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of Modern Art A

~ Pressed Within B
S~

| By ELISABETH LUTHER CARY.
HEN we heard of the death

of Miss Lizsie P. Bllss 8
few days ago the first feel-

ing with many of us was

the kean regret that comes with
the loss of & clear and delicate per
- sonality not to be classified as a type.
" Even as a collector of art she could
Dot be pressed within the firm boun-
daries of a type. She strayed, not
willtully, but wistfully, from the very
‘old to the very mew, plucking from
one period a plece of sculpture, from
another an objet d’art; but in paint-

ing her sympathies were lacgely with
—

among the

Davies was
o l!n Zound him, and #!

P,
classic line in “Glyph™ and “Const
lations,"

oundaries of a Type

the jungle, and a work of consum-
e s

Such work brings to the dullest of
us the intimation that life for those
who look closely and feel
declines to be pressed into a strictly
limited and clearcut form. Its un-
limited energy cannot be confined
within fixed boundaries of time or
Space. It overflows our conscious
control and sweeps on Into a region
that, 80 far as the human mind can
conceive, has no definition, “world
w'lthoul end” Is all that we can say
of it.

Der of artlsts in any age do say

triumphant Bhysk yilul 22d menia

Is far more than the greater num-

and in our own age, 50 youthful in

emphast
‘exact statement.

decorations for her music room rep- [beyond accuracy, beyond preciston

resenting his nearest approach to |beyond
cubistic statement. It would be quite | 5P

impossible to see Davies whole, with.
out seeing him in the Bliss colle

tlon; and, most certainly, It would |th
Be impossible to see the Bllss collec- | fAVOrite artists escaped the cramping

knowledge. Miss Bliss, de-
sensitive and practical atti-
- [tude she maintained toward acqul:

st
tlon, herself possessed something ot|€

tion fairly represented iwithout {ts |Of Vitallty by implacable efficlency.

dllumllhid group of Davies paint-

perfection of hi

D-m- And Redon will o le Jn Iis arawh
many

company of paintings I

" sehools.
sible to follow with success as pupil |

follows master. Each, also, ha:

borne the oppreesive name of m

Davies
elemental

forces, the tides that move incessant-

i ly in obedience to a fundamental
_ rhythm, the seasons that change end-
w from swelling bud to falling
dawn and awakeniog, sleep and

“the zest of .am-nun, the exultation
Joy. Whatever his works to the
student of aesthetics, they 1ud from
natural . to-

tia.

to be
sclenc

checked and captured by |
Posslbly no other

both the splendor of s
freedom of art. Had he not died at
the early age of 32, the age of full
blooming 1n artists of genius, his
painting doubticss would have taken
on something c’ the mystery of his
drawings.
Here s Cézcnne who followed with
patience and with passion the path
that led beyond arrival, who tnund
nature complex”’ and
Progress 1o be mads interminable.
He is represented by several fine ex-
amples, but most thrillingly by the
“Blue Landscape” through which
the mind makes its way with no end
in sight.
.

'nhnd that the collection asa
‘whole maintains this supremacy

pletabie

no large collection could be formed
By a8y one person that would be free
from precise ideas preclsely carried
out, and to attempt such would be to
travel periliously if not to hurl one's
self upon disastel Incompleteness
has no value unless it is asso-

Tatlonal solitlons and
One of the charac-
to the |teristics of choice In the collection
|upon which we touch fs recognition
Including on the way the|of this unquenchable flow of y](,gn(y‘

Here is Seurat, threatened by the

ngs, as he did not in his
paintings, how the clarity
ning toward | of his composition, the systematic
the side of individuals as against|°rder of his technique, trembled into
Each, doubtless, fs impos- | the movement of life through his |
apprehension of an “other world" not

artist
But_the mysticiam of Davies is al.|#hOWS so convincingly at one timo
2 ce and the

DAYIES AND LAUTREC
Two Paintings in the Collection
of Miss Lizzie Bliss, Who Died
March 12. Above: “Spring.”
by Arthur B. Davies. Right:
“Miss May Belfort,” by Henri de

Tuulouw-f.aunct,

rtant than the race

port

| Moreover, there would be far less
larger
charmingly cabined
and confined, were not at hand for
So far as
thero are mone

chance of appreciating
gitt 1t others,

the

contrast and back;
our memory serve

ground.

[
ated with the temper that explores
fugitive temper by which her | the Tegion of activity more persis-

tently than it s ever explored by
Jtho:e to whom the goal is more im-

| too many of these minor talents in |

| evidence in the Biiss collection, but |
men-
not |
| only because the artists belong to the
| comparatively small group showing

while the paintings alread:
tioned have been emphasized,

|in thelr art sensibility to the Infiu-

ence of the invisible world, but be-
cause of the exquisite sensibility to

thelr quality as art shown by the|

character of the examples chosen by
thia callector; there is great variety
among the rest.

Daumler is at his milde
richly modeled “Laundress,"" the fig-
dry under her arm, holding a chllr.l
by the hand as the two climb steps |
leading toward us from the river
bank. Gauguin's “Portrait of &
Young Tahitian” fs handsome and

gressive symbolism. Picasso's “Wo-
man in White” is a serene, contem-
Piative figure, arousing no questions
and uumuuu.
fatou e Gauguln of Ta-
DI and the sxotio subject matter fn
which lay his great Interest. Plssarro
from whom Plasarro's early style is
is represented. Thers are Renoir,
supposed to have stemmed, also
Degas, Deraln, Mopet, playing into
the rhythm of m ere

in uu‘

ure of a woman, her bundle of laun- |

natural, agreeably free from his ag- |

are Modiglian! and Chirico. From the

In “Hina Te-| American group may be taken such

~Prender

ming true of aristocratic form as

1t existed in the Greek past and add-
ing to It a sensitiveness purely mod-
ern; Walt Kuhn intent upon the ex-
lon of concentrated character in
mporary types; Paul Dougherty

S romot Vi e technique.

Colledmn

_ART

R

NEWS OF THE WEEK

There are many This mno-
_1&-, Sk, e Jaleg
f-mx)xnmy wth uu collection eouxd
not e that. It is merely an attempt]

J;m. and fix an impression of
uu—nmuuuy depth of & personal
taste’ and intuition that with the
passipg of Miss Biiss has vanished
from our world of art.

PERSIAN ART
"IN BROOKLYN

'Wcll.-Org’anizcd Display of

Beautiful Objects at
the Museum

PECULIAR feature of the Peb
A en foharacier, vaye Sir E.

pnbmh-d llul- volume called

“The ctance, con-

‘relu
il n-md wilh - h'lld h| the Evil Eye,

to express elther surprise or admira-
tion.? It is fortunate that the Evil
!Bye fm't rampant here. There
much to admire in the Persfan ex-
hibition at the Brooklyn Museum,
and tacit enjoyment can be a real
hardship.

No detalled report on the treasures
from many collections assembled in
this comprehensive showing can,
however, be given at this time. Tas-
silo Adam, ©f the museum, has taken

€ jackgriynd malatial
s specimens of art produced by
very anclent cultures—Sumerian, for
instance—with which the Persian is
more or less closely allled. Some of
these date from thousands of years
B. C. Much later fusions or paraliels
are encountered, too, such as Arabi
Perslan work in stone and, still later,
examples of Mogul painting, which
may be compared with Persian
miniatures of corresponding periods.
The wondertul art of the Sassanian
epoch, whose Influence continued to
be felt long after the collapse of the
dynasty and adoption of the I
faith, replacing Zoroastrianism, is of
course’ lllustrated.
‘What provides the richest feast for
modern eyes is work done from per-
haps the twelfth century on. It is

thirteenth century that the fine
ages coramics began to be made.
Arthur Upham Pn’w in his “Intro-
duction to Perstan Art,” says th
“while the oh of <
even h: the earliest periods In Persia
ere ‘always respected ¢ ¢ & ful
feailzation of the possibiities of the
craft came, with the Seljuk and
Mogul potters from the twelfth to
and under
he observes,
s (o B tpertent fatle ool &
lively imdagination, inspired and
calligraphers and
ak of the ceramlc art

..
HE inspiration of posts and of
splendid craftsmen is indeed felt

|rugs, in thy tiles and seal
bindi-ga “and ~ the ~truly -
these covers.

gratetul to discover,

EXHIBITIONS NOW ON IN TH

By RUTH GREEN HARRIS.
[HEERE s a challenge in sugges-
tion. The abstract paintings by
Louls (st the Valen-

point the Imagination builds an ob-
Jective plcture on the lines suggested
by the artist. That thers might be no
contusion,

‘with
| productior et the pcens |

to have taken him to the Near East
and to the part of Moorish Spain that
is more Eastern than European. .

. =

Charles Schleln, at the Brownell-
Lambertson Galleries, has been do-
Ing ‘something with the form and
color of his paint to make it an
image of peasant labor. The forms

avy and round and slow and a

Sul. They are obrious encgh
in “Man at Work,” in which the
subject itaclf, regardless of form,
would carry you to the conclusion
about all this dumb toil. They are
Jess obvious in “*Children Dancing”
and yet you know this earnest awk-
wardness speaks for a certain her-
itage on the part of the child, and
for certain sympathles on the part of

in Park

18, for this writer, the most attrac-
tive. There Is part of the Colonfal
column, very gleaming white, round
and substantial; there is a huge
flower-pot, substantial also, and then
thers fa & wicker chalr. thin but
sinewy and quite able to hold it
own under any sort of strain.
s s

At the Grand Central Gallerles un.
til March 28, Dorothy Ochtman fy
showing flower paintings and still.
life, The artist did graduate work
in the history of art and archaeclogy
at Bryn Mawr, and this Interest may
show itself in & cholce of -ubu«.
the ppinting of metal and
and things that have alresdy bn.
designed beautifully by man. These
she combines with flowera. A nley
#snse of ecur and tone makes ench | !

daguerreotyps, does the artist step
aside for & moment and divest him-
#6lf of the garments of hia tremen-
dously intense theme, to make &
‘bumorous remark about 1.

by Danlel Gurber parsuades you

Som -ML the painting
that he would give a faithtul re-

‘whole.
- LY
HARLES AND HARRY CARL
ION. father and son, have w
owing once miore at ‘-h.
Carlson is

fote him
s

E GALLERIES OF NEW YORK

adult has not humiliated himself by

giving the chlld silly or ugly things

—even though the child might prefer

them (7). The textiles are particu-

larly| good. Two_complete rooms,

one for a girl of 8, the other for &
£ 12,

Denison Ross in his rrcenuy

There | Bl

(the Deautiful fextiles and superb
d 1acquers and glass, in

magic|

palntings that found a place between

The exhibition 'mphxllul. one 18
quality rather

ihan quantity. The arrangement of
e uncrowded s excellent.
And the educative valus of & dll'nlAy
biike this becomes pointedly apparent
as one motes the influence that Per-
and will

be doubted whether an Indla such as
Stowitts portrays will ever vanish, for
the simple reason that we are led
strongly to suspect it never existed
outside the romances. This, however,
has little bearing on the subject of
Stowitta’s art itself, which is bighly
accomplished, very colorful, and—al-
ways trom decorative angle—
glamourous, E.A T

GALLERY NOTES
COMMENT

ERTRAND ZADIG'S one-man
show of wood-biocks and linole-
um cuts opened at the Art Cen-

e Mareh 36, -Ths Work sEpE RS

OTHER SHOWS

INTERNATIONALGROUP,
at the Art Centre, had, accord-
ing to Mr. Burliuk's disarming

explanation, a far better excuse than
most shows for being late. Were not
mmost of the exhibitors Russian? The
aim of this show is to present in not
too formal fashion certain persopali-
ties whose works ere mot habitually
seen in Jocal galleries.

Dr. Brinton writes a short historical
sketch of & few members—ot David
Burliuk, “the father of Russian mod-
ernism”; of Joseph Telchner, who,
though forced to do hack palnting

fo1 1iyis worked until h mernad

ottt
Present feputation as scenic ardst |
|and decorator. We have seen Kadar
| Bela’s recent exhibition, and John
| Grabam’s. We all know the work of

Stuart Davis and the palette Mrs
| Klous uses. We should like to sec
more of Hotfmann, iz whose “Circus™
there is & terrifying space for flying
acrobats -under the tent. Min
Harkevy is here; so is Elinor
Gibson, with s beautifully painted
bit of fruilt. Serge Soudelkin is known
in America for his splendid decora-
tions; Alesander Portnoft for his
bronze of John-Dewey. There is a

m | general merry madness about this

show, that might have been less merry
had it been ready on time.
The Soclety of Tllustrators i3 also
established at the Art Centre, show-
Ing original works that have been

papers. These were made for repro
duction and_are Setter in {hels sve.
ond than in thelr original s

and sentimentally, they cover the

014, ¥ Thare jary the izt young

2ull | pioods, the old-fashioned lovers, the

Slegtried of modern warfare; there
is the appeal (with a proper sob) of
a by-gone day and there are Garrett
Price's things for The New Yorker.
We encounter the smart café, the
English Millals kind of thing, and,
bless him, Denys Wortman, formerly
of The World, now drawing his car-

B-| the program and Mrs. Mary

In the ler!ﬂ G‘lhry of the Brook-
Iyn Museum, from March 25 through
April 7, work done In classes con-
ducted by Kate Mann Franklin may
be seen. X .
* s e
Announcement {s made of the re-
moval of the Backstitz Galleries from
the Ritz-Cariton Hotel to the Sherry-
Netherland. A group of paintings is
now on view l‘n th: new quarters.

Among the many garden sculpture
shows now on Is one at the Pearson
Gallery. It lasts until April 10.

At a new gallery, the Westward, |
recently opened at 424 West Twenty-
third Street by Florence Newcomb -
lnd 8. Annette Wubburn, will_be

i T
Tound paintings by Gertrude Nason.

Sumnoe Siversews Fam
ddress the Woinan's Press Club of
New York on Saturday, March 28, at

will be Hardinge Schoole, Gerry
bott and Forrest Grant. Mrs. R.
Edsen Doolittle will have charge of
Ellen
Wilson will preside.

Rare old flower pictures are om
view st the Chintz Shop, 443 Madison
Avenve. This collection includes types
from many countries.

‘The work of Plerre Brissaud d

Paris 15 now on view in the exhibi-
tion rooms of P!ﬂhl‘ & Ryan.

NEWARK: An ecclesinstical exhl-

thought to have been in about the | reproduced in magazines and news-|bition is now in progress at the

A

Newark Museum. French snd Span-

sh church mrnnuu from the fif-
turies,

stained glass

shown. Models of Gothle,

and English cathedrals, made by the
late Mayor Raymond of

Also the elg!
* [ one misses the captions. ’r-en:uuy together with a few examples of
and  sculpture,

the ficst-floor gallerles

toons for The World-
N showing her “seven American
‘masters of water-color," Mrs. Hal-
pert of the Downtown Gallery
says that for rs she has been.
Y ohts about which of

earing argumen!

uuuutupm-c. &M-ﬂ
\,nuxva “Holger fn the
- g pertinent to

u:mwhomnbdlnh‘&hnv

mmmmwumm

of Pop Hart, these Ameri-
elnlhl'lhkmmn‘m
one expresses badly by calling it a
eau:.,cm-:m Here are tact
muam
and

QWY
Na tian

s '-lﬂl )
Oally 16 AM.. -‘uniuﬂ.

ADMISSION FREE

7 SOF
WATER COLOR
Demuth

boy o the most
exhibits.
page did an enthusiastic para-

graph about the Russian pletur
books when
about two years ago.
maps, kood pottery, good furniture,

everybody’s

;m-n um this writer adored as &
icture of a little boy.

LI
Tha Woman's City Club, untfl the
MMAP’” hmtvm‘kby
its members, some

they wore first seem|.
They ars|t
everybody's plcture ' books. Good |'

ood sllver, good posters, good repro-|°
ductions business.

And it was quite thrilling to aee re- |’
a Metropolitan Museum !

Wr’. painting, 'tohlll dl'l‘r-
water-golor.

it

Hh

I
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ERSONAL COLLECTION

's,sh.]'BwlAi'ssﬁas a Collector Could Not Be
. Pressed Within Boundaries of a Type

- By ELISABETH LUTHER CARY. |the jungle, and a work of consum-
HEN we heard of the death | Mate art.
of Miss Lizzie P. Bliss a| Such work brings to the dullest of
few days ago the first feel- |us the Intimation that life for those
ing with many of us was|who look closely and feel atrongly
the keen  regret that comes with|declines to be pressed into a strictly
the loss of a clear and delicate per- | limited and clear-cut form. Its un-
sonality not to be classified as a type. | limited energy cannot be confined
Even as a collector of art she could | within fixed boundaries of time or
not be pressed within the firm boun- | space. It overflows ‘our conscious
. darles of a type. She strayed, not|control and sweeps on into a region
willtully, but wistfully, from the very |that, so far as the human mind can
:0ld to the very new, plucking from | concelve, has no definition, “world
- one period a plece of sculpture, from | without end” is all that we can say
another an objet d’art; but in paint-|of it.
ing her sympathies were largely with
1g.

* *

Is far more than the greater num-
Davies was among the ber of artists in any age do say;
n ‘she found him, and she| and in our own age, so youthtul in
= wa. ad |13 triumphant physical and mental

(e

luy"vhm of ¢
ne” and “Dancing Children,
Jaugh such -deeper dreams as

nicorns’ and “'Sleep,” to the
classic line in “Glyph” and “‘Constel-
lations,” including on the way the
decorations for her music room rep-
resenting his nearest approach to
cubistic statement. It would be quite
impossible to see Davies whole, with-
| out seeing him in the Bliss collec-
tlon; and, most certainly, it would
be impossible to see the Bliss collec-
tlon falrly represented ,without its
distinguished group of Davies paint-
ings.

Davies and Redon will meem to

3 iy
emphasize ratlonal solitions and
exact statement. One of the charac-
teristics of choice in the collection
|upon which we touch Is recognition |
of this unquenchable flow of vitality
beyond accuracy, beyond precision,
beyond knowledge. Miss Bliss, de-
spite the sensitive and practical atti-
tude she. maintained toward acqulsi-
tion, herself possessed something of
the fugitlve temper by which her
favorite artists escaped the cramping
of vitality by implacable efficlency.
Here is Seurat, threatened by the
perfection of his sclence, showing us
in his drawings, as he did not in his
many appropriately assoclated in a|COmpleted paintings, how the clarity
| company of paintings leaning toward |f his composition, the systematic
" the side of individuals as against|Order of his technique, trembled into
| schools. Each, doubtless, is impos- | the movement of life throug|
sible to follow with success as pupll
follows master. Each, also, has checked- and captured by
borne the oppressive name of mystio, |Science. Possibly no other artist
But the mysticism of Davies is al-|5h0Ws so convincingly at one time
277 the opposite of Redon's. Davies [Doth the splendor of science and the |
“In his thought personifies elemental | freedom of art. Had he not died at
forces, the tides that move Incessant- | the early age of 32, the age of full
1y in obedience to a fundamental|Dblooming in artists of genius, his
rhythm, the seasons that change end- | P2inting doubticss would have taken
lessly from swelling bud to falling |OR Something c: the mystery of his
“1¢af; dawn and awakening, sleep and | drawings.
dreams; the downward fall of waters, | Here Is Cézcnne who followed with
* the upheaval of the earth into forms | patience and with passion the path
of mountains; the energy of struggle, | that led beyond arrival, who found
the zest of adventure, the exultation |nature and “the
of joy. Whatever his works to the |progress to be made interminable.
student of aesthetics, they lead from | He Is represented by several fine ex-
their roots in natural experience to- |amples, but most thrillingly by the
‘ward -the wonder with which nature | “Blue Landscape” through which
is regarded by the human mind |the mind makes its way with no end
whenever the human mind has cour- | in sight,
ags to linger upon her miracles.
« » »

EDON_ alsd was deeply im-
pressed by nature and has Jeft

i, eloquent descriptions of places
seen during ‘his youthful wander-
ings. Certaln places where he
stayed longest seem to have lived

(“his memory without the loss

~“of a single detall. With, possibly,
£0) consclousness of the unnatural
or supernatural light in which his
work seemed to the spectator to be
bathed, he emphasized his constant
recognition of and obedience t~ the
laws of nature, and proclaimed that
an artist who thus constrained him-
welt was thereafter free to follow
any line, choose any subject, any
means of presenting his idea.

/This, of course, is incontrovert!
‘but in Redon’s work one'is aware of
an Interest far removed from the
‘natural phenomena so rich in sugges-
“tfon for Davies. Dreams became at
the outset of his creative life his

. preoccupation.  ‘‘Dans le Réve' is
< the title of the first group of draw-
ings published by him, and he was
© henceforth to use the mechanism of
" the dream to produce his haunting
- effects. .
In the collection formed by Miss
= Bliss her well-nigh matchless tact of
lection i nowhere more clearly re-
~ vealed than in her choice from the
the works of Redon. The dominating
° example is the “‘Silence,” a dim head
- with closed eyes emerging from a
. hollow dark, a hand, two finger:
pres: against the llps, nothing
© mors definite and nothing more re-
- quired to suggest” the environing
silence into which we pass, in which,
» In !rut.h( we live in spite of the
« €lamor endlessly assailing our senses.
This rendering of -an lllimitable
mental experience wonld in itself sut-
“lce to justity Redon's belliof that
T e e Aatined or e

f‘%

i

L N ]

IO pretend that the collection asa
‘whole maintains this supremacy
of the fncomplete and -uncom-

pletable would be absurd, Probably
no large collection could be formed
by any one person that would be free
from precise ideas precisely carried
out, and to attempt such would be to
travel perllously if not to hurl one’s
self upon disaster. Incompleteness
has no value unless it is asso-

By RUTH GREEN HARRIS.

HERE is a challenge in sugges-

tion. The abstract paintings by

Louis Marcoussis (at the Valen-

tine Gallery) hints at the origi-
nal *object, and from this starting
point the imagination builds an ob-
fective picture on the lines suggested
by the artist. That there might be no
confusion, this spectator ignored the
titles.

‘Warm and mellow color and com-
pact design keep all the work in
much the same mood, something
more luxurious than just comfort
and less self-indulgent than luxury.
There are tables overlapping playing
cards and brea
in arabesque against violoncellos;
there are doors opening onto the be-
ginnings of good breakfasts and
luncheons, Cheating oursclves, we
looked to see the titie of No. 1I-
“Solell Couchan Even here the
sun is brought into the roam.

As concretely as the Dutch artists,
Louis Marcoussis is a paluter of
beautiful interiors.

.

‘One would judge Henry Strater's to
be a candid vislon taking fn the
phymical nature of everything with

A Py
DAVIES AND LAUTREC
Two Paintings in the Collection
of Miss Lizzie Bliss, Who Died
March 12.  Above pring,”
by Arthur B. Davies. Right:
“Miss May Belfort,” by Henri de
Toulouse-Lautrec.

ciated with the temper that explores
the region of activity more persis-
tently than it is ever explored by
those to whom the goal is more im-
portant than the race. &

Moreover, there would be far less
chance of appreclating the larger
gift if others, charmingly cabined
and confined, were not at hand for
contrast and background. So far as
our memory serves there are none
too many of these minor talents in
evidence in the Bliss collection, but
while the paintings already men-
tioned have been emphasized, not
only because the artists belong to the
comparatively small group showing
in their art sensibility to the influ-
ence of the invisible world, but be-
cause of the exquisite sensibility to
thefr quality as art shown by the
character of the examples chosen by
this collector; there is great varlety
among the rest.

Daumier is at his mildest In the
richly modeled “‘Laundress,” the fi
ure of a woman, her bundle of laun-

dry under her arm, holding a child |

by the hand as the two climb steps
leading toward us from the river
bank. Gauguin’s “Portrait of a
Young Tahitian” {s handsome anc
natural, agreeably free from his ag-
gressive symbolism. Picasso’'s ‘‘Wo-
man in White” is a serene, contem-
piative figure, arousing no questions
and nd antagonisms. In “Hina Ti

fatou” we get the Gauguin of Ta-
hit! and the exotic subject matter in
which lay his great interest. Pissarro
from whom Pissarro’s early styla is
is represented. There are Renoir,
supposed to have stemmed, also
Degas, Derain, Mopet, playing into
the rhythm of modern art. There

to have taken him to the Near East
and to the part of Moorish Spain that
is more Eastern than European,

* * %

Charles Schlein, at the Brownell-
Lambertson Galleries, has been do-
ing ‘something with the form and
color of his peint to make it an
image of peasant labor. The forms
are heavy and round and slow and a
little dull. They are obvious enough
in “Man at Work,” In which the
subject itself, regardless of form,
would carry you to the conclusion
about all this dumb tofl. They are
less obvious in “Children Dancing
and yet you know this earnest awk-
Wwardness speaks for a certain her-
itage on the part of the child, and
for certaln sympathies on the part of
the artlst. Only In “The Park,"”
with fts great triangular green, and
in “Man and Woman,” prim as a
daguerreotype, does the artist step
aslde for & moment and divest him-
#elf of the garments of his tremen- |
dously intense theme, to make a
humorous remark about it.

6w i
METHING about the painting

by Danlel Garber persuades you
that he would give a falthful re. |

|

[are Modigliant and Chirico. From the|
[American groun may' be taken such|
vivid  contrasts as ~ Préndergast
dreaming true of aristocratic form as
it existed in the Greek past and add-
ing to it a sensitiveness purely mod-
ern; Walt Kuhn. intent upon the ex-
pression of concentrated character in
contemporary types; Paul Dougherty,
of robust vision and technique.

EXHIBITIONS NOW ON IN THE GALLERIES

Is, for this writer, the most attrac-
tive. There s part of the Colonial
column, very gleaming white, round
and substantial; thers is a huge
flower-pot, substantial also, and then
there is a wicker chalr. thin but
sinewy and quite able to hold its
OWn under any sort of strain.
L *

At the Grand Central Galleries un-
til March 28, Dorothy Ochtman e,
showing flower paintings and still-
life. The artist did graduate work
in the history of art and archaeology
at Bryn Mawr, and this Interest may
show itself In a cholce of subject, in
the painting of metal and pottery,
and things that have already been,
designed beautifully by man. These|
she combines with flowers. A nice
sense of color and tone makes each
<composition a harmonious whole.

L T

HARLES AND HARRY CARL]

SON, father and son, have been

showing once mare at the Mor-|
ton Gallery. Pare Carlsen is doing
more of the same charming thing
With its stralghtforward color (green,
is green and red is red), The draw.|
ing 1s child-like. Carlson Fils is

productior~af the scens before hims | OWIDE stronger, more assured, morw
R R M- e
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‘Wg‘ll-O'rgfanizeﬂ Display of

- Beautiful Objects at
‘*  the Museum

oo,

ip.

