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C amille Claudelð(1864 ï 
1943) ---was a young, 

recognized sculpture talent. 
She intensely explored the 
possibilities of sculpture and 
of love. Her childhood fasci-
nation with modeling clay nur-
tured her quest to become a 
trained artist. It is said she 
was both a recognized talent 
and a physical beauty. Sculp-
ture was her focus at the 
Academy of Colarossi-- one 

of the few art centers to women then. She shared an in-
dependent studio where Alfred Boucher taught. Boucher 
asked Auguste Rodin to serve as an advisor to Claudel 
and her colleagues when he was awarded a Prix de 
Rome and moving to Italy. After being Claudelôs advisor 
for two years, Rodin asked Claudel to become one of his 
studio assistants. This was a rare opportunity for a 
woman during the 19

th
 Century. Claudel thereby had the 

unique and profound chance to learn and express the 
nuances of anatomy. The hands and feet for Rodinôs 
BURGHERS of CALAIS were modeled by Claudel; she 
also posed for GATES OF HELL figures; she had a love 
affair with Rodin and was deeply in love with this mar-
ried, famous sculptor. He was willing to have and con-
tinue the affair and benefit from her talent. He was, of 
course, unwilling to leave his wife. In an effort to break 
away from Rodin and establish herself as a sculptor in 
her own right, Claudel secluded herself in her studio; she 
struggled to break from him--from her love for him. She 
wanted to establish her own identity as a sculptor. She 
created portrayals of the human form, which were then 
deemed too sensual and inappropriate for public show-
ing; her work was panned by State the art press of that 
era. 
     Claudel realized she would never succeed in ousting 
Rodinôs wife to become his. Their affair of ten years  
came to an end in 1898; Claudel never recovered from 
their separation though her work began to reflect her 
own identity. Claudelôs deeply original work was done 
near the turn of the century:  

                                                                         See Claudel, page 2   

CAMILLE CLAUDEL ï 1864 ï 1943 
GERDA ROZEôS LONG-TERM ENGAGE-

MENT WITH A TIMELESS SUBJECT 

By Ed McCormack, Gallery and Studio  

 
An Important Exhibition at the  

Interchurch Center  
 

T he Tondo, or painting in a circular shape (tondo be-
ing Italian for "round"), was especially popular in 

Florence in the 15th century, particularly four paintings of 
the Virgin and Child, it is perfect geometrical form per-
haps intended to suggest the moral perfection of Christ 
and St. Mary, as seen in Michelangelo's Taddei Tondo. 
In modern times, it was also used occasionally by Or-
phist painters such 
as Robert and Sonia 
Delaunay, since its 
contours write indi-
vidually with around 
forms that early 20th 
century movement 
favored. 
 But, for whatever 
reasons, aside from 
an occasional experi-
ment and around by 
painters here and 
there, over the years 
the format has be-
come sufficiently rare 
that only one contem-
porary artists-at least, 
to this writer's knowledge-can be considered its principal 
exponent: Gerda Roze. 
 Born in Riga, Latvia, in 1925, Roze fled her homeland 
with her mother in 1944 to escape the second Soviet 
invasion, and ordeal she recalled in her affecting Bailey 
social realist painting "Into Exile." Arriving in the US in 
1950, after spending years in international refugee 
camps in war-torn Europe, she studied for a bachelor's 
degree at Columbia and enrolled in studio classes at the 
Art Students League, in New York. 
 Over the years, Roze has worked for a variety of 
styles, ranging from meticulous magic realism in the mat-
ter of Andrew Wyeth, to a flirtation with post-
Impressionist painter handling, to a neo-Cubist phase, to       
                                                                          See Roze page 2                                                     
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Claudel , continued from page 1  

CAUSEUSES dated 1897, LA VAGUE, 1900.She 
worked on a new style known as JAPONISME. Claudelôs 
work fit in with the art of her 
day. Unfortunately, her 
mental state showed signs 
of deteriorating. 
   Though it was her father 
who encouraged Claudelôs 
art quest, it was her mother 
and her Poet/Ambassador 
younger brother Paul who 
together committed Claudel 
in 1913 to Asylum-Evarard 
City. After a year, Claudel 
was transferred in 1914 to 
Asylum Montdevergues 
near Avignon where she 
died in 1943.During the 
years Claudel was in Mont-
devergues, doctors informed Claudelôs mother and poet/
ambassador brother that she could be and should be 
released; that she did not belong in a mental institution. 
She was not in fact insane. Separately and together, 
BOTH DECIDED AND BOTH REFUSED TO LET HER 

