 

Having thus depicted post-war difficulties, 
Corinth imagined a more positive resolution of 

political and social conditions in Apollo and the 
Rosy-Fingered Eos (Appollo und die rosenfingrige 
Eos)(fig. 3), another print from the Antique Leg
ends portfolio, in which Eos, or dawn, leads Apollo 
in his chariot across the sky.13 According to legend, 
each day Eos rode alone in her chariot pulled by 
two horses to Olympus, where her brother Helius, 
a sun-god, would wait. Together, they traveled to 
the west and finally would arrive at the ocean's 
shore. In visually translating the tale for the port
folio, Corinth replaced the sun-god Helius with 
Apollo, a character with whom Helius is often 
identified. Through this substitution, Corinth wel
comed the dawn of a new age of rationality and 
civility—qualities associated with Apollo, and ones 
the artist felt were lost during the war and its after
math. 

Using similar associations of rebirth and hope 
for a renewed and fruitful future, Corinth included 
a print of The Feast of Bacchus (Das Fest des Bac-
chus)(fig. 4) in the portfolio. The etched image was 
based on an earlier oil painting entitled Bacchus 
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Fig. 3. Lovis Corinth, Apollo and the Rosy-Fingered Eos (Appollo und die rosenfingrige Eos), 1920, published in the portfolio Antique 
Legends (Antike Legended), etching, 13 3/4 x 9 1/4 (35 x 23.5) (plate), Schwarz 351 I—XIII, 1985.56. 

(1909, location unknown), in which Corinth por
trayed himself as the god of wine. In both images, 
Bacchus shares his wine with a nymph beside him. 
However, in the print, Corinth substituted a ram, 
symbolic of fertility, for the man in the painting 
and added another satyr on the left side of the 
print. Furthermore, the face of Bacchus seems to 
have lost its resemblance to the artist's, as the self-
reference was set aside in favor of focusing on the 
theme of revelry. The celebratory tone of the image 
and its connotations of fertility and procreation 
suggest excitement and joy over the war's end and 
optimistic faith in the redemptive potential of a 
renewed society in which to live.14 

In two other prints from the portfolio, The 
Youth of Zeus (Die Jugend des Zeus) (fig. 5) and The 
Training of Achilles (Erziehung des Achill) (fig. 6), 
Corinth focused on a younger generation, those 
who act as inheritors and makers of the future. 
Tellingly, the downfall of the German monarchy 

meant the creation of a new government and a 
new generation of politicians who brought initial 
chaos; they also brought the hope of a better future 
and a restored society. In The Youth of Zeus, then, 
Corinth alludes to the displacement of the old 
regime with the new democratic government 
through the relationship between father and son. 
Here, the artist portrayed a young Zeus wailing; 
his cries are muffled by his guardians, who do not 
want to attract the attention of his father, Cronus, 
who would kill him. It was prophesied to Cronus 
that his son would overthrow him—as a result, the 
father ate each of his children after their birth. 
Rhea, his wife, concealed the birth of Zeus and 
substituted him with a stone wrapped up in swad
dling clothes before an angry and hungry Cronus. 
Although Cronus discovered his wife's trick, his 
son was hidden on Crete and nursed by two sisters, 
Adrasteia and Io, and a she-goat named Amaltheia. 
Zeus was guarded by the Curetes, armed warriors 
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Fig. 4. Lovis Corinth, The Festival of Bacchus (Das Fest des Bacchus), 1920, published in the portfolio 
Antique Legends (Antike Legended), etching, 13 9/16x8 11/16 (34.5 x 22) (plate), Schwarz 351 
I—XIII, 1985.60. 

Fig. 5. Lovis Corinth, The Youth of Zeus (Die Jugend des Zeus), 1920, published in the portfolio 
Antique Legends (Antike Legended), etching, 7 9/16 x 10 3/16 (19.2 x 25.8) (plate), Schwarz 351 
I-X1II, 1985.57. 

who made noise by clashing their spears together 
to drown out the young god's cries. Ultimately, the 
prophesy was fulfilled, and in killing his father, 
Zeus saved his siblings as they emerged intact from 
Cronus's body. 

Corinth's resignation to accept the inevitable 
downfall of the monarchy and its transformation 
into a new type of government and a new group of 
leaders is similarly conveyed in The Training of 
Achilles {Erziehung des Achill) (fig. 6). Here, Meier-
Graefe saw the rejuvenative power of youth and 
noted Corinth's attempt to depict the "beginning 
of life in chaos,"15 or Germany's struggle to re
establish itself at the end of the war. The etched 
image presents the centaur Cheiron providing the 
youthful Achilles with the needed skills which 
helped him fight in the Trojan war. The young 
hero, spear in hand, acquires the skills to fight in 
the wilderness. Achilles had much to learn, much 
like the inheritors of the new republic, who had to 
combat their political enemies. 

In a final example from the portfolio, Corinth 
hailed the power of the creative muse to enliven 
the spirit and change the soul. Closely based on 
another early oil painting entitled Orpheus from 
1909 (private collection), Singing Orpheus (Der sin-
gende Orpheus) {£tg. 7), depicts the famous poet and 
musician. Whether painted or printed, the images 
present a seated Orpheus playing "the music of leg
ends"16 on his lyre and thus enchanting wild 
beasts, trees, and rocks with his musical skill. 
Orpheus's talent was believed to be so great that he 
persuaded Hades to release his wife Eurydice from 
the underworld on the condition that he not look 
back at her until they were safely into the sunlight. 
He did, unfortunately, and lost her forever. 

The conviction that spiritual endeavors—such 
as art, music, and literature—would supersede the 
political chaos of Germany was a common rally
ing cry at the end of the war. In a 1919 issue of the 
journal Die Kugel (The Sphere), for example, the 
editors announced, "To you is issued our first call, 
young poets and artists of the people's repub
lic... the new temple will not be prepared with fire 
and sword, but through acts of the spirit!"17 How 
this spirit was manifested varied among individual 
artists, and as mentioned above, in Corinth's later 
prints often fluctuated between mythological and 

Fig. 6. Lovis Corinth, The Training of Achilles (Erziehung 
des Achill), 1920, published in the portfolio Antique Legends 
(Antike Legended), etching, 11 5/8 x 9 3/4 (32 x 24.8) 
(plate), Schwarz 351 I—XIII, 1985.61. 

religious scenes. The strength of the individual and 
his ability to conquer adversity, even in the worst 
of circumstances, is nowhere more apparent than 
in Corinth's independent print, The Temptation of 
St. Anthony (fig. 8) of 1919. The print is based on 
a painting of the same name executed in 1908 
(Tate Gallery, London) and in which greater 
emphasis was placed on the female characters 
whose intent it was to seduce the saint away from 
his hermetic lifestyle in the service of God. Draw
ing from depictions of Salome and other tradi
tionally seductive fin-de-siecle women, Corinth 
imbued the temptresses of the painting with 
beauty and eroticism through attention to their 
fine jewels and long-flowing hair. In contrast, the 
temptresses in the drypoint of 1919 hold little 
appeal: even the central figure, once depicted as a 
voluptuous Salome, is now adorned with horns. 
Those who would tempt the saint now appear to 
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Fig. 7. Lovis Corinth, The Singing Orpheus (Der singende Orpheus), 1920, published in the port
folio Antique Legends (Antike Legended), etching, 7 15/16x 12 3/8 (20.2x31.5) (plate), Schwarz 
351 I-XIII, 1985.58. 