No detailed report on the treasures
from many collections assembled in
this comprehensive showing can,
however, be given at this time. Tas-

the simple reason that we are led
has little bearing on the subject of ERTRAND ZADIG'S one-man
ways from & decorative angle—|tre March 16. The work ranges from
« =
In the Library Gallery of the Brook-
slan character, says Sir E.
published HEINTERNATWNALSROUP' ducted by Kate Mann Franklin may
lto ess elther surprise or admira- a far better excuse than Announcement is made of the re-
G uibire 1o the Persian ex- |1 'o¢ this show is to present in not | Netherland. A group of paintings is
seet In lockl galieries. shows now on is one at the Pearson
Burliuk, “the father of Russian mod-| At a new gallery, the Westward,
silo Adam, df the museum, has taken .
3 for u liying, worked until he merited [and S. Annette Washburn, wil be
worked Mot A0 Pt nette T T e

s Souliad whotito s 1mats e s GALLERY NOTES
strongly to suspect it never existed
Stowitts's art itself, which is highly show of wood-blocks and linole-
slamoufom- E.A. J. |{llustration to portraiture.
i A-W:'cuz‘mR lyn Museum, from March 25 through
Persiass at the Art Centre, had, accord-|, ~"yoop
|tion.””. It ls fortunate that the Evil most shows for being late. Were not|moval of the Backstitz Galleries from
Bibition_at 'the Brooklyn Museum, |%° formal fashion certain persopall-|now on view In the new quarters.
Dr. Brinton wrltesas‘mrthlstorlc:}; Gatlery. It lagts until April 10.
ernism'’; of Joseph Telchner, who, | recently opened at 424 West Twenty-
There | BIs present fepul enic artist

s
towitts portrays will ever vanish, for COMMENT
outside the romances. This, however, ;
accomplished, very colorful, and—al- um cuts opened at the Art Cen-
feature of the Per- OTHER SHO“fS
Denison Ross in his recently April 7, work'done in classes con-
little volume called
is
4 with a bellet in the Evil Eye, ing to Mr. Burliuk's disarming . x ®
necte explanation,
| Eye ton't rampant here. There is mmost of the exhibitors Russian? The |the Ritz-Cariton Hotel to the Sherry-
and taclt enjoyment can be a real ties whose works are not habitually Among the many garden sculpture
hardshi
sketch of a few members—of Davi
though forced to do hack painting | third Street by Florence Newcomb - '
tation as sce

of “background” material.

are specimens of art produced by
very anclent cultures—Sumerlan, for
instance—with which the Persian is

and decorator. We have seen Kadar
Bela’s recent exhibition, and John
Graham’s. We all know the work of

B e S
found paintings by
* »

Suzanne Silvercruys Farnum will
address the Woman’s Press Club of

l}rude Nason.

New York on Saturday, March 28, at
the Hotel Pennsylvania on the subject
of “Beauty in Art.” Other speakers

more or less closely allled. Some of | Stuart Davis and the palette Mrs.
these date from thoussnds of years |Klous uses. We should like to see
B. C. Much later fusions or parallels | more of Hoffmann, in whose ‘‘Circus’ |
are encountered, too, such as Arablc- | there is a terrifying space for flying ;”llt ke If“;f“"ge Sclogiec T
Persian work In stone and, still later, | acrobats -under the tent. Minna 5 ““D “C:l" e ‘?‘:“{4 Mrs. R.
examples of Mogul painting, which | Harkevy is here; so is Elinor B m:“;'m ooy :n;“‘\ “‘;,Cha"gl 9t
may be compared with Persian |Gibson, with a beautifully painted|yyyoq g = fme
miniatures of corresponding periods. | bit of truit. Serge Soudelkin is known | =+ bl A
The wonderful art of the Sassanian |in America for his splendid decora-| Rare old flower pictures are on
epoch, whose Influence continued to |tions; Alesander Portnoff for his | view st tbe Chintz Shop, 443 Madison
be felt long after the collapss of the |bronze of John—Dewey. There is a|Avenuve. Th collection includes types
dynasty and adoption of the Islam |general merry madness about this from many countries. f
falth, replacing Zoroastrianism, Is of | show, that might have been lessmerry| The work of Plerre Brissaud of
course' llustrated. had it been ready on time. Paris is now on view in the exhibi-
‘What provides the richest feast for | The Soclety of Illustrators is also tion rooms of Pedlar & Ryan.
modern eyes is work done from per- | established at the Art Centre, show- *
haps the twelfth century on. It is|ing original works that have been
ct:]o\:zhtu:o hsv: be-er:l h: n&out ;he reproduced in magazines and news-
rtoenth  century that the fine|papers. These were made for repro-| Newark Museum. French and Span-
lm: ‘C"—’r}aﬂi‘c-;bexﬂf‘l t(;“bu“mn‘de. duction and are better in thelr sec-|ish chuich furniture from me‘n‘;
pree el ‘z "pem::ek:?» :“ .!n‘-‘:z;\ma than in their original state. Also|teenth to the elghteenth centuries,
tighile th b A o4 | one misses the captions. Technlically | together with a few examples of
o characteristics Of €I8y | and sentimentally, they cover th:|stained glass and sculpture, are
even {n tho earliest periods in Persia | field. There are the smart youhs Shown. Models of Gothic, Eastern
were ‘always" respected * * * full | hioods, the old-fashioned lovers, the|and English cathedrals, made by the
realization of the possibilities of the | gjegfried of modern warfare; there | 1ate Mayor Raymond of Newark, are
“raft camo with' the Seljuk and |jo‘the appeal (with a proper sob) of |also on view. A group of Spanish
Mogul potters from the twelfth to |4 py.gone day and there are Garrett | textlles, largely of the sixteenth cen-
e oustessth centuries, and under |prive's things for The New Yorker. |tury, lent from the collection of
thelr sensitive hands,! he observes, | we encounter the smart café, the|Frederic F. Wilkins, will be found in
guided by a perfect taste and a|g;oien Millais kind of thing, and, the first-floor galleries.

lively imagination, inspired and | pjoeq him, Denys Wortman, formerly
helped by poets, calligraphers and| oo mpe World, now drawing his car-
painters, the .gw.k of the ceramle art | toor o For The World-Telegram. l__vv_m_MQu 147
N showing her even American 2
National
of Design

masters of water-color,” Mrs. Hal-
pert of the Downtown ‘Gallery
215 WEST 57th ST.
Daily 10 A.M. 10 6 P.M. junday 130 to 8-PvM.

says that for years she Das beef
ADMISSION FREE

NEWARK: An ecclesiastical exhi-
bition s now in progress at the

. 2
HE inspiration of poets and of
splendid craftsmen is I:ldeed {e_ll

hearing arguments about which of
them is tho greatest. .Now they are
all_hereson . her wal

theu?:e::es. ‘Holger %nhm,
foreword, says gomething pertinent to
those who have belittled this me
dium.

With the exception of Marin, and
possibly of Pop Hart, these Ameri-
cans have in common something that
one expresses badly by calling it a
chaste point of view. Here are tact
and taste and charm and delicacy

tiles and seal cylinders,
d 1acquers and glass, in
~truly ~magic
place between

drugs, in th

the 'benu{xEx textiles and Bsuperd

e are many more. This no-

" of course, far from being

etd, Tom T EuTIIClent

arity with the collection could

’that. It is merely an attempt

ture snd fix an impression of

extraordinary depth of ‘& personal

Uand intultion that with the

passing of Miss Bliss has vanished
from our world of art.

Ol NEW YORK

adult has not ‘humiliated himself by
giving the child silly or ugly things
—even though the child might prefer
them (7). The textiles are particu-
larly| good. Two complete rooms,
one for a girl of 8, the other for &
boy of 12, are the ‘most consplcuous |!
nxhl.!l)lta. &

This page did an enthusiastic para-
graph about the Russlan pleture
Bocks when they were first meen | |imspection 1‘,‘“““"-
about two years ago. They ar2|® e o
everybody's plcture < books. Good t
maps, good pottery, good furniture, |
good silver, good posters, good repro-
ductions are everybody's business.
And it was quite thrilling to see re-
produced a Metropolitan Museum
plcture that this writer adored as 2
child—the pleture of a little boy.

‘The Woman's City Club, until the
mliddie of April, is showing work by
{ts artlst members, some thirty in

ottery, painting, etching, draw-
nd water-color.

- ookbindiis -and “the
paintings that found &
these covers.

The exhibition emphasizes, one is
grateful to discover, quality rather
than quantity. The arrangement of
the uncrowded rooms is excellent.
And the educative yalue of a display
ke this becomes pointedly apparent
as one notes the influence that Par;
e st nlreadyx hi“ ::‘i.'e “‘i ‘:ll,le and precision and elegance and sub-
o) e porary Western de-| ety il I, But it you

w re the kind of pers
'l&n.;ﬂnl:h,":’é: ;fn:::e::;no:g:):‘::. fange and depth and earthiness and
al In;

it even vulgarity better, then American
e {“"2}5““ “"m“m?.:m:- water-colors seem & bit thin—though
.| pose 0 al C/ .

while the pup! one trembles to uyul ;
Mrs. Halpert’s enthusiasm.
:"k;n £ ::;m:‘:;zmh lo Institute has invited the
uced m: A
show as it stands.
T e D e Pean o o emcotors _are  lotely.
‘0

lum:
|18 to remain until toward the & s delicate Pl
|| May, 80 that ample time for P

e —————
7MASTERS OF
WATER COLOR

Demuth Marin

Dickinson Sheeler

“Pop” Hart Walkowitz
Wm. Zorach

THE DOWNTOWN GALLERY

113 West 13th St. New York

IMPORTANT EXHIBITION OF

YOUNG AMERICAN ARTISTS
o

for Social Research
est 12th Strest

28th, Inclusive
2:30 uatl 8 P. M.

New School
6 W
e
Sheele x » iy
they will never die.’ = ral Park'
Il be Tound an ex- |py A. Walkowitz in pastoral mood,
& clever decora- | gpreads over the entire e
tive paintings done in fresco seccojot gentle Sund
.| py Stowitts (employing just a single | Fisherman” 18 0
1| name seems to be quite popular the:
1| days). Stowltts, who has taken his| 2nd one of the
subjects trom life,
«yanishing India
4 crafts

. 5 ves
N another floor at the Brooklyn nt!
Museum Wil

tensive serles of RECENT PAINTINGS

VAN PERRINE _

GRAND CENTRAL GALLERIES
15 Vanderbilt Avenue

Pop

flavore
“Arab Bathing His Horse
& | The 150 canvase:
y | graphic painting,
n|{ tators tho ap]
7- | rative rather

As a matter of speculation,

-

.
Richards is exhibiting photo-
graphs at the Delphic Studio until
$t may | March 30, Her early work is tinged
with an imitation of painting &
phase  that photography went |
Parough and is now safely over. Her
smart and humor-

¢ auhisct

oILS and wusnconons'\
Emil Holzhauer |

N GALLERIES
MORTEN Snsirest |

- thn shaing o
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dern Museum’s

tably and qui the
in its eouecﬁogkg,ot on|

P. Bliss Interna-
en occupies
e
) remode!
ormer home of the Whitney
‘(Museum of American Art. It
Jis the first effort by a major
m to make its entire col-
|lection available for systematic
of In wellli
sirooms with

'

Painting being placed on movabe screen at Lillie P, Bliss
International Study Center at Museum of Modern Art.

been possible in the past,” he
. ’d

will also develop and expand
educational serv?ces.

There are some objects that

e can’t be seen,” said Rene

court, director of the

seum, who announced plans!

or the center in 1949. “It is
first center that has

art . In universities

| libraries, they have books,

&}u‘nﬂ. never the

s
=

as a year.
ch at a

heon, William S. Paley, |small
pf the Colum-|fron

Sia Mon. Jobn D
Jr. A
wmmn.ak

said.
A tour of the facilities pre-
sented a picture of neatly fur-

have not been integrated into
the museum’s study center.

600 sculptures and 2,000 paint-

%who + will

Mr. d oncourt as|Almost 1,000 paintings have

on July 1, said thelbeen placed on 11-by-13 foot|
aluminum screens that slide out

W-(of file-like side-stor:

ers and can be easily moved

into another room for scrutiny.

5 2 The pa
dedication-|by the names of the artists. The
em and|The larger works fill the center
museum, (of the room, standing on
, whafor easy moving b;
in 1929(similar” to t.heth'e
J. an|move 0 on i
Anne Coffin Hansen, who

nished working quarters with
easily accessible files and in-
genious devices for displaying
art.

On the third floor, for ex-
ample, the palnting and sculp-
ture department has on tap

Most of these are
models that are too large to be
displayed in the present area.
“Our interest is not in
archives, but in how they are
being used,” Mr. Lowry ex-
plained.

As a touring group entered
the design department area,
with its hoard of 1,500 objects,
neatly but nonobjectively dis-
played in well-lighted cases,
giving the illusion of entering
a department store showroom,
a young woman was heard to
say softly, to a staff member,
“Get your order book ready.”

ings that are not on public view.

e on roll-

intings are arranged
sculptures fill glass-

architectural|-

ted shelves in a large room.

ts
mobile lifts
-lo’s” that

Dr. Anne Co
becomogixectorofthecen-

ter on Sept. 1, said that part of
uﬁnﬁetsmhmmedmh:&

ngs and prints
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Artillery (50 [1919]: 45560, and 51 [1919]: 445-49),
and in 1944 he published the book Mathematics for Ex-
terior Ballistics to make his knowledge available for
World War II. In 1925 he received the first Chauvenet
Prize of the Mathematical Association of America for
his paper on algebraic functions and their divisors, a
topic outside his main field of research. He did some
brilliant teaching in quantum mechanics in the late
1920s when that subject was just breaking. He sum-
marized this in “Calculus of Variations and the Quan-
tum Theory,” his retiring address as vice president of
section A of the American Association for the Ad-
vancement of Science, later published in the Bulletin of
the American Mathematical Society (38 [1932]: 201-24).

Bliss was elected to the National Academy of Sci-
ences (1916) and the American Philosophical Society
(1926) and was president of the American Mathemati-
cal Society (1921-1922). He served as an editor for the
Transactions of the American Mathematical Society
(1908-1916) and on the board of the (then new) Na-
tional Research Council fellowships (1924-1936).
Bliss headed a government commission to construct
precise rules for assigning to states seats in the U.S.
House of Representatives, under the vague constitu-
tional provisions for proportional representation. He
managed the planning and construction of Eckhart
Hall as a mathematics-physics research-teaching facili-
ty of the University of Chicago (1929-1930). Bliss died
in Chicago.

« Gilbert Bliss, “Autobiographical Notes,” American Mathe-
matical Monthly 59 (1952): 595-606, was published posthu-
mously from a 1938 manuscript. It is particularly significant
for Bliss’s account of his teachers as well as his statement of
his philosophy of graduate education. For a short biography
see Ronald S. Calinger, “Gilbert Ames Bliss,” Dictionary of
Scientific Biography (1970). Lawrence M. Graves, “Gilbert
Ames Bliss,” Bulletin of the American Mathematical Society 58
(Mar. 1952): 251-64, is the official obituary with a complete
list of his publications. E. James McShane, “Gilbert Ames
Bliss,” National Academny of Sciences, Biographical Memoirs
(1958), includes an informed critique of his work in ballistics
as well as in the calculus of variations. Also see Saunders
MacLane, “Biographical Memoirs: Gilbert Ames Bliss
(1876-1951),” Yearbook of the American Philosophical Socie-
ty (1951). W. L. Duren, Jr., “Graduate Student at Chicago in
the Twenties,” American Mathematical Monthly 83 (1967):
243-47, repr. in A Century of Mathematics in America, pt. 2,
ed. Peter Duren (1989), recalls Bliss and his department from
a student’s point of view. MacLane, “Mathematics at the
University of Chicago,” in the same volume, covers the Bliss
period in a history of the department.

WiILLIAM L. DUREN, JR.

BLISS, Lillie P (11 Apr. 186412 Mar. 1931), art collec-
tor, patron, and benefactor, was born Lizzie Plummer
Bliss in Boston, Massachusetts, daughter of Cornelius
Newton Bliss, a dry goods merchant who was active in
Republican Party politics, and Elizabeth Mary Plum-
mer. In 1866 the family moved to the Murray Hill Sec-
tion of New York City, where as a young girl Bliss was
privately educated. She lived there until 1923, when
her mother died. Bliss acted as hostess in New York

BLISS * 27

and Washington, D.C., for her father, who served as
secretary of the interior (1897-1899) in the cabinet of
William McKinley after declining McKinley’s offer to
run as his vice president; he was also treasurer of the
Republican National Committee from 1892 through
1908.

Bliss’s life in New York centered on her devotion to
promising artists and musicians. Although “in manner
she was quiet, . . . the gentlest, and certainly the most
modest of women, she was absolutely independent in
her taste and courageous as to her method of doing
things” (Eleanor Belmont in Memorial Exhibition cata-
log [1931]). She was an accomplished pianist, founded
the Kreisel Quartet, and supported the Juilliard Foun-
dation for musical education, performance, and publi-
cation.

However, the visual arts overtook even Bliss’s pas-
sion for music. Her most enthusiastic cultural commit-
ment was to the International Exhibition of Modern
Art, known as the Armory Show, which opened at the
Sixtieth Regiment Armory on 17 February 1913. Ar-
thur B. Davies, a painter and one of the organizers of
the Armory Show, was her mentor and close friend.
Attracted to the lyrical quality of his work, Bliss had

-

been purchasing his paintings since 1907. Davies was
knowledgeable about European art, and, as a result of
their alliance, Bliss began collecting art in earnest by
purchasing five paintings and some drawings and
prints from the show. In 1921 she was one of those
who persuaded the Metropolitan Museum of Art to or-
ganize an exhibition of works of the impressionists
through Pablo Picasso’s pre-cubist period. However,
the hostile press reaction to the exhibition caused that
museum to avoid another exhibition of the kind for
some time.

In spite of her professional interest and support for
the arts, Bliss kept most of her purchases out of the
sight of her family, who found modern art bizarre and
distasteful. On her mother’s death in 1923, Bliss pur-
chased the top three floors of an apartment house on
Park Avenue, where she could hang all of her pictures
freely and entertain her wide circle of friends from the
worlds of art, music, and theater.

The great collector of modern art John Quinn died
in 1924, and Davies died in 1929; the sales of their col-
lections made it more apparent than ever among pro-
gressive New Yorkers that a museum devoted to mod-
ern art was needed. In 1929 Bliss, together with\two
other influential and public-spirited women, Abby Al-
drich Rockefeller and Mary Quinn Sullivan (both col-
lectors and part of the New York establishment),
founded such an institution. The three knew each oth-
er through their visits to art galleries and frequently
met for tea at the Cosmopolitan Club. The necessity of
founding a museum devoted only to modern art was a
subject of great importance to them.

The opening of the Museum of Modern Art on 7
November 1929 was a courageous action that revolu-
tionized the idea of the art museum in the United
States; at the time it was unusual to exhibit early twen-
tieth-century art or the work of living artists in an
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American museum. With Rockefeller as Pi?nidﬁﬂt,
Bliss was an actively engaged vice president of the mu-
seum until her death in New York City. However, the
new museum did not yet have its own collection of
masterpieces. When Bliss died, she provisionally be-
queathed to the museum the major part of her impor-
tant collection on the condition that within three years
it raise $1 million to endow its survival as a permanent
institution. Because of the depression the estate low-
ered its price to $600,000, and the necessary funds
were raised among the trustees. The terms of the Bliss
bequest were met, thus securing a magnificent group
of modern paintings that became the cornerstone of
the museum’s collection. Included were works by Paul
Cézanne (twenty-one), Honoré Daumier (one), Edgar
Degas (eight), Paul Gauguin (two), Henri Matisse
(two), Pablo Picasso (two), Qdillon Redon (two), Au-
guste Renoir (one), Jean Jacques Rousseau (one), and
Georges Seurat (nine), and fifty prints.

A significant and generous provision of Bliss’s will
allowed the museum to sell or exchange works from
the Bliss collection to acquire other important or need-
ed objects, such as the 1939 acquisition of Picasso’s
Les Demoiselles d’Avignon in exchange for Degas’s
Racecourse (1884). Hundreds of works in the museum
collection are credited as “acquired through the Lillie
P. Bliss Bequest.” During her lifetime she was known
as Lillie, using the name Lizzie only when she signed
checks; after her death, Cornelius Newton Bliss, Jr.,
her brother and executor, had her name legally
changed to Lillie when her collection was provisional-
ly bequeathed to the Museum of Modern Art.

Bliss was much beloved, and although her time dur-
ing the last years of her life was largely spent on muse-
um affairs, many others were generously remembered
in her will: the Metropolitan Museum of Art, the Soci-
ety of the New York Hospital, the Broadway Taberna-
cle Society, the New York Association for Improving
the Condition of the Poor, the Brooklyn Museum of
Arts and Science, and several individuals. However,
her foresight, courage, and generosity as a collector
and patron were most widely noted and acknowledged
in the obituaries and tributes that appeared in newspa-
pers and periodicals throughout the world. More per-
sonally, her kind and gentle nature was recalled by her
friend Eleanor Belmont, who delivered one of the eu-
logies at the service preceding the opening of the me-
morial exhibition The Collection of the Late Lillie P.
Bliss at the Museum of Modern Art on 17 May 1931:
“God gave us memory so that we might have roses in
December.”

« Correspondence and other relevant documentation on Bliss
can be found in the Lillie P. Bliss Scrapbook, A. Conger
Goodyear Papers, Public Information Scrapbooks, and Eliza-
beth Bliss Parkinson Cobb Oral History, all in the Museum
of Modern Art Archives. Catalogs published by the Museum
of Modern Art for exhibitions of the Bliss collection include
Memorial Exhibition: The Collection of the Late Miss Lizzie P.
Bliss (1931) and The Lillie P. Bliss Collection (1934), in which
her one known piece of writing, “From a Letter to a National
Academician,” appeared. Modem Masters from the Collection

of Miss Lizzie P. Bliss (1932) was published by the John He-
ron Art Institute, Indianapolis, Ind., when her works were
shown there. For secondary source material, see Alfred H.
Barr, Jr., “Chronicle of the Collection” and “The Lillie P.
Bliss Bequest,” Painting and Sculpture in the Museum of Mod-
ern Art (1977), pp. 620-24, 651-53. References to Bliss can
be found in Milton W. Brown, The Story of the Armory Show
(1988); Geoffrey T. Hellman’s two-part article “Profiles: Ac-
tion on West Fifty-Third Street,” New Yorker, 12 and 19
Dec. 1953; Hellman, “Profile of a Museum,” Art in America
52 (Feb. 1964); Russell Lynes, Good Old Modemn: An Inu-
mate Portrait of the Museum of Modern Art (1973); and Aline
B. Saarinen, The Proud Possessors: The Lives, Times and
Tastes of Some Ad American Art Collections (1958).
Obituaries and editorials are in the Nez York Times, 13 and
16 Mar. 1931.

RONA ROOB

BLISS, Philip Paul (9 July 1838-29 Dec. 1876), hymno-
dist and musical evangelist, was born in Clearfield
County, Pennsylvania, the son of Isaac Bliss and Lydia
Doolittle, farmers. As an adolescent, he worked on
farms and in lumber camps. Bliss proclaimed his per-
sonal conversion to Christ in 1850 and joined a Baptist
church. After attending a select school in East Troy,
Pennsylvania, in 1855 and working on a farm during
the summer, he taught school in Hartsville, New
York, during the winter of 1856. The following year
he received his first formal instruction in music at
J. G. Towner’s music school in Towanda, Pennsylva-
nia. During 1858 Bliss taught school in Rome, Penn-
sylvania, where he boarded with the Young family. In
1859 he married Lucy Young, the oldest daughter of
his hosts; the couple had two children. In the early
1860s Bliss taught music at Pennsylvania schools dur-
ing the winter months, worked on his father-in-law’s
farm during the summer, and attended occasional nor-
mal academies of music in Geneseo, New York.

In 1864 Bliss sent one of his song manuscripts to
George F. Root, a music publisher in Chicago, 1lli-
nois, who purchased it. Root was known as a “lay-
man’s composer” because he wrote and published mu-
sic primarily for performance by amateur musicians in
the home, classroom, and church. Like Root, Bliss
composed songs that appealed to the musical tastes
and performing abilities of church congregations. In
the summer of 1865, the Union army drafted Bliss but
discharged him only two weeks later because the Civil
War had ended. At the invitation of Root, Bliss moved
to Chicago in November 1865 to work as a representa-
tive for the music publishing firm of Root and Cady.
For nearly a decade he wrote songs, gave concerts, and
held musical conventions throughout Illinois. and
neighboring states. In 1870 he became the director of
music for the First Congregational Church in Chicago,
where he also served for a time as Sunday school su-
perintendent. His first songbook, The Charm, was
published in 1871, and several more followed in the
next few years. They became especially popular in the
growing number of Sunday schools across the nation.

In his songwriting, Bliss sometimes collaborated
with Root or Ira D. Sankey, the song leader for the
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Oxford University Press

March 1999

Dear contributor:

Ten years in preparation, the 24-volume American National Biography was published, under the auspices
of the American Council of Learned Societies, by Oxford University Press in January of this year. You
and more than 6,000 other contributors wrote the 17,450 articles that have made the ANB the preeminent
biographical dictionary in the field of American history. Confirming the work's stature, the American
Library Association has awarded the ANB the Dartmouth Medal for best new reference work produced in
the United States.

Enclosed are tearsheets of the ANB article(s) that you wrote. The text is under the copyright of the
American Council of Learned Societies, which reserves all rights to its reproduction and reuse. The basic
bibliographical details are as follows: American National Biography, ed. John A. Garraty and Mark C.
Carnes, 24 vols. (New York: Oxford University Press, 1999). The tearsheets show page numbers but not
volume numbers; please consult the list below.

Within a year from now, the ANB will appear on the World Wide Web in an online edition. Updates of
previously published articles will be made regularly; portraits of subjects will be added as well. And with
steady incremental increases of new articles, the ANB will expand its coverage of people who died before
the end of 1995 (the cutoff date for inclusion in the print edition) and of notable figures who have died
since.

We welcome corrections of errors, new citations for bibliographies, and suggestions of articles to be
added. Please send us information on how we may best contact you--by conventional mail, telephone,
fax, or e-mail--so that we may update our records.

We would also like to encourage you to see whether the ANB is available at the libraries that you
patronize. If it is not, the library staff can contact Oxford’s Library Sales Department at 1-800-624-0153.

The ANB will live on as a dynamic, ever-more-comprehensive reference source for generations to come.
Thank you for participating in the creation of this landmark work. We hope that you will want to aid in
its further development.

