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KOMMIIMUMPaHMOT M GCTYPeHMOT KMBOT Ha COBPEMEHMOT HUOBEK e I[I0CTOojaHa
npeoxkymaumja HuM3 ciaukure Ha Capa Illepman. Chamkgap o couyjajiHa COPIMKMUHA,
HO He coUMjalleH peasMCT, Taa He Ce MHTepecupa 3a MAEeOJOTHMM, 33 CIerMMUYHN JIud-
HOCTHM, JICKAJUTEeTH MJK HacTaHM, HUTY 3a OHOj Buj OcJaecTH LUTO eKOHOMCKHUTE I
TIONMUTUYKNATE IpoMeHu Ou MoxKene fna ro uanedar. Taa ce cOuayBa Ia MCKazxKe HELITH
nalieKy MOLIMPOKOo of Toa. Hej3MHUTE eKCIpecMoHMCTHUYKM aneropuu ce 3acpakaar co
HeNOMUPAMBHMOT 1 pauuoHanHnor mal de siecle, mTo ja HarpMsyBa HallaTa LMBUJIM3a-
muja. Taa camka NOHEKOraul co MNEeCMMMCTHMYKA caTupa, IIoHeKOorall co aJapMaHTHa
YPTeHTHOCT, 700po MOo3HaTV eKCIIO3UIIMM Ha HEraTUBHUTE M JIECTRYKTMBHUTE ACTIEKTH
Ha HallleTo BpeMe.

Bo efeH pa3roBop €O apTUCTOT, Taa M3pas3u 3arpuiXKeHOCT nopaxm 3abp3aHuoT
Ha4duH Ha XKMBOT, KCj CTanana coceMa Op3 m coceMa IIPCTPecHMBEH 3a Ja To APIKU
COBGEMEHMOT YOBeK BO HeKop. Jlany caka MM He, M CO HEIpPeIBUAJIIBH KOHCEKBEHIINM,
TOj € NpuHyAeH Aa O6p3a KOH APYTM HOBM M HEYCIIELIHM [PUCIIOCCOYBama, IIOCTOjaHD
orcrpaHyBajku ce cebe ox mpuponara, O CBCUTe OJNMCKM M O camuoT cebe. OBue
CIMKM I'M M3pal3yBaaT eMOLMOHAJIHO OHMe IpobieMy Ha MHAMBUAYAJIHWUTE M OMNLITE-
CTBEHMTE OATCBCPHOCTM 3a KOM OUCKYTHPaJie TaKBW MHcaTeau, Kako IITo ce Ilon
Tunnya u Epuk @pom. Tyka e MOJepPHMOT YOBEK, OTYyI€H, BHATLELIHO ITpa3eH: ,YOBEeKOT
Ha KCMOAMTETOT", peAylUKpaH Ha e€JeH npexaMer 06e3 3Hauerme moMery HellTara LUITO I'H
npouseeaysa. EfeH MCPaJHO ONYyCTOLIEH ¥ ceOMYEH CBET Ce OmMIuyBa, CB2T I0JeseH
BO JmpeHMaToBa AMXTOHMja Ha JIOBLM M JIOBEHM, M KOHTELOJVPAH GJ JECTPYKTUBHMOT
CCGH 3a eJleH MMJIMOH JoJapH, Koj MoxKe (hM3M4YKM ga ocakartu yu ybme. Jlypum Kora Taa
Cl¥Ka MMPHO CTafi0 Ha OBLM THe CTAHYBAaT NPOTECT INPOTUE HEMpPEeAM3BHMKYyBadKaTa,
perMMeHTHpaHa M MHCTHTYLMOHaJIM3MpPpaHa opraHu3anuja.