Fig. 8. Lovis Corinth, The Temptation of St. Anthony [Die Versue hung des heiligen Antonius), 
1919, published in the portfolio Annual Portfolio of the Dresden Artists Organization (Jahresmappe 
Kunstvereins Dresden), drypoint, 10 1/4 x 11 5/8 (26 x 29.5) (plate), Schwarz 353 II/II, Marcia 
and Granvil Specks Collection, 1991.340. 

be illusory and diffuse; grouped en masse, their 
individuality is subsumed within the group of 
overlapping figures. Corinth represented not only 
St. Anthony's resistance to sin in its various forms, 
but also the triumph of an individual's spirit over 
the evils which threaten one's faith. Like Martin 
Luther, another important historical figure whose 
life was the subject of Corinth's work, St. Anthony 
represents an embattled hero, whose moral and 
religious conviction triumphed in defense of the 
faith he held.18 

As Corinth confessed to a friend on 15 
November 1918, "...his beloved Germany was 
dead, one had to understand, one couldn't mourn 
[for her] forever. "19 His artwork, then, provided a 
means by which to mourn and heal. The religious 
and biblical themes in Corinth's later prints offered 
comfort to the artist during a time of national 
shame, internal strife, and personal pain.20 Focus

ing on such figures as St. Anthony, Martin Luther, 
and Christ—as in his painting Red Christ (Roter 
Christus, Staatsgalerie moderner Kunst, Munich) 
of 1922—the portrayal of the sacred became a 
metaphor for human suffering and strength as 
Corinth sought a means to address post-war Ger
many's current position.21 The mythological 
themes of his later prints proffered a route by 
which he could look to a past culture and empire 
with glory and esteem. By invoking the currency 
of tradition, Corinth could remember his country 
and his own past with pride and honor. 

ADRIENNE KOCHMAN, A.M. '85, University of 
Chicago, is an advanced graduate student in the Univer
sity's Art Department and is working towird the comple
tion of her dissertation, "Munich 1890-1914: Russian 
Emigre Artists and the Advent of Abstraction. " 
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Corinth, who so graciously discussed her father's work 
with me. I also with to thank R. Stanley Johnson and 
Ursula M. Johnson for their assistance and for making 
my meeting with Ms. Corinth possible. All translations, 
unless otherwise noted, are by the author. 
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C O L L E C T I O N S  

Acquisitions 

Objects listed below entered the permanent collection from 1 July 1992 through 30 June 1993. Dimensions are in 
inches followed by centimeters in parentheses; unless otherwise indicated, height precedes width precedes depth. 

C L A S S I C A L  

Greek, Western Anatolia, Early 
Bronze Age, Troy i/ll 
Tripod Jar with Cover, 
circa 2500 B.C.E. 

Burnished unglazed earthenware 
(black ware) with incised decoration, 
h. 5 1/8 (13) 
Gift of Gerhard L. Closs, 1992.65 

WILLIAM S. SCHWARTZ 
American, 1896-1977 
A Cabin in the Mountains, early 
1940s 
Oil on canvas, 31 1/2 x 27 1/2 
(80x69.8) 
Gift of the Estate of Professor 
Walter Blair, Department of English 
Language and Literature, 1992.61 

Sculpture 

EDA EASTON 
American, born in Germany, 
born 1937 
Lovers United, 1979 
Cast polyester resin and chromed 
steel, h. 42 (106.7) 
Gift of the artist, B.A.'57, in 
memory of her mother, Elsa Loeb 
Easton, 1992.63 

E U R O P E A N  A N D  
A M E R I C A N  

Painting 

PAUL GEORGES 
American, born 1923 
Untitled (The Artist and Model), 
n.d. 
Oil on canvas, 80 1/4 x 70 1/2 
(203.8 x 179) 
Gift of Lewis and Susan Manilow, 
1993.12 

Louis Nevelson, #1886 Cryptic II, 1968, 1993.2. 

PAUL REED 
American, born 1919 
Gilport DXLI, 1972 
Diptych, acrylic on unstretched 
canvas, 57 1/2 x 22 13/16 
(146 x 57.9) (each unit) 
Gift of Jean Reed Roberts, 1992.51 
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RICHARD LIGHT 
American, born 1940 
Clockwatcher III, 1992 
Cast bronze, h. without base 
18 5/8 (47.8) 
Gift of the artist, 1992.50 

LOUIS NEVELSON 
American, 1900-1987 
#1886 Cryptic II, 1968 
Painted wood and brass, 3 5/8 x 
6x3 9/16 (9 x 15.3 x 9) (closed) 
Gift of Lawrence B. Buttenwieser 
(in memory of Dorothy F. Rodgers), 
1993.2 

Drawings 

PAUL REED 
American, born 1919 
11 2 77, 1977 
Triptych, four color photographs 
mounted as a unit and two drawings 
(oil pastel on paper), 7 7/8 x 11 1/8 
(20 x 28.2) (photographic unit), 
7 7/8 x 11 1/8 (20x28.2) 
(each drawing sheet) 
Gift of Jean Reed Roberts, 1992.52 

PAUL REED 
420 88, 1988 
Diptych, gouache over lithograph on 
Arches paper, 11 x 18 1/16 
(27.9 x 45.9) (each sheet) 
Gift of Jean Reed Roberts, 1992.54 

PAUL REED 
421 89, 1989 
Triptych, four color photographs 
mounted as a u nit and two drawings 
(watercolor, pen and ink, and pencil 
on laid paper), 11 9/16x7 3/4 
(29.3 x 19.7) (photographic unit), 
11 9/16x9 (29.3x22.8) 
(each drawing sheet) 
Gift of Jean Reed Roberts, 1992.53 

PAVEL TCHELITCHEW 
Russian, lived in France and U.S.A., 
1898-1957 
Portrait of a Dancer, 1932 
Pen and ink and sepia wash on wove 
paper, 10 1/4x 8 (26 x 20.3) (sight) 
Purchase, Gift of Joyce Z. and Jacob 
Greenberg in memory of Jerrold 
Wexler, 1993.7 

Prints 

JOHN BUCK 
American, born 1946 
Firewood, 1991-92 
Color woodcut and etching, ed. 
III/V, 62 1/4 x 36 3/4 
(158.1 x 93.3) (image) 
Gift of Norman Freehling and 
Stanley M. Freehling, 1993.10 

LOVIS CORINTH 
German, 1858-1925 
Nude Woman, Lying Down III 
(Liegender Weiblicher Akt III), 1913 
Drypoint, trial proof, 7 3/4 x 10 1/2 
(19.6 x 26.8) (plate) 
Schwarz 132 II 
Purchase, Anonymous Gift, 1993.13 

LOVIS CORINTH 
Reading on the Sofa (Lektiire auf dem 
Sofa), 1916 
Etching and drypoint, trial proof, 
7 3/4 x 9 1/2 (19.6 x 24.3) (plate) 
Schwarz 253 
Purchase, Anonymous Gift, 1993.14 

LOVIS CORINTH 
Under the Chandelier (Unter dem 
Kronleuchter), 1916 
Drypoint, trial proof, 8x5 1/2 
(20.3 x 14.1) (plate) 
Schwarz 295 III 
Purchase, Anonymous Gift, 1993.15 
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4 DU 10 MAI AU 31 Mm 
R I E  M U M E S  ET FIQUET 

90.Avenue Malakoff 

Theophile-Alexandre Steinlen, Sale Exhibition of Paintings by Artists for the Benefit of the ReliefDepartment for the War Blind , 
1917, 1993.9. 