American National Biography
Oxford University Press

2001 Evans Road

Cary, NC 27513
anb@oup-usa.org

Volumes of the ANB:

Aarons — Baird
Baker - Blatch
Blatchford - Burnet
Bumett - Clarke, L.
Clarke, M. - DaCosta
Dafora - Dubuclet
Dubuque - Fishbein
Fishberg - Gihon

0N W» A W —

Gilbert - Hand

Handerson - Hofmann
Hofstadter - Jepson
Jeremiah - Kurtz
Kurtzman - Lovecraft
Lovejoy - McCurdy
McCutcheon - Moskowitz
Mosler - Parish

Park - Pushmataha
Putnam - Roush
Rousseau - Simmons
Simms - Stratemeyer
Stratton - Tunney
Tunnicliff - Welk
Wellek - Wrenn
Wright - Zworykin
(plus indexes)

2001 Bvans Road ¢ Cary, North Carolina 27513-2010 * Telephone 919-677-0977
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Contributing Editors
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Volume XVII, Number 7 April, 1931
Cover Design
Lilya, by Eugene Speicher
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A GOODLY HERITAGE

HE bequest of the Lizzie Bliss Collection to the Museum of Modern Art,

after certain conditions have been fulfilled, makes it easier to imagine the

Museum installed in some central location, such as the new Rockefeller
development, and permanently financed with some such sum, for a starter,
as, for example, $3,000,000. The bequest is a nucleus round which to build; a
magnet for other collections; a continuing, living reply to the doubters; a pass-
ing on of the torch; a goodly heritage. It begins the transition of the Muscum
from a temporary place of exhibitions to a permanent place of lasting activities
and of acquisitions.

The formation of the Bliss Collection paralleled in time the long campaign
of the pioneers in America for Modern art. It was begun when the martyrs
would not bow their heads, however many rocks were thrown at Cubism,
Picasso, Matisse and the others and when even Cézanne still stirred protests.
It was begun before Fifty-seventh Strect had laid eyes on a Modern picture,
when those who now make millions in Modern art, looked upon their present
remunerative favorites much as an estate lawyer might look upon a Red meeting
in Union Square. '

Formed during the years of a colorful fight the collection finds its destined
home when the men for whom the martyrs fought are being swamped in unmerci-
ful popularity. It grew up during the time when the old museums held off,
obstinately against Modernity. The collection logically belongs to the young
Museum which came into being after the battle for Modern art was over and the
smoke had cleared away. Collections, like the Bliss Collection, made in sym-
pathy with contemporary art are, therefore, its rightful inheritance.

The activities of the Museum of Modern Art have stimulated the New York
public to a larger, keener interest in the art of this and the immediately preced-
ing periods. Inevitably they have aroused, together with an immense amount
of favorable comment, the proportion of adverse criticism that live institutions
expect and cherish if only as one of the signs that they are alive. Success begets
rivals just as depression undermines energy. What with rivalry and depression,
hopeful enemies had already begun to ask whether we actually need a museum
of modern art. I do not believe that the generous bequest of Miss Bliss was an
intentionally affirmative answer to this question. Yet in effect it does answer
the question in the affirmative. Miss Bliss was the type of collector who could
believe in an institution before its foundations were set.

There are many types of American collectors. They differ too greatly in
their individual desires and ambitions to be casily classified. For the Morgan
and Frick type of collector collecting might be said to have been in part the
result of a desire to express grandeur: a warm, large, uneven expression on the

part of the late J. Pierpont Morgan; a more careful, more limited, more cal-
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culating expression on the part of the late Mr. Frick. Emulation of Mr. Morgan
undoubtedly played its role in starting Mr. Frick. Morgan differed radically
from the Medici, inasmuch as he ignored the artists who were his contem-
poraries, but something of Medici grandeur and scope was his vague aim and
in his conglomerate collecting he scooped up many treasures. I never saw him
in a2 modern exhibition.

The fortune of Miss Bliss did not reach the bottomless pits of gold which
Mr. Frick was credited with possessing. Her ambitions as a collector differed
radically from the Morgan-Frick type of ambition. The symbols of grandeur
were not her aim, but a life. Miss Bliss could never have enjoyed the con-
fidently impersonal attitude toward art or the confident superiority toward
living artists that Mr. Frick enjoyed. Before she could advance very far in
collecting it was necessary for her to feel a personal friendship for one or more
living artists.

Arthur B. Davies was her teacher. To be sure as her collection grew her
confidence grew, but as long as the reign of Davies lasted his word was law.
Miss Bliss did more than buy an endless number of the works of Davies in all
the mediums which he employed; she converted others to a belief in the sanctity
of his leadership. Art with her being on one side a kind of Davies religion she
followed him in his admiration for Cézanne. She followed Davies also in his
eventual complete absorption in the then current @sthetic beliefs in Paris. But
Miss Bliss was a member of an established conservative New York family and
she was not a child when Davies became the outstanding artistic influence in
her life. So that, although intellectually sympathetic with the Davies view-
point on French art, she did not follow him in what might be called his more
experimental purchasing of the works of the then younger living men.

When I used to know the collection some years ago it was confined pretty
generally to such nineteenth century leaders as Cézanne, Van Gogh, Gauguin,
and Degas, with no important excursions such as John Quinn made in the realms
of what the academicians used, more confidently then than now, to describe as
“cock-eyed” art. On the American side the collection has always been very
limited, consisting mostly of Prendergasts and Davies, with scattered speci-
mens by other friends of Davies.

After the end of the Davies regime, and an interlude of patronage of the
theatre Miss Bliss helped the Museum of Modern Art to organize. She was
then drawn out toward a more understanding view of what other American
artists are doing but none of the others superseded Davies in her esteem. Her
Cézannes remained, for a very good reason, the apple of her eye. But to give
the impression that Miss Bliss was merely led by the hand by Arthur B. Davies
and told by him what to look at and what to buy would be entirely false. Miss
Bliss was not a John Quinn. She was neither mercurial nor reckless. Combined
with a capacity to admire and interest herself in artists was a kind of staunch
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sobriety. Her friendship for Davies had its counterpart in the friendship of Mary
Cassatt and Mrs. H. O. Havemeyer. But Miss Bliss was much more warmly
concerned with the lives and welfare of the artists about her than was her col-
lecting predecessor. That she took an acute interest in the development and
eventually permanent installation of the Museum of Modern Art is sufficiently
proved by the generosity of her bequest.

If anyone seriously could have asked the question: ‘Do we need a Museum
of Modern Art?"’ no one could answer the question more firmly in the affirma-
tive than did Miss Lizzie Bliss when she wrote her will. An artist herself in
the realm of music, which also benefited from her generosity, collecting and her
association with artists, painters, actors, musicians were to her of the utmost
personal moment. She had sufficient appreciation of the enrichment that art
brings to life to pay the final tribute to art that she so generously did pay. Many
single ladies have tried to meet the attack of years with bridge and charity.
Miss Bliss had the instinctive superiority to know that art is a far stronger
weapon. And through her gift the torch that she held she passed on.

Forses WaTson.

BUST OF AN ARCHANGEL
BY A FOLLOWER OF DUCCIO DI BUONINSEGNA

Jobnson Collection
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PATRONS

he heart of the Museum of Modern Art has

long been its unrivaled collection of paint-
ing and sculpture. The collection’s original core
was the gift of one of the museum’s founders,
Lillie P. Bliss. When the Modern opened its tem-
porary facility in Queens, it was a joy to find that
three icons of the collection, Cézanne's Bather,
Picasso’s Les Demoiselles d’Avignon and
van Gogh's The Starry Night, were on view. All
were acquired directly or indirectly through the
bequest of Lillie Bliss, one of the least-known
collectors of her generation.

In August 1930, nine months after the muse-
um opened, Bliss executed her will, giving the
cream of her holdings to the new museum. Her
action, known only to her brother, affirmed her
belief in an institution whose own foundations
were not yet secure. The terms of her will were
imaginative and generous: they allowed the
museur to sell or exchange works from her col-
lection to make other needed acquisitions; for
example, Les Demdiselles was acquired in 1939
through the sale of a Degas oil for $18,000, plus an
additional $10,000 in cash.! Her will set a standard
for the future upon which others would build. When
Bliss died less than a year later, in March 1931, her
collection, which included masterpieces by Seurat,
Gauguin, Matisse and Picasso, in addition to one of
the most important privately held groups of
Cézannes in America at that time, guaranteed the
museum’s future. Indeed, Lillie Bliss did nothing
less than ensure that a museur devoted to modern
art would exist in New York.

Bliss was one of a group of enlightened patrons
whose vision revolutionized art collecting during
the early 20th century. Several of them are known
through institutions that bear their names: Albert
(. Barnes, Duncan Phillips, Helene Kroller-Miiller,
Gertrude Vanderbilt Whitney, Solomon R.
Guggenheim, Peggy Guggenheim.” However, there
are others, less known and many of them women,
such as Katherine Dreier, Galka Scheyer, the
Cone sisters in Baltimore, and the Davies sisters
in Wales,” who, like Bliss, were instrumental in
paving the way for the appreciation of modern art.
Although the products of different backgrounds
and communities, all these collectors had several
important things in common: they were born into
the Victorian age; their activities bridged a transi-
tion into the modern era; and they combined a
love of collecting, a passion for modern art and an
interest in new ideas. They acquired the advanced
art of the time for their personal satisfaction, and
when their activity became known, they helped to
create an environment receptive to modern art.
Now, in a time of intense curiosity about collec-
tions and collectors, it is remarkable that Bliss is
mostly forgotten. As an accomplished pianist and
would-be playwright, she understood the artistic

A Noble gacy

Soon after the Musewm of Modern Art in York was founded, the bequest of Lillie P. Bliss (1864-1931)
played a crucial role in establishing a permanent collection for the fledgling institution.

BY RONA ROOB

Lillie P. Bliss, ca. 1924. Bliss Family papers, New York.

temperament, and was an informed and ardent
patron of music and the theater. But for more
than two decades, from 1909 to 1931, art was her
passion. She believed in the artists she befriended
and supported them by buying their work; follow-
ing their lead, she boldly collected work by other
artists whom they brought to her attention,
notably Cézanne and Seurat.

woman of privilege who never married, Lillie

Bliss cherished her privacy. She was rarely
photographed, but we know she was of medium
height, slightly plump, with a fair complexion and
crystal-clear blue eyes. She dressed conservative-
ly, wore little makeup and was unpretentious. She
did not care about the latest couture fashions and
preferred antique jewelry. She was not a strong
physical presence and did not stand out in a
crowd. Among friends, she was outgoing, pleasant
and full of enthusiasm for what she was doing. A
close friend described her:

In manner she was quiet, somewhat unimpressive, yet
always alert and at moments of which she was unconscious
one caught the vision of a radiant spirit. Apparently the
gentlest, and certainly the most modest of women, she was
absolutely independent in her taste and courageous as to
her method of doing things. Having an instinctive love of
the arts and a finely trained aesthetic perception she wove
a pattern of brilliant color into the stereotype background
of a conventional life.!

Lillie left very few records in her own hand, either
about personal relationships or her collecting
activities. She wrote prolifically only to friends
who were away or when she was out of town, and
she requested that her papers be destroyed upon
her death. However, it is possible to know and
understand her as a person and as a collector

f

through the letters that remain, through her
involvement in events of her time and through
other people’s observations.

One of these people was her niece, Elizabeth
Bliss Parkinson Cobb (1907-2001).° Following
Lillie's wishes, Eliza and her father, Lillie’s
brother Cornelius, burned Lillie’s papers in the
fireplace. Eliza Cobb later said that had her
father not been there, she might have saved
them or at least read them. She was very close to
Lillie and spoke of her aunt warmly as a patient
and loving person who adored her and her broth-
ers. The closeness of the Bliss family was central
to Lillie’s stable “life full of happiness,” as she
wrote to her brother the year before she died.

We also know her through her friends in the
music and theater worlds. One of the closest
was the multitalented Eleanor Belmont, with
whom Lillie shared many interests. Belmont,
one of the most generous patrons of the
Metropolitan Opera and the originator of its
Opera Guild, was in addition an indefatigable

fund-raiser for victims of World War I and the
Depression. She was also a writer, and she gave
up an illustrious career as an actress—George
Bernard Shaw wrote Major Barbara for her—
when she married the wealthy and powerful
August Belmont who, among other interests,
owned the IRT subway in New York and Belmont
Raceway. Eleanor traveled, and Lillie kept her
up-to-date on events in New York. In early 1930,
Lillie wrote that the Modern Museum was flour-
ishing and gave her a “gorgeous thrill and plea-
sure.” Lillie’s wide-ranging interests are apparent
in these letters: unemployment, “crumbling
stocks which never strike bottom,” the museum,
and what was happening in music and the the-
ater. “If I attempted to write down a day’s doings
it would sound like one of [James] Joyce's most
disconnected pages—minus the squalor, I
hope!”®

Another friend was the actor Walter Hampden,
whom Lillie met in the early 1920s. His Cyrano
and Hamlet were the sensations of the theater
world at that time.” According to Paul Hampden,
the actor’s son, on Nov. 20, 1923, Walter Hampden
fell out of a tree in Act III of Cyrano and broke his
heel. Lillie insisted that he and his family move
from their hotel into her town house so he could
be cared for properly. The Hampdens continued to
live with Lillie when they were not on the road
until her death in 1931. Paul Hampden described
a very active household full of art—on walls, in
boxes and in closets—with people coming and
going and the telephone constantly ringing.® He
also recalled that Lillie loved cars. She inherited
three from her father and in 1925, with great
excitement, traded a 1905 Rolls-Royce for the car
of the day, a Pierce Arrow.

Art in America T
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Bliss was Davies’s major
patron; he in turn helped
shape her coliection.
And it was Davies who
planted the idea in her
that a permanent place
for modern art should be
established in New York.

Maurice and Charles Prendergast: The Spirit of the Hun

Lillie, as she was always known to her family and
friends, was born Lizzie Plummer Bliss in Fall
River, Mass., on Apr. 11, 1864. She used the name
Lizzie only when signing checks and her will. She
was the younger of two daughters and the second of
four children of Cornelius Newton Bliss (1833-1911)
of Fall River and Mary Plummer Bliss (1836-1923)
of Boston. Her older sister Nellie died in her tenth
year when Lillie was seven years old, and a brother
George, born 11 months after Lillie, died in infancy.
Only Lillie and her brother Cornelius, Jr., 10 years

t, ca. 1917, tempera, pencil, gold and silver leaf

on gessoed panel, 55 by 81’ inches, commissioned by Bliss. Private collection, Washington, D.C.

Arthur B. Davies: One of 13 panels from Bliss mural, ca. 1941, oil on canvas, 92 by 108 inches.
Munson-Williams-Proctor Arts Institute, Museum of Art, Utica, New York.

younger than she and known as Neil, Survive
hood. Her father, a successful textile me
moved the family to a sixstory house at 29 E
Street in the Murray Hill section of New Yo
Lillie was two.

The Blisses were comfortably affluent ar
cally influential. However, despite their pror
the family lived outside the public eye. C
Bliss was one of a coterie of Republican leac
were in the forefront of party affairs for over
ation. He was treasurer of the Republican
Committee from 1892 to 1908, served as cha
the New York State Republican Party, rep)
New York at Republican conventions, and
offers to run for governor and mayor of New
several occasions. He rejected William Mc
offer to be his vice-presidential running mat«
and supported the choice of Theodore Roose
he did accept the post of secretary of the in
McKinley's first cabinet, serving from 1897
During the time that her father wo
Washington, Lillie often acted as his hoste
infrequent but lavish parties.

Until 1923, when her mother died, Lillie
New York centered around the family’s
37th Street. As an adult she was responsibl
mother’s care: after the tragedy of losing |
dren, her mother had increasingly become
bound invalid. Lillie ran the house, did the ¢
and took her mother on chauffeur-driven au
rides in the afternoons. A week after her
death she wrote: “My mother has been the «
my life—without her I seem lost—so I n
wait with patience for the direction that w
come.”

In New York, Lillie regularly attended «
went to the theater and frequented art §
Throughout her youth the emphasis at hom
music, and her love of music, both classical
temporary, led her to support young piar
opera students and to help found the Juillia
Foundation (now the Juilliard School). W
believed in someone’s career or talent she s
them unequivocally and often anonymously
reader, she was fluent in French and ar
plished pianist. In the early 1920s she w:
adapting Joseph Conrad’s novel The Rescu
stage, going so far as to contact Conrad’s
agent and to meet with publishers. Sk

Hampden in 1924, “I have spent a solid we¢
six hours a day, with ‘The Rescuer’ [sic].
typing it today at five o'clock and there
fair copy awaiting your pruning knife.”"
Cobb recalled, Lillie was well informed a
“tremendous life of the mind.""

The Bliss family’s interest in music did n
to art. One of Lillie’s early connections with
al arts was probably related to her father's
ship in the Union League Club, of which
was president from 1902 to 1906. It organize
tions of works by living artists, lent by ¢
artists and galleries such as Durand-I
Knoedler; for example, in 1891, 34 works t
Monet were shown. These shows were
advertised, open to all and well attended.

However, it was her friendship with (¢
Archibald Herter (1865-1910) that bridge«
between music and : r Lillie. She ar
shared a serious interest in music; h
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The first masterwork purchased
by MOMA through the Bliss
bequest was Les Demoiselles
d’Avignon, acquired in 1939

Sfor $28,000: $18,000 from

the sale of a Degas otl, plus
$10,000 in cash.

Above, Edgar Degas: Jockeys
on Horseback Before Distant
Hills, 1884, oil on canvas,
18% by 21% inches.

Detroit Institute of Arts.

Right, Pablo Picasso: Les
Demoiselles d'Avignon, 1907,

oil on canvas, 8 by 7 feet 8 inches.
Museum of Modern Art.

All MOMA works licensed by
SCALA/Art Resource, New York.
All Picasso works © Artists Rights
Society (ARS), New York.

accomplished a cellist as she was a pianist, but addi-
tionally, Herter was educated and interested in art,
having been brought up in an art-conscious home. In
the months before her death, Lillie had near her
three photographs: one of her mother, one of her
father and one of Christian Herter. Herter was a year
younger than Lillie, and Eliza Cobb believed that
there was “a great romantic friendship between
them. . . . Lillie was also a great friend of his wife’s
and sort of held the family together. . . . When he
died she went and stayed with them.”'*

Christian Archibald Herter was the son of
Christian Herter, head of Herter Brothers, the suc-
cessful interior decorating firm which, on a grand
scale, influenced American art and design during
the period after the Civil War, when millionaires
were building palatial houses. Christian Archibald
was a physician and distinguished biochemist who is
credited with helping to establish the study of bio-
chemistry as a separate discipline in America.
Through his friendship with John D. Rockefeller, Jr.,
Herter in 1901 became a charter member of the
board of directors of the Rockefeller Institute for
Medical Research (now Rockefeller University) in
New York.

It is probable that Lillie's closeness to the Herter

family resulted in her meeting Abby Aldrich
Rockefeller. Adele Herter, Christian Archibald’s
sister-in-law, was a painter and friend of Abby's, whose
portrait she painted during the summer of 1907. In
March 1911, Abby Rockefeller and Adele Herter were
two of seven women who signed the certificate of
incorporation for the Women’s Cosmopolitan Club in
New York, and in 1911-12 Lillie was listed as a mem-
ber. In 1929, Abby and Lillie would be among the
founders of the Museum of Modern Art in New York.

illie’s earliest known art purchases were proba-
bly from Frederick Keppel, a well-established
dealer who knew Joseph Pennell and James McNeill
Whistler and whose gallery was a few blocks from
the Bliss home. In 1909, Christian Archibald Herter
bought a small ink-and-sepia landscape drawing by
Claude Lorrain from Keppel and gave it to Lillie.
From August 1902 through February 1923, Lillie fre-
quented Keppel’s gallery, buying at first mostly
etchings by Pennell and Whistler and later French
drawings and prints by Charles Daubigny, Eugéne
Delacroix and, in January 1923, a Matisse print and
a trial proof for Cézanne’s Bathers lithograph.
Eliza Cobb recalled that when Lillie was in her
40s she was going through a personally difficult

time—her father, who would die in 1911, was
becoming old and infirm, and her dear friend
Herter, who would die in 1910, was suffering from
a fatal nervous disease. To lift her spirits she visit-
ed Dikran G. Kelekian, the fine-arts dealer, from
whom she had purchased rugs, Persian pots and
plates, and antique jewelry."” The Kelekian Gallery,
which was in Lillie's neighborhood, resembled a
Turkish bazaar and was one of the most interesting
galleries in New York at the time. Lillie’s friend
Louisine Havemeyer and, after 1909, the John D.
Rockefeller, Jrs., were regular clients. Additionally,
Kelekian privately collected modern French art for
his homes in New York and Paris during the first
two decades of the 20th century. He was also a
friend to many artists, including Mary Cassatt and
Matisse. Kelekian was a respected connoisseur and
by all accounts a kindly, brilliant man with an
expansive personality.

One of those people with whom Kelekian enjoyed
a warm personal relationship was Arthur B. Davies.
Kelekian owned dozens of Davies prints, and Davies
acquired Coptic textile fragments from him. Eliza
Cobb believed that it was Kelekian who suggested in
1909 that Lillie go to the Macbeth Gallery to see an
exhibition of Davies's work. After buying a painting

Art in America TE
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View of the north and east walls of Bliss’s “Music Room” in the late 19208, showing,

Victor Chocquet Seated, Cézanne’s Bather, D

ier’s Laundress, Cé

and Picasso’s Woman in White. Museum of Modern Art Archives.

and viewing the show several times, she asked
Macbeth to arrange for her to meet the artist.

Lillie's life changed dramatically when she met
Davies. Over the next two decades she became his
faithful and principal patron and confidante. Davies
was a romantic artist who was widely admired dur-
ing his lifetime for his symbolic pictures of female
nudes in idyllic landscapes. He was handsome,
charismatic, articulate and persuasive, and he
seems to have especially appealed to women. One of
his contemporaries observed that “the woman who
fears her own sensuality . . . finds in the art of Davies
the man she wants men to be.”"* Through his travels
abroad from 1893 on, he knew about current artistic
trends in Europe. He was a galvanizing force in New
York, and his advice was sought by dealers, collec-
tors and artists. He was also a confident collector in
his own right: from a Cézanne exhibition held at
Alfred Stieglitz's gallery in 1911, he bought the only
picture that was sold.

In 1931, Eleanor Belmont recalled:

The person who most influenced (Lillie’s] life in the
field of painting was undoubtedly Arthur B. Davies.
Impressed by his genius she purchased first one paint-
ing, then several, then almost anything obtainable, from
drawing to large canvas, as he finished it. He led the way
to exhibitions, talked painting to her, modern methods,
plans for future work, and found a willing listener, disci-
ple and patron. She broadened his horizon and revealed
to him the rhythm of sound as he unfolded for her the
rhythm of color and form. Assisted by Davies’s knowl-

76 November 2003

edge and inspired by his dreams her delicate intuitive
love of beauty developed rapidly.'®

We can only speculate on the true depth of their
relationship since no letters between them are
known to exist. As her mentor and advisor, Davies
helped to shape and form her collection almost from
its inception. In the years following the Armory
Show, under his tutelage, Lillie developed the eye of
a collector. As their relationship matured, it was
Davies, more than anyone else, who planted the idea
in her that a permanent place for the exhibition of
modern art should be established in New York.

ln 1911, Davies and others, concerned that their
increasingly modern works were becoming
unacceptable to the mainstream National Academy
of Design in New York, formed the Association of
American Painters and Sculptors. They planned to
launch a large independent show devoted to contem-
porary works. Davies, the artist Walt Kuhn and the
critic Walter Pach were determined that the exhibi-
tion should include the European avant-garde as
well as the American independents. The result
of their efforts was the International Exhibition of
Modern Art, better known as the Armory Show,
which opened in New York on Feb. 12, 1913, in the
69th Regiment Armory at 25th Street and Lexington
Avenue. About 1,600 works were included. The show
transformed New York's and perhaps America’s
attitude toward modern art from apathy to excited
contention. Most critics at the time found the works

from left to right, Cézanne’s Portrait of
’s Bottle of Liqueur, Gauguin’s Moon and the Earth,

Derain’s Farm, Gauguin’s Head of a Tahitian, Cézanne’s Pines and Rocks, Seurat’s Port-en-Bessin, Entrance to the Harbor,

“nsane” and “degenerate.” The New
York Times warned that the show
could “disrupt, degrade, if not destroy
not only art but literature and society
as well.” A Chicago newspaper “light-
heartedly” suggested that visitors to
the show “smoke two pipefulls of
‘hop’ and sniff cocaine.”'® However, it
aroused the curiosity of the public,
70,000 of whom came to see it in New
York, Chicago and Boston.

By the time the Armory Show was
being organized, Bliss and Davies had
become good friends. Six weeks
before the show opened, and proba-
bly at the suggestion of Davies, Lillie
purchased a painting and a pastel by
Degas and an oil by Renoir from the
New York branch of the Durand-Ruel
Galleries. All three works would be
exhibited in the Armory Show.
The Degas painting, Jockeys on
Horseback Before Distant Hills, for-
merly called Racecourse, a small oil
of 1884 for which she paid $20,000,
was the work the Museum of Modern
Art would eventually exchange tc
acquire Les Demoiselles d’Avignon.\

Lillie was one of the financial back:
ers of the Armory Show, although he
contributions remained anonymous
at the time. She visited the exhibitior
daily, and it was there that shc
gained her first broad introduction t«
modern art. Largely because o
Davies's inspiration and guidance
she purchased two Odilon Redons
Silence (a painting on linen), fo
$540, and Roger and Angelica (a pastel), for $81(
At the time of the Armory Show, Redon was littl
known in America. In addition to the painting an
pastel, Bliss acquired seven of his prints. Other pw
chasers of Redon prints were Katherine Dreier, Joh
Quinn and Davies. Bliss also bought color lithc
graphs (two different versions) of Cézanne

Daumier: The Laundress,
1863, oil on wood, 19' by 13 inches.
Metropolitan Museum of Art.
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Cézanne: The Bather, ca. 1885, oil on canvas, 50 by 38’ inches.

Museum of Modern Art.

Bathers, as did Walter Arensberg, Kuhn, Quinn, Mrs.
Charles C. Rumsey and Stieglitz.'® Soon after the
Armory Show closed, she bought a little Cézanne,
The Road (ca. 1875), from Davies.

The Armory Show expanded Lillie’s art-world con-
nections, and she became friendly with many New
York dealers, collectors and artists. Her friendships
with Kuhn, Charles and Maurice Prendergast, and
Charles Sheeler began a this time. Among the col-
lectors with whom she became acquainted was John
Quinn, who took care of legal matters in connection
with the Armory Show and was a collector of
Davies’s work. Quinn named Davies an execu-
tor of his estate, and from 1912 to 1920 Kuhn was
one of Quinn's art advisors.

