PROGRAM

(1) We have agreed that the most direct ap-

proach to our objective is the exhibition of our
work. We shall show together at least once a
yeat, making it constantly our effort to have
our annual, or more frequent, exhibitions
present in a dignified and competent way all
the significant “abstract” wotk done in
America. There is no limitation upon our
members showing with other groups. On the
contraty, we wish to encourage our mémbers
to form separate discussion and exhibition
groups which may each have a more unifted
character than our general organization.
]

(2) American Abstract Artists will provide
opportunities for group discussion and experi-
mentation among its members.

. e
(3) In addition to such publicity as attends

our exhibitions, we shall underrake when pos-

sible a broader and more general type of edu- :

cational publicity, such as a magazine, a year-
book, pamphlets or public lectutes.

o °
Americﬁn Abstract Attists invite into an Asso-
ciate Merﬁbership those individuals who do
not wish, or who are not entitled, ro exhibit
with us, but who otherwise are in sympathy

with our general purpose.
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GENERAL PURPOSE

Our purpose is to unite American “abscract”
areists, (1) to bring before the public their
individual works, (2) to foster public appre-
ciation of this direction in painting and sculp-
tute, (3) to afford each artist the opportunity
of developing his own work by becoming
familiar with the effores of others, by recog-
nising differences as well as those elements

he may have in common with them,

CHARACTER OF THE GROUP

W e believe that a new act form has been es-
tablished which is definite enough in charactec
to demand this unified effort. We recognize,
however, the need for individuals to experi-
ment and deviate at times from what may
seem established directions. For this reason
we place a liberal interpretation upon the
word “abstract”, a word which we moreover
recognize as neither adequate nor accurate.
What we desire {s a broad inclusive organiza-
tion of all artists in this country who have pro-
duced work which is sufficiently in character
with this liberal conception of the word "ab-
stract”. We invite into our membership the
best known “abstract” artists in America, as
well as those who are totally unknown. We
invite also the members of any other similar
groups, assuring them that to join with us
does not conflict with their own group
relationships,

MEMBERSHIP

Full members of American Abstract Artists
bind themselves to contribute a certain sum
each mouth (at present this amounts to 30
cents a month) to defray current organiza-
tion expenses. The sum of $5 from each mem-
ber is expected to cover the costs of hiring a
gallery for the forthcoming exhibition, and 2
further sum of about 35 each should cover che
necessary outlay for publicity. (These
amounts may vary as the group membership
varies. All members are expected to contribute
exactly che same amounts.)

ASSOCIATE MEMBERSHIP

Associate Members of American Abstract
Artists bind themselves to contribute only the
same regular monthly dues (see above) as
do the full members, and are entitled to take
part in all cultural, intellectual, licerary or
educational activites of the group on the same
basis as full members, They may not exhibit
unless they become full members. They will
also have no vore in business meetings of the
organization for deciding policies, programs,
activities, finances, etc., of the group.

NEW MEMBERS

It is the express desire of American Abstract
Artists to include within its membership as
broad and representative a number of painters
and sculptors, working in the "“abscract™ direc-
tion, as possible.

Since the so-calied "abstract” movement has,
however, grown to far greater proportions,
and enlisted a far greater number of American
artists and students than most of us ate awate
of, it was felc that, to ensure a certain stand-
ard of clarity of statement, achievement, unity,
etc,, in the public exhibitions, some sort of
control must be excercised. It was therefor
decided that artists whose work was not well

known to a majority of the present group, but
who would like to join, be asked to submuit
examples of their best work, (preferably
finished paincings, or photographs in the case
of sculptors or vut-of-cown painters) and
these works would be passed upon by secret
ballot by 2 majority of those present at a meet-
ing consisting of at least two thirds of the
entire membership.

PRESENT MEMBERSHIP

The present membership (January, 1937) of
American -Abstract Artists consists of the fol-
lowing names: George McNeil, Jeanne Carles,
A. N. Christie, C. R. Holty, Harry Holtzman,
Marte Kennedy, Ray Kaiser, W. M. Zogbaum,
Ibram Lassaw, Gertrude Peter Greene, Byron
Browne, Rosalind Bengelsdorf, George L. K.
Motris, Vaclav Vydlacil, Paul Kelpe, Balcomh
Greene, R. D. Tutnbull, Frederick J. White-
man, John Opper, Albert Swinden, Ilya
Bolotowsky, George Cavallon, Leo Lances,
Alice Mason, Esphyr Slobodkina, Werner
Drewes, Richard Taylor, Josef Albers.