_Crunor Ha oBMe eMOLMOHANMHM Mopalu3upara He OAroBapa Ha HUEeOHa yera-
HogeHa ecreTuka. Capa Illepman ri: 3aHeMapyBa CUTYPHUATE CTaHAAPAM Ha hopMaJtHaTa
cTpyKTypa. HejsuHmueT npucranm KOH CIMKapCTBOTO MCTAKHYBa CIIDHTAHOCT pPEAyM CO
anCTPakTHMUCT €RcupecuonmsaM. CIMKapCTBOTO e 3a Hea NMpoLec Ha HAJABOPEIIHH YYB-
c¢TBa co koj Dapa Aa Kpeupa BU3YeNHM €KBMBAJIEHTH HA CBOMTE €MOTMBHU COCTOj6M
1 NpGHUKHYBaHAa.

Komneauumja e ckpnysame Ha €JIeMeHTH LUITO C€ HATOMIJIYBaaT Ha NGBPIUMHATA.
IInrMeHTGT € HadpJIeH co YeTKa BO HEePBHM MOAYyIMpaHu (hOpMM KOM KOHTPACTMPAAT
CO BeluTa AeauHu3aumja Ha oOmmiy. JenmukatHu 0oM ce BewlTo yrnotpebenu aa magar
BIeYaTCK Ha M30madeHa TpowHocT. He ce moumrtyBaaT HMKAkBy NPaBMJIY 3a MPOTIOP-




IMja MM OepcreKTuBa. BaKBMOT MOTXOA KOH CAMKApCTEOTO € BC MCTO BpeMe Hej3nHa
cnaboer u HejauHa cuia. Cerak, TOj ce TOKakyBa aJeKBaTEH 3a ycnelHo #u3pasy-
Bame Ha ArCypAHMOT CBeT IUTO HeMa HMKAKOB BUIJIVB JOTHMYEH ¥ LeHeT pep.
IlocToN BO TME CIMKM GoraTcTBO Ha (hbaHTasuja, catupa LITO KapuKMpa U 0CTPO
Kaca, TYKa M TaMmy IPUCATHA CEH3YaJHOCT M CETO TOoa cO eNeH MHAuBMAyaseH Oerer.

Bo omie acrexT Ha Hej3uHarta paboTa MOXKaTr Aa ce BUIAT nspsjieny yu Irpe-
cenaHu BO paborara Ha TaKBM CIMKapn CO coumjanHa COAPIKMHA, KaKBM I1UTO C€
®uaun Epepryz, Llex JleBMH 1 Bey Illan. ExxHa ncbnmcka napaJena BO HacTojyBa-
BaTs MOMe aa Ouze IoBJedeHa M M3BJEHeHa Off ckopemanTe GuiaMosn ,Cranok
skuBoT® u ,HoK“ 1mTO ce 3aHMMaBaaT CO CIMYHM er3yCTeHLMjaJH TEMH.

Capa lllepman CM TOCTaBM IIPEX cebe uwecHa HO MOILIHE TelTka 3azadta, BO
CIIMKaApCTBOTO Ja M3B7Ie4Ye Of cBojor objeKT TOTBPAM 3a HOBeHKaTa cocrojba. U
rioKpaj mpemmcaTa fieKa Ol YMETHOCTa MOXe 7a ce HAYYHM 33 YOBEKOT M Off “I0BEKOT
33 yMETHGETa, CIMKAPCTBOTO MMa OHMMIJIEAHM CTPOIH paMEM BO AMjarna3’oHOT Ha CBO-
MTe TeMaTCKy M3J03KyBama. He MOMHaKy Of TOBOPOT, maHuor 300p Ha UAMOT,
eqHa CJIMKa € OrpaHu4eHa Ha €HO rnepuurre. Taa He Momxe Ja IpeTcraByBa JO-
PMYHM OZHOCH, MOTPeGHM M afeKBaTHU 3a OIIC HA peanHOCTa@, Ha YOBEYKaTa NPUPOAA
u opHecyBame, Ilopazgu TOa, IITO Taa HE moceAyBa HUTHU CBP3HNMLA (,MaKy", ,aKo",
Jopagm®, ,Toa, ,Miau MTH.), HATHM TAaK eJHa BMCTMHCKA CEKBEHIA Ha agIpija HU3
Koja . fia HasHauM NPUYMHM, ToCHe My 1 3agsbydor. Bupejku e caMo eAMHCTBEHO
BU3yeNIHO HPMUCYCTBO, CIMKATa MOXKe caMo 1a Ha3Ha4yy MHTEHLMM M eMOoLyM, HO HE
u jacHa coxgpxmua. Ilto 1 Apyro Aa M3BIEKyBaMe of Hej3MHMOT CyGjexT, ke mopame
caMMTe 7a C€ CTaBUME TaMmy, npoexTMpajky ja BO ciMKaTa HallaTa COICTBEHA yIHTEpP-
nperauuja. Hugoram He ke Momeme Aa OumeMe coceMa CUTYPHM [AEeKa yMETHUKOT
HaCcTOjyEall Aa I'e COOHLUTYM TOKMYy TOa IITO HHE tpeba Aa 3aKiIyuuMe 3a cele.

