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There IS no greater privilege for a director of a college art mstltute
than to present the work of a umve�lIy acclaimed artISt. to organize
thIS exhibition under the gUidance of a dlstmgulshed scholar. and to
benefit throughout the months of preparation from advice oHered
by the two Individuals who are most Intimately acquainted with the
artISt's career-his widow and his dealer

The exhibitIon and the catalog WIll serve to acknowledge the

genrus of the artist himself. Alexander Archlpenko's contribution to
20th century art has never been more apparent than It IS within the
context of work being produced today HIs danng experiments with
color. form, and material, and his lifelong willingness to assoCiate con,

ventlon with the constraInts of dogma led him to establISh revoJutlon'

ary new precedents for generatIOns of younger artists to explore,
Professor Joan Marter has brought to thIS project not only a stellar

set of qualificatIOns. but a focus that enabled her to organize a

monumental amount of materral. and to extract from It a fresh new

pOint of VIew, Her eHorts have assured that this exhibition and ItS

catalogue will make a lasting contribution to the literature relating to

sculpture In the 20th century. She was assisted In her efforts by Pris.
Cilia Schwarz. Karl Sandin, and DOfIna Gustafson who. In sharing the

responSibilitIes. also deserve to share the credits
Robert Rosenblum contrrbuted a fascinating statement revealing

the evolution of hIS per'jonal relatIOnship to Archipenko.s work.
Because of Professor Rosenblum's stature within the academic com,

munlty. any personal statement must be viewed as having slgnrrlCance
and Interest to all reader'j, He has become a spokesman for the art

community-his personal observations contain general truths The
Introduction that he wrote establishes the rationale for this entIre

project.
Nicholas J, Capasso conducted much of the research and contrrb-

uted both the entnes on the IndIvidual works of art and the extenSive

bibliography He has furnished resource material that will provide
scholars and the general audIence wIth access to a wealth of Informa-
tron that would otherwise have been extremely difficult to attain.

Frances Gray and Virginia Zabnskle have cooperated with every
phase of thIS project-from- the initial Inception to ItS culmination
Without the\" gUidance and theIr participation thIS project would not

have been possible. Both have a clear and precise understandIng of
the historic significance of Archlpenko's career. Their dedICation to

conveying this to art audiences has guaranteed the scholarly merits of
this project as well as the beauty of the presentatIOn.

The Edith C. Blum Foundation has recogmzed the Importance of
thIS proJect by funding both the exhibition and the catalog, This IS the
third exhibition that this foundation has supported. Its commitment

to the principles by which the Blum Art Institute operates have
thereby been establIShed-to promote the advancement of scholar.

ship In art history, Without the generous support of the foundatIOn.
thIS Institute could not fulfill Its potential nor serve its audience,

The Bard College staff has partiCipated In each task essential to

mountmg a show of this calibre, Each has contributed In some vital

way, 50 that the final product IS the expresSion of the most desirable
kind ofgroup effort I'd like to extend a special expression of gratitude
to the members of this team Ins Kufert. aSSIStant to the dIrector;
Mlrko Gabler. preparator; Lucy Ferriss, director of publications; Tina
Green, director of public relations, Ann Gabler. program develop-
ment associate; Judy Samoff. director of grants. Dick Griffiths. direc-
tor of physical plant. Ed Martin, director of security; Don Bennett,
dining services manager.

Every proJect at the Blum Institute requires. simultaneously, the

vigilance and gUidance of two speCial members of the admlnlstrauon:
Dlmltrr Papadlmltrlou, executive vice president. and Leon Botsteln.
president. and of Wilbur Friedman, chairman of the Board of Over.
seers. AppreciatIOn for their loyal support IS recognized WIth abso-
lute sInCerity.

It IS a prrvllege to have worked with each II'1dlvldual mentioned in
the preceding paragraphs It is my hope that the VISltOr'j to this exhlbl'
tion and the readers of this catalogue will share In my recognition of
their eHorts,

Lmda Weintraub
D/re�tor of the Ins[r[u[e
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6 \"The art of the young Russian. ArchLpenko, who works In Pans,

presses toward a new thing as yet unseen .
ASide from a couple of

very agitated and confusing figures. sculpture has hitherto been only
a melody The works of Archlpenko are harmony-Its �rst chords.\"

With characterrstlc Insight. GUillaume Apoliinalre greeted
Archlpenko's first one-person exhibition In 1912 with this statement.

He perceived that both Neo-Classlclsm and Impressionism. the two

prevaIling sculptural modes, were being suddenly undermined by this
artist who was presenting revolutionary and unprecedented alterna-
tives

Archlpenko devoted his long and produalve career to explonng
the possibilities for creative Invention that were contained In these

early experiments. But what IS even more significant, he contributed
to the sculptural vocabulary new options that have challenged subse-

quent generations of sculptors. To list the Innovations that have been
credited to Archlpenko IS to define many of the unique elements of
20th century sculpture. And yet. It IS perhaps too nlppant to state

that Archlpenko created the sculptural vocabulary of modern art. It
is even mistaken to attnbute to him, as many scholars have done. the
transformation of cubist painting Into three-dimensional form,

Arch'penko was a partiCipant In the pageant of experrmentatlon In

Pans, He arrived there In 1907 from his native Kiev He came formed

by the lessons he had learned as a student in the Ukraine and In

Moscow and Impressed by the examples of art he had observed
there. As a result. the French expenence had to be adjusted to SUit

these predispositions. Indeed. he did not seem to relate as naturally
to the form and content of Cubism as to the revolutionary splnt and

the zeal which charactenzed the movement

One wonders If. had Archlpenko lived In a penod less responsive to

and respectful of change. the honored list of Innovations associated
with his name would have been any less extenSive For Archlpenko.
Invention seemed to be a natural product of thought. not a dramatIC
act of defiance. He believed that those who pursued the known
course were subject to the constraints of dogma-an Intolerable
Interference with artistIC freedom. One reason why It IS Inappropri-
ate to relate Archlpenko too closely with Cubism IS because he felt

that all convention .nterfereq with creative exploration, whether It

was the convention of academic art or the conventions of the avant

garde.
The two penods of greatest Invention for Archlpenko were the

first decade of his working hfe, which cOincided with the CubLst

experiment. and the last. which IS the focus of the current exhibition,
The Intervening years were spent In an effort to rise to the challenge
he had Imposed upon himself In those early years-to explore their
full significance and to evolve a formals)'Stem of thought based upon
their Implications. These inventions encompassed every element of
the art-making process: all matenals, all methods, all possibilities of
texture. form, color. light. space. renectlon, and transparency Each of
these elements will be discussed In the following pages, and their rela-

tionship to Cubism will be suggested The reader IS urged to be mind-
ful of the fact that even when formal aspects of Archlpenko's work
seem to cOincide with elements of the CubISt style Invented by
Picasso and Braque. the onglns and Intentions of these aspects often
differ

FORM
Archlpenko questioned the concept of form that for hundreds of
years had come to be the exclusive concern of sculptors: Was form
limited to the manipulation of solid matter? Archipenko coaxed Into

the sculptor's vocabulary two heretical options. One was the form-
giving capacity of the vOid, the other was concavity, Both brought
Archlpenko's work Into conformity with the Cubist's tendency to

reject the concept of form as being solid, enduring. palpable. and
essentially opposed to the empty and formless space that sur-

rounded It. Instead, form and space were represented as having
shared charaaerrstlcs. They were contingent aspects of physical
reality,

In a sImilar manner, concave shapes define a form that IS absent.
The space that fills the hollow acquires definition and character and
functions actively as an element of the sculpture, ConcaVIty summons

the awareness of what IS not present. and therefore Implies its
Opposite,

Both the vOid and concavity were utilized by Archlpenko to expand
the viewer's consCiousness-because they are Intangible. they served
to propel the viewer Into an awareness of metaphYSical manners of

thought. Archipenko. a son of RussIan parents. attempted to utilize
this expansion by urging It Into a spiritual realm, The Cubist painters,
on the other hand, seemed Intent on expanding the viewer's aware-

ness of the nature of the physICal environment. They scrutinized the
structure of matter and recorded the known, as opposed to the per-
ceived environment. But their concerns rarely extended Into the psy.
chological and�etaphysJcal realms,
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SHAPE
Archlpenko denied Indebtedness to PICasso and Cubism to explain
his frequent use of such elementary shapes as the cylinder and the
cone, He Insisted that he was more keenly affected by Assyrian. Egyp,
tian, Hindu, early Byzantine. GothIC. and JrchalC Greek art than by
that of the Cubists. Use of these basIc geometric forms emerged
naturally out of the Circumstances Imposed by the new matenals out

of which he had begun to construct his art. Sheet metal can only be
bent In two ways, It either produces a cone or a cylinder. This
geometnzation was an inevitability caused by matenal necessity. The
medIum determined the parameters of shape,

Indeed. when Archlpenko's work In other materials IS examined. It

becomes apparent that hIS natural predilection was to explore nuent
lines and swelling curves. This fact may explain why he was obsessed
with the female form throughout his long career, HIs was a mannerISt

style.
Nonethe less, the reduction of subject In his metal work Into ItS ror,

mal elements IS associable with Cubism, In both cases thIS slmplifica'
tlon allowed one shape to serve, simultaneously. as an aspect of two

or more separate objects. A Single unIt could functIOn as an arm, a

neck, or a musical Instrument, background Intermingled with fore,

ground. and the work became capable of being Infinitely reinter.

preted, Although each element can never be known with certainty,
thIS lack is compensated by the fact that It expands to contain all pos.
slbilitles.

The tendency to divide an object Into elements so that It becomes

nonspecIfIC allo'ws the art obJect to functIon. In Archlpenko.s words,
\"as symbol. aSSOCiation and relativity;. Forms become so broadly
applicable that they are capabJe of evoking \"vISions of our ancestr�!
past,\" as well as allowing us to gain access to \"the nebulous future,

Materiality, thereby. transcends Itself In Archlpenko's sculpture.
In contrast. materiality In Cubist painting dissolves Into an array of

molecules occupy,ng Indefinable spatial currents, It sheds Its sub,
stance but seems never to acquire Archlpenko's spiritual resonance.

COLOR
In Archlpenko's pU�Ult of ways to invest .'dead matter\" with '\"a hVlf'lg
soul\" he continually Incorporated new and untradltlonal elements In

his work. One such element was color, which had been banIShed
from sculpture for several centuries. The re,ntroductlon of color

provided the artiSt with an extraordinary expansIOn of creative

OptionS. Essentially. It afforded the means of IncorporatlOg Into sculp-
ture all of the techniques of productIOn and manners of viewIng that
had been the exclusive domain of palOtlng.

Archlpenko employed color. applied In paint to three,dlmenslonal
forms. to produce the IliuSlonlSt,c effects conventionally reserved for

pall\"ltlng. For Instance. paint was capable of visually dissolving form,
thereby dematerlahzlng the surface on which It was placed. At the
same time. paint could suggest boundaries that did not actually exISt,

produCing the IlluSIon of forms eXisting In physical reality, It could
undermine actual spatial locations by Incorporating the Imphed dlS'
tances created out of tone and value. and It could create the IlluSion
of distance whICh competed with the actual placement of forms
within the relief.

These effects related, once again. to the Cubist painters whose

Images dehberately resisted VISual clarrty. Definition and measure

were thought to be deceptive of the actual workings of the physical
universe, The painted Image portrayed the reality of a relativIStic
world, one In which nothing could be known with certainty.

Archlpenko's frank acceptance of the decorative value of color,
however, differentiated him from the Cubists who tended to limit the
palette to monochromatIC effects. They not only neutralized the
color of IndIVIdual obJects. they standardized surface textures, so that
each element wlthm a Cubist composition. by being stripped of ItS

IdentifYing color and texture, lost ItS aSSOCiation with a partICular
object. The Cubist's universe was comprised of homologous unIts. Its
parts were, therefore, Interchangeable and the composite effect,
ambIguous.

In Cubist paintings. the treatment of form was extended and

applied in similar fashion to space. As a result. for Archlpenko and for
the Cubist painte�, the void was presented undlHerentlated from
the matenal universe-both were presented as havang shape, tone
and texture.

7

MrXED MEDIA
This presents a startling contrast to the second lechnlque employed
by Arct'wpenko to Incorporate polychromy Into sculpture. He broke
another respected tradition In Western sculpture by denying Its
matenal unity. Paper mache. glass, wood. metal, wIre. and IUCIte
were all employed In a srngle work of art. Because each matenal was
allowed to retain Its IdentifYing color and texture. the resulting Images
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broke with the monotone appearance of Cubist painting. Archl'
penko's works were bold. ebullient, sumptuous. and vaned

Archlpenko's Intention w� to suggest the In�mte variety he had
observed in life and in nature He attempted to connea art to the
modern enVironment by mirroring its complexity,

REFLECTION AND TRANSPARENCY
Some of the new materials Archlpenko employed were reflective,
contributing to the IndeCipherable merging of objects with other

objects, and between objects and their environment. This quality
was rurther enhanced through the Introduction of transparent
matenals Transparency, like reflection, reduces the materiality of the
work of art; It eradIcates boundarIeS and dissolves silhouettes. In
both of these Instances the effect was comparable to the regularized
vocabulary of forms whICh unified the Cubist surface.

MOTION
These tendenCies culminated in Archlpenko's Invention of Archipen.
tura-a machine that produced the effect of motion. Motion literally
expressed dynamism, a quality Archipenko identified as being an

aspect of all things and the essential truth of the unJVel\"3e. Although
Cubist painting always appears to be shifting-the Images pulsate and
cannot be fixed In space-Archlpenko literalized movement, and

through movement, tIme and the fourth dimension actually enter the
arena of art.

