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Manley's  latest . work.
titled IPFAUN, which 1 shall

Jdeseribe ina moment. 1 am

tempted 1o give a  distinet

name to what I feel is a new

ferm in  sculpture: FREI

PAS-RELIEYE. She has made

.0f course., iu the pa\r other:

‘culptuxox in. this technique
woriginality of thes
:{orm eluded me, even though
LT fadly
*Himportance.. Ihvm"

acknowledge
coimed
Lravely a new term in art T
oW propose 1o c\plaxn how
I arrived at it :

Relief sculpture, and here I

“ quote irom A Dictionary of Art |

is ¢
not free-standing ard. in having

. a background, approximates to -
the condition of painting, There 3
arc severa]l names to indicate
the varying depths of projection,:

and Artists, “is that which

ranging from alto rilievo, or .

‘high reief — which is almost .

detached from the ground —
through mezzo rchevo to Dbas-.
relief (basso relievo), and fur-

" ther still to relievo stiacciato

(or schiacciato) which is scar--
cely more than scratched.” So -

much for the, definition of re- -

ljef sculpiure -and there is no
suzgestion in it of the tyvpe of
bus-rehc’ that Edna Manley

b \bas created,
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Indeed, - her bas-r

+ of their own, for having no

- din’ .(1840-1917),.

‘backgrounds

- painting. Although they can be
hung on a wall like pictures
_they are really like cut-out
fragments of conventional bas-
. reliefs and therefore free-stand-

ing to some, if not full, extent. !
But to call them “free-standing
would Dbe going |

bas reliefs”

too far, (and a contradiction in |

terms) while free Bas-reliefs |

seems just right.
' BUT HOW DID EDNA MAN-

LEY arrive ut this new form

in soulpiure? Who was it that,
consciously or ot.nerwue,

fluenced her search for a mew .
and highly personal means of
expressnon" - 2 e SRR i

16 behevc it was Auﬂuste Ro-

anatomical  proportions ' that

‘> one “of titem. Bronze Age gave

i rise’to a malicious

accusaixon
that it had becn made from a
cast faken from a live model..

He also created a new: form,

"the frayment 2z 2 finisited |
"work, mzinly a head and trunk
“or-simply a pair of hands,; as
well as unfinished figures (in !
this he was himsel? influenced !
by Michelanzelo) ﬁnishing only |
‘parts of them and leaving

 others embedded .in the "vouxzh

block. sHe thus distilled . the
esgences of emotions and move-
ments which could net'be ob- @
tained m conventiona! works, ;
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ABOUT Edna’

their:

cliefs are |
quite different and in a class

they do not ap- °
proximate to the condition of |

L in- .

the. most' cele.. !
brated sculptor ot thelate ‘19th |
century, whose statues bad such |
" lifelike quality'and’ accuracy-of '3

OV I gnaf*y

‘Nevertheless, thev were Gl

tri-dimensional sculptures and
‘his only bas-relic{, Gate of
Hell, commissioned in 1880 as
‘a door for the Ecole de Arts’
Decoratifs, was never complet-
ed: it wes a conventional work

‘{the door itself prowdmd ‘me
background like. in a painting
toa Iurbdlent mass of figures.’

Edna Manley’s bas-reliefs,
on the other ‘hand, have. no
backarounds (there is only one
that T can think of that has)
.and can be therefore regarded
“ds unique .creations. Indeed.
t‘hay carry on Rodin’s process
of distillation of essences of
movements and emotions 2

' stage further and penetrate to

the very mainsp ing of .them.
This is certainly true of Grewth,

; an early work., snd The Angel,
4 recent one: and even more so
of the Faun, lnr latest pxecc

. Carved in mahoganv it. con-
sists of head and hands' only.
-and the hands are so vlaced, as
to form 3 base - for the . head.

