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MAJOR 17FT HIGH SCUL PTURE
DISAPPEARS

By Harriet FeBland

Major 17ft High Sculpture, "Electra 2,"
Disappears From the Entrance to the
Westchester County Courthouse

I am sharing the following cir-
cumstance with my fellow art-
ists. Itis a warning and exam-
ple of a treacherous situation to
be seriously considered when
negotiating art loans.

Artists believe institutions, gal-
leries, museums, counties, cities
etc. are committed to protecting
and caring for our art on loan.
This is an example of one of the
worst violations of this commit-
ment in my experience.

For the past 30+ years a 17
foot high aluminum "totem"
sculpture, Electra 2, that | cre-
ated, has stood at the entrance
of the Westchester County
Courthouse in White Plains,
New York. Approximately one .
year ago, | was informed by one of my past students,
living in Westchester, that the sculpture was no longer at
the site. | immediately began calling the County Execu-
tive Offices inquiring about its whereabouts. The County
Courthouse had been renovated and renewed, and no
one knew what happened to the sculpture during this
procedure. No one knew who was in charge of its re-
moval or who gave the order to remove it. The art, which
is almost 2 stories high, would need a flatbed truck to
take it to a warehouse for storage and a team of men to
move or maneuver it.

| loaned this work to Westchester County at the re-
quest of Dee Del Bello and her committee in 1974, dur-
ing the tenure of her husband Alfred Del Bello, the then
County Executive. Since learning of its disappearance, |
have telephoned numerous and various departments
over the past year, all of which denied any knowledge of

See Sculpture page 2

THE JOSEPH V. LUBRAN O ASCA AWARD
IN MEMORY OF BERNARD KASSOY
PRESENTED TO STUDENT AT
PURCHASE COLLEGE

By Bobby Schiller,

The Joseph V. Lubrano ASCA Award
in Memory of Bernard Kassoy

SCA's presi-

dent, Bobby
Schiller, pre-
sented the Jo-
seph V. Lubrano
ASCA Award in
Memory of Ber-
nard Kassoy Art
Student Award to
undergrad stu-
dent, Malcolm
MacDougall 111,
at SUNY Purchase College, Purchase, New York. The
Purchase Campus, is part of the State University of New
York.

The award commemorates two ASCA artists who
shared a commitment to the
promotion of talent among
young artists, Bernard Kas-
soy (1914-2008) and Joseph
V. Lubrano (1914-2007).
The Award was initiated and
funded by Joe
daughter and son-in-law,
Linda L. Lubrano and Ran-
dall J. Slate,

Bobby states that
"Malcolm is a very gifted
sculptor. He is finishing his
sophomore year at Purchase
in the Visual Arts Division.
He was so promising in high
school that he spent most of

his high school senior year
Brgnéeoazdlstgezl x 2 2 o on the SUNY campus doing
sculpture! He is not only
amazingly talented, but is always helpful to his class-
mates and his professors.

Venus 2009

See Award page 4
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A R E D A Broadway Play About
Mark Rothko

By Olga Kitt

ave you seen the John Logan play about Rothko at the

Golden Theatre? The first opportunity | had, | ran
down to the theater to purchase a $25 ticket for a seat near
the roof, arrived five minutes before curtain time, did not
find an elevator, but made it to my seat breathlessly. Actu-
ally, the play was already in progress or the lights were on
and the audience aimlessly chatted. Alfred Molina, who
plays Rothko, sitting on stage with his back to the audi-
ence, was studying a painting hanging against a spattered
wall-easel at the center of the stage. It seemed to be pre-
dominantly cadmium red deep and ivory black, hence the
title of the play, Red.

It was a great show. Rothko and his assistant, played by
Eddie Redmayne, always were aware of the presence of
the paintings. They treated them with considerably more
respect than they gave each other. They stretched, sized,
painted, trimmed off and nailed canvas. At one point they
threw themselves at a huge canvas, and together within the
space of less than three minutes, with the help of brushes
and rags, entirely covered the canvas without once stop-
ping to stand back and look at their work. Oh, the magic of
the theater!