The current exhibitIon will not only present a serres of construc-

tions and reliefs which present masterful examples of each or the
Innovations outlined In this essay, It will also Include a coliectLon of

gouaches, prints. and drawings These two.dimenSlOnal works of art

provide a fascinating IndICation of how Archlpenko. having explored
the posslblhtles of expanding the sculptural vocabulary to Include
color, mIxed matenals, reflection, transparency, and motion, reap-
plied these lessons to his two-dimensional works. These pieces are

equally pioneering. In them Archlpenko creates the lumInosity. the
sense of rnterlor spaces, the feeling of parts being constructed out of

independent units. the contrast between tangible and optical reali-

ties, and the sense of growth and change which have become
hallmarks of Archlpenko's style In freeing himself from preconceIVed
Ideas about art, Archlpenko also broke the boundaries of expecta'
tlon that each viewer brings to the art experience. In examining a

work of art by Archtpenko, the visual sense is expanded so that not

only is more seen, but things are perceived more deeply. It is easy to

succumb to Archipenko's own edict. HIS work, he says, IS \"Dedicated
to every mother. to everyone who is In love and suffers from love, to

everyone who creates In the arts and in science: to every hero, to

everyone who IS lost In problems: to everyone who kno'vVS and feels
Eternity and Infinity.\"

Linda Weintraub



NOTES ON

CLEOPATRA

Nobody could have been more surprised than I when. In 1979, In

the midst of my regular gallery rounds. I looked In at the ZabriskLe
Gallery to check dutifully and, I hoped. qUICkly an exhibition of late

sculpture by Archlpenko. My expectations could hardly have been
lower, All art. historical catechisms had taught us that Archlpenko
entered the dramatic story of the making of modern art way back In

the heyday of Cubism and Futunsm when. for a decade or so, he had
been an audacLous Innovator who could put a hole In the middle of a

solid bronze sculpture, who could confound the medium of poly'
chrome painting with that of low rehef, who could flout sculptural
traditions by adulterating his works with such alien materials as glass
or Wire, But we had also been taught that If Archlpenko himself lived
to be a senior Citizen. dYing In 19641 at the age of 77, the longevity of
hIS art was another matter. Presumably. his artistIC energy burned
out fast, like that of many of hIS rebel contemporanes born In the
18805. and the products of his later decades would Inspire nothing but
embarrassed yawns, regrets. and averted eyes. This pattern of a

meteoric flash and echpse was a familiar one In our assumptions
about many early 20th-century artists who seemed to exist for only a

few brilliant year'j. usually Just before, dUring, or after the First World

War, and who then were written off the holy tablets of art history
Sometimes. as In the cases of Bocclom, Marc, and Duchamp,Villon,
they actually lost their young lives In the Great War. but In terms of
the later history of art. had they gone on living and working. It might
have made hardly a difference. or so It seemed In the case of the later

reputation of survlvo� like Sevennl or Archlpenko,
But contrary to such prejudIced expectations, an enormo� poly-

chrome relief by Archlpenko-some seven feet wide-stopped me In

my tracks. By all conventions, everything about It was wrong. It was

executed In 1957, at a time when all our attention was supposed to

be directed toward Abstract ExpresSIonism, and to the beginnings of

Johns and Rauschenberg; It was made from the most synthetic,
looking matenals. from a sleek woodgrain finish to a stili sleeker bake.
lite surface that conflicted with the organic, rough and ragged tex,

tures of most high art of that decade: and It employed a vocabulary
of smoothly looping, boomerang shapes which Interlocked with

JIgsaw-puzzle precIsion and whICh evoked an ind�tnal manufacture
completely antagonistIC to the prevailing taste for the handmade and
the irregular. And as a final blow, It had the oddest subject.
Cleopatra. who we may have thought expired with the Orlentalrst

9

fantasies of the 19th century, but who here seemed reborn, a weirdly
plastic creature who reclined voluptuously on a full.length couch.
beside what appeared to be a trapezoidal tray of Jewelry. and who

contemplated her anCient beauty In a trompe l'oeIl mIrror that

startlingly protruded above the upper frame.
From any angle, this Imposing relief Jarred against every preconcep-

tion about what was good or bad art: but It nevertheless had the kind
of grand-scale, stubborn presence that refused to go away and that
could perhaps re'enter the history of art In other, more surpriSing
ways, For one thing. I began to realize that CleopOlra Intersected the
19505 not through the familiar paintIng and sculpture of that decade.
but through the broader domain of a period style in the decorative
arts. In fact, the new post-war design of the 19505. with Its fusion of
clean. synthetIc materials. glossy surfaces. and the pulsating contours

of belated Surreahst blomorphs as frozen by laminated wood. bake.
lite. or wIre tracery, IS encapsulated and Inventoried here. The ghosts
of spindly Ohvettl desks. of the 1951 Festival of Britain. of free-form
coffee tables, of those French lamps. neon Signs. and coat hangers
that Invaded space with linear mazes of sharp. but ductile rhythms-
such visual memOries hover over Cleopatra and give It the kind of
period nostalgia that the later 20th century has been cultivating In an

ever,more retrospective View of a century that once seemed only to

face the future. but that now looks very much to the past.
It IS exactly this kind of rearrangement of historICal attitudes and aes-

thetiC preferences that now. 10 the 19805, IS begInning to make It posSI'
ble to look freshly. from what might be called a post'Modernist View. at

quantIties or 2Oth,century art that had been swept under the carpet
by the relentless forward dnve of Modernism. Nothing has benefited
more from this new refusal to accept the fixed values of the earlier
century than the later work of those modern maste� whose
relevance to the ongoIng story of modern art was thought to have
stopped abruptly In their youth. Even Plcasso's late work, once

scorned by the majority of senous PlCassophiles. has become. 111 recent

yea�. the object of new passion and dIScovery; and this story IS

repeated In the enthusiasm elicited by the late work of such Iong,lrved
masters. once thought artistically short, lived. as Chagall, PlCabla. and
deChlrico. Here. as IS often the case ., the story of drastic shifts of
taste. It IS the younger artISt who leads the way The free-floating fanta,
Sles of Clemente, for example. make us see the late work of Chagall
with newer, more sympathetic eyes: the see.through superpoSitions of
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reahst drawings on abstract grounds in the work of Polke or Salle give
the late P,cab,a a new lease on life; Warhol's variations on deChinco's
own late variations and rephcations of his early work add new dimen-
Sions to the Chinese, box fascination of the reproduction of reproduc'
tions; and so It goes with Archipenko\"s Cleopocro too. For surely. this

species of plastic temptress. a sex'goddess from an extraterrestnal
machine world. rather than being dead and buried with the 19SOs. has
been resurrected In the work of such younger painte� as Jedd Garet.

FIGURE I

CLEOPATRA, (REPOSE) 1957
Wood, bakehte. polychrome
38 x 8-4\"
Collen Ion: Frances Afchlpenko Gray
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who populates his Neo-Surrealist spaces with a progeny of slickly,
contoured. featureless humanoids that might have stemmed from
Cleopatra's own loins. As. always. nevv art changes old art; and it would
seem that in the 1980s. Archipenko'slater work may mak.e many artists
and spectato� rub their eyes with wonder. For me. at least. Cleopolra
has already become a roadblocking challenge that reshurnes the past.
present. and future of what happened in 20th-century art.

Robert Rosenblum
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JJU THEMES AN��RIATIONS

I. ARCHIPENKO IN RETROSPECT
Alexander Archlpenko (1887 ,1964) was one of the greaL sculptural

IOnovators of the early twentieth century. I Plastic dlscoverres he
made during the CubISt penod sustained him through five decades of
creative activity. In hIs Jate years the sculptor again surged forward
with fresh Inventions that were both the culmination of his hfelong
commItment to modernist pnnclples, and fully realized personal
VISionS of great power

It IS the productIOn of his later hfe, particularly polychrome reliefs
and related works on paper, that IS the focus of this exhlbttlon While
the majOrrty of these works were exhibited dunng the artist's life,
time, some examples have not been published previously, In addition,
retrospective exhibitions of Archlpenko's sculpture have not given
special conSideration to the multl,medla constructions of the 19505
and early 19605, The 1957 reliefs In polychrome wood and bakehte
found a difficult receptIOn when they were first shown. The bravado
of expressive line, VIVId color, and bold texture of his 1960s gouache
and Ink r.gure studies also proved too shocking a contrast to the
reductlvist abstractions of those years. 1 However. these works are

now being presented as examples of Archlpenko's late style that can

be recognized for their speCial character within the artlst's oeuvre.

The last decade of the artlst's career has already been acclaimed as a

\"penod of greatest Inventiveness\") to parallel hIS first decade of sculp'
tural actIVIty. The late rehefs. sculpto-palntlngs, related drawings. and

pnnts included In the current exhibition bear out this assessment.

Archlpenko allowed his creative Investigations to come full CIrcle-to
form a stnklng link with his earliest polychrome sculpto.palntlngs.

If these works are now receiving the recognitIon that they merit.

changes In aesthetic sensibilities are one reason; recent art hlstoncal
revIsIonism in the assessment of late works by modern masters IS

another (Pablo Picasso, Georgio dl ChIrico. and FrancIs PlCabaa have
received similar studies). Archlpenko's late works also offer new pos,
Slblhties for the Interpretation of his entire artistic productIon: for thIS

sculptor has often been described as a Cubtst. and has been assessed

mostly on the basIs of the formal Innovations of his early years. While

Archlpenko is Justifiably acclaimed for his first multi-media constroc,
tlons and his fresh explorations of sculptural mass and space, his later

years are also rich with achievements of a very personal nature that
cannot be defined In terms of a single stylistIc Idiom.

II

Archlpenko's art transcends purely formal conslderatlOf1s. although
the sculptor was deeply sensitive to the properties of color, line,

shape. and texture. late In his hfe he spoke about the spiritual basIs of
his art

Flrsl or all It should be slaled that In spIte orlhe dlverssty m the
characcer of my works. no mtelleccual or dogmatIc rules lIe at

lhe foundafton of my art Fundamentally It IS spmrual, and
evolved from [he universal creatIve law perceIved through
expenences fhrs law compels me [0 explore [he unknown and
[0 mvent a way [0 (Ix It rn new forms I believe that the whole
evolutIon of art and mvemlOns IS based exclusIvely on the
matenal fixatron of [he unknown. as a consequence of our

aHamment of causes m the metaphysIcal realm. �

There are many cultural sources for Archlpenko's creative produc-
tion He was a Ukrainian by birth. and remained Indebted through-
out his career to the spIritual values and visual effects found In the

ByzantIne culture of his youth. He had a strong affinity for Egyptian.
Gothic. and pnmltlve art that co.exlsted with the Innuence of
modernist styles like Cubism and FuturISm. HIs art was also deeply
Informed by perional experiences. Born .oto a Ukrainian family In

whICh the grandfather was an Icon.maker and the father was an

englneer/inventor. Archlpenko approprrated aspects of both these

callings for hIS art. He sought eternal values-the ntuallstlc art of

gIVIng form to the spIritual In the tradition of the creators of Icons.

Archlpenko was also IIwentlve-glvlng dynamic expression to con.

temporary life. experimenting with Industrial materials and found
obrects within the aesthetics of modernism,

This sculptor was a man of his time. rejecting the outworn class I,

Clsm that survived IntO the twentieth century, While he IS known for
actIvely Introducing spatial volumes Into sculptural compositionS.
even this fundamental element of his sculpture-his use or space-Is
associated with the splntual realm.

Archlpenko was born May 30. 1887 In Kiev. Ukraine. Russia. At age
thirteen he was Injured on his bicycle. and while confined to hIS bed
for many months he copied drawings by Michelangelo The fact that
his grandfather was an artist and his father a professor of englneerrng
at the Unlverilty of Kiev had major Innuence on his course of study as

a youth. Archlpenko took as his model Leonardo da VinCi, who was

both artist and Inventor, While he enrolled In art school to study
painting and sculpture. he never lost sight of the sClentlrlC basIS for the
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study o( all forms in nature. Hildebrandt altributed Archipenko's
Interest in experimentation and his '\"keen sense for the essentially
mathematICal proportion of things\" to his (amily background.!.

Archipenko studied at the Academy of Art in Kiev. but he was

(orced to leave In 1905 after he criticized the conservative academi-
Cism or his Instructors. The rollowlng year the young artist went to

Moscow where he parllCipated In some group shows and saw an

exhibition or French Impressionists lhat helped mOlivate him to go to

PariS, 6 After the Ukrainian youth had established himselr in Pans In

1909 '
.

he proceeded to reject the most favored sculptural styles of
the period, including the work or Auguste Rodin. Formal instruction
al the Ecole des Beaux,ArlS lasled only two weeks before he left to

learn sculpture by direct study of examples In the Louvre. His lirelong
interest In polychromy and anatomical styhzations was manifest at the
outset by his preference ror Egyptian. archaic Greek. and early
Gothic works.

Archlpenko's firsl sculptures. In their stress on solid mass. showed
the impact of another source. the art of the ancient Americas. While
in Paris he set up a studio in Montparnasse where he was soon

producing three-dImensional works wIth an emphasIS on active con,

tours. By 1912 the lwenty-rive-year-old artist had opened his own art

school. and had come under the Innuence of the Cubists. The col,

lages of Picasso and Braque were important to Archipenko's creation
of the first construction in painted matenals. Medrano I Ouggler) that
included glass. metal and wire (Fig, 2).8 These multi, media construc,

tlons. as well as the related sculpto-paintings in painted plaster, were

also closely related to the Techmcal Mamfes[o of FU(ur/S[ Sculplure
published by Umberto Boccionl In 1912. 9

Other innovations of this period included the opening up or the
volumes of lhe sculpted figure. the reversal of convex and concave

elements. as well as the piercing of sculptural mass. All of these
Cubist-related abstractions caused controve� when they were first
exhibited. Archipenko Joined the Section d'Or group In Paris in 1912.
and in the same year he began to receive international recognition
for his achievements.

Beginning in 1910 Arch£�8nko submitted his sculptures to the Salon

deslndependants. and to lhe Salon d�utomne from 1911. By 1913 the

sculptor was included in the.Armory show in New York. the Herbst-
salon in Berlin. ahd the International Post-Impressionist exhibition in

Budapest-Io During the following year the sculptor showed one of his
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most renowned constructions. Medrano It,ll and was exhibited as a

Russian Futunst In an International survey of Futunst art In Rome.'2
The variety of the sh0W5 In which he partiCipated. as well as the diver,

sity of locations. suggest the vibrancy of Pans as a center for the Inter,

national avant'garde while Archipenko was developing a personal
direction for his art. Painters and sculptors came to the French caplLal
from many European countnes to explore vanous approaches to

abstraction. Thus in the decade after his Initial arrival In Pans, Lhe

sculplor gaIned recognition for his art, exhibited widely. InslruCLed
other young artists. and developed some of the sculptural Innova'

tions that were to sustain him up until Lhe final creative years,
Having spent the war years in Clmlez. a suburb of NICe, In 1918

Archipenko undertook an ambitious tour of European cities: In SWlt'
zerland. England. Belgium. and Germany he exhibited his art. In 1920
a large 5010 exhibition of his work was included In the Blennale E xhlbl'
lion In Venice. He married Angelica Bruno,Schmltz, a German sculp'
tor. in 1921. and moved to Berhn where he opened an art school. In
the same year. Archlpenko's growing recognition In the United Slates
was marked by his first one,man exhibition In this country, organized
by the SOCiete Anonyme (the first Museum of Modern Art) In New

York.1) and the publication of a monograph by Ivan Goll that was

sponsored by the same institution.

