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BERNARD KASSOY  
ñFLIGHTS OF IMAGINATIONò 

The following article appeared in the September/October 
issue of Gallery and Studio magazine  and focuses on   

Basha Maryanska's  Art, her curatorial job and about the 
group of international artists  she is promoting and 
Lubomir Tomaszewski, new ASCA member and 

founding father of "Emotionalism" 

 

At New Century: Exploring the Emotive  
Element in Contemporary Painting  

                    by Byron Coleman  

 

"We feel like we are all connected internationally by the 
same idea, the same feeling about art and the world," 
says Basha Maryanska, an artist who curates exhibitions 
under the auspices of The Art of Emotionalism, and 
whose latest venture, "Climate & Environment: 
International Show" will be on view at New Century 
Artists, 530 West 25th Street, from October 12 to 31. 
(Opening reception, Thursday Oct. 15, from 3 to 6 PM). 
   "We connect with our feelings 
and emotions very consciously," 
she continues, and the works by 
the Polish and American artists 
that we previewed back up her 
claim.  Maryanska's own 
landscape paintings, for 
example, take up where 
pointillism left off, albeit from a 
more subjective angle, adopting 
a pointillist technique but 
eschewing that movement's scientific 
color fusion in favor of a more intuitive 
approach.  Rather than attempting to replicate the optical 
effects of nature, Maryranska emphasizes her emotional 
response to the landscape, achieving in the sparkling 
colors and tactile surfaces of paintings such as 
"Whispering Memories" and "Morning Dew," a 
harmonious synthesis of outer and inner reality. 
    In general, one can only assume that the terms 
"climate and environment" appended to the title of this 
exhibition are meant to be taken in the broadest possible 
sense, suggesting the psychological cllimates and 
emotional environments, within us, as well as the other                        
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The Smithy-Pioneer Gallery presented a memorial           
exhibition  of the works of beloved  ASCA member, Ber-
nard Kassoy.  The exhibition, ñFlights of Imaginationò,   

was on view in the Pioneer Gallery from July 20th to Au-
gust 12th.  The following passage is taken from the 

Smithy-Pioneer Gallery press release. 
 

K assoy was an 
extremely ver-

satile and talented 
artist. He attended 
City College of 
New York by day 
and Cooper Union 
by night. Upon 
graduation in 1937, 
he was admitted to 
the Artistsô Union 
and then to the 
Works Progress Ad-
ministration (the 
WPA Arts Project). 
Bernie gave up the WPA when appointed to the NYC 
school system at DeWitt Clinton High School as a 
Teacher-in-training. He taught an adult course at Clinton 
on the appreciation of cinema. Kassoy became officially 
qualified as a teacher and was appointed to Morris High 
School. At that time he was an active member of the 
Teachersô Union. He made weekly editorial drawings for 
the Teacher News, about 150 of which are now in the 
Theodore Kheel Labor Library at Cornell University. Kas-
soy took photos of the 1937 May Day Parade, which are 
in the collections of the Fenimore Museum, Coopers-
town, and the New York Public Library, main branch. 
    In 1941, Kassoy designed stage sets for the Teachersô 
Union revues, and in 1942 he joined the US Army, where 
he became a photographer for the First Special Service 
Force, which he had to leave due to a broken leg. For 
the remainder of the war he was a mapmaker at Lord 
Louis Mountbattenôs Headquarters in Ceylon. 
    Upon returning from the war, he went back to Clinton, 
married fellow artist and teacher, Hortense( Honey Gar-
land) Blumenkrantz, was excessed from Clinton to the                        
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 NEW MEMBERS: BASHA MARYANSKA &       
                         LUBOMIR TOMASZEWSKI  

ñMorning Dewò 
Acrylic 

BERNARD KASSOY  
ñFlights of Imaginationò 

Oil stick  



2 

BASHA MARYANSKA  
Continued from page 1 

 

