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ROBERT DURAN

By Robert Pincus-Witten

Recently, | attempted to create a rationale for the seeming happenstance
placements of Richard Van Buren’s eccentrically shaped plastic reliefs in
terms of similar shapes found at the same time in BOB DURAN’s painting

of 1968-1969. The beauty of Duran’s present exhibition makes it clear that
we must now clarify his development in terms of his own painting. The first
mature works of which one became aware dealt with a means of structuring a
surface attracted to erratic shapes, but which at the same time sought artis-
tic confirmation in the retention of certain serial or Minimalist ploys. Duran’s
painting of 1968 attempted to reinforce a grid organization through the loca-
tion of thinly painted shapes at the edges of unpainted canvas squares. This
established the illusion of the plane while permitting a comparatively free
small-shape distribution to evenly spread itself all over the large canvas.
Through 1968 and 1969 the shape lost its para-illusionist function in relation
to the grid and gained its own expressive autonomy. The shape vocabulary
tended to a kind of clipped ornamental figure not dissimilar to the patterns
one finds in warp-printed textiles of Uzbekistan. The figure-ground duality
inherent in such a compositional method grew to be discounted, so that by
the end of 1969 Duran established the color of the ground by approximat-
ing the general drift of the ambiguous colors of the thinly painted figures. In
the recent works we see a recidivism, the re-emergence of both the aban-
doned grid and a loosely illusionist figure-ground relationship. At times both
are present in a single work. The color remains high key and laid down in a
drawn-out acrylic of a generally roseate cast. The application appears more
deftly sporadic and tremulous. | may be suggesting the possibility that Duran
has come to the end of the orientation in which he set about to work some
three or four years ago. Perhaps unsure of how to evolve in terms of sub-
stance rather than where to go in terms of style, Duran, in restating certain
formal problems, appears to be husbanding energies and waiting.
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The ARTHUR G. DOVE collages,
which are largely concentrated in
the 19205, allude to curious and im-
portant  historical problems. As a
painter, Dove is associated with the
tradition of landsicape, which seeks
to find signs or other visual equiv-
alents for the landscape experience.
In this desire Dove can be associal-
ed, say, with early Georgia O'Keefie
and that first phase of William Zo-
rach’s career which he spenat as a
painter. In short, their landscape
prainitirng derives from WRPMECTE of Fui-
turist theory. Remember, it was the
Futurist who sought “unique forms”
and ““dynamic hicroglyphs.”

But, Dove's collages put forth an-
other aspect of American modern-
isem, that strain of Dadaism which
was fostered in the circle of Stieg-
litz, with whom Dove exhibited 1o
the closing of An American Place, as
Stieglitz's gallery of the 19305 was
called. (Although Stieglitz's  antip-
athy 1o Dadaist art and Dadaist en-
thusiastsi—preeminently  the Arens-
bergs=is well recorded, he was per-
sonally attracted 1o Dadaist artisis
as people,  most nodably Picabia,)
There is still an occasional paintesly
1::I|,1g{- with distingt references of
Kandinsky such as we find in the
George  Gershwin's  Rhapsody  in
Blue collages of 1927, in the first of
which clock-springs are contrasted
AgAinsl  nervous blue brush  twirl-
ings. But it is the specific Dada por-
traits which are more 1o the point
of my argument which is that for
Dowve collage s before all else a
Dadaistic techmique rather than a
Cubiigl or Ful sk e, Dowvis's Poes
trail of Alfred Stieglitz of 1925 con-
trasts e order and disorder of maetal
clr.l-c!\.-sprmp,. steel wool and pl'l(:l'
tographic plate above which the
eye of Sticglitz is signified through
the inclusion of a camera lens, Cer-
tainly Picabia’s incaration of Stieg-
litz a5 a camera in his 1915 :1||L|j;\|-
fei, Clest foi Stieglitz is the equiva-
lent right down 1o the frakiure “Ideal™
at the lens aperture. In a collage
called The Critic, perhaps a por-
trait of the reactionary critic Roval