Bliss and Quinn enjoyed a cordial relationship.
Both began collecting in their 40s, and before
becoming impassioned collectors each had great
abiding outside cultural interests: Quinn in Irish lit-
erature and Bliss in music and theater. Quinn was a
complex personality; he was a competitive, often
cunning collector with avant-garde taste, and a
workaholic curmudgeon, not known for his warmth.
He did not confer praise easily. However, his admira-
tion for Bliss, who convinced him to lend to a
Cézanne exhibition in 1917 at the Arden Gallery in
New York, is evident in a letter he sent to her in
February of the same year: “I am glad [ was able to

contribute in a small way
to the success of the
Cézanne exhibition. I
thought your Cézannes
were lovely, and they were
among the best, if not the
best in the exhibition.”*?
The next year, when a
large selection of Davies's
paintings owned by Bliss
were exhibited at the
Macbeth Gallery, Quinn
again congratulated her:

You have done a wonderfully
fine thing in assembling this
unique collection of Davies's
work. Outside of very large
rich men, like Rockefeller
and Carnegie, who can do
great things like founding
universities and foundations
and institutions for scientific
research, it is seldom that
people have the vision to con-
ceive and the will to carry out
a perfectly rounded thing. . . .
I would rather have that
vision and carry that work to
completion than be Governor
of the State of New York. So
you have had the vision about
Davies's work and . . . I con-
gratulate you sincerely and
heartily on it. As something
of a collector myself, in many
fields and perhaps too scat-
tered to reach anything near
perfection in any field, I can
imagine the tremendous and
enduring satisfaction that it
must be to you to have got
together this unique collec-
tion of Davies’s work. It was a
big and generous idea . . . to share . . . the collection with
the public. . . . Therefore, as a fellow collector, I send you
congratulations.®

In 1921, Quinn and Bliss were among the
collectors who urged Bryson Burroughs, the
curator of paintings at the
Metropolitan Museum of
Art, to organize a loan exhi-
bition of Impressionist and
Post-Impressionist art,
which opened to the public
in September. The protests
were scathing, and the fury
of the press and of a self-
appointed Committee of
Citizens and Supporters of
the museum was widely
reported in New York.
Quinn lent 26 works to the
show, and Lillie, anony-
mously, lent 12, including
five Cézannes.* The show
was criticized as “danger-
ous,” and Quinn was
accused of masterminding
the exhibition. In response
to the uproar, Quinn

By 1916, Lillie began to

buy with the eye of a
connoisseur. Her increasing
self-confidence is evident
in her purchase of many
bold paintings by Cézanne.
At the time of her death
she owned 26 of his works.

denounced these criticisms as the Ku Klux Klan-
inspired ravings of ignorant “lunatics.” Bliss wrote
a stirring letter to the well-known conservative
American decorative designer and National
Academy advocate Louis Comfort Tiffany, making
her views known. An excerpt from the undated let-
ter was published after her death in the catalogue
of the memorial exhibition of her collection:

We are not so far apart as you seem to think in our ideas
on art, for I yield to no one in my love, reverence and admi-
ration for the beautiful things which have already been
created in painting, sculpture and music. But you are an
artist absorbed in your own production with scant leisure
and inclination to examine patiently and judge fairly the
work of the hosts of revolutionists, innovators and mod-
ernists in this widespread movement through the whole
domain of art or to discriminate between what is false
and bad and what is sometimes crude, perhaps, but full
of power and promise for the enrichment of the art
which the majority of them serve with a devotion as pure
and honest as your own. There are not yet many great
men among them, but great men are scarce—even
among academicians.

The truth is you older men seem intolerant and supercil-
ious, a state of mind incc hensible to a philosoph
who looks on and enjoys watching for and finding the new
men in music, painting and literature who have something
to say worth saying and claim for themselves only the free-
dom to express it in their own way, a claim which you have
always maintained as your inalienable right.”*

Quinn died in 1924; following his instructions, his
collection was sold at auction over a two-year period
to avoid financial catastrophe for his estate, the

Cézanne: Still Life with Apples, 1895-98, oil on canvas, 27 by 36 inches.
Museum of Modern Art.
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Abby Rockefeller, in May
1929, invited Bliss and
several others to discuss
founding a museum for
modern art in New York.
The group’s efforts would
result in the opening of the
museum five months later.

taste of the time being very unsympathetic to mod-
ern art. Lillie purchased Redon's Etruscan Vase
(1900-05) and Cézanne's Rocks Near the Caves
Above Le Chdteau Novr, formerly called Rocky Ridge
(1895-1900), from the 1926 sale. She had privately
acquired from the Quinn collection Gauguin's Young
Man with a Flower (1891), a beautiful small oil that
had once been owned by Matisse, from whom Quinn
bought it.* The Quinn collection would have been
an excellent foundation for a museum devoted to
modern art, as Kuhn and Davies hoped. It is likely
that they discussed this with others, including Lillie,
who were also dismayed at its dispersal. The Quinn
collection made such a profound impression on the
young Alfred H. Barr, Jr., when he saw it at the
memorial exhibition in January 1926, that during his
tenure at the Museum of Modern Art, where he
would become the founding director in 1929, he
sought to acquire important Quinn pictures when
they became available.2

ontinuing as Davies's major patron, Lillie com-
missioned him in 1914 to paint a mural for the
music room adjacent to her bedroom on the third
floor of the family home. Since her mother disliked
most modern art, it was rather daring of Lillie to
have invited Davies to design and install his work in
their house. Her mother preferred that only works by
Cézanne (and occasionally the Prendergast broth-
ers) be hung downstairs. Lillie kept the rest of her
collection on the third floor. Lillie understood that
for Davies this commission was important because
he very much wanted to revive the practice of mural-
making in America. He hoped that the mural would
lead the way for other such projects to be awarded to
modern artists rather than to academic ones.
Davies, along with Charles and Maurice
Prendergast, was among those included in a mural
exhibition at the Montross Gallery, in April 1915.
With this exhibition, Montross aimed to establish
cooperation between painters and architects, thus
bridging the gap between modern American art and
decorative interior design. Lillie must have been
pleased by the idea of wall decorations because soon
after the Davies work was in place, she commis-
sioned a mural-size panel from the Prendergasts to
go over a mantelpiece. The Sperit of the Hunt (ca.
1917) is a highly decorative, tapestrylike work in
tempera, gold and silver leaf, and pencil on an
incised gesso panel. Additionally, Bliss ordered a
Prendergast panel for the front hall of Neil Bliss's
home in Westbury and a hope chest by Charles
Prendergast for her niece, Eliza. Lillie’s interest in
acquiring works by the Prendergasts continued
through 1928. She would eventually purchase over

Nanvown how DNND

20 oil paintings, watercolors and drawings by
Maurice, and a screen and seven carved, painted
and gilded panels by Charles. Eliza Cobb recalled
that when Bliss died there were “stacks and stacks”
of Prendergast watercolors in her apartment; Bliss
had supported the brothers in the early years by buy-
ing two of their watercolors a month.

y 1916, Lillie began to see and buy with the eye

of a connoisseur. Her increasing self-confidence
as a collector is evident in her purchase of bold
works by Cézanne, the artist she especially admired.
At the time of her death she owned 26 of his works,
many of them now considered pivotal to an under-
standing of his oeuvre. In January 1916, she acquired
eight of the 17 watercolors in the Montross Gallery’s
Cézanne exhibition, in addition to an oil painting,
Bottle of Liqueur, previously known as Fruit and
Wine (ca. 1890). The works in this show, which
attracted the favorable attention of artists, were
selected by the French critic Felix Fénéon. Among
the watercolors on view, Lillie bought the magnifi-
cent House Among Trees (ca. 1900) and Foliage
(1895). Lillie was unconcerned that the reviews were
less than sympathetic during the time it was on dis-
play since reviews, positive or negative, did not influ-
ence her purchases. Eleanor Belmont wrote:

Criticism, even ridicule of an artist's method, or the result
achieved had no effect upon her whatsoever: she smiled
confidently at those who had nothing in common with her
beliefs and went her serene, cheerful way. Just as a rock at
the ocean’s edge meets the pounding of the teasing surf,
after each attack the rock emerges unchanged—it is the
wave which breaks and leaves the rock gleaming in the

sunlight as bright as before.”

Lillie’s enthusiasm for Cézanne’s work never
wavered. Between 1920 and 1926, she purchased six
more of his paintings through Marius de Zayas, a
Mexican artist turned dealer who had learned the
art business as a protégé of Stieglitz: the large and
important Bather (ca. 1885); Pines and Rocks
(Fontainebleaw?), ca. 1896-1900; Still Life with
Ginger Jar, Sugar Bowl, and Oranges, formerly
called Oranges (1902-06); Dominique Aubert, the
Artist’s Uncle, formerly called Man in a Blue Cap
(Uncle Dominic), ca. 1866; and two small gems,
Pears and Knife (1877-78) and Carafe, Milk Can,
Bowl and Orange, formerly called The Water Can
(1879-80).

Two notable Cézannes in Lillie’s collection were
purchased at the 1922 auction of modern paintings
privately owned by Kelekian that took place at New
York’s Plaza Hotel. Many of the bids were disap-
pointing, and Kelekian, with Quinn acting on his
behalf, had to buy back a number of the offerings.
Lillie paid $21,000 for Still Life with Apples (1895-
98), the highest price paid at the sale.?s It was her
most expensive purchase to date, and Lillie was
adventurous to buy it, since it was considered to be
unfinished. This painting was one of her favorite
works, and is today a major work of the Museum of
Modern Art. She also purchased Cézanne’s Portrait
of Madame Cézanne (1883-85). Both were originally
owned by Ambroise Vollard, the eminent French art
dealer, publisher and entrepreneur, and had been
lent anonymously by Kelekian to the 1921
Metropolitan exhibition. Both have impeccable
provenances; Lillie bought what she loved but was
mindful of the good taste of respected prior owners.

On Jan, 11, 1929, she acquired the final work :
Cézanne collection from Durand-Ruel: Port:
Victor Chocquet Seated, previously titled Ch
in an Arm Chair, an oil of 1877.

Bliss also acquired works by other art
(Cézanne’s generation. Sometime before 192
bought, through the Bourgeois Gallery in New
Gauguin’s The Moon and the Earth [Hino Te F
1893.%" This painting was so reviled by critics
1921 Metropolitan Museum show that it hac
illustrated in The World as typical of the
Bolshevist” work included. From the Degas s
April 1919, she added six drawings by Degas
collection, five of which are copies the artist m
old-master drawings.

From the 1922 Kelekian sale Lillie also purc
her first painting by Picasso, Green Still Life (
she already owned a dozen of his works on -
Green Still Life is a subtle, brilliantly colored,
picture, quite unlike the artist’s nearly mon
matic works of 1910-12, and an appropriate «
for Lillie who, like many collectors of the
shunned abstraction. Quinn, in describing Blit
letter of 1922 to the French dealer L¢
Rosenberg, wrote: “She has bought very hea
the work of an American artist, Arthur B. T
and others. She has been a rather heavy purc
of works by Cézanne lately. She would not be
ested in cubist works at all. I know her well.”*

liss’s final period of collecting began a
1927. Davies was living abroad, and sh
entered her 60s feeling confident and indepe
By this time, visitors were asking to see her
tion and museums were borrowing her pic
Matisse, in the U.S. for negotiations regardi
Barnes mural, visited her in late September
before returning to France. Whereas the w:
Cézanne had previously been the center
attention, the work of Seurat would be the
focus of her collecting activities during these y¢
She made annual trips to Europe from
through 1929, and while in London in the sum
1927, she saw two paintings at the Knoedler G
that she subsequently bought through the Nev
branch: Seurat’s Port-en-Bessin, Entrance .
Harbor (1889), and Daumier's The Laun
(1861). (She preferred to purchase works th
New York dealers.) The most complete of the
versions Daumier painted of the subject
Laundpress is the only one dated and, once
had an impeccable provenance, having been es
ed at the 1861 Paris Salon and illustrated i
Gazette des Beaux-Arts in June 1878 and in
on the artist that were published in France ir
and 1908. To her single Seurat painting Lillie
add, in 1929, a large group of drawings by the
When she bought them, these works were al
considered rare and special. Woman Sewing 1
83) and At the Concert Européen (ca. 1887)
conté crayon, were done as independent cor
tions, not as sketches for paintings.

While in London, Bliss also visited the L«
Galleries. Ernest Lefevre wrote John Kraush:
New York on July 19, 1927; “Miss Bliss did not
back to see the Cézanne and I am afraid sh
already left the hotel when my letter ar
there."® Lefévre and Kraushaar were close bu
associates and good friends who shared clients.
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Bliss’s return to New York she acquired three paint-
ings from Kraushaar, all of which came to him from
Lefevre: Picasso’s Woman in White (1923), Matisse’s
Interior with a Violin Case (1918-19) and Toulouse-
Lautrec’s May Belfort as a Kate Greenaway Baby,
formerly titled May Belfort in Pink (1895). Her
check to Kraushaar was accompanied by her calling
card on which she wrote: “Dear Mr. Kraushaar.
Enclosed please find a check for $2500—on
account—Yours truly, // L. P. Bliss.”* She frequent-
ly sent rounded sums, occasionally paying long after
purchases had occurred.

Her last major purchases in 1928 and 1929, in
addition to the Seurats, were from the New York
dealer Valentine Dudensing, who in the late 1920s
employed the services of the young Pierre Matisse,
son of the artist. From October 1928 through
October 1929, Bliss bought two paintings by André
Derain, The Farm (1922-24) and Landscape,
Southern France (1927-28); Henri Rousseau’s
Jungle with a Lion (1904-10); Matisse's Girl in
Green (ca. 1921); and Amedeo Modigliani’s Anna
Zborowska (1917). Her bill for all totaled $49,000.

I n October 1928, Bliss moved from her house on
37th Street, where there was insufficient light
and space to properly hang and show her collection.
Since her mother had died five years earlier, she
was free to sell the house, move, travel and live as
she pleased. She contracted to purchase an apart-
ment in a building being erected at 1001 Park
Avenue on the northeast corner at 84th Street.
Plans were resolved by July 1929, and in October
Bliss moved into an 18-room 11,500-square-foot
triplex penthouse with very high ceilings on the
13th, 14th and 15th floors." The “Music Room,” as
she called it, was in fact a double-storied 20-foot-
high spacious gallery, a skylit room 43 feet long and
26 feet wide, with a specially designed lighting sys-
tem. Over the fireplace hung Cézanne’s Bather,
with Daumier’s Laundress and Cézanne's Chocquet
on either side. Other walls were dominated by
Modigliani’s Anna Zborowska, Picasso’s Woman in
White and Cézanne'’s Pines and Rocks. Cézanne’s
Still Life with Apples was placed above a large
grand piano. Lillie finally had the space to hang her
three favorite works, the Daumier and the Cézanne
Apples and Pines and Rocks, in one space.

The decor of this area of her apartment reflected
an independent-minded woman in touch with her
time. The furniture and rugs were custom designed by
Jules Bouy, a Frenchman who had come to New York
around the time of World War I, in the “art moderne”
style that had recently become available to fashion-
conscious New Yorkers. The furniture and the flat,
ornamental setbacks at the sides of the fireplace
mantel were characteristic of Bouy’s work and evoke
the Art Deco urban architecture of this period. The
chairs and sofa were slipcovered and the furniture
inlaid and painted. On a freestanding center console
sat two small sculptures—a Maillol crouching woman
and what appears in photos to be an archaic stvie
Greek figure. Abby Rockefeller, who had begun buy

ing modern works in 1924 and was designing a private

Of the two major Picassos in the Bliss bequest, Green Still Life, 1914 (top, 23" by gallery space in her own home at this time, wrote to 2

31 inches), remains in the Museum of Modern Art’s collection, while Woman in White _— spfl : . Rk

1923 (i abave’, 39 by 31/ inches), was sold to the Metropolitan Museum in 1947. : ;‘ﬁgg ‘:{331 i\(z)lgtll(()‘;l:)tf}mlly i)eizlhuth’;t ES:OB;E‘\ i
1 Y 3

small elephants in the way of furniture. It all looks s

big and clumsy to me."* Lillie’s boldness was lost it
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Abby; others, however, thought it unforgettably grand.
The rest of the apartment was furnished in a tradi-
tional style. The top floor was planned as a separate
apartment for the use of the Walter Hampden farily
when they were in town.

Each room was dominated by Lillie's collection:
Cézanne watercolors and Seurat drawings in the
entrance foyer and reception room; lithographs by
Renoir, Redon, Matisse and Davies, woodcuts by
Gauguin, etchings by Picasso and fragments of
Coptic and Persian textiles along the corridors.
Although Bliss was Davies's principal patron, and
she owned hundreds of his works, the only examples
hanging in her apartment at the time of her death,
aside from a few works on paper in the halls, were
three oils and the murals moved from 37th Street,
which decorated a small room, proof enough that,
although she valued their great friendship and was
indebted to him for his advice, she did not exagger-
ate his artistic importance.

rthur B. Davies died suddenly in Italy on Oct. 23,

1928. Commemorative exhibitions were held
during the next two years in several venues, and
Lillie lent generously to all of them. In April 1929,
Davies's collection was sold at auction, Lillie and
Abby Aldrich Rockefeller being among the buyers,
and Abby had a Davies show in her new private
gallery in her house. Abby had known Davies for only
a few years, but she credited him with encouraging
her to acquire modern art, from 1924 on. Davies's
death, and the sale of his collections not long after
the dispersal of the Quinn collection, combined with
the steadfast reluctance of the Metropolitan
Museum to regularly show and support late 19th-
and 20th-century art, made the time ripe to seriously
consider establishing an institution dedicated to
exhibiting modern art in New York.

At the end of May 1929, Abby invited Lillie, their
mutual friend Mary Quinn Sullivan (no relation to
John Quinn) and A. Conger Goodyear to her home to
discuss founding a museum for modern art in New
York.* Mary Sullivan was an art teacher, dealer and
collector. Goodyear was a collector of modern art
and a former board member at the Albright Gallery
in Buffalo; he agreed to head the venture and
became chairman. His presence at the meeting was
apparently due to Walt Kuhn, who, in a letter of July
9, 1929, to his wife, Vera, took credit for the fact that
Goodyear was made chairman of this exploratory
committee. Lillie, the leading collector among them,
became vice president; Abby, the truly wealthy one,
was appointed treasurer. A short time later three
more persons were asked to join them: Paul J. Sachs,
an eminent art history professor at Harvard, also a
collector and an acquaintance of Abby; Frank
Crowninshield, a publisher and friend of Lillie; and
Mrs. W. Murray Crane, a friend of both women. As a
group, they had the knowledge, resources, dedica-
tion, status and efficiency that would result in the
museum’s opening to the public five months later.

Kuhn and Bliss met frequently during the summer
of 1929 and discussed details of the new museum.
On July 12, Kuhn wrote to his wife: “Miss Bliss
phoned yesterday. Evidently the $$ are coming in
good order for the future. I surely had a lucky break
in the Goodyear business. It means that at last I will
have a show under the swellest and best advertised
conditions sometime or other.” Bliss had gotten to

L. anne

Top, Vincent van Gogh: The
Starry Night, 1889, oil on
canvas, 29 by 36" inches.
Museum of Modern Art.

Above lefl, Henri de
Toulouse-Lautrec: May
Belfort as a Kate Greenaway
Baby, 1895, gouache on
board, 24’ by 19 inches.
Cleveland Museum of Art.

Above right, Cézanne:
Portrait of Vietor Chocquet
Seated, ca. 1877, oil on
canvas, 18 by 15 inches.
Columbus Museum of Art.

Right, Cézanne: Bottle

of Liqueur, ca. 1890, oil on
canvas, 21'% by 25% inches.
Private collection, Japan.

The Starry Night was acquired by
MOMA in 1941 in an even
exchange for two Cézannes and
a Toulouse-Lautrec.
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know Kuhn well since the Armory Show, and she
owned dozens of paintings by him. She bought his
Jeanette (1928) in 1929, for which he asked $2,500;
she said he was mistaken and sent him 3 check for
$3,000 instead.*

That summer, Lillie spent a few weeks with her
good friend, the concert pianist and teacher Olga
Samaroff Stokowski, at her home in Maine. Olga
later recalled:

I never ceased to marvel at the quiet and unobtrusive way
in which she managed to be of great service to the arts
without ever seeking the limelight for herself, . . . During
her visit in Seal Harbor she and my summer neighbor, Mrs.
John D. Rockefeller, Jr., were d in plans for the
new Museum of Modern Art in New York*

That same summer Goodyear went abroad to
borrow works for the museum’s inaugural exhibi-
tion, while Crowninshield remained in New York
to work out the logistics. They regularly communi-
cated with Lillie and Abby, and it is clear that the
women's preferences were respected: they insist-
ed on a French show, not the Ryder-Homer-Eakins
exhibition proposed by the men. Abby and Lillie
were a team. Naturally generous in spirit and out-
look, they were, in a most agreeable way, accus-
tomed to getting what they wanted. They were
actively involved in all aspects of the new venture.
Crowninshield wired Goodyear: “Rockefeller Bliss
approve such an expenditure; . . . [Mrs.
Rockefeller] and Miss Bliss think sum of $15,000
is maximum for structural charges.”®” Bliss wrote
Goodyear explaining that she believed that they
must secure $75,000 before launching the venture.
Kuhn reiterated this in a letter to his wife dated
July 19, 1929: “Here’s the dope on the new gallery.
Miss Bliss came to the apartment this P.M.—They
have $60,000 collected so far, only want 15
more—or 75,000 to go ahead.”® Concurrently, in
a letter to Goodyear full of details about a dinner
they were arranging, Lillie wrote: “Sorry to bother
you but Vice-Presidents are always bothersome.”®

On Nov. 8, 1929, the museum opened to the public
in the Heckscher Building at Fifth Avenue and 57th
Street with an exhibition titled “Cézanne, Gauguin,
Seurat, van Gogh” and was an instant success, Eight
Bliss pictures were included in this inaugural show.

Lillie acquired no major works after the museum
opened. Barr believed that she wanted to add an
important Seurat figure composition and a painting
by Vincent van Gogh to her collection.®* She sold
paintings and saved money by altering her lifestyle
in order to buy a van Gogh, but she never did. Eliza
Cobb recalled that although Lillie had a substantial
household staff, in the summer of 1930 she paid all
but one of them half wages and lived alone in the
large apartment with the laundress and the chauf-
feur, visiting Neil’s family in Westbury, Long Island,
on weekends. “And all of this was because she put
her money into pictures and into the modern art
museum.”*! Additionally, her resources had been
diverted from art to charity: the Depression had set
in, and Lillie was concerned with the unemployed;
her will included a $50,000 bequest to the New York
Association for Improving the Condition of the Poor.
Perhaps she also had fewer funds available due to
the deflated stock market.

In July 1930, Lillie became ill, was operated on for
cancer, seemed to be recuperating and was opti-

mistic about the future. One of her last ventures out-
side her home was to visit the museum’s “Toulouse-
Lautrec/Redon” exhibition on the day it closed,
Mar. 2, 1931.# Her three Redons and her Toulouse-
Lautrec oil were on view. It is not difficult to imagine
the 29-year-old Alfred Barr showing her through the
galleries. Barr and Bliss saw each other often during
the short time they were acquainted, and they had
much in common. Like her, he deeply loved music;
they went to the movies and attended concerts
together. Eleanor Belmont recalled that Bliss was
attracted to youth. “She saw what they saw, encour-
aged the expression of their ideas and spontaneously
offered them unprejudiced consideration.”*?
Certainly Lillie must have greatly respected Barr's
brilliance and enthusiasm; after all, she planned to
leave her collection in his charge.

Unfortunately, however, their relationship would
never mature, as did that of Barr and Abby
Rockefeller, because 10 days later, on Mar. 12, Lillie
died. Neil and Eliza were at her bedside. A private
memorial service was held in the Music Room of her
apartment, and Walter Hampden, who at the time
was appearing in New York, delivered the eulogy to a
room crowded with friends. When the contents of
her will became known, both Abby Rockefeller and
Goodyear were very surprised: she had not previous-
ly informed them of her decision to leave to the
museum the most important works in her collection.
Kuhn apparently had an inkling of her intention
when he wrote to his wife on July 19, 1929: “Her
whole collection will no doubt go to the new muse-
um, which is certainly looming up big.”*

Lillie Bliss could not afford to support the
museum financially in the same way as Abby
Rockefeller. However, in bequeathing her collec-
tion to the museum three months before its first
anniversary, she had quietly and secretly decided
what form her support would take. Her will stipu-
lated, however, that the Museum of Modern Art
would have to raise an endowment to make her gift
a reality.

Specifically, the will stated that the works cited
in her bequest would become “the absolute prop-
erty” of the museum once it had been established
“to the full and complete satisfaction” of the
trustees of her estate that the museum was “suffi-
ciently endowed . . . on a firm financial basis and
in the hands of a competent board.” She also stipu-
lated that two of her Cézannes—sStill Life with
Ginger Jar, Sugar Bowl, and Oranges and Still
Life with Apples—and her Daumier Laundress
could never be sold or otherwise disposed of, and
that if the Modern did not want them, they “would
become the property of the Metropolitan Museum
of Art.”* The Cézannes remain at the Modern and
the Daumier went to the Met in 1947.47

Bliss's entire collection was valued at $1,139,036
at the time of her death. The Ferargil Galleries of
New York prepared an inventory of the contents of
the Park Avenue apartment and did the appraisals:
the four pictures with the highest values were
three Cézannes—Buather ($60,000), Still Life with
Apples (850,000) and Pines and Rocks
($40,000)—and the Degas Jockeys on Horseback
Before Distant Hills ($40,000). Abby Rockefeller
wrote to Neil Bliss that Lillie’s gesture was “so in
line with the generous way in which she did all

u

In bequeathing her art to
the museum before its

first anniversary, Bliss had
secretly decided what form
her support would take. Her
will required the museum

to raise an endowment to
make her gift a reality.

things that it will make her memory a very living
inspiration to us all. It makes me more eager than
ever to see the museum worthily succeed.”8

Two months after her death, the 12th exhibition
held by the Museum of Modern Art, from May 13 to
Oct. 6, 1931, was a “Memorial Exhibition: The
Collection of the Late Miss Lizzie P. Bliss, Vice-
President of the Museum.” Works by 24 artists
were selected, and a small catalogue was issued.
By the time the show closed, 32,144 people had
seen it. The public opening was preceded by a
memorial service held in the galleries and attend-
ed by 300 guests.

From 1931 through 1934, the museum’s trustees
and its director were preoccupied with raising
funds to meet the challenge of the Bliss bequest.
The matter of a permanent collection was fore-
most on their minds. One of the fundamental pur-
poses of establishing the museum, Barr argued,
was to have on continuing display works by the
masters of the past 50 years. He cautioned that if
the museum did not establish a permanent collec-
tion policy, it might as well change its name from
Museum of Modern Art to Exhibition Gallery.

In March 1934, the trustees met the financial
terms of the Bliss will, her bequest was accessioned
and a Museum of Modern Art with a permanent col-
lection became a reality. In order for the museum
to secure the bequest, the estate required that the
museum raise $1 million.*” However, because of the
difficulty of raising funds during the Depression,
this initial sum was reduced to $600,000. The
money came from several sources: Abby Aldrich
Rockefeller, $200,000 (given to her by her husband
for this purpose); the Carnegie Foundation,
$100,000; the other trustees, $200,000; and an
anonymous donor, $100,000. The anonymous donor
was Abby’s son, Nelson A. Rockefeller, who would
later become very active in the museum. He made
the donation because he wanted his mother to
know that someone in the family besides herself
was deeply supportive of the new museum. He told
his mother of his gift two months later.

