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plane. Some bear such titles as The Sea, The Wave, but since
almost every one is ol the same black energies whirling and
counter-whirling in a dense grainy field (with the exception
of the white silhouettes of three figures, General and His
Family), the titles are quite beside the point. Although they
are equally evocative of whirling molecules or galaxies or
microbe paths, the predominance of violets, coral and green
and the undulating motion of the blacks do suggest the under-
sea world, and the words may give some comfort to the stray
visitor who, bewildered by the singleness of purpose in these
canvases, may wonder if he is confronting an obsession.

Actually, this painting is, if anything, too sane and work-
manlike; and its problems lie within its own intricacies ol
craft. The method is virtually the same for all: first a ficld of
soft color—yellow, violet, green, red; then a series of thick whites
and blacks, applied until the surface is ripely blended: the
blacks and the foundation colors are then carefully re-exposed
by scraping through to them; and the finish is arrived at by
sprinkling sometimes sand, sometimes dots of color over the
surface to screen careful nuances out of both the blacks and
the rich foundation colors, Large in scale for the most part,
the paintings are best taken ‘at a distance which renders all
these surface techniques invisible. The question then arises:
Is the body of his recent work like a fountain that plays un-
endingly, purely fascinating, or can each painting be identified
as an individual conception and solution?

Circular Forms I, Circular Forms II are certainly impressive.
And in a few others;, including some small ones, the aruist
seems to have stopped when he had come to terms with an
emergent effect. What effect is hard to describe, since the best
have the kind of allure that will be only subjective in its
satisfactions. They have the power ol establishing a relation-

At right: Cirele Image No. 38 (1954). Below:
Circle Image No. 36 (1954). Courtesy Grace
Borgenichi Gallery.

ship, even if only to rock the spectator and draw him into
a lovely maze.

Sc:mwnzn's art does not have the cultivated slapdash
“spontaneity” of tachism; and it springs from a difierent
basis than the traditional challenge of making new combina-
tions out of nature’s bare bones. These paintings have instead
an intelléctual element at their root; a freewheeling preoccu-
pation with one geometric form—the circle—for its own sake
marks a radical change from the time when Schanker's work
was full of powerful, primitive figural concepts; some of which
he carved in mahogany. The circle is “intellectual” insofar as
it secems to be divorced from any but a symbolic source ‘(as to
what it symbolizes, in our day it could just as well be the ego
as the atom); it serves as an Esperanto ol [orm. But discover
ing and announcing an Esperanto, a “universal language,”
does not necessarily make its content meaningful; there is

-always a danger of auto-infatuation. This is evidenced occa-

sionally among Schanker’s numerous canvases, which are not
sorted out as to research and realization. In all, there are con-
sistent values, however: energy, reliable color sense and tru:
delight in craftsmanship. For pure dynamism, as a matter ol
fact, his Circular Forms on wood and plaster (and as prints)
outdistance these canvases—perhaps because he has a more
direct textural control in these othér media. The paintings
of this present phase open up another zone of expression.
Above and beyond the literal adherence to and repetition of
the circle play is the richness of layered colors, which but
slightly varies from one work to another. Such is the fascina-
tion of these paintings, and their continual motion, that they
seem to swing opulently out of a very private rumination or
romance.
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