AUX AVEUGLES 
DE LA GUERRE 

OFFERTS PAR LES ARTISTES 
AU PROFIT DE LA SECT ION DU 

EXPOSITION -VENTE 
DE TABLEAUX 

OFFICE. CENTRAL DCS CEUVRES DE BIENFAISANCE 
Recortnu d 'Utititi Pub/ique par Decret du J duin I8Q6 

175 , Boulevard S? Germain 

ROBERT COTTINGHAM 
American, born 1935 
Art, 1992 
Color lithograph, ed. VI/X , 42 x 42 
(106.7 x 106.7) (image) 
Gift of Norman Freehling and 
Stanley M. Freehling, 1993.11 

PHILIP HANSON 
American, born 1943 
Room with Vases and Flowers, 
1974-75 
Etching, hand-colored in watercolor, 
approx. ed. of 10, 9 3/4 x 7 13/16 
(24.7 x 19.8) (plate) 
Adrian-Born 111 
Gift of the artist, 1992.69 

PAUL CESAR HELLEU 
French, 1859-1927 
Untitled, n.d. 
Etching, unique artist's proof 
impression, 11 3/4 x 11 3/4 (29.8 x 
29.8) (plate) 
Gift in honor of Benjamin, Alyssa, 
and Erin Hofeld, 1992.62 

RICHARD HULL 
American, born 1955 
Root, 1993 
Etching on tan chine colle, ed. 5/14, 
14 13/16 x 17 13/16 (37.6 x 45.2) 
(plate) 
Purchase, Gift of Mr. and Mrs. 
Howard C. and Ila H. Church, 
1993.4 

SIR JOHN EVERETT MILLAIS 
English, 1829-1896 
Untitled (White Clijfi of Dover), n.d. 
Color etching, 7 3/4 x 5 7/8 (19.7 x 
14.9) (plate) 
Gift of Dorothy M. Vogelsburg, 
1993.5 

ELISABETH OPPENHEIM 
American, 1907-1993 
Aria IV, 1963 
Etching, ed. 1/1, 15 1/16x7 1/2 
(38.2 x 19) (plate) 
Gift of Professor Emeritus William 
H. Kruskal, 1993.6 

PAUL REED 
American, born 1919 
Blue and Green, 1963—71 
Color screenprint, ed. 37/59, 
19 7/8 x 19 7/8 (50.5 x 50.5) (sheet) 
Gift of Jean Reed Roberts, 1992.55 
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Japanese, Edo period, Large Map of the Capital (Kyoto), 1741, 1993.1 a—b. 

PAUL REED 
Red Vault, 1967 
Color screenprint mounted on rag-
board, ed. 21/44, 7 3/8 x 5 5 /16 
(18.8 x 13.5) (image), 12 15/16 x 10 
(32.9 x 25.4) (board) 
Gift of Jean Reed Roberts, 1992.56 

PAUL REED 
Barcelona, 1969 
Color screenprint, ed. 130/170, 
22 x 27 7/8 (56.9 x 70.8) (sheet) 
Gift of Jean Reed Roberts, 1992.57 

PAUL REED 
In and Out, 1970 
Color screenprint mounted on rag-
board, ed. 26/123, 9 1/16 x 6 1/2 
(23.0 x 16.5) (diamond-shaped 
image), 14 x 1 1 (35.6 x 27.9) 
(board) 
Gift of Jean Reed Roberts, 1992.58 

PAUL REED 
Zig-fteld, 1970 
Color screenprint, ed. 80/93, 
20 X 35 (50.8 x 89.9) (sheet) 
Gift of Jean Reed Roberts, 1992.59 

PAUL REED 
Gilport Two, 1971 
Color screenprint, ed. 44/92, 
22 x 23 7/8 (56.9 x 60.6) (sheet) 
Gift of Jean Reed Roberts, 1992.60 

KARL SCHMIDT-ROTTLUFF 
German, 1884-1976 
Three People at the Table (Drei am 
Tisch), 1914 (block, edition 1919) 
From the portfolio Ten Woodcuts by 
Schmidt-Rottluff (Zehn Holzschnitte 
von Schmidt-Rottluff) published by 
J.B. Neumann, Berlin, -1919 
Woodcut, ed. of 75, 19 5/8 x 15 3/4 
(49.8 x 40) (block) 
Shapire 167 
Gift of Gerhard L. Closs, 1992.66 

THEOPHILE-ALEXANDRE 
STEINLEN 
Swiss, 1859-1923 
Sale Exhibition of Paintings by Artists 
for the Benefit of the Relief Depart
ment for the War Blind (Exposition-
vente de Tableaux ojferts par les 
Artistes au Profit de la Section d u Pret 
d'Honneur aux Aveugles de la 
Guerre), 1917 
Color lithographic poster, 
42 x 29 1/2 (106.7 x 74.9) (sight) 
Gift of Mr. and Mrs. Lester 
Guttman, 1993.9 

BERT VAN BORK 
German, lives in U.S.A., born 1928 
Widow, 1947 (block, printing date 
unknown) 
Woodcut, 22 1/2 x 16 1/4 (block) 
Marcia and Granvil Specks 
Collection, 1992.67 
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O R I E N T A L  

Chinese: Painting 

HUANG JUNBI [Huang Chun-pi] 
Chinese, born 1898 
Another Heaven and Earth Without 
Inhabitants or A Dream Land 
Without People, 1966 
Hanging scroll, ink on paper, 
22 1/2x37 1/2 (57.2x95.2) 
(painting) 
Anonymous Gift, 1992.64 

Japanese: Painting 

MIURA KOHO 
Japanese, born 1918 
Calligraphy of Chinese Poem, 
circa 1987 
Hanging scroll, brush and ink on 
paper, 53 7/16 x 13 3/8 
(135.7 x 34) (calligraphy panel) 
Gift of Mizuno Itsuko, 1992.68 

Japanese: Prints 

Indian: Sculpture 

Afghanistan (Gandhara), Hadda 
Head, 3rd century C.E. 

Modeled stucco, h. 5 1/2 (14) 
Purchase, Gift of the Friends of the 
Smart Museum 1993, 1993.8 

Japanese, Edo period, 18th century 
Large Map of the Capital (Kyoto) 
(Zoho Saihan Kyo Oezu), 1741 
Two hand-colored woodblock 
prints, each consisting of 
16 oban sheets, 
53 x 40 (134 x 101.6) (each print) 
Gift of Goldman Asset Manage
ment, Inc., 1993.1 a—b 

Afghanistan (Gandara), Hadda, Head, 3rd century C.E., 1993.8. 
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C O L L E C T I O N S  

Loans from the Permanent Collection 

Exhibitions to which works of art from the permanent collection have been lent are listed alphabetically by the city of 
the organizing institution. Dimensions are in inches followed by centimeters; height precedes width precedes depth. 
Loans listed date from 1 July 1992 through 30 June 1993. 

National Gallery of Australia, Canberra 
Surrealism: Revolution by Night 
13 March-2 May 1993 
Traveled to: Queensland Art Gallery, Brisbane, 
21 May-11 July 1993; Art Gallery of New South Wales, 
Sydney, 30 July-19 September 1993 

GEORGE GROSZ 
German, lived in U.S.A., 1893-1959 
Amalie, 1922 
Gouache, pen and ink, and graphite on wove 
paper, 20 3/4x 16 1/4 (52.7 x 41.2) (sheet) 
The Joel Starrels, Jr. Memorial Collection, 
1974.140 

The Arts Club of Chicago 
Matta in Chicago Collections 
13 January-6 March 1993 

ROBERTO MATTA ECHAURREN, 
called MATTA 
Chilean, active in U.S.A., born 1911 
Untitled Study, 1952-53 
Oil on wooden panel, 23 1/2 x 31 3 /8 (59.7 x 79.7) 
Gift of Allan Frumkin, 1974.306 

R.S. Johnson Fine Art, Chicago 
Lovis Corinth (1858-1925): Works on Paper 
12 April—1 June 1993 

LOVIS CORINTH 
German, 1858-1925 
Judgement of Paris (IJrteil des Paris), 1919 
From the portfolio Antique Legends 
(Antike Legended) 
Drypoint, ed. 36/50, 9 1/4 x 14 (23.3 x 35.6) (plate) 
Schwarz351 I—XIII 
Marcia and Granvil Specks Collection, 1985.63 

The University of Chicago Library, Department of 
Special Collections 
Picturing Britain: Time and Place in Image and Text, 
1700-1850 
1 March-25June 1993 

THOMAS ROWLANDSON 
English, 1756-1827 
Johnson's Tour of the Hebrides, mid-19th-century 
restrike of 1786 publication, Picturesque Beauties 
ofBoswell 
Bound portfolio of 20 etchings after drawings by 
Samuel Codings, 15 x 21 5/8 (39 x 55) (each sheet) 
From Robert E. Asher in memory of Louis E. Asher, 
1991.295 

THOMAS ROWLANDSON 
A Print Sale, 1788 
Etching and color aquatint, 7 1/2 x 11 
(19.1 x 27.9) (plate) 
Bequest of Joseph Halle Schaffner in memory of his 
beloved mother, Sara H. Schaffner, 1973.65 

Berman Daferner Gallery, New York 
Drawings by Six Sculptors at Mid-Century 
5 March-9 May 1993 

HENRY MOORE 
British, 1898-1986 
Two Figures in a Landscape, 1950 
Pencil, pen and ink, crayon, and wash on wove 
paper, 9 5/8 x9 (24.4 x 22.8) (sheet) 
H.M.F. 2647 
The Joel Starrels, Jr. Memorial Collection, 1974.252 

HENRY MOORE 
Studies for Two Reclining Figures, 1956 
Pencil and pen and ink on wove paper, 10 3/8 x 
8 3/4 (26.4 x 22.3) (sheet) 
H.M.F. 2909 
The Joel Starrels, Jr. Memorial Collection, 1974.253 
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Exhibitions 

Permanent collection, loan, and traveling exhibitions from 1 July 1992 through 30 June 1993. Please note that due 
to the Museum's five-month close for renovation and reinstallation, the exhibition schedule was curtailed for the 
1992-93 period. 

