
I
{
I

I
a

I

L,{

t(rfl'
a

Q
1

,l

'{

I

ruffiffi**,,''
I ,ffi, $; ,:i;,:3,,,,,

,*,il,fu$,, ;I,i:'
i.: I #' ,'i :, q'
:.-n* , .'- ,'

: - fl*". :'

G;=*

, Ln* ---
*-t ;I

il
A

I

ry\re YirI ii:r ,nr.. -.Pm'- Ja

t
4-t

r@M @
YT

v

ffi
t %

rr
L,lr' -,{
t

r %
{
I

n
"F*B::

f,

#,%'*.:

I

#' /

--&^
--.&

--1rlt

;r- --agf*

\i. ""

" ]_.r

5a+it
\- --' 8l"*

': -u8--.:'
L.-.,

\ -* rr€d

L.

t
%.

\.-j
'.--t Fe

/**

= 
=,.,

\,

w
t':
,1

ffi
-X'ffi *;

t

\I
*
I

(.: V,r
rt

.* t

T
I

i3 p

*
M,ffisk

I

rc{

------**

IH
k==l ll..:-'i:,:.,:. 1

:- H:: a
.::::Z.i.i 

:,,:::.;,,-.lr:r2 - 
f

:'r;il]a:.'t ::r:.*3 d

,*ffif,ffiffiffiffiffi{I

7}T -*

t"I

\

ffinu,
lier

,{
Y,

I

\
*-{6

,(

\
\

:IT

)1

A-:J



THE WALKER ART CENTER

Board of Directors: president
Donald.W. Ju.dkins
lst vice-president

TheodoreW. Bennett

2nd vice-president

Pierce Butler III
secretary-treasurer

H.H. Arnason

Jo'lmG.Dorsey
AlbertHatnanIII
GeorgeC.Legeros

Mrs. Malcohn A. McCannel
RalpkE.Rapson

J. E. Ratner

JwstinV.Smitk
Mrs. Loring I\,4. Staples

ArchieD.Walker
WalterW.Walker
LowisN.Zelle
ex-officio:

Hon. P. Kennetlc Peterson

Miss Florence Lehm.amn

Mrs.loknRood

@88 [@M @ U,A ffiTEffi[Y
rssuE NUMBER 39, 1957

Editor:

MEG TORBERT

Associates:

RUTH A. BUSINGER

JOHN SUTHERLAND, design

Painting on f ront cover by Robert Kilbride

Design Quarterly, fornterly Eteryday Art Quarterly,
is indexetl in Art Ind.ex. Subscription prices are $2 for one year, $3.50 for tuzo years,
$5.00 for tkree years, single copies 504. Design Quarterly is published four titmes a year by t'lce
\llalker Art Cemter, 17 10 Lyndale Auemue South, Minneapolis 3, Mimnesota. H. H: AnNasoN, Director,
Coyyright 1957 by tke Walker Art Center, Minneapohs,



DESIqNER-CRAFTSM EN

page 2 Kay Boiesen

page 6 Hans J. Christensen

page 10 Dauid Harch

page 16 Luke and Rolland Lietzke

page 20 Lucie Rie

47 Bredgade, Copenhagen, Denmark

I l9 Faircrest Road, Rochester, New York

University of Oregon, Eugene, Oregon

Saxe Road, Mogadore, Ohio

18 Albion Mews, London W.2, England

page 24 Trudi and Harold Sitterle Croton Falls, New York



KAY BOJESEN

Kay Boiesen l)as byy in Copenhagen in 1886, u,ent'into business in 1906 and,becarne asilversmith in 1910. He ioiied Giorg Jensen in l9oz, and,later went to Gerrnany and.

l:r":". Returning to Denmark ln tgB, he set up as a'silvetrsrnith in copenkag,en.
His biographer, Pierre Lubecker, says of him_

He hirnself followed the old and tried path n tke siluersmith's art by learning the trade,
and his pieces bear 

,the _starnp 
of the trained. crafts.wmn. He has become so much at oneuith his rnaterial th'at he instinctiuely acts as it deruands and respects lts long 