Capa Illepman 3a cpeka He ce obuayBana ma T cdopcupa THE OrPaHMU4yBarsa,
caukajku uaycTpaTMBHM €KCIIMKaLuKM Ha HEKO0] MAEOJOIIKM CHUCTEM. Toa Beke 6uno
M3BOp HA HAmNOIHO TEMHMOT coL{jaNMCTUYKK peann3am. TloenekyBajku ce On nuTe-
PapHOTO M ceeayBajku ja Hea Ha OHuE pafoTH IITO CAMKameTo, 8 HMKOrall IMIIy-
Bal-eTO, MOXKEe Ja M3pasy, Taa He cHabayea co ybemauBy M CHMIIHM CIMEN. Waky Tue
COMKM M3pa3yBaar HETATMBHM M MECHUMUCTITKHN cocTojbu, HyBHaTa arpecuBHa MCKpe-
HOCT MM TpMZABa MO3UMTMBHOCT HEONXOAHA 3a 3Ha4ajHM [OTBPAM Ha HYOBEKOBaTa
cocrojba.

Epeapn Bpujan

Kycroc Ha Mysejor
YuTHM 3a aMepuKaHCKaTa
yMeTHocT BO Fbyjopk




Capa lllepmaH e pojAeHa BO Dunanencdnja (MMexcuasannja, CAL) Bo 1922 roa.
uma nobueno aurioma Ha Illkonata Ha yGaBUTe YMETHOCTH Ha YHUBEP3UTETOT OF
Tavn Bo Punamencuja u guruioMara Ha YHUBEDP3UTETOT OX AjoBa. Mima cTyaupaHo
Ha Bapsac congaunjara Bo MepnoH, TlegcunBaHMja.

Bo 1949 rox., ja mobu npemujara Pepsi — Cola Opportinity Fellowship 1 Bo 1952
npemuja Pynbpajr I'paHT 3a CIMKApCTBO CO €1HA BOTOAMIIIHA CTUIIEHAuja 3a Mra-
nuja. Bo 1964 roz., m e AoneseHa IIpemujara Ha AMepudKarTa agagemuja u Hammo-
HaJHWUCT MHCTUTYT HA yMETHOCTHTE ¥ KHMIKEBHOCTHUTE KAaKO M IIpemnjaTa YedmHa BO
Urannja. Bo 1965 ja mpumm 3jartHara Menaija Ha mpercefaresoT Ha ViTanMjaHcKara
Penybanka 3a IlpemmjaTa Ha Villa S. Giovanni.

MimMa maTyBaHO M 3KKMBEeHO Bo EBpoma. Cera ja menau cBojaTra aKTMBROCT Mery
Mranuja m CAJL

VIma mpupeneHo caMOCTOjHM M3J02KOM BO Hbyjopk, Puaagendnja, Iukaro, Pum,
Munano, »Kernesa, Topuso, CasnepHo, Penio Evmanja, TaparTo, Kapapa, Jlede u ApyT™
TpajioBy,