Two years after the museum had moved to its
new quarters, a limestone town house at 11 West
53rd Street, the Bliss bequest was shown in its
entirety. From May 14 to Sept. 12, 1934, the exhi-
bition was seen by 30,445 people.

The Lillie P. Bliss bequest ensured that the
museum had a foundation upon which to build its
future. Her action reflected her confidence in her
friends to secure the endowment and in Alfred
Barr to make her dream come true. Her courage
and intelligence are reflected in the paintings she
left to the public. The most important works in
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her collection are the French paintings and draw-
ings from the latter part of the 19th century by
artists whose present fame has overcome the
neglect or derision which they often endured dur-
ing their lifetimes: Cézanne, Degas, Gauguin,
Redon, Seurat and Toulouse-Lautrec. In this
alone, her courage has been vindicated. Her sup-
port of American artists of the time is also note-
worthy for, at her death, she owned more works
by contemporary American artists than by any

others: predominantly Davies, Kuhn and the
Prendergasts.

In 1931, two months after Lillie’s death, Eleanor
Belmont wrote:

She was an advocate for modern art when it had few
admirers, a patron when it had almost no market; finally
through her keen intelligence, valiant championing of
young artists, and her personal experience with their
work, she became not only an important collector but
one of the best judges of contemporary painting in this
country. To gather that which has stood the test of time
takes skill and taste, but to select wisely from the vast
amount of unweeded material produced by contempo-
rary artists, requires taste, courage, and insight that
amount almost to the gift of prophecy.®

Bliss acquired boldly and she bequeathed what
she thought best, thus giving a permanent collec-
tion to a public institution that she helped to
found. The collection of the Museum of Modern Art
today is a living example of her noble legacy. O

1. Picasso was notified of the sale of the Demoiselles to
the museum in a letter of Dec. 10, 1937, from César de
Hauke of the Seligmann Gallery in New York, but it would
take two years to complete the financial arrangements;
the museum publicly announced the acquisition in
January 1939. For details on this transaction, see Judith
Cousins and Héléne Seckel, “Chronology of Les
Demoiselles d’Avignon, 1907-1939" in Studies in Modern
Art, no. 3, John Elderfield, ed., New York, Museum of
Modern Art, 1994, pp. 199-202. The Degas, now titled
Jockeys on Horseback Before Distant Hills (1884), is in
the collection of the Detroit Institute of Arts. A payment
of $28,000 in 1939 equals about $364,600 today.

2. Isabella Stewart Gardner is not included in this group
because her interest in art centered mainly on the old
masters. Although she agreed to be listed as a vice presi-
dent of the Armory Show in 1913, she did not collect work
by artists included in the show. Two of the Matisses in the
Gardner Museum, for example, were given to her. Among
her contemporaries, she was most interested in the work
of John Singer Sargent, one of the most accepted artists
of the time, in addition to that of James McNeill Whistler
and Anders Zorn. She was born almost 25 years before
Bliss and died in 1924, one year before Sargent.

3. Gwendoline (1882-1951) and Margaret (1884-1963)
Davies, of Llandiman, Wales, began buying French
Impressionist and Post-Impr ist paintings in 1912,
and by 1920 they had assembled one of the most impres-
sive and important collections of its kind in Great
Britain. Their activities influenced other collectors in
Britain, notably Samuel Courtauld, who acknowledged
their importance. By 1924, having amassed over 200
works, the sisters stopped actively acquiring. After
repeated unsuccessful attempts to donate works to
museums in London, they bequeathed the entire collec-
tion to the National Museum of Wales in Cardiff, where
it can be seen today.

4. Eleanor Belmont in Memorial Exhibition: The
Collection of the Late Miss Lizzie P. Bliss, Vice-President
of the Museum. May 17-September 27, 1931. New York,
Museum of Modern Art, 1931, p. 8. (Subsequently called
Bliss 1931)

5. Elizabeth Bliss Parkinson (later Cobb), Archives of

American Art, oral history interview by Paul Cummings,
Jan. 3, 1978. The author spoke with Cobb on many occa-
sions from 1987 to 1991 and more recently with mem-
bers of the family. (Subsequently called AAA: Oral
History)

6. Lillie P. Bliss to Eleanor Belmont, Oct. 17, 1930.
Belmont Papers, Columbia University, Rare Book and
Manuscript Library.

7. Lillie was a founder of the Walter Hampden Theater
enterprise, and those who worked with her on its estab-
lishment admired her “exquisite dealing with difficult
situations, her tact, and her patience.” MOMA Archives,
Bliss Scrapbook, Claude Bragdon to Cornelius N. Bliss,
Mar. 13, 1931. Bliss’s letters to Walter Hampden are
filled with insights about the theater and reveal a thor-
ough knowledge of literature. The author thanks
Raymond Wemmlinger, archivist, The Players Club, New
York, for providing access to the Hampden Papers.

8. Author's meeting with Paul Hampden in Connecticut,
Mar. 28, 2002, and subsequent conversations,

9. Lillie Bliss to Walter Hampden [Oct. 8, 1923]
Hampden Booth Theater Library, The Players Club,
Box #30.

10. Bliss to Hampden, Aug. 2 (1924], Box #7.

L1. AAA: Oral History, p. 28.

12. AAA: Oral History, p. 3.

13. I am grateful to Nanette R. Kelekian for sharing rem-
iniscences and papers concerning her grandfather,
Dikran G. Kelekian, and her father, Charles Kelekian,
with whom she managed the gallery until it closed in
1988. Lillie's interest in Persian art continued through-
out her life.

14. Paul Rosenberg, “American Painting,” Dial il
December 1921, p. 655,

16. Bliss 1931, p. 1.

16. Christine Stansell, American Moderns: Bohemian
New York and the Creation of a New Century, New
York, Holt, 2000, p. 102.

17. This $20,000 paid in 1913 would equal around
$364,000 in today’s dollars, a multiple of about 18.

18. See “Catalogue Raisonné,” in Milton Brown, The Story
of the Armory Show, New York, Abbeville, 1988, p. 254.

19. New York Public Library, John Quinn Letter Box #14,
sheet 431,

20. NYPL, Quinn Box #17, sheet 898.

21. See Rebecca A. Rabinow, “Modern Art Comes to the
Metropolitan,” Apollo, October 2000; the appendix, pp. 9-12,
is a checklist of the 1921 Metropolitan exhibition.

22. Bliss 1931, p. 3.

23. AAA: Jacques Seligmann papers, Box 50: COITespon-
dence. My thanks to Judith Throm for her assistance in
this and other matters.

24. In January 1926, Barr was a graduate school precep-
tor at Princeton. While he was director (1929-43) and
director of the museum collections (1947-67) at the
Museum of Modern Art, many Quinn works entered the
collection, including Rousseau’s Sleeping Gypsy,
Matisse's Still Life after de Heem and Picasso’s Three
Women at the Spring. Casts or versions of three of
Quinn’s Brancusi sculptures were acquired through the
Bliss bequest.

25. Bliss 1931, p. 8.

26. Throughout the 1920s, the multiple for today’s dollar
is a little over ten, $21,000 in 1922 being worth around
$226,000.

27. This painting was acquired by Paul Rosenberg from
the first estate sale of works owned by Degas held in
Paris in 1918. De Zdyas lent it anonymously to the 1921
Metropolitan exhibition.

28. NYPL, Quinn Box #25, sheet 110.

29. AAA: Kraushaar Gallery Papers; incoming letters;
Alex Reed & Lefevre Ltd., 1927, unfilmed.

30. AAA: Kraushaar Gallery Papers; incoming let-
ters: Be-Br 1928, unfilmed.

31. Plans generously made available by Christopher

Gray, director of the Office for Metropolitan History in
New York.

From 1931 to ’34, funds
were raised to fulfill

the challenge of Bliss’s
bequest. In 1934, the
works were accessioned,
and a Museum of Modern
Art with a permanent
collection became a reality.

32. Abby Aldrich Rockefeller to William Valentiner,
Aug. 23, 1930. Rockefeller Archive Center, Rockefeller
Family Archives, RG2, Office of Messrs R; AAR Series:
Sub-series 1 Correspondence, Box #5, folder 74,

33. During February and March of 1929, Lillie was travel-
ing in the Mediterranean and Middle East with her niece
and brother. On Mar. 7, when they were disembarking in
Haifa, they met Abby and John Rockefeller, who invited
them to join their party for lunch. Although the subject
of establishing a museum for modern art might have
come up, as has been conjectured, it is unlikely, with so
many present, that a detailed discussion occurred. After
lunch both parties continued their separate ways.
However, Abby would have had lots of time to discuss
the matter with Mary Sullivan when they met aboard
ship on Abby’s return trip to New York.

34. AAA: Walt Kuhn Papers, D240.

35. MOMA Archives, Registrar Papers, #34b.

36. Olga Samaroff Stowkowski, An American Musician’s
Story, New York, Norton, 1939, p. 251.

37. MOMA Archives, A. Conger Goodyear Scrapbook #1.
(Subsequently called ACG Scrapbook)

38. AAA: Kuhn Papers, D240.

39. MOMA Archives, Bliss Scrapbook, Lillie P. Bliss to A.
Conger Goodyear, undated.

40. Bliss 1931, p. 12.

41. AAA: Oral History, p. 27.

42. Bliss 1931, p. 9.

43. Ibid., p. 9.

44. AAA: Kuhn Papers, D240.

4. In 1917, Congress enacted the first legislation provid-
ing for the deductibility of charitable contributions to
educational institutions by individuals for federal
income tax purposes. Section 403(a) of the Revenue Act
of 1918 provided that the net value of an estate be deter-
mined by deducting the value of the bequest from the
gross estate.

46. Bliss will, MOMA Archives, ACG Scrapbook #10.

47. For an explanation of why and how Bliss pictures
(including Picasso's Woman in White, Cézanne’s
Dominique Aubert, the Artist’s Uncle and several Seurat
drawings) were sold by the Museum of Modern Art to the
Metropolitan Museum, see Kirk Varnedoe, “The Evolving
Torpedo: Changing Ideas of the Collection of Painting
and Sculpture of the Museum of Modern Art,” Studies in
Modern Art, no. 5, New York, Museum of Modern Art,
1995, pp. 12-73.

48. MOMA Archives, Bliss Scrapbook, Abby Aldrich
Rockefeller to Cornelius N. Bliss, Apr. 20, 1931.

49. $1 million in 1934 would be equivalent to around
$13,514,000 today.

50. Bliss 1931, pp.7-8.

The author thanks Michelle Yun, Claire Henry and
Michelle Elligott from the MOMA staff for their
assistance.

© Rona Roob, 2003

Author: Rona Roob is the former chief archivist of the
Museum of Modern Art.
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Working Things Out by Richard Kalina

Donald Judd's pre-Minimalist years were the starting point of a recent exhibition.
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These New York-based artists enliven their medium in distinctive ways.
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Following the Money by Tan Lin

Mark Lombardi used pen, pencil and paper to elegantly map hidden networks of politics and finance.
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Hartley's Indicative Objects by Robert Berlind
How central was the genre of still life to Marsden Hartley’s art?
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Elements and Essence by Leah Ollman
The landscapes of Los Angeles painter Sharon Ellis convey a supernatural sense of order.
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PATRONS

he heart of the Museum of Modern Art has

long been its unrivaled collection of paint-
ing and sculpture. The collection’s original core
was the gift of one of the museum’s founders,
Lillie P. Bliss. When the Modern opened its tem-
porary facility in Queens, it was a joy to find that
three icons of the collection, Cézanne's Bather,
Picasso’s Les Demotiselles d’Avignon and
van Gogh's The Starry Night, were on view. All
were acquired directly or indirectly through the
bequest of Lillie Bliss, one of the least-known
collectors of her generation.

In August 1930, nine months after the muse-
um opened, Bliss executed her will, giving the
cream of her holdings to the new museum. Her
action, known only to her brother, affirmed her
belief in an institution whose own foundations
were not yet secure. The terms of her will were
imaginative and generous: they allowed the
museum to sell or exchange works from her col-
lection to make other needed acquisitions; for
example, Les Demdiselles was acquired in 1939
through the sale of a Degas oil for $18,000, plus an
additional $10,000 in cash.' Her will set a standard
for the future upon which others would build. When
Bliss died less than a year later, in March 1931, her
collection, which included masterpieces by Seurat,
Gauguin, Matisse and Picasso, in addition to one of
the most important privately held groups of
Cézannes in America at that time, guaranteed the
museum’s future. Indeed, Lillie Bliss did nothing
less than ensure that a museum devoted to modern
art would exist in New York.

Bliss was one of a group of enlightened patrons
whose vision revolutionized art collecting during
the early 20th century. Several of them are known
through institutions that bear their names: Albert
(. Barnes, Duncan Phillips, Helene Kroller-Milller,
Gertrude Vanderbilt Whitney, Solomon R.
Guggenheim, Peggy Guggenheim.? However, there
are others, less known and many of them women,
such as Katherine Dreier, Galka Scheyer, the
Cone sisters in Baltimore, and the Davies sisters
in Wales,® who, like Bliss, were instrumental in
paving the way for the appreciation of modern art.
Although the products of different backgrounds
and communities, all these collectors had several
important things in common: they were born into
the Victorian age; their activities bridged a transi-
tion into the modern era; and they combined a
love of collecting, a passion for modern art and an
interest in new ideas, They acquired the advanced
art of the time for their personal satisfaction, and
when their activity became known, they helped to
create an environment receptive to modern art.
Now, in a time of intense curiosity about collec-
tions and collectors, it is remarkable that Bliss is
mostly forgotten. As an accomplished pianist and
would-be playwright, she understood the artistic

A Noble egcy

Soon after the Museum of Modern Art in York was founded, the bequest of Lillie P. Bliss (1864-1931)
played a crucial role in establishing a permanent collection for the fledgling institution.

BY RONA ROOB

Lillie P. Bliss, ca. 1924. Bliss Family papers, New York.

temperament, and was an informed and ardent
patron of music and the theater. But for more
than two decades, from 1909 to 1931, art was her
passion. She believed in the artists she befriended
and supported them by buying their work; follow-
ing their lead, she boldly collected work by other
artists whom they brought to her attention,
notably Cézanne and Seurat.

woman of privilege who never married, Lillie

Bliss cherished her privacy. She was rarely
photographed, but we know she was of medium
height, slightly plump, with a fair complexion and
crystal-clear blue eyes. She dressed conservative-
ly, wore little makeup and was unpretentious. She
did not care about the latest couture fashions and
preferred antique jewelry. She was not a strong
physical presence and did not stand out in a
crowd. Among friends, she was outgoing, pleasant
and full of enthusiasm for what she was doing. A
close friend described her:

In manner she was quiet, somewhat unimpressive, yet
always alert and at moments of which she was unconscious
one caught the vision of a radiant spirit. Apparently the
gentlest, and certainly the most modest of women, she was
absolutely independent in her taste and courageous as to
her method of doing things. Having an instinctive love of
the arts and a finely trained aesthetic perception she wove
a pattern of brilliant color into the stereotype background
of a conventional life.*

Lillie left very few records in her own hand, either
about personal relationships or her collecting
activities. She wrote prolifically only to friends
who were away or when she was out of town, and
she requested that her papers be destroyed upon
her death. However, it is possible to know and
understand her as a person and as a collector

through the letters that remain, through her
involvement in events of her time and through
other people’s observations.

One of these people was her niece, Elizabeth
Bliss Parkinson Cobb (1907-2001).° Following
Lillie’s wishes, Eliza and her father, Lillie's
brother Cornelius, burned Lillie’s papers in the
fireplace. Eliza Cobb later said that had her
father not been there, she might have saved
them or at least read them. She was very close to
Lillie and spoke of her aunt warmly as a patient
and loving person who adored her and her broth-
ers. The closeness of the Bliss family was central
to Lillie’s stable “life full of happiness,” as she
wrote to her brother the year before she died.

We also know her through her friends in the
music and theater worlds. One of the closest
was the multitalented Eleanor Belmont, with
whom Lillie shared many interests. Belmont,
one of the most generous patrons of the
Metropolitan Opera and the originator of its
Opera Guild, was in addition an indefatigable

fund-raiser for victims of World War I and the
Depression. She was also a writer, and she gave
up an illustrious career as an actress—George
Bernard Shaw wrote Major Barbara for her—
when she married the wealthy and powerful
August Belmont who, among other interests,
owned the IRT subway in New York and Belmont
Raceway. Eleanor traveled, and Lillie kept her
up-to-date on events in New York. In early 1930,
Lillie wrote that the Modern Museum was flour-
ishing and gave her a “gorgeous thrill and plea-
sure.” Lillie’s wide-ranging interests are apparent
in these letters: unemployment, “crumbling
stocks which never strike bottom,” the museum,
and what was happening in music and the the-
ater. “If I attempted to write down a day's doings
it would sound like one of [James] Joyce’s most
disconnected pages—minus the squalor, I
hope!”®

Another friend was the actor Walter Hampden,
whom Lillie met in the early 1920s. His Cyrano
and Hamlet were the sensations of the theater
world at that time.” According to Paul Hampden,
the actor’s son, on Nov. 20, 1923, Walter Hampden
fell out of a tree in Act III of Cyrano and broke his
heel. Lillie insisted that he and his family move
from their hotel into her town house so he could
be cared for properly. The Hampdens continued to
live with Lillie when they were not on the road
until her death in 1981. Paul Hampden described
a very active household full of art—on walls, in
boxes and in closets—with people coming and
going and the telephone constantly ringing.® He
also recalled that Lillie loved cars. She inherited
three from her father and in 1925, with great
excitement, traded a 1905 Rolls-Royce for the car
of the day, a Pierce Arrow.

Art in America T3
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Bliss was Davies’s major
patron; he in turn heliped
shape her coliection.
And it was Davies who
planted the idea in her
that a permanent place
for modern art should be
established in New York.

1 VALY AR A
Maurice and Charles Prendergast: The Spi

Lillie, as she was always known to her family and
friends, was bor Lizzie Plummer Bliss in Fall
River, Mass., on Apr. 11, 1864. She used the name
Lizzie only when signing checks and her will. She
was the younger of two daughters and the second of
four children of Cornelius Newton Bliss (1833-1911)
of Fall River and Mary Plummer Bliss (1836-1923)
of Boston. Her older sister Nellie died in her tenth
year when Lillie was seven years old, and a brother
George, born 11 months after Lillie, died in infancy.
Only Lillie and her brother Cornelius, Jr., 10 years

=l

917, tempera, pencil, gold and silver leaf

on gessoed panel, 55 by 81% inches, commissioned by Bliss. Private collection, Washington, D.C.

Arthur B. Davies: One of 13 panels from Bliss mural, ca. 1941, oil on canvas, 92 by 108 inches.
Munson-Williams-Proctor Arts Institute, Museum of Art, Utica, New York.
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younger than she and known as Neil, survived child-
hood. Her father, a successful textile merchant,
moved the family to a six-story house at 29 East 37th
Street in the Murray Hill section of New York when
Lillie was two.

The Blisses were comfortably affiuent and politi-
cally influential. However, despite their prominence,
the family lived outside the public eye. Cornelius
Bliss was one of a coterie of Republican leaders who
were in the forefront of party affairs for over a gener-
ation. He was treasurer of the Republican National
Committee from 1892 to 1908, served as chairman of
the New York State Republican Party, represented
New York at Republican conventions, and refused
offers to run for governor and mayor of New York on
several occasions. He rejected William McKinley's
offer to be his vice-presidential running mate in 1900
and supported the choice of Theodore Roosevelt, but
he did accept the post of secretary of the interior in
McKinley's first cabinet; serving from 1897 to 1899.
During the time that her father worked in
Washington, Lillie often acted as his hostess at his
infrequent but lavish parties.

Until 1923, when her mother died, Lillie’s life in
New York centered around the family’s house on
37th Street. As an adult she was responsible for her
mother's care: after the tragedy of losing two chil-
dren, her mother had increasingly become a home-
bound invalid. Lillie ran the house, did the shopping
and took her mother on chauffeur-driven automobile
rides in the afternoons. A week after her mother’s
death she wrote: “My mother has been the center of
my life—without her I seem lost—so I must just
wait with patience for the direction that will surely
come.”

In New York, Lillie regularly attended concerts,
went to the theater and frequented art galleries.
Throughout her youth the emphasis at home was on
music, and her love of music, both classical and con-
temporary, led her to support young pianists and
opera students and to help found the Juilliard Music
Foundation (now the Juilliard School). When she
believed in someone’s career or talent she supported
them unequivocally and often anonymously. An avid
reader, she was fluent in French and an accom-
plished pianist. In the early 1920s she worked on
adapting Joseph Conrad's novel The Rescue for the
stage, going so far as to contact Conrad’s literary
agent and to meet with publishers. She wrote
Hampden in 1924, “ have spent a solid week, five to
six hours a day, with ‘The Rescuer’ [sic]. Finished
typing it today at five o’clock and there is now a
fair copy awaiting your pruning knife.”!" As Eliza
Cobb recalled, Lillie was well informed and had a
“tremendous life of the mind.""

The Bliss family’s interest in music did not extend
to art. One of Lillie’s early connections with the visu-
al arts was probably related to her father's member-
ship in the Union League Club, of which Mr. Bliss
was president from 1902 to 1906. It organized exhibi-
tions of works by living artists, lent by members,
artists and galleries such as Durand-Ruel and
Knoedler; for example, in 1891, 34 works by Claude
Monet were shown. These shows were publicly
advertised, open to all and well attended.

However, it was her friendship with Christian
Archibald Herter (1865-1910) that bridged the gap
between music and art for Lillie. She and Herter
shared a serious interest in music; he was as
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The first masterwork purchased
by MOMA through the Bliss
bequest was Les Demoiselles
d'Avignon, acquired in 1939
Jor $28,000: $18,000 from

the sale of a Degas oil, plus
$10,000 in cash.

Above, Edgar Degas: Jockeys
on Horseback Before Distant
Hills, 1884, oil on canvas,
18% by 21% inches.

Detroit Institute of Arts.

Right, Pablo Picasso: Les
Demoiselles d’Avignon, 1907,

oil on canvas, 8 by 7 feet 8 inches.
Museum of Modern Art.

All MOMA works licensed by
SCALA/Art Resource, New York.
All Picasso works © Artists Rights
Society (ARS), New York.

accomplished a cellist as she was a pianist, but addi-
tionally, Herter was educated and interested in art,
having been brought up in an art-conscious home. In
the months before her death, Lillie had near her
three photographs: one of her mother, one of her
father and one of Christian Herter. Herter was a year
younger than Lillie, and Eliza Cobb believed that
there was “a great romantic friendship between
them. . . . Lillie was also a great friend of his wife's
and sort of held the family together. . . . When he
died she went and stayed with them.”"*

Christian Archibald Herter was the son of
Christian Herter, head of Herter Brothers, the suc-
cessful interior decorating firm which, on a grand
scale, influenced American art and design during
the period after the Civil War, when millionaires
were building palatial houses. Christian Archibald
was a physician and distinguished biochemist who is
credited with helping to establish the study of bio-
chemistry as a separate discipline in America.
Through his friendship with John D. Rockefeller, Jr.,
Herter in 1901 became a charter member of the
board of directors of the Rockefeller Institute for
Medical Research (now Rockefeller University) in
New York.

It is probable that Lillie’s closeness to the Herter

family resulted in her meeting Abby Aldrich
Rockefeller. Adele Herter, Christian Archibald’s
sister-in-law, was a painter and friend of Abby’s, whose
portrait she painted during the summer of 1907. In
March 1911, Abby Rockefeller and Adele Herter were
two of seven women who signed the certificate of
incorporation for the Women's Cosmopolitan Club in
New York, and in 1911-12 Lillie was listed as a mem-
ber. In 1929, Abby and Lillie would be among the
founders of the Museum of Modern Art in New York.

illie’s earliest known art purchases were proba-
bly from Frederick Keppel, a well-established
dealer who knew Joseph Pennell and James McNeill
Whistler and whose gallery was a few blocks from
the Bliss home. In 1909, Christian Archibald Herter
bought a small ink-and-sepia landscape drawing by
Claude Lorrain from Keppel and gave it to Lillie.
From August 1902 through February 1923, Lillie fre-
quented Keppel's gallery, buying at first mostly
etchings by Pennell and Whistler and later French
drawings and prints by Charles Daubigny, Eugéne
Delacroix and, in January 1923, a Matisse print and
a trial proof for Cézanne’s Bathers lithograph.
Eliza Cobb recalled that when Lillie was in her
40s she was going through a personally difficult

time—her father, who would die in 1911, was
becoming old and infirm, and her dear friend
Herter, who would die in 1910, was suffering from
a fatal nervous disease. To lift her spirits she visit-
ed Dikran G. Kelekian, the fine-arts dealer, from
whom she had purchased rugs, Persian pots and
plates, and antique jewelry.!* The Kelekian Gallery,
which was in Lillie’s neighborhood, resembled a
Turkish bazaar and was one of the most interesting
galleries in New York at the time. Lillie's friend
Louisine Havemeyer and, after 1909, the John D.
Rockefeller, Jrs., were regular clients. Additionally,
Kelekian privately collected modern French art for
his homes in New York and Paris during the first
two decades of the 20th century. He was also a
friend to many artists, including Mary Cassatt and
Matisse. Kelekian was a respected connoisseur and
by all accounts a kindly, brilliant man with an
expansive personality.

One of those people with whom Kelekian enjoyed
a warm personal relationship was Arthur B. Davies.
Kelekian owned dozens of Davies prints, and Davies
acquired Coptic textile fragments from him. Eliza
Cobb believed that it was Kelekian who suggested in
1909 that Lillie go to the Macbeth Gallery to see an
exhibition of Davies's work. After buying a painting

Art in America 75
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View of the north and east walls of Bliss’s “Music Room” in the late 1920s, showing, from left to right, Cézanne’s Portrait of
ier’s Laundress, Cézanne’s Bottle of Liqueur,
Derain’s Farm, Gauguin’s Head of a Tahitian, Cézanne’s Pines and Rocks, Seurat’s Port-en-Bessin, Entrance to the Harbor,

Victor Chocquet Seated, Cé: ’s Bather, D

“insane” and “degenerate.” The New
York Times warned that the show
could “disrupt, degrade, if not destroy
not only art but literature and society
as well.” A Chicago newspaper “light-
heartedly” suggested that visitors to
the show “smoke two pipefulls of
thop’ and sniff cocaine.”'’ However, it
aroused the curiosity of the public,
70,000 of whom came to see it in New
York, Chicago and Boston.

By the time the Armory Show was
being organized, Bliss and Davies had
become good friends. Six weeks
before the show opened, and proba-
bly at the suggestion of Davies, Lillie
purchased a painting and a pastel by
Degas and an oil by Renoir from the
New York branch of the Durand-Ruel
Galleries. All three works would be

[
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and Picasso’s Woman in White. Museum of Modern Art Archives.

and viewing the show several times, she asked
Macbeth to arrange for her to meet the artist.

