54

Adolph Gottlieb and Abstract Painting

Lawrence Alloway

bstract painting in the United States was largely separated by the artists of

Gnﬂlit]f's generation from its geometric base. Mondrian, for instance, was

regarded highly, but more as a dedicated or obsessed man than as the

exponent of order. This change of focus was symptomatic of an American
renewal of the mystique of the artist’s vocation and a recovery of confidence in the
role of subject matter. The original European abstract painters had been driven
towards abstraction by an urge to express great thoughts and mysteries. The artists of
Gottlieb's generation were moved by a comparable ambition. It needs to be borne
in mind that Gottlieb, for all his professional aplomb, shared this exalted
expectation of art, Neither his Pictographs nor the Burst series can be fully grasped
outside this context.

Gottlieh's historical position is of the greatest interest. He was the last Abstract
Expressionist to arrive at a holistic surface, the whole of which constitutes the visual
image, what Clement Greenberg in 1955 called a field.! As a result, Gottlieb's
paintings after 1957 may seem to lack the prestige of priority as it is built into the
theory of the avant garde, but in fact “hrstness” is not a stable property of art. Works
of art are frequently over-determined in their causes, so that pnurltv becomes a
function of which of various contributory factors are being rer:ugnlzed Thus, there
is no reason to think that Gottlieb's historical position put him at a dzsadmntagt to
the other artists of his generation. He had their examples to contemplate and to
compare with one another; and this, of course, 15 a critical act. His position in time
acted as a vantage point which enabled him to make a special contribution to the
mode of feld painting. He was able to use in the Burst series (to call them that
pragmatically) the lateral expansion of color, as in field paintings, especially Mark
Rothko's broad tiers of colors. He was able also to use the cutting edge and
directional path of gestural painting and to make a personal version of the revision
of the hgure-ground relation that preoccupied American abstract painting of the
period. Gottlieb's balance of surface and mark, held and gesture, has no parallel
among his contemporaries. Irving Sandler was the first to note his connection to
“both gesture painters and color-held painters.”* Gottlieb was sensitive to the spread
of color and equally responsive to the inventory of forms revealed by a quick brush.
Gesture is essentially the linear route of the brush, and field painting essentially has
to do with color’s immersive properties: Gottlieb reconciled them.

Gottlieb’s connection to Abstract Expressionism had an equivocal effect on his
reputation. On one hand, he was associated with a powerful group of artists who,
like him, were to receive international attention; but, on the other hand, he
received less than his full recognition. He knew Bamett Newman very well, and
Rothko; his own early work, defining an American subject-matter in small
canvases, is parallel to Rothko's. One reason for the slow growth of his reputation is



the concept of Abstract Expressionism as a breakthrough that occurs around
1947-48, an ideal historical moment in which a group of men made art fresh,
However, this is a deceptive notion, replacing stylistic and social complexities with
the vision of sudden change. Several Abstract Expressionists did not produce a
consequential body of art until the late 40's, and, as a result, they lost nothing by
the account of a new start; whereas other artists who reached earlier maturity had
their existing work separated from the “new” phase. This happened to Gottlieh,
whose Pictographs were never fully integrated into any general view of Abstract
Expressionism: ironically their prionity isolated them.

This occurred partly because of the emergence of an increasingly formalist
reading of Abstract Expressionism which had no use for the myth-raking of the carly
40's. Evocative imagery, such as that of the Pictographs, was accordingly
undervalued, though it can be seen now as part of the substratum of the later work.
Thus, not only did Gottlieh lose his developmental lead over his friends, he was
sometimes ranked after them. A contributory factor here 15 his protracted transitional
period between the small, complex Pictographs and the large pictorially simplified
paintings of 1957 and after. The works of the interim between the Pictographs and
the Burst series constitute, in fact, a period of invention not hesitation, as we shall
see. The “magic moment” theory of the birth of Abstract Expressionism has been
viewed scephcalh recently, making it easier to examine both Gottlich’s continuity
and priorities.* To discuss his work from the 50's to his death in 1974 therefore
involved tracing the logic of the sequence of his work.