ones in which we live, since at least two of the artists 
take as their subject the female figure.  One is Helena  
Szawlowska, whose painting of a young woman with a 
long braid dangling down her bare back, as she wraps a 
blue curtain around her lower body, has a wholesome   
quality akin to the full figured milkmaids of Renoir.                                                                                                                                                       
However, Szawlowska's colors are less sunnily 
naturalistic,      
tending toward subtle blue and purple hues that strike a 
more melancholy note, and that the model's face is 
hidden from the viewer heightens the mood of 
introspection, suggesting that she may be unaware of 
her own natural beauty. 
    Quite the opposite seems true of the bodacious young 
woman in the work of Agnieszka Szyfter. Painted in a 
style combining sinuous outlines and flat areas of vibrant 
color, seemingly inspired both by Art Nouveau and Pop, 
these female figures exude an athleticism and 
confidence that comes across in Szyfter's image of a 
lissome young woman wearing nothing but an ornate 
primitive necklace, as she crouches like a feline about to 
pounce, appearing utterly at 
home in a rugged 
mountainous terrain. 
    Indeed, her pose is 
similar to that of the tigress 
crouching on a rock in a 
characteristically powerful 
sculpture by the Lubomir 
Tomaszewski, the founding 
father of "Emotionalism" 
and that the only male artist 
included in the exhibition. Born in Warsaw, Tomaszewski 
immigrated to the United States from his native Poland in 
1966 in search of greater artistic freedom, and has since 
become world famous for the formal economy and grace 
of his animal sculptures which, like this one, often 
combine metals such as bronze or copper with found 
boulders or fallen tree trunks to dramatic effect. 
    One of the more fanciful artists in the show is 
Agnieszka Opala, whose compositions in pale yet 
luminous hues are notable for their poetic qualities, as 
well as for their painterly vivacity. Particularly appealing 
in both regards is a painting of triangularly stylized purple 
fish swimming in a milky sea of vigorously brushed 
gestural strokes further enlivened by skeins of dripped 
diluted pigment. Opala's approach appears spontaneous 
in the manner of Abstract Expressionist "action painting,"  
as though she improvises freely, making "process" a 
feature of the finished work. 
     Even more abstract are works by three other Polish 
artists: The paintings of Uzia Ograbek, who resides in 
Venice, Italy, are possessed of a striking purity. While 
stylistically allied with Color Field painting for their 
amorphous compositions and chromatic luminosity, with 
expansive areas of translucent greens, reds, and other 

luminous hues suggesting spiritual auras, Ograbek's 
compositions are animated by the energy of a subjective 
vision.  The artist's  individual sensibility shines through 
the shimmering veils of color, speaking to the viewer on 
a level of subliminal understanding beyond the reach of 
words, symbols, or specific imagery. 
    Then there is Joanna Banck, who lives in Krakow and 
makes color and gesture the primary focus of her 
compositions, with bold, fiery hues laid down in 
aggressive strokes that make emotional energy manifest 
in dynamic layers of pigment. Banck has evolved her 
own unique approach to Abstract Expressionism, proving 
that spontaneity, physicality, and untrammeled energy 
can still provide a visceral/visual jolt for the viewer. By 
contrast, the abstractions of Barbara Frankiewicz employ 
variegated areas of vibrant color to create vertically 
streaked surfaces with a hot/cool quality comparable to a 
jazzy dance of neon lights reflected in a rain puddle. 
Indeed, Frankiewicz's compositions have an elegance 
and sense of movement which seems comparable, in 
visual terms, to the structured yet fluid piano solos of 
jazz musicians like Art Farmer and Thelonious Monk. 
    Two other artists take inspiration for their abstract 
flights from watery expanses: Along with other nature 
subjects, Barbara Walter, who works in both oils and 
encaustics, captures the vitality of an aqueous flow in 
paintings shch as "Pristine Seas," a sumptuous study in 
brilliant blue mediated by foamy whites and deeper, 
darker color areas, painted "wet into wet." By contrast, 
Carla Goldberg, who lives and works in the Hudson 
Valley area takes a startingly contemporary view of that 
artistically historic region in works such as "Mother 
Goddess of the River, " with its swirling aquamarine 
shapes texturally enhanced by patterns of beads and 
sinuous linear elements. 
    The final three artists all, in their own very different 
ways, take highly subjective approaches to nature: 
Painter/printmaker Stephanie Joyce, who grew up in 
Virginia but now lives in London, creats delicate visions 
in which bare, ghostly trees appear muted by pale 
washes of color, as though seen through mists of 
memory and nostalgia, Joyce makes landscape resonate 
with an underlying sense of yearning, as if, like precious 
keepsakes in a jewelry box, each element in her 
compositions contains a wealth of personal meanings. 
    In both her oils and pastels, Linda Bayer Domanoski 
employs a refined technique and an exquisite sense of 
color to evoke atmospherically poetic landscapes. In 
dreamlike natural vistas, such as "Dawn  
Glow," Domanoski's softly stroked land masses appear 
within dark borders, like paintings within the painting, 
adding a sense of distance to her moody imagery and 
simultaneously calling attention to her work's formidable 
formal qualities. Veryal Zimmerman evokes a sense of 
primal mystery with earthy forms and shadowy shapes 
that hover somewhere between representation and 
abstraction. Suggesting various elements of nature, 
while remaining elusive in a manner that allows the  
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Lubomir Tomaszewski       
ñBefore th Huntò 
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viewer a wide range of imaginative interpretations, her 
work has a haunting resonance, its darkly looming forms 
harking back to prehistoric cave paintings. 
    Before the liberalizing influence of postmodernism 
took hold, openly emotive art was often dismissed by 
critical theory as sentimental and unworthy of serious 
consideration. Fortunately, this taboo has fallen out of 
fashion in recent years, largely due to the emergence of 
artists such as the ones in this exhibition, whose 
insistence on a passionate engagement with their 
feelings has broadened the scope of contemporary 
culture. 

