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The advantages of still life painting are that it a ; the artist to work from nature
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and still have the same contrel over his composition as the artist who works directly
from magination. For the still life painter it is normal to compdse a picture in terms
of a pre-pictorial arrangement of the objects to be represented. In this way the
subject of the painting already begins TJ as
been painted. What remains l’)l the painter
within this assemblage
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Alberti's space is the space of linear perspective, a definition that was unchallenged
until Maurice Denis reminded painters in 18%0 that "a picture — before being a battle
horse, a nude woman, or some anecdote — is essentially a plane surface covered
olors assembled in a certain order” Denis’s point was that the illusion
space created by linear perspective denies the fact that a painting is z flat surface,

without recourse to linear perspective, space and light can be created on
surface by "colors assembled in a certain order”

It is fair to say that through much of his career Ablow has been concerned wi
reconciling the demands of describing space, form and light with those made by
the picture surface. Whether in the Fauve influenced immediacy of his earliest still
life waorks, the more planar paintings that began with his Amherst Series of studio
interiors, or the severe and monumentally structured tables done in the 90%, this
"ental pictorial problem remains a continuing question in search of resolution,

funda

The very ordinary and unprepossessing cups, boxes and bowls that serve as Ablow's
cast of characters are typically deployed in patterns that affirm the painting surface.
In canvases such as Large Stil Life Frieze (1986) or the Still Life on Yel (1974)
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they are brought close to the picture plane and simply lined up along the front edge
of the table. At other times their shapes are emphasized by being set against insis-
tently decorative drapery. The most forceful of these are a series of works from the
early 1990's built out of the unrelenting rhythm of stripes.

The portrayal of spa&e is achieved in Ablow's work with various modes of perspec-
tive. In the large Congregation (1990-94) for example, he has used both linear and

reverse perspective while in Studio Table I: Amherst he has experimented with a selec-

tive use of curvilinear space. Often, tables (with or without objects on them) are
seen from a certain distance aligned with the picture’s vertical and horizontal axes as
in Duo and Studio Table Il Amherst Series. At other times the tables are brought close
to the viewer, tipped up, hovering between spatial recession and affirmation of the
picture plane — between reality and the abstraction of art.

One of the earliest of these, The Round Table of | 968, may be usefully compared
with Vigil of 1993 painted twenty-five years later. In the earlier painting forms are
defined as solids by means of a facture that emphasizes the marks of the painter's
hand and the act of painting. The facture of Vigil is virtually invisible. Objects exist not
so much as material things but as forms projected on the surface of the painting by
light, as if on a screen. Both pictures are subtle instruments telling us to redraw our
notion of what an object is so as to see it in a more distinctive, suggestive way, turn-
ing it, as in Ariel's song, "into something rich and strange." :
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Objects in these canvases and works on paper — Congregation, Portal (1994), Studio
Dialogue (2000) — are modulators of space, light and shadows that in the words of
Stanley Cavell. imply "a light from outside the frame, but at the same time give the
impression that certain things are lit from within." In some canvases the spectral,
dimly glowing, shadowed world of the table top with its regular, geometric form of a
cup or a cube, is animated by drapery — Shadows (1992), Shaw! | and Shaw! Il (1993).
Ablow has said that he uses drapery "as was the practice of painters in earlier
times. . .to offer commentary on the action." Noah's Bowl, for example, is a para-
phrase of Bellini's The Drunkenness of Noah within the terms of still life.

In the elegiac Monument (1990) the table is covered by drapery rising steeply at
the left and cascading to the right in fluted folds, like the pleats in the garment of a
Greek Archaic Kore surrounding a tomb-like opening in the table's side. In Levigthan
(1989-90) the table top merges with the drapery, transforming the still life into a
thing disturbingly alive. In 1858 Théodore Thoré in Les musées de la Hollande
protested against the use of "nature morte” as the French term for still life on the
grounds that seventeenth century Dutch still life paintings do not look at all dead.
In a similar vein, Ablow has written:

Because the (still life) objects are inanimate, it does not mean
that they are still, and because the objects have been arranged
by the artist it does not ensure his control over the world they
become...a world that is as stable as the imagination that
attempts to control it, that can be, for all its insistent reticence,
disquieting and provocative,

v

In the last decade, Ablow has begun to provide titles for his work such as Threnody,
Monument, Portal, Noah's Bowl, or Vigil that point to autobiographical associations.
They are for him, "mementos of someane | have known," or "about loss" and are
indices of the emotional involvement one senses in recent years where personal
narrative and still life intersect. The playful spirit of Ablow's early painting has yielded
to an atmosphere more reserved and formal: at the same time it has grown more
expressive and expansive, Within the self-imposed limitations of still life, especially
a still life that insists on considering only the most ordinary subjects possessed of
neither charm nor meaning. Ablow has achieved an art capable of imbuing them
with an affecting significance.