BE RELEASED. 
   Did this mother seemingly 
devoid of motherly instincts re-
sent her husbandôs support of 
his daughterôs art quest? Did 
this mother resent her daugh-
terôs atypical art involvement 
which in turn prevented Claudel 
from fitting into her motherôs 
social society? Was younger 
poet/ambassador brother Paul 
a chip off his motherôs block? 
Was his name, status, and suc-
cess enough for him to decide 
to have his sister initially com-
mitted and later to remain com-
mitted forever? Would their 

shame about her career quest and mental state be rea-
son enough for them to insist she remain committed? 
Would her release have harmed his career, this motherôs 
social standing, their family name? Was the thought of 
their having to acknowledge her and take care of her 
after her release reason enough for them to insist she 
remain committed? 
 
BOTH KNEW SHE WAS NOT INSANE; BOTH KNEW 
SHE SHOULD HAVE BEEN RELEASED; 
BOTH WERE TOLD SHE SHOULD BE RELEASED; 
BOTH CHOSE TO CONTINUE HER COMMITMENT 
FOREVER UNTIL HER DEATH. 
 
 WAS THIS THE ñFAMILY VALUESò OF THAT ERA  
TOWARDS WOMEN? 
 

ñLes Causeusesò 
The Loveseats  

ñLa Vagueò 
Wave 

 Roze, continued from page 1  

an abstract expressionist. In which she began to perfect 
the luminous color har-
monies and vigorous 
gestural vocabulary 
that distinguishes her 
tondos and other 
paintings today. Along 
with works with the 
circle of contours en-
close the entire com-
position, mirroring the 
inevitable circles 
within, Roze creates 
shaped canvases and 
modular constructions 
with variable panels in 
which the circle figures 
prominently as an inter-
nal element, as seen in "Homage to the Circle, Opus IV 
(Circle in the Square)," in which the central circle is inter-
sected by sharp angled rectangles and triangles in the 
lime green, pink, and others softly modulated hues. She 
has also gone to the regular formats of the shaped can-
vas and has been an innovator of complex modular con-
structions with variable 
 panels. 
 "Of the many different universal shapes that I have 
explored over the years the circle is my favorite," this 
veteran abstract painter says in an artist statement is-
sued in connection with her new exhibition "Homage to 
the Circle," at the Interchurch Center. "It is so simple and 
yet so complicated! By utilizing the circle as the shape of 
my canvas, my paintings are given a sculptural look that 
evokes the theme of eternity. It has been a challenge to 
be to create a balance composition with the direction of 
focal point within a circle, the eternal, mysterious shape 
has no beginning and no endé" 
 Indeed, the most significant difference between 
Roze's use of the tondo and that of its earliest exponents 
is that she employs the circular shape for its own sake, 
as a discrete entity integral to her aesthetic intentions, 
rather than as a mere vehicle for content. Anyone famil-

iar with the writings 
of Clement Green-
berg, of course, 
knows that the idea 
of the canvas as an 
object with its own 
physical integrity, as 
opposed to a con-
tainer for illusion, has 
been central to for-
malist abstraction for 
some time. However, 

along with its formal attributes, Roze's work is also pos-
sessed of an alusiveness and the lyricism that is very 
much in evidence in her shaped and modular construc-
tions, as well as her tondos in the present exhibition.  

See Roze page 4                                                   

"Moonlight Sonata II,"  

"Homage to the Circle, Opus IV 
(Circle in the Square),"   
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pulses of her nervous system, rather than adhering to a 
predetermined structure. 
 Also among the smallest yet most intriguing works in 
the show are a series of darker and more thickly painted 
works in ink wash and acrylic, which marry a similar 
brevity to mass rather than line. Broad strokes of opaque 
white brushed vigorously overshadowing areas of great 
eight, enlivened here and there by the muted blow of 
metallic pigments. Although equally intimate, these gem-
like compositions play off as polar opposite O'Beil's 
ephemeral Asian inflected ink, as if to flesh out their 
ephemeral forms with bravura western heft and depth. 
 In another, somewhat busier and more fleshed-out 
group of drawings in charcoal and wash by    O'Beil on 
relatively large sheets of paper, structure, and rhythm 
occur by sheer force of gesture. The lively ecriture dis-
play something of the funky insouciance of graffiti, as the 
whiplash charcoal line ranges boldly over the entire pic-
ture plane, offering what once referred to in a lovely turn 
of phrase as "slippery glimpses" of phantom forms that 
could suggest anatomical fragments were figments of 
landscape. Interwoven with equally bold inclined that 
function like underlying shadows, and further enlivened 
by elegant vertical skeins and trips of the payload gray 
wash beneath, these works handsomely bridge the gap 
between drawing and painting with this somewhat fre-
netic figure-to-ground ambiguity 

