APRIL SPOTLIGHTS
Art

The Guggenheim's retrospective of Arshile Gorky's work includes "Agony" (1947).

Federico Fellini's sexual phantasmagoria City of Women will burst upon
American screens this month. Marcello
Mastroianni plays Snaporaz, a battlescarred soldier in the war of the sexes
who, in pursuit of an elusive beauty,
stumbles upon a convention of angry
feminists. There, some practice karate,
while one sixtyish woman with seven
husbands expounds upon the joys of
polygamy. Spotted lurking in the
corner, Snaporaz is set upon. He
escapes only to have his life imperiled
by a carload of teenaged punk rockers;
and is eventually rescued by the aging,
rifle-toting Dr. Zaubercock (Ettore
Manni), who announces a party that

night to celebrate his
10,(XX)th romantic conquest.
City of Women is
sure to enrage feminists. But as always
Fellini is, without
apologies, Fellini.
"Going to the cinema," he says, "is like returning to the womb."
Of women he declares,
"They represent myth,
mystery, diversity, fascination, the thirst for
knowledge and the
search for one's own
identity. Women are
everything." (Opening
in New York April 8.)

"I do not paint in front of, but from
within nature," said the Armenianborn Vosdanik Adoian, a.k.a. Arshile
Gorky (1904-1948), who will receive the
most comprehensive exhibition yet of
his work in a retrospective at the
Guggenheim Museum, New York
City. Forced to flee marauding Turks
as a child, later immigrating to Watertown, Massachusetts, where he was
fired from his job at the Hood Rubber
Company for drawing on the packing
crates, Gorky went on to become one of
the leadingfiguresduring the Forties in
the creation of a new and dominant
American art. His truly original art—
variously described as the last expression of Surrealism and the first of
Abstract Expressionism—is all the
more remarkable for the long, selfimposed apprenticeship he spent imitating the modern masters—most notably Cezanne, whom he considered the
greatest of the moderns. The brief
flowering of his mature genius, which
emerged only a few years before his
suicide, will be seen in the context of his
slow, sure, artistic growth. (April 24
through July 19.)

Marcello Mastroianni in Fellini's City of Women
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Dance
The vanishing roots of modern dance
will return to life this month at the State
University of New York at Purchase.
The Early Years: American Modern
Dance From 1900 Through the 1930s
will bring together the surviving movers
and shakers of that era in a four-day
festival-celebration to teach, speak,
hold workshops, and give performances. Present will be such originators of the movement as Maria-Theresa
Duncan, now 85 and the last of the
"Isadorables," who will teach Duncan
dances; Barton Mumaw, who will
perform Ted Shawn solos; choreographer Hanya Holm; dancers from
the original Doris Humphrey/ Charles
Weidman companies; and original
Martha Graham dancers, including
Martha Hill, Bessie Schoenberg and
Gertrude Shurr. The dances of Helen
Tamiris will also be seen.
The Joyce Trisler Danscompany and the Marion
Rice Dance Company will
recreate Denishawn works;
Annabelle Gamson will perform Duncan solos, and
Peggy Lyman will dance two
works from the Graham
repertoire. Commenting on
the performances will be
such critics and scholars as
Deborah Jowitt, Tobi Tobias, and (piece de resistance)
our very own Walter Terry.
(April 9 through 12.)

Dancers Charles Weidman and Doris Humphrey (foreground); Ruth St. Denis (rear).
where Samuel Beckett's new play,
Rockaby, will be having its world
premiere. Billie Whitelaw plays Rockahy's only character, a woman in her
declining years trying to recapture her
past; at times the monologue becomes a dialogue with the character's
own recorded voice from many years

Theater
It's a lead-pipe cinch that the
theatrical press will sound its
noisiest salvos this month
over Woody Allen's new
play at Lincoln Center. But
an equally rare and possibly
significant event will take
place at the State University
of New York at Buffalo,
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Beckett's latest play premieres in Buffalo.

earlier. Rockaby lasts less than half an
hour, and actress Whitelaw will round
out the evening with a dramatic reading
of Beckett's short story, "Enough."The
production, commissioned by SUNYBuffalo, is directed by Alan Schneider.
After Buffalo, Rockaby will travel to
the 1981 Autumn Festival at the
Pompidou Center in Paris. (In Buffalo,
April 8 through 11.)

Two noteworthy debuts are imminent
in the New York City Opera's new
production of Leos Janacek's The
Cimning Little Vixen: Maurice Sendak,
famed illustrator and children's author,
has designed the sets and costumes (he
also created the engaging costumes and
scenery for the Houston Grand Opera's
production of The Magic Flute. See
"The Event," page 35); and Michael
Tilson Thomas will conduct. An
anthropomorphic folk-like tale, the
plot concerns the crisscrossing paths of
a forester and a fox. Gianna Rolandi
will sing the vixen Sharp-Ears; Nadia
Pelle, the fox Golden Stripe; and
Richard Cross, the forester. Frank
Corsaro, who staged the NYCO's
production of Janacek's The Makropoulos Affair, will direct. For a
review of Janacek's recorded operas,
see page 90. (Vixen premieres April 9.)
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"Emerging nations
can now call other nations
by satellite? GEE!"
(No, GTE!)
In many of the world's emerging nations, telecommunications is often
a problem.
In fact, frequently people have to wait hours to make a single telephone
call. Not to mention how long they have to wait to make one going out
of the country.
Not in all emerging nations, though. Thanks to G T E .
Because we've opened up telecommunications in many of these nations.
For one thing, we set up a series of "microwave relay systems" which
greatly facilitate calling within the country.
But, even more important, we developed "earth stations" which make
it possible to call out of the country via satellite.
And that's something that's advanced even for this country.

