
Issues Raised 
By 'Under Fire' 

By RICHARD BERNSTEIN ., )•·_;_ _______ __,.... __ _ .. A side from the "war is heh" 
" · tradition, there are, it 

· could be said, two kinds of 
· war movies. One is grand 

adventure; it is war as an 
-;.,• ··arena for passion, heroism, patriot
S~~:- ism and, as it often happens in the 

movies, romance. The other is war as 
1 v<"a test Of moral fiber, as an individual 
:. : " proving ground where decisions have 
\ immediate and fatal consequences. 
);11';·~ Most war movies contain elements of 
, ~ ·!Joth and so does "Under Fire," a cur-
: 1 'rent and controversial example of the 
i I :: genre. P£om its opening scenes in 
, I ;:. . Chad, where guerrilla troops with ele
! : phants are attacked by a helicopter 
: t , .. ;gunship painted as a terrifying mask, 
: ! ; ~·:under Fire" is filled with scenes of 
; : ~ · combat, coarse language, exotic lo-
. , cales, guerrilla encampments, and 
• ; t_wo people falling in love - with, in 
! l ~short, much of the action and ro-

mance of revolutionary war. 
i! . ·" · But the movie is far more about 

fatal consequences than it is about ad
venture. It tells the story of three 

• • • American journalists who lose all 
. ' .. 'semblance of professional detach
:: ;r._ment as they become progressively 
. l caught up in the 1979 Nicaraguan civil 
· • 'War that ended in the overthrow of 
;-=t"'" ~astasio Somoza Debayle and his 
, · replacement by the leftist Sandinis-

·· tas. 
; ·· The film's central theme comes in 
~. '',~ the form of a dilemma. Two of the 
'..::. :American journalists are brought by 
-:. ':"' the Sandinistas to a· guerrilla en

campment when~ they are promised 
they will be able to take the first-ever 

~·•:photographs of one Rafael, an elusive 
~:and charismatic leader who bears 

wore than a coincidental resem
blance to Che Guevara. Rafael, how
ever, is dead, and the guerrillas, to 
maintain their· momentum toward 
victory - and to discourage the 
United Strates from sending more aid 

,~o the Somoza regime- need to per
tf suade the world that he is still alive. 
_., After some wavering, the journalists 
"J, agree to make a fake photograph 
rr:showing Rafael, surrounded by lieu
'. tenants, appearing to direct the revo
~·": lutionary war from his headquarters. 
'" The journalistsare convinced that the 
· fake photograph will help to hasten 

the revolutionary triumph and to re-

Richard Bernstein is United Na
tions bureau chief for The New York 

.i.T-imes and is a former foreign corre
•. spondent. 

duce the bloodshed. In this particular, 
extraordinary situation, they believe 
that the truth must be sacrificed to 
some higher purpose . 

In the end, the lie backfires disas
trously. One of the three Americans 
dies as a result. Photographs of the 
guerrilla encampment end up in the 
hands of Somoza's national guards
men, helping them to murder many 
of the revolutionaries, the very people 
the journalists wanted to help. The 

. two surviving journalists emerge a 
bit sadder and wiser even as the 
movie ends with the triumphant entry 
into Managua of the Sandinistas. 

Given the current situation in Latin 
America, it seems very likely that the 
choice made by the journalists will be 
hotly disputed by some who see the 
film. For one thing, there is the ques
tion of political judgment. The film 
portrays the Sandinistas - against 
whom the United States Government 
is supporting a guerrilla war - in a 
favorable light, as idealistic and 
handsome youths fighting for the 
cause of liberation, not hardbitten 
and ruthless Communists. 

Second, there is the question of 
journalistic ethics. Journalists are 
familiar with the way in which emo
tions can interfere with objectively 
reporting the facts. "Under Fire" 
shows that dilemma in extreme form. 
Is it justified to throw over the truth 
altogether in order to serve a political 
end? Can the journalist under any cir
cumstances join forces with those he 
is supposed to be covering? The ques
:tions are complex and difficult. But 
the film is unambiguously sympa
thetic to the choice that the journal
ists make. Despite the act of treach
ery to journalism and to the truth, de
spite even the disastrousness of its re
sults, "Under Fire" encourages the 
viewer to feel that the commitment to 
the revolution was so true-hearted 
and well-intentioned that it was the 
only morally acceptable choice. 