M.F.A. 1992 
9 July-30 August 1992 

Coordinated by intern Lilianna Sekula under the 
supervision of assistant curator Stephanie D'Alessan-
dro, the ninth annual group exhibition of work by 
recent graduates of the University of Chicago's Mid
way Studios featured paintings and sculpture by Kim 
Kopp and installations by Paul Coffey, Philip T. Mat-
sikas, and Paula Melvin. The works—all physically 
and spatially demanding—reflected in stylistically 
and critically diverse ways the practical and theoret
ical challenges posed by the University's Master of 

Fine Arts program. 

The Gray City Unbuilt: Architectural Proposals for 
the University of Chicago 
1 September-6 December 1992 

As a complement to last year's The Gray City: Archi
tectural Drawings of the University of Chicago, an exhi
bition based on the University's building plans, The 
Gray City Unbuilt featured twenty renderings of 
buildings and complexes which were proposed 
between 1929 and 1989, but never realized. While 
the drawings indicated the changing tastes and shift
ing economic priorities of the University, they also 
documented the evolution of architectural rendering 
techniques. Organized to herald the next hundred 
years of University history, the exhibition was com
posed from University of Chicago Library and Office 

of Facilities Planning and Management loans and was 
guest-curated by Richard Bumstead, University Plan
ner. 

Visual Poetry: Brossa/Parra 
6 October-13 December 1992 

An international loan exhibition organized by 
the Smart Museum in conjunction with the Univer-
sitat de Valencia, Spain, Visual Poetry featured the 
work of two avant-garde artists, the Catalan Joan 
Brossa and the Chilean Nicanor Parra. Although 
working independently, both artists have sought in 
their work to break down the barriers between lan
guage and image, and to produce documents, draw
ings, prints, and objects that are at once unsettling 
and intriguing. Guest-curated by Professors Rene de 
Costa of the Department of Romance Languages and 
Literatures at the University of Chicago and Sonia 
Mattalla of the Universitat de Valencia, the exhibi
tion was also on view in Valencia during the spring 

of 1992. 

Lyonel Feininger: Awareness, Recollection, and 
Nostalgia 
15 December 1992-28 March 1993 

The seventy-year career of the important twentieth-
century German-American artist Lyonel Feininger 
was commemorated in this exhibition of more than 
fifty prints, works on paper, and carved toys from the 
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Art of the Persian Courts: Selections from the Art and 
History Trust 
18 February-18 April 1993 

More than 120 examples of Persian arts of the book 
and court dating from the thirteenth to the early 
twentieth century, many never before seen in the 
United States, were featured in this exhibition orga
nized by the Los Angeles County Museum of Art. 
The illuminated manuscripts, paintings, drawings, 
and court objects, assembled from the collection of 
Abolala Soudavar, provided a visual survey of the dis
tinctive Persian aesthetic as it was dispersed by 
princes, rulers, and sultans throughout the Islamic 

world. 

Museum visitors discuss the giant Koran pages at the 
entrance to the exhibition Art of the Persian Courts. 

Installation view of Lyonel Feininger: Awareness, Recollection, 
and Nostalgia. 

Smart Museum's collection as well as those from 
regional museums and private collections. Guest-
curated by Reinhold Heller, Professor in the Depart
ments of Art, and Germanic Languages and Litera
tures, and the Committee on Art and Design, 
University of Chicago, the show presented Feininger's 
work in terms of frequently treated themes, like 
cities, streets, and trains. Through such an organiza
tion, the works from Feininger's career revealed issues 
of cultural heritage, nostalgia, and immigrant iden
tity common to many people during the early twen
tieth century. 
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Events 

Lectures, gallery talks, opening receptions, concerts, special events, colloquia, and symposia from I July 1992 through 
30 June 1993. Please note that due to the Museum's five-month close, summer programs were reduced. 

Gallery Talks for M.F.A. 1992 by participating artists: 
Philip T. Matsikas, 12 July 1992; Paul Coffey, 19 July 
1992; Kim Kopp, 26 July 1992; Paula Melvin, 2 
August 1992. 

Mostly Music Concert; John Bruce Yeh, principal clar
inetist with the Chicago Symphony Orchestra, and 
Howard Sandroff, Director of the Computer Music 
Studio, University of Chicago, in a performance that 
included Sandroff's Tephillah for clarinet and com
puter-controlled audio processor, 11 October 1992. 

Arts and Humanities Open House: 17 October 1992. 

Special events complementing Visual Poetry: Brossa/ 
Parra: 

Members' Opening Reception: 5 October 1992. 

Members' Lecture: "Observations on the Devel
opment of the Poetic Object in the 20th Cen
tury," Dennis Adrian, critic and art historian, 20 
October 1992. 

Platform Presentations: selections of poetry and 
literature by the contemporaries of Brossa and 
Parra, read in Spanish and English by Chicago 
actor and founder of Teatro Vivo, Gustavo Me-
llado, 25 October and 15 November 1992. 

Mostly Music Concert: Ann Waller and Mark 
Maxwell, classical guitar duo, performed the 
music of Spanish composers Carulli, Sor, Grana-
dos, Vallis, and Piazzola, 1 November 1992. 

Fellows' Lecture: "Visual Poetry," Rene de Costa, 
Professor of Romance Languages and Literatures, 
University of Chicago and co-curator of the exhi
bition, 10 November 1992. 

Friday Gallery Talks: 16 October 1992, 13 
November 1992, and 4 December 1992. 

Newberry's Very Merry Bazaar: participation in a hol
iday bazaar featuring forty of Chicago's museums, cul
tural centers, and other non-profit organizations at the 
Newberry Library, Chicago, with live seasonal enter
tainment, 20-22 November 1992. 

Platform Presentation: Barbara E. Robertson and 
Patrick Clear, who played Artie and Bananas 
Shaunnessy, respectively, in the Court Theatre's House 
of Blue Leaves, discussed the play and the development 
of their roles, 6 December 1992. 

Annual Holiday Party: seasonal open house, 13 
December 1992. 
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A holiday shopper peruses the Smart Museum Store's offerings during the Newberry's Very Merry Bazaar, 20-22 November 
1992. 

Concert: Hyde Park Youth Sinfonia and members of 
the University Symphony Orchestra performed Mus
sorgsky's Pictures at an Exhibition in conjunction with 
a juried exhibition of student artwork inspired by the 
composition, 12 December 1992. 

Concurrent programming with the exhibition, Lyonel 
Feininger: Awareness, Recollection, and Nostalgia: 

Members' Opening Reception: 16 December 

1992. 

Members' Lecture: "Lyonel Feininger: Awareness, 
Recollection, and Nostalgia," Reinhold Heller, 
Professor in the Departments of Art, and Ger
manic Languages and Literatures, and the Com
mittee on Art and Design, University of Chicago, 

12 January 1993. 

Friday Gallery Talks: 8 January 1993 and 5 Feb

ruary 1993. 