"stabllshed.traditions' But what he learned in tlie workshop has neuer restriined hl*, i" has only
made use of it in so 

-far 
as it couldbenefit his purpose, and htas had no scruples about

reiecting traditional.Points of uiew of wh;ch hu 
"ould 

not approue. These haue not been
feta in the course of the years,

,.-Notwithstanding, he always emphasizes the oalwe of a thorough trainingin the craft."It seerns obvious to me," he'says,';that anyone who has personally experienced,, as a
designer, uhat it is to identify hims"lf wlti,r the propertiis and possibilities of his materialmust quite instinctiuely avoid the :uuorst technicil eirors.,,

Kay Boiesen is one of the few Danish industrial artists uthose clarification of design
at once aimed at cultiuati.ng pure types-investigating tlte interaction between teclcnique
and form, andbetu'een.form and'application. A far-as he is concerned, creatingbeautiful
things is not a m'atter of taste o, f""iingbut pre-eminently a question of cornmon sense.The calculated and the sophisti"rrid ororre his inveterate mistrust, and. he kasnel.er really had much faith in the cachet of a_personality wkich *uri b" prrh":i. For kisow n 

_ 
o r 

-i 
gin alit y s 

7t r in gs f r o m im a gin atio n atn d' exp er i e n c' e.
He has, however, oft,en sought inspiration_ln ike pieces mad,e by the ord craftsmen,and'by going direct to the ,oui", has not only ,u""""ded in renewinghimself and settinghis personality free, but, in the best sense of. the word, reuiuing an appreciation oftraditions without b eing daunted by them."

*From an artich pubrished by the Nationar Association of Danish Handiuafts
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Stainless steel place setting

Silver place setting
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Teakwood chimpanzees

Silver casseroles

with ebony handles
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Cream spoon

Paper knife and envelope oPener

Lobster fork
Whisky whip

Teakwood salad bowl

Neptune fork
Fork
Mocca spoon

Butter knife



HANS J. CHRISTENSEN

In designing siluer obiects I place a great deal of importance on the play of llght and
shadow,balance for the eye as well as for thehand, rernembering liritlo,n irhl"h l, ,o
often forgotten.I feelthat students, particularly i.ntlcis country, are puttingtoo much
ernphasis on becoming artists rather than onlearningfirst tob" gord 

"roftlr*"n.Siluer is more to rne tkan mere decoration. It is a ionderful *"tol capable of being
made into any nurnber of forrns. I use sterlingbecause of its rick *orhlng poss'ibilities and
its petmanence. I pref er a satin finish, avoidinghlg'\.r, skiny poliskes whick giue a kard
mackine look, just as I like the uarm, gratifying complement of rosewood. ,f,rd ,ilr"r.
Because it is a precious metal it skouldbe treated os si"k and not be used witk synthetic
prodwcts. A precisely uorked piece of siluer is more tkan just an ephemera, oni 11 properly
cared for should grou) rnore beautiful with tke years, acquiring pirronolity with use.

Hans J. Christensen

6



Hatcs J. Christensen was born in Copenhagen andbegan his chosen career as an

oppr"nti"" to GeorgJensen. He speit n"orly'fiu" years as an apprentice duringwhbh time

he attended. the Sckool for Daniih Craftsmen. He rernaineduitk GeorgJensen until

1952 uhen he entered. the Art Academy of Goldsmiths in Copenhagen. The following

season he exhibited his u,ork and. receired an awmd from the Association of Danish

Silversrniths.In 1954 he came to tkeLlnited States, andhe is now on tke teaching staff of

the Bochester Institute of Technology.