HMma ydecTByBaHC Ha M3no0:xk0mTe Ha My3zejor Bpykaun on Ibyjopk; Ha My3sejor
YurHu 33 aMepMKaHCKaTa yMeTHOCT BO HbyjopK; Ha YMKAILIKMOT ¥ METHUYKM MHCTUTYT,;
Ha YuuBepsuteror o MamHowuce on ¥Ypban; ma VHCcTHUTYTOT CMMTCcOH M HanmoHanHata
ranepnja Bo BammHricH; Ha Kcicceym Bo FbyjopK; Ha aMEPMKAHCKMTE YMETHMIIM BO
MockBa; Ha HaumcHanHICT MHCTUTYT 33 YMETHOCTUTE M KHMIKEBHOCTUTE BO IbyjopK;
Ha My3ejocT 3a yMeTHOCTMTe B0 IbyjopK; Bo IOABMIKHM u3n0x0M; ,Forty Artists
under Forty“, cpraumuswpana ca My3ejor YUTHM 3a amMepuKaHcKaTa ymeTHocT u ,,Co-
BpeMeHo cimEapceTBo Bo CAL: cdourypa” moaroreeHa ox My3ejor Ha MoAepHA YMETHOCT
Bo Ibyjopk; Ha manoxbara , AMepukaHckara ceecT™ Ha HoBara IUIKOJNa 3@ COLMjaJHK
ucTpaxkyeama, Ha [I m3ncxkba HammcHanHyoT mazap Ha yMeTHocta Bo Ilamarara
Crporyt, Bo Pupenia; Ha V m3ja0mbe Ha (PUIypaTMBHUTE YMETHOCTM BO Pum; Ha
Xapnce Aprc Pectusan, Eceke, BO AHIIMja M Ha JPYTM YMeTHMYKM MaHuMbecTaumn,
Hej3unure pema ce HaolfaaT BO KoJekumMmuTe Ha My3ejor YMTHM Ha aMepMKaHCKAaTa
ymerHcoT, Bbyjopk; HammoHangara ranepnuja Ha MOZEpHATa YyMeTHOCT, PuM; JIp3RaBHUOT
YHUBEL3UTET Bo AjoBa, AjoBa; YHuBepsureror Tamm, Punaznencduja; Myzejor Kpuc-
nep, IpesnHeroys: Mysejor na Ten Aeub, Ten ABus; Bo 30upkure Banrtep II, Kpuc-
nep, Ibyjcrk; Jyuano Kacreno, TopuHc; Pomyanno Papuneny, Pum; Josed
XupmxopH, Hbyjopr; Munep, Myjopk; IloBanm Ilupenn, Bapesze; Jydano ITomuHH,
Kacreaanua; Xapoan Cosomon, Huraro; Juauja Le Kpewenuo, Pum; Bena Buiuko,
Ibyjopk; Mungeonch, Ibyjopk; Tobepoch, Becrmopr; Jymfn Arame, ['eHoBa; AHTOHMO
Bepunepn, Kapapa; Mapuo I'eupna, Pum; ITackyane Pemmro, CanepHo.

EgHa nperaegsa McHorpacdnja Ha HejsuHara pabora Ao meHec Gemre myGaMKyBaHa
BO 1963 rox., Bo Quaderni d’ Arte na I'amepnjaTa Ilermenone o PUM ,cO KPUTUYEH TEKCT
H1 Mapueno BeHTypoan 1 enHa Oedemika Ha Ensapn Bpujan.




AyTrocronepka, 1964
Autostop




The complicated and alienated life of contemporary man is the consistent
preoccupation throughout Sarai Sherman’s paintings. A painter of social content
but not a social realist, she is not concerned with ideologies, with specific persons
locales and events, no with the kind of ills that economic and political changes would
cure. She attempts a much broader statement than that. Her expressionist allegories
comment on the intangible and irrational mal du siécle that gnaws at our civilization.
She paints, sometimes with pessimistic satire, sometimes with alarmed urgency,
well-phrased expositions of the negative and destruktive aspects of our time.