Filmed in Mexico on an $8 million 
budget, "Under Fire" was directed 
by Roger Spottiswoode, produced by 
Jonathon Taplin, and written by Clay
ton Frohman and Ron Shelton. Nicke 
Nolte stars as Russel Price, a cele
brated and amazingly daring maga
zine' photographer. Gene Hackman 
and Joanna Cassidy co-star as the 
other American journalists. Ed Har
ris appears as an entirely amoraL 
American mercenary who drifts from 
war to war fighting for whoever will 
pay; Jean-Louis Trintignantisacyni
cal businessman and double agent 
who, like the mercen~ry. has con
Continued on Page 10 

A musical adaptation of Sophocles' Oedipus at Co/onus 
in a version by Robert Fitzgerald 

Adapted and directed by Music composed by 
Lee Breuer Bob Telson 

starring 
Morgan Freeman, Isabell Monk, Carl lumbly, 

Clarence Fountain and the Five Blind Boys of Alabama, 
J.J. Farley and the Original Soui"Stirrers, 

The J.D. Steele Singers, The Institutional Radio Choir 
., with 

: ' Sam Butler, Robert Earl )ones, jevetta Steele, Martin Jacox, 
, Willie Rogers, Kevin Davis, Butch Heyward, The Bob Telson Band 

Costumes by 
Ghretta Hynd & 

Alison Yerxa 

Set by 
Alison Yerxa 

Sound by 
Otts Munderloh . 

Lights by 
julie Archer & 
AI ison Yerxa 

· Produced by the Brooklyn Academy of Music, · 
in association with Liza Lorwin and the Walker Art Center 

November8-20 
Tuesdays thru Saturdays at 8pm Sundays at 2pm and 7pm 

Thursday, November 10, at 7pm 
$20, $10 

LUCINDA CHILDS. 
~&.._l~r ,_,.~ .. _.~ • .._,,, 
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Uolwrl Jo((rey, Artistic Director 
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Today! Mat. & Evg. 

Today at 2:00 

Petrouchka 
Parade 
Clove Kingdom 

Nov. 3 
Thurs. Eve. at 8:00 

Nov. 5 

Suite Saint.Saens 
Love Songs 
Rodeo 

4 

Tonight at 7:30 

Dream Dances 
Five Brahms Waltzes 

in the Manner of 
Isadora Duncan 

Round of Angels 
The Green 'Dible 

Nov. 2 
Wed. Eve. at 8:00 
Dream Dances 
New Forsythe Ballet 

(World Premiere) 
Rodeo 
Section! 1. 2 & :J Snld Out 

Nov.4 
Fri. Eve. at 8:00 

Light Rain 
New Forsythe Ballet 
Cakewalk 

"Rarely has 
the company 
been in such 
peek form:' 

-Kisselgoff, 
New York Times 

For Information Call 
(212) 246-8989 
City Center Theater, 131 W. 55 St. 
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tempt for both sides. 
'Under Fire'· such as the famous Commander Zero, 

Eden Pastora Gomez - who in their 
four years of power have aligned 
themselves with Cuba and the Soviet 
Union, suppressed free trade unions, 
curbed their country's best newspa
pers, indefinitely postponed earlier 
promised elections, and forced thou
sands of Miskito Indians to flee into 
Honduras. 

Producer Jonathon Taplin, explain
ing the origins of "Under Fire" said 
that the film reveals an existential di
lemma: to act or not to act. "We're 
talking about a classic movie situa
tion." he said. "In 'Casablanca,' we 
want to know if Humphrey Bogart 
will make a commitment or will he sit 
on the fence. Here we watch Nick 
Nolte's character move from cyni
cism to some sense of commitment." 
Mr. Spottiswoode put it this way: 
" 'Under Fire' is about the complex
ities of journalism, about journalists 
coping with the difficulties of being 
objective and yet having feelings and 
sensibilities about their subjects." 

Mr. Taplin said that the origins of 
the film came some four years ago 
during the early stages of what has 
become an ongoing reexamination of 
the Vietnam War. "I became fasci
nated with war correspondents," he 
said." At the end of the Vietnam War, 
a lot of books were being published,
that showed a new type of corre
spondent, young guys who were ac
tion junkies, guys who just had to be 
at the next war and were always tak
ing chances. I came to see these peo. 
pleas new heroes." 

Mr. Spottiswoode and Ron Shelton, 
one of the two scriptwriters, made a 
trip to Nicaragua itself, where, they 
said, they talked to joumalists, 
toured the country and addoo a num
ber of anecdotes to the script. Among 
them: a young Sandinista and lover of 
American baseball who could pitch 
grenades with uncanny accuracy into 
the midst of government soldiers. Mr. 
Shelton said that the young man died 
during the war but not in the way 
shownin " Under Fire.'' 