Silver gravy ladle

Silver coffee pot
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Silver pitcher

Silver creamer and sugar bowl

Silver tea pot
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DAVID HATCH
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Stoneware bowl

Ceramic teapot
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Dauid. Hatch, assistant prof essor at the IJ niuershy of Oregon, is currently teaching crafts

in Burma, hauing receiied a Fulbright Award to Southeast Asia fot the year 1956-57 '

In 1950 h" ,p"nt the sllrnfyter duplicatr.ng grauity casting techniques and ot-her

metal-working methods used by the Indians of the Soutkwest. Most recently he has

recapitulated"tl,te granular gold decorative teckniclues of tke middle ages' Hekas done

*rrr"** uork in i"*"lry ,"storotion and has comple'ted an exkaustive studry of the

materi.als and. m.etlxods if ancient Asian metal workers for the Antluopology Departrnent

at the lJniversity of or".gon. He is skilled in seueral crafts but pref ers to be regarded

as a potter.

In response to a request for a statement of his personal pkilosophical viewpoin-t, Mt'

Hatch ofirr"d. coruments ukick we foundboth interesting and direct.We are, therefore,

publishing part of his letter , uritten iust bef ore he left lor Butma.

In talking with recent graduates I find myself embarrassed wlcen the sarue ktnd of

opi.nionaiion to whichl u,os oddi"ted as a student rnanifests itself . Consequently, tkough

I continue to belieae in the importance of certar'n qualities (honesty and forthrightness

of statement, or expresr"d quiitl"s, physi.calutility, originality of contr-ibution, etcetera),

I harelittle interest or faitk in the rninutiae of discriminations within the realm of esthetic

specwlation. Beyond. a f eu none too personally held generalizaiions on the nature of art

(*tol"l, wor.ild iorgly f ail to satisfy ihe partisan enthusiasts of esthetic coniecture),

I have little or nothingl uould, want to uerbalize.I have a strongfeeling, also not onginal,

that uh.at I materially" create can and does stand without uerbal su?port. In otker wotds,

takiug art as d uhole',I wouldbe aastly rnore concerned uith the content or expressed'

character of a work than u'ith its fotrn.
There are ethical considerations or tnoral judgrnents that I atn rnore f auorably disposed to

continu,e to ruake, and fortunately or unfortunately I still arn. not irnmune to strong

comuictions. I am firmly conninced tkat it is dishonoring ?otting to make a useless pot-

Tkere are pots wkich deny tkeir proclaimed usage because of th'eir toxic glazes, heaui'ly

crazed gloz"r, ruptured uoiconic surf aces, excessiuely lott-fited non-uitreous bodies,

,xceptionally 
"lingot"d, 

necks, narrow moutks, tiny feet, ot other rnalforrnations'Wken a

ll

ss

* *
*
a

$

,i,

riF

ta*



Fabric-"Mexico"

Stoneware pitcher

Stoneware bowl
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soupbowl poi.sons its contents, a fruitbou,l shatters whenhandled, a glaze retains food.
particles to putrefy, abottle splatters and drips when its contents are dispensed for 7,cse, or
"n hen a handle is placed so that it becomes a strenuous and silly ordeal to use it, or
a foot is so srnall tLat the pot easily upsets, then the pot is aboi on" uthether or not it is
uisually satisfying.

A second major and partly ethical consideration for mehas to do uith pots athich seetn to
be striated boulders-or anything other than uthat they are. I dislike disguises in all the
crafts, botk in hand. and mackine products. For tkis reason, simulated wood graining
on the all-steelbodies of station u)agons, shnulatedball yeeningon punch and die
single-stamped aluminutn trays, roller-dyed sirnuktedlrvoaen plai.d, on plastic sheetingand
picnic baskets, Tobias tnuEs, etcetera, etcetera, impress tne as a fundamental kind of
dishonesty. Excepted,, becsuse of special highly religious sTmbology, are those products
of primitiue man wkich would notbe properly classed uith tkose of our culture. Actually,
it is easi.er to see the relationship between a corpse and a funerary vessel carued to
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represent the deceased than it is to see the relationship of a simulated graniteboulder of

clay seruing as a decanter and its contents.

I arn well aware that tlcere canbe no kard and. f ast rules uithin the area of ethical

discriruinations any rnore than uithin the esthetic, and it would notbe dtfficult for me to

be philosophically cornercd. by an alert intellect. It is clear, horneaer, that ln my examples

I am rnanif esting a rejection of fakery and enjoining uaftsmen to examine tketr worl<

for honesty and directness.