This was not a play about painting techniques. Early on,
Rothko makes it clear that a painting that lives must have a
creative artist who not only understands his culture and
cultural history, but must be able to relate the ideas of the
Masters to each other and to his own work. He refers to
Nietzsche's Birth of Tragedy, the Dionysian Jackson Pol-
lock and questions his own Apollonian stance. He regards
Picasso as a genius, but saves his greatest accolades for
Manet, who understood darkness. Spiritually, Rothko felt
closer to Manet, who joined with those Frenchmen who
fought on the barricades of the time. Certainly, Rothko was
a champion of his work and sharply withstood the critics
who belittled him as a charlatan. He also had and still has
endless admirers. The play's author speaks mostly of
Rothko's motivating feelings. He sees him as an idealist
and not a materialist.

Still, there have been artists who have questioned
Rothko's skills; after all, some of his art studies were limited
to barely 6 months with Max Weber at the Art Students
League. His Yale college training had been in science.
Many artists considered him self-taught. Clement Green-
berg, the renowned Abstract-Expressionist critic, in the Oc-
tober 1962 issue of Art International, refers to Rothko's"
disastrous Seagrams' murals." At the Eighth Street Club,
the almost exclusively male abstract Expressionist debating
society of his time, where every idea was challenged,
Rothko defended his views. But it would be difficult for any-
one who has seen Red, to leave the theater without re-
newed admiration for Rothko. The paintings in the play are
actually mute actors. They interact with the two protago-
nists, who move them about, scrub paint over them, talk

about them and spend considerable time just looking at
them. They were commissioned for the Four Seasons
restaurant in the Seagram building in New York City.
Visit the restaurant, on 53rd St. and Park Avenue, after
you see the play, ignore the steep prices on the menu,
and try to imagine the painting you saw on stage in that
setting. If your sensibilities are like my own, you would
understand that they just don't fit into those surround-
ings. The color of the wood on the walls is wrong, the
bright lighting is wrong, the proportions of the murals are
wrong, and the seriousness of the work is wrong for that
setting. Perhaps Greenberg thought they would look
"disastrous"” there, in that setting. Or perhaps he ques-
tioned the nature of the commission. Maybe Rothko pre-
ferred losing the commission to losing his reputation. |
understand they are presently much admired in a special
setting at the Tate Modern in London.

Rothko's work will no doubt be questioned by every
new generation. Red and John Logan do it now, again,
so many years after Rothko's suicide in 1970.

Sculpture, continued from page 1
it and always referring me to someone else. Itis now
one year, and | consider myself being stonewalled and
have written and telephoned the newly elected West-
chester County Atty. Robert Meehan. After three
months, he eventually returned my calls. He investi-
gated the situation and wrote me stating "following a
diligent search, no records have been found to confirm
the sculpture's removal from its site, and the sculpture
has not been found." The situation is now in the hands
of my lawyer.

Everywhere, artists are asked in good faith to contrib-
ute their work on loan for the benefit of the community
or to beautify our public places to benefit society. Art-
ists are seldom paid for these loans. | was not. Monu-
mental sculpture on loan is expected to be cared for,
while away from the artist's protection, by the munici-
pality or institution making the request. To have the art
removed without informing the artist of the intent to re-
move it, all without thought of the responsibility to the
artist by the County of Westchester, is the worst viola-
tion of this commitment. It is a serious crisis of confi-
dence, not only to myself, but to all artists.

Its outcome will now be watched closely by art com-
munities and artists before considering negotiating fu-
ture art loans.

e need volunteers to help continue the survival of
Wour ASCA Newsletter. We welcome art -related

articles, reviews of exhibitions and your upcom-
ing 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
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Painter Maria de
Musical Leap Forward

By J. Sanders Eaton -Gallery and Studio Magazine

tis incumbent upon any ambitious artist to evolve,
whether in cau- =
tious steps of great
leaps forward, in
order to make pro-
gress and remain
relevant. For the
widely exhibited Ar-
gentinean artist
Maria de Echevarria,
who divides her time
between studios in
New York and New
Mexico, the most
recent breakthrough
came with a decision
to consciously sur-
render to the classical music that constantly plays in her
studio. Vivaldi, Debussy, Mahler-and at least in one
work, Bossa Nova!-Became conduits to the Sublime in a
recent exhibition "The Colors of Music" at the gallery of
the Consulate General of Argentina, 12 W. 56th Street.