The membership is steadily increasing, so that
this list is far from definitive.

ADDRESS

All communications or inquiries should be
adressed to :
R. D. Turnbull, Secretary
51 West 10th Street,
New York City.
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“RSTRACT ARTIS'S,
. NAKE NEW STAND:

LThirty-nine Painters . and
~Sculptors Mustered in Group
- Showing vat Squib Building

|

Put down under “prosperity notes” [
the revival of ebstract art. Well
night put to rout by the rush to-
word social realism in depression
" years, abstractionists now rally for

1 new stand. A band of thirty-nine
rlhas been mustered for the first ex-
hibition - on view in the Squibb
'Building by the recently organized
American Abstract Artists.

“Youth predominates and some of
the most interesting things are by,
1 ~tists as yet hasdly known to the
publig. I would cite among these

the p! ings of George McNeil, who |
designs with spontaneity and a real |
painter's sense of tonal modulation;
Hananiah Marari's work, particu-
Hannaniah Harari's work, sculpture
of the “spare-rib™ variety by Ibrim
EllLassaw: Esphyr Slobodkina'’s can-
lyates, with their involved stage-wing
spaces and the work of Harry
Bowden and Anne Cohen.

Out of the more seasoned ranks
,come Louls Schanker's brilliant big
figure piece, a handsome bronze by
Warren Wheelock, novel construe-
tions of sliced toy ten pins by
xtgclav Vytlacil and paintings by

Josef Albers, which 1 count the
most mature end original in the
arow.
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Schanker Show on View. w -
Louis Behanker, having an exhihition of his racen
work now at the Artists Gellery, {s an Ameriear.
Though he.has had one-man shows before this, ht
1s perhaps best known to the public through his large
and widely reproduced mursa! decoration executed l
summer for municipal radio station WNYC.
_ Bchanker is one of the more personal and ¢riginal*
of our younger crop of abstract painters. He has &
lighy and witty touch, buliding his pletures not ¢.
_rigid geometrical masses but of spontaneous-gppearin-
though carefully conceived ealligraphic patterns lalc
onto fresh and sparkling color. Sametimes the pat-
u_erns‘cllng closely enough to reality for ane to dis-
tinguish recognizable forms. At others they're com-

. pletely abstract, and if they suggest reality at all it

in the movement of things, rather than in their shs .
{The picture Schanker calls Football 1, 15 a goc”
example of this.)

But all of his pletures—whether they’re primari*
linear patterns on color, like Musicians; or Compo
sition ITI, which has, in its arrangement of its jagge

"‘motifs, something 6f the characier of primftive em

broideries; or the more solid than usual (for Bzhanker
Compogition I—reveal his genuine taleng.
- L .

: '———-—_——.' - d
SCHANKER, MURAL ARTIST

EXHIBIT AT THE .
: ARTISTS’ GALLERY

[
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% ;\ Sugar Loaf &nd Warwick friends of
w
\

Louis Schanker will ‘Jlearn with inter-
est that he has an exhibit at The
\ Artists’ Gallery, 33 West _th Sireet,
W New York city of recent paintings,
woodcults, sculpture. Exhibit ie from|.
Nov. 14th to Dec. 5th and hours are|:

| )
N
‘I from 10 - 9 dally and Sunday 3-8,
L

Mr. and Mrs. Schapker bave leas-
- ed a cottage on the. Charles Wis- |’
per Barrell farm at Sugar Loaf for|,
several years. His furale at the
World's Fair received great praise.

. o am— mew s e



Louis Scharnker's wood sculnture, Angire Vo znter) ¢
The A<y 3 Bench (right} ot the Ameri  n Abstract Artists’ Squ-.ob
Bu "iin}  hibition, 1937













| Art Instructors Hold Exhibition |

By EMILY GENAUER.

