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July 18, 1979

A8 T mentioned to you on the phone, I am referring your S Ew
letter aud that of Mr. de Muns to our Library. They will provide Agrifiy
the information that is available here, but I would suggest that WL T
Mr. de Wuns contact the Institute of Pine Arts, 1 East 78th lmﬁ#r‘_'g Ry
New York. 1, regarding a resgaroher, I'm sure they cean réefer . xSt
him w;ﬁ"‘iﬂmu student wvho would be ingerested in th.mgm_ ,--..‘g .

bz ﬁf&un tld » We do have a researcher on our au_rf who
|eould nnbp scte of tz’:u:nmmuon requested by Mr. de Muns . °
iﬁaﬁihblp’,;tmt because our .own time and our staff dre uuxuﬂﬁd,_ 4

we would be unable €o assemble this much data for him. ‘
'suggest that when Mr. de Muns. has arranged for someone to do-htei ("
research, ‘and when they have specific questions, the rusn:ctn,\!

‘contact Mrs. Judith Cousins here at the Museum. Her diree phone '

number 18 956-2650, She can then arrange acedds to our files end s

~ g
s

i

Hoftng that this.will be helpful td you,
: Sincerely,

Sharon McIntosh =~ '
Assistant tb the Direstor

\a %dc“'-( (SR ~ Shil e, at'gf,ﬁcmr-)
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SPANISH INSTITUTE. INC

. The Center for American-Spanish Relations
684 Park Avenue, New York,"New York 10021
Telephone: (212) 625-0420 - *

Ly

e ). A Julye 12, 1L97%
Ms. Sharon MeIntosh A 44

Museum of Modern Art
11 West 53rd Street
New Yourk, N. v

Dear Ms.'McIntush:

_ Bnclosed is the lelter

from Alejandrs de Muns In regard to 1nfop-

mation about '@y lea". Thouzh there aps

qulte a'few typos ang Hispanic expressions

the gist seems clear,
X Sl |

e

‘Y Carol Everingham reported that there
were people at MOMA who could undertake the
tasg - or fing someone o dol it - hence Mr.
de Muns fipgt paragraph,

Naturally I hope that you can implement
the mattgﬁ.since She 1s away on a vacation,
' Nk :

With mueh dppreciation of your courtesy
in which I know a number of Spaniards Joln me

Sincerely yours,

Q} Nn I“ fj'/'.l ’|'

hlﬂi'frq <) g DM:&}

Carleton Sp ague Smith
Chalrman

v *Many yeérs'ago I was a trustee of MOMA but
" recent. years have not been around much.

it plzlh
i o Ly
A chagis 78

0 Poden 973 - shian 200 _flas)
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Madrid, June 21, 1479  Pilaces, 23-Ye k21050 35
Y Madzid-8

Profl :
CARLTON S. SMITH

Dear Carlton:

It was good to hear from yBu that you had been able to contact the person in the Muse
@f Modern Art, who woullb be willing "on a proffessional basis" to provide the materia
regarding the Ficasso’s "GUERNIGA" painting . - L

As I told you before, my dricnd is preparing a serious book on this subject, and has .
ready gathered a great deal of important documents, pictures, ete regarding the ori-
gin of the painting (how,*and who made the commitment; price agreed, etc..) up to
t he moment it leayes Paris in 1938 or 39 for New York to be exposed at the World
Fair. : !

\ £ - Wes &
Thcro{orc} thpurp‘osn of this survey in to complete the story regarding 'éverything
concerning the "Guernica' s "' stay in Mew York up to now. '

That is why, it is good that the person that will complete this survey, be a member
of the Museum, so not only will it be mgai,-nsy for him, to know where the informafion
required is; but also he will be able to provide a much more accutate anql' adivcrsij’icd
one, thah the one that would be .1va.i],%ble, through clipings or going throsgh the New
York Times information files . And also much more abunflant.

With indnpcn"!ancc of the details that he will have to provide, and that will be discusse
as we proceed. I am poing to state, now the broad lines of what is expected the reaserc|

will have to-.p:.rovulv: . ; : ) s - e {W}j\
c,‘thn di:l the picture arrive in New Ym-mﬁhi Special protection measures’

c.qqu"‘"‘ éw as there at the(ti me a cxpe rla_t_jiB : ha__ay_!uﬁ'?sh'm_? (_601_111_1& from WE"’?E{‘HE Ehvre Vr
2, Cherburg?). (Consigned to whome¥®(Tlow was it vlv.nﬁlw Cust@ms - :
i g

c!IIOV\’ lang was it ox}:os«.ﬁ. at the World Fair?In which plire? How many poeple visitedl
it 2Fublic and critic reaction to the painting! Fress clippings, pictures, etc, . LAny
s £ - I 7 ! .

3 e "gite = 2 Bl -
specific anecXore?. NV 1839 - 78w Shatdn | e

V4 W hen was the pidyire delivered to the Musecum of Modern Art? Where Waalit blace
( In The same place as actually,) . : |

|V l Reproduction of the text of the description of the pictere (that goes on the frame or
Q)O}J' ) bnlow) as we understand that it has been changed three lii11('5lhl't:tx_|_1hol11 the years.

All available informations regarding the picture st-’lyﬁ in the Museum. Estimated
n imber of visitors. Photostat, pictures, clippings (:ihlt'tl.il'm), (<3 0] o |

L]

el s

\a Tode - 878 - Shil @ 200 Qc;r)
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- Any mformatmn vailable rc;,arclmg the actual status on the returning of the painting
k5
‘to Spal.n. (This is relly not relevant).

by W
I,; As I mEntlSnncd to you on the phone, L am sending this only as a guidance for you
to present to the person you have selected, so that he gets thg idea.
After that, I would like to establish a verbal contact with him by phone (LI suggest
at the Instxtutc) s0 that you could hear the cunvcrsatmn, so that we may enter
moré$pecific cuestions, such as to gel an idea; ‘of what is available at the Museum;
txmg!rth;at ‘would ‘be needed to ‘gather this information; 1f it will be necessary to
| uge: 30!:26 outside, source. And finally the fee that he will charge. 3

' A3 e
ety

' So pleage, would you transmit this information, as soon as you reck we thls;lcttcr.-
“rand let. me knowl, when we shoild call you back. - 4

-
-

4 '*'ﬁ-. :“14 ) e e ] . [ )
n.]rffa‘;| ‘I All the bes aué-) Tk&'m 1
: E;'-_’._"".h .‘.. - 3 ‘E—\“t\* o i‘if\,

2> R (

)

o '-‘l! I'un .enclosmg a clipping I have just received from Mexico regarding the
g maps a.m;l tho pmture which I tho. ;.,ht might interest yo..
W e
- = h
TR EE o ’:

|

T o ey e R
PIRGIE o ¥ STl O

mdﬁ"—z‘ (7% ~ Shil @ %rd.ﬂoy)
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seum of Modern Art

LOWLY /;,,_

you plan to move the (uernica from the 3rd
bf the bagkpround faats which have led to our
ainting here off and on for twenty yeara

irs in which it has been continystsly in our

nt Guernica to the Mugeim of lModern Art for !
i of 1iin Art. Hp“Also lent about 60
a ard 35 other paintinge, At
ch'u*.,‘ of th!}ﬂe works during the wer and

g the Huseum's second big show, Picasso: 75th
to have all his paintings returned except the
Wris. These ha agreed to lend to the Museum

Puring the previous two decndes, 1937 to 1957, Picasso had too
generously lent t‘”& Guernica nbout twenty times all over Furope and the
U.8.A, The painting had been rolled, packed, r-‘ﬁ:--,m:’, unrolled, stretched,
hung, and then unstretched and r a].lf.f!, not counting the times when our Museum

re~inotalled 1t after its returm from elsewhere,

Baganse of its wvulnerable pize and seriouvsly worn oc
Picanso agreed that the Ouernica should not be lent or sent e
temporary exhibltion,

fince 1958 the Museum has moved the Guernioca only once, from
the Znd floor (at that time the ovly p 111 5 s Bpaca r the painting
cw‘l'ir‘.’rﬂ'»’*t], to a third floor ralle there it has remained since the
"Hew Musoum" in HMay )

acnd t
number of oo m,,].-—nnh 6 o7 donn !_1;[11_!-_“_11'_ T"‘t‘. m 1960 an
(I might add that both tthe (15.1. ctors, Roland Penrose and Jean Leymari

were sympathetdie even though they missed the preat mural b:"!].y.}

I believe that we may keep the Ouernica as long as Pieasso liven
and perhaps afterwards for a time,

9728 = Shil @y 373 o)
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nrllu Estaro with Limantour spil upar ati
Drakes Bay. Duxbury Reel

m in Illu dis s !rll
lm Nonll

|||-itI|
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Yo
Mr. Lowry

F
"™y, Ba

,

”
S

i J’t{;\unm 3, 1969

Re ','
Ouernica

Dear Bates:

I have heard jthat yon plan to move the b
i]'\'“‘ Moy I £ill in/some of 1hu- bae Lr':'.mi 1) f"'rh i

um nf Hodern Art for !
) out 60
., pn:i ; -{ﬁim-; rr\1ﬂ¢r} to .:... ath inting AL
q“r't't. the Museum took charge of t,l!ces'l.‘ works dlu'.imc the war and
do for a tima, e

in lg‘;"‘l, follos —inry the Museun's n(‘yn-i big st m*r, _‘1(‘-"'1'”;.' 7‘:HI

fnp"i"r-r HAYY 30 ‘-t 4']‘l."
E »
oa and 1“1" r:-}_".'L J works, lho 10 h] r'r“r“"d tn lr‘t‘d ‘t.'J t{ e Museum

‘1"?' f In“-ﬂ Yo

// During the previous i soaden, 1937 t 1957, Picnsso had 4oo

generously lent the ;{..“ ,4n.-u r b4 111 over Furope and the
11,8,A, The painting had been rolled, picked, shipped, n rolled, atretched,
hung, and then unstretched and rolled, t eounting the times when our
re-~inatalled it after *tr: ratum from

dlti

Napane t5 vuln ble slzge and seriowsly wuorn con

Picanso agreed t"lf, e (harmiea should not be lent m‘ agent eleswher

temporary exhibltion.