Lillie's life changed dramatically when she met
Davies. Over the next two decades she became his
faithful and principal patron and confidante. Davies
was a romantic artist who was widely admired dur-
ing his lifetime for his symbolic pictures of female
nudes in idyllic landscapes. He was handsome,
charismatic, articulate and persuasive, and he
seems to have especially appealed to women. One of
his contemporaries observed that “the woman who
fears her own sensuality . . . finds in the art of Davies
the man she wants men to be.”* Through his travels
abroad from 1893 on, he knew about current artistic
trends in Europe. He was a galvanizing force in New
York, and his advice was sought by dealers, collec-
tors and artists. He was also a confident collector in
his own right: from a Cézanne exhibition held at
Alfred Stieglitz’s gallery in 1911, he bought the only
picture that was sold.

In 1931, Eleanor Belmont recalled:

The person who most influenced [Lillie’s] life in the
field of painting was undoubtedly Arthur B. Davies.
Impressed by his genius she purchased first one paint-
ing, then several, then almost anything obtainable, from
drawing to large canvas, as he finished it. He led the way
to exhibitions, talked painting to her, modern methods,
plans for future work, and found a willing listener, disci-
ple and patron. She broadened his horizon and revealed
to him the rhythm of sound as he unfolded for her the
rhythm of color and form. Assisted by Davies’s knowl-
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edge and inspired by his dreams her delicate intuitive
love of beauty developed rapidly.”®

We can only speculate on the true depth of their
relationship since no letters between them are
known to exist. As her mentor and advisor, Davies
helped to shape and form her collection almost from
its inception. In the years following the Armory
Show, under his tutelage, Lillie developed the eye of
a collector, As their relationship matured, it was
Davies, more than anyone else, who planted the idea
in her that a permanent place for the exhibition of
modern art should be established in New York.

ln 1911, Davies and others, concerned that their
increasingly modern works were becoming
unacceptable to the mainstream National Academy
of Design in New York, formed the Association of
American Painters and Sculptors, They planned to
Jaunch a large independent show devoted to conterm-
porary works. Davies, the artist Walt Kuhn and the
critic Walter Pach were determined that the exhibi-
tion should include the European avant-garde as
well as the American independents. The result
of their efforts was the International Exhibition of
Modern Art, better known as the Armory Show,
which opened in New York on Feb. 12, 1913, in the
69th Regiment Armory at 25th Street and Lexington
Avenue. About 1,600 works were included. The show
transformed New York’s and perhaps America’s
attitude toward modern art from apathy to excited
contention. Most critics at the time found the works

Gauguin’s Moon and the Earth,

exhibited in the Armory Show.
The Degas painting, Jockeys on
Horseback Before Distant Hills, for-
merly called Racecourse, a small oil
of 1884 for which she paid $20,000,
was the work the Museum of Modern
Art would eventually exchange to
acquire Les Demoiselles d "Avignon.'

Lillie was one of the financial back-
ers of the Armory Show, although her
contributions remained anonymous
at the time. She visited the exhibition
daily, and it was there that she
gained her first broad introduction to
modern art. Largely because of
Davies's inspiration and guidance,
she purchased two Odilon Redons,
Silence (a painting on linen), for
$540, and Roger and Angelica (a pastel), for $810.
At the time of the Armory Show, Redon was little
Kknown in America. In addition to the painting and
pastel, Bliss acquired seven of his prints. Other pur-
chasers of Redon prints were Katherine Dreier, John
Quinn and Davies. Bliss also bought color litho-
graphs (two different versions) of Cézanne's

Daumier: The Laundress,
1863, oil on wood, 19% by 183 inches.
Metropolitan Museum of Art.
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Cézanne: The Bather, ca. 1885, oil on canvas, 50 by 38'% inches.

Museum of Modern Art.

Bathers, as did Walter Arensberg, Kuhn, Quinn, Mrs.
Charles C. Rumsey and Stieglitz.'® Soon after the
Armory Show closed, she bought a little Cézanne,
The Road (ca. 1875), from Davies.

The Armory Show expanded Lillie’s art-world con-
nections, and she became friendly with many New
York dealers, collectors and artists. Her friendships
with Kuhn, Charles and Maurice Prendergast, and
Charles Sheeler began at this time. Among the col-
lectors with whom she became acquainted was John
Quinn, who took care of legal matters in connection
with the Armory Show and was a collector of
Davies's work. Quinn named Davies an execu-
tor of his estate, and from 1912 to 1920 Kuhn was
one of Quinn’s art advisors.

Bliss and Quinn enjoyed a cordial relationship.
Both began collecting in their 40s, and before
becoming impassioned collectors each had great
abiding outside cultural interests: Quinn in Irish lit-
erature and Bliss in music and theater. Quinn was a
complex personality; he was a competitive, often
cunning collector with avant-garde taste, and a
workaholic curmudgeon, not known for his warmth.
He did not confer praise easily. However, his admira-
tion for Bliss, who convinced him to lend to a
Cézanne exhibition in 1917 at the Arden Gallery in
New York, is evident in a letter he sent to her in
February of the same year: “T am glad [ was able to

contribute in a small way
to the success of the
Cézanne exhibition. I
thought your Cézannes
were lovely, and they were
among the best, if not the
best in the exhibition,”*?
The next year, when a
large selection of Davies's
paintings owned by Bliss
were exhibited at the
Macbeth Gallery, Quinn
again congratulated her:

You have done a wonderfully
fine thing in assembling this
unique collection of Davies's
work. Outside of very large
rich men, like Rockefeller
and Carnegie, who can do
great things like founding
universities and foundations
and institutions for scientific
research, it is seldom that
people have the vision to con-
ceive and the will to carry out
a perfectly rounded thing. . . .
I would rather have that
vision and carry that work to
completion than be Governor
of the State of New York. So
you have had the vision about
Davies's work and . . . I con-
gratulate you sincerely and
heartily on it. As something
of a collector myself, in many
fields and perhaps too scat-
tered to reach anything near
perfection in any field, I can
imagine the tremendous and
enduring satisfaction that it
must be to you to have got
together this unique collec-
tion of Davies's work. It was a
big and generous idea . . . to share . . . the collection with
the public. . . . Therefore, as a fellow collector, I send you
congratulations.*

In 1921, Quinn and Bliss were among the
collectors who urged Bryson Burroughs, the
curator of paintings at the
Metropolitan Museum of
Art, to organize a loan exhi-

= (1 M Modern Art.
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By 1916, Lillie began to

buy with the eye of a
connoisseur. Her increasing
self-confidence is evident
in her purchase of many
bold paintings by Cézanne.
At the time of her death
she owned 26 of his works.

denounced these criticisms as the Ku Klux Klan-
inspired ravings of ignorant “lunatics.” Bliss wrote
a stirring letter to the well-known conservative
American decorative designer and National
Academy advocate Louis Comfort Tiffany, making
her views known. An excerpt from the undated let-
ter was published after her death in the catalogue
of the memorial exhibition of her collection:

We are not so far apart as you seem to think in our ideas
on art, for I yield to no one in my love, reverence and admi-
ration for the beautiful things which have already been
created in painting, sculpture and music. But you are an
artist absorbed in your own production with scant leisure
and inclination to examine patiently and judge fairly the
work of the hosts of revolutionists, innovators and mod-
ernists in this widespread movement through the whole
domain of art or to discriminate between what is false
and bad and what is sometimes crude, perhaps, but full
of power and promise for the enrichment of the art
which the majority of them serve with a devotion as pure
and honest as your own. There are not yet many great
men among them, but great men are scarce—even
among academicians.

The truth is you older men seem intolerant and supercil-
ious, a state of mind incomprehensible to a philosopher
who looks on and enjoys watching for and finding the new
men in music, painting and literature who have something
to say worth saying and claim for themselves only the free-
dom to express it in their own way, a claim which you have
always maintained as your inalienable right.?*

Quinn died in 1924; following his instructions, his
collection was sold at auction over a two-year period
to avoid financial catastrophe for his estate, the

Cézanne: Still Life with Apples, 1895-98, oil on canvas, 27 by 36'% inches.

Post-Impressionist art, = )

which opened to the public
in September. The protests
were scathing, and the fury
of the press and of a self-
appointed Committee of
Citizens and Supporters of
the museum was widely
reported in New York.
Quinn lent 26 works to the
show, and Lillie, anony-
mously, lent 12, including
five Cézannes.* The show
was criticized as “danger-
ous,” and Quinn was
accused of masterminding
the exhibition. In response
to the uproar, Quinn
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Abby Rockefeller, in May
1929, invited Bliss and
several others to discuss
founding a museum for
modern art in New York.
The group’s efforts would
result in the opening of the
museum five months later.

taste of the time being very unsympathetic to mod-
ern art. Lillie purchased Redon’s Etruscan Vase
(1900-05) and Cézanne's Rocks Near the Caves
Above Le Chdteau Noir, formerly called Rocky Ridge
(1895-1900), from the 1926 sale. She had privately
acquired from the Quinn collection Gauguin's Young
Man with a Flower (1891), a beautiful small oil that
had once been owned by Matisse, from whom Quinn
bought it.? The Quinn collection would have been
an excellent foundation for a museum devoted to
modern art, as Kuhn and Davies hoped. It is likely
that they discussed this with others, including Lillie,
who were also dismayed at its dispersal. The Quinn
collection made such a profound impression on the
young Alfred H. Barr, Jr., when he saw it at the
memorial exhibition in January 1926, that during his
tenure at the Museum of Modern Art, where he
would become the founding director in 1929, he
sought to acquire important Quinn pictures when
they became available.*

ontinuing as Davies's major patron, Lillie com-
missioned him in 1914 to paint a mural for the
music room adjacent to her bedroom on the third
floor of the family home. Since her mother disliked
most modern art, it was rather daring of Lillie to
have invited Davies to design and install his work in
their house. Her mother preferred that only works by
Cézanne (and occasionally the Prendergast broth-
ers) be hung downstairs, Lillie kept the rest of her
collection on the third floor. Lillie understood that
for Davies this commission was important because
he very much wanted to revive the practice of mural-
making in America. He hoped that the mural would
lead the way for other such projects to be awarded to
modern artists rather than to academic ones.
Davies, along with Charles and Maurice
Prendergast, was among those included in a mural
exhibition at the Montross Gallery, in April 1915.
With this exhibition, Montross aimed to establish
cooperation between painters and architects, thus
bridging the gap between modern American art and
decorative interior design. Lillie must have been
pleased by the idea of wall decorations because soon
after the Davies work was in place, she commis-
sioned a mural-size panel from the Prendergasts to
go over a mantelpiece. The Spirit of the Hunt (ca.
1017) is a highly decorative, tapestrylike work in
tempera, gold and silver leaf, and pencil on an
incised gesso panel. Additionally, Bliss ordered a
Prendergast panel for the front hall of Neil Bliss's
home in Westbury and a hope chest by Charles
Prendergast for her niece, Eliza. Lillie's interest in
acquiring works by the Prendergasts continued
through 1928. She would eventually purchase over
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20 oil paintings, watercolors and drawings by
Maurice, and a screen and seven carved, painted
and gilded panels by Charles. Eliza Cobb recalled
that when Bliss died there were “stacks and stacks”
of Prendergast watercolors in her apartment; Bliss
had supported the brothers in the early years by buy-
ing two of their watercolors a month.

y 1916, Lillie began to see and buy with the eye

of a connoisseur. Her increasing self-confidence
as a collector is evident in her purchase of bold
works by Cézanne, the artist she especially admired.
At the time of her death she owned 26 of his works,
many of them now considered pivotal to an under-
standing of his oeuvre. In January 1916, she acquired
eight of the 17 watercolors in the Montross Gallery's
Cézanne exhibition, in addition to an oil painting,
Bottle of Liqueur, previously known as Fruit and
Wine (ca. 1890). The works in this show, which
attracted the favorable attention of artists, were
selected by the French critic Felix Fénéon, Among
the watercolors on view, Lillie bought the magnifi-
cent House Among Trees (ca. 1900) and Foliage
(1895). Lillie was unconcerned that the reviews were
less than sympathetic during the time it was on dis-
play since reviews, positive or negative, did not influ-
ence her purchases. Eleanor Belmont wrote:

Criticism, even ridicule of an artist's method, or the result
achieved had no effect upon her whatsoever: she smiled
confidently at those who had nothing in common with her
beliefs and went her serene, cheerful way. Just as a rock at
the ocean’s edge meets the pounding of the teasing surf,
after each attack the rock emerges unchanged—it is the
wave which breaks and leaves the rock gleaming in the
sunlight as bright as before.”

Lillie’s enthusiasm for Cézanne's work never
wavered. Between 1920 and 1926, she purchased six
more of his paintings through Marius de Zayas, a
Mexican artist turned dealer who had learned the
art business as a protégé of Stieglitz: the large and
important Bather (ca. 1885); Pines and Rocks
(Fontainebleau?), ca. 1896-1900; Still Life with
Ginger Jar, Sugar Bowl, and Oranges, formerly
called Oranges (1902-06); Dominique Aubert, the
Artist’s Uncle, formerly called Man in a Blue Cap
(Uncle Dominic), ca. 1866; and two small gems,
Pears and Knife (1877-78) and Carafe, Milk Can,
Bowl and Orange, formerly called The Water Can
(1879-80).

Two notable Cézannes in Lillie's collection were
purchased at the 1922 auction of modern paintings
privately owned by Kelekian that took place at New
York's Plaza Hotel. Many of the bids were disap-
pointing, and Kelekian, with Quinn acting on his
behalf, had to buy back a number of the offerings.
Lillie paid $21,000 for Still Life with Apples (1895-
98), the highest price paid at the sale.?® It was her
most expensive purchase to date, and Lillie was
adventurous to buy it, since it was considered to be
unfinished. This painting was one of her favorite
works, and is today a major work of the Museum of
Modern Art. She also purchased Cézanne’s Portrait
of Madame Cézanne (1883-85). Both were originally
owned by Ambroise Vollard, the eminent French art
dealer, publisher and entrepreneur, and had been
lent anonymously by Kelekian to the 1821
Metropolitan exhibition. Both have impeccable
provenances; Lillie bought what she loved but was
mindful of the good taste of respected prior owners.

On Jan, 11, 1929, she acquired the final work for her
Cézanne collection from Durand-Ruel: Portrait of
Victor Chocquet Seated, previously titled Chocguet
in an Arm Chair, an oil of 1877.

Bliss also acquired works by other artists of
(Cézanne’s generation. Sometime before 1926, she
bought, through the Bourgeois Gallery in New York,
Gauguin’s The Moon and the Earth [Hino Te Fatou],
1893." This painting was so reviled by critics of the
1921 Metropolitan Museum show that it had been
illustrated in The World as typical of the “vile,
Bolshevist” work included. From the Degas sales in
April 1919, she added six drawings by Degas to her
collection, five of which are copies the artist made of
old-master drawings.

From the 1922 Kelekian sale Lillie also purchased
her first painting by Picasso, Green Still Life (1914);
she already owned a dozen of his works on paper.
Green Still Life is a subtle, brilliantly colored, tactile
picture, quite unlike the artist’s nearly monochro-
matic works of 1910-12, and an appropriate choice
for Lillie who, like many collectors of the time,
shunned abstraction. Quinn, in describing Bliss in a
letter of 1922 to the French dealer Léonce
Rosenberg, wrote: “She has bought very heavily of
the work of an American artist, Arthur B. Davies,
and others. She has been a rather heavy purchaser
of works by Cézanne lately. She would not be inter-
ested in cubist works at all. I know her well."®

liss’s final period of collecting began around

1927. Davies was living abroad, and she had
entered her 60s feeling confident and independent.
By this time, visitors were asking to see her collec-
tion and museums were borrowing her pictures:
Matisse, in the U.S. for negotiations regarding his
Barnes mural, visited her in late September 1930
before returning to France. Whereas the work of
Cézanne had previously been the center of her
attention, the work of Seurat would be the main
focus of her collecting activities during these years.

She made annual trips to Europe from 1924
through 1929, and while in London in the summer of
1927, she saw two paintings at the Knoedler Gallery
that she subsequently bought through the New York
branch: Seurat's Port-en-Bessin, Entrance to the
Harbor (1889), and Daumier's The Laundress
(1861). (She preferred to purchase works through
New York dealers.) The most complete of the many
versions Daumier painted of the subject, The
Laundress is the only one dated and, once again,
had an impeccable provenance, having been exhibit-
ed at the 1861 Paris Salon and illustrated in the
Gazette des Beaux-Arts in June 1878 and in books
on the artist that were published in France in 1888
and 1908. To her single Seurat painting Lillie would
add, in 1929, a large group of drawings by the artist.
When she bought them, these works were already
considered rare and special. Woman Seuring (1882-
83) and At the Concert Européen (ca. 1887), both
conté crayon, were done as independent composi-
tions, not as sketches for paintings.

While in London, Bliss also visited the Lefevre
Galleries. Ernest Lefévre wrote John Kraushaar in
New York on July 19, 1927: “Miss Bliss did not come
back to see the Cézanne and I am afraid she had
already left the hotel when my letter arrived
there."* Lefevre and Kraushaar were close business
associates and good friends who shared clients. After
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Bliss’s return to New York she acquired three paint-
ings from Kraushaar, all of which came to him from
Lefevre: Picasso’s Woman in White (1923), Matisse's
Interior with a Violin Case (1918-19) and Toulouse-
Lautrec’s May Belfort as a Kate Greenaway Baby,
formerly titled May Belfort in Pink (1895). Her
check to Kraushaar was accormpanied by her calling
card on which she wrote: “Dear Mr. Kraushaar.
Enclosed please find a check for §2500—on
account—Yours truly, /s/ L. P. Bliss.”” She frequent-
Iy sent rounded sums, occasionally paying long after
purchases had occurred.

Her last major purchases in 1928 and 1929, in
addition to the Seurats, were from the New York
dealer Valentine Dudensing, who in the late 1920s
employed the services of the young Pierre Matisse,
son of the artist. From October 1928 through
October 1929, Bliss bought two paintings by André
Derain, The Farm (1922-24) and Landscape,
Southern France (1927-28); Henri Rousseau’s
Jungle with a Lion (1904-10); Matisse’s Gerl in
Green (ca. 1921); and Amedeo Modigliani's Anna
Zborowska (1917). Her bill for all totaled $49,000.

n October 1928, Bliss moved from her house on
37th Street, where there was insufficient light
and space to properly hang and show her collection.
Since her mother had died five years earlier, she
was free to sell the house, move, travel and live as
she pleased. She contracted to purchase an apart-
ment in a building being erected at 1001 Park
Avenue on the northeast corner at 84th Street.
Plans were resolved by July 1929, and in October
Bliss moved into an 18-room 11,500-square-foot
triplex penthouse with very high ceilings on the
18th, 14th and 15th floors.*! The “Music Room,” as
she called it, was in fact a double-storied 20-foot-
high spacious gallery, a skylit room 43 feet long and
26 feet wide, with a specially designed lighting sys-
tem. Over the fireplace hung Cézanne’s Bather,
with Daumier’s Laundress and Cézanne's Chocquet
on either side. Other walls were dominated by
Modigliani's Anna Zborowska, Picasso’'s Woman in
White and Cézanne's Pines and Rocks. Cézanne's
Still Life with Apples was placed above a large
grand piano. Lillie finally had the space to hang her
three favorite works, the Daumier and the Cézanne
Apples and Pines and Rocks, in one space.

The decor of this area of her apartment reflected
an independent-minded woman in touch with her
time. The furniture and rugs were custom designed by
Jules Bouy, a Frenchman who had come to New York
around the time of World War I, in the “art moderne”
style that had recently become available to fashion-
conscious New Yorkers. The furniture and the flat,
ornamental setbacks at the sides of the fireplace
mantel were characteristic of Bouy's work and evoke
the Art Deco urban architecture of this period. The
chairs and sofa were slipcovered and the furniture
inlaid and painted. On a freestanding center console
sat two small sculptures—a Maillol crouching woman
and what appears in photos to be an archaic style
Greek figure. Abby Rockefeller, who had begun buy-
ing modern works in 1924 and was designing a private

Of the two major Picmosh in f,;he Bliss 73(;14:3& (;reten Stzl::;i'fe, 1.9'114 le( z&p, 23% lu(vm . gallery space in her own home at this time, wrote o &
31 inches), remains in the Museum of Modern Art’s collection, while Woman in White, toascli) . i .
1923 (abou)e, 39 by 317% inches), was sold to the Metropolitan Museum in 1947. gﬁ:& ‘:ﬁg‘ ﬁqggg‘;&’;b ;eizlt::‘:; i?g;%?’n;

small elephants in the way of furniture. It all looks so
big and clumsy to me."* Lillie's boldness was lost on
Art in America 79
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Abby; others, however, thought it unforgettably grand.
The rest of the apartment was furnished in a tradi-
tional style. The top floor was planned as a separate
apartment for the use of the Walter Hampden family
when they were in town.

Each room was dominated by Lillie’s collection:
(ézanne watercolors and Seurat drawings in the
entrance foyer and reception room; lithographs by
Renoir, Redon, Matisse and Davies, woodcuts by
Gauguin, etchings by Picasso and fragments of
Coptic and Persian textiles along the corridors.
Although Bliss was Davies's principal patron, and
she owned hundreds of his works, the only examples
hanging in her apartment at the time of her death,
aside from a few works on paper in the halls, were
three oils and the murals moved from 37th Street,
which decorated a small room, proof enough that,
although she valued their great friendship and was
indebted to him for his advice, she did not exagger-
ate his artistic importance.

rthur B. Davies died suddenly in Italy on Oct. 23,

1928. Commemorative exhibitions were held
during the next two years in several venues, and
Lillie lent generously to all of them. In April 1929,
Davies's collection was sold at auction, Lillie and
Abby Aldrich Rockefeller being among the buyers,
and Abby had a Davies show in her new private
gallery in her house. Abby had known Davies for only
a few years, but she credited him with encouraging
her to acquire modern art, from 1924 on. Davies’s
death, and the sale of his collections not long after
the dispersal of the Quinn collection, combined with
the steadfast reluctance of the Metropolitan
Museum to regularly show and support late 19th-
and 20th-century art, made the time ripe to seriously
consider establishing an institution dedicated to
exhibiting modern art in New York.

At the end of May 1929, Abby invited Lillie, their
mutual friend Mary Quinn Sullivan (no relation to
John Quinn) and A. Conger Goodyear to her home to
discuss founding a museum for modern art in New
York.® Mary Sullivan was an art teacher, dealer and
collector. Goodyear was a collector of modern art
and a former board member at the Albright Gallery
in Buffalo; he agreed to head the venture and
became chairman. His presence at the meeting was
apparently due to Walt Kuhn, who, in a letter of July
9, 1029, to his wife, Vera, took credit for the fact that
Goodyear was made chairman of this exploratory
committee. Lillie, the leading collector among them,
became vice president; Abby, the truly wealthy one,
was appointed treasurer. A short time later three
more persons were asked to join them: Paul J. Sachs,
an eminent art history professor at Harvard, also a
collector and an acquaintance of Abby; Frank
Crowninshield, a publisher and friend of Lillie; and
Mrs. W. Murray Crane, a friend of both women. As a
group, they had the knowledge, resources, dedica-
tion, status and efficiency that would result in the
museurn’s opening to the public five months later.

Kuhn and Bliss met frequently during the summer
of 1929 and discussed details of the new museum.
On July 12, Kuhn wrote to his wife: “Miss Bliss
phoned yesterday. Evidently the $§ are coming in
g00d order for the future. I surely had a lucky break
in the Goodyear business. It means that at last I will
have a show under the swellest and best advertised
conditions sometime or other.”™ Bliss had gotten to

Top, Vincent van Gogh: The
Starry Night, 1889, oil on
canvas, 29 by 36 inches.
Museum of Modern Art.

Above left, Henri de
Toulouse-Lautrec: May
Belfort as a Kate Greenaway
Baby, 1895, gouache on
board, 247% by 19 inches.
Cleveland Museum of Art.

Above right, Cézanne:
Portrait of Victor Chocquet
Seated, ca. 1877, oil on
canvas, 18 by 15 inches.
Columbus Museum of Art.
Right, Cézanne: Bottle

of Liqueur, ca. 1890, oil on
canvas, 21'% by 25% inches.
Private collection, Japan.

The Starry Night was acquired by
MOMA in 1941 in an even
exchange for two Cézannes and
a Toulouse-Lautrec.
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know Kuhn well since the Armory Show, and she
owned dozens of paintings by him. She bought his
Jeanette (1928) in 1929, for which he asked $2,500;
she said he was mistaken and sent him a check for
$8,000 instead.®

That summer, Lillie spent a few weeks with her
good friend, the concert pianist and teacher Olga
Samaroff Stokowski, at her home in Maine. Olga
later recalled:

I never ceased to marvel at the quiet and unobtrusive way
in which she managed to be of great service to the arts
without ever seeking the limelight for herself. . . . During
her visit in Seal Harbor she and my summer neighbor, Mrs.
John D. Rockefeller, Jr., were engrossed in plans for the
new Museum of Modern Art in New York %

That same summer Goodyear went abroad to
borrow works for the museum'’s inaugural exhibi-
tion, while Crowninshield remained in New York
to work out the logistics. They regularly communi-
cated with Lillie and Abby, and it is clear that the
women's preferences were respected: they insist-
ed on a French show, not the Ryder-Homer-Eakins
exhibition proposed by the men. Abby and Lillie
were a team. Naturally generous in spirit and out-
look, they were, in a most agreeable way, accus-
tomed to getting what they wanted. They were
actively involved in all aspects of the new venture.
Crowninshield wired Goodyear: “Rockefeller Bliss
approve such an expenditure; . . . [Mrs.
Rockefeller] and Miss Bliss think sum of $15,000
is maximum for structural charges.”" Bliss wrote
Goodyear explaining that she believed that they
must secure $75,000 before launching the venture.
Kuhn reiterated this in a letter to his wife dated
July 19, 1929: “Here's the dope on the new gallery.
Miss Bliss came to the apartment this P.M.—They
have $60,000 collected so far, only want 15
more—or 75,000 to go ahead.”® Concurrently, in
a letter to Goodyear full of details about a dinner
they were arranging, Lillie wrote: “Sorry to bother
you but Vice-Presidents are always bothersome.”®

On Nov. 8, 1929, the museum opened to the public
in the Heckscher Building at Fifth Avenue and 57th
Street with an exhibition titled “Cézanne, Gauguin,
Seurat, van Gogh” and was an instant success. Eight
Bliss pictures were included in this inaugural show.