As far as methodology is concerned, I am personally dedicated to whqteuer leuel ol

tecl,tnical perfection I ruyself can attain; this applies to all aspects of the crafts in whlch I
engage, some of which tnay neuer be apparent to the constnrner. A good exarnple is in

the finished.regulm treatment of selvage edges that willbe chewed into by the dressmaker.

It i.s simply a personal satisfaction to treat the whole product with equal care. For this

reason euen wholly concealed solder joints in hollow ware need to be et,en and free from
blemish in my estimati.on. In otker words,I relate the technical considerations to tke

esthetic in analyzinghow I feel aboutkandcrafts,belieuingthat tkere is a moral

requirernent wnderlyingrnany aspects of a craft.

I dn not intend to negate tke r.mportance of original contributions designwise in crafts.

It is as irnportant in tkis framework as in lif e generally tl'rat a person pullhis own ttteight

and not liue parasitically (eclectically), contributing nothing to the world which nurt/wres

hirn. My personal f eeling is that there me visible at tkis tim.e tke broad outh.nes of a " cult of

contern[)oraneity" within u'htch the preponderance of representatiues are, whether

consciously or not, copying each other rather than objectifying truly internalized concepts.

An in'valuable opportunity which has been open to me is haaing access to pieces of

great age, representing many cultures, for study in our local rnuseums.I haue had a

chance to d.o restoration work, as well as s?ectograpkic, microscopic, and other analyses,

the nature of uh;ch has opened up horizons not likely to present thernsehtes otherwise.

Antiqui.ties reparation gi.ues one an appreciation for kis brother craftsmen tkrough tke ages

tthiclt adds a great d.eal of depth to the philosopkicbase from uthich one creates.I haue,

tnoreoaer) continued.my anthropological studies (within the confines of maternl culture)

as well a.s attetn?ted to read any and all available monograpks on craft tecknologies

around tke world. I f eel that ruy oun work, as uell as my understanding, is likely to be

ricker because of acquaintance with tke processes and ruotivations of craftsmen of all

titnes.Therefore,I aru ashnppy studyingancient Peruuian gauze i)euues, metalsmithing

in tke Bronze age, or Rkages potter/t as I arnknowing about current practices.

DauidHatch
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LUKE AND ROLLAND LIETZI<E

Luke andRollandLietzl<e maintain their shop near tkeir home on twelue acres of hill and
ualley ouerlooking the Mogadore Reseruoir, about tuelue rniles east of Akron, Ohio,
Botk we're art maiors at lll.ichigan Stqte College where they ruet. Rolland's early design
vears u)ere spent in the fabric field. Luke went into faskion reporting, aduerti.sing
and. display. Rolland's major work kas been in rnackine and equipment design at Firestone
Tire €c Rubber, and Goodyear Tire and Rubber, in Akron. Since 1946 Luke has been
associated with the Akron Art Institute where she deueloped their Art In IJ se department
and is Curator of lndustrial Design.

Neither had any formal education in ceramics.They are designers, and clay was just
another medium tkey wanted to try. They fired their kiln for tke first time in December
1948, and. deliaered their first ware to the shops in the spring of 1949. Their designing
is donetogether-bothworkontkemodels andmakethemolds.Theirworkmaybefound
in shops in Boston, N ew York, Miami, Houston, Dallas, Los Angeles, Seattle, Alaska
and many other places. Follo'wing is a stateme.nt concerning their method of work, as well
as a description of a fountain they designed and produced for an Akronlibrary.

Often we are asked why ue work in porcelain.The ansuter, frankly, isbecause welik"e
trernendously uorking with porcelain and like im.mensely the finished r esuh.

The act of making an obiect has to be an enjoyable one or the end. produet would not
be worth the doing. If fabricating ?arts in other materials, using prefabri.cated. parts,
machine tools, etcetera, haue adaantages either in the ncaking or in the product-
we belieae in usingthem. We are designers. Porcelain is our major material.