Anyone who has followed de Echevarria's career over
the past decade or so knows that her paintings have al-
ways possessed a strong spiritual component. As re-
cently as 2003, at Gallery 2/20, 220 W. 16th Street, and
in 2004 in the same venue as the present show, she ex-
hibited paintings in which ethereal figures was seen
within atmospheric metaphysical landscapes. In a previ-
ous review, the writer made clear that these "beings of
light" appeared in some, but not all, of de Echevarria's
canvases. Now the spectral figures have vanished alto-
gether from the latest series and, perhaps somewhat
surprisingly (since they were certainly mysterious), their
absence proves to be no deficit.

For it would appear that de Echevarria no longer re-
quires such figurative props, neither to serve as spiritual
symbols or spatial markers to enhance the sense of a
vast environment that invariably comes across in her
canvases, nor to increase the drama therein. And al-
though they once seemed integral to her overall artistic
project (particularly in "Encounter," one of this writer's
personal favorites among her early paintings), she has
actually broadened her horizons by doing away with
them, much as the British master J. M. W. Turner did
when he eliminated the little wave-tossed ships that
could seem like small, finicky decals stuck onto his tu-
multuous seascapes, thus advancing his paintings at
least a century forward to become precursors of Abstract
Expressionism.

Similarly, de Echevarria's elimination of such specific
figurative references now propels the compositions
headlong into a realm of pure abstraction, bringing them

Vivaldi, The Four Seasons-Summer

closer to the condition of music-inarguably the most ab-

E ardat &t Mridag well hs @e bhesne of her present exhibi-

tion. This is just as clear in a painting such as her acrylic
on canvas "Vivaldi, The Four Seasons-Summer," where
organic traces of floral forms and swirling foliage can be
still discerned within the vigorous painterly pyrotechnics,
as itis in "Sunset #8," with its much more Minimalist
composition and burnished golden hues. For, as in the
case of Turner, nature-whether it takes the form of the
roiling energies that underlie all that grows or the impas-
sive stoicism of a horizon line-invariably informs de
Echevarria's compositions, much as it informed those of
the great musical composers from whom she takes inspi-
ration in the present exhibition.

Indeed, the sense of the natural world is a constant
presence and inspiration, however codified by gesture or
geometry, is what distinguishes de Echevarria's paintings
from those of her worthy predecessor Mark Rothko, to
whom she is certain to be likened by some for both the
stateliness of her most stringently geometrical composi-
tions and the rarefied sense of color-as-light that her
canvases unfailingly emit.

Indeed it is the pure chromatic intensity radiating from
her paintings, above all else, then imbues them with a
spiritual resonance which transcends the anecdotal to
achieve abstract autonomy, even in a composition such
as "Debussy, Le Mer #2," with its muscularly cursive
strokes of ultramarine blue and white evoking rhythmic
nocturnal waves and curling sea foam illuminated by
moonlight. For a while this painting is clearly derived
from nature its primary impact is abstract.

The opposite might be said of "Mahler, Resurrection
#1," in which it could initially appear that there is no os-
tensible subject, until one considers the illusions to a cru-
ciform in the stark rectangular frontality of its composi-
tion. Yet the smoky ochre hues with light streaming
through in the top portion of the evocative work in acrylic
and oil on canvas simultaneously suggest the ultimate
release from the suffering of earthly existence and the
hope for renewal in the afterlife that inspired Mahler's
most transcendent symphony.