Cortissoz, an  empiy-headed, red-
hatted figure whaose body is a cut-
oul review as flat as his prose in
support of Beaus  Arts  academi-
cians, roller-skates by while sucking
up tlidbits with his Enorgex vacuum
. This kind of sardonic por-
tra't, forerunner of Jasper Johns” The
Critic Sees, has a high increment of
the irony we associate with German
Dadaism such as in George Grose's
collages. Even Joseph Cornell is
fisted in Dowve's collage, Starry
Heavens, of 1924, in which a gold-
spattered circle of blue with the Big
and Lintle l'.liljl:u.*r 1'.\rt‘fu|l-,' |M|r‘|||:"d
in calls to mind the many Comell
bowes which incorporate the theme
of constellation and starry sky.
Recently, 1 attempted to create a
rationale for the seeming happen-
stance placements of Richard Van
Buren™s ocoentrcally -.Imp-r-d F’:I|M1if
reliefs in terms of similar shapes
found at the same time in BOB
DURAN"s  painting of  1968-1969,
The beauty of Duran’s present ex-
hibition makes it clear that we must
mow  clarify  his dl:"h'l:'llr|:|:m,-nl ]
terms of his own painting. The first
mature works of which one became
aware dealt with a means of struc-
turing a surface attracted 1o ereatic
shapes, but which at the same time
'!.n:ury;hl artistic confirmation in the
retention of certain serlal or Mini-
malist ploys, Duran's painting of
1968 anempted to reinforce a grid
arganization Ihrrruuh the location of
thinly painted shapes at the edges
ol l|np.1in::-d canvas stuares. This
cstablished the illusion of the plane
while permining a  comparatively
free small-shape  distribution  to
evenly spread itseli all over the large
canvas. Through 1968 and 1969 the
shape lost its para-illusionist func-
tion in rel to the grid and
gained its own expressive auton-
amy, The shape vocabulary tended
to a kind of clipped omamental fig-
LLLE R LE] muilar to the patierns one
finds in warp-printed testiles of Ue-
bekistan, The figure-ground  duality
inherent in such a compositional
method grew o be discounted, so
that by the end of 1969 Duran estah-
lished the color of the ground by
approsimating  the general drift of
the ambiguous colors of the 1hinly
painted figures. In the recent works
we see a recidivism, the re-emerg-
ence of both the abandoned gricd
and  a  loosely  illusionise figure-
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ground relationship. At times both
are present in a single work. The
color remains high key and laid
down in a drawn-out .ll:r','|i¢‘ af a
generally roseate cast. The applica-
tion appears mone dedtly \F‘nlr.ttrif‘
and tremulous, | may be suggesting
the possibility that Duran has come
1o the end of the orientation in
which he set about to work some
three or four years ago. Perhaps un-
sure of how to evolve in terms of
substance rather than where to go
in terms of style, Duran, in restating
cerfain formal problems, appears to
b l‘lu\!!.ll“!iﬁ}: energics and waiting.

Were the large paintings of ALAN
COTE first shown in 1966 or 1967,
I suspect that this young artist would
have been receivied as a Fiﬂuru aof
considerable rank. As it is, those as-
pects of his work which so clearly
derive from  middle Stella, early
Poons and early Avedisian, while
not exactly discrediting the present
p.\linlingn, nonctheless locate them
in a stream of Mew York taste which
while still lovely, has become, at
least 1o me, a displaced center, Bui
the pictures are tremendously like-
able. The grounds are firmly and
evenly colored. Dispersed across
them are \.h.!rp resel-like \.haf:lt-h... anip-
ended, which are carefully contrast-
o against the Kr:aul:ﬂ. Because of
the color contrasts, the ground func-
tions ambiguously in space by in-
stants, although, generally speaking.
abstract illusionism is not the erm.