THE FouNT tm-The large shapes are copper tubing cages uith enamel on cop?er panels.
One unit is mainly white toned witk alight clear yellow . One is mustard and cold yellow,
the remaining one is in terra cottas to orange reds. The other shapes are all porcelain-
the colors clear yellow, white, rnustard and terra cottas. These pieces are in solid
colors, not toned.

Tke porcelain shapes are tnounted on stainless steelrods andtubes.Workunder the
concrete was quite complex-mainly the problem of assuring stability under all weather

l5
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Porcelain
serving dishes

Highball,
Old Fashioned,

shot or wine tumbler

Whiskey decanter

Condiment jars

conditiolxs, assuring ?erpendicular sterns, and. withstandingkids. We fabricated the units
in our skop,leauing onu the connections to the water suyply to the plumbers.

The tttbes carry water. The srnall button shapes burble and the long thin spray frorn
the stems of tke large units splash on tke muskroom shapes and fill the funnel shapes.
Holes in tke bases of the funnel slrapes let water througl,t, creating anotker wqter pattern
and added excitement' 

Luke and. Rouand Lietzke
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Porcelain
serving bowl

Porcelain
decanter and cups

Beverage set
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LUCIE RIE

Stoneware cup and saucer and bowl

Stoneware vase and bowl
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Lucie Rieuasborn in 19O2,went to Englnnd in 1938, and shortly aftemtatds 
-stmted

tu work at Albion Mews where ,h" no*los her studio' She has exhibited at the Berkeley

Galleries, andher *on:'k *oy alwaysbe seen at Heals Ltd', Primaaera and Heffet's Art

Gallery,Cambridge t
lJ sr.ng an electri,c kiln, she has achieued. a'aide rqnge of 'wares in stoneware' tt'n-glazed

eartheritvare and. porcelain. Her pottery is original, sometirnesbold and striking'

sometimes delicate, always inuentiue a:nd poetic'

Lucie Rie studied pottefy both independently andwith MichaelPowolny atthe 
-

Kunstgewerbe-Schule invi"nno, oid6 wellknown as an mtist-Potter of 
-acknowledged

technical accoruplishtnent. On settlingin England, andlmgely as a result of talks utth

Bernard, Leach, she began to d.euelop"a fresistyl". LI sing subtle yet sim-ple shapes and

d.ecoration,her most cimacteristic work now is in thin, crearn raw-glnzed potcel'ain'

Her pots are essentintlly femini.ne and.bear a sensitive relatian to contem'pormy trends in

archr.tecture. Their decoration is often rcstricted to unglazedbands of btown rnanganese

llg*"n, through tp'hich finelinear ?attetns me ctoss-hatched. she tnakes cups and

sallcers and. other useful'.u)Af es, and.'also works in stonettare. She limits her color range

mainly to $eafit. and.brown-bl.ack, with an occasional yellow gl'aze, or lnore recently 
'

a limited use of quiet green or blue'*

*Takenftom ARTIST-POTTEBS IN ENGLANDbv M*iel Rose

Stoneware cup and saucer and bowl

Stoneware vase and bowl

Stoneware Pitchers
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Porcelain bowl and stoneware uay
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Stoneware fruit bowl
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Porcelain and stoneware bowls

Stoneware bowl and traY

Stoneware coffee pot' cup and saucer
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TRUDI AND HAROLD SITTERLE

\

Trudl and Harold sitterle-Trudi sitterle was born in lllinois, receiued her qrt training atthe Art lnstitute of chicago, amd uas d*.1:*: of art in department stores and, aduertisingagencies in ckicago, r'r ew orreans and w ashington, D .'C . Hrrord sitterre was bormin lowa and' receiped his art training at the Muei.Ac-ad"*yl, ,'lr" an lnstitute of ckicago,and the Ameri'can Acaderny in chicogot. He worked. as on' art director in a larged"epartment store, spe.nt thr"" y"o^ li ,1"" AAF duringworrdwar one, and was artdirector fo' , -o*on', *rgorin". The Si;ltt"rl", started their o1iln studio-shop in1949. They haue two doujht"rr.