In an interview with the artist she expressed concern about the progressive
way of life which has become too fast and too progressive [or modern men to keep
up with. Whether he wants to or not, and with unforeseeable consequences, he is
forsed to speed on and on to other new and unsuccessful adjustments, constantly
suspending himself still further from nature, his fellowman, and himself. These
paintings express emotianally those problems of individual and social responsibilities
discussed by such writers as Paul Tillich and Erich Fromm. Here is modern man,
alienated, inwardly blank; the ,commodity man® reduced to a thing of meaningless
existence among the things he produces. A morally desolate and selfish world is
depicted, on divided into the Dtrrenmatt dichotomy of the hunter and the hunted,
and controlled by the destructive million dollar dream that can psychically cripple
and kill. Even when she paints a peaceful flock of sheep the ybecome a protest
againts the unchallenging, regimented and institutionalized organization.

The style of these emotional moralities does not conform to any established
esthetic. Sarai Sherman disregards with aplomb secure standars of formal struc-
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ture. Her approach to painting emphasizes spontaneity as much as does abstract
expressionism. Painting is for her a process of externalizing feelings whereby she
seeks to create visual equivalents of her emoticnal ettitudes and insights. Composition
are a patchwork of elements crowding to the surface. Pigment is brushed on in a
flurry of modulated forme contrasting with deft delineations of features .Delicate
colors are aptly used to give the impression of corrupt fragility. No rules of pro-
portion or perspective are observed. This approach to painting is both her weak-
ness and her strength. Yet, it proves adequate for successfully expressing an absurd
world that has no apparent logical and valid order.

There is in these paintings a richness of fantasy, a caricatural satire with a
sharp bite, and a haunted sensuality, all of an individual stamp. In these aspects
of her work one can see parallels and precedents in the work of such painters of
social content as Philip Evergood, Jack Levine and Ben Shahn. A closer parallel
in intention, trough, could probably be drawn from such recent films as La dolée
Vita and La Notte, which deal with a similar existential subject matter .

Sarai Sherman has set herself an honorable but most difficult task in choosing
of her objective in painting, a statement about the human condition. Despite the
premise that one can learn about man from art and about art from man, painting
has obvious severe limitations i nits range of thematic exposition. Unlike speech.
the written word of the film, a painting is limited to a single point of view. It
cannot rep:esent lcgical relation snecessary for and adequate desciption of reality
and of human nature and behavior, for it possess neither conjunctives (,although®,
WJif¢, ,because“, ,either-or“ etc.), nor an actual sequence of action through which to
state causes, effects and conclusions. Being a singular visual presence, a painting
can only indicate intentions and emotions but not explicit content. Whateter else
we derive from its subject., we must put there ourselves by projecting into the pic-
thre our own interpretation. We can never be precisely sure whether the artist in-
tended to communicate that which we must infer for ourselves.

Sarai Sherman has fortunately not tried to force these limitations by pain-
ting illustrative explications of some ideological system. That has already been the
source of too much outright dull social realism. By steering away from the literary
and by restricting hersell to those things that painting, and never writing, can ex-
press, she provides us with convincing and forceful images .Although these images
express negative and pessimistic attitudes, their aggressive sincerity gives them the
positivity necessary for a meaningful statemen atbout the human condition.

EDWARD BRYANT
Associate Curator of the Whitney
Museum of American Art, New York




SARAI SHERMAN, was born in Philadelphia (Pennsylvania, USA) in 1922.
She graduated in arts from both Temple University (Philadelphia) and the Barnes
Foundation in Merion, Pennsylvania.

In 1949 she was given Pepsi-Cola Opportunity Fellowship and in 1952 Ful-
bright Grant for two years studies in Italy. In 1964 she was awarded by the Ame-
rican Academy and the National Institute of Arts and Letters and by the Cecina
Award in Italy. In 1965 she received the Golden Medallion of the President ol the
Republic of Italie for the Prize of Villa S. Giovanni.

She has travelled and lived in Europe .Presently she has been sharing her
activity between Italy and the United States.