. Their modelling is slight so as

not to divert atttention from
the face — the face of a wild-

; looking yet strangely .,ttractwe

 young tman, whose forehead is
framed in luxuriant mass -0t
heir with two somewhat am-’
biguous shapes on either side

of it that could'be horus or ears.
* AS I LOOKED ai it on a late
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ey

i > “Iv i
.ukef ’ ?
Sunday aftemoon ,it seemed
+t0 gather to itsclf in 2 dimming
light ‘the fleeting shadows of
the studio’s darkening intcrior,
and with them all the sorrow
and sadness of existence. The
taut face, the rigid hands with
long, upward-straininy fingers
and espceially the emotively
enlarged eyes with their anx-
ious, side-long gaze secemed to
he gripped by a strange fear.
But what- the fear -was of I
could not tell: perhaps of:the
passing of vouth, or  loss of
carefree innocence, or perhaps
even of death. Of all of Edna
Manley’s works this one is, one
one feels, the most rom‘mhc,
and therefore’ the K most enig-
matxc
-

WE HAVE '\IO MUSEUMS or
galleries in which paintings of
old and inodern masters are

displayed for the edification of -

art students and the public, and
ihis, of course, is a great pity.
Indeed the situation might have
been grim if it were not for the
availability of reproductions
which, if never completely suc-

cessful, at least give the viewer ;

some idea of ‘'what these great
pxctares are like. Surely the’

| purists' are \vrond' in msxsunﬂ~
'that only the. omdmal wo"ks .
should ‘be studied; for 'in our
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*same loving care; they proclaim -

situation  some compromise
seems quite justified.

The current exhibition of re-
productions of famous ‘paintings
(coming from the Institute Col-
lection) at the Art Gallery of
the Institute of Jamaica, bears
out my argument; for not only
does it offer an impressive
range of old and modern works,
but surprises pleasantly with a -
reasonable . siandard -of prints
produced by New-York Gra~
phic Society, publishcrs of Fine
Art,

In' the {raditienal scction I
was delighted to find a. great -,
favourite . of mine, Giovanni
Bellini’s 'St. ¥Francis in Eestasy).
The saint is standing in front of .-
his hermit's caxe gazing in won-
dennent at the aultmrT sky, his

‘arms outstrciched a5 B Iehe
Wwants to emnbrace the whole
world. Nowwithistanding the -

rules of perspcctive the entire |
landscape, even in the far-awaw
distance. can be seen with mar-
veilous clarity: the donkey and
the heron by the winding stream
in the ~middle distance;’ the -
castle on the hil! and the-shep- - .
herd with his flock of sheep
grazing kbeside its wzils in the

" background; - the - trees ard
rocks, every blade and ‘leaf -
glistening, are carefully ob-

served' and paintcd with me

A a mystica), pa:'tv of nature..
ECS’I‘ASY, J_OO, is the <uo-
“ject of El Greco’s The Virgin:
Twith Saint Ines and Saint Tecla,
though here there is no seren-
ity or repose. The figures have
elongated limbs and seem con- -
sumed by a nervous tension.
:'Even the draperies - swathing
"them appear i0 have a life ef
, their own. Or them like on' Low-
eriul wings the fizures are borne
heavenward. By contrast, Rem-
.brandt’s Philosopher is sclf-ab-
sorned in' guiet contemplation
and the mysterious interplay of .
light on his face reflects this
mood. It 'is an extraordinarily.

' ‘perceptive psychological study, .

as well as a revelation of pro-
found enoticn. !

" The art of Giorgione, Raphael, °
Leonardo c¢a Vinei and Tin-
toretto can also be studied from
iheir rinest paintings, especially
Tintoreito's whose Christ at the
Sea of Galilee with its overcast
skies and storm-driven waves
(is one of the most dramatic
I'scenes on-vilew: and among the
moderns one encounters such
{household names as Van Gogh,
‘Gauguin, Matisse, Modigliani
Picasso. But how . insignificant
they all secom when compared
‘with the giants of the past. De-
gas alone can bear Lo"xpa"x‘oq
with their genius and his Dane-
ers at the Praetice Bar shim-
.mer like the wings of a magii-
ficent buiterily.