Valentine's Day Event: children's craft table for valen
tines; adult tours on the theme of love in art, 13 Feb
ruary 1993. 

Mostly Music Concert: Orpheus Band, "The (New) 
Music: Early-17th-Century Sonatas & Cantatas," with 
music by Monteverdi, Locke, Marini, Schutz, and 
Lully, 14 February 1993. 

Events scheduled in connection with the exhibition, 
Art of the Persian Courts: Selections from the Art and 
History Trust. 

Members' Opening Reception: 17 February 1993. 

Platform Presentation: dramatic readings from 
ancient and modern Persian poetry by actress Kate 
Goerhing, 21 February 1993 and 18 April 1993. 

Symposium: Persian Art and Architecture, co-spon
sored by the Center for Middle Eastern Studies, 
University of Chicago, 27 February 1993. 
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"Fragmented Unity: Geography and Economy 
in the Making of Persian Culture," Kaveh 
Ehsani, Doctoral Candidate in Geography, 
Johns Hopkins University. 

"History and the Spread of Persian Culture," 
John E. Woods, Professor of History and Near 
Eastern Languages and Civilizations, University 
of Chicago. 

"Literature and the Visual Arts: Nizami's Poetry 
and Its Illustrations," Peter Chelkowski, Profes
sor of Near Eastern Studies, New York Univer
sity. 

"The Mystical Aspects of Persian Architecture," 
Mozhan Khadem, Architect, Boston, Massa
chusetts. 

Members' Lecture: "The Art and History Trust: 
A History of Provenances," Abolala Soudavar, col
lector and author of Art of the Persian Courts: 
Selections from the Art and History Trust, 31 March 
1993. 

Platform Presentation: discussion with the actors, 
Larry Yando and David New, in the Court Theatre's 
production of Electra, 28 March 1993. 

Annual Friends Meeting: vote on acquisition to per
manent collection, 21 April 1993. 

Chicago Day: annual celebration of the city's cultural 
institutions, with hourly tours of the collection, 2 May 
1993. 

Mostly Music Concert: Stuart Rosenberg and Friends 
performed traditional, ethnic, and chamber music, 9 
May 1993. 

Public Information assistant Jessica Clark paints the faces of 
young museum visitors during the annual Family Day, this 
year co-sponsored by the Orient al Institute Museum, 27 
June 1993. 

Members' Event: day-trip to the Milwaukee Art 
Museum with a tour of the exhibition, Uncommon 
Ground/Uncommon Vision: The MichaelandJulie Hall 
Collection of American Folk Art, 5 June 1993. 

Family Day: annual open house with events designed 
for family participation, co-sponsored by the Oriental 
Institute Museum, University of Chicago, 27 June 
1993. 
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Education 

Educational programming and outreach, both continuing and new, from 1 July 1992 through 30 June 1993. 

Museum as Educator 

Chicago Audiences 

During the 1992—1993 academic year, the Smart 
Museum played an increasingly important role in 
educating local schoolchildren in visual literacy. In 
addition to leading 68 single-visit school tours (1,457 
students) through the Museum's galleries, docents 
also worked with 450 students (5th and 6th graders) 
who participated in the Docent for a Day program, 
funded by The Sara Lee Foundation. Nine local 
schools (14 classes) participated in the five-week pro
gram that included in-class slide presentations, five 
museum visits, and final student presentations. The 
program is designed to teach students the skills nec
essary to look at and understand art. This first year's 
efforts were met with enthusiasm by teachers, stu
dents, and parents, reinforcing the Museum's belief 
that working in depth with a smaller number of stu
dents is ultimately more rewarding than trying to 
reach large numbers superficially. 

University Audiences 

This year the Smart Museum received a three-year, 
$143,000 grant from the Andrew W. Mellon Foun
dation. The money from this grant is designated to 
support projects that will encourage greater use of the 
Museum's permanent collections by the University's 
faculty as part of their ongoing teaching and research. 

The first Mellon project took place in April when 

Professor Li Ling, a noted specialist in the fields of 
archaeology and paleography from Beijing (Peking) 
University, led a workshop at the Smart Museum 
demonstrating to graduate students of Professor 
Edward Shaughnessy, Department of East Asian Lan
guages and Civilizations, how to make rubbings (ink 
squeezes) of the Museum's collection of inscribed ora
cle bones. Though rubbings are the preferred method 
of reproducing these inscriptions, the technique is 
rarely taught in this country. The workshop was not 
only a valuable experience for University students but 
will also render the Museum's collection of oracle 
bones more accessible to other scholars. 

Ongoing Programs 

Student Tours: designed to complement school cur
ricula and increase visual awareness, thematic tours 
of the permanent collections are offered to school 
groups; tours include: Art in Context, The Portrait, 
Art of Our Time, Mythology, and Narratives in Art. 

Art and Music Program, inaugurated in December 
1992 with the Hyde Park Youth Sinfonia, this pro
gram is geared toward Hyde Park Junior High School 
students who listen to classical compositions while 
creating original works of art. Students' works, dis
played in the Smart Museum's lobby, are judged by 
local artists and winners are presented with awards. 

Tracing Themes in Art Program, in collaboration with 
the University of Chicago Laboratory High School's 
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Hard work: Dana Mitroff, Smart Museum docent, works with students from Bret Harte School during one of the Museum 
visits for the Docent for a Day program. 

art department, this project requires students to 
examine and research recurring themes in art as a way 
of studying cultural values and beliefs. The program 
includes an in-class slide presentation by a member 
of the education department, student visits to the 
Museum, and final student presentations on objects 
in the Smart Museum. 

Adult Tours-, regularly scheduled Sunday afternoon 
tours of the permanent collection and special exhibi
tions and monthly lunch hour gallery walks have 
been developed to meet the interests of adult visitors, 
including special interest and senior citizen organi
zations. Last year docents led 49 adult tours through 
the Museum. 

One-Day Smart Museum!Oriental Institute Workshop: 
started in April 1993, this year's collaborative effort 
focused on Persian art from the Oriental Institute 
and the Smart Museums special exhibition, Art of the 
Persian Courts. Included in the day's events were: a 
gallery lecture by Abbas Alizadeh, Research Associ
ate, Oriental Institute; a slide lecture by Elsie Peck, 
Associate Curator of Near Eastern Art, Detroit Insti
tute of Arts; and a gallery lecture by Paul Losensky, 

Ph.D. candidate, Department of Near Eastern Lan
guages and Civilizations at the University of Chicago. 
Future workshops will concentrate on objects and 
issues important to both institutions and will feature 
guest speakers and gallery lectures. 

UC2MC Mini-Art History Series: begun in October 
1992 in collaboration with the alumni association 
UC2MC, this multiple-session course uses the 
Museum's permanent collection and special exhibi
tions to illustrate artistic styles and themes. Though 
focus and topics change annually, for its first season, 
the program's subject was the history and techniques 
of printmaking. 

South Side Partnership: founded in April 1992 with 
a $30,000 grant for planning and technical 
assistance from Kraft General Foods, Inc., the con
sortium of arts organizations links together neigh
borhood schools, arts institutions, and community-
based organizations to share their art with public 
schoolchildren as part of a daily curriculum. The 
partnership, developed by Education Director Kath
leen Gibbons, Was funded in collaboration with Mar
shall Field's Neighborhood Arts Partnerships. 
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And its rewards: after severa l meetings at the Museum and much research and practice on their own, the students of Bret Harte 
School make thei r presentations to an enthusiastic crowd of family and friends. 

Annual Hyde Park Teacher/Principal Meeting, inau
gurated in September 1991, this endeavor introduces 
local educators to the Museum's schedule of special 
exhibitions and new school programs for the upcom
ing academic period, and suggests ways in which 
teachers might integrate Museum visits into syllabi. 

Bi-Annual Teacher Training Workshop: designed to 
familiarize teachers with the Docent for a Day pro
gram, this all-day session trains participants to talk 
and write about artworks and create post-tour activ
ities. 