The Ameérican Artists Se.hool'
opens its geeson with an exhibitio~
of work by membhcrs of its faculty,
numbering among them such well-
known figures as Moses Soyer,
Philip Evergood, Francis Criss,
Maurice Glickman, Abraham Harri-
ton, Walter Quirt, Phillp Reisman,
Harry Glassgold a cha

Criss is so well eollected that no
origir J canvases by him were avail-
able . ur the . exhibitlsn; so photo-
graphs of works In the Whitney.[
Brooklyn and other museums, as well
as in distinguishecd private col-:
lections, are shown instead. Glick-
man, because the majority of his|
sculptured figures are 80 large, must
also be szen im photographic re-'
production. But alter Quirt is
there in originals, and these sar.
enough to make any show. Quirt is
the daring fellow who attempted to
harness that medlum of the arch-
aesthetes, surrealism, to something
as vivid and real as she clasy
struggle. And succeeded in turning
out canvases that, however potent
they may be in hastehing the revo-
luticn, are excellent works of art.

There is g8lso a first rate canvas
by the younger Soyer, a portrait of
a dignified, meditating girl in a
yellow blouse. Louls Schanker.
whose rich sbstract.lons Wwe have. not
seen d-

represented, Gchanker seemys
Emmyzd_mw-
nite and individual personality aud
polnt of VIEW. id 5 : .
s as abstraction, s
no mean achievement. 2150
liked the finely fexfired prints by

Eugene Morley and the clean sweep
of Harriton’s “Tri-Boro Bridge.”

L] LR 3

" plastic representations of geometrical
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~Jumerous Artists - Show

: Bparks fly at the exhibition of the
ma‘lcan ‘Abstract Artlsts, at the
Mne Art Qallery. -But they are

| indled by-visitors’ violent reactions -

o these -palnted combinations of
Iines, trlangles, cubes and the like,
org: into what might be called

| formulae, rather than by the intrin-
{8lc attrlbutes of the palntings them-
\selves. Beocause there's not a stray
lemotion in a carload of them.

None of the works, by their very
\n.ture even attempt to convey the
| Bsence of personal, or human, emo-
ons. Nor do they need to, to re-|

in their status as legltimate works
o! art. What is more important,
few ot them provoke (or they didn't,
that i8, to thjs cobserver) any emo-
tional, or sensuous, reaction to their
purely plastic harmonles the| f
rhythms of thelr masses, colors, or
Ilna

"Two large rooms ars filled with

though if you didn’t know that, you
might easlly imagine, after a cursory
glance about the walls, that they!—
were tossed off in weak moments by
Pjcasso, Miro, Xlee, Kandinsky and

! abstractionists.
X Work Too Derivative.

|| American exponents of the prin-

"1| clples .ot non-objective art. Their|.

work is too palpably derivative and,
)| ad imitation, lacks the fire of the
original artists who were their in-
splration.

Rosalind Bengelsdort’s abstraction |

is llke a late Picasso, with none of
., the monumental, frenzied force of
the Plcasso and only its exterior,
weakened form. llya Bolotawsky's
things are so close to Miro the Cata-
Jonlan could very easily sue the
| American for plaglarism and. win

.1 his sult, though Bolotowsky's effort i

has none of the humor or the ex-
traordinary Uveness of Miro’s work.
Susie Frelinghuysen's “pgpier colle”
paintings would be charming if their

source, Ploasso, didn't keep getting|.

betwean picture and upectator

| others of the European school of|

That seems to be the trouble with |,

Their Work

" Some Orl;l,ml Talmt. T
There sre some original talents to
be seen in this show, though they
are not in every case effective. Paul
Kelpe. for Instance, appears to be

harting his own way, preceding
from the point where Glelzes left off.
‘But his separated forms, like seg-
ments of pipes and blocks, beautl-
fully drawn and sensitively colored,
lack mavement. It is as though a
Juggler were tossing them and &
camera caught them in mid-alr.

