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hese two books have much in common.

Writlen by distinguished art historian
Robert Hobbs in comection with exhibi-
tions, they are about interesting but too-i
tle-known 20th-century artists. Fach ex-
plores the problem of being known as a
“regionalist,” a label neither Mandelman
(b. 1911/12) nor Gatewood (b, 1934) is en-
tirely comfortable with but often bears.
Mandelman, an abstractionist, uses color
and light reflective of the Southwest land-
scape where she lives; Gatewood creates
figure compositions and landscapes drawn
from rural North Carolina, where she was
born and still lives.

The sense of locale is not the only rea-
¢ considered “regionalist,” how-
ever. Rather, artists who have a meaningful
carcer outside the New York City art envi-
rons are suspect. When Mandelman first
contemplated leaving New York in 1944,
her friend Lonise Nevelson told her that
“no artist could afford to leave Manhattan,
not even for a day.” (26) Many would agree.
Artists who have managed to live outside of
New York and still maintain a national
presence are usually those who first estab-
lished a reputation there and continue to
have their work shown and promoted by
their New York dealers.

Tobbs fecls so strongly that the “region-
alist” label distracts [rom the tream
Modenrnist styles of these two women that
he devotes a great deal of space in cach es-
explaining how little “regionalism” and
low much “mainstream” there is in each
artist’s work. THobbs’s study of Mandelman
is more straightforward biography than cat-
alogue essay, even though it was published
in conjunction with a retrospective at the
University of New Mexico Art Museum
Mandelman’s work las had connections to
many of this century’s art movements. Born
in Newark, New Jersey, she was the child
of cultured, politically left Jewish immi-
grants, who became sucee
adopted country. Her f
came at age 12 thrmq.,h family friend Lo
Lozowick, a Ru immigrant artist at-
tuned to the avant-garde. In the 19205, she
began taking evening art classes and
through another student met de Kooning,
Gorky, and others in the New York avant-

son they

garde. In the 1930s she worked both on the
Mural Project and in the Graphic Arts Di-
vision of the WPA. By the end of the 1930s
her prints were included in several major
exhiibitions. In 1942 she married artist Louis
Ribak, born in Russian Poland and a disci-
ple of John Sloan. When he was discharged
from the army in 1944 suffering from asth-
Lis physician suggested a move to the
Southwest, and Sloan invited them to New
Mesxico. Exhausted by New York art poli-
the battles between the realists and ab-
s, they welcomed the opportuni-
ty to follow t]u ir own muses.

Often called part of the third generation
of Taos Modernists, they were ro ‘.n) the on-
Iy Modernist painters when thy
Mandelman once said that the r

ma,

rived.

acle was
that she managed to do her abstract painting
in the “middle of cowboy and Indian art.”
(1) In 1947 the couple set up the Taos Val-
ley Art School and helped build the postwar
artist colony.

Mandelman did further stndy in Paris in
1948, working with Léger, and she and her
hushand continued to exhibit in New York
as well as Chicago and regionally in the
Southwest. A Social Realist in the 1930s, by
the 19505 she had developed an abstract
style. It had a strong subjective intent and
drew from the visual language of both Paris
and New York. Mir6, Gorky, and Matisse
are sources for her abstract imagery, but the
color and sense of light, and especially her
characte > of white in works from her
1972 Space Series or 1980 Gelebration Sc-
vies (Fig, 1) were inspired by the landscapes
of New Mexico. Hobbs argues that the work
tells us of the vitality of Modernism as well
as of its regional variations

In 1956, Mandelman gave up her New
York galleries bocause, she said, “shipping
was such a hassle.” (168) She continued to
exhibit regionally, but her good friend
Agnes Martin thinks that her failure to
show in New York has prevented the

us

work from being better known. It ma
be, but studies like Hobbs’s, with its
clear, well-researched text, its 58 be
tiful color illustrations, and its able
placement of her into the broader con-
text of Modernism, will go a long way
toward rectifying this
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Fig. 1. Bealrice Mandelman, Unfitled (Celebration
Series) {1980), oil on canvas, 38Y" x 232"
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