Hail Tworkov, Farewell UBS Gallery 
by Leslie Shaw Zadoian 

 

M y introduction to Jack Tworkov was seeing RWB #3 
at the Michael 

Rosenfeld Galleryôs Abstract 
Expressionism show this 
summer. I liked the painting 
very much and made sure to 
attend the comprehensive 
exhibit of Tworkovôs work. It 
ran from August 13 to Octo-
ber 27 at Manhattanôs UBS 
Gallery, the last show before 
its closing. Congratulations to 
the gallery, which certainly 
went out on a high note, and to Jason Andrew, the cura-
tor who made this an extraordinary occasionða choice 
selection of paintings interspersed with excerpts from the 
thoughtful, intelligent journals that Tworkov kept all his 
life. 
    The work was arranged 
chronologically, starting with 
the 1930s and 1940s, where 
the influence of Cézanne is 
apparent (especially in a wa-
tercolor of Provincetown). 
Tworkov, an English major at 
Columbia and aspiring poet, 
ñdrifted into becoming an art-
istò after seeing a C®zanne 
exhibit and in one way or an-
other referred to Cézanne 
throughout his life in art. 
[Quoted material from Journals] 
    In the 1950s, his work included figures from mythology 
(from The Odyssey, in particular) and gestural land-
scapes. With ñHouse of the Sun,ò (1952), ñPink Missis-
sippi,ò (1954), and ñBlue Cradle,ò (1956).     Tworkov is 
confidently in Abstract Expressionist country. 
    Veils, Screens, Grids and Barriersðthis was the sign-
age in the section given to his 1960s paintings where he 
used paint to mask, but not hide elements beneath. A 
good example of this is the painting from the Michael 
Rosenfeld Gallery, RWB#3 (1961), where areas of white 
swoop over blue and red stripes making them barelyð
but effectivelyðvisible. 
    Tworkov had a love of mathematics and began in the 
mid-1960s to apply elements of geometry to his paint-
ings. He continued to use and refine this mathematical 
technique to determine the structure of his work from 
then on. Interestingly, a white line delineating the plane 
replaced the black line that he used many years earlier in 
his figurative work, later in the gestural paintings.                                                                                                      
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JACK TWORKOV                                       
AT THE UBS GALLERY  
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Bronx High School of Science and then went to the High 
School of Music and Art. There, in addition to teaching 
painting, he was the major graphics instructor and initi-
ated a course in cinematography.  His film on teaching of 
watercolor, ñBirdinessò is in the collection of the Museum 
of Modern Art.  He was invited to teach lithography at 
CCNY and the National Academy. 
    At the same time, he was an active member of NY Art-
ists Equity, having served on the Board and as Treasurer 
for many years, and he handled their onsite exhibition 
program, ran the life drawing class, took photos at all the 
meetings and events, worked on the Ball committees and 
did illustrations for the Ball Brochures. He was an active 
member of many exhibiting groups, including the Ameri-
can Society of Contemporary Artists (ASCA). He won 
seven fellowships to the Virginia Center of Fine Arts. 
    Kassoy lived at the Amalgamated Houses, designed 
and painted stage sets and panels for their productions 
and balls, helped organize life classes and childrenôs art 
classes, held ñopen studioò annually in his own studio, 
helped organize and hang exhibitions.  As a poet, he 
worked to critique, design and edit a group of poetry 
magazines for many years 
    Twin careers in art and teaching followed, and as re-
tirement approached, the Kassoys saw an ad in the New 
York Times for a property upstate and purchased a small 
white house perched on a hill in Butternut Valley. 
   Since that time, 1973, Kassoyôs paintings, pastels and 
prints have been exhibited regularly at the Pioneer Gal-
lery in Cooperstown, including the current exhibit, and the 
Hilton-Bloom and Stahl Galleries in Gilbertsville, as well 
as in numerous galleries in New York City. 
 Last night 
 I dreamed you were gone. 
 I searched everywhere. 
 The grains of sand 
        refused my tears 
              -Bernard Kassoy 
              From Coop Voices, Vol. 1, #2 
                         Spring 1992 