Hince 1¢ ""p the Museu haa moved the G mioa -‘-r\‘,g; on
tha 2nd {loor (at that time : ce for the painting
collection), to a thirc ) where it has romained since

opening of the "Hew Mus

With Piommpo'e A& i . { ! a
pumber of comprehensive e bitic ol uding ondon 1960 and Paris 1907,
(I might add that both “l\ﬂ rl' ato: Roland Penrose and Jean Laymarle,
wera sympathetic even though they missed the great mural badly.)

I beliovs that we may keep the Guernica as long asm Picasso lives
end perhaps afterwards for a time,

p-
( Today; - (§713 = Shil @ 30 _floo)
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The Museum of Modern Art

T1 West 52 Sireet, New \'(\Iﬂt;N ¥ 10019 Tel 9566100 Cable. Madprnart

13th Aupust 1979

Mr. Carleton Sprague Smith
Chairman

Spanish Institute, Fne.
684 Park Avenue

New York, New York loogi

Dear Mr. Smith,

Vol July 12 and thnt of Mr. Ale de Mune concerning
’I"-El‘.'] .‘I-l.‘. come to tvhe atth L m-of th L 1Ty, '.n t-i!['
ce of' pur Lihrgrlwn, My C1d ve
aof answering vour questiona.

Following its exhibition in the
Falr in the Summer of 1937, the
and studies, was shown at the e
L-29, 1938, for the bene 1
Relief, The works in this London I
France and shipped aboard the Normandie
STth Street, New York, where t
benefit of the Spanish Refuge
log enclssed with this letiter,
(copy en.losed) dated May3. ] f
auestion, we do not find it ang 1 protective mex: Were
taken; the works were i red ) ne 1 v Yenson & Company acted
a3 custom brokers.

uge

Art for 1 e
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The Museum of Modern Art

11 Weset 53 Street, New York, N Y. 10019 Tel 956 6100 Cable: Modeimar

Page Two
Mr. Carleton S. Smith
13th Aupust 1979

Francisco.

In 1939 when Pleasso lent (u rniea  to the Museum's show he also lent
about sixty drawinga and palntings related Lo the Guernica and thirty-rive
other paintings. May I quote from a memo found in Lhe Baps Arehive:

At his (Picasso's) request the Mugeum took charge of
these works during the war and aftervards for a time.

The Museum, by the way, did this for other Buropean collectors who wished
to thus assure the safety of their works during wartime.

However, in 1958, following Mr. Barr's second bir Pi ghow, Picasso:
15th Anniversary Exhibition (22 May - 8 September 19 | W York;
29 October- 8 December 1957, The Art Institute, Chi so agked
to have all his paintings returned to him exc pt GCuer d the related
studies which he agreed to lerd to the Museum indefir

Once mgein T quote from Mr. B

During the previous two decades, 1937 to 2T, Ficas
has too generously lent the nica about twenty tim
all over Europe and the 1U.¢ I'he paint ; had been
rolled, packed, shipped, unrolled, : retehed, hung,
the unstretehed and x

=

ieum re-installe

3 : )
ccause of its vulnerable size and zerious ¥ worn condi-
sion, Picasso agreed thal; a should ye lent
or sent elsewhere

In

reinstalle 1 Gue A Was | i in a sp lery t floor. (At

' 44 - ] . x r ’ . e p- . syl T

t."l'j) sime the i 8 & ¥ galler; * for exhiblting the Museum's

painting colle ince 1958 the Museum has moved G lernica only once: to
auernica ]

a third floor galle ¥ where it has remained since the Museum's re-opening on

3 T | 3 . " ’ 1 ) +
t,.'!e_ oceasion o g 3 : rersary in May, 1964, You might be interested
to learn that the ? um, with Picasso's approval, refused to lend Guernica

te the Tondon (10 nd Paris (1967) comprehensive Plepsse exhibitio:
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The Museum of Modern Art

11 West 53 Street, New York, N. Y. 10019 Tel, 956-6100 Cable: Modarnart

Page Three
Mr. Carleton S. Bmith
13th August 1979

Today, Guernica, with selected related studies, sbill hanpgs in that
third floor gallery.

We enclose a copy of the wall label requested by Mr. de Muns. Mr. de
Muns writes that he understands that "the Lext been changed three times
throughout the years". The text of this label as it now avpears is essen-
tially the same as that prepared by Alfred Barr for the sum's Ficasso:
12 Masterworks exhibition (15 Mareh - 24 April 1655). Unfortunately our staff
has not been able to locate the text of an earlier label though it is most
probable that one did exist.

It is difficult to answer Mr. de Muns' questions about the World's Fair.
If he is referring to the 1939-L0 World's I held in New York the best
source for information is the New York Public Ii Y, Main Branch, 42nd
Street and Fifth Avenue. Our Library's cat ogues on art shown at this World's
Fair do not inelude any mention of the We must remember however
that during the period of the Fair the anist fuge Relief Campaign was
supervising the exhibition of the Gu a and related works. 1
should mention here that Cuernica's s ay at the Paris Fair, Summer
has been thoroughly dealt with by Phyllis Tuchman in her execsl
(New York University, June, 1973) Guernica, I'Humanité and the Spanish
Pavilion. This thesis is unpublished and therefore cannot be copied or
reproduced but it can be read in our

this letter we are enclosing pi
our Library dealing

Lne

£ Duteh,
German, It Japanesc, Bea 12V d Bps th). These
of course avails lo mention
Guernica.

In the hope we

the information
you require, I am

L ]

Rona K. Roob
BER:as]
Enclosures
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13th August 1979

Mr. Carleton Sprague Smith
Chairman :

_ Spanish Institute; Ine.
‘68l Park Avenue

New York, New York 10021

Dear Mr. Smith,

Your letter of July 12 and that of Mr. Alejandro de Mune concerning
the Picasso Guernica has come to the attention of the Library. In the
absence of our Librarian, Mr. Clive Phillpot, we are taking the liberty
of answering your questions.

Following its exhibition in the Spanish Pavilion at the Paris World's
Fair in the Summer of 1937, the Guernica, with related paintings, sketches
and studies, was shown at the New Burlington Galleries, London, October
4-29, 1938, for the benefit of the National Joint Committee for Spanish
Relief. The works in this London exhibition it seems were returned to
France and shipped sboard the Normandie to-the Valentine Gallery, 16 East
5Tth Street, New York, where they were shown (May L-27, 1939) for the
benefit of the Spanish Refuge Relief Campaign. (Pnobocopy of this cata-
log enclssed with this lette».) We have found the customs' receipt
(copy en.losed) dated May3, 1939, in our files. In answer to Mr. de Muns'
question, we do not find that any "special protective measures" were
taken; the works were insured in routine manner. FPenson & Company acted
a3 custom brokers.

The Valentine Gallery benefit exhibition then travelled to the
Stendhal Gallery in Los Angeles {August 10-21, 1939). We have found a
note written by Alfred Barr in our Archive indi ing that ¢ Guernica.,
with drawings and studies, was then shown in San Francisen. From San
Francisco it seems the exhibition was ‘sent to Chic ‘or it was from
The Arts Club of Chicago on October 12, 1¢ thut, "in accor e with
instructions from the Spanish Reliel Campai ces LhE W were shipped
to this Museum. Miss Blanche T. Mahler was involved in sup sing the
Guernica benefit for the Spanish Relief campaign. W ave recently
learned that she is now Mrs. Philip Weisberg of 31 : Ténd Street, New
York 10021 (tel: 879-9757). Perhaps she could provide the xact itinerary
of this benefit show.

On October 16, 1939 these works werc received at the Museum of Modern
Art for the exhibition Pic 3t 40 Years of his Art orea d by Alfred H.
Barr, Jr. (15 November 1939-7 January 1940), A se tion of Mr. Bary's
show, including the Guerniea and frifty-Lhree preparatory draw
circulated throughout the United States until April 1941; it wa
Boston, Chiecago, Cleveland, New Orleans, Pittsburgh. St. Louis,
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Page Two
Mr. Carleton 8. Smith
13th August 1979

Franeisco.

In 1939 when Picasso lent Guernica Lo the Museum's show he also lent
about sixty drawings and paintings related to the Guernica and thirty-five
other paintings. May I quote from a memo Tound in the Barr Archive:

At his (Picasso's) request the Museum took charge of
these works during the war and afterwards for a time.

The Museum, by the way, did this for other European collectors who wished
to thus assure the safety of their works during wartime.