By 1923 Archlpenko had moved to the United States, and opened
an art school in New York City. The next years were producLlve ones

for the arList, He established a summer art school In Woodstock,
New York in 1924. This program conlinued until the end of his hfe In

nearby Bearsville, where he had purchased thirteen acres In 1929.
After his arrival in this counLry Archlpenko set to work on his

Pe/ncure Changeonle (or Archlpencura). a motorized work that

produced variable images in sequence (Fig. 3). The artist was granted
a patent In /927 for this kinetic invention that he dedICated to

Thomas Edison and Albert Einstein. In 1928 Anderson Gallenes held
a one.man exhibition of the artist's sculptures. ceramiCS. s<.ulpto'
paintings. paintings. and drawings. Included In lhe catalogue for this
exhibition was the artist's own description of Archlpencura.'4

In his discussion of this Invention. Archipenko presented his ideas
for a personal aesthetic that combined the scientific with the emo,

tlonal. Designating Archlpenrura \"an emotional creation. reflecting. by
means of a new pictorial method. that phase of real life which cannot

be rendered by means of static painting:' he also called his invention

FIGURE ]
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\"the concrete union of painting with time and space:\" S The sculptor
recalled that his Medrano of 1912 was an early attempt to record
actual movement III a work of art, but this \"animated paintIng\" did
not achieve the desIred goal. In Germany In the early 19205 he
became Interested again In the problem of dynamISm In modern art,
but It was only In New York begInning In 1924 \"

In the atmosphere
of one of the most up-to-date cities in the world-that I succeeded:'\"

Confirming his declaration that Archlpencura IS \"a superror form of
art, containing within It life Itself, since It paints energy:'17 the other
works In the 1928 show did not parallel this kinetic piece In Inventive'
ness. One of the more stnklng examples to be Included, however,
was Woman of 1923 (Plate I-�) that had been purchased by Kather.ne
Dreier, presIdent of the Societe Anonyme. Other than this construc.

tlon In varIOUS metals. most of the sixty sculptures shown were In the
traditional matenals of bronze, marble. and ceramiCS, as were onglnal
plasters Intended for casting These works are IndicatIve of

Archlpenko's style In the 1920s and later years. Whrle some of the

sculptural innovations of the teens continue In the following decades.
there are generally more classicallY-Inspired nudes. and few
abstracted frgures or constructed examples. The drawings of the
middle years of Archlpenko's career were In the manner of

Michelangelo, harkening back to the copies he made of the Italian

master's sketches as a youth
While Archlpenko became more concerned with classical purity

and elegant surfaces in his middle years. the artist began to lecture

widely on theories of creativity, and thus mamfested that his personal
Inventiveness. and his desire to link art with the laws of nature, never

slackened,
After the restrained elegance of the 19305 and 1940s, hIS use of a

vartety of Industrial materials and his affinity for dazzling polychromy
burst forth in a final dlspJay of virtuosity during the last decade of his
life. From the early 19305 until the 1950s he lectured and taught art at

numerous colleges and universities throughout the United States and

Canada,I8 After the death of his first wife, Angelica. In 1957. Archl-

penko married Frances Gray. a sculptor and former student. In 1960,

During the same year, mal1)' of the Ideas that he presented on crea-

tiveness were finally published at length In his book Archlpenko. FIfty
CreatIVe Years.I ' In this substantive volume were illustrated many of
the ImpressIve polychrome rehefs and sculpto'paintings of the

Immediately preceding decade whICh were Juxtaposed with con-

structed examples from the PanSlan period. The accompanying text

provides a key to the Interpretation of both, Archlpenko wrote:

Early In my career. In the first. decode o{rhe cencury. I came to

the concluSIon tha[ [he SplrtlUal pcrwer o{ a work of art IS de,
nved mostly (rom the me[aphysscal realm. [hat the greatest
dl((tculty lIes In the (tXO[lon of the corre!a[lon o{ abs[racr wI[h
moterlal realIty Together [hey muse evoke psychokJgKal and
emo(lonal reactions. [he more [he betrer. In order [0 hf[ the
crea[or,artlst and specwtor Into (he realm of the sublime 10

In other sections of this text. Archlpenko summarized some of the

principles of creativeness that he had presented frequently In Illus-
trated lectures, He declared:

The artls[ knows tha[ 01/ crea[l\\� causes w/[h,n him are ant,

ma[ed by cosmIC dynarrnsm whIch changes (heIr combinatIOn
(0 become [he abstraClton 0( mo[[er or [he Concre[lon o(
abs[racr (orces.1'

In seeking the Inventive, the sculptor notes that this can be
assoCiated with nature's process of perceptual transformatIOn from
one thing to another, For Archlpenko, therefore. the artmaklng act

was analogous to universal creatIVeness. He believed there was a

continual evolutionary process that brought together COsmiC ener-

gies with all matter, and that the artISt was able to draw Ideas from a

COsmiC creative force. HIs work IS exemplary of this concern to Join
together the spIritual and mater-al realms.

II. THEMES AND VARIATIONS
Archlpenko's work of his last years IS the culmination of the hfelong

urge to create, and an embodiment of his personality, Many factors
account for the form that his art was to take, Including his Innate

creativity, the events of his life. and his continuous search for an

appropriate form of personal expression,
The artist was keenly aware that he was cntlCized for the lack of a

signature style. but he defended his approach to artmaklng:
My dl�rsl[Y has often confused those attICS who look (or per,
sonallry In the seereoryped productIOn, whIle my personalIty IS

charactertzed by permanenr change 21

It IS this continuity of change that can be explored through several
themes In Archlpenko's art-the standing figure. the rechnlng figure.
sculptural groups and fragments, and the still life-and the variations
he made of ftlem throughout his career. The major portion of the



,

artISt's production eschews naturalism for various forms of abstrac-
tion. In addition to modernist approaches to the analysis of the forms
of nature, the artist's Ukrainian heritage seems relevant to thIS aflinlty
for abstraction. In the Ukraine there were Indigenous cultures dating
back to the Neohthlc perIOd: there were abstractions charactenzed

by the Interplay of line and mass. For subsequent cultures In this area.

various precious metals were utilized in the creation of works of art

With the arrival of the Byzantine era there was an emphasIs on the

rhythmic repetition of line, and the use of dazzling color, All of these
cultures have some Importance to Archlpenko.

In examining the artist's firjt sculptural works that he produced
after comll'\\g to ParIS, It IS possible to dIStinguish his affimty with the
art of pnmltlve peoples (the ancient Americas and elsewhere) as well
as the folk art tradition of his native country. His youthful experience
watchIng works of the Greco-Scythian era being unearthed on

archaeological digs In the Ukraine gave Archlpenko an early aurac,

tlon to the art of the anCient world, Sources for his early work can be
found in archaiC Greek sculpture, In the anCient Idols that were to be
dIScovered 11\"1 the Ukrall'1e. and In the Afncan. Oceanic. and Meso.
Amencan artifacts found 111 French museums. A great eclectic. the
artISt was able to recast all of his source material Into the develop'
ment of a pe�onal idIOm,

An examinatIOn of his works In this show will also Indicate the COUl1'

terpolSe that the artist achieved between the very old and the most

recent. He was attracted to the FuturISts and their attempts to

represent the dynamISm of the modern era. In addition to his Inven,

tion of a machine for changing a plctorlalmage. Archlpenko Incorpo.
rated electric light Into his sculpture while expenmentlng with such
new matenals as luCite and bake�te. and he eventually attached a

motorized base to hIS sculpture to achieve actual motion (see Revolv,

mg Figure. Plate I-B). The sculptor hoped to bring the scientific and

technological advancements of his age to visual form. He sincerely
belIeVed that the domains of the artISt and the SCientist were not so

far removed from one another. and sought the universal pnnclples
that united both.

Sculpto-palntlngs and polychrome reliefs form the major portion of
the current exhibitIOn. and these works seem entirely representatiVe
of Archlpenko's oeuvre. In addition, these works make appropriate
examples for conSideration or the artist's variations on a particular
theme. The sustained Interest In multi' media re�ef constructIOns by

15
the artist attests to the srgnlficance that he attached to these works.
In fact. Archlpenko. In an essay of the 19205, wrote that he considered
the sculpto.patnungs to be hIS most significant achievements. U

Vanatlons on the subJect of the standing female frgure. for example,
were often realized In sculpto'palntlngs which Archrpenko Invented In

191o! and defined as \"a new character of art. due to Its specific Inter-

dependencies of relief. concave or perforated forms. colors. or tex.

tures,\"2 4 The artist felt that this artform was more adaptable to

artistiC InventIOn than traditIOnal painting and sculpture. The Integral
quahtles of form and color were not only well-realized,\" these works.
but sculpto'palntlngs were unlike prevIous relief sculpture In the hiS'

tory of art because of the use of new technICal means and materials.
Michaelsen has stated that the artist made almost forty sculpto-

paIntings before 192.0, 2 � Another concentration of these works

appearj In the late 19505, Archlpenko viewed these works as the
most approprrate means of JOining color with form. and Since the
artlsL was a majOr advocate of polychromy 10 sculpture. thIS unity of
the pictorial and the plaStiC was an achievement of major Importance
to his perjonal aesthetic. In these examples he projected volumes for
figural elements and considered their dynamic IOterplay with pictorial
surfaces. The sculptor was even conscIous of vanatlons In the Inten.

slty and direction of light sources. and considered the manner In

whLch the shadows could become an Integral pan of the composl'
tlOn He recognized that. due to ItS use of methods and materials of
the contemporary era. sculpto.pall1tlng Intensified the optical and
esthetIC effect of form, Noting the limitatIOns of other forms of art,

making. Archlpenko regarded the sculpto'palntlng as offering an

excellent possibility for meaning. He stated'

Sculp[O,palnClng 15 more erfe((lI/e and dIverse In characcer than
[he usual paIntIng or uncolored sculpture. The UnlrKQCIOn of
color and (arm does noc Inlerfere Wlch spIfI[Ua!,za[lOn. on lhe
contrary. It faoll[ates [he expressIOn or [he abs[roc( In [hIS
med,um,u

In the last decade of hIS life. Archlpenko returned to the sculpto,
painting. fully utilizing the expresSive POSSibilities Inherent In his Inven,

tlon,In addition to these mlxed,medla pieces. the artist made bronze
castings of some of the lost works from hIS Parisian yea�. In the few
examples of reliefs that were modeled after sculpto'palntlngs. varIOus

patanas ha.ve been employed to Simulate the onglnal polychrome sur,
faces. Since these bronze reliefs are closely related to the IntegratIOn
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of the two-dimensional and the three-dimenSional as found in the
sculpto'palntlngs. they seem appropnate to consider here. In all
Instances It IS the effect of hght and shadow on the plastlCally,realized
elements whICh becomes rntegral to the artlst's aesthetIC

Archlpenko's drawmgs and pnnts have a varied position within his
oeuvre, While he produced sketches throughout hIS life. they do not

always relate to his sculptural production. The artISt noted that the
dIrect approach and spontaneity that gave \"vital character\" to the

sculpto-palntlngs and constructlons27 came about because he did not

make preliminary studies, For direct carving or construction In

obdurate materials, however, the sculptor did make color studies,

Noting the rush of Ideas and feelings that come to an artist before
the actual completion of a sculpture. Archlpenko thus explained the

hasty sketches-sometimes no more than a few InCIsIve lines-with
which he riUed Innumerable notebooks. Les Formes Vrvanres prints
produced at St. Gallen. SWitzerland. for example. began as a series of

rapid sketches. There are other drawings that are Intended to pro-
voke the memory or stimulate the mind. and record works (or Ideas)
In progress

The drawings Included In the discussion of themes and variations.
however. fit into another category that IS distinguishable. according to

the artist, because
rhe essence remams In Irs rrans{ormorlve characrer. whIch

evolves InCO Q style expressrve o{ the personalrry of [he artrsr.

Chrough specific forms. lines. pCJ[[erns. and cechO/ques 28

And what do these works reveal about the personality of the

artist? I believe that. through the polychrome reliefs and related
works on paper, Archlpenko appears as an artist with an InqUlrrng
mInd who sought to communicate his Ideas about the nature of life
He had a remarkable determination about his personal direction In

artmaklng despite frequent criticism. He was a loner who defied con-

vention. and tried to withstand all practICal hardshIps In order to pur-
sue his art. He taught and lectured In order to support himself, but his
financIal struggle did not dIscourage hIS will to create While he must

have expenenced disappointment In his hfe, his artistIc energy con-

tinued unabated.

Finally. In the years Immediately preceding and following his mar.

nage to Frances Gray, Archlpenko's most resplendent and dynamic
works In decades appeared In these years the deep spIrituality Inher-

ent In his work, as well as hIS Indebtedness to his cultural OriginS, was

most In evidence The produalon of the sculptor's later years
Includes remarkably fresh vanatlons on the major themes he

represented throughout hIs career,

Standing Figures
This theme is one of the most frequently found In the production

of Archlpenko, and already appears In his early years In Pans. At vari-

ous times the standing figure assumes different significances for the
artist. Within the reliefs and sculpto-palntlngs Included here. for
example. the artist presents the r.gure as coquette, as classical god,
dess, as primitive Idol, as Madonna. or as dancer. Invanably the stand-

Ing figure IS female.
In Woman with Fan (Plate IV-12) and Woman wlrh Fan /I (Plate 1.2).

Arcrupenko created a Cubist version of a female nude posed nlrta-
tlOusly for the spectator, These figures. while sensuous, have the
mechanistic appearance and sharp angularities of the Cubo.Futurist
style In Woman wlch Fan /I there IS a certa.ln visual appeal In the pure
spectral hues, but the possible eroticism of the curving torso and
rounded hips of this nude IS countered by the interplay of sharply-
defined geometrIC elements In the composItion,

Woman, 1923 (Plate 1-4), IS a culmination of Archlpenko's Cubist
period, and the most machine.llke of hIS works In appearance This
relief was constructed In a variety of metals that substitute for the
polychromy of the earher work. Here the curving outline or the
female form remains, but because of the copper, brass, and silver
components. the work also gives the appearance of a turbine. The
machlnomorphic figures produced by Oskar Schlemmer In the early
19205 In Germany parallel this construction,

After the many freestanding female figures In stone. bronze. and
IVClte of the 19305 and 19\"105. Archlpenko again returned to the

standing figure In mlxed.medla reliefs dUring the 1950s. Venus, 1954
(Plate 1-7). and Oceamc Madonna (Fig. 4, p. 17) are two examples that
use an array of decorative matenals In the manner of a Russian jcon.
Like those religious works In whICh Jewel-encrusted surfaces attest to

the sanctity and preciousness of the Image, the two reliefs include
mirrors and mother,of-pearl mosaiCS to form a nch, decorative
effect. Venus. an abstract-seemingly hooded-figure, is sensuous

because of Its dazzling textures and colors rather than Its anatomical
illusIons, ·
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MulCr,(olorccl FIgure, 1957 (Plate 19). IS the culmination of the secu,

lar Icons that were created by Archlpenko. This figure, encased In a

shell.hke strucLure of many hues. seems derived from the Byzantine
tradition In Its styhzed forms and emphasIs on flat shapes. However.

organic alluSions are also suggested here.

Archlpenko c.omblned modern and traditional styles: he denved
his art from the great ages of the past as well as from the contem-

porary era. The theme of the standing figure IS exemplary of the

r.1nge of his sources. The subject dppeClrs In the Initial phases of his

t\\rlistlC produ((lon when he IS Influenced by primitive art and Cubism,
and SurVives until the final years In Lhe decorative examples found
here.
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Reclining Figures
Thl'S theme IS among the mosL Lradltlonal subJf'cts In the history of

art. Rechnlng nude figures are found In the anCient world. and Lhey
are a particular favonte of Renaissance artlsLs. The Lheme can suggest
lhe beauty of all creaLlon as well as Lhe IdeahzaLlon of Lhe female.

Representations In the past have stres'Sed either the erotICism of the

body or Ihe absolutE.' perfettlon of the feminine form.
In Archlpenko\"s use of this theme. beginning In the 19305, the reclln,

Ing female 15 almost always represenLed as a floating Lor'So. These
ethereal creaLures are styhzed fragments of the body. as If rcmlnl�'

ccnL of archaeologICal dlscovenes from the anCient world. In these
and In many other examples, the sculptor effectively uses th<> frag.
mentary form .1S a splendid vehicle of expression.

lo,.so II} Sf>Q(C (Plate 11,1) IS an Image Lhat returs through thl> artiSt's
oeuvre of the middle and late years. In Lhe bronze examples that Lht'
artl'St produted In various 'SIzes dunng lhe 19305. the Slmphflt>d lorso

IS f'xLended above narrow supports so that the curves of the female
form can be visualized In their entirely. The'Se sculPlUreS are pnm.1nly
frontal. and thus closely related to the latE'r collages and sculpto.
palnllngs. Two collages of Lhe 19505 (plate'S 11,3 and 11,4) art' t\)..tI\"d<'
tlons of a more fully reahzed plctont11 ve�lon of a floallng torso Lh.H

appeared as a lithograph In 1952 (Plate 11,21 In the laUeI' l'x.1rnpl('. tht'

pre'Sence of anOl,her figure behind lh(' mr!.o C;U�l'''l'' lhl' fl)illl1!.('(
vant In Manet's Olym/JI<: or IS .In M1mlrl'r of th(' recllnln� nudl'
These pIC Lonai IlluSions Mt' abandonl'rI In tht' (ollc\\ges \"\"I''I('r(' bo:<I
contra'Sts of color tind form stre\".. tlw l\"o.(hmenSlon('� \"l.rf,l(l' .l<, .In

dbstract p�tlt'rn.
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Cleopatra (Plate 11.5) IS Archlpenko's most ImpressIve late variation

on the theme of the reclining figure, The \"Queen of the Nile\" com.

plete with found obrects and brilhantly.hued curving elements brings
the sensuality of his earher to�os to a more developed expression.