As a portrayal of the band of report
ers, photographers and others who 
wear bush jackets and jeans and 
roam the world's trouble spots, 
"Under Fire" is believable. To be 
sure, there are moments when re
porting a war seems a good deal more 
romantic and easier than it really is. 
The most extraordinary action is al
ways blowing in the path of Nick 
Nolte who often seems to be about the 
only photographer on the scene. But 
never mind that. When Gene Hack
man, deciding to go to cover the story 
in Nicaragua, tells Joanna Cassidy, 
"It's a neat little war with a nice 
hotel," he reflects, with due self-

Box Office Opens Tomorrow 
REMAINING TICKETS EOR THE ENTIRE SEASON 

mockery, something very true in the 
mentality of the television age war 
correspondEmt. War is where the ac
tion is in journalism. It helps to make 
careers. 

In "Under Fire.'' war reporting, to 
begin with, is just a job, a largely 
technical task. In this sense, the di
lemma posed in "Under Fire" re
flects a genuine problem in the real 
world. The journalistic technician 
has feelings, too. How he should deal 
with them, how he should react when 
people are being killed and he wants 
it to stop, are not easy matters to de
cide. 

Is the -commitment made in 
"Under Fire" the correct one? "We 
don't excuse it," Mr. Taplin said. 
.. We show all of the horrendous conse
quences of it. One of the things that 
I'm proud of is that we show all of the 
gray areas. We don't really let any
body off the hook.'' 

Yet, even with the gray areas, 
"Under Fire" seems to make s'ome 
implicit political judgments that are 
likely to stir debate. The film por
trays the Somoza government and all 
that have anything to do with it as vil
lainous or, at best, stupid; the Sandin
ista revolutionaries are, by contrast, 
charismatic, courageous and com
mitted. It is difficult to quarrel with 
the venality the film shows of the 
Somoza government, but its depiction 
of the Sandinistas is another thing. 
This, after all, is the same group -
except for a few notable defectors 

In this sense, "Under Fire" seems 
to grow out of the tradition of such 
other recent movies as "Missing," 
particularly in its tender-hearted 
sympathy for guerrillas fighting 
right-wing dictatorships, and its too
facile seduction by the romance of 
revolution and revolutionaries. 

-- . 
At the very end of the film, the 

photographer, looking at the parades 
of Sandinistas entering Managua in 
triumph, says, "I would do it again." 
It is doubtful whether many would 
agree with that judgment. Recent his
tory, after all , has provided a good 
deal of evidence that Marxist-Lenin
ist revolutions, however nice they 
may sound in theory, generally tuin 
into very nasty totalitarian states 
once they succeed. Perhaps, if 
" Under Fire" had included an epi
logue hinting at what has happened 
after the Sandinista takeover, the 
film would not leave the impression 
of the revolutionaries as simply 
youthful idealists. That way, too, the 
consequences of the journalists' deci
sion - which, after all, was to aban
don journalistic ethics in favor of an 
Intentional lie- would appear in fllll 
tragic dimension, rather than as, at · 
most, simply a well-intentioned and 
understandable mistake. • 

IN DECADES TO COME, THEY'LL 
STILL BE TALKING ABOUT THE NEW 

BEC TTPLAYS 
"STUNNING THEATRICALITY! IT SEARS OUR MEMORY! WE ARE 
TRANSFIXED BY THE INTENSITY OF THE ARTISTIC VISION! DAVID 
WARRILOW IS SUPERB!" -Mel Gussow, N.Y. Times 

"3 NEW BRILLIANT JEWELS BY BECKETT. IMPLOSIONS OF 
THEATRICAL GENIUS! THESE PRODUCTIONS, DIRECTED BY ALAN 
SCHNEIDER ARE DEFINITIVE FOR OUR TIME. YOU HAVE TO ACCEPT 
A GIFT OF GENIUS!" -Clive Barnes, N.Y. Post 

"MESMERIZING! SAMUEL BECKETT IS OUR GREATEST LIVING 
PLAYWRIGHT!" -Douglas Watt, N.Y. Dally News 

"MASTERPIECES! AS POWERFUL AS ANYTHING YOU'RE 
LIKELY TO SEE THIS YEAR!" -Michaet Feingold, VIllage Voice 

"SAMUEL BECKETT IS UNQUESTIONABLY THE GREATEST 
PLAYWRIGHT OF THE SECOND HALF OF OUR CENTURY!" 

-John Simon, New York Magazine 

"HAUNTING! MY IMAGINATION WAS SPELLBOUND!"· 

"THE THREE LATEST PLAYS BY 
THE WORLD'S GREATEST LIVING 
PLAYWRIGHT ARE BEAUTIFUL 
AND HAUKTING IN THE 
FXTRl=MFI" - W•una.l ow onn V.nlho Col• 

-Edith Oliver, The New Yorker 

' 

t 
I 

l 
.I 
j 

I 

'" ! 
I ' 
f I 

! 