Her own exhibitions were orgnized in New York, Philadelphia, Chicago, Ro-
me, Milano, Geneve, Torino, Salerno, Reggio Emilia, Taranto, Carrara, Lecce and
other cities.

Until now she has participated at the following exhibitions: Brooklyn Mu-
seum in New York, Whitney Museum of American Art in New York, Chicago Art
Institute, University of Illinois, Urbana, Smithsonian Institute National Gallery in
Washington, New York Colosseum, of the American Artists in Moscow, National
Institute of Arts and Letters in New York, Museum of Arts in San Francisco, IBM
Gallery, National Council of Women Artists in New York, the travelling exhibition
.Forty Artists Under Forty“, organized bu the Whitney Museum of American Art
and ,Recent Painting Usa: The Figure®, prepared by the Museum of Modern Art
in New York, at the exhibition. ,The American Conscience of the New School of
Social Research, Second Exhibition of the National Market of Arts in Palazzo
Strozzi Firenze; the V — the Exhibition of the Figurative Arts in Rome,
Harlow Arts Festival, Essex England as well as at other artistic manifestations.

Her paintings can be found in the collections in Whitney Museum, New York;
Museum of Modern Art, New York; Galeria Nazionale d’Arte Moderna, Roma; State
University of Towa, Iowa; Temple Universite Philadelphia; Chrysler Museum, Pro-
vincetown; Tel Aviv Museum, Tel Aviv, Colection Walter P. Chrysler; New York,
Luciano Castello, Torino; Romualdo Farineli, Roma; Joseph Hirshhorn, New York-
Joseph Kanter, Cincinnati; David Harris, New York; Cy Miller, New York; Giovanni
Pirelli, Varese; Luciano Pomini, Roma; Bella Fishko, New York; Mildwolf, New York;
Toberoff, Westport; Luigi Accame, Genova; Antonio Bernieri, Karrara; Mario Guida
Roma; Pasquale Rescigno, Salerno.

An extensive monography about her work was published in 1963 in Quadervi
d’Arte of the Penelope Gallery in Rome with an critical rewiew by Marcello Ven-
turoli and an note by Edward Bryant.




13. 2Xenure on Teba, 1962—63
Women from Theba




JleBojkaTa 07 IIETOKOT HaBeuep,
Girl from friday evening




20, YacoT Ha TprHyBamke, 1964
Departure




CnieyjanHa
CYIepTProBMHA,
1965

Special
Supermarket
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14.

ATANOT
ATALOG

. Hennopgua 3emja, 1954, macao 108 x 130

Arrid Land — oil

. Mranujancko cemanue co Kosa 1955, temmnepa, 66 x 76,5

Italian peazantboy with a goat — tempera

. Typuup 1955, macio, 121 x 168, (Koaekinja Mapyeno BeHTypoman)

The Tournament — oil, 1955, 97 x 108

. Tlycra 3emja 1957—62, macmo, 121 x 168

The Wasteland — oil, 1957—62, 121 x 168

. Paner nen, 1960 ,macmo, 100 x 95

Wounded prey — oil, 1960—61, 100 x 95

. YymapoT Ha mojor Opar, 1960, macmao, 190 x 155

My Brother's Keeper — oil, 1960, 190 x 155

. Ya-uya Jeurnu, 1962, macno, 105 x 70

Cha-cha Yankee — oil, 1962, 105 x 72

. Bapame, 1962, macao, 95 x 140

The Search — oil, 1962, 95 x 140

. deBojkure 01 neToKoT HaBeuep, 1962, macao; 75 x 105

(Komeruuja Ha JI. . Kpewenuo, Pum)
Girl’s from friday evening — oil, 1962, 75 x 105 (rolection L. De Crescenzo)
Ilenenaiikara u cpebpennor obnak, 1962, macmno, 70 x 110
Cinderela and the siver cloud — oil, 1962, 70 x 110
Mkap, 1963, macmno, 128 x 100
Icarus — oil, 1963, 128 x 10 0
OTropes actpoHayT, 1963, macmao, 98 x 139
The resistante astronaut — oil, 1963, 98 x 139
XKennre oxg Teba, 1962—63, macmao, 80 x 100
Women from Theba — oil, 1962—63, §0 x 100
Kocmmuko jajue, 1964, macmo, 140 x 98
Cosmological Egg — oil, 1964, 140 x 98