Still Life
A few examples of the strillife are Included in the current exhibition,

and most of these images appeared dUring the teens Reliefs and

polychrome bronzes that appear In the J9SOs are derived from the

compositions from the Cubist period. Among all of the subjects con-

sidered here, the stili life IS the most exemplary of Archipenko's
straightforward Interpretation of a static, traditional, compositional
type Into the fluid dynamism of Cubist collage. Like the paplers cojles
and collages of PICasso and Braque that Inspired Archlpenko's Initial
constructions and sculpto'palntmgs. these still life arrangements
Introduce a variety of angular and curving shapes mto a tlghtly-
interlocking composition Many of the contou� of IndivIdual objects
remaIn Intact as they do In the remarkable still life paintings by Juan
Gns Like the other Cubist maste�, Archlpenko also employs frag'
ments of objects or characteristic textures or patterns to abstractly
represent certain components of the arrangement

While the stIli life theme can be connected to the academic tradr,
tlon through the ages, the constructIOns of Archlpenko link time and

space, and share In the more energetic abstractIOns of this subject
that appear In the modern era,

Group Figures and Fragmentary Figures
One of the preferred subjects of Archlpenko, particularly In the late

yea�, IS the multi-figured compositIOn, Works on paper, bronze
reliefs, and sculpto,palntings are to bE found In this category, and

some of the most InnovatIVe achievements of the 19SOs are Included.
A few examples are similar to archaeological fragments arranged on a

nat surface, Bronze reliefs on marble slabs such as Eagle, 1959 (Plate
IV-II), Con�rsat/on. 1959 (Plate IV-B). and Fragmentary Relief. 1959

(Plate IV.IO). are examples These varied pieces of bronze form styl-
Ized renditions of the human body. while the nchly variegated mark,

Ings In the marble surface serve to unify the composition. While

some of these reliefs suggest the JuxtapoSition of energetic figures
engaged In a dialogue, others evoke a biblical or mythological nar,

rative,

In 1957 Archlpenko produced a numbEr or polychromed wood and
bakellte sculpto'pa;ntlngs. A number of these are fragmented figures,
showing the artist's expenmentatlon with the concave and convex.
VIvid color and textural variations and the Integration of sohd and
mass, At times there IS an ambrgulty In the rormatlon of a r.gural com-

ponent as distinct from the surrounding space, It IS thIS manipulation
of space that IS essential to Archlpenko's pe�onal aesthetic He
wrote.

Accordmg [0 my experience. this concept ofmodelmg the form
or spoce IS based primarily on symbolIC. assoClotl�. and
esthetIc qualIties. ThIS becomes a creat/� process whICh may
be compared wIth the psychologICal reconSlruWon of the
absent object repoSing In our memory. A meamngless pierced
hole can n�r become 0 proper symbol In art the shope of the

empty space should be no less s/gn/flcant thon the meaning o(
the shope o{ [he soltd matter Through the modu/a[/on or
space our conSCIousness partICIpates In the creatrve process
because that whICh does not eXist IS recreoted Within us In the
abstract (orm of space. and becomes a reality In our optICal
memory I believe that the whole bIOlogical evolutIon o( the
human bemg and the progress of CIVIlizatIOn IS based exclu'
slvelyon this creatl\\ole pawer o(nature in producmg that whIch
IS not there 29

Thus It ca.n be understood that the prinCipal aim of Archipenko's
art was giving vIsual expression to the baSIc laws of nature-to the
pulsating energies that JOin all forms of life. At the same tIme his works
are deeply connected with the artist himself, his cultural heritage, and
the experiences of his life, In the examples or his late yea� Included In

thIS exhibition. Archlpenko can bE seen as returmng to the sculptural
conSIderations of his youth In another period of remarkable Inven.

tlveness. In these polychrome reliefs. sculpto'paintings and related
works on paper, he reahzed the culmination of his life as an artISt. and

successfully unified Spirit and matter to produce associations related
to nature and all human experiences.

Joan Marter

.
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ENDNOTES
IThe author wishes to express her sincere thanks to Frances

Archipenko Gray for the use of matenals from the Archlpenko
archives in Bea�lIle, New York. Katherine J. Michaelsen gener,
ously supplied Information on specific works, The staff of the
Watson Library at the Metropolitan Museum of Art should be

acknowledged for assistance with the research for this publication,

lSee. for example. Hilton Kramer. ''The Innovations of Arcl\"wpenko:'
The New York TImes. May l.q. 1967. The CrItiC stated. \"For myself.
the late sculptures are-to say the least-problematic. But there
are In the UC.L.A. show, a senes of lithographs from the nineteen-

sixties that are stunning In their masculine force and clanty.\"

)Frederlck S. Wight. \"Alexander Archlpenko, Life and Work\" In:

UCLA Art Galleries, Alexonder Ard\"upenkD (Los Angeles: Ward
Ritchie Press. 1967). p. 26, Wight also stated; \"For Archlpenko does
achieve his final breakthrough In his lasL ten year\"5\"
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as a seminal work, see: Donald KaI\"jNn. ArchlpenkD (Boulder:
Westvlew Press. 1975), pp, 11,16.

9Umberto BOCClonl, \"Technical Manifesto of Futurist Sculpture\" In

Umbro ApolJonlo. ed., Fu[urls[ MOnl{es(os (New York' Viking Press.
1970). pp 51.65 In this document BocclOnl declared that sculptor\"5
should \"lnslSt that even twenty different types of materials can be
used In a SIngle work of art In order to achieve plastIC movement.
To mention a few examples: glass. wood. cardboard. Iron. cement.

haIr, leather. cloth, mlrrOr\"5. electric lights, etc.\" Arcl\"wpenko devel,

oped a fnendshlp with Gino Severini. an Italian Futurist hVlng In

Pans. and he must have been attracted to Futunst concepts of
\"environmental sculpture\" In which the dynamic relationship
between the piece and the space It occup.es IS explored The
Italians also promoted the Idea of kinetic sculpture which would

correspond to the motLon of machines. Therefore. Futurist con.

cepts JOined with Archlpenko's earlier exposure to the collages of
PICasso and Braque to Influence his Interest In multi' media con-

structions and sculpto.palntlngs

�Alexander Archlpenko. Arch,penko. F,{W Creo['� Years /908,/958 IOFor a detailed discussion of Archlpenko's exhIbition history dunng
New York: Tekhne. 1960. p 18, the PanSlan year\"5 see; Katherine J, Michaelsen, ArchrpenkD. pp. 41-10.

SHans Hildebrandt. Alexander Arch,penkD. (Berlin: Ukralnske Siowo.
1923), p. 6.

'Ib,d. p. 7. \"Thus a very strong and unexpected ImpresSion which

Archipenko received when In Moscow. brought about a deCided
turn An exhibition of the works of French painter\"5 and sculp-
tors of the I mpressionlstic School revealed to the 20'yea r-old youth
much of the realm of living art:'

\"Medrano II. a circus dancer, IS now In the collection of the Solomon
R, Guggenheim Museum, Medrano I (destroyed) was completed by
October of 1912. and exhibited In Budapest In 1913. Although the
work was SIgned and dated 1915. It was exhibited at the Salon des
Independants In 1914 and Illustrated In L '/nrransrgeanc. March 2,
1914, For a photograph of Medrano /I as Installed at the Salon des
Independants among Russian Cubo.FuturlSt paintings see: Karshan.
op (I[ . p. 16,

7For details on Archlpenko's ParISian years. including the cOfItroversy '2Roma, Galiena Sprovlerr. \"ESposlzlone Libera FuturlSta Internazl'
about the date of hIS arrival there see: Kathenne MIChaelsen. anale:' Galiena Sprovlen. Apnl 13,May 25. 191\"1.
Arch/penkD: A Study o( [he Eorly Work. (New York. Garland Press.
1977). pp. \"1-10.

BAddltional information on multl.media construction can be found In:

Katherine J. Michaelsen, \"Early Mlxed,Medla Constructions:' Arts

Magozme, 50 Oanuary 1976). pp. 72.76. For discussIOn or Medrano /

I)New York. Gallery of Societe Anonyme, February I,March 15. 1921.
In this lirst solo exhlbLtlon of Archlpenko In the United States, SIX

watercolors. eight sculptures. and seven sculpto.palntlngs were

shown. In 1924 another Archlpenko exhibitIOn was sponsored by
the Societe Anonyme at the Klngore Gallery. New York. This show
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.ncluded thirty sculptures and SIX sculpto'palntlngs. The catalogue �oArchlpenko, FI(t.y CreatIve Years. p. 35
In1roductlon was written by ChrlS1lan Brinton

II/bId.. P. 21.
'''New York, Anderson Gallenes, \"Archlpenko' Catalogue of Exhlbl-

11011 and DescriptIOn or 'Archlpentura: .. (1928). pp, ,
HlbKJ. P 20

1�lbKJ\" P 3, UFrankfurt.am.Maln, Kunstsalon Ludwig Schames, \"Alexander
Archlpenko-Lyonel Fell'1inger,\" May, 1922, For a discussion of the

sculpto'palntlngs see Michaelsen. Archlpenko. pp. 126-145,\"IbId. pp, 3,4

17/bld. P 4 For another discuSSion of Archlpenrura see. FIfty CreatIve
Years, pp. 65-66.

HArchlpenko. FIfty Creot/ve Years. p .qo.

HMlchaelsen, Archlpenko. p 127,
'IFor a Irst or the fourleen Institutions where Arch'penko taught and

53 lectures he presen1ed at colleges and universities see, uArchipenko, F/fty Crea[l� Years, p. .ql.

Archlpenko. Flfry CreatIve Years. p, 95.
Hlbld., P. 63.

\"A tape recordmg of a lecture given by Archlpenko In Winnipeg,
Manitoba. Canada. January 15. 1962 IS available a11he Archives of 21lbKJ,
American Art, SmIthsonian Institution, Washington, OC. Notes for

Archlpenko's lectures are Included in the Archlpenko Papers, 1912- 29lbld, pp 57-58
1966, Archives of American Art NA I,NA 25,
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1,1

BATHER. 1915
Oil & pencil on metal. wood. and paper
20x I IV} \"

Collection: Philadelphia Museum of Art louise and Waller Arensberg
Collection
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Archipenko's Bather is a well,
known and representative example
of his early work in sculpto'painting.
. medium which he invented In

191\"'1.' Denved from the formal
vocabulary of Cubist painting, the

sculpto.paintings involved not only
painterly Qualities of coloration and
illusionism, but also sculptural con,

cerns with the modelling and

arrangement of actual three,
dimensional forms in relier. Of this
blending of media, Archipenko
wrole: \"The nuances of form and
color and their interdependencies
are as essential and significant as

the nuances of sound and silence in
music. No boundary can be drawn
between color and real rorm
because esthetically and technically
they are reCiprocally integrated. We
see that nature never separates
rorm from color but. from different
causes, unites them in Infinite

variety.\"'}
In the Barher. a woman holdIng

a towel steps rrom a tub. Her body
is tightly knit with the rorms of her
environment through the use of

interlocking conic sections. This

arrangement of cones, Archipenko's
idiosyncratic version or Cubist facet,

Ing. produces a tighl yet dynamic
composition.
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1.2
WOMAN WITH FAN 11,1915
Painted wood rehef
19;/1 x ISVo\"
Collection: Hrshhorn Museum and Sculpture Garden

�

\\
This sculpLO painting IS Archl'

penko\"s second version of a popular
CublSl subject. J The earher work,
WomOl' w,ch ° fon of 191..q. IS his
earhesl survIving sculpto' painting.'
and appear� In a later bronze ver,

Slon In Plate 1V-12.

Although the archllectural set,

tlng In this plec.e IS more complex
INn In Rathel (Plale 1,1). emphasIs IS

placed on the female figure rather
than the pICtorial strUClure as a

whole. lIIuslonlSll( devices thruSl
the woman Into lhe foreground, at

a discernible spat..al remove from
the elements which surround her.
The rendering of her body with
Sinuous curves further dlrrerentlates
her from the slralght.edged and

orthogonal slalrs. platforms. and

\"

2)

pillars. This VirtuOSO treatment dlS'

plays Archlpenko\"s senSitIVIty to the

female form. his favorlle subleeL
throughout his ocuv'-e Despite the
exlreme stylization and abstraction
of body paris, Ihe woman wlLh Lhe
fan retains a frankly erotiC quahty.
This sensuality IS furLher enhan<ed
by lhe warm, gently modelled
colors with which she IS painted.



I-..q

WOMAN (METAL LADY), 1923
Brass. copper, wood. and new silver
5..qV2 X 20W'
Collectio,,: Yale Univer>i1y Art Gallery

24

Formally related LO many litho,

graphs and sculpto,palntings of the

period. the MelOl Lady repr�ents
an innO'Va[ion in medium: the relief
is constructed almost totally of
metal. This feature perhaps deter,
mined the work's inclusion in the
seminal Machine Age Exposition
held at New York's LIttle Gallery in

1927, Archipenko wrote an aceom,

panylng statement for the show's

catalogue in which he declared, \"It

is Indisputable that the basis of Art

always remains the same, even

though the exterior forms of Art

r�,
\\

change, the spirit of [he epochs is
re\"ened in these rorms _

lei us

take the present epoch-The
Machine Age, If we were not so

close to it today. and ir we could
see with an eye embracing m.ny
centuries aL one time. it would be

easy ror us to distinguish that the

present period is the time of
Machine and Action:' J

The Metal Lady's presence in

[hrs show, as well as in the Societe
Anonyme collection, has made it
Archipenko's best. known work In

America, after his ubiquitously.
reproduced Woman Combmg Her
HaIr </915).

tnJ

I

,



I,S
FIGURE. 1917 (1930s?)
Painted wood relief
27)( 20VJ\"
Collection: Frances Archipenko Gray

(

The �n or this severely
abstracted human I'orm was repro,
duced by Ard''IIpcnko In an otI paint,
mg of 1938.' and It 15 pOSSlbie that
thIS sculpto'painLing was executed
at the same time. Both works.
however. may derive rrom a com'

moo Image onglnally conceived In

1917, One charactenstlc which IUsti,
fi� a later dating 15 the figure's lack

\\
\\

2S

of strong gender.speCiflC qualities.
In the late teens, Archlpenko
worked exclusively with representa'
tlOns or l'emale figures, and ren.

dered them with obviously
l'etT'lInlne breasLs and hips. Not until
the mld,I930s did his human forms
become more sexually ambiguous.



1,6

RELIEF, 1936 (1950s?)
Aluminum
43V. x9W'
Collection: Frances Archlpenko Gray

26

One of eight casts. Rel/efis
based on, and may have been cast

from. a work entitled Plos(er RelIef
of 1936. The aluminum version may
not have been created until some,

time in the 1950's, for it was not

exhibited until 1960, while its plaster
predecessor was shown in a major
relrospectlve In 1954. 9

The figure In Relle{. composed
entirely of curvilinear forms, is not

only sexually ambivalent but amblg.
uous as regards species as well. I[s

upright posture and fooL provide its

only anthropomorphic elements.
This sort of blomorph may have
been Inspired by the nonspeCific
organisms created by the Surreal-
isls. whose works were then gaining
popularity in Amenca.
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VENUS. 1953
Wood. mother or pearl mosaiC

60\" high
Collection: Frances Archlpenko Gray'\\

\",

, ,
�, .