Perhaps the most magnificent evidence of the giant
step that Maria de Echevarria has taken in her present
exhibition can be seen in the three major canvases, each
measuring 60 x 48", that share one large wall in the gal-
lery. Although they were obviously not conceived as a
triptych , given that "Winter" is composed in a palette of
cool, grayed-down monochromes contained within hori-
zontal stripes, while "Source" and "Beach" both present
much more vibrant hues within similarly austere formats,
all three paintings work wonderfully in concert. At the
same time, their themes are diverse, encompassing, re-
spectively, a season, a mystical state of origin, and an
element of Marinescape. Indeed, Maria de Echevarria's
ability to build such subtle diversity upon such a solid
formal armature represents a giant step in the ongoing
adventure of her artistic trajectory.



ARTé AND THE LAW

by Harriet FeBland

his article
A r tsection of the Yonkers Record, October 6,
1966. It was also reprinted for the Artists Equity Asso-
ciation of New York, Inc. Although the individuals cited in
the article are no longer active in government etc., the
law is still relevant to the arts today.

For many months, prior to the passage of the new art
legislation, a series of fact-finding sessions to determine
the problems of the art world were taking place. Spear-
heading the investigations was Attorney General Louis J.
Lefkowitz, whose hearings resulted in the formulation of
three bills. They were drawn up with the help of Special
Assistant Attorney General Joseph Rothman, who has
had more than a casual interest in the problems of the
artist since he is also a serious painter, and with the sug-
gestions and advice of a specially appointed Advisory
Committee. The committee of 30 was made up of artists,
lawyers, museum directors, and representatives of the
Art Dealers Association, and Artists Equity Association of
New York, the only invited art organization representing
artists. Hy Cohen, AEA's president attended all ses-
sions. It became the duty of this committee to assist Mr.
Lefkowitz's office in an analysis and appraisal of the tes-
timony given at the public hearings which dealt primarily
with "Art Frauds." Discussions were held concerning
means to protect the buyer of art against fraud and for-
gery and to ensure the interests of the practicing artist in
his relationship with dealers and with others who might
exploit his labors without adequate compensation.

Most interesting of the four preliminary sessions were
the third and fourth. At the third, artists were given the
floor and a host of illustrious names in the art world par-
ticipated: Gottlieb, Rivers, Lipchitz, Reinhardt, Stamos
and many others. These were some of the recommen-
dations: Legislation against reproduction of art in any
form without permission of the artist-and conversely-no
reproduction without reimbursement. Supervision and
control of foundries to prevent unauthorized recasting of
sculptures. A major educational campaign to assist the
public in recognizing repros, recasts, etc. Relief from pre-
sent government methods of taxing artists' estates. All
agreed on artists' continuing rights to a work of art and of
the need for government aid to art and artists. Most con-
troversial were their discussions concerning a need for a
code spelling proper artist-dealer contracts and dealer-
customer practices. Attorney Joshua B. Kahn David fa-
vored written receipts to customers, verifying oral claims.
All agreed "experts" needed immunity. In the fourth and
final session of February, which turned out to be a gala
event, Gov. Nelson Rockefeller made a special appear

See Art and The Law page 5
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Award, continued from page 1
It was my pleasure to present the award.
Malcolm
lives in Ards-
ley, New York
and has exhib-

chase College
and throughout
Westchester
County. He
works primarily
in bronze and
steel
sculptures,”
says MacDou-
gall, "represent the infinite in terms of time and space.
Like a chair of molecules, my
pieces can be made in end-
less length. But because of
the restrictions in the real
world, | need to bring them to
a conclusion, just as one
chooses to bring a sentence
to a close.

There is an irony in my
work, as it is a large-scale
look into a microscopic world.
| am inspired by crystals and
other microscopic organic
forms and am fascinated with
the elements of the natural
environment that go unno-
ticed because
he says. The amalgamation

6 of farmgis a ¢qntinuing
theme throughout his work
that produces a framework for growth and expansion.

n IVll%lrallel Worlds of Truth and lllusion
Bronze and Wel ded

Eternal Conflicts of Growth
Wel ded Steel

Contemplation of a Microscopic Landscape
Welded Steel 24' x 9" x 11"

Steel
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