Janet Young, working in colored
marbles, secures interesting, original
and pleasmg result.s

as one of few

Amerlcan qbstrwﬂonhtl whoge

works really have a vigorous, cre-'
a.t&ve individuaiity. J

Dtm, of slm wmanve D blae bty

work by members of the group, al-.
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Exhibition by Al:rti\—'ll:'.\—lnlnd Autisgs ar the Riverside

Museam Riises High—and Controversinl—Partisan Claims

S

e

A Benefit for Gevman Refy
Events in New York and Out of Town

——
AW pevase reret y N e e o varh by Ca | c—— T
o EWAGE ALDE v N ! N e, ey i | egw ?M:t
e s donaieh AP Ve wnkecs| ke Ahe Smared.
)

it Vo Ve | ]

P r—— ‘.:H\:Q,M

Srew g, 10 st this ey | 25 84 Pty

e DN Wt g | T DNy >
pr 3 e APemesine

i
t
i

{
i

el
i :
f!'

it
i
f
i

|

i
|
!

e L wr evterieats | &
B al.
jpaieasy | woGomporty 7T remmarion &

1 s s 5 asitn, ot | Woseming

Al
il
f§

e Mgl il Sad

54
i

i O

ov—rry LA
} [ty

" Wy Ty

:

’g
i
2fE

dnr Chm—-
vy ot pee v
» o Mt s Gamemaey
P —— r g
o the Wima A Dk
:-Q-x: Mol O Ton

;
z
i

i
T

)
i
il




THE NEW YORK TIME., SUNDAY, MARCH 12, 1939,

‘Comy _sition,” by Louis Stha =, % (Ul

PR

“miition  the Amerfean Abstract Artic’s at Riv. .
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e Museum.
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AMERICAN FINE ARTS GALLERIES
215 WEST 57TH ST NYC HOURS 10-6 SUN 1-6

PAINTINGS:

JOSEF ALBERS
ROSALIND BENGELSDORF
ILYA BOLOTOWSKY
BYRON BROWNE
GEORGE CAVALLON
A. N. CHRISTIE
ANNA COHEN
BURGOYNE DILLER
WERNER DREWES
SUSIE FRELINGHUYSEN
A. E. GALLATIN
SIDNEY GEIST

FRITZ GLARNER
BALCOMB GREENE
GERTRUDE GREENE
HANANIAH HARARI
HARRY HOLTZMAN
CARL HOLTY
DOROTHY JORALEMON
RAY. KAISER
FREDERICK P. KANN
PAUL KELPE |
LEONORE KRASSNER
ELEANOR DE LAITTRE
IBRAM LASSAW
HOWARD LESTER
AGNES LYALL

ALICE MASON
GEORGLE McNEIL

30
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32

33
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35
36
37
38
39
40
41
42
43

45
48

47

49

49
50
51
52
53

L. MOHOLY.NAGY
GEORGE L. K. MORRIS
I. RICE PEREIRA
MARGARET PETERSON
A. D. F. REINHARDT
RALPH M. ROSENBORG
LOUIS SCHANKER
CHARLES &. SHAW
ESPHYR SLOBODKINA
FLORENCE SWIFT
ALBERT SWINDEN

R. D. TURNBULL
VACLAY VYTLACIL
WARREN WHEELOQCK
FREDERICK WHITEMAN
HARRY WILDENBERG
ROBERT JAY WOLFF

ARCHITECTS:

BENJAMIN BALDW. ..
E. O. SCHNIEWIND

GUEST ARCHITECTS:

GREGORY AIN
MARCEL BREUER
WALTER GROPIUS
FERDINAND KRAMER
RICHARD J. NEVUTRA
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LOUIS SCHANKER .
The Patricia and Phillip Frost Collection, American Abstraction 1930-1945

1903-1981 National Museum of American Art, 1989

Though much of my work is generally classified as abstract, all of my work develops from
natural forms. I have great respect for the forms of nature and an inherent need to express
_myself in relation to those forms. No matter how far my experimental design may take me
. . . there remains always a core of objective reality which I have no desire to destroy or
even to impair but only to investigate, analyze, develop.[1]

LOUIS SCHANKER WAS ONE OF MANY MEMBERS OF THE AMERICAN
ABSTRACT ARTISTS who chose to base his art in the objects, patterns, and rhythms of
nature. Although never a student of Hans Hofmann , Schanker's ideas about art had many
parallels with Hofmann's. Concetn for the spatial dynamics of a painting's surface, and an
insistence on some aspect of nature as a starting point for art, are two areas that mirror a
shared philosophy between the two artists. Although much of Schanker's later work is
-completely abstract, during the 1930s and 1940s he frequently used direct, identifiable
themes---motifs drawn from sports, his early years working for a circus, and even socially
conscious subjects not normally employed by abstract artists.[2]