Cottlieb’s Pictographs explored a broad range of symbolism, but without
exceeding the then-traditional small scale of American easel painting. Nonetheless
within these limits, he showed an unguenchable inventiveness, accenting the grids
and their occupants with a variety closer to Paul Klee's resourcefulness than to
Joachim Torres-Garcia's repetitiveness. | visited a warchouse with Gottlieb once
and saw the artist standing knee-deep in Pictographs, like the Colossus of Rhodes
astride the harbor, and realized that the Pictographs represented a storehouse of
culture. He was demonstrating that the world was accessible to the American artist
of the 40's, an ambition that was resumed in his later works, as we shall see. The
grid, for all its Aexibility, ceased to satisfy Gottlieb by the late 40's. Color expanded
without linear intervention, as in Sounds at Night, 1948, in which there are no
walls to hold the scattered pictographs. In Labyrinth I, 1950, there is a conspicuous
grid, but it is in negative, produced by peeling tape from already painted areas; in
retrospect we can see this as a part of Gottlieb’s increasing interest in continuous
planes of color. In other Pictographs, such as Tournament, 1951, paint is thickly
impasted; this has the effect of dissolving the signifying function of the visual
symbols and stressing their decorative character. The all-over composition of the
Pu:tugraphs is retained, but the surface no longer implies the past or the
unconscious mind and their complicities.

A coloristic, all-over web was developed by Gottlieb in a group of paintings in
the early 50 that lead to Labyrinth 111, 1954, sixteen feet long, close in size to
Pollock's half-dozen large drip paintings. However, despite the evocative title,
Gaottlich has curbed the mythological atmaosphere rigorously. The painting consists
of firmly brushed overlying grids that create a shallow space. Another line of
Gottlieb's thought at this time fused the image potential of the Pictographs with
massive single forms on a large scale. The hrst of these, Black Silthouette, 1949,
(INlustration 60} is a single dark form that spans the canvas irregularly, reaching to
three edges of the painting. It leads to the Unstill Lifes in which the armature of the
grid is, as it were, knotted into a central dark image that implies a hefty volumetric
mass. The form, somewhere between a table top and a personnage, is seen on a
ground squeezed against the edges of the canvas. This group of paintings picks up
the ominous mood of some of the Pictographs and embeodies it in monumental
form. Thus Gottlicb was maximizing the separate elements of his art by concentrat-
ing on specific resources in the painting process.

The centered Unstill Lifes turn Braque's gueridon into the Rock of Gibraltar.
They were accompanied developmentally by the Imaginary Landscapes. This is a
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series, properly so-called, whereas the number of I_.ahjn'rinlh and Unstill Life
paintings is small. The first realized painting is The Frozen Sounds, 1, 1951, (Figure
27) in which a procession of five segmented forms are presented above an emphatic
horizon line. It is a sign of Gottlich's persistent curiosity about hgure-ground
relationships that he alone of the Abstract Expressionists uses the horizon. The
Imaginary Landscapes consist of zones of earth and sky, starkly divided by an
horizon parallel to the long top and bottom of the picture, at right angles to the
sides. These paintings are schematic in form and luxurious in facture. The
terrestrial areas are highly brushy and the solar areas, open and spare by contrast,
The firmly painted circular forms are never geometrically neat, but are mgamcal]y
varied, like the silhouette of a fruit or the outline of a glans in cross-section.

The Imaginary Landscapes are considerably larger than the Pictographs, and
the images depicted, far fewer. Hence the scale of Gottlieh’s brushwork is expanded;
it has an amplitude and precision that are new. Some of the painting is improvised
in the act of working, but this is a situation of informed process, of control not
impulsive hunting. The sequences of disks, ellipses, segments, or blocks of color
have a freely inventive character. (Incidentally, we could regard The Frozen Sounds
as the fate of the Music of the Spheres at the temperature of outer space.) Below the
straight-line honizon the lower area is often suggestive of water, Even when the
zone is black, brown, and warm, as it is in The Frozen Sounds I, the imagery has
tidal implications, as if the upper forms were affecting the lower plane, which is
always sensuous and sometimes turbulent. This reading is supported by titles, such
as Sea and Tide and Eclipse, both 1952. Gottlieb also used technical terms wlth a
navigational or astronomical reference, such as Azimuth, Equinox, and Nadir, as
well as color-based titles, Red Sky and Four Red Clouds, both 1956. A group
exhibition at the Whitney Museum of American Art, arranged by John [.H. Baur,
“Nature in Abstraction,” 1958, fitted these works admirably. As a matter of fact, the
exhibition constituted one of the comparatively few occasions when Gottlieb's
current practice coincided with art world patterns from which he felt a certain
detachment,