/
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The'Art" of Chic
by Carter Ratcliff

T

he scene is the dining room
of Andy Warhol's Factory, with
its turn-of-the-century panehng
and its view of raffish, hustler-ridden
Union Square in New York City.
There is a moose head on the wall and
a senator at the dining table—Senator
Cranston of California, to be precise.
He would like Andy to design an edition of prints, the proceeds from
which would be a great help in the
1982 campaign. Sure, says Warhol,
no less amiable and low-keyed than
the senator himself, and perhaps even
more confident of his place in the
scheme of things.
What, asks the senator's young
finance chairman, will Andy put on
the benefit print? The old Warhol
vagueness surfaces. Maybe some
symbol. Not a face. Faces on political
posters have definitely been done. Of
course, says Bob Colacello, the righthand man who runs Andy Warhol's
Interview magazine; this will, strictly
speaking, be a limited edition of
prints, complete with Warhol's signature. This will not be a run of posters.
Right, nods the finance chairman.
The number of images that goes out of
the Factory every year has to be kept
under strict control, says Colacello.
Right.
Ever since the time of the Medicis,
art and money have had a magnetic
effect on each other. This is no secret,
though Warhol is almost alone among
his contemporaries in speaking of it
openly. In his most recent book,
POPism, Andy praises Emile de Antonio, an artists' agent in the Fifties,
who went on to become a documentary
filmmaker. According to Warhol,
"De" was the first "to see commercial
art as real art and real art as commercial
art, and he made the whole New York
art world see it that way."
12

Ambitious collectors still crave
"revolutionary" painting and sculpture, but prices throughout the market
have risen so steeply that collectors
clamor for works by artists whose
prices are likely to stay high. The recent
million-dollar sale of Jasper Johns's
"Three Flags" to the Whitney Museum
is only the tip of the inflationary
iceberg. An artist with any critical
repute these days routinely asks at least
five figures for a single work.
The art of one's own time is a dicey
investment, at best. Some purchases
turn out to be jackpots—"Three Flags"
originally sold in 1959 for $915 (including delivery)—but most don't. The
majority of new paintings that sold for
around $1,000 in 1959 would be difficult
to give away now. Like many of the top
players on Wall Street, art buyers want
to minimize risk (and more and more of
the market is made up of corporate
buyers who aren't overly confident in
matters of aesthetic judgment). Art
investors are interested in "blue-chip"
items, the value of which can be relied
upon not to collapse with changing
tastes. And by chance or design, the
careers of blue-chip revolutionaries—
artists such as Warhol, Johns, Stella—
have conformed to the market's hopes.
All these artists came into the spotlight with the discovery of a new,
ground-breaking, eminently salable
style—as shown in the chart on the
following page. Before their moment of
entry, these artists hardly ranked as
faces in the crowd. Floundering, they
experimented with a variety of styles
before hitting it Right. And Big. Jasper
Johns made precious, Europeanflavored collages before he came up
with hisfirstmajor works, including the
Flags and the Targets. Roy Lichtenstein's Pop paintings were preceded by
three years' worth of Abstract Expres-

sionist canvases that seem to have disappeared off the face of the earth.
Before he became a major Minimalist,
Robert Morris was a minor follower of
Jasper Johns.
With recognition comes an extreme
reluctance to deviate in any significant
measure from the style that first
brought fame and fortune. In this
respect, today's blue-chip revolutionaries differ from their modernist
predecessors—artists such as Picasso,
Kandinsky, Max Ernst, arguably Pollock and de Kooning—who altered
their styles, sometimes radically, after
winning critical acceptance.
Basic themes are updated for each
new exhibition, much as General
Motors comes out with a new look
every year. Frank Stella's shaped canvases went from stark to baroque in the
course of the Sixties. Then, in the next
decade, his paintings began to reach out
from the wall, until now they are more
like relief sculptures than paintings.
Warhol's changes show mostly in subject matter—from Marilyn to Mao to
his recent society portraits. Carl Andre
spent the Seventies moving his metal
plates out of their square formations
into triangles, L-shapes, and so on. And
occasionally he substitutes boulders
and wooden columns for metal plates.
More than financial pressure keeps
these artists in line. Arrival on the bluechip list is invariably accompanied by a
critical chorus—gallery owners, critics,
collectors—proclaiming their favorite
son's "historical inevitability." According to the conventional wisdom, the
whole history of European painting
since Raphael has been aiming
toward—indeed has found its culmination in—Johns, Stella, Rauschenberg.
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Andy Warhol, blue-chip revolutionary
in excelsis, in his distinctive dining room.
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