As a youth, Louis Schanker quit school and ran away to join the circus. He put in two
years of "interesting but gruelling hard labor."[3] After leaving the circus, he worked as a
laborer in the wheatfields of Canada and the Dakotas, as a "gandy dancer" on the Erie
Railroad, and as a stevedore on Great Lakes steamers. For almost a year Schanker cast his
lot with hobos, riding freight trains throughout the country. In 1919, he put this itinerant
life behind him and began attending night classes at Cooper Union. Subsequently, he
studied at the Art Students League of New York and the Educationial Alliance. Schanker
spent 1931 and 1932 in Paris. He took classes at the Académie de la Grande Chaumiére
and worked on his own, doing plein air landscapes and street scenes. The work of Renoir,
Degas, and Signac made a deep impression on the young artist. After he moved to
Mallorca in 1933, Schanker began abstracting form to a greater degree and incorporating
Cubist devices of uptilted planes and prismatic color in his work.

During the mid 1930s, Schanker began making prints and subsequently became a graphic
arts supervisor for the WPA. He also completed murals for radio station WNYC, the
Neponsit Beach Hospital in Long Island, and the Science and Health building at the 1939
New York World's Fair. During World War II, Schanker worked as a shipfitter and began
teaching the technique of color woodblock printing at the New School for Social
Research. In 1949, he became an assistant professor at Bard College, where he remained
until his retirement.



Throughout the 1930s and 1940s, Schanker exhibited frequently in group shows both in -
‘museums and in commercial galleries. He became especially well known for his
‘nnovations as a printmaker. Schanker belonged to "The Ten," a group that exhibited
together in protest against the hegemony of American scene painting in Whitney
exhibitions and in support of artistic experimentation and an mtcmatlonal (rather than
natmst) outlook in art. [4]

Schanker nnbued his prints, paintings, and sculpture with an animated expressionism that
aims at a ﬁ_mdamental emotional structure. Sculptures such as Owl, carved in 1937,
‘adroitly convey not only the bird's physical appearance, but the quality of mystery that has
made it a symbol of wisdom and secrecy. Three Men, exhibited in the American Abstract
Artists' first annual exhibition in 1937, exemplifies the expressive, angular animation for-
which Schanker's work was frequently praised in press reviews of the 1930s.

1. Louis Schanker, "The Ides of Art 11 Graphic A1't1sts Write;" Tiger's Eye 8 (June
1949) 45,

2. In a letter to the editor of Art News in 1938, an art historian noted the similarities
between Schanker's Circus, a WPA mural done for the children's dining room in the
Neponsit Beach Hospital and Giovanni Battista Tiepolo's I Saltimbanchi. In his reply,

~ Schanker said that he had chosen his subject matter based on his own experience: "I ran
away from school to join the 'big top' and put in two years of interesting but grueling hard
labor as a 'canvas-man,’ 'animal ostler' and 'property-man'’ for clowns, acrobats and other
" performers with one of the best known American circuses. The visual memories that I
retain of this period are, needless to say, vivid if not particularly humorous." Louis -
Schanker, "The Artist Replies," Art News 37 (29 October 1938): 16. '

3. Louis Schahke_r, leﬁer to the editor, Art News 37 (29 October 1938): 16, 21. 1 am ‘
grateful to Joel Schanker, Louis's brother; for relating details about Schanker's life and .
“work in a v1deotaped interview, 9 June 1988. .

4. Other members were Ben—Zlon, Ilya Bolotowsky, Louis Harris, Earl Kerkam, Ralph
Rosenborg, Joseph Solman, Adolph Gottlieb, and Mark Rothko (then still using the name
Marcus Rothkowitz). The group associated for five years and held exhibitions at '
Montross, Passedoit, and Mercury galleries, and at the Galérie Bonaparte in Paris. For
further information about The Ten, see Lucy McCormick Embick, "The Expressionist '
Current in New York's Avant-Garde: The Paintings of The Ten" (Master's thesis,
University of Oregon, 1982)

Source:Virginia M. Mecklenburg. "The Patricia and Phillip Frost Collection: American
Abstraction, 1930-1945" (Washington, DC: National Museum of American Art and
Smithsonian Institution Press, 1989), pp. 154- 158 Copyright 1989 Smithsonian
Institution. All rights reserved.
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