�l '\\

Venus. another blomorphlC
Image, seems more human than

Relief (Plale 1.6). Its title implies a

remale figure, an imphcatlon rein,

rorced by rormal allusions to a

head. breasts. and hips. Archlpenko
explained this vague ontogeny.
wlthln.phylogeny approach thus:
\"We as human beings are creatively
connected wllh every organiC and

non.organlc thing In Lhe universe. In

View or this ran, Lhe creative artist

that I am, I use these rorces to

express them LhrO\\Jgh the rormS.\"'D
The mosaiC panern which

holds lhe rigure together IS not

-1-
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Archlpenko's first application of that
medium. He had worked In mosaic
In the 19205. producing works such
as Torso In CeramIC and MosaIC
(1928).\"



1.8

REVOLVING FIGURE. 1956
Wood, mother or pear-! mosaiC, formlCa. metal

78\" high
Collection France� Archlpenko Gray

28
This work, constructed or two

Inlersectlng planar rlgure\"\" has rour
surfaces, each covered with a dlHer,
ent matenal: wood, mother of

pearl mosaic. formica, and metal.

Archlpenko was interested In the
renectlve qualities or these sudaces,
and their Interactions with one

another and their environment.

Since 191'1, when a real mirror was

used In his construction Woman In

Fronc of Q Mirror, the artist had

explored Ihe properties or renec,
tlon,'l Concerning this phenomenon.
he wrote, nReneCllon ennches the
eHect or the obJec!. It can multiply
lines: It can amplify or reduce the
eHect or rorms. color, or line: It can

transrorm shape according to the

pOSitions of the planes or the con-

cave or convex bending or the

rerJecung metal. Renectlons express
depth and space: they absorb the

environment 10 which they are ex.

posed: they magnify the brilliance
or color,\"13 In RevolVing Figure these
effects are made even more rich
and complex as the sculpture turns

through space. re(]eCllng vary,ng
IntenSities of illummatlon on ItS

dlHerent faces.
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1.9

MULTI.COLORED FIGURE. 1957
Wood, meLal, bakehte
52x26\"
Collection: Frances Archlpenko Gray

This sculplO-palntlng was also

produced for the Perls Gallery
show. As In Ballenno (Plate 1.10) the
rehefs outer porLlons are amblgu.
ous, E.ther lhe b,omorphlc figure IS

large and ImpOSing. unified by IlS

,

29
cross-hatched Sides, or ,lis thin,
weak. and segmented. protened
by a seed or womb. like slrunure.



1,10

BALLERINA, 1957
Wood and metal
241 x 1\"1\"
ColieClion: Frances Arch'penko Gray

30

Bollerlno was fil\"jt exhibited in

Archlpenko's 1957 Perls Gallery
show. for which he rejuvenated the
medium of sculpto,painting\". He
had not worked consistently with

polychromed reliefs since the early
19205. Conslructed of slender bio.

morphs in a manner similar to

Venus (Plate 1,7), the figure is sur.

rounded by curvilinear forms which

mayor may not be integral pans of
its anatomy, This enclosing element

appears time and again in Archi,

penko's late rehefs and drawings.
Archipenko also produced a

smaller vel\"jron of 8oflermo in lhe

same year.l�

�
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II. RECLINING FIGURES



11.1

TORSO IN SPACE. 1936
Bronze
60\" long
Collection: Frances Archlpenko Gray

A hle,slzed bronze. Torso In

Spor.e was preceded by two smaller
ver<;ions (22 VI Inches long) cast Lhe

prevIous year. While the large piece
has a relatively dull finish. the

32

.
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smaller ones are plated with gold
and chromium respectively. whICh

gives them gleaming reflective sur,

races!6 These three works mark the

beginning or Archipenkos inlerest in

reclining nudes. This particular ror'
m�J treatment or the remale body.
however. can be traced to works or
the teens. U�nght figures such as

Black Torso (1913). and While Torso
(1916), display the same truncated

body, smooth surrace. and elimina,
lion or analomical detail.11



In this multi'media print. the
abstracted female form of the

sculptural TOl50 In Spoce of 1935.
1936 (Plate III) IS featured In a com,

position fraught with amb.gUltleS.
The famlhar figure rests upon a blo'

morphlC field which. at second

glance. seems to be the figure's
outer portion. OWing to sugge'itlons
of an elbow. head, and hand at the

upper left This situation IS further
comphcated by the dark form
whICh looms on the right. 15 thiS a

separate. distinct figure, or merely a

\"'. �

..��.
�.\"
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'\\:.;�,
, �:,.\\:'\" :.
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1
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�rA;', \" �.
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shadow or reflectloo of the rechn,

Ing woman' The confuSion IS ultl'

mately unresolvable, and produces
a myster1ou!\" tense, and foreboding
Image.

,

11,2
TORSO IN SPACE. 1952
lithography. serigraphy. embosslI'g
2\"'1!t4 x 14 7,S\"
[dltlon of 50
Collection: Frances Archlpenko Gray
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II,)
COLLAGE (TORSO). 1953
Collage with perforated surface. wood, paper
18x24\"
Collection: Frances Archlpenko Gray

34

Ahhough Archipenko's writing
on collage stressed its utility as a

pr�lim,nary sketch for sculptural
proJects.\" the two works thaL fol.
low are finished art objects which
derived ultlmaLely from sculpture.
In these collages the two torso

forms are not used expressionistic,
ally. as In the Torso In Space print
(Plate 11,2), but as elements in care,

fully ordered patterns whICh
border on the decorative. In the
195) collage. the patterning effect is
achieved through a repetition and
variation of the curves or the torso.

The body In the later piece acts as

-----

a segment in an interlocking surface
pattern which unites figure and

ground in a manner reminiscent of
Archlpenko's Cubist sculpto.
paintings, (see Plate 1,1).



II 4

COLLAGE (TORSO). 19')4

C()II.a�f' with perforated SUd(\\(I,
wood. n1('t,,!

18 x 28\"
Collccl:on: F\"(H)(E.'S Ar(hlpt.'nko G\"dY

35
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11,5

CLEOPATRA. (REPOSE). 1957
Wood. bakehte. polychrome
38 x 84\"
Collection: Frances Archipenko Gray

36

-

-
-�

C'

The largest of his 1957 sculpto,
paintIngs. and the largest rechnlng
figure in his oeuvre, Cleopcuro IS a

work which Incorporates many of

Archipenko's most important artis,
tic Lralts and innovarions. The

figure. characteristically female, i5
construcled of ambiguo� bio.

morphic sections. She is integrated
into the composition through a sys.

--

tem of convex and concave forms.
the manipulation of which is proba,
bly Archipenko's greatest contribu,
tlon to lhe hislory of sculpture.
Also present IS lhe artist's concern

ror reflection. manifested in lhe
mirror image of lhe queen's head,
and his love of inlricate surface pat,
terns. as sel!n in the accentuated
wood grain which no doubt

represents the Nile, To the Immedi,
ate right of Cleopatra's head three
small objects are oiI.ffixed: oil. coral
necklace. a silver bracelet. and a

stone. Such found objects appeared
in Archipenko's work as eoil.rly as

1912.19 These elements all combine
to create a sumpluous image of

elegance. vanity. and decadence.
In 1927. Archipenko painled an

oil titled Cleopatra. but It has little
U1 common with the 1957 sculpto-
painting. The earlier piece depicts a

naturalistic. if somewhat stocky.
nude seated woman with no partie,
ularly queenly attributes. JO

-=:-



The lollowlng two figures
(Plate!. 11,6. 11.7) recline. and seem

to be female. but they are nol In

the direct lormal line of reclining
ligures begun with Lhe TOT�O ,(1

Spoce and climaxed wlLh Oeol>otTo
(see Plate 11,1-11,1». n�lr massive.

agitated bodies seem Lo clenv(:
Irom two disparate tendenClc.... The
IlTsl/!> Archipenko's fasCination wl(h

r
I

l
'..

bulky women, as mamfe!.ted In his

drawings and graphic work Irom
the teens and 1920s (see Plate 1.3)
The second IS a looc;er handling of

paint and pennl �een In m\"ny or hi...
two drnenslon,d works In the 19SOs
and early 1960�. In wmbrndtron.
the result I!> severely iil)stralled.

quaking, powerful I'gure... which
arou...e strange emotional responses.
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11.6

FIGURE. 1960
C.olored penl:' jl. temper,)
28 x 22\"
Collcctlon rranles Ar(hlpenko Grd)'
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11.7

FIGURE. 1960
Colored pencil and tempera
28 x 22\"
Collection: Frances Archl�nk() Gray
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Here Archipenko's charactens-
tiC construction of a figure from
distinct. biomorphic segments 15

coupled WILh Lhe gestural yet con-

trolled brushstroke of his later
works Lo produce a simple, delicate

figure in repose. Works whICh
relate to this watercolor Include

Reclmmg FIgure, a gouache and pen.
cll of 1949 In which Lhe form!. are

much more tightly structured. and

Kneelmg, a watercolor or 1960
which displays a similar color scheme
and even looser brushwork. I'
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11,8
RECLINING FIGURE. (REPOSE). 1960
Watercolor and Ink
8Ylx II\"
Collection hances Archlpenko Gray
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1-9
RECLINING FIGURE. 19505
�
ISx22\"
CoIection: Frcmces �ipenIco Gr-ay

.....These two unsigned and tJn.

dated pieces (Plates \"'9.1t-1O) bear
a certain resembtance to r'&\\R
types which Archipenl<o drew in

the late 1930s. Their il-defned
.
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anatomies. raceJessness. and stM\"-

�ng cross-hatcMd shadows
are shared by worIcs such as Kneel-

itw and Woman. both of 1937.12

The later date ascrbed to the

P«Jining Figures. however. is based
on their sketdy. h.lrried lines and
loose rende� of form. traits not

shared by � tightly WuctUred and

firmly delineated works d the 19305.
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REClINING FIGURE. I9SOs
PeOO
15x22\"
CoIection: Frances Archipenko Gray
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III. STILL LIFE
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111-1

STill LIFE WITH VASE, 1921
lithography
17YBx9Y2\"
Edition of 60
rrom the portrolio
Verlag Ernst Wasmuth. Berlin

Collection: Frances Archipenko Gray

44

During the late teens and early
1920s. Archipenko created a large
number or typical Cubist stililires in

many media: lithography. pen and

ink. watercolor. oil on canvas. and

sculpto-paintings. These works are

variations on a single theme. ror
they all partake or. in dirferent
selections and arrangements. the
same set or deconstructed objects.
The 1921 5(;11 LIfe wirh Vose displays
the three elements which all of

Archipenko's still life compositions
share: a centralized Jug or vessel. a

precariously tilted wooden table
with lathe-worked legs. and pat,
terns of checks or spots which may
represent tablecloths or tiles_

depending on their placement.
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III.)

OBJECTS ON THE TABLE, 1957
Painted wood rehef
25)( 17\"
Collection: Frances Archlpenko Gray

��

�
45

Late In his career. Arch.penk()
began to cast Images from his

scufpto.palnt'ng In polychrome
bronze versions. These two stili hfes

represent his fIrst allempt at this
translation from one rehef medium
lo another. Although the two

pieces contain the same number
and arrangement of objects, subtle
differences eXist between them,
Color play'i a larger role In the

sculpto.palntlng, helpIng to define
three,dimenSional forms and to

create nch surface pallerns, esp�'
clally In the accentuated wood

grain. The bronze piece dlsplay'i
fewer surface errects. The Individual

objects are more simple, and sel\"m

more organically related La one

anOlher. Thus, Archlpenko used
the speCific properties of two dls,
Iinct media to make separate for,
mal statements. from rssentlally
Idenllcallmages,

These rehefs are related to the
artiSt's stili hfes of (.1920. for they
Include the same cenlral vessel and
pitched wooden table. (see Plate
111.1). The objeClS In lhe later pieces.
however. are nallened. more

abstracted, and rendered with a

greater emphasIs on curving can,

tours,



111.4

OBJECTS ON TABLE. 1957
Bronze
25 x 17\"
CollectIon: Frances Archlpenko Gray
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111.5
STilL LIFE WITH BOOK
AND VASE ON TABLE, c.1960 (1918)
Bronze
18x 13W'
Collecllon: Frances Archlpt!nko Gr�y

\"17

....-

This bronze relief was also

onglnally conce,vt>d as a sculpto.
painting. Its forerunner, now lost,
was i! painted pdr>ler.m�(he on

wood relief (ontruclecJ In 19J8 lJ

The arrangement of obJccts In thc
bronze. therefore. IS typICal of

Archlpenko's early sldl Mes. The

piecE' deserves Ihe dale of Its casl.

Ing. however, because .lls more an

t!laboratlon than a mere recreation

or the Image In the sculplO painting.
Archlpenko rendered greaLer deLad
and surface texture In Lhe I(ller
work, and that. toupled wllh Lhe
sh,fL In medium, makes Il a work of
()f( closely related lO. but Indepen.
clem or, the anginal piece.
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IV. GROUP FIGURES
AND

FRAGMENTARY FIGURES



IV I

REVELATION, 1952
Ink, gouache, gold leaf on canvas

36)( 18\"
Collection: Frances Archlpenko Gray

50

A single figure composed or a

number of tightly knit symmetncal
forms, RevelolJon IS a composIte of
earher sculptural motifs. Arch.,

penko's famous Vase Women. free.

standing sculptures begun In 1918.
are the source for the flgure's slll'11.
columnar Intenor and spreading.
iarm,hke prOjectlons. 2 . The curved,

encompassing extenor and nesting

of forms can be seen In Nun,

(sometimes called Rel,�ous F'8ule),
a Lranslucent luclte sculpture of
1948.n Together. these features
form a female being of almost

mythic presence who hovers before
a gold ground. Archlpenko\"s draw-

Ings of the 1950s Increasingly
Included f.gures on gold. and of
them he wrote, \"Those on golden
background achieve their effective.
ness by the contrast of the
matenals and have a noble aspect.
Similar to a PerSian painting or

Byzantine Ikon.n26
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IV.)
TWO FIGURES (MEDIEVAL), 19504
GOIJache
33 )( ).7\"
CollectIOn. Frances Archlpenko Gray

51

The gouache Two F'l:ulf'!. IS

based on MedIeval, a bronze poly.
chrome rehef cast In 195J.p Its dot.

\" ted surface stems from the rough

�.
and p1lted surface of Ihe bronze
work. and erca Les a shlmmenng
field which seems 10 dissolve the

� lwo already fragmented bodies.
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IV. 4

ORANGE AND BLACK. 1957
Wood, melal. bakelite
24 x-48\"
Colection: Frances Archipenko Gray

52
Created ror his 1957 Perfs

Galleries show. the four sculpto-
paintings that roIow present ima�
which are a far cry from those
which appeared in Archipenlco's
original Cuoot ve�iorn. One of the
two qualities shared by the two

sets of works is the rragmenlation
or the human frgure. providing that
one wishes to regard the later

pieces as containing anthropo.
morphic references, The tripartite
biomorpl'l in Orange and Block
becomes a female figure only when
viewed in the context of Archi-

penko's earlier reliek: it is then
revealed to be a reduced. stytized
descendant of works such as the

Metollody (Plate 1-4). and Venus

(Plate 1-7). Red includes vague allu-
sions of human structures-a

severely distorted mouth. squat
legs. shadowy ea�, and an elon-
gated rIOse which partially obscures
a Cyclopean eye-but the \"figure\"
is so unlike anything ever created by
the artist that its identity remains
unclear. Oval Figure is hardly a figure
at al. It seems rather to indicate
the absence or a fllure. a figure
which has shattered and broken

away from its enclosing. constrain.
ing exoskeleton, While is the most

anthropoid being of this group. with
a definable head. to�o. and arm,

This fpe is still at a great remove

from Archipenko's erotic renderings
or women IOrty years earlier, It is a

cold. blank-eyed. almost sinister
plastic robot,

Another feature common to
these reliefs, in additi<m to their
dubious or strained humaoity. is the
substance bakelite, Bakelite is a

trade name lOr a pressure.cast plas-
tic compound used in the manufac-
ture of telephone receivers.
molded plastic ware. electric insula,
tors. and other industrial and con-

sumer products, It \"as a smooth
surface of uniform color. and can

be cast into any shape imaginable.
which made it a popular material
lOr furniture and decorative items
in 19S0s interior design schemes,
Archipenko's use of bakelite.
coupled with the bright colors and

pattern efrects in his sculpto-
paintings. has caused some write�
to link his late work to prevailing
tastes in industrial and decorative
arts. 2�

\"
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IV.S
RED. 1957
Wood, bakehte
.q8x]6\"
Collec(lon: F ranees Arehlpenko Gray
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IV,6
OVAL FIGURE. 1957
Wood, metal, bakellte
43x36Vl\"
CollectIon: Frances Archlpenko Gray

54
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IV.]