There is a significant change in Gottlieb's choice of color in the early 50's: his
use of black and red on white has a readymade look, like enamel from the can or
printer’s ink. This can be compared with the Abstract Expressionist denial of finesse
in favor of directness, like Clyvfford Still's color straight from the tube or Franz
Kline's use of house-painters’ brushes. For an artist whose work had shown great
variety of color, in the atmospheric, wide-palette Pictographs, this is a pronounced
simplification. In the Imaginary Landscapes these readvmade colors add tension to
the nature reference of the format. The paintings incorporate both the visual clout
of found color and the gradation of invented passages. Gottlieh had not lost his
coloristic subtlety as many later paintings show. He was an original colorist, ranging
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from tender and tonally equivalent hues that conceal their borders to forthright
declarations m brown, green, and vellow, colors that are traditionally hard to use on
a large scale, We can conclude that black and red were a personal code for the
impersonal. It was a knowing, consciously American decision to use vernacular
color. It is a crucial part of the series that Gottlieb started in 1957, from the first
painting, Burst, to a late one like Crimson Spinning, 1971.

The multiple heavenly bodies and the textured earth plane, often including
sections of broad linear brush work in black, lead to the Burst series. The sequence
is clearly traceable and follows from Gottlicb’s decision to transfer the landscape
motif to a vertical format. A majority of the paintings in this major group are
between six and seven-and-a-half feet high and they tend to be broad, not thin, in
the horizontal dimension, a size that relates to human scale: Gottlieb’s in painting,
the spectator’s in viewing. The paintings are a subtle and sustained contribution to
the investigation of the visual-physical relationships of image and spectator that is
central to the Abstract Expressionists’ big pictures.

Let us consider some of the steps leading to Burst. In Solitary (hgure 28) there
is a single body in the upper zone and a solid carth plane that spans the canvas
almost at midpoint, Though this was painted in 1957, Gottlieb had already arrived
at the essential scheme of the Bursts in the preceeding year, in Black, Blue, Red.
The freely painted lower zone more or less spans the canvas but with a solidification
of two-thirds of its length which essentially condenses the image on a central axis
with two areas, one above another. These two forms relate more to one another in
the canvas field than to the edges of the canvas. In the similarly titled Pink, Blue and
Black, 1957, the forms are aligned on a tighter vertical axis. In both paintings
Gottlieb is markedly gestural in handling paint, but the elements imply Burst,
1957, (hgure 29) the first full statement of the dvadic theme with two freely painted
but firmly delimited forms. That this formulation was not casily arrived at is
suggested by the fact that in 1958 Gottlich painted a work like Argasy, which can be
taken as a version of Selitary with its edge-to-edge horizon, He was in possession of
the basic format but still experimenting and checking around it: there was nothing
facile in the simple-looking image. He confirmed the importance of Burst with two
other paintings of the same year, Blast | (hgure 30) and I (fgure 31). The three
works can be discussed together for the light they cast on one another and on the
long, fruitful period that they initiated.

The decisive painting Burst is eight feet high by three-and-a-halt wide,
narrower than the norm for what 1 shall call the dyvadic paintings. Other paintings
led to it, as we saw, a reminder of the false decisiveness of breakthrough theories
that presuppose an absolute break between past and present, old and new. Burst is
different from its predecessors, however, with two forms, roughly equal in area, one
above the other; thev do not touch, but it feels as if they were bound together, as by
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planctary forces. The lower form is black and painted in a choppy gestural way; the
upper form, red, is smoother in surface and edge, but not closed or measured. It is
the product of another type of gesture: the ellipse is freely brushed and surrounded
by a tonally graduated halo. (There are red drips, here and there, in two directions,
not conspicuous but adding animation to the more contained forms. ) Associational
chains are strong, initiated by Gottlieb's choice of title, as in the Blast pair: the hre
ball of the A-bomb, remembered from the end of World War 11 but kept vivid by
postwar testing as at Bikini Atoll. Gottlieb was aware of this association, having
solicited it, but he commented that it should not exclude other readings. Like all
the Abstract Expressionists, he maintained the greatest confidence in the signifying
capacity of art: thus, fire and earth, the solar and the tidal, augment the freball
reading. Gottlieb continued to regard meaning as he had in his Pictographs as
open-ended and evocative, a value and not a limiting case. Thus Burst and the
works that followed can be viewed as Pictographs or the scale of field painting.