A.R. T. Meeting and Reception: initiated in October 
1992, this event for Art Resources in Teaching pro
vides an opportunity for Chicago-area art teachers to 
visit the Museum and learn about its collections and 
education programs. Hyde Park area teachers at an informal educational meeting 

at the Smart Museum. 
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Publications 

Published material from 1 July 1992 through 30 June 1993. 

M.F.A. 1992 

Brochure published on the occasion of the annual 
Master of Fine Arts exhibition, held at the Smart 
Museum from 9 July to 30 August 1992. Featuring 
an introduction by Tom Mapp, Director of Midway 
Studios, the aims and achievements of recent gradu
ates Paul Coffey, Kim Kopp, Philip T. Matsikas, and 
Paula Melvin were highlighted in individual artist 
statements as well as the 8 black-and-white illustra
tions of their work. 

The German Print Portfolio 1890-1930: Serials for a 
Private Sphere 

Edited by Richard A. Born and Stephanie D'Ales-
sandro, with an introductory essay by Reinhold 
Heller, "Observations, in the Form of a Survey, on 
the History of Print Cycles in German Art from the 
Fifteenth to the Nineteenth Century," and a histori
cal essay by Robin Reisenfeld, "The Revival, Trans
formation, and Dissemination of the Print Portfolio 
in Germany and Austria, 1890 to 1930." The Ger
man Print Portfolio also contains chapters on each of 
the ten portfolios in the exhibition, which include an 
essay by Robin Reisenfeld, complete checklist by 
Richard A. Born and Stephanie D'Alessandro, and 
illustrations of each print and ephemera page of each 
of the portfolios. Published on the occasion of the 
traveling exhibition of the same title to be mounted 
at the Smart Museum from 5 October to 12 Decem
ber 1993. 159 pages, 233 black-and-white illustra
tions, 10 color plates. 

Joan Brossa/Nicanor Parra. Dir Poesla/Mirar Poesla 

An illustrated catalogue published in conjunction 
with the traveling exhibition Visual Poetry: Brossa/ 
Parra, organized by the Universitat de Valencia and 
the Smart Museum of Art, with prefaces by Ramon 
Lapiedra i Civera and Teri J. Edelstein; essays "iQue 
es poesla, dices...? (What Is Poetry, You Ask...?)" by 
Sonia Mattalla and "Convergencias/divergencias: 
Brossa/Parra (Converges/Divergences: Brossa/Parra)" 
by Rene de Costa; additional contributions by Pilar 
Palomer and Jaime Quezada. The catalogue also 
included reproductions of the visual and textual artis
tic production by both artists, translated into Eng
lish, Spanish, and Catalan. 79 pages, 47 black-and-
white illustrations, 11 color plates. 

Lyonel Feininger: Awareness, Recollection, and 
Nostalgia 

Edited and compiled by Stephanie D'Alessandro and 
featuring an essay, Memories are Rooted in Child
hood Days': Emigrant Identity in the Work of Lyonel 
Feininger," by Reinhold Heller; a checklist of the 
fifty-two prints, works on paper, and carved toys in 
the exhibition; with a selected bibliography of scho
larly sources pertaining to Feininger's life and work. 
Published in association with the exhibition of the 
same title, held at the Smart Museum from 15 
December 1992 to 28 March 1993. 20 pages, 5 
black-and-white illustrations, 1 color reproduction. 
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Sources of Support 

Cash and in-kind contributions received from 1 July 1992 through 30 June 1993. 

Grants 

Institute of Museum Services 
Interdisciplinary Perspectives on the 

Study of Europe, University of 
Chicago 

Marshall Field's Neighborhood Arts 
Partnership-Kraft/General Foods 

The Andrew W. Mellon Foundation 
National Endowment for the Arts 
The Program for Cultural Coopera

tion Between Spain's Ministery of 
Culture and the United States 
Universities 

Parnassus Foundation 
Sara Lee Foundation 
The Smart Family Foundation Inc. 
U.S.-Spanish Joint Committee for 

Cultural and Educational 
Cooperation 

Women's Board of the University of 
Chicago 

Contributions 

Gifts of $1000 or more 

Anonymous (1) 
Bergman Family Charitable Trust 
Feitler Family Fund 
The Richard and Mary L. Gray 

Foundation 
Joyce Z. and Jacob Greenberg 
Jewish Federation of Metropolitan 

Chicago 

Harold T. Martin Trust 
Estate of Warren G. Moon 
Mrs. Edward A. Maser 
Mr. and Mrs. Marshall J. Padorr 
Visiting Committee on the Visual 

Arts 

Gifts of $500-$900 

Amoco Foundation, Inc. 
Mr. Stanley M. Freehling 
The Harris Foundation 
Ms. Loretta Thurm 

Gifts of $ 150-$499 

Alsdorf Foundation 
Mr. Richard A. Born 
Dr. Alan M. Fern 
Dr. and Mrs. Paul Sternberg 

Gifts of $1-$ 149 

Mr. Daniel R. Andrusz 
Dr. Stanton A. Friedberg 
Robert B. and Ronne Hartfield 
Ms. Karla N. Karinen 
National Fine Arts Association, Inc. 
Mr. Joseph P. Shure 

Gifts in Kind 

Anonymous (2) 
Ann Sather Restaurant 
Cordornt'u, Inc. 
Glorious Affairs 

Hyde Park Cooperative Society 
Super Mart, Inc. 

Iberia Airlines of Spain 
Middle East Center 
Mr. G Finer Foods 
Reza's Restaurant 
Rita's Catering 
UC2MC 
WCEV 1450 AM 
WDCB 90.1 FM 

Friends of the Smart Museum 

Council of Fellows and Corporate 
Members ($1000 or more) 

Gaylord and Dorothy Donnelley 
Foundation 

Helen and Jack Halpern 

Sustaining Fellows ($500—$999) 

Mr. T. Kimball Brooker 
Mrs. Edward H. Levi 
Mrs. George B. Young 

Fellows ($150-$499) 

Dr. and Mrs. Basel Al-Aswad 
Mrs. Pamela K. Armour 
E.M. Bakwin 
Mr. and Mrs. John Bauman 
Mrs. Guity Nashat Becker 
Marie Krane Bergman and Robert 

H. Bergman 
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Mr. Walter Blum 
Mr. and Mrs. David L. Blumberg 
Laura and Robert Boyd 
Mr. Philip M. Burno 
Mr. Gerald S. Elliott 
Mr. and Mrs. Alan M. Fern 
Mrs. Willard Gidwitz 
Mrs. Esther G. Glatz 
Philip and Suzanne Gossett 
Mr. and Mrs. Robert Grant 
Mr. Benjamin Gruber and Petra Blix 
Mr. Thomas Heagy 
Randy Lowe Holgate and John 

Peterson 
Marshall and Doris Holleb 
Ruth Horwich 
Mr. Michael Igoe, Jr. 
Robert H. and Barbara S. Kirschner 
Esther G. Klatz 
Mr. Richard G. Kron 
Suzanne E. Larsh, M.D. 
Asher and Vera Margolis 
Ira and Janina Marks 
McKim Marriott 
Mrs. Inge Maser 
Robert McDermott 
J. Clifford Moos 
John and Marilyn Richards 
Mr. Howard J. Romanek 
Dr. Heidi S. Rothenberg 
Susan and Charles P. Schwartz, Jr. 
Mr. Philip Shorr 
Michael Silver and Deborah Lader 
Diane and Louis Silverman 
Dr. and Mrs. Paul Sternberg 
Ms. Loretta Thurm 
Dr. and Mrs. John Ultmann 
Marilyn and David Vitale 
Mr. and Mrs. Arnold Zellner 
Mr. and Mrs. Allen A. Zuraw 

Friends ($15-$ 149) 

Anonymous (2) 
Mr. Rolf Achilles and Ms. Patricia 

John 
Ms. Jean Allard 
Mr. John S. Anderson 
Drs. Andrew and Iris Aronson 
Corinne S. Asher 