WHITE. 1957
Vv00d. bakehLe
)7 x43\"
Collecllon: Frances Archlpenko Gray
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IV.8

CONVERSATION. 1959
Bronze on marble
27x 14Yl\"
Collection: Frances Archlpenko Gray

56

Some writers have criticized
these bronze on marble pieces for

having an exclusive emphasIs on

materials.H This. however, IS too

raole a reading Something more

comple)( IS revealed when these

closely, related works. all created
for a one. man show of bronzes at

the Perls Gallery In 1959. are

analyzed as a senes. Conversot/on
dep1cls two highly abstracted. Inter,

acting human rlgures. akin to earlier

palnngs such as In the lithograph
Two FIgures (cat. IV2). In the
bronze Two Figures. the bodies are

pulled apan Into b.omorphlC seg'
ments which are held loosely
together by rlrmly dehneated
amoebic rorms. The figures In

frogmencory RelIef exhibit a further
deconstruction: bodily Integnty IS

destroyed, and the rorms oSCillate
between Individuality and gestalt
groupings. In Eagle no figures
remain, only vaguely aquatic blo.

morphs which resemble mounted
foss.ls.

This devoluLlon from the
human to the pnmevalillustrates a

universal continuum or hre and mat,

ter. Archlpenko rlrmly believed In

such a cosmiC structural underpin.
nlng. His later wntlngs conllnually
allude to formal and splntual con.

stams of being, with statements

Such as: \"Universal dynamism min.

gles planetary rorces wIth lhose or
our cells in a continual creallve evo'

lutlon. Ir conSCiousness will

embrace this Inevitableness. the
Individual will grasp the creative

reality within nature as well as

within himself and may express It In

many rorms.\")O
The matenals pasL which

Archlpenko\"s CritiCS could not see

were chosen by the artlsl for

philosophic (}S well as aesthetic pur.
poses. Bronze and marble, Inor.

ganlC metal and stone, are activated
and transrormed by their nch.

earthy colors Into primal living
beings and rorces, which then

engage In a dram2 or combination
and recombination, evolution and

devoluLlon. universaillux.
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IV,9

TWO FIGURES. 1959
Bronze on marble
2Ixl-4'1J\"
Collection: Frances Archlpenko Gray
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IV-IO
FRAGMENTARY RELIEF. 1959
Bronze on marble
23x 14\"

Cdlect;on: Frances Ar�hlpenko Gray
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IV.II

EAGLE. 1959
Bloo.le on m.,rbl('
10'/� x IS'.} ,.

Colle<t'oo: rr-\"nce\\ Archlpenl<o GreW
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IV,I2
WOMAN WITH FAN, (.1958 (1914)
Bronze
35 ¥4\" high
ColiecLion: Frances Archipenko Gray

60

These pieces appeared in

Archipenko's second show of
bronzes at the Peds Gallery in 1962.
Like lhe bronze S[,/I LIre Wllh Book
and Vase on Table (Pia Ie 111,5.).

Woman w/[h Fan and SlOndmg
Woman are both based on much
earlier sculpto,palntlngsY The

original Images are consIderably
reworked in the bronze ver>lons.

Certain planar forms are redis.

posed or eliminated enlirely, and
surrace paUerns and lextures

reflect the properti� or their new

medium. Works or art in lheir own

nghL. these pieces bear the dales
of their castings.
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IV. I)
STANDING WOMAN. (.1960 (19]0'
Bronze
2BYJ X 16%\"
ColleClIOn. Frances Archlpenko Gray

'.
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IV, I\"!

TWO FIGURES, 1960
Gouache and colored penCil
IIVJ)( 27'/J\"
CollectIOn: Frances Archlpenko Gray

62

The figures In this dr�wlng are

greatly abstracted. with notched
heads similar to the Olles which

appear In the bronze and litho.

graph versions or SlOndmg Women

(Plate IV,I]). Desp/Le the rormal
reduction. the Image IS heavily
laden with sexual overtones. The
woman on the lert IS the pICture of
recundlty with her npe. swelling
breast. lOins. �nd thigh, while the
male rigure IS little more than a

phallus. SWlrhng plasmic fields, as

well as a leg whICh seems to be
held In common, unite the figures In

what appears to be an allegory or
(osm,c procreation.
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IV. I �}

TWO FIGURES, 1961
GOU(1C he. (olored penCil. pastel
2fH's x VJ, �..
Collection Frances Arch.penko GrilY

r\\NO monumental. radiant

beings appe.lr In this dl'dwlng Th(>lr
IrnpoWIJ:\\ pf'('sc'n«> IS (\\chlev('d

through (oroMI borrow'ng� (rom
the II adll!on.. 0( AYlantuw (\\nd
SlavIc I(\"on p.llnt1ng which

Ardupl>nko apph(.<J 10 his own

multiple b'oJnorph hgur.d Idiom.
The (Igurt'.. Mt' IInt'\"r. st<ltlC. cine!
Odl. ancl cloJn,no\\l(' Ow piC 1('1'(' pl.ln('
by Ihelr ..he(>r W'(> Rt'nd('r(>d with

glowing color... they nO<lt on or

beforE' <1 COI\\tril..tlng. nt'hulou,>

ground. To the rIght o( Iht' compo

63

Sit lon, a (igure rem.nlKent of the
eLhereal being In Rt..ovelO(1011 (Pia Ie

IV, I) IS shown rronLally. The figure to

ItS left. con!.tructed o( overlappIng
dnd Intertwined b.omorphs (as In

PI.He,> 1.7.1.10, \".S,IV.4, et(), races
right In iln at tnudt' o( homilge or

obels.!nrt'. l'hls ge�turc' .unph(,es
the (dim stalehne<;s or the pICture.



IV.16

PROPHET AND WOMAN, 1961
Gouache, pastel
26\\1) )( 21 II.; ..

Collection: Frances Arch,penko Gray

64

Prophet and Woman is a bndge
piece between Two FIgures (Plate IV

15), and the Herod.as and Salome
works (Plates IVI7, IV. IS). Us lert,
hand figure appears in the rormer.
and its nght-hand ngure IS a simple

version or the gyrating dancers In

the latter. The rough, Inrormal Qual,
ity or the drawing may indicate that

it served as the original sketch ror
the Lwo rrgure types.

Alex Casler
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IV,I?

HERODIAS AND SALOME. 1962
Lithograph
25Yo x 19W'
Edilion of 20
Collection 0' Frances Archlpenko Gray, New York

iconiC ligures composed of mul,

Icple blomorphs appear again In

these two warlr..s. as well as a new

dimenSion: speCific narrative can.

tent. Archlpenko used his charac.

tensllCally amb.guous forms to

Illustrate an event from the New
Testament. Salome's dance. The

Imposing Herodlas, King Herod's

IlIeglllmale wife, stands on the left,

watching her daughter and co'

conspll'alOr Salome dance for the
head of John the Baptlst)l

65

Archlpenkcis skill as a print.
maker I� eVidenced by the hLho.

graph, wherein stark contrasts of
black and white assume the emo,

Live function of the bnght colors In

the drawing.



IV. IS
TWO FIGURES. 1961
Gouache and colored penCil
28¥�)(22%\"
Collection: Frances Arch'penko Gray

66

Ale)( Casler
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IV,I9

.;.
THREE FIGURES, 1962
Gouache

,
12)( I04W'
ColleClion: Frances Archlpenko Gray

�

67

.�� This colorful gouache IS based
on an Ink drawing or 1960 whICh
bears the same Litle.]) In the earlier

�.� ..--:.
I \\.. piece, the rlgures are nat, derined

by loose, gestural apphcatlons of
Ink. The gouache IS a more finished

\\1.. piece. Body components are

. !' modelled, a multi,colored pat.
1 terned rield replaces cr055,halched

shadows, and the composition IS

.\\
stru{ tured with it. Light hnearity.
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IV,lO
THREE FRAGMENTARY FIGURES. 1962
(FluctuaLing Figures)
Collage, chalk
laV! x22\"
Collection: Frances Archipenko Gray

68

Ambiguity ortorm is a major
theme or this work, Here
Archipenko employed a number or
devices to create nuctuations
between figure and ground, mass

and void, The three figures,
although of great size, are really
quiet insubstantial. They noat
rather than rest upon their rectan-

gular platform, and they seem to

be translucent. Invdividual forms
are modelled in a strange and cur,

sory rashion, leaving the viewer
unsure or their intended spatial
dimension, Certain voids are given
the quality or mass, and Archi-

penko's familiar cross-hatched

ectoplasm appears as either a solid
or a misty gas, depending upon its

placement. The dark. central

diagonal element further compli-
cates the picture, More opaque
than the other rorms, it is placed
behind the figures to register vary-
ing degrees or inconsistent trans-

parency,
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IV.2J
SEATED AND

STANDING FIGURES, 1962
L IlhogrdjJh
]3\".)( 17 .\"

Collewon Fr-an<.t'S Ar(hlpenko Gra)

69

�

Arch,penkos maslery of
form vOid rel.ulonshlps IS clearly
eVldenl In Ihls lithograph. He plays
agalnsl one anOlher Ihe polar
Opposlles of black and wh,lt'. and
uses ('ach 10 creale bolh subslancC'
and e/\"npllnf'SS. Desplle Ihe

amblgUily of Individual forms, Ihey
I\"I'I('sh logcth<.>r to constltule 'Ive

fr,lgme.>nlary bUI easily readable

flgun's This formal exerCise IS nO(

an end \", Ilself. however. for the.>
S(t'ne enacu'd by the five bllarr('

beings IS one of high dr,1mc\\. with

oV('rlay<> of complex emotional lon.

I('nl and assocrallon\\.
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���OUNTER. 1963
Lithograph
19� x lOre\"
Edition o( 50

Archlpenko GrayCollec(lon: Frances

70

nversers denveThese two,c,O
Archlpenkos

'.

alnngs In(rom Similar p
b Onze Com.-er.h as the roeuvre. sue

V 8) and the litho.SOllon (Plate I.
.

F, ures (cal.lV-2).graph Two g
(he liveliestesenlsEncoumer pr

d ed with theel is ren erImage. y
o( form.greaLest economy

\\
I

I

\"'.
'\"

).,.

��
{

\\



-.

-\"
.

( I
�

,,\\

�1;
, ',) �

'\\1
. \\

� ,\\
\"

\\' ,

r ')�
,

IJ

':
..

(
\"

\\�
))

'-'\\..
1

IV.23
LIVING FORMS (LES FORMES VIVANTES), 1962.1963
Lllhographs
Edition or 75
From the portrolro les (ormes IIIVQn[CS, Erker.presse, St. Gallen,
SWitzerland. 1963

)
This sene5 or ten lithographs

was fin-shed by Archlpenko In the
winter or 1961 a year before his
death, They were the last prints or
his career and stand as a milestone
In his oeUVIC Intended as Images to

be lalel worked Into sculpLures, (an
unreahzed prOJect), the pnnts also
sum up many of his artistic accom.

phshments.). Pictured IS a
»

71

group or nine or the lithographs
rrom the onglnal portfolio. On Lhe

rollowlng pages we are reproducing
eight of the lithographs individually.
NoL shown individually are nos.

1V-23.S, The LumlOoSiry of Forms,
and IV23,IO, Rendezvous of Four
Forms,



IV.2].1
THE LOVERS
22 Yo )( 1\"1 � ..

72
The Lovers. unifies (wO themes.

round throughout Archlpenko\"s.
work: erotiCISm and communica,
liOn between two f.gures. This
piece blends the sexual couphng or

Two F�ures (Plate IV-I'!) with the
abstracted, convef'jing bodies or
Encouncer (Plate IV,22) to create a

gentle image or s.plfitual and phys..
callove.
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IV.:n.2
BLACK DANCE
2WJX lOW'

or all the pnnts In this !>enes.

this IS the only one which takes as

Its model .1 work rrom Archlpenko's
(\"..rly (ar(\"t�r It IS bdse-d on a 192\"'1

��
..../

J

7]

wash drawing, and IS Imbued wllh
the gestural nUld'ty of many or the
artlsfs I\"lte drawings and water,

colors.



IV.D.3
THE GROUP
26 x 17V1\"

74

The simple biomorphs and lack
or coherent identifiable rigures in
this lithograph IndICale that il
relates to Archlpenko\"s Images or

deconstructed physl(�llaws and

organiC processes, such as lhe
bronz� FrogmenlOry Relief and

Eagle (Plales IV,IO. and IV,II).
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IV D.'I
THE MANNIKI
2�/lxl�)/.o\"

NS

The lasl In a Ion
bled blomorph 1

g hne or assem.

displaY'> (he I(

s. he Monnlk,ns .lIs
anI( reatures devel,

0

7S

oped by Archl
colored d

penko In his late

rawlngs (
and IV IS )

. see Plates IV.I�.



IV,23.S
THE FAMILY OF ONE FORM
26� x 18\"

76
Another example of Arch..

penko's virtuoso handhng of pOSl'
tlve and negative spaces and shapes,
this print is close kin to Sealed and

SlOndmg FIgures (Plate IV21). In this

piece, however, forms and vOids
are manipulated to obscure lhe

exacl number and specific Identities
of the ligures. Thus the group lakes

prominence over the indiVidual.
The FamIly of One Form is an ex,

ploratlon of Lhe concept of family.
not a !>Imple enumeration or par.
lrarl of family members.
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IV.23.6
CORONATION OF FORMS
25 x 17'/1\"

In Lhl� hthograph Archlpenko
crowns, or makes a triumphal arch
or, his own crowl1Ing achievement:
the manipulatIOn or convex, con.

cave, and vOid rorms whICh has

guaranteed him a promlnenl posi,
tlQ('l In the history or modern sculp'
ture, Thf' artist used these rorms
not only as aesthetic devices, but
also as slgmrlers ror psychologICal
and naLural constanls, In 1960 he
wrote. \"We cannot deny LhaL In our

p5ycho1oglcal make.up the posilive
and the negative are of Identical
force and we merely apply lhem In

dlrrerenl proportions according to

our onentatlon and Interest In a

partIcular case. In our dally lives our

'yes' and 'no' are both centered
around the same point or Interest

and used as positive or negative
deCisions according to our personal
advantage. All poSILlve and negative
by Lhe nature of polanLy become
one In Lhe creative process. as

In Me ILselL Lhe reality of the nega.
tlve IS a concepLual,mpnnt of the
absenL positive It IS not exactly
the presence of a thing buL rather
the absence of IL Lhat becomes the

77

cause and Impulse for creative
moLlvaLlon. This process eXists In

nature as a IaLent force and is the
fundamenLal crealive inducer of
new organic life. Nature creaLes

Lhal whIch IS not yet there. The

apprehension and use of this princi.
pie by an Individual may guide him
to the undef5tandlng of many tran,
scendenlal values of art and life:'u



IV-23.7a
ENCIRCLED FORMS
17x27W'

78

-

-.....