However, in 1958, following Mr. Barr's second big Picasso ghow, Piecasso:
th Anniversary Exhibition (22 May - 8 September 1957, MoMA, New York;
29 October- B December 1957, The Art Institute, Chicago), Picasso asked
to have all his paintings returned to him except Guernica and the related
studies which he agreed to lerd to the Museum indefinitely.

Once again I quote from Mr, Barr's memo:

During the previous two decades, 1937 to 1957, Picasso
has too generously lent the Guernica about twenty times
all over Europe and the U,S.A. The painting had been
rolled, packed, shipped, unrolled, stretched, hung, and
the unstretched and rolled, not counting the times when
our Museum re-installed'it after its return Crom else-
where.

» A
Because of its vulnerable glze and seriously worn condi-
tion, Picasso agreed that the Guernica should not be lent
or sent elsewhere for temporary exhibition.

In October, 1958, the second floor permanent Museum Collection was
reinstalled and Guernica was placed in a special gallery on that floor. (At
the time the second floor was the only gallery space for exhibiting the Museum's
rainting collection.) Since 1958 the Museum has moved Guernieca only onece: to
a third floor gallery where it has remained since the Museum's PEnobening on
the occasion of its 35th anniversary in May, 1964. You might be interested
to learn that ;he Museum, with Picasso's approval, refused to lend Guernica
to the London (1960) and Paris fIOG?} comprcehensive Ploagse exhibitions
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Page Three
Mr. Carleton S. Smith
13th August 1979

Today, Guernica, with selected related studies, 2till hangs in that
third floor gallery.

We enclose a copy of the wall label requested by Mr. de Muns. Mr. de
Muns writes that he understands that "the text has been changed three times
Lhroughout the years". The text of this label as it now appears is essen-
tially the same as that prepared by Alfred Barr for the Museum's Picasso:

12 Masterworks exhibition (15 March - 2L April 1955). IInfortunately our staff
has not been able to locate the text of an earlier label though it is most
Probable that one dld exist.

It is difficult to answer Mr. de Muns' gquestions about the World's Fair.
If he is referring to the 1939-L0 World's Fair held in New York the best
source for information is the New York Public Library, Main Branch, L42nd
Street and Fifth Avenue. Our Library's catalogues on art shown at this World's
Fair do not include any mention of the Guernica. We must remerifer hovever
that during the period of the Fair the Spanish Refuge Relief Campaign was
supervising the exhibition of the Guernica and related works. (Perhaps I
should mention here that Guernica's stay at the Paris Fair, Summer, 1937,
has been thoroughly dealt with by Phyllis Tuchman in her excellent thesis
(New York University, June, 1973) Cuernica, L'Humanit? and the Spanish
Pavilion, This thesis is unpublished and therefore cannot be copied or
reproduced but it can be read in our Library.)

With this letter we are enclosing photocopies of some of the many
articles in our Library dealing specifically with the Guernica. Our Library's
Picasso Archive includes more than twenty volumes of newspaper and magazine
articles, arranged mostly chronologically, in a variety of languages (Dutch,
English, French, German, Italian, Japanese, Scandanavian and Spanish). These
volumes are of course available to the public and many of them do mention
Guernica.

T e N

In the hope we have provided you and Mr. de Muns with the information

you require, I am,

Sincerely,

Rona K. Roob

EKR:asl
Enclosures
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DEFARTMENT OF HISTORY OF ART BERKELEY, CALIFONNIA 04720

October 9, 1979

Mrs. Philip Weisberg
31 East 72nd Street
New York, N.Y. 10021

Dear Mrs. Weisberg,

I have just learned from my friend Don Augustin Muns of Madrid, that you
played an important role in the showing of Picasso's Guernica in America.
I am preparing a comprehensive book on the history and meaning of this
painting, and it is of course important that due credit be given to
those who recognized its worth and made it possible to show it here.

For your information I am sending you a copy of a short article on
the painting, a preliminary to a long and detailed one that will be
published soon in New York.

I would be grateful if I could telephone you about those fascinating
days. If so, please tell me when it is convenient.

With thanks,
Sincerely yours,

b 0

schel B. €happ
Professor of the History of Art
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14 November 1979

Mrs. Philip Weisberg
31 East 72nd Street
New York, New York 10021

Dear Mrs. Weisberg,

I am returning herewith the letter you received from Herschel B. Chippj
@nd his article #n Guernica in Spenish, that you were kind enough to
lend to me so that I could make xerox copies for our ﬂlu. 3

The article apparently wmss written by Professor Chipp at the request of
ABC, Madrid and published therein 29 July 1979, 8E¥xvéEg to underscore the
arrangements regarding Guernica's eventual coming to Spain, which seem

to be progressing to the mutual satisfaction of Spein and the U.S.A.
Professor'Chipp 's main theme is the history of the picture in the U.8.A.,
where it has ppent forty of its forty-two years of existence, following
its inception in Paris in conjunction with the World's Fair. He traces
148 arrivel to New York, its tour before coming to MoMA, and stresses that
unlike the reception 1t elicited in 1937 at the Paris World's Fair, in the
U.S.A. tour Guernice was viewed much more in terms of its artistic
qualities then in reference to the civil war in Spain... citing the
responses of various critics and artists, such as Stuart Davis, Jack
Levine, Robert Goldwater, etc. Chipp describes a reception in Los
Angeles in August of 1939, inthonor of Guernica, which gathered the
governor of California and celebrities of the movie world. ‘The second
part of Chipp's article resumes Guernicae's stay at MoMA, (éxhibitions to
which it was lent,) including a summary of its final disposition as
expressed by Picasso. There is essentially no nev informationj at least
not to an Americen reader, and most of the information at least in this
article is in our files, This article is, however, only a preview of a
more ample history of Guernica in America on which Professor Chipp is
currently at work, in which he stresses the changing and diverse views
expressed about it in comparison with its reception in Paris in 1937.

This, in capsule form, is what the article in Spenish tells us. I hoi‘l it
will be of help to you while awaiting Professor Chipp's longer history.

In the meantime, I would like to take this opportunity to say how very
Much I enjoyed having lunch with you and Rona, and to thank ypu for your
gracious hospitality. ¢

-

With best wishes,

Yours sincerely,

Judith Cousins .
Researcher i i

Enecl.
r ’?‘g“‘ m\‘w\— ‘-.nc-l'-nv.a."-ﬁpr 'w
f [ i o -~ T
cuando el toro embiste al ca-  definitivo. Ramon Gomez de  clpio tenia una intencion pro-  del més Importanta de ellos,
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Durante 40 de sus 42 ahos de
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| bien es cierto que el
Congreso de los Estados
Unidos decidié por unani-
midad que, en un futuro pré-
ximo, el Guernica debiera ser
devuelto al pueblo y al Go-
bierno de Espafa, debemos
recordar que, de los cuarenta
y dos afos de su existencia,
durante cuarenta estuvo en
América. Aunque pintado en
Paris, y esto es lo mds cerca
que estuvo de Espana, tanto
por su Inspiracién como por
su contenido estd vinculado
directamente a la historla y a
la cultura de Espafa. Fue rea-
lizado como reaccién directa
ante la tragica destruccién de
la ciudad vasca de Guernica.
Su lconografia se basa en una
da las suertes de la corrida
y su tema se intensifica con
simbolos de emocién personal
comparables a los dramas de
Federico Garcia Lorca,
Plcasso retraséd la realiza-
clén de un mural, sin tema
preciso, para la Feria Mun-
dial de Paris hasta el mo-
mento en que la inauguracidn
de la Ferla era Inminents.
Guernica le dio el tema y
una irresistible Inspiracién.
. Su primera reaccion no fue
un cuadro de guerra, sino una
corrida, el intenso momento
cuando el toro embiste al ca

tal

= @

ida la democracia, nada ha

la, ol «G i ha perm

Una de las grandes incdgnitas de la temporada ha sido
la posible venida a Espana del “Guernica”, de Picasso.
Las gestiones entre Espaiia y los Estados Unidos parecen
ir por buen camino y no se descarta que antes de que
acabe el afio, la obra venga a nuestro pais. Con este
molivo, hemos solicitado del profesor Herschel B. Chipp,
uno de los mas destacados especialistas norteameri-
canos sobre el pintor malaguefio, el siguiente articulo.

ballo del picador y en el que,
por su propia inercia, se en-
sarta en la pica. Sin ser uno
de los més importantes lan-
ces de la corrida, el tema ob-
sesiond a Picasso desde su
infancia, en especial durante
los dltimos anos, cuando
asumié en su arte concomi-
tancias sexuales con sus per-
sonales relaciones, intensas y
tormentosas, con las mujeres,
Todos los dibujos del primer
dia se basan en este tema,
que, con las victimas que en-
tonces aparecian frecuente-
mente en las Informaciones
gréficas de los periddicos,
constituyen el tema central
del Guernica, Aun cuando tra-
bajara en el cuadro durante
méas de dos meses e hiciera
muchos cambios, el poderoso
desafio del toro y el caballo
atormentado, transformados
ahora en una tragedia huma.
na, permanecen como len:g
definitiva. Ramon Gomez de

la Serna dijo, en una ocasion,
que cualquier cosa que hi-
ciera Picasso estd, en reall-
dad, inmersa en la fiesta.
Cuando, en mayo de 1939,
Picasso envié el cuadro y 59
de sus bocetos preliminares
a Nueva York, para ser pre-
sentados en baneficlo de los
refuglados, la guerra civil ha-
bia terminado ya y Europa
temblaba del temor de que
Guernica fuera la profecia de
una tragedia mundial de ma-
yor envergadura. A diferencia
del afo 1937, en Paris, cuan-
do la guerra ctvil era algo
muy real, 1939, en Nueva
York, vio el Guernica como la
gltima y quizd méds importan-
te obra de arte de Picasso.
En respuesta a criticos que lo
atacaron como un envileci-
miento del arte, por sus Im-
plicaciones politicas, un cri-
tico del New York Times di-
Jo que, aun cuando en un prin-
clpio tenia una Intencién pro-