Ted and Barbara Asner 
Mrs. Sylvia Astro 
Dr. and Mrs. Alfred Baker 
Dr. Eugene Baiter and Ms. Judith 

Phillips 
Roger and Julie Baskes 
Mr. Don Baum 
John C. Baum 
Murray and Dorothea Berg 
Mr. and Mrs. David Bevington 
Mr. Robert Biggs 
Mr. Patrick Billingsley 
Sidney and Hanna Block 
Sophie Bloom 
Mr. and Mrs. J.A. Bond 
Mr. and Mrs. Wayne C. Booth 
Gretel Braidwood and Raymond 

Tindel 
Mrs. William Brien 
Mr. Alan R. Brodie 
Dr. Catharine S. Brosman 
Joel and Merrie Anne Brownstein 
Carrie Bryan 
Mr. Richard C. Bumstead 
Eleanor and Leonard Byman 
Sol and Lillian Century 
Mr. and Mrs. S. Chandrasekhar 
Tim Child 
Mr. Robert Coale 
Mr. Rodney Cobb 
Lydia Goodwin Cochrane 
Ms. Patricia Collette 
Charlotte Collier 
John and Adela Collins 
Dr. and Mrs. L.W. Coppleson 
Eugene and Sylvia Cotton 
Jane and John Coulson 
Marion and Roger Covey 
Mr. and Mrs. David L. Crabb 
Charles and Irene Custer 
Mr. and Mrs. George H. Daskal, Jr. 
Carol Kreeger Davidson 
Drs. Robert and Josephine Dawson 
Mrs. Edwin J. De Costa 
Ms. Laura S. de Frise 
Dr. and Mrs. Leslie J. De Groot 
Mrs. Joseph R. DePencier 
Mr. and Mrs. Leon M. Despres 
Virginia and George Dick 

Ruth Curd Dickinson 
Catherine L. Dobson, M.D. 
Mr. Leonard W. Dodson 
Bill Drendel 
Mr. and Mrs. Jarl E. Dyrud 
Mrs. Robert Donald Erickson 
William and Norah Erickson 
Dr. and Mrs. Richard Evans 
Sally H. Fairweather 
Dr. and Mrs. Philip Falk 
Charles R. Feldstein 
Emily H. Fine 
Mr. and Mrs. Robert Fitzgerald 
Ms. Ellen Foley 
Mrs. Zollie Frank 
David and Barbara Frankel 
Mr. and Mrs. Paul Freehling 
Mr. and Mrs. Herbert B. Fried 
Hellmut and Sybille Fritzsche 
Mr. Perry Fuller 
J. Getzels 
Mr. Joseph L. Gidwitz 
Mr. Arnold M. Gilbert 
Sylvia Glagov 
Natalie and Howard Goldberg 
Mr. and Mrs. Julian R. Goldsmith 
Helen and Michael Goodkin 
Mr. and Mrs. Marvin A. Gordon 
Mr. and Mrs. Robert R. Gowland 
Dr. Jonathan Green 
Mr. and Mrs. Charles Gregersen 
Georgina Gronner-Cook 
Mr. Leo Guthman 
Mr. and Mrs. Lester Guttman 
Helen Ann Hagedorn 
Neil Harris 
Mr. and Mrs. Chauncy D. Harris 
Jeanine M. Harvey 
Vivian S. Hawes 
James and Barbara Herst 
Joyce Turner Hilkevitch 
Dr. Knox C. Hill 
Mr. and Mrs. George D. Hirsh 
Mr. Seymour Homer 
Ms. Sheila H. Hori 
Ms. Aimee I. Horton 
Clyde and Jane Hutchison 
Mr. Philip W. Jackson 
Ms. Evelyn Jaffe 
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Ruth Elizabeth Jenks 
Mrs. Adele E. Kamp 
Mona and Emile Karafiol 
Mr. and Mrs. Joseph Katz 
Lawrence Kessel 
Barbara and Harold Klawans 
Mr. and Mrs. Dan Kletnick 
Dr. Charles Kligerman 
Irmgard Kilb Kohler, M.D. 
Gwin and Ruth Kolb 
Muriel Kolinsky 
Maurine Kornfeld 
Peter J. Kosiba 
Catherine Krause 
Ms. Louise H. Landau 
Lila Meitus Lang 
Gary T. Lark 
Seymour La Rock 
Mr. and Mrs. Willard Lassers 
Ms. Katherine A. Lathrop 
Ms. Gerry Laurence 
Kendra S. Leindecker 
Dr. and Mrs. Leonard Lerner 
Madeline D. Levin 
Lois Lewellyn 
Robert B. Lifton 
Ms. Gretel Lowinsky 
Mr. and Mrs. Geoffrey Luce 
Ms. Edna Manes 
Sylvia B. M ann 
Margot McMahon Studios 
Martin and Harriet Marty 
Nancy Maull 
Naomi and Evan Maurer 
Georgianna M. Maynard 
Virginia McDavid 
Mary M. McDonald 
George and Jane McElroy 
Eunice H. McGuire 
Mr. Henry W. Meers 
Mr. R.D. Bock and Ms. Renee 

Menegaz 
Mrs. John H. Meyer 
Mr. and Mrs. David B. Midgley 
Mr. Shelby A. Miller 
Mrs. Eugenie R. Mirelowitz 
Elizabeth and Michael Mishler 
Mr. and Mrs. Hans W. Morsbach 
Mr. Charles Mottier 

Nancy Harris Nassey 
Mrs. Bernard Nath 
Susan and Alex Orden 
Mr. and Mrs. Franklin Orwin 
Mr. Henry Otto 
Dr. Jane H. Overton 
Mr. Douglas Patton 
Charles and Melanie Payne 
Mr. and Mrs. Max S. Perlman 
Mr. and Mrs. Lester C. Pertle 
Peter Butterfield Art Services 
Mildred Peters 
Eleanor P. Petersen 
Mildred Othmer Peterson 
Pamela Pfrang 
Gloria C. Phares 
Robert and Rita Picken 
Dr. Louise L. Polak 
Dr. and Mrs. George H. Pollock 
Eugene Pomerance 
Alfred L. and Maryann G. Putnam 
Max and Sheila Putzel 
Ruth G. Ramsey, M.D. 
Mr. Charles Range 
Mr. and Mrs. James M. Ratcliffe 
Dr. and Mrs. Christen Rattenborg 
Mrs. Else Regensteiner 
Lisa Kearns Richardson 
Ms. Anne Rorimer 
Joan and Homer Rosenberg 
Mrs. Leona Z. Rosenberg 
Mr. and Mrs. Samuel R. Rosenthal 
Dr. Maurice J. Rosenthal 
Ernest and Mary Rosner 
Morris and Rochelle Rossin 
Mr. and Mrs. Edwin A. Rothschild 
Dr. and Mrs. Frank Sherwood 

Rowland 
Donald and Janet Rowley 
James Rubens 
Wallace P. Rusterholtz 
Carol and Leo Sadow 
Judith Sagan 
Mrs. Margaret R. Sagers 
Ms. Lucy L. Salenger 
Laura Satersmoen 
Dr. and Mrs. Nathan Schlessinger 
Mrs. Bea Schneiderman 
Raye R. Schweiger 