Still Life, 1970, Pastel,

T A

8 x 107, JA2



The Round Toble, 1968, Acrylic on canvas, 76 x 38"




The Square Table, 1968, Acrylic on canvas, 50 x 48"




Still Life in Shadow, 1973, il on canvas, 30 x 407, JA20

White Table w/ Indian Rug, 1974, Acrylic, 48 x 42", JA12




Floral Drape, 1970, Pastel, |8 x 14"

Stll Life on Yellow Drope, 1974, Acrylic on canvas, 36 x 40"




Studio Table Il Amherst Series, 1976, Qil on canvas, 28 x 40", JA27

Studio Table | - Amherst, Oil on canvas, 30 x 44", JAS



Table, Book & Boxes, 1979-80, Oil on canvas, 52 x 36", JA21



Studio Window, 1981, Pastel, 197/ x 31'/+", JA54

Still Life, Pastel, 8%/ x 27", JA64



The Yellow Drape, 1989, Pastel, 23 x 19" JA97




, Pastel/Gouache, 29 x 40", JABS




Still Life Landscape, 1985, Qil on paper, 22 x 30" JA184



Large Still Life Frieze, 1986, Oil on canvas, 32 x 66", JA109



Levigthan, 1989-90, Oil on canvas, 46 x 62", JA132 s

| Neah's Bowl, 1990-91, Oil on canvas, 36 x 52", JA128
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Reef, 1990, Qil on canvas, 38 x 50", JA 144
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Threnady - small version, Oil on canvas, |2 x | 6", JA138

Mackinnon’s Wrench (sm. version), 1988, Qil on canvas, |6 x 20", JA133
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Congregation, 1990-94, Oil on canvas, 50 x 70", JA150
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Duo, 1993, Oil on canvas, 50 x 36", JA157




Shadows, 1992-93, Oil on canvas, 22 x 346", JAI56

Mantle, 2000, Oil on canvas, 24 x 30", JA174




Three Shadows, 2000, Oil on canvas, 28 x 42'/." JAI70

Studio Dialogue, 2000, Oil on canvas, 24'/: x 48'/", JA185
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AWARDS:

1987 Silver Medal Award, Best Article of the Year, Council for
Advancement and Support of Education

1982 Boston University Research Grant

1961 First Prize, Rhode Island Art Festival

1958-59 Fulbright Grant in Painting, Paris

1953 Purchase Prize, Skowhegan School of Painting

1951 Paige Traveling Fellowship, School of the Museum

of Fine Arts, Boston

LECTURES (partial listing):
Miami University, Oxford, OH, 1995
Salve Regina College, Newport, R, 1990

Fitchburg Art Museum, Fitchburg, MA, 1987 Shawl, 1993, Cil on canvas :
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"Bostonians; Elegant and Otherwise," October 1986

"Metamorphosis of an Artist: Philip Guston and the Nature of Identity," Vol, 60, no. 2 April/May 1986

"New Beginning: The Last Paintings of Philip Guston" an introductory essay for the exhibition, Philip Guston:
The Late Works, arranged by the International Cultural Corporation of Australia for the National Gallery of Victoria,
The Art Gallery of Western Australia and the Art Gallery of New South Wales, 984,

"Two Cheers for Realism," New Boston Review, September 1978

"Gombrich's Art and/or lllusion," Boston University Review, September |978

"Gombrich's Art and/or lllusion," Boston University Journal, Vol XXV, No. 3, 1978

"Boston Expressionism," New Boston Review, February/March 1979

"Hyman Bloom and the Uses of the Past," New Boston Review, Spring, 1976

"The Art of David Aronson,” an introductory essay for the retrospective exhibition, Brandeis University and
the Jewish Museum, 1979 Introduction to catalogue for the exhibition, Oskar Kokoschka's Schuler und
Freunde, Zurich, 1969

In preparation; Pictorial Practices: Ways and Meanings of Paintings

COLLECTIONS:

Bard College, Annandale-on-the-Hudson, NY

Beth lsrael Hospital, Boston, MA

DeCordova and Dana Museum, Lincoln, MA

Mead Art Gallery, Amherst College, Amherst, MA
Middlebury College, Middlebury, VT

Rose Museum, Brandeis University, Waltham, MA

Skowhegan School of Painting and Sculpture, Skowhegan, ME
University of Massachusetts, Harber Campus, MA

Wiggin Collection, Boston Public Library, Boston, MA
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JOSEPH ABLOW:

Exhibition Location: AMHERST COLLEGE
Eli Marsh Gallery — Fayerweather Hall
Ambherst Massachusetts
413-542-2365
www.amherst.edu/about_amh/visit/drive.html

Gallery Hours: 9 AM to 4 PM Monday through Friday
| to 4 PM Saturday and Sunday

Exhibition Dates: 2 October 2003 — 2 November 2003

Lecture by the artist: Thursday 2 October 2003 at 4:30PM
Pruyne Lecture Hall, Room | |5 Fayerweather
Reception to immediately follow Lecture
The public is invited to attend
The artist will be present

In conjunction with:  PUCKER GALLERY

Still Life with Paul Klee, 2000, wic & Gouache, 9': x 10'%.", JA182

Gallery Hours: Monday through Saturday 10:00 am to 5:30 pm;
Sundays 1:00 to 5:00 pm.

Member of the Boston Art Dealers Association.
Parking: One hour free validated parking is available
on the corner of Newbury and Dartmouth Streets