EL «GUERNICA», EN USA

pagandistica, =acab6 siend:

algo mucho mas importante

una obra de arte=. Si bien lo

artistas americanos sential

profunda compasién por €

pueblo espafol, veneraron |

obra fundamentalmente po

sus calidades artisticas
Stuart Davis dijo que es «uni
de las mds grandes sintesi:
formales en la historia dal ar
tes, y Jack Levine, mas tar
de, afirmdé que «por ciertr
tilempo parecid que nadie po
dia dibujar de ningin otrc
modos. Robert Goldwater
critico e historiador, dijo que
Picasso habia resuelto uno de
los grandes problemas del ar
te moderno cuando unifico &
tema, un acontecimiento his
térico, con el mds potente es
tilo de nuestro tiempo, de 3su
propla creaclén, el cublsmo
Asi demostré, al Igual que
Goya antes que él, que una tra
gedla humana, Incluso en l2
guerra moderna, podria pro-
porcionar fuerza emotiva para

. una obra maestra. En efecto.

la Intensidad y especialmentc
los matices trdglcos de los
bosquejos de Picasso propor:
clonarian nuevo mpetu s los
|6venes artistas que pronta
gerian llamados «expresionis-
tas abstractose, Los dibujos
del mas Importante de ellos,
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Jackson Pollock, demuestran
con qué intensidad fue atral-
do gor el tema de la corrida
en .

El secretario del Interlor,
Iickes; la sefora Franklin D.
Roosevelt y el alcalde de Nue-
va York, a la cabeza de un
grupo importante de ciudada-
nos, patrocinaron, con los
Artistas Americanos del Con-
greso, la primera exposicién
en América en la galeria Ve
lentine, y los propios artistas
prepararon una gira del cua-
dro y de sus bosquejos por
Los Angeles, San Francisco y
Chicago. En agosto, celebrida-
des del mundo del cine, in-
cluyendo a directores, escri-
tores, mdsicos y estrellas,
junto con el gobernador de
California, se reunleron en
una recepcion formal en Los
Angeles; en septiembre recl-
bi6 una acogida semejante en
San Francisco, y en octubre,
en Chicago. Salvo por el re-
cuerdo de Guernica, la Se-
gunda Guerra Mundial en Eu-
ropa, que de empe-
zar, parecia estar lejos.

En noviembre de 1839 se
expusleron el Guernica y los
bocetos en una gran retros-
pectiva, la mds Importante, en
sl Museo de Arte Moderno,
que publicé ¢l primero de una
serle de llbros sobre Picasso.
El director, Alfred H. Barr Jr.,
estuvo preparando la exposi-
clén durante afios ¥y reunid
360 obras, de las cuales 95
pertenecian al proplo Picasso
y la mitad provenian de co-
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Series.Folder:
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lecclonistas americanos. Por
primera vez, el Guernica po-
dia ser estudiado en el con-
texto de la obra completa de
Picasso y el Museo realz6 es-
te acontecimlento con confe-
rencias y, mis tarde, con un
simposio, en el que particlpa-
ron especialistas como José
Sert y Juan Larrea.

*Segiin los deseos de Picas-
so (y, algunas veces, con la
extrefieza de los expertos en
conservacién), Alfred Barr
dispuso la amplia difusién de
Guernica. Se exhibié dos ve-
ces en {a Universidad de Har-
vard, donde fue objeto de con-
ferencias y coloquios. Tam-
bién fus mostrado en Colum-
bus y Filadelfia. Después de
terminarse la gira volvié a Eu-
ropa dos veces y fue enviado
a Sudamérica. Fue admirado
por grandes multitudes en la
Blenal de Sao Paulo, en 1953
54, y en Paris, Mildn, Munich,
Colonld, Hamburgo, Bruselas,
Amsterdam y Estocolmo. Pa-
ra estos viajes se hablan
adoptado Importantes medidas

. para su conservacién, pero

entonces se estimé que no
era convenlente arrlesgarse a
nuevas giras y quedd expues-
to en una sala especial con
«Las sefioritas de Avlién» y
«Chica ante el espejos. Los
dibujos, sin embargo,
transporte més seguro, fue-
ron expuestos en México,
D. F., Londres, Paris, Mont-
real, Toronto y por todo Ja-
pén y Estados Unidos.

La decisién del Congreso
de 7 de octubre de 1978, aun-
que sélo sea una expresion
de opinién, sin fuerza de ley,
sin embargo, por acuerdo uné-
nime, afirma que el Guernica
ha sido «durante cuatro déca-
das un poderoso e intenso
simbolo de los horrores de la
guerras ¥ que «Picasso lo pin-
t6 para el Gobierno de la Re-
publica de Espaiias, que =€s-
tipulé que el cuadro deberia

S
[ i

v

o e

El ~Guernica~, expugsto en 1939 en el Museo ¢3 Arle Modemo d:
Nueva York junlo a otros dos famoscs llenzos del pintor mala.
guefto, «Les sefioritas de Avignons y =Muchache ante un eapejo-

Yadly

En 1941, el «Guernica» se expuso en la Universidad de Harvard.

permanecer bajo la custodia
del Museo de Arte Moderno
hasta que se restableciera la
democracia en Espafna», y que
«en algin momento, en un fu-
turo préximo, y de acuerdo
con las medidas legales apro-
pladas, deberia ser transferi-
do al pueblo y al Gobierno de
la Espafia democréticas.

El hecho de que Picasso ex-

“.1g os al primer bocelo del 1amoso cuadro, realizado en 1937.

presara claramente sus inten-
ciones de que el Guernica
permaneciera en Norteaméri-
ca hasta que llegara el mo-
mento de envierlo a Espafic
es, segln escribié Hilton Kra
mer en el New York Times,
un tributo a la democracla v
a la custodia ejemplar del
Museo de Arts Moderno.  En
qué lugar pudiera haber este-
do tan seguro e influyendo
sobre tanta gente durante los
Gltimos cuarenta afos? Du-
rante estos aflos ha adquiridc
un significado no alcanzado
por ninguna obra de arte de
nuestro tiempo. Precisamente
porque Picasso evitd una pro-
paganda directa, porque su
tema era la compaslion por su

eblo y por todos los pue-

los, y porque estaba dotadc
de poderes artisticos en con-
sonancla con un tema trégico,
fue capaz de crear una obra
‘de arte que, como las de Cer-
vantes y Shakespeare, se con-
virtié en un simbolo univer-
sal que vive y se desarrolla,

,Oué nuevo sentido tendrd
para el pueblo y el Goblerno
de su pals de origen?

Herschel B. CHIPP
Prolesor de Historic
del Arte, Unlversidac
de Calfomla, Berkeiey
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Richard H. Koch

Rona Roob

8 November 1979

Mrs. Philip P. weisberg

Dear Dick,

Tuesday, November 6th, Judith Cousins and I accept .d
Mrs. Weisberg's invitation to lunch with her.

Mrs. Jeisberg told us that she wants a "job" here,
at the Mussum. sShe has been asked by several organizations
(WA and various hospitals ware among those mentioned)

but she would rather do her voluntsering here.

Mrs. Weisberg is now a widow. Her husband died
this past September 15th.

A S e e
edolitint b DiRst 1R
R L o B #4h
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Richard H. ¥Xoch

Nonn Rooh

Lith September 1970

Visit with Mrs. Philip P. Welsberg

Dear Dick,

In the course of research on the fuernica for my letter of August 13th
to @arleton Sprague Smith, I came upon the name ¢f Miss Blanche T, Mahler,
the member of the Spanish Refupee Relief Campaign Fund who first corre-
sponded with Alfred Barr in 1939 concerning the pending arrival of the
Guernica in this country. (The Guernica was first shown in this country
to raise funds for the Spanish refugees.)

Judith Cousins, recalling a note she had seen in the Painting and
Sculpture Department files, ascertained that “Yiss Blanche T. Mahler was
now Mrs. Philip P. Weisberg residing at 31 Fast T2nd Street. Following
your suggestion, Judith and I visited Mrs. Weisberg on Tuesday afterncon,
August 14th. .Oonr objective was to determine the itinerary of the Cuernica
from the time it left Valentine Gallery in New York, May 27th, 1939, to the
time it was shipped from the Arts Club of Chicago, October 12, 1939 for
arrival at MoMA, October 16, 1939.