Mrs. Robert L. Scranton 
Lewis S. Seiden 
Mary Kelton Seyfarth 
Ms. Margaret Shanahan-Moore 
Ilene and Michael Shaw 
Gordon and Constance Shneider 
Mr. and Mrs. D.F. Shortino 
Ethel Shufro 
Joseph P. Shure 
Frank L. Sibr, Jr. 
Ms. Rita M. Silveri 
Mr. and Mrs. Marvin Simon 
Mr. Melvyn A. Skvarla 
Allen R. Smart 
Glenel M. Smith 
Thomas E. Snell 
Mr. and Mrs. Walter H. Sobel 
Bamboo Solzman and Eli Lewis 
Max and Helen Sonderby 
Mr. and Mrs. Eric Sonneman 
Mrs. Janice Spofford 
Mrs. James D. Staver 
Mrs. Jeane Stiefel 
Marjorie Stinespring 
Dr. and Mrs. Francis Straus, II 
Mr. and Mrs. Helmut Strauss 
Mr. Elliot Sussman 
Zena Sutherland 
Mr. and Mrs. Theodore M. Swain 
Beatrice W. Swartchild 
Dr. and Mrs. Martin A. Swerdlow 
Mrs. Gustavus F. Swift 
Mr. and Mrs. Steven A. Taylor 
Dr. and Mrs. Joseph Teegarden 
Mrs. Richard Thain 
Stephen and Marcia Thomas 
Mrs. Manley Thompson 
Paul N. Titman 
Harry and Marjorie Trosman 
Fidelis and Bonnie Umeh 
R.B. and Vi Uretz 
Ms. Edna V. Vanek 
Lillian Wachtel 
Anthony P. Waring 
Dr. Nancy E. Warner 
Mr. and Mrs. Roy I. Warshawsky 
Ms. Nathalie Weil 
Susan Wein 
Florence G. Weisblatt 
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Betty Weiss 
Mr. James M. Wells 
Dr. and Mrs. Jesse K. Wheeler 
Ralph E. Wiggen 
Grace and Arnold Wolf 
Michael Preston Worley 
Donatta Yates 

Donald Youngs 
Mr. and Mrs. Paul Yovovich 
Mr. Steven Zick 
Mrs. Sara Zimmerman 
Sylvia Ziontz 

D O N O R S  T O  T H E  C O L L E C T I O N  

Anonymous (3) 
Estate of Walter Blair 
Lawrence B. Bu ttenwieser 
Mr. and Mrs. Howard C. and Ila H. 

Church 
Gerhard L. Closs 
Eda Easton 
Norman Freehling 

L E N D E R S  T O  T H E  

Anonymous (2) 
Rolf Achilles and Patricia John 
Mr. and Mrs. Robert Barnes 
Henry and Gilda Buchbinder 
Henry Cohen 
G.U.C. Collection 
Julius and Harriet Hyman 

T H E  U N I V E R S I T Y  
V I S I T I N G  C O M M I  

Robert H. Bergman, Chair 
Anne Abrons 
Mrs. James W. Alsdorf 
Pamela K. Armour 
Dodie Baumgarten 
Frances Blair 
David L. B lumberg 
Janet Cudahy 
Georgette D'Angelo 
Gail M. Elden 
Gerald S. Elliott 
Sally H. Fairweather 
Robert Feitler 
James R. Foster 
Stanley M. Freehling 
Marshall B. Front 
Allan Frumkin 
Mrs. Henry K. Gardner 
Adele B. Gidwitz 

Stanley M. Freehling 
Friends of the Smart Museum 
Goldman Asset Management, Inc. 
Joyce Z. and Jacob Greenberg 
Mr. and Mrs. Lester Guttman 
Philip Hanson 
Mizuno Itsuko 

C O L L E C T I O N  

Michael S. Hyman 
Ronald B. Inden 
Estate of Kelvyn G. Lilley 
The Mary and Earle Ludgin 

Collection 
The Robert B. Mayer Memorial 

Loan Collection 

Marshall J. Padorr 

Corporate Matching Gifts 

Amoco Foundation, Inc. 
Centel Corporation 
IBM 
Illinois Bell Telephone Company 
The John D. and Catherine T. 

MacArthur Foundation 

Professor Emeritus William H. 
Kruskal 

Richard Light 
Lewis and Susan Manilow 
Jean Reed Roberts 
Marcia and Granvil Specks 
Dorothy Vogelsburg 

Carol Prins 
Marcia and Granvil Specks 
Edwin D. Stains 
Mr. and Mrs. John N. Stern 
John L. Strauss, Jr. 
John and Ruth Ultmann and Family 
Naomi and Richard Vine 

O F  C H I C A G O  
T T E E  O N  T H E  V I S U A L  A R T S  

Helen Fairbank Goodkin Mrs. Marshall J. Padorr 
Michael J. Goodkin Thomas J. Pritzker 
Leo S. Guthman Mrs. Thomas J. Pritzker 
Mrs. Daggett Harvey Claire Prussian 
David Craig Hilliard Gordon S. Prussian 
William J. Hokin Laura Campbell Rhind 
Mrs. Leonard Horwich Franz Schulze 
Richard Hunt Joseph R. Shapiro 
Patricia Doede Klowden Joseph P. Shure 
Mrs. Frederick T. Lauerman Edward Byron Smith, Jr. 
Julius Lewis Barbara W. Stackler 
David S. Logan John N. Stern 
Mrs. Harold T. Martin Mrs. Paul Sternberg 
Mrs. Robert B. Mayer Stanley Tigerman 
Mary M. McDonald Allen M. Turner 
Helen Harvey Mills Mrs. Thomas S. Tyler 
Ruth S. Nath James Nowell Wood 
Hubert G. Neumann Mrs. George B. Young 

52 S M A R T  M U S E U M  B U L L E T I N  

S M A R T  M U S E U M  B O A R D  O F  G O V E R N O R S  

Richard Gray, Chair 
Elizabeth Helsinger, Vice Chair 
Ann Jensen Adams 
Mrs. Edwin A. Bergman 
Robert H. Bergman (ex officio) 
Richard A. Born (ex officio) 
Catherine Brawer 

Ellsworth Brown 
Robert Feitler 
Alan Fern 
Stanley M. Freehling 
Jack Halpern 
Joan Harris 
Neil Harris 

Ronne Hartfield 
Randy Holgate 
Nancy Maull (ex officio) 
Robert S. Nelson (ex officio) 
Raymond L. Smart 

S M A R T  M U S E U M  S T A F F  

Richard A. Born, Acting Director, 
Curator 

Rudy Bernal, Chief Preparator 
Stephanie D'Alessandro, Assistant 

Curator 
Paul A. Dembowski, Reception 

Supervisor 
Azisti Y. D embowski, Reception 

Supervisor 
Kathleen A. Gibbons, Director of 

Education 
Zachary Hunter, Security Supervisor 
Felix Lambert, Security Supervisor 

(through January 1993) 
Bruce Linn, Registrar 
Jessica L. Rose, Administrative 

Assistant 
Rachel Rosenberg, Public Informa

tion Officer and Membership 
Coordinator 

Priscilla Stratten, Operations Man
ager 

Interns 
Nicole Avril, Education 
Kenneth J. Kocanda, Registrarial 
Craig Newsom, Preparatorial 
Britt M. Salvesen, Curatorial 
Lilianna M. Sekula, Curatorial 
Gavin H. Witt, Development 

Office Assistants 
Kelly Black, Administration and 

Education 
Jessica Clark, Public Relations 
Gabrielle Pak, Administration 
Vipula M. Patel, Education 
Nicole Simpson, Education 

Student Guards 
Vassilis Athitsos 
Amy Aukerman 
Ronica Bhattacharya 
Monica Bradshaw 
Kathleen Britt 
Vincent P. Byrne 
Scott W. Campbell 
Joe D. Campos, Guard Captain 
Jennifer Cash 
Laura N. Clewett 
Morgan Delagrange 
Aimee Ellis 
James M. Hamilton 
Timothy Howington 
Zachary J. Hunter, Guard Captain 
Jennifer L. Locascio, Guard Captain 
Denise Mustafa 
David R. Pehlke, Guard Captain 
Jenny Lynn Pfister 

David Pyle 
Shami Shenoy 
Andrea Taylor 
James F. Tracy 
Noelle Wenger 

Volunteers 
Helen Halpern 
Joseph P. Shure 
Michael Worley 
Agnes Zellner 

Docents 
Nicole Avril 
Betsy Barnett 
Sheree Fogel 
Susan Funkenstein 
Anne Kenny 
Dana Mitroff 
Andrew Moore 
Marco Spino 
Helene Sroat 
Wanda Turks 
Aileen Wang 
Noelle Wenger 
Cecilia Yu 
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