Lillie acquired no major works after the museum
opened. Barr believed that she wanted to add an
important Seurat figure composition and a painting
by Vincent van Gogh to her collection.** She sold
paintings and saved money by altering her lifestyle
in order to buy a van Gogh, but she never did. Eliza
Cobb recalled that although Lillie had a substantial
household staff, in the summer of 1930 she paid all
but one of them half wages and lived alone in the
large apartment with the laundress and the chauf-
feur, visiting Neil’s family in Westbury, Long Island,
on weekends. “And all of this was because she put
her money into pictures and into the modern art
museum.”! Additionally, her resources had been
diverted from art to charity: the Depression had set
in, and Lillie was concerned with the unemployed;
her will included a $50,000 bequest to the New York
Association for Improving the Condition of the Poor.
Perhaps she also had fewer funds available due to
the deflated stock market.

In July 1930, Lillie became ill, was operated on for
cancer, seemed to be recuperating and was opti-

mistic about the future. One of her last ventures out-
side her home was to visit the museum’s “Toulouse-
Lautrec/Redon” exhibition on the day it closed,
Mar. 2, 1931.% Her three Redons and her Toulouse-
Lautrec oil were on view. It is not difficult to imagine
the 29-year-old Alfred Barr showing her through the
galleries. Barr and Bliss saw each other often during
the short time they were acquainted, and they had
much in common. Like her, he deeply loved music;
they went to the movies and attended concerts
together. Eleanor Belmont recalled that Bliss was
attracted to youth. “She saw what they saw, encour-
aged the expression of their ideas and spontaneously
offered them unprejudiced consideration.”?
Certainly Lillie must have greatly respected Barr’s
brilliance and enthusiasm; after all, she planned to
leave her collection in his charge.

Unfortunately, however, their relationship would
never mature, as did that of Barr and Abby
Rockefeller, because 10 days later, on Mar. 12, Lillie
died. Neil and Eliza were at her bedside. A private
memorial service was held in the Music Room of her
apartment, and Walter Hampden, who at the time
was appearing in New York, delivered the eulogy to a
room crowded with friends. When the contents of
her will became known, both Abby Rockefeller and
Goodyear were very surprised: she had not previous-
ly informed them of her decision to leave to the
museum the most important works in her collection.
Kuhn apparently had an inkling of her intention
when he wrote to his wife on July 19, 1929: “Her
whole collection will no doubt go to the new muse-
um, which is certainly looming up big."#

Lillie Bliss could not afford to support the
museum financially in the same way as Abby
Rockefeller. However, in bequeathing her collec-
tion to the museum three months before its first
anniversary, she had quietly and secretly decided
what form her support would take. Her will stipu-
lated, however, that the Museum of Modern Art
would have to raise an endowment to make her gift
a reality.®

Specifically, the will stated that the works cited
in her bequest would become “the absolute prop-
erty” of the museum once it had been established
“to the full and complete satisfaction” of the
trustees of her estate that the museum was “suffi-
ciently endowed . . . on a firm financial basis and
in the hands of a competent board.” She also stipu-
lated that two of her Cézannes—sStill Life with
Ginger Jar, Sugar Bowl, and Oranges and Still
Life with Apples—and her Daumier Laundress
could never be sold or otherwise disposed of, and
that if the Modern did not want them, they “would
become the property of the Metropolitan Museum
of Art."*6 The Cézannes remain at the Modern and
the Daumier went to the Met in 1947.47

Bliss's entire collection was valued at $1,139,036
at the time of her death. The Ferargil Galleries of
New York prepared an inventory of the contents of
the Park Avenue apartment and did the appraisals:
the four pictures with the highest values were
three Cézannes—Bather ($60,000), Still Life with
Apples ($50,000) and Pines and Rocks
($40,000)—and the Degas Jockeys on Horseback
Before Distant Hills ($40,000). Abby Rockefeller
wrote to Neil Bliss that Lillie's gesture was “so in
line with the generous way in which she did all

In bequeathing her art to
the museum before its

first anniversary, Bliss had
secretly decided what form
her support would take. Her
will required the museum

to raise an endowment to
make her gift a reality.

things that it will make her memory a very living
inspiration to us all. It makes me more eager than
ever to see the museum worthily succeed.”*

Two months after her death, the 12th exhibition
held by the Museum of Modern Art, from May 13 to
Oct. 6, 1931, was a “Memorial Exhibition: The
Collection of the Late Miss Lizzie P. Bliss, Vice-
President of the Museum.” Works by 24 artists
were selected, and a small catalogue was issued.
By the time the show closed, 32,144 people had
seen it. The public opening was preceded by a
memorial service held in the galleries and attend-
ed by 300 guests.

From 1931 through 1934, the museum’s trustees
and its director were preoccupied with raising
funds to meet the challenge of the Bliss bequest.
The matter of a permanent collection was fore-
most on their minds. One of the fundamental pur-
poses of establishing the museum, Barr argued,
was to have on continuing display works by the
masters of the past 50 years. He cautioned that if
the museum did not establish a permanent collec-
tion policy, it might as well change its name from
Museum of Modern Art to Exhibition Gallery.

In March 1934, the trustees met the financial
terms of the Bliss will, her bequest was accessioned
and a Museum of Modern Art with a permanent col-
lection became a reality. In order for the museum
to secure the bequest, the estate required that the
museum raise $1 million.* However, because of the
difficulty of raising funds during the Depression,
this initial sum was reduced to $600,000. The
money came from several sources: Abby Aldrich
Rockefeller, $200,000 (given to her by her husband
for this purpose); the Carnegie Foundation,
$100,000; the other trustees, $200,000; and an
anonymous donor, $100,000. The anonymous donor
was Abby’s son, Nelson A. Rockefeller, who would
later become very active in the museum. He made
the donation because he wanted his mother to
know that someone in the family besides herself
was deeply supportive of the new museum. He told
his mother of his gift two months later.

Two years after the museum had moved to its
new quarters, a limestone town house at 11 West
53rd Street, the Bliss bequest was shown in its
entirety. From May 14 to Sept. 12, 1934, the exhi-
bition was seen by 30,445 people.

The Lillie P. Bliss bequest ensured that the
museum had a foundation upon which to build its
future. Her action reflected her confidence in her
friends to secure the endowment and in Alfred
Barr to make her dream come true. Her courage
and intelligence are reflected in the paintings she
left to the public. The most important works in
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her collection are the French paintings and draw-
ings from the latter part of the 19th century by
artists whose present fame has overcome the
neglect or derision which they often endured dur-
ing their lifetimes: Cézanne, Degas, Gauguin,
Redon, Seurat and Toulouse-Lautrec. In this
alone, her courage has been vindicated. Her sup-
port of American artists of the time is also note-
worthy for, at her death, she owned more works
by contemporary American artists than by any
others: predominantly Davies, Kuhn and the
Prendergasts.

In 1931, two months after Lillie's death, Eleanor
Belmont wrote:

She was an advocate for modern art when it had few
admirers, a patron when it had almost no market; finally
through her keen intelligence, valiant championing of
young artists, and her personal experience with their
work, she became not only an important collector but
one of the best judges of contemporary painting in this
country. To gather that which has stood the test of time
takes skill and taste, but to select wisely from the vast
amount of unweeded material produced by contempo-
rary artists, requires taste, courage, and insight that
amount almost to the gift of prophecy.”

Bliss acquired boldly and she bequeathed what
she thought best, thus giving a permanent collec-
tion to a public institution that she helped to
found. The collection of the Museum of Modern Art
today is a living example of her noble legacy. ~ [J

1. Picasso was notified of the sale of the Demaoiselles to
the museum in a letter of Dec. 10, 1937, from César de
Hauke of the Seligmann Gallery in New York, but it would
take two years to complete the financial arrangements;
the museum publicly announced the acquisition in
January 1939. For details on this transaction, see Judith
Cousins and Hélene Seckel, “Chronology of Les
Demoiselles d’Avignon, 1907-1939" in Studies in Modern
Art, no. 3, John Elderfield, ed., New York, Museum of
Modern Art, 1994, pp. 199-202. The Degas, now titled
Jockeys on Horseback Before Distant Hills (1884), is in
the collection of the Detroit Institute of Arts. A payment
of $28,000 in 1939 equals about $364,600 today.

2. Isabella Stewart Gardner is not included in this group
because her interest in art centered mainly on the old
masters. Although she agreed to be listed as a vice presi-
dent of the Armory Show in 1913, she did not collect work
by artists included in the show. Two of the Matisses in the
Gardner Museum, for example, were given to her. Among
her contemporaries, she was most interested in the work
of John Singer Sargent, one of the most accepted artists
of the time, in addition to that of James McNeill Whistler
and Anders Zorn. She was born almost 25 years before
Bliss and died in 1924, one year before Sargent.

3. Gwendoline (1882-1951) and Margaret (1884-1963)
Davies, of Llandiman, Wales, began buying French
Imp ist and Post-Impressionist paintings in 1912,
and by 1920 they had assembled one of the most impres-
sive and important collections of its kind in Great
Britain. Their activities influenced other collectors in
Britain, notably Samuel Courtauld, who acknowledged
their importance. By 1924, having amassed over 200
works, the sisters stopped actively acquiring. After
repeated unsuccessful attempts to donate works to
museums in London, they bequeathed the entire collec-
tion to the National Museum of Wales in Cardiff, where
it can be seen today.

4. Eleanor Belmont in Memorial Exhibition: The
Collection of the Late Miss Lizzie P. Bliss, Vice-President
of the Museum. May 17-September 27, 1931. New York,
Museum of Modern Art, 1931, p. 8. (Subsequently called
Bliss 1931)

5. Elizabeth Bliss Parkinson (later Cobb), Archives of

T T R R G R L e

American Art, oral history interview by Paul Cummings,
Jan. 3, 1978. The author spoke with Cobb on many occa-
sions from 1987 to 1991 and more recently with mem-
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6. Lillie P. Bliss to Eleanor Belmont, Oct. 17, 1930.
Belmont Papers, Columbia University, Rare Book and
Manuscript Library.

7. Lillie was a founder of the Walter Hampden Theater
enterprise, and those who worked with her on its estab-
lishment admired her “exquisite dealing with difficult
situations, her tact, and her patience.” MOMA Archives,
Bliss Scrapbook, Claude Bragdon to Cornelius N. Bliss,
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16. Christine Stansell, American Moderns: Bohemian
New York and the Creation of a New Century, New
York, Holt, 2000, p. 102.

17. This $20,000 paid in 1913 would equal around
$364,000 in today's dollars, a multiple of about 18.

18. See “Catalogue Raisonné,” in Milton Brown, The Story
of the Armory Show, New York, Abbeville, 1988, p. 254.

19. New York Public Library, John Quinn Letter Box #14,
sheet 431.

20. NYPL, Quinn Box #17, sheet 898.

21. See Rebecca A. Rabinow, “Modern Art Comes to the
Metropolitan,” Apollo, October 2000; the appendix, pp. 9-12,
is a checklist of the 1921 Metropolitan exhibition.

22. Bliss 1931, p. 3.
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Miss L. P. Bliss
WillGives Noted
Ar‘t to Museums

Modern Gallery Gets Bulk
of Treasure House of Con-
temporary Master Works

350,000 to Institutions

Daughier of McKiuley’s Sec-
retary of Interior AidsKin

The will of Miss Lizzie P. Bliss,
daughter of the late Cornelius N.
Bliss, Secretary of the Interior in the
Cabinet of President McKinley, and
Mrs. Elizabeth Plummer Bliss, was
filed for probate in Surrogate's Court
yesterday, disposing of an important
collection of modern paintings, chiefly
by Arthur B. Davies, one of the most
'highly regarded of American painters.
'Miss Bliss died March 12 at her home,
1001 Park Avenue. - 3

Miss Bliss’s collection is considered
cne of the most valuable and notable
groups of modern paintings in this
country. Although connoisseurs were
réluctant to estimate yesterday the
value of the collection, 1t pointed
ieut that some of the paintings alone
are worth from 870,000 to $100.000
each. Others, however, are worth only
18200 or so. Miss Bliss was recognized
25 owning some of Cezanne's finest
works, together with other fine
examples by Matisse, Picasso and other

rench moderns.

Modern Museum Gets Bulk -

Miss Bliss left the bulk of hel col-
\lection to the Museum of Modern Art,
o 730 Fifth Avenue. The pictures
designated in this bequest are twenty-
one paintings by Cezanne, which in-
ciude “Self Portrait,” “Portrait of
Madame Cezanne,” “Portrait of M.
Choquet,” “Early Landscape,” “The
Battler,” “Pine’ and Rocks” and “Bigf
Still Life,” which was bought by Miss
Bliss in 1019 for $21,000; “Head of a
Tahitian,” “Hina Tefu Tu"” and “Set A
Woodcuts,” by Gauguin; Picasso's
“Green Still Life,” “Woman in White"”
and eight of his lithographs.

The museum also receives three un-
named pictures by Derain, four by Ma-
‘tisse, including “Girl in Green,” “On
the Riviera” and two lithographs, a
print by Daumier, portrait of Mme.
E=lfort N. Rose by Toulouse-Lautrec,
two pastels, one oil and one lithograph
by Odillon Redon, “After the Battle,”
“Race course,” and drawings from old
masters by Degas and a landscape by
Renoir.

The will provides that “such dis-y
(tribution shall ouly be made at such
time upon or prior to the death of the}
gurvivor of my nephew, Cornelius N.|
Bliss jr., and my nlece, Elizabeth A.
Bliss, or at such time upon or prior
to the expiration of three years from!
my death The trustees are instructed;
not to te the pictures unﬂll?
the museu S
All the paintings in the collection. are
t Paint and

“been proved solvent.if
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peth Galleries, and Donald LIACKEIZE
until the dissolution of the corpora-’
tion. {

Alfrted H. Barr jr., direclor of thei
Museum of Modern Art, of which Miss|
Biiss was vice-president, expressed his,
pleasure at the gift to the museum.;
but sald its acceptance would be up’
to the board of trustees, which in-i
cludes among others Mrs. John D.i
Pockefeller jr. Mr, Barr declared it}
would take at least three days sm(w!

‘monetary talue on it

ot Mi Bliss’s collectlon to set RL

< ].:(Ielmpolltan Gifts Made
he Metropoli
et e
--i{i:ﬁ?npa;glt“‘ﬂs “I'Etretat” by Monet.
Cﬂx'q.~"’ 1 Town” and *“The Uni-
C(-sk;° ,_1,))’ Davies, two of his water-
o g)smngg bN'g wax and oil sketches
ha B }?1 selected by the museum.
Fcie'xrenrooi?n Museum of Art and
’i‘hc} a ?ﬁ‘lf \e’s six Davies paintings.
“The L—Di i lres.ztlnc's‘s of the Wounded,”
"YlEIdmL,\ n\ng.” ,‘Children Dancing,”
e Mists, Homage to the
(:.el‘:;l‘) -"“}dr\ In the Sierras.”
Line o Tountains,” and “Sleep” by
R“",’c& are given to the NationalpGal)- !
ry of British Art, in London; Phillips
Academy, at  Andover, Mass., gets
bsypr!n&.‘ Eestacy” and four water colors
2y p;""ci_and three water colors by
M.am.ce Prendergast. Other bequests
of Davies' pictures to museums are:
Corcoran Gallery of Art, Washington,
’llhl\ to Hill,” “Frankincense,” 'Before
Sunrise” and The Great Mother”; San
Yrancisco Art Association, “So As by
', Portland Art Association, por{'.
land, Ore, “Out of the Dew" and
Flocks of Spring"; St. Paul Art Insti-
tute. “Little Mattie,” "“Home"” and
“Hudson River'; Memorial Art Gallery
cf Rochester, “Winds of Corinth”
end “Park at Evening”; Rhode Island
School of Design, of Providence,
“Clothed in Dominion”; TUtica Public
Library, Utica, N. Y. “Chanter’s
Mound” and “Mother and Child"" Cleve-
land Museum of Art, four drawings to
be selected; the Newark Museum Asso-
ciation, “Indian Fantasy,” “Wing on
{he Sea,” “Foot Log on Jonathan
Creek” and “Marmorearl Dream,” and
Internaiional House, 500 Riyerside
Drice, “Alchemy” and a large landscape.
Cornelius N. Bliss, brother, and his
rife, Mrs. Zaidee C. Bliss, of Oyster
ay, L. 1., receive four pictures by |
ndergast and seventeen by Davies, |
,000 cash and the personal effects. |,
r. Bliss also receives the residuary
estate. 1
Elizabeth A. Bliss, a niece, of Oyster
Bay, receives some water colors by
Davies and Walt Kubn, six other Davies
works and 850,000 cash. Virginia H.
Clark, of 4 East Sixty-sixth Street, re-
ceives two oil -paintings and one water
color by Davies. Any other paintings
remaining in the collection after the
special bequests’ have been made are |
to go to the Museum of Modern Art. $
Miss Bliss also left $100,000 to the;
New York Association for Improving the
Condition of the FPoor, of 105 East
Twenty-second Street, of which her
prother is president; $50,000 to the So-;
ciety of New York Hospital, of 8 West
Sixteenth Street; 2150,000 to the Corne-
Jius N. Bliss Memorial Fund, Inc., of 117
Duane Street, and $50,600 to the Broad-:
way Tabernacle Society, of 211 West
Fifty-sixth Street. A nephew, Cornelius
| N. Bliss jr., of Oyster Bay, gets $50,000.
| Miss Bliss directed that if the Mu-
’seum of Modern Art should bhe unable
to accept her donations the trustees
‘ of the museum turn the works over to:
the Metropolitan Museum of Art. |
1e will, which was filad by Millbank, }
nweed, Hope & Webb, of 15 Broad
Street, wat dated August 16, 1930, and
names the United States Trust Com=
Jpany and Cornelius N. Bliss executors.
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' Miss Bliss as a Collector Could Not Be| : ,
Pressed Within Boundaries of a Type ‘
| By CLISABETH LUTHER CARY. |the jungle, and a work of consum-| 1i !
HEN wo heard of the death | Mate art. < 3
of Miss Lizzie P. Bliss a| Such work brings to the dullest of H
few days ago the first feel-|us the intimation that life for those £ i ¥ |
ing with many of us was|who look closely and feel strongly § { K, s § |
. ihe keen regret that comes with |declines to be pressed into a strictly| £ !
the loss of a clear and delicate per-|limited and clearcut form. Its un-| ¢ ¢ L aa
sonality not to be classified as a type. | limited energy cannot be confined j | heEad
Even as & collector of art she could | within fixed boundaries of time or { ¥ Deoted
not be pressed within the firm boun- | space. It overflows our conscious| | i v ex'r'\resa
dcries of a type. She strayed, notcontrol and sweeps on into a region 3 i k\lon.. ?‘
willfully, but wistfully, from the very | that, so far as the human mind can % t E).'e~im 3
old to the very new, plucking from |conceive, has no definition, "\\-nrtdr i ::C{I o at
% Albdtion  ad

one period a piece of sculpture, from | without end" Is all that we can say |
another an objet d’art; but in paint-/of it.

ing her sympathies were largely with |

the young. |
Arthur Davies was

young when she found him, and she

jand tacit d

"

is far mor 5 \ {kn detaind
Jfrom man:

among the| § Per of ar i any
and in our own age, so
A mphant phy

AND LAUTREC

, ons a
: wuch  decper ‘ his cha fings in the Collection
" and “Sleep,” to the ‘-(‘n:-iirs. ‘m‘ choice Miss Bliss, Who Dicd Ivery anclen
classic line in “‘Glyph” and ““Constel- |Upon which we touch is recognition | March 12. Above: “Spring,” "ms:;.nrc‘—w‘
Jations."” including on the w the | ©f this unguenchable flow of vitality by Arthur B. Davies. Right: % [more or leg

§ |these date’
B. C. MucP
aye encount

beyond precision, |
Miss Bliss, de-|

decorations for her music room rep- |
|
ical mu-‘

| beyond accuracy,
resenting his nearest approach to | ©

“Miss May t” by Henri
e ey Tiss May Belfort,” by Henri de

Toulouse-Lautrec.

RS

i
’- cubistic statement. It would be quite | SPite the sensitive and prac ” 5
i impossible to see Davies whole, \vlti)—‘t“‘l¢ she. maintained toward acquisi-| e e——y -' . {Persian wor
t out seeing him in the Bliss collec-| tlon, herself possessed something of | clated with the temper that explores | % examples 0f
{ tlon; and, most certainly, it would | the fugitive temper by which her |the region of activity more persis- | .3 |may De ¢
¥ bo impossible to see the Bllss collec- | favorite artists escaped the cramping | tently than it is ever explored by |}’ ( miniatures ¢
i tlon falrly represented without its!of vitality by implacable efficiency. |those to whom the goal s more - | § * o 41 | The wondes
¥ distinguished group of Davies paint-| Here is Seurat, threatened by the [POrtant than the race. - | § s 5% <% |epoch, whof
| ings. perfection of his science, showing us | Moreover, there would be far le Fi o § ¥ i |bo felt long
[ Davies and Redon will seem to| IR his drawings, as he did not in his chance of appreciating the larger | | & A § |dynasty A
% many appropriately assoclated in a |completed paintings, how the clarity gift it others, charmingly cabined | i | faith, replag
company of paintings leaning toward | °f his composition, the systematic|and confined, were not at hand for | 3 \ coursa illus
i the side of individuals as against|order of his technique, trembled into ! contrast and background. So far as | L b o What pro
! schools. Each, doubtless, is impos- the movement of life through his OUr memory serves there are none R ¥ modern ey
S i e T Shsnet . Jupl| 27reoeneion of 18 “other worid" ot io0 oy ot inese minor alents i ; Lo e
F BN Wata. Xach, sleo, has|' Ds checked and captured byie‘xﬂ'xxmce o th-c.)«j' # Sptsion, bk i :‘--an)-um'
iy borne the oppressive name of mystic. science. Possibly no other BI'ListE‘\?’O‘;:l lxhq "pz\;nt?ngs nl.roﬂ.dy men- | ¢ + 5 ; T‘;‘::S::c\e
But the mysticism of Davies is al- | SRows. %o convincingly 2t one timc";'m" (m,,m‘.‘ ‘hvm" Sl su ot ] 2 Rt % & 0 | v UpH
Nmost the opposite of Redon's. Davles both the splendor of science and the | con)x ,ﬂfaﬂu\:l: e. ‘.‘,‘}.15 ..hel"'nﬂ tothe ! LRSS p du;l‘on P
; in his thought personifies elemental freedom of art. Fad he not died at| t;‘cir l:.n )S(:’ T Saowing g £ b, \ 3 ‘while the

bility to the influ-!
| ence of the invisible world, but be-|
| cause of the exquisite sensibility to | }

the early age of 32, the age of full
blooming in artists of genius, his
painting doubtlc3ss would have taken

even in the
were alwal
realization

{orces, the tides that move incessant-
ly in obedience to a fundamental
rhythm, the seasons that change end-

on something cl the mystery of his
drawings.
Here I8 Cézcnne who followed with

iensly from swelling bud to falling|
leaf; dawn and awakening, sleep and
dreams; the downward fall of waters,

|

|

their quality as art shown by the!

character of the examples chosen by
this collector; there is great variety

the upheaval of the earth into forms

g H X | among the rest. |
patience and with passion the path | Dnurmicr fa at his mildest In th l
£ st e

of mountains; the energy of struggle,

progress to be made interminable.”
e is represented by several fine ex-
amples, but most thrillingly by the
“Blue Landscape’’ through which
the mind makes its way with no end
in sight.

of joy. Whatever his works to the
student of acsthetics, they lead from
thelr roots in natural experience to-
ward the wonder with which nature
is regarded by the human mind
whenever the hunian mind has cour-
age to linger upon her miracles.

& & »
EDON als:‘)‘ was deeply Im-

& 8 %

1O pretend that the collection asa
whole maintains this supremacy

: E % of the incomplete and uncom-
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: 1 laun.
dry under her arm, holding a child |
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by the hand as the two climb steps
leading toward us from the river

bank. Cauguin’'s ‘‘Portrait of g

Young Tahitian" is handsome and |

natural, agreeably free from his ag
gressive symbolism,
man in White' is a serene, contem-
plative flgure, arousing no questions
and no antagonism In “Hina Te-
fatou” we get the Gauguin of Ta-
hitf and the exotic subject matter in
which lay his great interest. Pissarro
from whom Pissarro's early style i
is represented. There are Renoir,
supposed to have stemmed, alsc;

Degas, Derain, Mm&\et, playing into
the rhythm of modern art. There

ihas no value unless
or supernatural light
work seemed to the spectator to be
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preogcupation. Dans 1o Lweve 1S

: ] X it the title of the first group of draw-

o 2 ings published by him, and he was

: henceforth to use the mechanism of
S, the dream to produce his haunting
d eifects.

In the collection formed by Miss
Bliss her well-nigh matchless tact of
selection is nowhere more clearly re-
vealed than in her choice from the
the works of Redon. The dominating
example is the “‘Sllence,” a dim head
with closed eyes emerging from a
= 7 hollow gark, a hand, two fingers

k pressed against the lips, nothing
s % more definite and nothing mora re-
quired to suggest the environing
silence into which we pass, in which,
hr 1 in truth, we live in spite of the
clamor endlessly assailing our senses.
This rendering of an illimitable
mental experience would in itself suf-
fice to justify Redon's belief that
~--nething--need be defined or under-
steod or limited or stated with pre-
! 5 clsion since all that is sincerely new
carries ita significance in itself.

e

N TP

L

N spite of the numbers of works by |

artists of many minds to be found
v " in this collection, these two ‘‘mys-
ties,” Davies and Redon, seem to be|’
the key to its character. They have
entered other collections in beautiful
examples without, as here, seeming
less to be guests than hosts, less to|
modify the whole than to affirm ita
R special irreducible quality.

This, however, is not to say that )
other works fail to speak with elo-|1
quence and authority. Among those|c
that cling to this writer’s memory, |&
#nhd there are many that have|g
dropped away, are Cézanne, Lautrec, |t

1
1
¢
1
1
1

Plcasso, Seurat. Of these, strangely
—quite unaccountably—the one most
allied to Redon and Davies appears
as the caustic realist Toulouse-Lau-|¢
trec. Perhaps because he, like
Redon, was content to suggest, to
leave forms without precise defini-
tion, to let & figure emerge from
shadows filled with its own signifi-|;
cance—possibly because, like Davies, |
o € he respected natural forces and saw |«
in the tidal ebb and flow of human/¢

i e i ‘ life about him a movement too ele-
mental to be checked by a sentl-
mental ideal or denial of a resistless
rhythm in the blood. 1
At all events the figure of May Rel-
fort drifts toward us, touched with
2 wildness born of freedom from tra-|-
, ditlonal conventlons, as artificial as|
_,'fj;?_:_&::gm.-s‘ 23 putural ge a foguar in ',

¥ i

e
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| But the mysticism of Davies is al-
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'H LUTHER CARY.
N we heard of the death
of Miss Lizzie P. Bliss a
> ago the first feel

the jungle, and a work of consum-
mate art.