 Full-bodied 
painting 
pushes to the 
forefront and 
prevailed, how-
ever, in a se-
ries of acrylics 
on paper 
where pastel 
pinks and soft 
blues predomi-
nate. The tan-
talizing ambi-
guity of these 

works arises from the contradiction between a shimmer-
ing, unabashed chromatic beauty that can almost sug-
gest Impressionist floral bouquets and a brash bluntness 
of execution that view is clear of merely "pretty." One is 
reminded of an early phase  of O'Beil's work in which, 
somewhat perversely playing into the then prevailing 
idea among the macho man of the New York school that 
women were "flower painters," she painted rugged roses 
in steely hues. 
 It seems a sign of her presence mature mastery that 
O'Beil cannot give free rein to her most lyrical coloristic 
tendencies, space even while retaining the hard-one 
vigor space and toughness has finally gained her the 
grudging respect of her male peers. (And without benefit 
of having married into that boy's club like Lee Krasner or 
Elaine de Kooning, mind you!) 
 Yet another series featured in the show, O'Beil  

See OôBeil page 4               
            

By Ed McCormack, Gallery and Studio  

 

T hat Hedy 
O'Beil was 

recently awarded 
a Pollock-Krasner 
Grant seems alto-
gether apropos, 
since this veteran 
painter as exem-
plified quite faith-
fully over a long 
career the ideals 
of pure painterly 
endeavor ad-
vanced by Jack-
son Pollock and 
Lee Krasner, the Abstract Expressionist namesakes of 
that foundation. 
 O'Beil's new exhibition, however, is made up of works 
on paper, most small in size but hardly an ambitions, 
they give us a more intimate view of an artist whose 
works on canvas have generally partaken of the expan-
sive spirit of classic New York school painting without 
being overblown. Which is to say, even at easel size or 
only slightly larger, her paintings have invariably pos-
sessed a compositional boldness and gestural freedom 
suggesting a scale beyond the actual dimensions. 
 Like a generation of artists who came of age in the 
vital postwar. When New York City was flooded with 
avant-garde refugees from Europe, O'Beil has a fling 
with Surrealism. Yet even when she was engaged with 
mysterious still-lifes involving incongruous objects and 
had a flirtation with feminist subject matter in the 1970s, 
the formal thrust of her compositions was essentially ab-
stract. This was as true in her case as that of de Kooning 
or Guston during the prolonged figurative forays. 
 These qualities carry over into O'Beil's new works on 
paper as well, some of the smallest since Paris of which, 
executed in diluted Higgins India Ink, privilege the calli-
graphic element which has played six an important role 
in the larger compositions in acrylic on canvas. Isolated 
here against the white field of the paper, however, the 
linear forms appear every bit as beholden to Asian influ-
ences as do those of Henri Michaux or Julius Bissier. but 
while both Michaux and Bissier were essentially miniatur-
ists whose forms oh more crabbed, O'Beil's brush leaps 
and pounces with Swift, splashy decisiveness akin to 
those primordial "action painters," of the Zen literati art-
ists of ancient China and Japan. Indeed, although simi-
larly smitten with Eastern aesthetics, she is more in the 
true literati spirit than Brice Marden in his "Cold Mountain 
Series," leading outlined flow freely and dance poignantly 
over the white field of the paper into with the subtle im-