~ 
~ 
~ 
~ 

~I 

sticks 

tY 
~ 

" 3 
l983 

·ica 
YC 

:H 

'an 
10022 

t .s 

OPENS TUESDAY 
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MASTER 
PRINT: 

AMERICA 
SINCE 
1960 

Works by Albers, Bailey, 
Barnet, Bartlett, Bos
man, Diebenkorn, Dine, 
Estes, Francis, Fran
kenthaler, Johns, Moth
erw e ll, Old e nberg , 
Rauschenberg, Rosen
quist, Rothenberg , Rus
cha, Schnabel, Stella, 
Thiebaud, Warhol, Wes
selmann, and others. 
Catalogue with prices on 
request. 

Associated 
American 

Artists 
663 Fifth Ave. (52·53 Sts.) 
NYC 1 0022 Mon. -Sat. 1 0-6 

. (212) 755-4211 
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pie. (The rededication of the gallery 
on Tuesday is in recognition of the 
Bishop's contributions to the museum 
over many years.) , 

The mural was mounted by Prof. 
George Stout, of the Fogg Museum at 
Harvard, who was assisted by Wil
liam Todd of the Rom staff. They 
used a paistaking method invented by 
Professor Stout and described in Mr. 
Curelly's book. 

The surface of each block was cov
ered with vinyl acetate, heavy paper 
and cotton cloth for protection. Then 
the four inches of clay from the tem
ple wall was removed with hand 
grinders and sandpaper until only a 
thin layer of the original paint was 
left. Each piece was backed with 
vinyl acetate and pre-shrunk canvas 
and put in a powerful press built to 
apply "tons of pressure." When the 
pieces were dry the cloth and paper 
were removed with spirit. The 80 can
vas backed pieces were fastened with 
vinyl acetate to 80 pieces of mahog
any chip masonite and returned to the 
press. The masonite was backed with 
canvas and painted with some ground 
clay in vinyl acetate so both sides of 
the masonite were exactly the same. 

The painted squares were · then 
mounted on the gallery wall by hang
ing theqt on a grid ma,de of mahogany 
strips and sliding them together to 
form the whole picture. The grid al
lowed a passage of air to flow behind 
the paintings to create similar atmos
pheric conditions on both sides of the 
great painting. 

• 
~ years later, in 1936, Mr. 

Curelly purchased two more temple 
paintings similar in style from a well 
known dealer, Mr. Tanaka of the firm 
of Yamanaka and Company. The 
paintings are called ''The Lord of the 
Southern Dipper" and "The Lord of 
the Northern Dipper." Both are enti
tled ''Homage to the First Principle" 
and are about lO'h feet high and 34 
inches wide. They originally graced 
the walls of a temple in Shansi prov
ince in the same area as the one that 
housed the "Maitreya Paradise." 
They ¥E! believed to have been 
painted by the same artists, although 
a signature was never found. 

According to Elizabeth Phillimore, 
the director of the renovation project, 
the two paintings, which now adorn . 
the east and west walls of the Bishop 
White Gallery, did not arrive in 
blocks"like the "Maitreya Paradise" 
but in long sections rolled up like 
paper scrolls . 

Fortunately, Mr. Tanaka also had 
two sets of remarkable photographs, 
one showing the paintings on the tem
ple walls, the other showing how they 
looked after they had been cut into 12 
panels, mounted on cloth scrolls and 
extensively inpainted, These proved 
to be invaluable during the restora
tion process, making it possible to 
compare the reconstructed areas to 
the originals, which the conservators 
at the ROM were trying to re~;reate.. 

Although .all of Ya:iriiinaka"'s 
records • of the paintings were de
stroyed during World War II, it is al
most certain that the paintings were 
cut in blocks from the temple walls in 
China and sent to Japan. 

"Somewhere in Japan," said Mrs. 
Phillimore, "they had cut the paint
ings and faced them with shellac, 
which discolored the paintings. Then 
they stripped the clay off by submerg
ing them in water. The paintings 
were then stuck onto paper and cloth 
and rolled up on poles and shipped to 
New York. All this," she added with 
concern, "caused incredible dam
age." 

The Japanese attempted to repair 
the damage with overpainting but 
this resulted in what Mr. Curelly de
scribed as the "J apanesing" of many 
faces. 

When Mr. Tanaka came to the mu
seum and saw the "Maitreya Para-

Chinese Murals 
dise" in place, he recognized the 
similarity to his own paintings, each 
of which represented a procession of 
celestial beings moving at a leisurely 
pace through an ethereal place to pay 
homage to the Buddha of the future. 
They had been taken from the east 
and west walls of a temple and fit per
fectly with the "Maitreya Paradise." 
It was as if they were made for each 
other. 