. Oamncej CAJ, 1964, macio, 100 x 160

Odyssey U.S.A. — oil, 1964, 100 x 160

. IInaxa Ha 3aues, 1964, mern. TexHukra, 107 x 101

The beach on sunset — combined technics, 1964, 107 x 101

. Inaxka Bo Jyxua Mraduja, 1964, macmo, 117 x 78
The beach in South Italy — oil, 1964, 117 x 78
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19.

20.

21.

22.

23.

24.

25.

26.

21.

28.

29.

30.
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32.

Illerauka, 1964, mem. TexHuka, 67 x 107

Walking woman — combined technics, 1964, 67 x 107

Ayrocron, 1964, meul. TexHuka, 108 x 70

Autostop — combined technics, 1964, 70 x 108

YacoT Ha TpPrHyBak-e, 1964, Mewr TexHuka, 76 x 107

Departure — combined technics, 1964, 76 x 107

Hok na Monte YUnureposne, 1964, remnepa, 70 x 100

(on ,BaxaHTEnmuTe")

Night on Monte Citerone — tempera, 1964, 70 x 100

Cneuujanﬂa cyneprprosuHa, 1965, macno, 137 x 61

Special supermarket — oil, 1965, 100 x 66

Ex-poto Menrap Esanc, 1965, macmo, 137 x 61

Ex-voto Medgar Evans — oil, 1965, 137 x 61

Tanan, 1965, macao, 61 x 76

Hunger — oil, 1965, 61 x 76

Iinmounaue, 1964, autorpachuja, 65 x 46

Dionizius -— lithography in colour, 1964, 65 x 46

Tupesnja n Kagmue, 1964, autorpachuja Bo 6oja, 46 x 65

Tiresia and Cadmo — lithography in colour, 1964, 46 x 65
Ienrenej u Ouonmsne, 1964, murtorpacduja so Goja, 65 x 46
Penteus and Dionizius — lithography in colour, 1964, 65 x 46
Xopor Ha Mewajnte on Asuja, 1964, nurorpaduja Bo 6oja, 46 x 65
Chorus of Menads from Asia — lithography in colour, 1964, 46 x 65
MonTe Ymrepone, 1964, nurorpaduja Bo 6oja, 46 x 65

Monte Citerone — lithography in colour, 1964, 46 x 65

3acena Ha MoHTe YUmrepone, 1964, murorpacduja Bo Boja, 46 x 65
Ambush on Monte Citerone — lithography in colour, 1964, 46 x 65
Cmprra Ha IlenTenej; AraBa u Kazamwue, 1964, aurorpacduja Bo Hoja, 46 x 65
Death of Penteus, Agave and Cadmo — lihography in colour, 1964. 46 x 65
IMecmaTa Haj mecmuTe, 1965, rpacduka

Song of songs — graphics

Jintorpadumre f1 npunaraaT Ha Menara ,BaxaHTKumuTe“, co TeKCTOBM Ha JMero

Kapmurena u Buibam Apoycwmut, ny6amukysana oxn Tanepujarta Ilenenone oxn Pum
1 Ha IlewaTHunara 3a ymetHoct Jin Bu3oHTe ox PupeHua.

The lithographs belong to the map ,Bachantesses* with the text from Diego

Carpitella and William Arrowsmith, published by Gallery Penelope in Rome and
Printingoffice ,I1 Bisonte“ in Florence,




Ipenrosop — ExBap Bpujan Kycroc Ha
My3ejoT YUTHM 3a aMepuKaHcKarta
ymerHocT Bo Ibyjopxk
moctaBKka Ha uanozkbara — C. IlerpoBuk
Ornpema Ha Karajor u rnyagar C. Terpoenk

Tleyar rpacdudgu 3aBoj ,Toue [lendeB”