Porcelain compote and sherbet dishes

#
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Porcelain,whichsogreatlychanged'ouri)ayof-life'.cam'e,tollsinseatchingforapure
tnhite material. Tl,tat was sorne six yedrs ago'and we haye beln ttorking with it eYer since'

porcelain is a word u,l+ick cd.me into i,r" l.n the 15th and tke 16th centuries when

Portuguese *rrigotol' *':"^a the ware thtoughout Eutope'.It is taken ftoru tlte

portuguese word.,,porc)lloro," meaning r*il,brtgtct-pillsked sea shell'Tkis unique

rrtaterialhasbeen in existence since as early as 617-A'D', duringtheTlangDynasty

in China, but tlce secret of prod.ucing it reinained a mystety to western minds until the

"t!"i:;f# is essentially silica and. aluminawitkafewnecessary-irupuntiesobtainedlrom

fou,nhite-burrr*g ro* rnatetials: kaolin, ball clay,fl-tnt .andfeldspar'Thts 
com'position'

witlt tke glaze on, is fired. only once (the'glaze i' *oa" of tl'te same ingredients as tke

body but ,n dlff"ri*',t' propori.oorrl. f*"i*i" density, translucency and iruperrneability

distingurslt por""l.r"l* f'oi, ,"no cotta, faience and eartlcenware. Muck confusion afises

about the word. ,ri)".'u"**se irt is ur"a"" ro toosely to describe fltany otlter materials such as

glass coatings for tn'etals, ftits and c'hina'

There are unlirnited challenges in tnorkingwitk this material'W e do everytlt'ing

ourselues. As a result we spend. most ol our tr'me designing' makingkilns' mac'l'ttnety' clay

working, or atbus,iines o"ririri"r.rlrougi lt liu arff olbfol a design"r or potter to make a

liutng producing, by kand., tke things in *lol"h k"b"li'"'"', we f eel there is still a

good. chance to do il.is tod^ay. A crofTsmonkas the chance to grace amaterial'with personal

skill and, art, the ,*" ti",gt utktch wlll aluays be free of rnackine cornpetition'

The art and. spirit i* rniiou, 
"ro1t, 

o*d. iniurtrl"'s are being greatly depreciatedby

ouer-emphasizing riationalization, ,u"I"-'o';1un"'lonalistn"';'inifotrnity"' 
"durability"'

"ytrofit," ,nd. " 
"ffi"i'l*"1:; 

il'oe ualues dre ltery often over-ernphasized for the sake

of mass prod.uction b""our" they are so ,tell ,urt"i to machines. Howeaer , in taking a

second,look at ll:hat is being d,one, it may be seen that the |ault does not lie wlth

the rnachinesbut with our una"ruonilg of purpose.-Perkaps ideas suclc as"bea$ty"'

,,cl,Lafacter,,' ond.';i*,',ogination" might ,iU ii^t os 
"u"ll, 

*di"'u" some purposesbetter'

we think that there is an art to por""lok rnaking and kave found' a market for tlce

things we rnake. i,lt" hop:," otker lnd,luid.uals u,ko ,,|,ouldlike to rnake things in tl"leir oun

tnay will b" 
"n"ourogd.io 

ignore the d.espairingtkought, "Can ultat I make compete

wiih rnass produced things?" 
Trudr. and Harold Sitterle
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Porcelain and rosewood peppermill
Rosewood salt dish
Porcelain spoon

Porce]ain and rosewood,servers

Porcelain and rosewood candlestiick
Porcelain compote
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Twistmill, peppermills, salt dishes

with porcelain spoons

Porcelain and rosewood peppermill
and salt shaker
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BOOK REVIEWS