A reclining and rragmentary
rlgure I� crea[ed by interlock,ng.
overlapping, and Juxtaposed rorms
in [hIS prl'lt. The ro..-ms, in [urn, are

derined entirely by looping white
hnes, D,s[lncl lines were impdrtanl
elements in Archlpenko',> work:
lines defined by sculp[ural form in

his three,dlmenSlonal objects, and
hne derlnlng rorm In his two'

dImensional pieces. \"In spi[e or the

general dirference in conception,\"
Archlpenko wrote, \"all my draw-

ings are united by theIr characLens,
tiC purity or line whIch is denved
from my (sculptural) style. '16

�.
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MAJESTIC FORMS
25� x IEIY.\"

79
\\ ,

The lithograph MOJesllc FOlms
departs from Its original drawing by
(he elimination or the lower leg
rorms and the elongation or Lhe
cen(rallacuna This prominent hole
relaLes the work to Archrpenko's
early pioneering sculptures, and Its

rrontalily and imposing presence
Indlc.ale (ha( It descends rrom his
ICOniC \"�ures or the 1950s and 196Qs
(see Plcltes lVI, IVIS. Iv17. and IV-IS)...t.
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v. OTHER WORKS



V,I.

THE MOON, 1947
Carved plastic, electric light
12x 12Y1\"
Collection of Frances Archlpenko Gray. New York

82

The Moon IS an anomaly In

Archlpenko's oeuvre. for It repre,
senLs neither a human figure nor an

organic form. One can understand
the artlsfs interest In the subject,
however, for the moon IS a work of
nature, it is filled with and creates

mystery, and is a luminous body.
Archipenko Included transpar,

ent materials In his sculpture as

early as 1912 His construction

Medrano' (F Ig. 2) contained a piece
of glass. DUring the year 1916, he

began to experiment WILh trans.

parency on a much larger scale,

fashioning free,sLanding f.gures of
IUCIte and plexlglass. In 1917 he

placed amber.colored electrrc light
bulbs within LranslucenL sculpLures,
thus Illuminating them from within.

The Moon IS one of these works.
and was first exhibited at the Asso.
Clated American Artists Gallery In

New York In 191B. For the exhibit's

catalogue, Archlpenko wrote: \"Fol,

lowing my way of Invenhons In

sculpture. I now use the condue,

tlVlty of light In plastic. This success

In modelling light has come after
much experrmentatlon. The plastic
works In this exhibition consist of
four aesLhetlc elements-first.

modeilings of space: second. con.

cave: third. transparency: and. as

the fourth element. the modelling
of light errected by electrlcity.\")7

....'

)
'.

\\

�
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NOTES TO THE CATALOGUE
IFor the early htstory or Archlpenko's sculpto'palfltlng. see Mlchaefsen.

112,39.
3Archpenko. 1960.011.
)For the \"Woman with a Fan\" theme In Cubtsm. see Taggard. 8187
\"For the 19101 WOrTIOI1 wll.h a Fan, see Michaelsen. 129.30. Many of

Archipenko's sculptur� In Europe were d�troyed by the NazIs during
thell\" purge of Modernism, His works were exhibited In Degenerate Art
EXNbit In Munich In 19)7, See Ka�han. 1968. 412.

�Karshan, 1975. 419,
'For the Berlin �thographs. see Ibid.. 76,101, The lithograph Two Figures (1920

1921) JUxtapos� the two figural styles In one mage
7Quoted In Little Gallery. I).
IllIustrated in Archlpenko. 1960. pl. 13.
'Relle{was ri�t exhibited at the KunsLmuseum DUsseldorf m 1960 See Wiese,

1960. cat, ]6, Archlpenko's 19541 retrospective was at the Assocl<1Led
American Artl515 Gallery In Nev.J York, See Associated Amen<.an Artists.

19501. cat. 74. for a reproduction of Plaster Re/ref
IOQuoted In Rzepeckl. 16.
\"Torso In CeramIC and MosOrc IS reproduced In Casson, pI. 19.
'2For Woman III FranC 0{ a Mirror, see Michaelsen. 122 23 The work was

destroyed rn Germany In 1921.

IJArchipenko. 1960, 59.
'''AU of the sculpto.palntlngs created ror the Perfs Gallery show appear In this

catalogue: Plates 1.9, 1,10. 11,5. 111,3. IV-oil. 1V-5. IV.6. and 1V,7,

ISReprodvced In Archipenko. 1960. pI. 10
\"For reproductions of the 1935 Torsos rn Space. see ibid, pl.s 185. 186
\"For 8/ack Torso and While Torso. see Michaelsen. cat 5018. cat S70.
IISee Ard\"penko. 1960. 641,5.
\"Archlpenko's Medrano I (f18. 2). of 1912. contained three found obJects, two

balls and a disc. This Innovation predates PlcaSSO'S IncluSion or a real spoon
In hIS ramous Gloss 0{ AbS/nche or 19141. thus estabhshlng Archlpenko as the

83

rirst modern artISt to employ found objects. For the importance or
Medrano I. see Ka�n. 1975. 11,21

20The 1927 Oeoparra LS Illustrated In BulheL. cat 3
31Reclmmg Figure (19019) IS reproduced In Archlpenko. 1960. pI. 2417. KneelIng IS

reproduced In Fuchs. cat. 416.
HThese drawings are reproduced In Ka�n. 1968.57. rtg 37. and frg. 38.
3JThe sculplo'palntlng Srrll Life wIth Book and Vase on Tobie IS reproduced and

discussed In MIChaelsen, 137. 198. cat. SM.
HSee Karshan. 1968, 35,38,
HNun IS reproduced In Wrese. 1960. fig 410.
HFrom a typed statemenL by Archlpenko, '\"Information or (SIC) the ExhlblLed

Drawll'1gS by Alexander Archlpenko.\" which accompamed the catalogue
to his 1950 drawing show at the Bowdoin Coilege Museum of Fine Arts.

3'The bronze Medieval IS reproduced In Wrght, Kuh. and Karshan. 27. cat. 417,
31See Ibtd. 27: and Wasserman. 66 This popular taste element in 19505

sculpture may be more prevalent than prevIOusly suspected. In a recent
arLlC1e Carter Ratcllrr claims that the braze,and,weld sculptur� of Ibram
Lassaw. Theodore Roszak. Seymour Lrpton. David Hare, and Herbert
Ferber, among othe�. \"easlly transposed to the decor of a mildly adven,
turous irving room from the early 19505:' See RatchU. 1415,418,

HSee A.I,M.. J5: and Mu�terberg. 55.
)°Archlpenko. 1960. 17, See also his chapter on rorm, 31,)8 Not surprisingly.

the blOmorpm In Eagle bear a certain resemblance to microscopIC
roramlnlrera �Iustrated on page ]2,

llFor the sculpLo'pamtlngs Woman WIth Fan and S[andlng Womon. see

MIChaelsen. 129,30, leI, caL. sse. and 137. 209, cat. SI12
UThis Slory IS related In Matt, 1011,12. and Mark 6:16.29, King James Vel'5lon,
HThe Ink drawing Three Figures 15 reproduced In Fuchs. cat. SO.
J4Karshan. 1975. 57.59. gives a detailed account of the prrnLlng of the port'

roo.
HArchpenko. 1960. 5),501
J'See note 26.
PQuoted In AssoCiated AmerICan ArtISts. 19418,



CHECKLIST OF THE EXHIBITION
by Nicholas J. Capasso
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I. STANDING FIGURES
1,1. BATHER, 1915

all and penc� on metal. wood. and paper
20x IW2\"

Philadelphia Museum or Art. LoUIse and Walter Arensberg Colection

81bhogrophy Archlpenko. 1960. pi, 40. (!Ius only). Barr. 10J. 107. pI. 95.
(illus,): Daubler and Gall, fig, 28. (rlus only); Elsen. 71 cat 200. (illus,), Gall.
e. (11k.Js. only). Harnmacher, 139. 141. (�Ius). Janis and Blesh. 115,16. (illus.):
Lieberman and Kuh. cat. 14. (Illus. only): MLchaelsen. 127,8. 131,2. 183,1. cat

562. (rNus ). Phb.delphta Museum or Art. cat I. (lilus only): Raynal. pi 24.
(.Mus only): Rowell. cat. 27. (illus, only),

1.2 WOMAN WITH FAN 11,1915
Pall\"lted wood rehef
19111)( 15�\"
Hu'shhorn Museum and Sculpture Garden. Washington. DC.

8rbffogrophy: Courthlon. 28. (1IIus,). 31. Lerner. 252. 359. pi 348. (lIIus,):
MIchaelsen. 130.31. 181, cat. >61. (.us.); Roberts. 702. 704. fig 122 (illus)

1,4, WOMAN (METAL LADY), 1923
Brass. copper. wood. and new silver
51V2)( 20V2\"
Yale UniversIty Art Gallery. New Haven

BiblIography. \"Aleksandr Archlpenko.\" 12; Andersen Galenes. 6. (Illus only).
Archlpenko. 192'1. 34, (illus. only): Archlpenko. 1960. pi 72. (illus, only).
\"Archlpenko at Klngore's:' 8: Bohan. 57. 134: Brinton. (\"Ius. only). \"Brook,

Iyn. City of Homes :' 9. (Illus only): Buffalo Courrer,Expre-ss. 1. (11Iu$
ooy): Suillet. (I.us. only): Dreier. 77. (Ilus only). Hekk.ng. 168. (Illus. only):
Herbert, Apter. and Kenney. 17,48. cat II (illus): Hildebrandt. 15. fig 64.

(illus). \"It's Modern Whether Con-ung or Goeng:' 15. (lilus ): Karshan. Apr\",
1968. 37; Ka�n 1969. 72. fig. 102. (Illus. onty): Karshan. 1975. 95. (Illus ).
109: Licht, 331. (Illus. only). Little Gallery. 13. (11k.Js. only): Marter. 73,74.

(lIIus.): McBride. 5. MIChaelsen.. III. 24. (illus. only). MohoIy.Nagy, (\"Ius only):
Museum of Modern Art. 19. cat. 154. (illus.): \"Palelle and Brush.'\" \"A

Provocative Sculptor. Alexander Archipenko,\" 21. (\"us.): Rich. 23.
Seredynsky. II. (111us. only); Tetge. cat. II. (11Ius.'\"t>nly): Wiese. 1923. pi,
XXVII. (11k.Js only); Yale Unlversily Art Gallery. 23,24, (illus.)

1,5. FIGURE. 1917 (1930s?)
Patl'lted wood reher
27)( 20111\"
Collection or Frances Archrpenko Gray, New York

BrbItogrophy Kramer. 1970. 17. (1IIu5). Lieberman and Kuh. cal. 21. cover.

(tllus only): Michaelsen, 213. cat. 5120. (1IIus,): Wight, 69. (1lIus, only),

1,6, RELIEF, 1936 (1950sJ )
Aluminum
\"!3�x9V.\"
Collection or Frances Archlpenko Gray. New York

Brbltogrophy Pace Galef\"y. CJl. 15. (IUuS. only): WIeSe. 1960. cat. 36. (1105
only)

1,7, VENUS, 1953
Wood. mother of pearl mosaIc

60\" high
CollectIOn of F ranees Archlpenko Gray. New York

8Jbhogrophy Archlpenko. 1960. 46. 86. pi 73. (1IIus,): Associated AmerICan
Artists. 1954, cal 40. cover. (.Ius only), Karshan. 1975. 113, (!Ius, only);
Rzepeckl. June 1955. 12. (1lIus, only): Rzepeckl. July 1955. 2. (Illus only).
Syracuse Museum or Fine Arts, 21. cat. 73. (Illus. only): W�se. 1955. cat 42
(illus. only): Wiese. 1960. cat. 45. (lilus. only),

1,8 REVOLVING FIGURE, 1956
Wood. mother of pearl mosaIC. rormlCa. metal
78\" high
Colle<tlon of Frances Archlpenko Gray, New York

B,bhography Archlpenko. 1960. 60. pI. 189,192. (Illus. rour- vIews): Karshan.
April. 1967. 14. Masheck. 79. Perls Galerles. 1957. cat. 6. (illus only),
G,S. 16 .
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1,9 MULTI-COLORED FIGURE. 1957
Wood. metal. bakehte
52x26\"
CollectIon of Frances Archlpenko Gray. New York

Brbbogrophy Galiena San Fedele. cat. 44. fig, 4. (�I�, only): Sang10rgc and

Pecupero. cat. 441. pi 19. (Illus only): Wiese, 1960. cal 52. (1lIus, only):
WlghL. Kuh. and Karshan. 26,7. 54. cat S2. (.IIu<».

1,10. BALLERINA. 1957
Wood and metal
27x 14\"
Collection of Frances Archlpenko Gray. New York

II. RECLINING FIGURES
11,1. TORSO IN SPACE. 1936

Bronze 6/6
60\" long
CoiectlOn of Frances Archlpenko Gray. New York

&bhography Archlpenko. 1960. pi, 1841. (Illus only): ''Archlpenko Bronzes:
9. (�Ius onty): AtlrnomlS. 59: Brazu (Inus only). GoodrICh and Baur, 66.
(�Iu<>. only): Kar.;han. Apr�. 1968. 38. Kal\"'.ihan. 1968. 52. cat 22. (1lIus, only),
Kal\"'.ihan. 1969. 78. cat, 52. fig 114. (1lIus, only): McCabe. 236, 238. pI. 9J.
(!Ius,); Palar.; des Beaux,ArlS de Bruxelles. 26. cat 52. (Illus only). Perls
Galleries. 1959, cat 22. cover. ('\"�. only), Robbin<>. 147. pi 217. (Illus only).
Schnell. 126. fig 182. (1IIus,). Tarbel, 40. pi 52. (1IIus.): Wasserman. 63. note

I. Wight. Kuh. and Kar.;han. 25.

11.2, TORSO IN SPACE. 1952
Lithography. serigraphy. embossing
24� x loilre\"
Edition of 50
CollectIOn of Frances Archlpenko Gray. New York

BIblIOgraphy Campbell. 98: Karshan. 1967. 74. (111us.): Karshan. 1968. 31. 341.

pi 29. (Illus ). 61. cat, 49. (illus,): Karshan. 1975. 125. cat 37. (1IIus.). Wcght.
Kuh. and Kar.;han. 32. 33. cat 107. (illus )
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11.3 COLLAGE (TORSO), 1953
Cotage wIth perforated surface. wood. paper
18x24\"
ColleCLlOn of Frances Archlpenko Gray. New York

BIblIography Archrpenko. 1960. pI. 273. (Illus. only): Kal\"'.ihan. 1968. 31. 32.
pi 26. (illus.). Karshan, 1975. 12S. (!Ius.): Pace Gallery. cover. (illus. only):
Wle<>e. 1955. cat. 52. (Illus. only)

11.4. COLLAGE (TORSO). 19541
Collage wlLh perforated surface. wood. metal
18x28\"
Collection of France<> Archlpenko Gray. New York

BIblIography Archlpen1co. 1960. pI. 272. (Illus. only). Karshan. 1968. 31. 33,
pi 27. (illus.). 53. cat 25, (1IIus): Karshan, 1975. 125. McCabe. 239. pi 941.
(lUus only); Wasserman. 10. (1IIus,). 66, cat. 51. (11M,).