RWB #3  

ñHouse of the un,ò (1952) 
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Reprint from the Women in the Arts Newsletter 
 

S omeone asked me 
why I, an enamel-

list, became a calligra-
pher. I really donôt know 
the answer. It is a big 
surprise to me how my 
life developed. 
    One day I happened 
onto a Chinese brush 
painting demonstration, 
I was fascinated. That 
fascination became the 
guiding principle of my life. I painted bamboo, orchids, 
plum blossom and pine trees for years until my teacher 
told me my painting could be enhanced if I study calligra-
phy. 
   I did not like calligraphy, but when I went to China and 
studied at Zhejiang Academy of Fine Arts, something 
happened in my heart. I donôt know what but now I love 
to do calligraphy. 
    I am an award winning calligrapher and bring to it a 
deep appreciation. The brush, the ink, the paper and I 
have become one spirit. I have fulfilled my destiny. 

JACK TWORKOV  
Continued from page 3 
 

Crossfield I (1968) is built under (and over) a white grid 
of parallelograms, triangles and rectangles on a pink 
ground with gray-green strokes.                                                
This method increasingly became his own: the counter-
point of ex-
treme meas-
urement 
containing 
random ac-
tivity within 
its bounda-
ries. In 
Idling II 
(1970), Partitions (1971), Knight Series #2 (1975), Indian 
Red Series (1979), Romans XI (1981), and his last paint-
ing Compression and Expansion of the Square (1982), 
one can see the architectural structure becoming 
stronger, surer, and the discrete brush strokes and drip 
more and more free. 
    The Jack Tworkov show, 
ñAgainst Extremesò, was a notable 
event, a comprehensive survey of 
the art and an appreciation of the 
artist. Neither rebel nor crowd-
follower, Tworkov was a thought-
ful and contemplative man, always 
searching and questioning his 
own aesthetic. In fact, the exhibitôs 
title comes from one of his jour-
nals: ñIn art then I am against ex-
tremes.... I am for the extreme of 
the middle, the creative mid-
dle.ò[Journal entry, March 15, 
1959] 
    Tworkovôs Journals have been 
published by Yale University Press.  I look forward to 
reading them with as much pleasure as I had seeing this 
exhibit.  
 

ROSE SIGAL IBSEN  

 

W 
e need volunteers to help continue the 
survival of our ASCA Newsletter. We 
welcome art -related articles, reviews 

of exhibitions and your upcoming shows.  
 

Send your material to:  
Hank Rondina  

209 Lincoln Place,  
Eastchester, New York 10709;  

Telephone (914) 793 -1376;  
or email it to artist@hankrondina.com    

ñCompression and Expansion of the Square ñ 

Romans XI (1981) 

ñUntitled #56ò                           
Sumi Ink on Rice Paper 

MIRIAM WILLS   

 

W hen I paint, in a sense I 
am responding to a kin-

esthetic dance-like impulse that 
drives my arm and hand around 
the canvas.  The paintingôs 
structure is guided by my attrac-
tion to Cubism and Surrealism, 
reflecting my sensibility to the 
world around me whereby color/
value, with strong movement, 
feeds my expression. 
    When I take a fresh canvas, I 
quickly map out the general 
terrain of my forms. In dance 
like fashion, the areas move 
around, as though pressure is 
pushing them up and against 
other shapes that are forming 
as color and value is added.  
After a while, the painting speaks to me as it reacts to these  
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MIRIAM WILL                                
ñPlay Againò 
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