Mrs. Weisberg, a friendly Ghatty lady who sald she is now 71 years old,
recounted at length the Valentine Gallery exhibition. She described herself
es "politieally naive", "a professional social worker and fundraiser” who,
"like many young people at the time "was staunchly anti-facist and therefore
very conmltted to the cemme of the Spanish refugees". She sald she ran the
"social part" of the exhibition; Sidney Janis, with vhom she suggested we
speak, ran the "art part'; and Muriel Draper, "from the world of high chic,
vith great &lan, was the guiding light of this exhibition". The Valentine
Gallery opening was a benefit at $100. = person; dally admission charse was
$1. per person. ‘"Great lines formed on the street outside the gallery"
which was "always packed”", recalled Mrs, Weisberg, who added that "thousends
of people" saw it. She aaid that the steep opening nirht price applied only
in New York; elsewhere, charpges were gierminei by the individual palleries.
She was delighted to have the copies 1 brourht of the customs' receipt and
her letter to Alfred Re: Guernica's arrival in this country. {To avold ena-
less discussion I did not pass along Alfped's reply to her letter in which
he steadfastly, on behalf of the Museum, refused to pay the cost of removing
the Guernice and related studies from the dock to the Valentine Gallery be-
cause he felt the arrangements they'd made for Guernica's transatlantic ship-
ment were too high!)
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11th September 1979

Mrs. Welsberg

Mrs. Weisberg gave us the following information:

1) She remembers "mounting an album"” of the Guernica
benefit (perhaps including ite exhibition elsevhere, she
was unclear) and sending it to Paloma and Claude Piceasso,
She feels certain that Cleaude still has this acrapbook,
Needless to say, it might be helpful in solving the

itineré?-problem.

2) The "papers” of the Spanish Refugee Fund Committee are in
& library at Columbia University.

3) A Ms. Frederika Martin (Avenue Cuauhtevo F, 15, Cuernavaca 1,
Mexico) was, some years ago, writing a book about the Spanish
Comrittee.

k) Lefevre-Foinet was the shipping broker in Paris.

The Wekisbergs have a lovely personal collection, including a Cross (ex.
Lillie P. Bliss Collection which MoMA sold at austion), two tiny Piecassos
(one of which she'd love to have included in the forthcoming big Picasso
exhibition! Judith was to get Zervos numbers and pass this along to the proper
person. ), a Balthus draving, several Bakst ballet drawings, a Segonzec water-
color (purchased from Mme. Segonzec)and many other items. Hep conversation
with us wes somewhat far-ranging end in due course (we were there over two
hours), we learned that much of their art was chosen by John Rewald and
many purchases were made through Gene Thaw and Daniel Wildenstein. She
deacribed her friendship with John Rewald as "close" and at times 'wolatile'.
She knows Joanne Stern whose father-in-law lent his name to the Valentine
Gallery benefit committee. Apparently Mrs. Welsberg knew the older Alfred
Stern before he married Martha Dodd; the Weisberpgs visited the Sterns when
the latter moved to Mexico but the couples did not, she stressed the'not!
communicate after the Sterns took up residence in Prague.

Anyway, &s a veteran of a Museun fund-raising campaign (the 35th) may
I take the liberty of making a sugpestion/observation: Mrs. Welgberg is an
extremely fit lady, who 1s presently caring for s desperately critically
111 husband to whom she is devoted. (They married in the early U0's and
have travelled the world together - ghe proudly showed us a photograph of
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Page Three
R.H.K.

R.R.

11th September 1979
Mrs. Weilsberg

herself with Picasso whom they visited in 1949,) Her 1life for the past
two years or so has been depressingly full of nursea, household staff

and enforced medical routine. Perhaps the Museum, after determining whether
or not it would be feasible, should consider the ‘suitability of interesting

Mrs. Weisberg in the Museum's Bctivities.

ce: (Clive Phillpot
Judith Cousins

i A R R R SR




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

The Museum of Modern Art Archives, NY

N

M a1§:§6€@6_; z%. /w_"
'M&f@yﬁf |

R0 ii,f.’/-.v;;?  ha

ﬁfﬁaﬁ? / /wéo (@af;//
ﬁfw{:ﬂ &@Z% ve Cﬁ/{.j%b’%@
é X /‘Jm

| || Xin dnaqu d Spaash Conm 11 Paus
. Fvweric o lu} [V QELLL;;

v ﬁa;,m; i %&Sﬁ"




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

The Museum of Modern Art Archives, NY

YIBIO

L M o it (8r)
Udatt T ks (Ol ). W
Oy m(f/ujﬂd @

L

i . Xin dﬂB«gL d Spaqsh Conm 3n Pa)ts
Frovenic o lulq iy PRah

e

ot )

- et
& -

e

'
=
i
- o
jv o
(R | 7
=
i & I.
.-, 3
gk &
5E &
U e
\
ek,

b
3
der A
$

S P S
3




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION,

Collection: Series.Folder:

AHg XI.8.10

The Museum of Modern Art Archives, NY

cc: Rona Roob 4~

Slaenni ;
crnice ﬂf*xmay,u‘ n UseP

(b«.&m. Pesso: 4o Wrs.
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September 7, 1979

Miss Judith Cousins
Researcher

The Museum of Modern Art
11 West 53rd Street

New York, N. Y. 10019

Dear Miss Cousins:

I am sorry to have to tell you that Mrs. Shaw died
last January.

Regarding your August 23rd request, the Newberry Library,
Chicago, holds the archieves of The Arts Club, and at our
request very kindly gathered the enclosed articles on

the Guernica exhibition, which was shown at The Arts Club
October 3 to October 10, 1939. We enjoyed reading the
g]d clippings and thought you might want them for your
iles.

The exhibition at The Arts Club was free to the public,
however,as noted in one of the articles, fhe twenty-five
cent catalogue charge went to the Spanish relief fund:

Last fall, Professor Herschel B. Chip of the University of
California, Berkeley, requested much the same information.
He mentioned that he planned also to forward it"to the
MOMA Registrar who lacks such information". Hopefully, he
did.

If we can be of further assistance please let us hear from
you again.

Sincerely,
n )
13 B
ACO T S T S i/ 7%‘—'
Patricia Scheidt

-

/s
109 EAST ONTARIO STREET, CHICAGO, IL 60611 « TELEPHONE 312 787-39897 » CABLE "ARTCLUB"

-
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cc: Rona Roob 4~

THE
ARTS
cLUB

OF
CHICAGO

September 7, 1979

Miss Judith Cousins
Researcher

The Museum of Modern Art
11 West 53rd Street

New York, N. Y. 10019

Dear Miss Cousins:

I am sorry to have to tell you that Mrs. Shaw died
last January.

Regarding your August 23rd request, the Newberry Library,

Chicago, holds the archieves of The Arts Club, and at our

request very kindly gathered the enclosed articles on

the Guernica exhibition, which was shown at The Arts Club

October 3 to October 10, 1939. We enjoyed reading the

$?$ clippings and thought you might want them for your
iles.

The exhibition at The Arts Club was free to the public,
however,as noted in one of the articles, the twenty-five
cent catalogue charge went to the Spanish relief fund:

Last fall, Professor Herschel B. Chip of the University of
California, Berkeley, requested much the same information.
He mentioned that he planned also to forward it"to the
MOMA Registrar who lacks such information". Hopefully, he
did.

If we can be of further assistance please let us hear from
you again.

Sincerely,

- 5

0 —.

i

':-.-'-T.'-A..l. Ca n_/ -
Patricia Scheidt

/s b

109 EAST OMTARIO STREET, CHICAGO, IL 60611 » TELEPHONE 312 787-3997 + CABLE “"ARTCLUB"

-
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over to you for your Spsnish Refugee Relief Cemprign.

To: Mrs. Dlanche Mehler,
and wish very much that you might be

From: Dr. Morley
Date: fAugust 1, 1939
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e=s Avenue al MeAllister Street
ittormia 84102

August 28, 1979

Ms. Judith Cousins

Researcher

The Department of Painting and Sculpture
The Musesum of Modern Art

11 West 53rd Street

New York, New York 10019

Dear Ms. Cousins:

Regarding your letter of 22 August, I have found that the
following show is listed in our 1939 exhibition list:

Picasso's Guernica
Dates of Exhibition: August 27 - September 19, 1939

I was unable to determine whether or not there was an
admissions charged.
Sincerely,

L]

Susan King
Registrar

el L e SR

San Francisco Museumof Modern Art
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1L MeAllistior Streat

roia 95102

deptember 5, 1979

Ms. Judith Cousins

Researcher

Nepartment of Painting and Sculpture
thie Museum of Modern Art

11 West 53rd St.

iew York, New York 10019

Dear Ms. Cousins:
With regard to your letter of 22 August regarding the Guernica
exhibition, our Library staff has been able to find a bulletin

of that era listing the exhibition as "No admission" and the
catalogues for sale for $ 0.25 each.

Sincerely,

Qwan)

Susan King
Registrar

~ SanFrancisco Museumof ModernArt

e . AL ol St PR




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

Aug XI.B.10

The Museum of Modern Art Archives, NY

e e e et A ) A B R o e R T r;—f_'.gﬂ: o=
» : o b -

T ey e

-y

T : -

Van Mess Avenue al Mehllister Street cc: Rona Roob

San Francisco California 84102
415: B63-8800

Sepbl 50119709

The Museum of Modern Art
11 West 53rd St.
New York, N.Y. 10019

Dear Ms. Cousins,

The dates of the Guernica showing here were
August 27 - Sept 19, 1939. As far as our
research has shown there was no admission charged.

I hope the enclosed xerox will give you some
further proof. If there is anything else we
can do, please let us know.