11.5 CLEOPATRA (REPOSE). 1957
Wood. bakelite, polyctvome
38 )( 84 \"

Collecllon of Frances Archlpenko Gray. New York

BJb/Jography Archlpenko. 1960. pI. 7. (III�, only): Kar.;han. April. 1967. 14;
Kar.;han, April 1968. 38; Karshan. 1968. 30. (1IIus.). 31. 34: Kal\"'.ihan. 1975.
125. (1IIus.): Mashed:. 79. Perls Gallenes, 1957. cat. 21. (\"'us, only), SanglOfgI.
37.(llIu5 only): Wasserman. 66. Wiese, 1960. caL 51. (.us. only). Wight,
Kuh, and Kal\"'.ihan. 26. (1IIus). 27,28

11,6 FIGURE. 1960
Colored pencil and tempera
28)( 22\"
ColiecLIOfi of Frances Archlpenko Gray. New York

[I 7 FIGURE, 1960
Colored per1CII and tempera
27x21\"
Collection of Frances Archlpenko Gray. Nev-.' York
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11,8. RECLINING FIGURE (REPOSE), 1960
Watercolor and Jnk
8V1X II\"
Collection of Frances Archlpenko Gray. New York

11,9, RECLINING FIGURE, 19505
Penc�
15x22\"
Collection of Frances Arctvpenko Gray, New York

11,10 RECLINING FIGURE, J9SOs
PenCil
15x22\"
CollectIOn of Frances Archlpenko Gray. New York

III. STILL LIFE

III, I, STill LIFE WITH VASE, 1921
Lithograph
17y.x9VJ\"
Edition of 60
From the portfolio Alexandre Arch,penko' Dre,zehn ScemzelChnungen.
Verlag Ernst Wasmuth, Berlin

BIblIography Karshan. 1968. 59. cat. 43. pi 21. (�Ius only): Karshan. 1975.
85. cat. 10, (Illus ). Herbert. Apter. and Kenney. 46. cat 10K

111,2. STill LIFE, '9505
Brush and H1k
18VJ x 12W'
Collection of Frances Archlpenko Gray. New York

III,) OBJECTS ON THE TABLE, 1957
Painted wood reher

.

25x 17\"
Collection of Frances Archlpenko Gray. New York

B,bllography Archlpenko. 1960. pI 9. (Illus only): Fabbri. pI. XVI. (1IIus.):

Perls Gallerres. 1957. cat 23. (Illus only). Wight. Kuh. and Karshan. 55, cat.

56. (Illus. only).

1114. OBJECTS ON THE TABLE, 1957
Bronze
25 x 17\"
Collection or Frances Archipenko Gray. New York

BIblIography Wight. Kuh, and Karshan. 67. cat 57,

111,5 STILL LIFE WITH BOOK AND VASE ON TABLE, 1960 (1918)
Bronze
18 x OW'
Collection or Frances Archipenko Gray. New York

BIbliography Bremer SkulpturenaussteNung. (Illus only). Coates. 73:
Eckhardt, 10. cat 17, (Illus only). Galerre Stangl. fig 24. (Illus only):
Hofmann. 21. cat. 17. (�Ius, only). Karshan. 1968. 27. 28. pl. 20. (illus.). 50.
cat. 17. (1IIus,): Karshan, 1969.44. cat, 34. (Illus only). Karshan. 1975. 85.
(1IIus.): MIChaelsen. III. 22, (rllus ): Perls GallerIeS. 1962. cat 9. (I!IUS only).
Sanglorgl. 37. (illus. only). Sanglorgl and Recupero. cat 24. cover. (Illus
only). Tailiander. (�Ius, o�y). Wrght. Kuh. and Karshan. 20. cat. 3-1. (iAus.). 2J

I� GROUP FIGURES AND
FRAGMENTARY FIGURES

IV,I REVELATION, 1952
Ink, gouache. gold !ear on canvas

36)( 18\"
Collection of Frances Archlpenko Gray. New York

BIblIography, Karshan. 1968. 38. r.g 34, (1IIus.). 58. cat. 40. (Illus ). Karshan.
1969. 97. rig 151. (illus only). Pace Gallery. cat 32: PfeiHer. cover, (Illus
only), ·
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IV.2. TWO FIGURES, 1952
Serigraph
26!A x 16\"
EditIOn of )()
CollectIOn of Frances Archlpenko Gray. New York

8lbhography: Karsnan. 1975, 121. cat. 35. (�lus.):Ukralnlan Art Exhibit Com.
mlttee, cat. II. (.us. only).

IV,3. TWO FIGURES (MEDIEVAL), 1954
Gouache
33 )( 27\"
Colection of Frances Ardupenko Gray. New York

IV,\"\". ORANGE AND BLACK, 1957
Wood. metal. bakehte
25)( 48\"
CollectIOn of Franc� Archlpenko Gray. New York

BIbliography: Archlpenko. 1960. pI. II, (�Ius, only); Karshan. 1975. 113. (Illus ).
Perls Gallerres. 1957. cat. 22. (1Ius, only): SanglOrgl and Recupero. cat. '16.

pi 20. (ilJus. only): WLese. 1960. cat. 53. (Illus. only), Wight. Kuh. and
Karshan. 53, cat. 53. (IIIus. only).

IV,S. RED, 1957
Wood. bakelrte
48 x 36\"
CollectIOn of Frances Archlpenko Gray. New York

Bibliography Archlpenko. 1960. pI. 8. (�Ius. only); Brazu. cover, (1Ius, only):
Wasserman. 66

IV,6 OVAL FIGURE, 1957
Wood. metal, bakellte
43x36V2\"
ColiectlOf'l of Frances Archlpenko Gray. New York

81b11Ography' Archlpenko. 1960. pl. 54. (I IIus , only): Bernard Danenberg
.

Galleries. oil. 5, cat 22. (1IIus,): Fabbri. pi XVII. cover. (1IIus). Karshan. 1975,
153, (.us.); Perls Galleries. 1957. cat. 19. (Illus. only): Wrght. Kuh. and

Karshan, 27, 53, cat. SO. (illus.)
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IV,7 WHITE, 1957
Wood, bakehte
)7xoil3\"
CollectIon of Frances Archlpenko Gray, New York

8IbHogrophy. Archlpenko. 1960. pI. 25. (IAus, only); Perls Galerlt!s. 1957, cat.

26. (!Ius, only). Wasserman. 66,7. cat. 52. (1IIus,),

IV,8 CONVERSATION, 1959
Bronze on marble 1/6
27)( loiIVl\"
CollectIOn of Frances Archlpenko Gray, New York

BIblIography .'Archlpenko Bronzes:' 9. rrg 5. (Illus only): Brazu. r.g, 5. (Illus.
only): Galerle Stangl, r.g. 413, (illus, only): Karshan. 1975. 133. (illus, only):
PerlS Galleries. 1959. cat 341. (11IU5 only). WIese. 1960. cat, 67. (Illus. only).

IV 9 TWO FIGURES, 1959
Bronze on marble 59,1
21)( 14VI\"
CollectIOn of Frances Archlpenko Gray. New York

IV 10. FRAGMENTARY RELIEF, 1959
Bronze on marble 1/6
23)( 1'1\"
Collection of Frances Archlpenkc Gray. New York

BIblIography Archlpenko. 1960. pI. 134. (lius. only): Galerte Stangl. fli' 41.
(Illus. only), Hofmann. 29. (illus, only): Sangrorgl and Recupero. 21. cat. 416.
(illus, only): Wiese. 1960, cat. 65. (1IIus,): WlghL. Kuh, and KarYian. 24, cat,
61. (illu5 only).

IV,I 1 EAGLE, 1959
Bronze on marble 1/8
IOVI)( 15V:z\"
CollectIOn of Franc� Archlpenko Gray. New York

BIbliography Karshan, 1975. 1411. (1IIus.). A J,M,. 15. (,lIus,). Munsterberg. 55.
Wighl. Kuh. and Karshan. 12. cat 59. (!Mus only)
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IV,12. WOMAN WITH FAN, c,I958 (191'1)
Bronze
35\" high
CollectIOn of Frances Archlpenko Gray. New York

B/bffography: Coates. 73; Cooper. 2H. pi 292. (illus.): Donval. 211. rig 55.
(illus.). 212: Eckhardt. 6. cat. 13, (11Ivs only); Galerte Stangl. r.g. 15. (ilk.Js,
only): Galiena San Fedele, cat 15. (lb. only): Hofmann. 32. cat e. (1lIus,
only); Karshan. April. 1968. 36. (lilus only); Ka�han. 1968, II. cat. 15. (illus
only); Ka�an 1969, oil), cat, 22. (illus. only): Ka�han. 19H. 17. r.g. 19.
(III�,): MIChaelsen, .. 25, (�Ius,). \"New Day lOr Old Cubist.\" 79. (Illus. only):
'\"Notable Works of Art Now on the Market.'. pi LXXIX. (Illus only): Perls
Gallenes. 1962. cat. 6. (�IU5. only); Read. 73, pi 70. (Illus. only): SanglOrgl
and Recupero. cat. 15. cover. (11Iu5 only): Tallander. (illus. only): Wight. Kuh.
and Ka�han. 17. Cat. 23. (Illus )

IV,I) STANDING WOMAN, c.1960(1920)
Bronze 3/8
28Y2 x 161',\"
CollectIOn of F�nces Archlpenko Gray, New York

81b11ography Galene Stangl. fig 26. (III�. only); Hofmann. 36. cat. 19. (1llus,
only): Michaelsen. III 23, (.�.); Perls Galleries, 1962. cat. 10. (Illus. only):
Sanglorgl, 37. (Illus only). SanglOrgl and Recupero. 16, cat, 26. (11us, only):
W'l:ht. Kuh, and Karshan. 21. Cat 36. (111us),

IV,I.... TWO FIGURES, 1960
Gouache and colored penCIl
21112 x 27112\"
Collection or Frances Archlpenko Gray, New York

Bibliography' Wight. Kuh. and Karshan. 60. cat 89. (11h.Js. only)

IV,15. TWO FIGURES, 19�1
Gouache. colored pencil. pastel
2ays x 221'5\" ,

Collection of Frances Archtpenko Gray. New York

rV,I6 PROPHET AND WOMAN, 1961
Gouache. pastel
26V2x21W'
Colectlon of F ranees Archlpenko Gray. New York

Bibliography' Karshan. 1975. 131. (1Ius,): SangIOTGI. 41. (Illus, only)

IV,I7 HERODIAS AND SALOME, 1962
Lithograph
25� x 19W'
EditIOn of 20
CollectIOn or F�nces Archlpenko Gray. New York

6tbhogrophy Ka I\".>h an. 1975. 131. cat. 40. (1Ik.JS). Karshan. n.d . 24. pi 173,
(�I� ),

IV,I8 TWO FIGURES, 1961
Gouache. colored pencil
28Y� x 22Y�\"
CollectIOn of Frances Archlpenko Gray. New York

IV,I9 THREE FIGURES, 1962
Gouache
12x 14Y2\"
Collection or Frances Archlpenko Gray. New York

Bd>hography' Sanglorgl. 40. (111u!., only)

IV,2{) THREE FRAGMENTARY FIGURES (FWCTUATING
FIGURES), 1962
Collage. chalk
28Y2X22\"
CollectIOn of Frances Archlpenk.o Gray. New York

Bibliography Fuchs. Cat. 70. (Illus only): Hofmann. 36. pl. 9, (.nus. only):
Pace Ga�r)lr cat. \"'3: Sanglorgl and Recupero. cat. 1141. pI. 27. (illus. only)
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IV,21. SEATED AND STANDING FIGURES, 1962
Lithograph
23�)( 17W'
Collection 01 Frances Archlpenko Gray. New York

B1blrogrophy Karshan. 1975. 129. cat. 39. (1IIus,).

IV,22. ENCOUNTER. 1963
Lithograph
19 JA !( 10�.\"
Edition or 50
Collectron or Frances Archlpenko Gray. New York

Brbllography Karshan, 1975. 133. cal. 412. (1IIu5.)

IV,2J. LIVING FORMS (LES FORMES VIVANTES). 1962,1963
Llthograp�
Editions 0175
From the porLroho les formes vtVQnfes. Erker,Presse. St, Gallen.
SWItzerland. 1963

8rblsography Karshan. April. 1967. 14. Karshan. 1969. II); Karshan. 1975.
57,59. Kramer, 1967.23: Musee des Beaux.Arts de Lyon. cat.s 95.100iI. C.R.
44. Wight. Kuh, and Karshan. 34.

IV.23 I, THE LOVERS
22�)( I\"'W'

8Jbbography Karshan. 1968. 61. cat. 51. (III�, only): Kar5han. 1975. 137. cat

441. (1IIus,).

IV,23.2. BLACK DANCE
2WI )( 10 W'

BIbliography, Hormann, 23, (\"I� only). Kar5han. 196a. 62. car. 52. (Illus
only): Karshan. 1975. 139. cat \"'5. (\"I�).
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IV.233 THE GROUP
26)( 17 � ..

&bllography' Karshan. 1968. 62. cal. 53, (Illus. only); Karshan. 1969, rrontlS.
piece. (1lIus, only); Ka�n. 1975. 1411. cat, 416 (�Ius.).

IV 23Aa THE MANNIKINS
25VI )( 15�\"

Bibliography Karshan. 1968.62. cat. 5-1. (\"I� only); Kar>han. 1975, 1\"'3. cat.
-17. (illus,)

IV.214b THE MANNIKINS
Drawng ror [he lithograph The Manrukms
Ink. pencil. crayon
Collection or Frances Archlpenko Gray. New York

IV.23.5 THE FAMILY OF ONE FORM
26�)( IS\"

Bibliography Karshan. 1968. 63. cat 55. (�Ius only): Karshan. 1975. I\"'''', caL
\"'8. (Illus )

IV 23 6 CORONATION OF FORMS
25)( 17Vl\"

B'bl'ORrarhy Kal\">han, 1968, 63. cat 56. (1IIu� only). Kal\">han. 1975. 1045. cat
49. (1IIu� ). Wrght. Kuh. and Karsnan. 62. cat. 114. (,I� only)
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IV,23.7a. ENCIRCLED FORMS
17x27VI\"

BIbliography Karshan. 1968. 63. ca t 57. (Illus . only): Karshan. 1975. I ,17.
cat 50. (illus.). Wight. 69. (Illus. only): Wight. Kuh, and Karshan. 32.

IV,23.8 THE WMINOSITY OF FORMS
26V2 x 17V2\"

BIbliography: Kar5han. 1967, 76. (�Ius only): Karshan, 1968, 22. pI. I'!. (11Ius).
17.6-1, cat. 58. (1IIus,); Karshan. 1969. 104. cat. 102. fig, 171. (Illus. only);
Kar5han. 1975. 1419. cat 51. (illus,); Wight. Kuh. and Karshan. 31. cat 116.
(1lIus, only),

IV,23.9a. MAJESTIC FORMS
25¥4x 18Ys\"

81b1tagrophy ''Archlpenko Retrospecll\\le at Kovler Gallery:' 29, (rnus only):
Blnoche, 51. (1IIus.): Musee des Beaux-Arts de Lyon. cat 103, rrg, 16. (�I�.
only), Karshan. 1967. 75. (Illus. only); Karshan. 1968.23.26. pI. 19. (1IIus,).
6-1. cat 59, (1IIus,); Karshan. 1975. 151. cat. 52. (1IIus,); Wight. Kuh. and

Karshan. 63. cat. 117. (lilus. only)

'-.

IV,23.9b FIGURE WITH ORANGE BACKGROUND
(Drawlf\"Ig ror the lithograph MajestIc Forms)
Gouche, chalk
31� x26W'
CollectIOn of Frances Archlpenko Gray. New York

IV,2] 10 RENDEZVOUS OF FOUR FORMS
25 V:z x 20YI\"

Blbhogrophy' Ka�an. 1968.6-1. cat 60. (Illus. only): Kal'5han, 1975. 153. cat.

53. (Illus ); Wight. Kuh. and Karshan. 6-1. cat, 118. (Illus only),

V. OTHER WORKS
V,I, THE MOON. 1947

Carved plastic. electric light
12xJ2Vz\"
Collection or Frances Archlpenko Gray, New York

BiblIOgraphy. Archlpenko. 1960. 60. pl. 199. (1IIU5)

.
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