A field is “an expanse of anything,” a “total complex of interdependent factors”
{unabridged Random House Dictionary). In painting the term applies to pictures
with large areas of monochromatic and spectrally-close color or an all-over linear
density. Gottlieb’s inventory of disks, ellipses, aureoles, and splashes is paired to
characterize the feld in ways analogous to human thought patterns.” He used the
technical means of field painting to visualize a mode of thinking, the dyadic.
Dwvadic means of or consisting of two parts. Pairs likely to have been in Gottlich's
mind, both as a member of our general culture and as the former painter of
Pictographs, include sun and earth, male and female, night and day, life and death,
Mediterrancan and Northern. It will be seen from just these five dvads that such
groupings relate to fundamental ideas of order. They are morphological units basic
to human communication: us and them, art and life.

In the 60s, a period of proliferating labels and movements, Gottlieb called
himself, jokingly in conversation, a trestle painter, the only one. It is a technical
fact that many of his ficld paintings were begun on a trestle table which provides a
horizontal surface at a more convenient level than the floor. The wetness of
Gottlich’s paint required a flat plane: it would have leaked or poured downward if
the picture had been upright at the start. In the horiontal plane, he was free to stir
the paint and find the borders of his forms with brush and squeegee. As the paint
dried, the canvas could be moved to the traditional upright position, which provides
unbeatable opportunities for visual judgment. This is a long way from gestural art
interpreted as the swipe or the splash, but it is a good example of the way in which
gesture can be a part of planning and thinking, a constructive part of painting, not
the sign of a demonstrative physicality. Gottlich is thinking with paint, not opposing
muscular gesture to the act of thought.
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We can summarize Gottlieb's position in 1957 on these lines: the immediate
source of the Burst series in his own history is the Imaginary Landscapes and the
longer-term source is the Pictographs, drawn on for their semantic resonance. In
addition, there is Gottlieb’s evaluation of his contemporaries’ work, particularly
Rothka's: his vertical stacks of horizontal forms are echoed by the Burst series. This
is not a matter of simple dependency but arises from a eritical appraisal of histoy and
abstract art, of Gottheb’s own and his contemporanes’ contributions. Robert
Motherwell has observed that “the development of the large format” was essential to
Abstract Expressionism.® To this we can add reduction of the intricacy of the image.
It seems clear, looking at Burst, Blast I, and Blast 11, that Gottlicb was exhilarated
by the convergence of scale and economy. The picasum of similitude equalled the
beguilement of variety to which he was accustomed. He was an exponent of
intricate and subdivided composition who became master of the unified field, a
formal shift of enormous range. The first three paintings showed him concerned
with the serial image, not as it was to be codified in the 1960s, but in a speculative
early form. There is, of course, nuanced differentiation among the paintings, but it
occurs behind a screen of identity.

In 1958, Gottliecb broadened the proportion of his canvases in works like
Exclamation, % mches by 72, and Tan Over Black, 108 inches by 90. In Positive,
a lighter and freer version of Tan Over Black, the canvas measures 90 inches by 60,
Gottlieb’s interest in repetition and covert variation persists, as is shown by the
relation of Tan Over Black and Pasitive. His color expanded bevond black and red,
but keyed as it was to two large forms, one of them always black, he became a
colorist of large as opposed to compartmented areas. It is not unusual for a third
color to be introduced as the tinted ground itself. There is a classic balance to these
broad paintings which the agitated edges, pulling apart or merelv shifting the weight
of the lower form, animate but do not disrupt. The two islands are usually
equivalent in area and are characterized as much by their mutuality as their
differences. Despite their manual contrast as painted forms, they occupy a
continuous spatial plane. The dyadic image should not be interpreted solely in
terms of contrasts and opposites. The inter-dependence of the two zones is also
important to Gottlieb. Thus he posits a complex exchange between the two parts of
the holistic image.