Pink Sonata  

The Dance  

A MORE INTIMATE SIDE OF                   

HEDY OôBEILôS VARIED OEUVRE 
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OôBeil from page 3  

combines various colors of oil stick with diluted mono-
chromatic ink washes, the combination of oil and water                                                    
creating subtle "resist" textures in considerably more 
painterly composition. Here, the pièce de résistance is a 
use of white oil stick to create a continuous, cursively 
scrawled swirling linear network that acts as a kind of 
web which simultaneously calls to mind Mark Tobey's 
"white writing" and the rhythmic skeins of tossed pigment 
that Jackson Pollock employed in some of his more 
densely worked paintings, such as "Full Fathom Five." 
Yet, characteristically, the movement in O'Beil's composi-
tions comes across as more lyrical than violent. 
 This distinction aside, what O'Beil and Pollock have in 
common is that, as Frank O'Hara once put it in relation to 
the latter painter, "the artist's action is significant purely 
and simply of itself." In other words, the meaning of the 
gesture derives from its own ñautonomousnessò and thus 
requires no references or functions beyond its own ex-
hilarating existence in the context of the composition. At 
the same time, it takes nothing away from the purely ab-
stract appeal of O'Beil's densely convoluted linear net-
works to add that, in the most general and obvious 
terms, they can also suggest a sense of the complexity 
of life-its twists, turns and constantly changing permuta-
tions. 
 Overall what Hedy O' Beil's drawings reveal that the 
hand of the painter thinking for itself; they are charts of 
process as much as fully recognized images, showing 
the split-second decisions, hesitations, turnabout, and 
thrilling resolutions: artist who clearly sees the act of art 
making as an endeavor fraught with existential risk. One 
literally lays one's self bare on the canvas-or the paper, 
as the case may be-and not even the most sophisticated 
aesthetic coming can prevent the final result from being 
as nakedly revealing of the artist's psyche as any Ror-
schach test. 
 That kind of daring seems precious rare in the calcu-
lating, often careerist, climate of today's art scene. It 
harks back to an earlier and more idealistic time in the 
bohemian precincts of Lower Manhattan, went to paint 
was also an act of faith, a leap into the unknown-
especially for a woman. Far from having settled into a 
comfortable style in her mature years, Hedy O'Beil is still 
taking more chances than many artists half her age. 
Thus, her work remains forever fresh and vital. 

 Roze, continued from page 2  

 Interlayer acrylic triptych "Moonlight Sonata II," for 
example, the circular shape in the central panel is clearly 
lunar, while the horizontal blue gestural forms flowing 
rhythmically across all three panels obviously represent 
the ocean waves was tied to respond to the moon' s 
gravitational pull. 
 The mood takes on a more abstract planetary aspect 
in Roze's tondo "Homage to the Circle (Lunar Orbit)," 
with the orb within the orb is set afloat within swirling lin-
ear forms and vibrant areas of green, blue, and orange. 
And in another tondo, titles "Homage to the Circle, Opus 
V," where clearly defined hard edge elements, both cir-
cular and rectangular, are juxtaposed with figures ges-
tural strokes. 
 For all her apparent engagement with cosmic myster-
ies, Gerda Roze has not been known to make mystical 
claims for her work. Yet her approach to abstraction 
harks back to the very origins of nonobjective painting as 
an exploration of the unknown, rather than a calculated 
formal strategy. One places are very much in the tradi-
tion of such early 20th century avant-garde pioneers as 
Kandinsky, Malevich, and Mondrian, who, influenced by 
esoteric belief systems such as Theosophy and Rosicru-
cianism, sought not to empty art of content but, quite the 
contrary, to conceive a new language for the unseen. 
 For while the spiritual systems that inspired those 
early masters may have fallen out of favor with the dawn-
ing of our scientific age, the human urge to apprehend 
the unknowable has hardly abated. And it is this that 
makes the circle, the universal symbol still so pregnant 
with mystery for every existing culture on the orb that we 
can call the earth, such a rich source of inspiration and 
innovation for the greatly gifted painter, printmaker, and 
constructionist Gerda Roze. 

ñCircles in a Squareò 

ñIn the Beginning IIIò 
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CENSORSHIP AT THE SMITHSONIAN  

By Marcia Bernstein and Leslie Shaw Zadoian  

 

O n October 30, 2010, Hide/Seek: Difference and De-
sire in American Portraiture opened at the National 