Mr. Curelly wrote that when Mr. 
Tanaka saw the " Maitreya Para
dise" in place he " was so much im
pressed with the importance of keep
ing these things together, so that 
there might be in America one com
plete representation of what these 
early temples were like, that he of
fered the two to us at an extremely 
low price, which he said was what 
they had cost. When these arrived, 
Todd was able to handle them himself 
and we now have one of the most im
pressive groups of paintings I have 
·ev-er seen." 
· . The two smaller paintings are Tao
ist but have iconogrpahic features 

mixing Taoism with Buddhism. The 
west wall procession is grouped 
around three central figures: the 
Jade Emperor in the center, Lao-tzu, 
the founder of Taoism to his left and 
the Empress of Heaven to his right. 
These are balanced by nine officials, 
representing the nine stars of the 
Southern dipper and various astrolog
ical figures. 

The east wall procession is also 
grouped around three main figures, 
the Yellow Emperor, Heavenly Em
peror and the Empress of the Earth. 
These are balanced by personifica
tions of cosmic phenomena repre
senting the Northern dipper and the 
Five Planetary Deities. 

To complete the authentic temple 
atmosphere of the Bj.shop White Gal
lery, seven wood images dating from 
the 12th to the 14th centuries are on 
exhibit. Like. the murals, the statues 
are all from Shansi and have histories 
Ml of mystery and intrigue, some of 
which were related in Mr. Curelly's 
book. Accorcl4lg to him, most of the 
statues were sold by starving monks. 

One of these transad:ious nearly 
caused the death of two men. It is 
typical of the corruption and cbaa; of 
that period in the 1920's wben so omdl 
of China's art was lost to foreigneis. 

After troops of the Shansi warlord 
bad taken an available food and win
abies from tile mooks in a cenain 
monastery (tbe exact one is un
known), the IllODks seut an agent to 
inform George Crofts, a collector who 
bad been asked bv ~fr. Curellv to ob
tain objects for the ROM. thai out of 
desperation they were ready to sell an 
ancient statue of great value. Mr. 
Crofts sent his agent with o:lODeY to 
buy the statue, but as soon as the 
transaction was completed the war
lord seized the statue and condemned 
both agents to be executed by a firing 
squad. The monk's agent saved his 
own life by surrendering the money to 
the warlord, but Mr. Croft's man bad 
to face the firing squad. When they 
reached the execution grounds Mr. 
Croft's man, with the little money he 
had left, bribed the firing squad to 
shoot over his head. According to Mr. 
Curelly, ''he was put against a wall, 
the rifles rang out and he dropped, 
and that night he and the firing squad 
stole the statue from the warlord. So 
we got it after all." B 
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ART VIEW 
GRACE GLUECK 

A Show on Cubism 
Stresses Affinities 

' 

With Writers "C ubism is a necessary reaction [to impres-:! · sionism] that wil.l gi~e rise to great works, 
'" whether people llke 1t or not," wrote Gml-

laume Apolllnaire in 1911, complaining 
about the hostility with which the new 

movement had been greeted in Paris. "I will go even fur-
ther, and say that Cubism Is the most noble undertaking 
in French art today." . 

Apollinaire, an innovative poet, an influential art 
critic for several newspapers, and master of ceremonies 
of the Parisian avant-garde before World War I, was not 
speaking lightly. The chief theoretician and promoter of 
Cubism, he was responsible for the meeting, in 1907, of 
Braque and Picasso, who became co-creators of the 
movement; he helped organize the Cubist Room 41 at the 
Salon des Independants in 1911, he was an editor of the in
fluential Cubist review, "Les Soirees de Paris" (1912-14), 
and he publicized Cubism through lectures and writings. 
What's more, a "poet rooted in painting," as the arts his
torian Roger Shattuck has described him, he wrote lyri
cal verse akin to the pictorial structure of Cubism, in that 
it sought to express in language the simultaneous multi
plicity of events and views that the artists conveyed on 
canvas. 

Aptly, the presence of Apollinaire pervades the en
grossing two-gallery show, "Cubist Prints/ Cubist 
Books," uptown at Aldis Browne Fine Arts, 1018 Madison 
Avenue at 78th Street; downtown at the Franklin Fur
nace, 112 Franklin Street (through Dec. 3). His big, beefy 
face is seen, at Aldis Browne, in three arresting etchings 
by Louis Marcoussis, one of the rpajor Cubist prlntmak
ers. In the earliest of the three (1911-12) - and the only 
one done from life- Marcoussis celebrates the achieve
ments of his friend the poet in a geometricized rendering 
that presents him simultaneously in full face and profile, 
pointing to a stanza of verse from his famous poem, 

Jean-Emile 
Laboureur's 
illustration 
from "Petites 
Imagesdela 
Guerre," 1917, 
in "Cubist 
Prints/Cubist 
Books," a two
gallery show at 
Aldis Browne 
and Franklin 
Furnace. 