The theme of the Imaginary Landscapes remained in Gottlich’s mind:
recurrent horizontal pictures punctuate the verticals of the Burst series. In the
Landscapes’ development he expanded to a drama of scale that has no equivalent in
the upright paintings. Verticality is always keved to the single human presence in
his work, so that the proportionate division of the canvas relates to ourselves, There
is a kind of Vitruvian analogy. The later horizontals don't have this intimacy,



the scale of the forms, each clearly articulated disk or cursive mass, stays in the
body's range, if they are regarded one at a time. The later Imaginary Landscapes
from 1961} are influenced by the Burst series in the abolition of the horizon line: the
multiple solar and Aowing tidal forms are related in horizontal succession and are
no longer attached to the edge of the picture fheld by the horizon. Cottlieb’s
sculpture belongs to the same train of thought, as it tends to consist of sequences of
flat, cut forms at different heights and angles along a central spine. Though fully
three-dimensional, this is emphatically painter’s sculpture, as it emphasizes form in
terms of segments of color seen in their singleness. Gottlieb, incidentally, was an
accomplished sailor, and the spatial effect of the Imaginary Landscapes is akin to
the low eve-level from a small boat.

The division of Abstract Expressionism into two main directions after the early
period of biomorphism, to which the Pictographs contribute as Mary Davis
MacNaughton points out, isolates field and gesture. On one hand, there are
painters like Newman and Rothko who, whatever gestural components exist in their
work, are concerned with color in large planes; and on the other, painters like Kline
and Motherwell whose works emphasize the course of the black-loaded brush.
Motherwell possesses a keen sense of surface as well as directional inscription, but
the retention of black as his prime means reduced the planar potential of forms that
might have become fields. It was Gottlich in particular who showed that the two
modes were not antithetical: that is to say, he reconciled drawing with held
painting. The time of his entrance to Abstract Expressionism (the last of the group
to paint holistically) put him in a position to align the gestural and coloristic aspects
of the movement. His paintings done in 1957 and after make us poignantly aware of
the fusion of structural brushwork, from cutting edge to ruffled island, and
economical but immersive color, from permeating flood to radiant glow. Gottlieb
reconciles color as sensation with form as touch. The pairs in the dyadic paintings
act as figures on a ground, but their internal unity and proportion stress the sense of
the whole, The holistic image is crucial to the definition of held painting, but
Gottlich is the only painter to achieve it without abandoning the precision of the
figure-ground relationships that inhere in gestural handling,

The field painters brought about a change in our expectations of abstract art.
The means were simplified, but the content was amplihed. Manual emphasis was
separated from the decorative and attached to the search for momentous meaning.
When Alexander Rodchenko adopted the circle as a canonical form in his paintings
of 1918-20, he aimed to reduce the sensuality of easel painting, but,half a century
later, Gottlieb’s repetition of circular forms became, among other things, a way of
preserving manual touch as a positive value. Gottlieb had found a capacious form,
a continuous mode, that did not have to be invented every time he painted. It was a
shared problem of abstract artists at this time: how to establish an ambitious style
within which it was possible to improvise without any slackenming of authentic
activity. The necessary motif was one that could survive painterly variation without
loss of legibility. Gottlich’s carly work contributed to his later solution,

Before he approached abstract painting, Gottlich had painted his Pictographs
for ten vears and, as this survey explores for the first time, had been a realist for
more than hfteen. He was in lis late 40s when he entered the new phase of his
work. His brush work however is not retentive of the devices of representation: a
large scale, gestural directness and color simplification were brilliantly coordinated,
as in the Imaginary Landscapes. There is no formal eguivocation between the
styles. What happened to subject matter when he was ostensibly no longer using it?
It was absorbed in the new imagery and transformed. The Pictographic evocation of
mythologics, that is, worlds, is transformed into solar and planctary forms, like a
world-landscape. In the Imaginary Landscapes the format of an observed place is
transformed into the schemata of earth and void. Titles like The Frozen Sounds,
Figuration of Clangor, and Cadmium Sound show that Gottlich did not present his
paintings as pure visual objects in isolation from other experiences. On the
contrary, he drew attention to the persistence of meaning in the new large, simple
forms. The reference here is to synesthesia, as in the French Symbolists’
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correspondence of the senses: the visual and the aural, art and music, are linked in
The Frozen Sounds, an apt term incidentally for the arresting of music’s temporal
flow by the spatial tableau of visual art. Gottlieb’s painting, like that of the other
Abstract Expressionists, was never containable by theories of concreteness and
purification. On the contrary, the concrete was replaced by process, so that
painterliness became an open source of authentication.