Slncerely _
(/ 5
Waverl Lowell

Asst. Librarian

BTy So4 f‘f;,.h-*%“g:z (vl
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cc: Rona Roob /

23 August 1979

Mrs. Alfred P. Shaw
President

The Arts Club of Chicego
109 East Ontario Street
Chicago, Illinois 60611

Dear Mrs. Shaw,

We are trying to determine the exact itinerary of travel in the U.S. of
Picasso's Guernica with relsted peintings and skgtches and studies for

the benefit of the Spanish Refugee Relief Campaifn, prior to being
received at the Museum of Modern Art on Octobee /16, 1939. It is our
understanding that these works, following the VAlentine Gallery benefit

in New York (May 4-27, 1939), travelled to the/Stendhal Gallery in Los
Angeles (August 10-21, 1939), then to the San Franciseo Museum of Art
(August 27-September 18, 1939), end from ther#Fto the Arts Club of Chicago
where they were shown for one week in October, prior to being shipped from
the Arts Club on October 12, 1939 to MoMA.

It would be of considerable assistance to us/ if you could have somecne on
your staff check the records of the Arts CJub (providing of course, these
gre avallable) for information relating tg the showing of the Guernica

in Chicago, particularly the dates of thg¢ exhibition and whether or not
there was an admission charge and, if s#, the amount.. While the purpose
of the tour was to raise money for Spenish refugees, it seems that the
Guernica and related works were sheGn in San Francisco without charge,

entirely for their artistic impoftance.

Thank you very much for any’ﬁélp you might be able to glve us.
2 -

/

Yours sincerely,

Judith Cousins
Researcher
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22 August 1979

Ms. Susan King

Registrar

San Francisco Museum of Modern Art
Van Ness Avenue at McAllister Street
San Francisco, California 94102

Dear Ms. King,

We are trying to determine the exact itinerary of travel in the U.S. of
the Guernica with related paintings and sketches and studies, for the
benefit of the Spanish Refugee Relief Campaign, prior to being received

at the Museum of Modern Art on October 16, 1939. It is our understanding
that these works, following the Valentine Gallery benefit in New York

(May 4-27, 1939), travelled to the Stendhal Gallery in Los Angeles (August
10-21, 1939), then to the San Francisco Museum of Art (August 27-September
18, 1939), and from there to the Arts Club of Chicago where they were shown
for one week in October, prior to be shipped to MoMA October 12, 1939.

It would be of considerable assistance to us, if you could find the time
to check your files for confirmation of the dates of the San Francisco
showing, as well as any indication of whether or not admission was charged,
and if so, the amount. (According to a clipping from the Oakldnd Tribune,
August 13, 1939, in Ban Francisco the Guernice was shown "without charge
and entirely for its artistic importance," which wounld seem to contradict
the avowed purpose of the tour.)

Thank you very much for any help you might be able to give us.
Yours sincerely,

);.L'L (0 T o R

Judith Cousins
Researcher
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21 August 1979

Mrs. Philip P. Weisberg
31 East 72nd Street
New York, New York 10021

Dear Mrs. Weisberg:

Rona Roob and Judith Cousins told me
of your graciousness during their t with
mmﬂ,ﬂdmmhh
in their research regarding the early history
of Guernica. I am writing simply to add my
own thanks to theirs for your kindness and
generous cooperation im their pursuit of
significant facts which the Museum is assembl-
ing and coordinating into a comprehensive file
regarding the painting and its history.

With all good wishes,

Sincerely,

Richard H. Koch

cc: Rona Roob™
Judith Cousins
Joanne Stern
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University of Celifeornis
Berkeley, California 94720

Dear Professor Chipp:

On further exaninetlion oi relevant files at the Huseum of Modern
Art, 1 fing thet the information I wrote to you in my letter of
Maren 12 is indeed accurate.

Picasso's Uueruica, plus related paintings md drewings, csme to
the United States shortly before the Valentine Gallery exhibition
which L mentioned, and & subseguent tour, for the henefit of the
Spenish Refugee delief Cempsign. The group of pictures Rppear
1o have been sent to the Museum of Hodern Art in October of 1939
from the Cidcago Arts Club showing of the tour.

As to the people you ask about wio may or may not have beea in-
volved in arranging the tour, the information im the files would

lead me to believe Sidney Janis waes, and of course Valentine Dudensing
held tne first showing. About Paul Rosenberg, [ have lesarned only
that MNr, ana Mre. Barr did much of the planning of the Picasso kO...
exhbibition during the summer of 1939 at Rosemberg's in Farisj

whether or not he hed enything to do with the tour I don't know.

I bave come across no mention of Max Weber. In doing research on
an earlier period in Weber's life, I have found the materisl in
the Oral History Collection at Columbia very useful but I'am not
familier with his sctivities at the time of the Piocssso exhibition.
Plesse let me koow if i can be of any further help.

Sincerely,

Olive Eragsszi
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SANTA BARBARA * SANTA CRUZ

DEPARTMENT OF HISTORY OF ART BERKELEY, CALIFORNIA
, Nedlssol
C e Cluxt / !‘&M‘?‘Ju;

Dt JCoctn
February 27, 1979

Ms. Olive Bragazzi
789 West End Avenue
New York, N.Y.
10025

Dear Ms, Bragazzi:

I am grateful for your interest in my project and would be most
appreciative for any facts that would help to complete the history of
Guernica in America.

My question is simply to whom and why was the painting sent to this
country. Was it sent to the American Artists Congress or to the Spanish
Refugee Relief Committee for exhibition to benefit either of these two,
or was it first promised to MOMA for the great exhibition of November 19397
Does your archives indicate these people had any role in arranging the
tour: Valentine Dudensing, Sidney Janis, Max Weber, Paul Rosenberg?

Mrs. Barr said also that you may have the text of Mr. Barr's television
talk on Guernica.

I have some evidence that the AAC initiated a request, but then it
also seems reasonable that Alfred Barr had already asked for it, along
with other works, for the big exhibition. Mrs. Barr does not remember
and she suggested that you may have come across the answer.

I am writing on the meaning in political terms of the tour of America,
and also on American artists' response to it.

If not too long I would appreciate a written reply but you could call
me collect at home (preferably just after 11 p.m. your time on week nights,
or around mid-day Saturday or Sunday your time).

With good wishes and thanks,

Sincerely yours,

Loptnt 8. Uip
HJ%schel B> Chipp P
Professor, History of Art

HBC/] je

home: (415) 863-4372
office: (415) 642-7418
P.S. I have agreed to provide the MOMA Registrar's archives with copies of

all original material desired.
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have many more requests for information from Alfred's
nd I would very much appreciate the opportunity

“;1 er with you. legal implications to the Museum of
informat n, @8 well as what procedures should be

Sl ; _

Lm&m:mgc some questions .}.uulq'rnlind v"hzoh'tﬂ
Bt 4 W and de - G

78

HS( 2"?

3.)

Clive

Is is eppropriate to examine other files and material in
the Museum in order to clarify or confirm infommation in
the Barr erchive? I did so in thie case, but have not
mentioned the facé specifically to Chipp.

Before information is released (st least before any of the
files dre microfilmed by the Arbhives of Americen Art and
made available to the publie), should the request be in
writing aad should the purpose be known? I asked Professor
Chipp, when he telephoned me from California, %o write his
request; I then went to the library and looked him up --
he had publisted a very scholarly article on Guernica

a couple of yeare &go.

Should copies of correspdnderce, like this, go to other
MOMA departments where relevant? Should I have used MOMA
stationery? (Just ¢ris minute thought of that one!)

and I will do our best to use goodjjudgment of course in

the matter of the Barr papers, but we would benefit from your
counsel.

Sincerely,

Olive Pragassi

Richard E.Xoch

The Museum of Modern Art

11 West 53 Street

New York, N. Y. 10019
enclosures
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GUERNICA:

Once a document of outrage, now a symbol of

reconcilation in a new and democratic Spain

When we understand Picasso’'s masterpiece better, we may find concealed
in its enigmas clues that will help to solve a modern dilemma

how great art can find its themes in, and even give meaning
to, the hard realities of 20th-century life

wie

by HERSCHEL B. CHIPP

n Monday, May |, 1939, the French
liner Normandie amived from Le
Hawre and docked at New York's 48th
Street pier. Early the next morning Picas-
$0's Guernica, rolled up in a long wooden
case, was laid out on the dock, along with
three small cases containing seven paintings
and a bundle of drawings. The date was
exactly two years to the day after Picasso
had started the painting which, after its
three months at the Paris World Fair, had
become his most famous work, The stay in
America, planned for a few months, was
last for more than 40 years. During this ime
the painting became recognized not only as
one of the great monuments of modern an
but also as a unique example of the powerful
role a great work of art can play in shaping
our view of the horrors of modemn war. Re-
cently in Spain Guernica has become a
symbol of reconciliation of the hatreds of
the same war that impelled Picasso to create
the painting, and it has even become a force
in progress toward a new and democratic
Spanish society.
Keeping an all-night vigil on the dock

Herschel B. Chipp is a professor of art history at
the University of California, Berkeley.

108

until the historic panting appearcd was a
small ¢luster of young people. mostly
graduate students al Columbia University
all of them volunteer workers for the Span-
ish Refugee Relief Campaign. It was one of
them, Peter Rhodes, who made specific ar-
rangements with the poet Juan Larrea and
Picasso himself in Paris o send Guernica to
America. Picasso was so enthusiastic about
the proposal that he paid the expenses for re
turning the painting from a London exhibi-
tion to Panis so that it could be shipped
directly 1o New York. He made clear that
his purpose was to raise funds for Spanish
refugees, then crowding across the French
barder from the Basque country and Catalo-
nia, and asked the American group to send a
part of the proceeds to Larrea for the relief
of intellectuals.