"Zone," with words that float in the background from the 
titles of his major wqrks. And downtown at Franklin Fur
nace, we can see printed copies of his literary produc
tions. They include his second volume of poetry, "Calli
grams, Poems of Peace and War"(1913-16), in which un
usual typography and random order are used to suggest 
instantaneousness , and his treatise, "The Cubist Paint
ers "(1913), a book of "esthetic meditations" on the · 
movement he helped actualize. 

· But, although Apollinalre serves as a kind of symbol 
. of the deep affinity between artists and writers In the 
Cubist movement, the exhibition is by no means centered 
on him. Assembled by Donna Stein, a scholar of Cubist 

. material (and co-author of the catalogue for "The Cubist 

<"'(' 

t~~ ~· :;;.:.;.•;,~ 

"The chief theoretician and promoter of Cubism, 
Apollinaire was responsible for the meeting of 
Braque and Picasso." (Grace Glueck) 

............................... 
, entirely from the collection of Sanford and Vicki Weiss, a 
New Jersey couple who in the past few years- with the 
gallery's help- have built up a fine Cubist print collec
tion. It actually starts with the first Cubist print, "Stand
ing Nude" (1907-08), by Georges Braque, an etching in 
which a nude less curvaceous than - well, triangula· 
cious, represents a rather crude attempt to apply the ab~ 
stracting principles of Cezanne to a female figure. The 
influence of Cezanne is also seen in a drypoint by Picasso 
of 1909, "Still Life With Compote," a rearrangement of 
one of Picasso's own paintings, in which recognizable 

' still life elements are geometricized on a surface rhyth~ 
mically broken up by crystalline light. 

• • • Picasso's own particular poet friend was the humor-
ous fantasist Max Jacob, in whose prose poem, "Saint 
Matorel," a young man is converted to mysticism and 
then sainthood. Picasso did four etchings for the Jacob 
book, published by his dealer, Daniel-Henry Kahnweiler, 
in 1911. They were the first real prints done in Cubism's 
early Analytic style (in which motifs were "analyzed" by 
assembling different views of them on a flat surface). All 
four are here; the most complex and "advanced" shows 
Mademoiselle Leonie, mistress of the hero, seated in a 
chaise longue. Her fractured body is simultaneously ren
dered from every conceivable aspect; it sits sideways on 
the couch to form a lively, balanced composition of 
planes and angles and arcs. (At FrankHn furnace we see 
the published version of the poem.) 1 

By early 1909, Picasso and Braque were closely in
volved in the meeting of minds that was so decisively to 
affect the course of 20th-century art. Each was commis
sioned in 1911 by Kahnweiler, whose dedicated support 
was one of the chief factors in Cubist print production, to 
make a large print, and the two, working together at 
Ceret to advance their new discipline, produced similar 
drypoints on still life themes. In Braque's "Fox," a 
strong pyramidal composition is produced by the disposi
tion of linear, broken-up objects- bottles, saucers, ciga
rette packs, playing cards- along with letters and num
bers, on a table top. Picasso's "Still Life With Bottle, or 

Print," a touring show that began at the National Gallery ---~ Bottle of Marc" builds up the same elements in more 
of Art in Washington in 1981), "Cubist Prints /Cubist painterly fashion, and where Braque's composition is 
Books" is the first in New York fully to survey the work strictly frontal, Picasso's angles slightly toward the 
of the Cubist prlntmakers, along with the books they right. Aside from the graphic pleasures provided by the 
produced, and drawings, posters, magazines, mono- works, they are perfect examples of Analytic Cubism. 
graphs, catalogues and so forth relating to Cubism and They also provide examples of Cubism's own refer-
its creators. The aim is to point up printmaking - close entiallanguage, developed as much from private associ-
to Cubism because of its linearity- as one very signifi- ations, "In" jokes and literary material as from tradl-
cant aspect of the bustling Cubist activity. And the show tiona! and public sources. As pointed out by Miss Stein, a 
is also meant to give us an Idea of the bonding between close reader of Cubist iconography, Braque's use of the 
the painters and the poets; Including, besides Apolli- word "Fox," for instance, refers to the name of an Eng-
naire, Andre Salmon, Blaise Cendrars, Pierre Reverdy, lish-style bar on the rue Amsterdam frequented by Apol-
Max Jacob and Raymond Radlguet. linaire and his friends. And she also speculates that the 

The items on view at the Aldis Browne gallery are Continued on Page 35 
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GALLERY VIEW 
MICHAEL BRENSON 

"Elegy to the Spanish Republic," in the Motherwell retrospective at the Albright-Knox 
Gallery in Buffalo through Nov. 27-He divides the art community into two camps. 