The pace and range of Gottlieb's invention in the late 50°s has not been
sufficiently recognized, partly because his inventiveness concealed itself in appar-
ently deadpan repetitions. In fact it was an extraordinanly fertile period. The close
appearance of the various motifs, which were in full use to the end of his life more
than twenty years later, demands that we see them all as part of a total pattern.
There are the single-image paintings, which in effect consist of the upper form of
the dyadic paintings in isolation, as in Una, 1959, There is, too, the hrst statement
of color coding, as it might be called, in which short rows of small tabs of color are
compared to the expansive colors of disk and field. The dvadic image of The Form of
the Thing, 1958, for example, has a third zone along the base, a kind of morse code
in red, black, and white. This work, though at the scale of painting, is on paper
which suggests its cxperimental status; but by 1962 the motif was fully resolved and
integrated into single-image paintings such as Roman Three (figure 32). Here three
small but decisive rectangles in the lower right seem to summarnize the broad vellow
hield with its high, central, Hattened disk. Gottlich found a way to introduce size-
contrast into field painting, much as earlier he had introduced figure-ground
relationships into the unihed surface. In the work of the 1970s Gottliecb made a
sustained, increasingly free play with all these elements—dyads, single images, and
color coding—but with a specifically new stress.

The works from 1971 on were increasingly carried out with the help of
assistants, owing to a stroke that immobilized Gottliech. He had used an assistant
before, as many artists do,but now he required more than routine assistance with
studio chores. These later works, however, show no loss of personal control,
because it had never been touch that characterized his work. A conceptual program,
anticipating, not simply responsive to, process, was normal in his practice, as the
serial nature of the Burst image indicates. Thus, his esthetic and technical decisions
were communicable to other people acting on his instructions. The held and the
discrete forms upon it were as much the result of prior control as discovery through
work. The concept of work itself exceeded the cvele of kinesthetic feedback to
incorporate decision making.”

The later paintings are continuous with the field paintings but move from the
monumental to the lyrical. The scale of the field does not diminish in the 70s, but
the forms in the field are often smaller in relation to the whole than before. They
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convey an impression of mobility, as they fAare and fade. Gottlieb's color was always
varied and subtle apart from his black-and-red paintings, but it is freshly delicate in
the late work. Although the grid is not overt in the Burst format, it is implicitly
present in the stability of the motifs bound into the rectangle of the canvsas. Like
Rothko and Newman, Gottlieh tended to perpetuate the verticality and horizon-
tality of the canvas edges in what he painted. In the late works, however, the
smaller forms seem not to be fixed in the same way: they are shaking loose, floating,
flying. The Aectingness of the imagery is enhanced by the occasional turning of the
canvas during the process of work, This varies the direction of paint splatter, of
course, but it also alters the visual impression of the vector of forces implied by the
paint. Gottlieb creates a less serene, less restrained held within which the smaller
scale of his touch becomes highly animated. The classicism of the earlier works in
the series is dissolved by shimmering color and unpredictable from location.

Cottlieb's use of, his feelings for, color is remarkable. In the black paintings of
the early 50's eolor functions like mosaic chips, sparks that arouse the massive
planes. In the interwoven paintings that follow, color is similarly hrm-bodied,
briefer than the grid lines but laid down in similar directions. My sense is that colar
is used as a relatable solid, as specific area, with less fusion and gradation than are
traditionally practiced in painting. Gottlieb's color in the abstract paintings tends to
establish a solid surface, but one that is Aexible and resilient. It is a brilliant
modification of flat color that avoids both schematic two-dimensionality and the
full three-dimensional spatiality that a free manual touch engenders. There are
numerous paintings and passages in paintings in which color acts as a dimmed or
glowing veil, but Gottlich also expanded the scale of solid, permeable color to the
total field of the canvas. These tranquil planes, carefully mixed by the artist, touch
on the evocative power of color without violating an essential restraint. All this is
compatible with Gottlieb’s continued and resourceful use of black as line and color,
as edge and surface, Only in the last paintings does he experiment with an open and
expanding range of atmospheric color as a primary means of painting. The changed
facture creates a more volatile surface than is usual but retains the essenhal
characteristics of held painting intact. Gottlieb’s commitment to this mode of work
after 1957 turned out to be deeply satisfactory; its semantic and pictorial possibilities
attuned both to his sensibility and his thinking.
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