The Spanish Refugee Relief Campaign
was organized in 1936 by Herman Reissig,
a socialist and a minister, and had a distin-
guished list of sponsors, mcluding Secre-
tary of the Interior Harold Ickes as honorary
chairman, Malcolm Cowley, Theodore
Dreiser, Albert Einstein, Lillian Hellman,
Emest Hemingway, Archibald MacLeish,
Thomas Mann. Edna St. Vincent Millay,
Robert Millikan, Lewis Mumford, Dorothy

Parker. James Roosevelt, Harold Urey and
many other prominent citizens. The cam-
paign’s immediate goal was to send food,
clothing, hospital personnel and medical
supplies, including the first mobile operat-
ing room, to the Republican forces

In June 1937, as part of a vigorous fund-
raising campaign, the group exhibited and
sold Spanish Republican war posters and
paintings on the war donated by American
artists. At that time Picasso contributed to
the Relief Campaign his first statement
about his intentions in creating Guernica,
written while he was stll working on the
painting. He had also donated the etching
suite. Dream and Lie of Franco, and several
puintings and drawings. But when
Guermica amved, Relief Campaign volun-
teers turned for help to the American Artists
Congress. The group had circulated exhibi-
tions of congress members ' art, and its lead-
ers, Stuart Davis and Max Weber, were
already in touch with Picasso, having se-
cured his agreement 10 address its 1937
meeting in New York. Sidney Janis, who
was close to the artists and chairman of the
Rehef Campaign’s Guermica exhibition
committee. secured the spacious new
Valentine Gallery at 16 East 5T7th Street

ARTnews
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(Janis did not yet have his own gallery).

The Reliel Campaign first approached
Picasso in September 1938 with a request 1o
loan Guernica for a tour of America. Al-
though critic Elizabeth McCausland had
called for such a tour in 1937, soon after the
painting was unveiled in Paris, the success-
ful request came from a Spanish refugee,
Antonio  Villaplana, a defector from
Franco's army, who was touring America
on behalf of the refugees. Guernica was st
that time en route from Paris 1o the corre-
sponding refugee reliel agency in London
for exhibition at the New Burlington Gal-
leries (October 4-29, 1938). Although
Picasso had declined Alfred Barr's request
10 lend Guernica for the May 1939 opening
of the new building of the Museum of Mod-
ern Art on West 53rd Street, Barr had un-
doubtedly arranged with Picasso by that
time for Guernica's inclusion in the most
comprehensive retrospective of his work
yet assembled, which was scheduled to
open in November 1939, That Barr had
agreed to reimburse the Relie!l Campaign
for the expense of shipping the painting 1o
New York and, indeed, 1o retum it to Picas-
s0 after the exhibition at the Modern’s ex-
pense proves that Barr and the committee
were working together, and also that it was
Barr’s intention that Guernica be retumned
to Picasso after the show,

The dual attraction of a world-renowned
painting and a benefit for war refugees drew
a distinguished audience from the world of
ant, politics and society, among them Ste-
phen C. Clark, Simon Guggenheim, John
Gunther, William A. Harriman, Averell
Harriman, Pierre Matisse, Gerald Murphy,
Georgia O'Keeffe, William S. Paley,
Eleanor Roosevelt, Vincent Sheean, Thom-
ton Wilder, Mrs. Caspar Whitney and the
last premier of the Spanish Republic, Juan
Negrin. One hundred people paid $5 each o
attend the preview on May 4. 1939, and
about 2,000 in all saw the show during its
three-week run—an unusual crowd in those
days, especially during the opening week of
the New York World's Fair. The American
Artists Congress arranged two symposia,
one of them before the painting and another
at the Modern, led by Walter Pach and in-
cluding Arshile Gorky, Malcolm Cowley,
Peter Blume and critic Jerome Klein.

Sidney Janis arranged a tour for the exhi-
bition beginning at the Stendahl Gallery 1n
Los Angeles, sponsored by the Motion Pic-
ture Artists Commitiee for Spanish Or-
phans. An claborate preview on August 10
drew luminaries of the film world, many of
whom, such as Fritz Lang, Galka Scheyer,
George Balanchine, Emst Lubitsch, Luise
Rainer, Ernest Toch and others were in ef-
fect refugees themselves. In addition, there
were California Governor Culbent Olson,
Walter Arensberg, Bette Davis, Dashiell
Hammett, Dorothy Parker, Edward G.
Robinson and, in fact, most of the movie
community. Guernica was on view in the
San Francisco Muscum of An when, on
September 3, World War Il began, lending
| o it new and expanded associations. On

May 1980

October 3 it opened the fall season with
great celebration at the Arts Club of Chica-
go facility in the Wrigley Tower. The exhi-
bition was the focus of several social events
and received more comment 10 the Chicago
press than in any of the preceding cities,
After the many expenses were paid,
funds raised by the tour seem to have been
somewhat less than Picasso had hoped for
He expected around $10.000. possibly
based on the avernge monthly contributions
of the American campaign to relief agencies
in France. The showing in Haollywood,
which he particularly wanted, drew an sudi-
ence of 735 and netted $240; in San Francis-
co the net was $535 and in Chicago $208
Estimates of the longer New York showing,
where thore was & 25.cent admission
charge, put attendance st 2,000 and income
at $1,700. Of this, Larrea s Junts de Cultura
Espahola received $700, probably for refu-
gee intellectuals as Picasso wished. An
additional and unexpected debit was later
incurred by many persons because thewr
names had appeared as sponsors and con.
tributors to the Relief Campaign, when, in
the period of the cold war, they fell under
suspicion of having served the ends of the
Communist Party and were sometimes re
lemtlessly investigated and questioned.
Although the showings were brief (from
one to three weeks) and all of them on shont
notice and without much advance publicity,
they generated intense controversy which
raged on both the artistic and polincal
levels. Due in large part to its sensational
subject matter, Guernica was the most dis-
cussed work of art of the time, even though
the story of the bombing of Guernica might
have faded from world consciousness had it
not been for Picasso’s powerful imagery
Guernica assumed a new mle when it
joined Alfred Barr's greal retrospective,
“Picasso; Forty Years of His An, ™" at the
Museum of Modem An, which opened on

November 15, 1939, For the first time the
painting could be seen as an important stage
in the development of Picasso's ant, along
with the Demaoiselles d Avignon . which had
Just been acquired by the museum, and with
Girl Before a Mirror, already in the collec-
tion, Of the 360 works in the show, 95, in-
cluding Guernica and the preparatory
sketches, were lent by Picasso. Thus for the
first time Guernica became embedded in
Picasso's oeuvre; having already become
part of the history of the Spanish civil war, it
now hecame part of the history of art

In sccordance with Picasso s wishes, al-
though sometimes in conflict with advice
from the conservation department (the
painting had 1o be taken off the stretchers
and rolled cach time it was moved), Alfred
Barr allowed Guernica 10 be widely shown
The oubreak of World War Il as well as
Picassa’s own preference determined that
Guernica, along with other works loaned
for the retrospective, should remain for the
duration of the war in the custody of the Mu-
seum of Modemn Art, where the painting
wan well cared for and given exposure
appropriate o s importance. In Januery
1940 it traveled to the Chicago Ant Institute
along with the retrospective, and then for
the summers of 1941 and 1942 w the Fogg
Muscum at Harvard and to several other
museums. In 195556 it returned 10 Europe
tor a grand tour of museums in Cologne,
Paris, Munich, Brussels, Stockholm, Ham-
burg and Amsterdam

Since dealer Valentine Dudensing had
shown Picasso’s newest work frequently
duning the previous six years, Guernica was
seen on familiar ground in America. The
presence of the 59 preparatory skeiches,
which were not shown in Paris, proved to be
a sensation, and they were universally ad-
mired even by those who could not under- |
stand the painting. The sketches were
closely related to Picasso’s earlier paintings

Citizens of Guernica rallied in April 1977 before o photomural of Picasso's masterplece.
They would like the original to be installed in their town,
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and etchings, both in graphic style and in
the familiar iconography of bull, horse,
warrior and mother and child, and the exhi-
bition as a whole was received more as an
artistic event than as a document of war.
American critics, in fact, all but ignored
the theme of the painting. In May 1939 the
civil war had ended a month before in the
total defeat of the Republic: the Franco gov-
emment had been recognized; the Prado
collections, of which Picasso was honorary
curator, had been returned from Geneva to
Nationalist Spain: and the increasing tempo
of Nazi conquests made war on a world-
wide scale seem inevitable. Still, the threat

Picasso's first attempt, in the words of
Elizabeth McCausland, to turn his gaze out-
ward “‘away from the depths of subjective
experience to the tragedies of social experi-
ence,”"

Several English critics, in contrast, con-
demned Picasso for taking up a social
theme. In a lively exchange in the Specra-
tor, Anthony Blunt wrote that Picasso had
isolated himself in the temple of art and was
pathetic when he ventured out into the real
warld, for he failed even to understand the
issues of the Spanish civil war. Herbert
Read in rejoinder cited Guernica as evi-
dence that Picasso was not as detached from

Republic’s social aims and wartime objec-
tives. The foyer was dominated by Guerni-
ca, facing a large photograph of the
assassinated poet Garcia Lorca on the oppo-
site wall, and both framed an open area
where a continuous program of documen-
tary films of the civil war was presented by
Luis Buiiuel. The photographs of the faces
of the suffering Spanish people contrasied
strongly with the theme of pleasure of the
fair as a whole. leading critic Luc Decannes
to describe the exhibition as '‘scenes cut
from the flesh of a martyred people., a peo-
ple face to face with their assassins,”” and
led the poet Michel Leiris to charactenze

Picasso lent a group of preparatory sketches

for Guernica to the Spanish Republican Relief
Campaign for its traveling fund-raising exhibition.
Included were studies for the horse’s head (left),
the mother with dead child (above) and

of war was far away from America, and the
New York World's Fair had opened to
widespread hopes and claims that it would
help restore peace to the world. When the
Picasso show opened at the Modem in
November, Poland had been overrun and
Guernica’s imagery could have been seen
| as prophesying the fate of all of Europe.