Why Robert Motherwell 
Provokes Diverse Opinions 

·A· s much as any living artist, Robert Mother
well divides the art community into two 
camps. For some he is a modernist master, a 
major figure of Abstract Expressionism, 
someone whose bulbous, suspended, splat-

tered forms have expanded the possibilities of abstrac
tion and art In general. For the pro-Motherwell camp he 
is also a voice, perhaps the most eloquent spokesman for 
a heroic approach to art that was mocked and repudiated 
by post-Abstract Expressionist generations. 

There are others, however, for whom Mr. Mother
well is almost antipathetic. They do not believe in the im
portance of his work, feeling his artistic reputation is due 
more to his polemical than his pictorial gifts and to his 
association with a group of painters whose direction they 
think would not have been one bit different without him. 
Far from considering him a positive voice, this camp is 
distrustful of his propensity for big terms like tragedy, 
metaphysical void or the self, and the license for waxing 
poetic such terms have glv~n generations of curators and 
critics. 

The traveling Motherwell retrospective, at the Al
bright-Knox Art Gallery in Buffalo through Nov. 27 (it 
will arrive at the Solomon R. Guggenheim Museum in 
December 1984), may not settle the dispute but it should 
define once and for all the Issues. The exhibition, selected 
by Douglas Schultz, acting director and chief curator of 
the gallery, is a good size- 92 work$. The full range of 
the artist's work is here: the saturated areas of color, the 
grids, the reflections on painting and the Spanish Civil 
War, the collages composed with pieces of his life, the ab
stract ideograms intended to register joy and doubt and 
dread. 

• • • Mr. Motherwell's background is by now well-known. 
He was born in the state of Washington in 1915. He stud
ied art briefly in California when he was very young, then 
specialized in philosophy at Stanford University and as a 
graduate student at Harvard. He lived In France in 1938-
39, returning in 1940 to take art history cdl.lrses from 
Meyer Shapiro at Columbia. Mr. Motherwell was the 
youngest of the Abstract Expressionists, the last one to 
devote himself to painting (beginning about 1941) and the 
only one not to have had a solid traditional art formation. 

Mr. Motherwell is an exceptionally literate man. He 
has been an editor, a teacher, a writer and a lecturer. 
"More than any other painter," he is "the historian of the 
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New York·School," painter and art historian Wi\liam C. 
Seitz has written. The references that pour out of1the art
ist's interviews and writings include Mozart, Beethoven, 
Goethe, Mallarme, Baudelaire, Kierkegaard, Joyce and 
the Spanish poets Alberti and Lorca. There can be no 
question about Mr. Motherwell's passion for art or his 
ability to communicate that passion with words. "What a 
mysterious thing it is," he has said of art, "exhausted 
and inexhaustible." Like few other artists, what he says 
can inspire one to open a book or put on a record or pick 
up a brush. 

The question about Mr. Motherwell concerns .his 
stature as a painter. How this question is answered is 
likely to depend on how one understands his work in the 
context of Abstract Expressionist goals and values. Like 
the other artists of the New York School, a term he is said 
to have coined, Mr. Motherwell was heavily marked by 
Surrealism and Picasso. Surrealism provided the group 
with the technique of automatism and with it an aware
ness of the possibilities of gesture. Picasso provided a 
mythic content and mural scope. Just as important for 
Mr. Motherwell were the surfaces and color of Matisse. 
"When I first saw the work of Matisse," he told Mr. Seitz, 
"1 knew that was forme." 

How such elements were assembled and put In the 
service of a new and dynamic artistic space Is a primary 
concern for any Abstract Expressonist historian or 
critic. It is worth emphasizing here just how important 
the sensation of space was In Abstract Expressionist 
thinking. If artists like Pollock, de Kooning, Newman 
and Still wanted to liberate painting from the centered, 
logically conceived, perspectival, small-scale easel 
tradition, they also wanted to make great painting. Great 
painting and a powerful and distinct sensation of space 
went together. Nobody knew better than they that after 
all is said and done that sensation, like the smell of a lost 
home, Is what endures. 

