ROBERT TAYLOR

Flora Natapoff’s

collage paintings

When Picasso and Bra-
que around 1910 intro-
duced fragments of the
“real” world into their
pictures — printed squares
cof imitation marble, scraps
of newspaper, calling
cards these elements
had the formal effect of
affirming the pictire’s
flatness and the psycho-
logical effect of converting
the data of “reality” into
the illusions of art. Thus
the physical presence of
the painting became more
intense,

Flora Natapoff uses a
technique of pasting and
manipulating scraps ' of
- paper; it is called collage;
- but her collage approach
differs from her illustrious
~ predecessors in the fzsci-
nating exhibition of her
recent work at Brandeis
.University’s Rose Art Mu-
seum through Nov. 17. She
: employs torn paper, com-
bined with acryliecs and
pastels, And from these
materials she creates a
s space that is not flat, in
“which the tearing of the
paper and its pdstmg on

= L.

| the surface serves a de-
| scr "J,-v° purpose, in which
he intervals between ob-
jects ‘are dramatic, in
w "1‘ch content and style
each other
‘re a mabched pair of
-thc

Lhe concerns

the env: "n"ment wesin-'
ays as factory.

hat ) 't these

houses, relics of

WJLh

strial revolution,,

give way to skyscrapers
and parking lots. It is a
landscape of dissolution.
Natapoff makes us feel
both the brute structure
and lyricism of that land-
scape, and the panoramic
sweep of its destinies. Sus-
pended above a maze of
cloverleaf expressways
and the jagged intervals of
underpasses (an aqueduct
in the lower left of the
picture called “Highway”
will serve as an homage to
Cezanne until a better one
comes along), we scan the
image from a bird’s-eye
perspective, or we gaze
(“Locomotive”) into a
jungle of gears, pistons,
rods, which sorts itself
into a similar burst of in-
flections, or we experience
(“Shadows”) the gothic
spaces of crumbling facto-
ries mottled by dusty sun.

Torn paper, the fractured
surfaces of construction
sites and agitated strokes
of the pastel crayon: Nata-
poff fuses the imperieal
scale often characteristic
of industrial architecture
the velocityy aﬂi'

busl\ness of intimate ges-
tural touches.; Neverthe-
less, the pasted elements
do have the effect of re-
calling the eye to the sur-
face of the painting, even
though she does not use
collage as the Cubists did,
to accentliate the shallow
space of planes, What she
igives us, really, is a choice
between iraditional illuso-
ry space and the flat sur-
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face. The artist” most di~

|

e

| Brueghel
| the artist {o be objective, |
tter, and to |

rectly associated with this

"dialectic in contemporary

art is Willem de Kooning.
Natapoff resembles him

: shghtly in the clotted city-

'scapes de Kooning exe-

b cuted in the mid- -fifties,

more so in the paintings
he made in Rome in 1959-
60.  These were painted
with black enamel on
paper. Then he would tear '
up the sheets and assemble
and reassemble them until
they = became - physically
weighty, the torn edges
and  pumice - thickened
enamel becoming more and
more like Dbas-relief, a
species of sculpture.

Natapoff’s . collages,
however, do not hecome
sculpture: they imply

painting. For this she owes
a debt of gratitude to her
Renaissance  Flemish col-
league, Pieter Brueghel.
The sequence ‘of works
based upon ‘themes by.
_Brueghel is in a separate
gallery, awm&yeu_ﬁ_zpvo-

, priately, as the cource of |

the succeeding pictures.

Carl Belz writes that the |

series  “forced

her subject ma
translate, as it were, state- |

‘ments written in a foreign |

native !

e. In doing so, she
learned to control the torn
paper vocabulary she had
begun to experiment with
in the late sixties, at the
same time adjusting that

Janguage into her
tong

vocabulary to 't’k}e data of
an external, visible
world?”’

The Brueghels are of in-
terest precisely for those
reasons; in  themselves
strongly tied to Brueghel’s
concepts, suggesting the
copyist rather than the in-
ventor, they turn out to be
sources of creativity. The

‘breakthrough may have

come with Natapoff’s ver-
sion of the building of the
Tower of Babel, which is
different from Brueghel’s.

‘Whereas the latter pre-

sents
scene,

a Dparable of the
Natapoff presents

the structure itself, filling .

the picture space with its
dense rotundity. Fascina-

tion with structure here is:

only a short distance from
the themes of mdustual
erosion,
Furthermore, if
Xooning was at pains to
avoid all. imputations . of
the literary, he wished his
art to express also the

prosaic

de’

éommoﬁpléce look of life,
house

is not afraid of the objec=-
tive fact, but her paintings

' paints, -
rubbled surface, Natapoff:

are not anecdotal or illus-

trative.
this elusive marvel of or-
dinary experience, this
roughhewn mystery.

from its illusory function
by the torn paper pyramid
which defines its Jlower
edge; a dialogue of broken

‘pastel marks and ragged
edges tilts a skylight, gives'

it the aspect of springing
from nature rather than
from an artist’s ostenta=
tious plans. Flora Nata-
poff, in any event, is the
kind of painter, relatively
little=known but worth

knowing, who should be |

presented by a university
museum, and at the Rose
Art Museum, Carl Belz’s
program is away to a fe-
licitous start.

She too catches

e
rusty cauldron climbing -
through space is redeemed -



“Red Cauldron,” a torn paper, acrylic and pastel painting in the Flora Natapoff
exhibition at the Rose Art Museum, Brandeis, through Nov. 17. ° !
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