Nevertheless, the painting was consistently

addressed in terms of its formal qualities;

critic Henry McBride's remark  that
| Guernica was ntended as propaganda.

“but ended as something vastly more

important—a work of ant”" was frequently

quoted. Stuart Davis praised it as one of the
| greatest formal syntheses of all time, re-
| Mecting the predilection of most of the Jead-
ing American artists for abstraction. Buwt
both critics and artists recognized that the
emotional power of Geermica derived from

Ho

the bull's head (opposite page, left).

the Spanish struggle as Blunt tried to make
out. Picasso was not only named honorary
director of the Prado by the Republican gov-
emment but painted Guernica for that gov-
ermment. Further, Read continued, the
painting had gone before the public, where
Blunt said art should be judged—in this
case on the grounds of the Paris World Fair,
where thousands of people had seen it
When on July 12, 1937, Guernica was
unveiled in Paris, the bitter controversy
over the bombing was raging and therefore
the political meaning of the work was quite
clear, even to those who could not aceept or
understand 1t as art, The entire pavilion of
the Spanish Republic, for which Guernica
was commassioned, was a propaganda
document, according to architect and direc-
tor Jose Sert. The exterior was covered with
photomurals and slogans proclaiming the

Guernica as Picasso’s letter of doom. "All
that we love is going todie, ** he concluded.
Despite the intense controversy over the |
meaning of Guernica that raged from the
time it was first exhibited, Picasso stead-
fastly avoided committing himself to any |
specific interpretation of its symbolism.
While still working on the painting, he |
wrote to the Spanish Refugee Relief Cam- |
paign in America only that in it **I clearly
express my abhorrence of the military caste |
which has sunk Spain in an ocean of pain
and death.” In an interview with critic
Georges Sadoul at the same time Picasso
would talk only of the war, insisting that it
was the aviators and the tankists, not the an-
ists, who were the conservators of the
Prado. In a December 1937 message to the
American Artists Congress he wrole that
artists cannot remain indifferent to a con- |
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flictin which the highest values of humanity
are at stake, but he never mentioned the
painting in his several statements explain-
ing his adherence to the Communist Party,
and he spiritedly resisted the attempts of a
young American sympathizer, Jerome
Seckler, 1o get him to agree that Guernica
included conscious symbols of the party.
He would agree only that his purpose had
been propagandistic.

Except for its title, the painting has no
manifest connection with the bombing, or
cven with the civil war. Picasso never
claimed that it did, only that it was his re-
sponse to the tragic events among his coun-

never took place but was only a myth in-
vented by Comintern agents in Pans. He
charged that Picasso’s painting, therefore,
was not about the Spanish civil war but
about a propaganda campaign launched by
the “*shadowy genius'* of the Comintern,
Willi Muensterberg, through his news items
published by the Agence Espagne. the
Republican propaganda agency in Paris.
While it is true that Muensterberg was ac-
tive in most of the Spanish Republican
propaganda and reliel agencies in Paris,
which had handled many of Picasso’s ac-
tivities on behalf of Spain, Hart’s charges
were nothing new. The Nationalist and the
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Guernica became Picasso’s most famous work
after its exhibition in the pavilion of the
Spanish Republic (right) at the 1937 Paris
World Fair, In front of the pavilion was a
sculpture by Alberto Sanchez, The Spanish
People Follow a Way that Leads to a Star.

trymen. Nevertheless, despite his silence,
and despite Alfred Barr’s sober and judi-
cious observations, later writers have
speculated widely on possible meanings.
Beginning with Juan Larrea's poetic evoca-
tion of the imagery and symbols of Spanish
culture and Seckler's attempt to see
Communist symbols, writers have contin-
ued to produce widely diverse interpreta-
tions, many of them contradictory.

In formulating their interpretations, art
| historians have always assumed that al-
though the connections between the paint-
ing and the news of the bombing that
precipitated it were unspecific, the bombing
did actually occur. This assumption was
challenged in 1974 by Jeffrey Har, a Dart-
mouth College professor of English litera-
ture and National Review senior editor.
Hart's startling charge was that the bombing

Muay 1980

German foreign ministries both claimed in
1937 and later that the city of Guemnica had
been destroyed by retreating Republican
forces and not by their bombs. Although re-
search by a Spanish journalist. Vicente
Talon, an American journalist, Herbert
Southworth, and the English historical
novelists Gordon Thomas and Max
Morgan-Witts have confirmed that the
town was actually bombed to destruction,
Hart's followers still insist that there is
somé truth to their charge and that *‘Guerni-
ca as a work of art will have to be rede-
fined."" No evidence has been produced,
however, to support the hypothesis that
Picasso’s most powerful statement was
based on an event he knew to be fictitious
Picasso’s intentions for the future of
Guernica have always been, most unc har-
acteristically for him, quite clear Some-

time before 1971 he authorized his lawyer,
Roland Dumas. in writing to quote his state-
ment that “'Guernica and its pre
sketches belong to the Spanish Republic, ™
a declaration that he had already made in
1937 1o Sert, Larrea and Spanish officials,
us well as later o Alfred Barr and others.
Virtually a donation to the Republic (he
probably received less than $4,000 from the
govemment for expenses), Guernica was
exhibited for more than two years in Paris,
London and four major cities in America,
Except for the Modern 's retrospective, all
of this was in the service of the Republic.
On the question of when the painting

should go to Spain, Dumas in 1975 quoted
Picasso as saying it should go “after the
complete reestablishment of individual
liberties. '* Since Dumas was given full au-
thority to decide when this point has been
reached he has added another requirement
—suitable facilities for Guernica's preser-
vation. Dumas now considers that the first
requirement essentially has been met, and
the present measures underway to provide
air conditioning and other modern improve-
ments to the Prado should meet his second
condition. Ironically, it is possible that the
Museum of Modern Art will be ready to
send Gueernica to Spain even before Spain is
ready to receive it. After William Rubin's
major Picasso retrospective—which will
feature Guernica—ends in mid-September,
1980, the muscum will be closed for pro-
longed construction work. Since. according
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to the staff, there is no provision in the new
museum for exhibiting the painting, they
consider this occasion an opportune time to
release it

This will be none too soon for José Arme-
ro and a small company of young Spanish
lawyers and journalists, who for almost ten
years have been working for Guernica's re-
turn. As early as 1968, according to recent
research, Franco himself proposed that
Guernica come to the Prado—an offer that
was declined at the time but which probably
precipitated Picasso’s public statement of
intention in 1971. The tempo of demands in
the press for the ““return’” of Guernica in-
creased rapidly, especially after the death of
Franco in 1975. In 1977, at the first meeting
of a freely elected Cortes in 44 years, a
dramatic appeal for a sweeping gesture of
reconciliation was made by a returned refu-
gee who was also a Basque. He proposed
the formal repatriation of three historic
exiles: the remains of the last king, Alfonso
X111, of the first president of the republic
that had replaced him, Manuel Azana, and
of Guernica, which by then had become a
symbol of the new post-Franco Spain. All
factions unanimously joined in supporting
the resolution. The resulting euphoria was
heightened in 1978 by a resolution of the
United States Congress that the return of the
painting would be another expression of this
country s desire to support Spain’s progress
toward free institutions.

But at that point four claimants in addi-
tion to the Prado arose. The contenders
were the city of Guernica; Barcelona, citing
its Museo Picasso, the only Picasso mu-
seum in Spain; Mailaga, Picasso’s birth-
place; and the new Museo d’Arnte Moderna
as the natonal museum of modem ar.
However, Jacqueline Picasso in a letter to
Prime Minister Adolfo Suirez recently con-
firmed that Picasso had always said that
Guernica should go to the Prado.

One of the most interesting solutions to
the debate now under consideration by the
youthful former joumnalist Javier Tusell,
now minister of culture, would locate Guer-
nica in Madrid's Cason del Buon Retiro,
now housing | 9th-century art. It is a part of
the Prado and adjoins it. although the build-
ing is detached from the main building it-
sell. This solution would fulfill promises
made to Picasso, as well as relieving those
whao feel that there is a natural dividing line
beween the old masters and modermn an.

Guernica in Spain will mean a third chap-
ter in its history. Once a document of out-
rage over a tragic event in the civil war, it
has now become a focal point of the desire
for reconciliation of the hatreds of that very
war. It is frequently cited as a kind of talis-
man—il is not quite accurate to speak of it
as a symbol—of the course toward a demo-
cratic society in Spain. When we better
understand the painting and its history, we
may well find concealed in its many enig-
mas clues that will solve a great modern
dilemma—how great art might find its
themes in and even give social meaning to
the hard realities of modem life. [ ]
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