ary aim of these works,

The free dispersal of these shapes
has a pec uliar history, not only re-
lated to Bill Bollingers piercing an-
odized aluminum channels of 196G6-
67 but also to Roanie Landfield's
rodl-filled  compositions  of 1967,
Moreover, a longer tracition it allud-
od to which incorporates both. Da-
daism  and Cubism. Picabia’s [a
femme aux allumeltes of 1920 and
Arthur G. Dove's Goin® Fishin® of
1925 ought to be remembered for
the inception of compositions based
on such a recaleitrant ﬁ“l:lri,". But
ultimately Cote's works are a chro-
matic restatement, ©n a monumen-
tal scale, of the maze-like functions-
ing of edge found in the Hermetic
Cubist  painting of  Picasso  and
Brague in the period of 1910-12, an
idiem transferred into the "'plus and
minus"” compositions of Mondrian
of 1913, In all of these works the
edges provide a kind of visual ob-
stacle, hurdles to pass around or to
jump over. In shor, like the great
works | have cited, Cote’s large pic-
tures transform image into an in-
tense and conscious action of sight.
As actions of sight, the Cotes—per-
haps burdened with a long heri-
Lage not immediately :,"m"\.\.wj at —
nmonetheless are  remarkable, most
probably for the bigness of their
scale and the declarative character
of their colar.

The exhibition of PETER REGIN-
ATO's welded steel sculplures pre-
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sents problems concerning the rela-
Eiun\.hip of a young artist to the
Constructivist/Cubist idiom. Widely
rejected on the basis of its famili-
arty thene |'|u\\'|:"\.-'rr. Cirtain
Constructivist/Cubist inferences, say,
within the affirmative character of
Richard Serra’s axiomatic structures,
By contrast, the strain which Regin-
ato IZ"I‘HI:Ih.I'\.-i.’I:'\ deals in the plane,
shape and scale comparisens inher-
ent in the tradition of Cubist scnsi-
bility. In  this respect Reginato’s
work may be :.llmparg'd tor Michael
Steiner's recent steel strectures al-
though he studiously avoids the
In'n--l'_.-mg. fl‘r||.lb;¢-t|1-ri\'f‘;l sersibils
ity of the latter. In the degree that
Reginato is drawn by organizations
which rise up, if somewhat squatly,
the immediate lelurl' ferr o Smparison
is, evidently, David Smith. Regin-
ate's chief problem, it seems 10 me,
is mot im having adopled the Cubist/
Constructivist vernacular, but in the
formulation of this vernacular in a
middle scale range.  Insufficiently
small for ws 1o perceive the con-
junfnw\-nm:. of Cubist comparison—
the famous, possibly mythical *Cub-
ist grid”—and insufficiently large for
us o relate in a physiological way to
scale, the Reginatos end up in a
middle range which is curiously neu-
tral in its efect at this moment in
art history. The scale issue is im-
portant because as middle range
works they are not able to compel
ui on an adumbrative level nor do

ane,

they easily comrespond to our in-
grained desire for magnitude as con-
tent. In short, they remain objects
of a certain dimension within a gal-
lery context and as such seem ethi-
cally doubtful, devaluating the Cub-
BUCanstructivist vemacular into an
omamental exercise.

Twica young arists invalved in the
evolution of color painting present
difficult works because they so
largely run against the stream of
present sensibility, ELLIOTT LLOYD
prefers a downbeat range of color
which he ocrganizes in overlapping
transparencies. The shapes have the
same casualness of “arrival™ that the
silhouetted configuration  of the
canvas support does. My resistance
to the work is largely based on the
Organic conmolations inherent in the
template-like shapes which charac-
terize both the image and the stret-
cher system. Breast and nipple pro-
files often are brushily alluded to
In making his decisions Lloyd brings
up issues of Sureealist anthropo-
morphism in the context of color
painting, The conjunction is inter-
esting but strained.

JOHN  GUNDELFINGER s mone
complex since his color painting of
particularly  bilious  and noxious
r-lllb;l.,"-—l::-ﬂ purp-uu‘:—f"n:f up ;||l|!'|-u'|
bosky landscape painting. The tech-
nigue employs the vicissitudes of
lyric abstraction but throws it into
the tradition of the loose monotype
landscapes of Degas’ and Monet's

Elliott Uioyd, Wind-Lip, scrylic, BIve 3947,

1970, Sachs Gallery
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