MANTEGNA, by E. Tietze-Conrat, phaidon press,
1955.258 pages,65 figures, 152 plates. $8.50
Some artists seem to be peculiarly at the mercy of destiny;
the disappearance and destruction of their *ork, app"..
to be too consistent, when viewed from the vantage point
of our own day, not to imply the existence of a malignant
Fate. Such is the case rvith Andrea Mantegna. Commorly
acknowledged one of the mosr original and mosr highly
gifted of the numerous artists who made the t 5th .".rrr.y
in Italy a fabulous period in the history of European arr,
the destruction by bombing during the lastWorldWar of
his fresco cycle in the church of the Eremitani at padua
climaxed a disastrous sequence of misfortunes. His only
other existent frescoes, those decorating the Car,rune
Drclr Sposr in the ducal palace at Nllantua, had begun
to decay in his own day and harre more recently suffered
several damaging restorations. His other extant cycle_
the canvases depicting the Tnrur,rpn or Carsan, also
painted for the Gonzaga family and now at Hampton
Court-is a wreck. Most of his easel paintings, especially
those on canvas or cloth, are not in a satisfactory condi-
tion. Only an occasional painting, Iike the Cnnrsr WrrH
Axcus in Copenhagen or the MaooNwa ANu Cnrr.o
Wrrn Cnsnuertr{ in the Brera Gallery in Milan, reveals
fully the tense vitalitv of his draughtsmanship or his
coloristic beauty.

This unhappy tale makes all the more heartening the
appearance of a new and serious monograph on Man_
tegna. Written bv a specialist on Venetian art, one more_
over who has been personally interested in Mantegna for
some time, this book is a definite contribution to the study
of the artist. Kristeller's earlier monograph, still unex_
celled in many respects, is often out of date, and the Eng_
lish translation is sometimes maladroit. None of Fiocco,s
subsequent rvritings on N4antegna has been translated in-
to English. Mrs. Tietze-Conrat,s volume is succinct and
well-organized. A short introduction precedes the plates,
which are followed by the critical catalogue; the latter
is divided into sections containing the paintings, draw_
ings, prints, and lost works. The work has the virtues char-
acteristic of the Phaidon Press monographs_a clearly

printed and easily readable text, and numerous large_
scale illustrations.

The introduction concentrates on the major phases of
N4antegna's life, in chronological sequence_his relation-
ships with his teacher and foster-parent Squarcione and
with pre-existent painting in padua, and the involved
history of the commissions for the Ovetari Chapel in the
Eremitani; his connections with Donatello and Florentine
art and with the Bellini family and Venetian paintings;
his long activitv as court-painter at Mantua for Lodovico,
Federico, and Giovanni Francesco Gonzaga and Isabella
d'Este; his changing concepts of antiquity and antique
art throughout his life; his own difficult bur understand_
able personality. The text is a compact, judicious blend
of original source-material and more recent criticism, of
historical fact or surmise and stylistic analysis. The Iatter
is often convincingly perceptive; witness the sentences
describing the frescoed portraits in the ducal palace at
Mantua (p. 17) : "Every profile is increased to a bas-relief,
every face seen frontally or in three-quarter view becomes
a bust, every life-size figure a monument. It is not a ques_
tion of beautifving or of psvchological penetration, but
that all these people . . . produce the impression of being
personalities."

Whereas the introduction is written primarily for the
general reader, the critical catalogue is aimed understand-
ably at the student and specialist. The paintings and
drawings are listed according to the place where they are
to be found, and the entries include dimensions, inscrip-
tions, histories, notes on condition, early references, criti_
cal comments by other writers, iconographical peculiari-
ties, etc. As a result, at times problematical paintings, Iike
the Dublin and Washington JuDrrHs, take up consider_
ably more space than some of the universally accepted
works like the Bergamo or Berlin X4aooNNe ANo Cnnr
or the Berlin Ponrnarr Or CenorNer Mrzzenore. To
the uninitiated this might well suggest a lack of balance.
This attitude is not necessarily correct; the disparity is
rather a faw inherent in the methodology of conscien_
tious art history. Mrs. Tietze-Conrat,s caution in accept_
ing works as authendc is to be admired; far too many
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mediocre ones have been attributed to Mantegna, and
others are in poor enough shape to make definitive judg-
ment almost impossible. The reviewer is in full agree-
ment with the author on rejected works. He also finds
her more general statements usually justifiable, such as
her decision that the London Seusox ANo DsrrraH is
the best of the late monochromatic paintings and should
be the standard for other similar works. With respect to
works accepted as genuine, he would quarrel only with
the Drao CHnrsr in New York, which he considers, like
the reviewer in the BunrrNGToN Macezrnr (Dec., 1956,
page 450), an inferior copv of the painting in the Brera.
The Washington Cunrsr Cnrro may be authentic, but
it is an unpleasant piece. Entries occasionally assume a