The first thing to be said then is that the space in 
much of Mr. Motherwell's painting Is not always coher
ent. As a result, despite the eruptions of paint and the 
dramatic Imagery suggesting bulls and caves and moun
tains, the work as a whole seems somewhat disembodied. 
There is a lot of paint and a lot of compelling imagery. 
But since the paint often seems not to belong to the im-

. agery, the works seem split, less an exploration of the 
duality that preoccupied many Abstract Expressionists 
Continued on Page 35 



Rare Chinese Murals Get 
A F acelift in Toronto 

By AUDREY TOPPING 

0 
n Tuesday, the Royal On
tario Museum (ROM) in 
Toronto will reopen an ex
hibition of three extraor
dinary Chinese murals 

from the Yuan dynasty (1279-1368). 
The large religious paintings, which 

· are of tremendous historic and artis
tic value, were reinstalled in their 
Buddhist temple setting, the mu
seum's Bishop White Gallery, after 
undergoing a 2'h-year restoration. 
The extensive conservation project 
has not only restored the paintings to 
their original freshness and mystical 
beauty, but in the process new resto
ration techniques were developed and 
new details about Buddhist iconogra
phy were discovered. 

The fact that these fragile works of 
art are still intact after being torn 
from temple walls in China and put 
back together in Canada is as amaz
ing as the paintings themselves. The 
largest, called the "Maitreya Para
dise," depicts the coming of Maitreya 
(Buddha of the Future). The central 
figure is a haloed Maitreya with one 
hand raised in the position of bestow
ing protection. The Buddha is sym
metrically flanked by a host of celes
tial deities, bodhisattvas and disci
ples. The paintings were originally 
executed in China on clay walls with 
ink and colors ranging from muted to 
brilliant. They are believed to have 
been painted by Chu Hoa-ku, the mas-

Audrey Topping is the author of 
"The Splendors of Tibet." 
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ter religious painter of tlie time, and 
his pupils. 

The "Maitreya Paradise" was fin
ished in 1320. For over 600 years -it 
adorned the north main wall of the 
holy temple of Hsing-hu Ssu in the vil
lage of Hsiao-ning Ts'un in southern 
Shansi province. The temple and 
monastery were founded in 600 A.D. 
by Emperor Wen of the Sui Dynasty. 
The mural was painted under a gable, 
so it slopes down from the top on both 
sides where it originally fit under the 
eaves of the temple roof. (At the peak 
it is 18 feet 11 inches high and 38'h feet 
wide.) 

• 
In 1923, Buddhist monks in the tem-

ple learned that the local warlord, 
who had recently imposed a military 
dictator on Shansi province, had or
dered his troops to march on the vil
lage and pry the heads from the fig
ures of the sacred painting with their 
bayonets. This was sometimes done 
by non-Buddhist rulers because of an 
ancient superstition that the figures 
would come alive at night and haunt 
nonbelievers unless the eyes of the 
painted deities were gouged out. 
· To save their cherished mural the 

monks decided to remove the fres
coes from the walls and hide them. 
They sawed into the hard clay about 
four inches deep and cut the painting 
into 80 pieces, carefully avoiding cut
ting through the faces and other im
portant parts of the mural. Then they 
pried the blocks free, wrapped them 
in cotton cloth, roped two together 
and packed them with straw into 
wooden crates. The boxes were then 
taken by mule cart to a nearby vii-

!age. The main body of monks had nG · 
idea where the hidding place was, so 
no amount of torture by the warlord's 
soldiers could force them to reveal it. · 

• 
Five years later, this story was re-

lated to Charles Trick Curelly, the 
first curator of the Royal Ontario Mu
seum of Archeology, in a Jetter from 
Bishop William C. White, who was the : 
First Anglican Bishop (1909-1934) of 
Honan province and known for his : 
lifelong interest in archeology and : 
Chinese art. The Bishop had learned 
about the hidden painting from an 
English traveler who had been ap. 
proached by the monks of Hsing-hu . 
Ssu temple. The monks said they 
were destitute because the warlord . 
had taken all their food and valu
ables. Mr. Curelly later told of the in:. 
cident in his autobiography, ' ' I 
Brought the Ages Home." ~ 

"The Englishman ·" he wrote "was 
writing to Bishop White to find out if 
he could possibly sell the fresco for 
the monks, as it was now all that 
stood between them and starvation. ·~ 

Mr. Curelly cabled the Bishop to 
buy the y ainting from the monks. 
Later he recorded in his book: " In 
due time the 80 pieces arrived [at the 
Royal Ontario Museum] and as w~ 
had no place for such a large picture 
they were packed away in the base
ment where they remained for sev
eral years." • 

In 1933, the " Maitreya Paradise" 
was installed on the north wall of the 
newly constructed Bishop White Ga~
lery in the museum. The north wall is 
the place of honor in a Chinese tern~ 
Continued on Page 30 

Part of a Buddhist wall-painting now reinstalled in the Bishop White Gallery of the Royal . 
Ontario Musem after a 21!2-year restoration. 