Portrait Gallery of the Smithsonian Institution in Wash-
ington D.C., to run through February 13, 2011. Stated 
purpose of this exhibit was to ñfocus on sexual differ-
ences in the making of Americanò and show our "society 
reflected" changing ideas about sexuality were in its 
art.of many well-known artists were, including a 13-
minute version of "A Fire in My Belly," an unfinished film 
by David Wojnarowicz. 
 The film, which was transferred to video, was in-
cluded in the section about the HIV/AIDS epidemic. Wo-
jnarowicz shot the film in Mexico in1986 and 1987, be-
fore he had been diagnosed HIV positive and subse-
quently died of AIDS in 1992. Although there is no indi-
cation that he meant the film to respond to the HIV/AIDS 
epidemic specifically, it does work in that context. The 
seconds-long clip of ants crawling over a crucifix works 
as a cry from the heart, perhaps for the suffering of those 
afflicted with AIDS and certainly for suffering humanity.  
 The video was shown for ten days with no protests. 
Then the Catholic Leagueôs president William Donohue 
began to protest the content of the entire show, engi-
neered a letter-writing blitz from the League membership 
directed at the Smithsonian and at Congress, and spe-
cifically demanded the removal of this video as ñhate 
speechò and anti-Christian. Rep. John A. Boehner (now 
Speaker of the House) and several other members of 
Congress also demanded its removal. There are allega-
tions that some Congressional members threatened to 
work toward cutting off funds for the Smithsonian unless 
the video was removed. 
 Yielding to the pressure, Martin E. Sullivan, the mu-
seumôs director, deleted the video from the exhibit on 
November 30, 2010 (ironically, the day before World 
AIDS Day), allowing the remainder of the show to con-
tinue. ñThe decision wasnôt caving in,ò Sullivan said. ñWe 
donôt want to shy away from anything that is 
"controversial," but we want to focus on the museum's 
and this showôs strengths.ò The Association of Art Mu-
seum Directors and many artists criticized this removal 
as censorship of art.                                                            
 Since then, MOMA bought the video, went on exhibit      
                                                              See Smithsonian, page 8  

W 
e need volunteers to help continue the survival of 
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articles, reviews of exhibitions and your upcom-

ing shows.  
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By Ed McCormack, Gallery and Studio  

 

A lthough the Romanian-born New York artist Rose 
Sigal-Ibsen bears a 

striking resemblance to 
Shirley McClain, one is 
told that she is so often 
mistaken for an Asian 
person.  This would be 
perfectly understandable 
if one were only familiar 
with her work and had 
never laid eyes on the 
artist herself.  For Sigal-
Ibsen is the sole non-
Asian member of the 
North American Chinese 
Calligraphy Association, 
inducted as such after 
one of its officials saw her 
work in an exhibition, and 
after visiting her studio to 
see more of it, was so astounded by her grasp of a 
highly specialized foreign aesthetic that he extended an 
invitation for her to join the organization. 
 Even more remarkable, however, is no more than one 
Asian person who attended one of her demonstrations of 
Chinese calligraphy and Japanese Sumi brush painting, 
as reportedly assumed, despite all the external evidence 
to the contrary, that she simply had to be Asian herself. 
 Such cases of mistaken identity are a source of pride 
to the artist, but she is even prouder that she has been 
embraced as appear by contemporary masters of Chi-
nese brush painting like C. C. Wang and Wang Fangyu.  
Sigal-Ibsen grins broadly when she speaks of her en-
counters with these great men, something she could 
never have imagined when she enrolled the first class 
and Asian painting several years ago, prior to studying 
for nine years with the esteemed Japanese painter and 
sensei Koho Yamamoto. 
 Since then, Sigal-Ibsen has had several exhibitions 
here and abroad, appeared on Chinese television, and 
won numerous awards for both her painting and calligra-
phy.  However, for those of us all familiar with the work, 
the new exhibition at Berkeley College in Midtown Man-
hattan represents a major departure.  For while in the 
path that has been her practice to paint in the traditional 
manner on paper, the new series is in ink and Chinese 
pigments on raw cotton supported by bamboo scrolls of 
our own making. 
 While such a change of media might not seem signifi-
cant for another painter, for one so bound by tradition as 
Sigal-Ibsen it is in has been for her entire artistic career, 
it is quite a big deal indeed.  For one thing, according to  
 

See Sigal -Ibsen page 8  

ROSE SIGAL-IBSEN TRANSCENDS 
 CULTURAL CATEGORIES  

"Lotus Flowers"  

mailto:artist@hankrondina.com
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ASCA ART GALLERY               

T 
he ASCA ART GALLERY presents examples of art 
by ASCA members selected from the Gallery Al-
bum.  Please send photos of your recent work, 

and if space permits, they may be included in upcoming 
editions of the Newsletter. Remember to include your 
name, the title of your work, the medium, and an arrow 
showing which side is UP.   