sibylline ambiguity, clue to the complexity of subject, the
need for verbal compression, and the author,s scholarly
thoroughness (see Venice, San Marco, Drern Or TuE
VrncrN, for example).

The reviewer considers the catalogues of drawings and
prints to be less admirable. In the first place, not all the
drawings listed are reproduced, and, under the circum-
stances, any arbitrary choice of illustration is annoying.
Even though the problem of the group of drawings that
lies between N{antegna and Giovanni Bellini has been
treated elsewhere, it would have been advisable to re-
capitulate the question here with considerably greater
textual and illustrative amplitude than was done; the
magnificent drawing of Sr. Jer,rus Lro To ExrcurroN
in the Gathorne-Hardy collection, unmistakably a study
for the fresco in the Eremitani, might well serve as a
point of departure for N{antegna's share in this group.
The spoluero (a type of auxiliary final cartoon previously
knovyn only from technical literature) in N4antua for the
MeooNua Or Vrcronv seems unbelievably fresh, from
the reproductions, for a l5th century study. Could it be,
as Fiocco suggests, an unusual record made when the
painting was sent to Paris in the Napoleonic period) The
drawing of GeNyr,rpor ON Tnr Eacu, in paris, appears
to lack the crisp linear authority and energetic movement
of the Encrr at Donnington Priory and the matching
Brno EerrNc A Frn in the British Museum; admittedly

the reproduction of the drawing is poor, and it may be
misleading.

With regard to the prints, Mrs. Tietze-Conrat consid-
ers them all to be bv various reproductive engravers who
were part of Mantegna's shop. This idea, which she has
previously made public, goes counter to the traditional
view u,hich gives the best ones, seven in number, to Man-
tegna, and the rest to the studio. It is true that the early
references to Mantegna's activity as a print-maker are not
numerous and not very explicit; it is likewise true that
the prints are not signed, in contradistinction to many of
his paintings. But after seeing a Mantegna print in excel-
lent condition, like the superlative N4eooNNe Ano CHnu
exhibited recently in the great print show held at N4inne-
apolis, Cleveland, and Chicago, one must either accept
Mantegna's authority or postulate the existence of a sec-

ond artist in his studio who could fully equal him in
sensitivity and economic power of line, in plastic intensity
of form, and in tragic expressiveness of mood. This anony-
mous alter ego strikes me as an absurdity.

The book's plates are printed on glazed paper, the
usual method for the less expensive Phaidon monographs.
These seem always slightly less attractive visually than
those printed on a mat surface, like the ones in the recent
publication on Bernini by Wittkower for the same firm.
Several of the plates reproducing entire compositions are
rather more grav in tone than is desirable. On the other
hand, many of the details, which exist in large numbers
and which constitllte one of the reallv enticing qualities
of the book, are excellent (pls. l, 21,49,53, 58, 59, etc.).
Only a few of the details are again blurred (p\s.7,69,
106). The colored plates are uniformly inadequate; the
detail of the N4adrid Dreru Or Tnr Vrncrn is perhaps
closest of all to its original.

With its shortcomings and faults, Mrs. Tietze-Conrat's
volume remains not only the best available one for Eng-
lish-reading audiences, but also one of the best mono-
graphs written on Mantegna. It worthily commemorates
the fascinating genius who easily maintains his place in
the galaxy of stars that is l5th century Italian painting.

Hylton A.Thomas
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