Mail your photos to ðHank Rondina, 209 Lincoln 
Place, Eastchester, New York 10709, or                       

e-mail your jpegs to artist@hankrondina.com  

Margo Mead  
ñOrange Rock Riverò 

Basha Maryanska  
ñCome Back!ò 

Maria de Echevarria,  
"Debussy, La Mer #2"  

Acrylic on canvas 

Yanka Cantor  
ñSorrowò 

Bonnie Rothchild  
ñSoliloquy1ò 
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Elaine Alibrandi  
ñLadenò                                        

Oil mixed media  

Leslie Shaw Zadoian  
ñHokusaiôs Gardenò 

Mixed media  

Isabel Shaw  
ñStanding Figureò 

Bronze  

Gil Passarella  
òUnfinishedò 
Oil 48x60ò 

Barbara Browner Schiller  
ñGimme Scheltrerò 

Bronze  

Linda Butti  
ñLone Tree IIò 
Mixed media  
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Smithsonian, continued from page 5  
Sunday, February 6, 2011, in Contemporary Art from the 
Collection.  
     The PPOW Gallery, which represents Wojnarowiczôs 
estate, is presenting Spirituality: An Exhibition of Se-
lected Work by David Wojnarowicz, March 3-April 9, 
2011, and  
     "A Fire in My Belly" will be shown. You can also ac-
cess three versions of the film through a link on their 
Web site: http://www.ppowgallery.com. The gallery is 
located at 535 West 22 Street, 3rd floor. 

                                                      Sigal -Ibsen continued from page 5                                      
the artist, painting on cotton is much slower going than 
painting on paper ï or even on silk, the much smoother  
fabric sometimes substituted for paper in Chinese paint-
ing ï since the rougher weave of the material prevents 
the brush from gliding over the surface so smoothly.  
Thus there is a loss of spontaneity that makes it neces-
sary to deliberately calculate each move, no small matter 
for an artist so used to working with swift, sure strokes. 
 On the plus side, however, at least for those of us 
who appreciate departures from traditional and value 

improvisation and innovation 
for their own sake, Sigal-
Ibsen's new series as a 
whole new look, somewhere 
between Eastern and West-
ern art.  The thought proc-
ess, particularly in the paint-
ings as opposed to the 
purely calligraphic works, 
result in a new formal solid-
ity that is especially striking 
in "Lotus Flowers," where a 
smaller, as yet unopened 
bud, placed next to one an-
other of the lovely pink flow-
ers in full bloom, resembles 
a Sumi brush.  Thus 
whether it is intended as 

such or not, the receptive viewer familiar with Sigal-
Ibsen's career trajectory, cannot help but see this paint-
ing as a metaphor for the artist's own artistic blossoming. 
 Equally impressive in another manner is the diptych 
of dual scrolls hung side by side called "Bamboo," with 
the most traditional of subjects in Asian art, painted with 
an authoritativeness that is nothing short of amazing for-
eign artist born in the West, takes on a new dimension 
by virtue of its untraditional presentation.  Even more 
foreign to the Western sensibility, normally, not least of 
all because its message cannot be appreciated by those 
with no knowledge of Chinese, is calligraphy, which is 
regarded as an art form on a par with painting in Asia.  
Sigal-Ibsen, however, makes it accessible by including 
an English translation in a handwriting every bit as 
graceful as a calligraphy in the original language. 
 Another calligraphic work called "Become a Person of 
Love," is a particularly multicultural example, since it was 
inspired by a proverb that the artist discovered in the 
book of African Proverbs: "Become a person of love ï 
not one who seeks love but one who gives love."  After 
copying out the saying exquisite Chinese calligraphy, the 
artist translates it into English at the bottom of the com-
position.  But and aesthetically attuned viewer with no 
knowledge of the language can still appreciate the work 
visually, given the way the artist has employed several of 
the chops (the traditional red seal used for signing Asian 
paintings) as integral elements of the composition.  In-
deed, the chops appear to move the eye around the    

  
Sigal -Ibsen next column  

Sigal -Ibsen  
intricate lines bordering the calligraphy like fireflies flitting 
around foliage. One suspects it is these subtle touches 
That make Rose Sigal-Ibsen's work appealing to the 
Eastern as well as the westernized.  For here is an artist 
without only emulates the style of the culture that in-
spires her what makes her own unique and lasting contri-
bution to it.  Thus her approach to Chinese calligraphy 
and Japanese Sumi in painting literally offers us the best 
of three worlds. 

"Become a Person of Love"  

ñBambooò 
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