Such work brings to the dullest of
ue the intimation that life for those
who look closely and feel strongly
declines to be pressed inte a strictly
limited and clearcut form. Its un-
limited energy cannot be confined
within fixed boundaries of time or
‘within the firm boun- | space. It overflows our conscious
- of & type. She strayed, notcontrol and aweeps on into a region
ally, but wistfully, from the very |that, so far as the human mind can
 the very mew, plucking from  conceive, has no definition. “world

& plece of sculpture, from | without end” is all that we can say
an odjet d'art; but in paint- ' of it. e

were largely with | ‘[
I is far more than the greater num-
among the ber of artista in any age do ny:{
nim, and .h" and in our own age, 50 youthful in |
md | 1% triumpbant physical and mental |
ren,”  emphasize
s | exact statement. One of the charac-
and ,** to the | teristics of choice in the collection
Tine In “Giyph’ and «c(,m“‘_fupon which we touch is recognition
. facluding on the way the ©Of this unquenchable flow of vita
for her music room rep-|devond accuracy, beyond precision,
_fesenting his nearest approach go‘lbe_voml knowledge. Miss Bliss, de-
| gubistic statement. It would be quite SPIto the sensitive and practical a
mpossibie to ses Davies whole, with- | tude she maintained toward acquis
ot seeing him in the Bliss collec- | ton, herself possessed something of
\tlon; and, most certatnly, it would |the fugitive temper by which her
e impossible to see the Blisa collec- | favorits artists escaped the cramping
| flon fairly represented without its | Of Vitality by implacable efficiency.
group of Davies paint-| Here is Seurat, threatened by the
| perfection of his science, showing us
i {in his drawings, as he did not in his
et et m“ﬁ.x"}n *2 | completed paintings, how the clarity |
‘of paintings leaning toward Of his composition, the systematic
of individuals as against|Order of his technique, trembled into |
schools. Each, doubtless, is impos- | the movement of life through his|
fhie to follow with success a3 pupil | APPrehension of an “other world"' not
foliows master. Each, also, hae|t0 be checked and captured b

Possibly no other artist
g name of mystic: .
borne the oppressive ) shows so convincingly at one time

both the splendor of science and the
freedom of art. Had he not died at |
the early age of 32, the age of full
blooming in artlsts of genius, his|
| painting doubticss would have take
i hange end- | Palnting a n|
1 fz: mnnx;;h::: to 1:;::1;“’“ something ¢ the mystery of his |
Jéat; dawn and awakening, sieep and | drawings. ‘
dreams; the downward fall of waters, | Here Is Cézinne who followed with |
‘the upheaval of the earth into forms patiemce and with passion the path |
of mountains; the energy of struggle. | that Jed beyond arrival, who loundi
‘the zast of adventure, the exultation |nature “very complex” and ‘the |
of joy. Whatever his works to the | progress to be made interminable.”
| gtudent of aeathetics, they lead from |He is represented by several fine ex-
thelr roots in natural experience to- | amples, but most thrillingly by the
ward the wonder with which nature | ‘Blue Landscape™ through which
ia regarded by the human mind [ the mind makes its way with no end
‘whenever the human mind has cour- in sight.
‘age to linger upon her miracles.

. *
5
EDON was deeply im-
R a‘%‘ “HETre e as it
eloquent descriptions of places

WaS

e
DAVIES AND LAUTREC
Two Paintings in the Collection
of Miss Lizzie Bliss, Who Died
March 12. Above: “Spring”
by Arthur B. Day Right:
“Miss May Belfort," by Henrl de
Toulouse-Lautrec.

. 28

rational solutions and

ciated with the temper that explores
the region of activity more pers

tently than it is ever explored by
those to whom the goal is more im-
portant than the race. |

Moreover, there would be far less |
chance of appreclating the larger
gift if others, charmingly cabined |
and confined, were not at hand for |
contrast and background. So far as |
our memory serves there are mone
too many of these minor talents In
| evidence in the Bliss collection, but
while the paintings already men-
tioned have been emphasized, not
only because the artists belong to the
comparatively small group showing
in their art sensibility to the influ-
ence of the invisible world, but be-
cause of the exquisite sensibility to |
their quality as art shown by the
character of the examples chosen
this collector; there is great varlef
among the rest.

Daumier is at his mildest in the
richly modeled ‘Laundress,” the fig-
ure of a woman, her bundle of laun-
dry under her arm, holding a child |
by the hand as the two climb steps |
leading toward us from the river
bank. Gauguin's “Portrait of a
Young Tahitian” is handsome and
natural, agreeably free from his ag-

L gressive symbolism. Picasso's “Wo-

pretend that the collection asa | man in White” is a serene, contem-

whole maintains this supremacy J plative figure, arousing no questions

of the incomplete and uncom- ! and no antagonisms, In “Hina Te-|

| pletable would be absurd, Probably " we get the Gauguin of "Ta|
no large collection could be formed
seen during him youthtul wander-|p. ... ong person that would be free

Sngs. Certaln places where he |, T 0 tdeas precisely carried

stayed longest seem to bave Iwed |, . "y, attempt such would be to

#n his memory witbout the ‘L‘;" travel perilously if not to hurl one
_ ot & singie detail. With, "°‘" i | self upon disaster. Incompletene

wome m‘:‘-‘:“"‘:"‘gf ‘;‘::;:;}- iy | D88 N0 value unless 1 s asso-

upernatu ey e s e
:ur.kmdwth- spectator to be

athed, he emphasized his comtmt‘

the side

the opposite of Redon's. Davies
4n his thought personifies elemental
forces, the tides that move incessant- |
iy in obedience to a fundamental |

which lay his great interest, Plssarro |
| from whom Plssarro’s early style is|
is represented. There are Renolr, |
supposed to have stemmed, also
Degas, Derain, Monet, playing into
{the rhythm of modern art.

v
semanzet mis coneiont| EXHIBITIONS NOW ON
lews of nature, and procrl::m:: l::ux! - —_—
hus constrain m-
e herentter fres to follow | By BUTH GREEN HARRIS.
sny line, choose any subject, any |[HERE is a challenge in sugges-
% of presenting his idea. tlon. The abstract paintings by |
”'z':;. of ::\mc. is incontrovertible; Louis Mazcoussis (at the Valen- |
Redon’s work one iy aware of tine Gallery) hints at the origi-
Snderest far removed from the nal object, and from this starting
s0 rich in sugges- | Point the imagination builds an ob-
Dayies, Dreams becams at|jective plcture on the lines suggested
outset of his creative life his| By the artist. That there might be no
“Dans ls Réve” is| confusion, this spectator ignored the
title of the first group of draw- titles.
w published by him, and be was ‘Warm and mellow color and com-
‘henceforth to use the mechanism of |Pact design keep all the work in
the dream to produce his haunting|much the same mood, something
e more luxurious than just comfort
and less self-indulgent than luxury.
There are tables overlapping playing
staircases
in arabesque against wicloncello:
there are doors opening onto the be-
ginnings of good breakfasts and
luncheons. Cheating ourselves, we
Iooked to see the title of No. 11—

‘Solefl Couchant.” HKven hers the
sun s brought into the roon.

An concrelely as the Dutch artists,
Louis Marcoussis is a painter of
beautiful interiors.

« x 2

One would judge Heary Strater's to
be & candid wislon taking in the

to have taken him to the Near East

and to the part of Moorish Spain that
s more Eastern than European.
* & =

Charles Schlein, at the Brownell-
Lambertson Galleries, has been do-
ing something with the form and
color of his paint to make it an
image of peasant labs The forms
are heavy and round and slow and a
Iittle duil. They are obvious enough
in “Man at Work,” In which the
subject itself, regardless of form,
would carry you to the conclusion
about all this dumb toll. They are
Iess obvious in “‘Children Dancing’
and yet you know this earnest awk-
wardness speaks for a certain her-
itage on the part of the child, amd
for certain sympathles on the part of
the artist, Only in “The Park,”
with its great triangular green, md,
In “Man and Woman,"” prim as a|
daguerreotype, does the artist step
aside for a moment and divest him-
self of the garments of his tremen-
dously intense theme, to make a
humorous remark about it,

"In the collection formed by Miss

endlessly assailing our senses. » .

m Can  Siimitalle OMETHING about the painting
. by Daniel Garber persuades you
that he would give a faithful re-

the scone bafore him

There | of robust vislon and technique.

NEW YORK TIM

IN THE REALM

are Modigliant and Chirico. From the/ Thee are many more.
American grouvn may be taken nurl\t fion a
VIV contrasts s Préndergast | comyer

tic form s | fymijprity with the collection could,
it existod in the Greek past and add- | not jjf that, It §s merely an attempt
ing to it a sensitiveness purely mod- | to
ern; Wailt Kuhn intent upon the ex-
pression of concentrated character in
contemporary types; Paul Dougherty

This no-

taste and intuition that with the
passlig of Miss Bliss has vanished
from gur world of art.

E GALLERIES OF NEW YORK

is, for this writer, the most attrac-
tive, There is part of the Colonial
column, very gleaming white, round
and substantial; there is a huge
flower-pot, substantial aleo, and then
there is a wicker chair. thin but
sinewy and quite able to hold its
own under any sort of strain.
*

the child silly or ugly things
though the child might prefer
{?). 'The textiles are particu-
" good. Two complete rooms,
Ome y5r o girl of 8, the other for &
DOY 5¢ 13, are the most
"mn page did an enthusiastic para-
BTAR, “about the Russian picture

givh
v

them

At the Grand Central Gallerles un-
til March 28, Dorothy Ochtman is
showing flower paintings and stiil
life. The artist did graduate work
in the history of art and archaeclogy
at Bryn Mawr, and this Interest may
show jtself in a cholce of subjuct, in
the painting of metal and pottery
and things that have slready been
designed beautifully by maan., These
she combines with flowers. A nice
sense of color and tone makes each
composition a harmonious whols,

* 9

HARLES AND HARRY CARL-

SON, father and son, have been|its

showing once more at the Mar-|all,
ton Gallg Pirs Catlson s doing | g,
more of the same charming thing,

of b

are specin

very ancl

llnlune

jmore or

these date
C.

thirteenth
Rhages ces
Arthur Upl
duction to

20l 3y not humiliated himself by |SIEn-




e

T L OO S S

FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

APF

Eliss

Seurat <c.1<cape, a-colorful Degas, splendid
examples’ of - Frenchmen Monet, Renoir,

quality; however, was the fact thatithese

/ paintings:were. now the Museum’s [prop-

Before ‘the public’ was ‘invited ‘to

a-memorial.service ‘was held  forthe

q lady ‘who had.mot loaned but given her
i“collection. She died last March at' 66,

i Miss Lizzie P. (“Lillie””) Bliss, daughter !

i of the late Cornelius Newton Bliss, Presi-

i dent McKinley’s:Secretary of the Interior

and rich president of Bliss, Fabyan: & Co.

i (wholesale drygoods).

.;7in’" thig  career, ;and .in .1912 she stepped'

For her father, Lillie.Bliss was hostess-.
and housekeeper until 'he died in’ 1911
She had:lcarned kmdness and sociability

not- only: into-wealth. but popularity: ‘Art-
ists, such 'as the'late Arthur B. Davies,
actors like Walter Hampden; Ruth Draper;

Ethel ‘Barrymore; and many a’ musician i

attended ‘her’ formal, wineless soirées: By,

1913 she was hélping organize the historic !

exhibition:in*Manhattan’s Squadron “A”

Armory-which introduced a continent to '

! “‘Modernism. One of the earliest collectors |
of modern paintings, in 1929 she was co-= !

. founder (with Mrs. John Davison Rocke- |
feller. and Mrs. Cornelius J. Sullivan) of

i the Museum of Modern Art, to which she; |

bequeathed almost all that she had bought,

{ 'pruned, .guarded. A loan exhibition of her:

good friendiard adviser-Artist Davies hung
beside :her: bequests last week.: Critics
agreed 'that the Bliss. Collection'has now

made the Modern Museum what it'was §

founded to become,a lively purgatory

wherein promising new arrivals may await, ='
as'French artists wait in the Luxembour'r Al

for the Louvre, admission:to; the must
pa&dxse of the Me li

Mayras, 1931

=Th the five rooms ‘and hallway- that con- |
titute the: Museum®of Modern Art in the
" Heckscher Building,'Manhattan; last week |
i ‘hung the best collection’of modem p:nnt- &
ing yet ‘seen there—woodcuts and pamtmg> |
bv Gauguin, séveral vivid Cézannes, a |

Redon, Daumier; Picasso, Matlsse Guys [
and of  UifS. Artists Davlcs, Charles-and .
Maurice Prendergast, Dougherty,: Kubn. 4
More ‘newsworthy than the: exhibition’s :

'__\

ARC'HE‘/ES
PAMPHLEL
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WIS BLISS LEFT ART |

IO HANY HOSEUNS

Metropolitan, Modern Art and
Brooklyn Institutions Share in
Collection cf Paintings.

21 PICTURES BY CEZANNE

Also Soine by Davies, Ga\jgin,
Picasso, Matisse, Degas and
Others Distributed.

ZQUESTS FOR FOUR BODIES

Bliss Memorial Fund Gets $150,000
—$200,000 for Relatives — An-
thony Estate Above $1,000,000.

The Museum of Modern Art, the
Metropolitan Museum of Art and
the Brooklyn Museum of Arts and
Sciences of this city, the Corcoran
Gallery of Art in Washington, ip M8 o O
and eleven other institutions in the

United States and England will
share the collection of modern
French and American paintings

owned by the late Miss Lizzie P. [

Bliss, patron of painting and music,

by the terms of her will filed yester- |
day for probate, The paintings in- |

clude work of Cézanne, Gaugin,
Picasso, Arthur B. Davies, Matisse,

Degas, Toulouse-Lautrec and Renoir.

Miss Bliss, who died on March 12
in her sixty-seventh year, made spe-|
cific bequests amounting to $350,000
{o four institutions and left $200,000 {

to relatives. The institutions named
are the Cornelius N, Bliss Memorial
Fund, Inc., 117 Duane Street, which
gets $150,000; the New York i
tion for Improving the Condi

the Poor, $100,000, and the New York
Hospital, 8 West Sixteenth Street,
and the Broadway Tabernacle So-

ciety, 211 West Fifty-sixth Street,

?50,3)00 each: ;
21 Pictures by Cézanne.

The art works bequeathed to the

Musewrn of Modern Art, 780 Fifth]

Avenue, of ¢ h Miss Bliss was oned
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include tweniy-one pictures by Cé<
zanne, among them “‘Self [’ortmit,”’
“Portrait of Mme. Cézanne,” ‘‘Por
irait of M. Choquet,” ‘“‘Early.Land-
scape’’ (The Road), ‘The Bather,’!
“Landscape’’ (Pines and Roads) and’
one large still life, - !

The Museum of 3odern Art also,
gets a print by Daumier; ‘‘Head of
a Tahitian,” ‘‘Hina Tefa Tu" (nude)
and ‘‘Set A Woodcuts,” by Gaugin;
“Green Still Life,” “Woman in
White” and eight lithographs by
Picasso; three pictures by Derain;
“@Girl in Green,” an interior and two
lithographs by Matisse; a pastel en-
titled ‘“Mme. Belfort en Rose,” by
Toulouse-Lautrec; two pastels, an oil
and lithographs by Odillon Redon;
“After the Bath,” “Race Course”
and drawings from old masters by
Degas, and a landscape by Renoir.

The Metropolitan Museum of. Art
received “‘a beaten silver camel and
rider (Greek)’’ and a Chinese vase,
three Byzantines, “1'Btretat,” by
Monet; three paintings by Arthur B.
Davies, entitled “Italian Hill Town,” }
“The Unicorns” and ‘‘Adventure,”
and two water-colors and two oil
sketches by Davies.

The National Gallery of British
Art in London gets ‘Line of Moun-
tains” and ‘‘Sleep,’’ also by Davies.

Phillips Academy at Andover,
Mass., gets ‘‘Spring Ecstacy’’ and
four water-colors by Davies and
three water-colors by Maurice Pren-
dergast. E

The Corcoran Gallery of Art gets
four pictures by Davies: ‘‘Hill to
Hill,”  “Frankincense,” *‘Blue Sun-
rise’” and ‘“The Great Mother.”

Other pictures by Davies are di-
vided among the San Francisco Art
Association, Portland Art Associa-
tion, Portland, Ore.; St. Paul Art
Institute, St. Paul, Minn.; Memo-
rial Art Gallery, Rochester, N. Y.;
Rhode Island School of Design,
Providence, R. I.; Utica Public Li-
brary, Utica, N. Y.; Children’'s Mu-
seum of Art, Cleveland, Ohio; New-
ark Museum Association, Newark,
N. J., and the International House,
500 Riverside Drive.

Trustees for Stock.

In the testament, executed on Aug. J
16, 1930, Miss Bliss said the art works "
disposed of were among the assets of !
the Paintings and Prints Corpora-
tion. She directed that if she owned
all of the capital stock of the corpo-]
ration at her death, the executors
were to deliver the stock to her
brother, Cornelius N. Bliss, chairman
of the board of Bliss, Fabyan & Co.,
dry goods commission merchants,
and president of the New York Asso-
ciation for Improving the Condition
of the Poor; Robert G. MclIntyre of
the Macbeth Galleries and David
Mackenzie of the law firm of Masten|
& Nichols, as trustees. The trustees
were directed to hold the stock until
they dissolved the corporation ‘‘in
their discretion” and then to dis-
tribute the paintings as provided in
the will.

The will provides that the bequests
to the Museum of Modern Art shall
be delivered within three years of
Miss Bliss’'s death and that the ex-
ecutors and trustees shall be satisfied
that the museum ‘‘is sufficiently en-
dowed and is in the judgment of said
trustees on a firm financial basis
and in the hands of a competent
board of trustees.”” Miss Bliss also
specified that the Museum of Modern
Art should not dispose of or sell the
paintings bequeathed to it. If the
museum does not qualify under thess
provisions, the will directs that the
paintings go to the Metropolitan
Museum of Art.

The brother, Cornelius N. Bliss, gets
the residuary estate of undetermined
value,.and $§50,000 legacies go to the
sister-in-law, the niece and two
nephews.

The testatrix was a daughter of the
i;&c ICct;mic-uuis N. Bliss, Secretary of
the Interior i MK o
Babinot. n President McKinley's

i s P B
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MISS BLISS AND THE MODLR)\?‘
MUSEUM.

A cultural community in area much|

more extensive than the geograph-g
ical New York City has lost one of|
] its out:tandmg figures by the death'
of Miss LizzIr P. BL1ss, daughter of‘
the late CORNELIUS NEWTON BLISS,!
for more than a generation a leader

in Republican national politics. Tol
have been founder of the Knexsel’
Quartet of golden memory would be!
enough to assure Miss BLISS a place;
in the history of artistic aspiration
and growth in the United States.

Another beneficiary of her interest
! in musie is the Juilliard Foundation. |

.{ It is, however, in the field of paint-!
ing that she put forth her chief en-

ergies, particularly during the later
period of her life. As a close friend
and patron, of ARTHUR B: DAVIES
she had her part in the historic
Armory Exhibition of Modern Art
in 1913 when this country was in-
troduced to the startling new world
of Cubism and Futurism. In 1921 |
she was a member of the commit-
tee which organized the exhibition
of modern art at the Metropolitan
Museum. A lifelong enthusiasm for
i the forward urge in the art world
culminated in the founding of the
Museum of Modern Art, of which
the three creators were Miss BLISS,
Mrs, JOHN D. ROCKEFELLER Jr, and
Mrs. CORNELIUS J. SULLIVAN,

In the Museum of Modern Art,
which came into existence in No-
vember, 1929, Miss BLISS has her
most conspicuous monument, The
institution immediately took its
place as a permanent feature in the
esthetic life of the community. Miss
BLISS’S death, last Friday, fell on
the opening day of the eleventh
exhibition staged by the Modern
Museum in the course of its exis-
tence, the show of modern German
painting and sculpture now under
way. Beginning with a Cezanne-
van Gogh-Gauguin exhibition, which.
wasg followed speedily by the sensa-
tionally successful show of painting
in Paris, the Modern Museum has
maintained its hold on a public
whose interest in native work seems
to be mot very far behind its keenness
about foreigm masters. The recent
Living Americans exhibition did
quite as well as its immediate pred-
ecessor, the Corot and Daumier
show. A total of a trifle less than a
quarter of a million visitors in six-
iteen mouths furnishes a measure of
, ‘the public response to the labors of

;Miss Buiss and her assoclates.

—

its outstanding figures by the

of Miss Lizzik P. BLiss, daughter
the late CORNELIUS NEWTON

for more than a generation a le:

in Republican national politics.
have been founder of the Kneisel
Quartet of golden memory would be
enough to assure Miss BLISS a place
in the history of artistic aspiration
and growth in the United States.
Another beneficiary of her interest
in music is the Juilliard Foundation.

(It is, however, in the field of paint-
ing that she put forth her chief en-

ergies, particularly during the later
period of her life. As a close friend
and patron, of ARTHUR B. DAVIES
she had her part in the historic
Armory Exhibition of Modern Art
in 1913 when this country was in-
troduced to the startling new world
of Cubism and Futurism. In 1921
she was a member of the commit-
tee which organized the exhibition
of modern art at the Mettopo!zt'ka,n‘A i
Museum, A lifelong enthusiasm tor}:
the forward mhm art world |
eulmmsted in the founding of the
Museum of Modern Art, of “which
the three creators were Miss BLISS,
Mrs. JOHN D. ROCKEFELLER
Mrs. CORNELLUS J. SULLIVAN,

In the Museum of
which came into e:ﬂatenee
vember, 1929, Miss BLISS
most conspicuous monument, '.Eigﬁ
institution immediately toék" its |
place as a permanent feature in
esthetic life of the community.
BLISS'S death, last Friday, fell on |
the opening day of the ehvenﬁn
exhibition staged by the Mo
Museum in the course of its
tezlel, the show of modern 2
painting and sculpture now und

| way. Beginning with a

van Gogh-Gauguln exhibition,
was followed speedily by the
tionally successful show of pait
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AM‘ PATRON 1s DEAD

L apie

'M of Sommy of Inteviia

wan Im P Bu-s, patron of
painting and musie, died last night
in her apartment at 1,001 Park Ave-
nue, after an illness of two months,
at the age of 66. She is survived by
a brother, Cornelius N. Bliss of
4 Bast Sixty-sixth Street, chairman
of the board of Buss, Fabyan & Co i

dry goods
president of the Association for Im.-
Condition of the Poor

mﬁ of many important cor-
porations. Arrangements for the fu-
S N e St
e al e

5 will be hel?ge t the residence
[ ial will

ﬁig place private!y
t Miss Bliss was born in Boston on
A))til 11, 1864, a daughter of the late
Cornelius N. of the
Int'erlor in President Memtxfey s Cab-
g was for m: years treas-
Republica %Yraﬁonal Com-
came to New York as a
m% here ever since.
her brother she had always been
ted in the clty’s charities,
patron of i:l?; : hMiss Bliss |
OWN espec! or er suppott
Kneisel Qu.

4 om:mtteo of the
ice ::ldo:% ‘.?£
8 Vi
1 of Medgn Art. She
uab] collqeﬁm of Am&x:

‘_wb‘ m?&e Autmo-
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o )
: / % Cornelius N. Bliss \
Born in New York in 1874, Cornelius N.|
LBuss was a lifetime citizen of a growing
!town on which the jmpress of his active)
|life avas deep, admirable and enduring. In
!business, finance, politics and philanthropy
he was a leader and an accomplisher, and
as chairman of the poard of directors of the
Metropolitan Opera Association for thirteen
years—-1933-’46—he played a major part in
pbringing the association through times of
too genuine and dangerous crisis. A heredi-
tary boxholder, always an opera-lover, Mr.
Bliss liked to remember the golden-throated
singers in a Metropolitan past, and he kept
a fine present appreciation of today’s voices.
For seven difficult years after 1929, he de-
clared it was his job “to see that there was !
an opera for Mr. Johnson to run.” He suc-
ceeded nobly, and the town’s music lovers
called him blessed.

In 1913, Mr. Bliss followed R. Fulton Cut-
ting as president of the New York Associa-|.
tion for Improving the Condition of the
Poor. In this post, where he served for over
twenty years, he saw the city pass through
depression years which strained every Ie-
source of the association. Working inde-
fatigably, he ably headed Mayor Walker’s
Emergency work Relief Commission at a
time when city preadlines reached to sad
lengths of 1,500 men.

As he had seen his beloved opera asso-
ciation surmount its crisis years, so Mr. Bliss
lived into a later era of a prosperity which
was yet unable to do without the organ-
ized philanthropy in which he, as trustee
and director on many poards, continued to
take experienced and active part. He had
come, he knew, into a time of what he called
“the new humanity and a new economics.”
He fitted himself gracefully and well mnto
these workings of governmental aids and
securities, but in doing this he took with
him his older humanity — that wise and
kindly individual interest in his fellow men |
which kept him, to the end, a great citizen |
of no mean city. i
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STREETSCAPES/Park Avenue Between 83rd and 84th Street

Seven Apartment Houses
In a Piazza-Like Setting

By CHRISTOPHER GRAY

N the development of upper Park Av-
enue, the Church of St. Ignatius Loy-
ola looms large. Originally named

the Church of St. Lawrence O’Toole, it
began building on its blockfront be-
tween 83rd and 84th Streets in the

m and its massive Baroque-style

‘main sanctuary was dedicated in 1898.

By then, this section of Park Avenue

- was filling up with five- and six-story
- apartment houses about as high as the
church complex. But after 1910, Park
- was redeveloped with lz-andeven 15-
- story apartment houses, and these cre-
ate a C shape mrrounémg the lower ec-

clesiastical complex.
The earliest of these, 970 Park, went
> in 1912 at mn;l%‘%m:(dwmer of
| Street. Origi stories high, it
mmby wartz & Gross for

Bing & Bing, the developer. Its solid red
brick facade and simple Classical-style
detailing give it a roomy, unpretentious

air.

At the southeast corner of 84th, the
Bings — the brothers Leo and Alexan-
der — had Robert T. Lyons design 993
Park Avenue, completed in 1915. Mr. Ly-
ons gave his clients an imposing apart-
ment house with a sumptuous green
cornice and wide spaces between the
windows, which give it a sense of repose
so often lacking in other buildings.

It seems the Bings liked this stretch
of the avenue, because in 1916 they built
1000 Park, at the northwest corner of
84th, this time designed by Emery Roth.
This is the building memorable for the
squirrels worked into the terra cotta.

In 1926, the Tishman family put up
983 Park, at the northeast corner of
83rd, designed by Schwartz & Gross.
Across 83rd Street, J. M. Felson de-
signed the 1929 apartment house at 975

MUSEUM OF THE CITY OF NEW YORK

Park for Edgar Ellinger, a developer. He
gave it several unusual touches. These
include diaper work (criss-cross brick
designs) at the parapet wall and swags
at the third floor running between
bucrania (skulls of oxen — livestock is
not often seen on Park Avenue).

The most unusual building of this lit-
tle group was finished in 1929: 1001 Park
Avenue, at 84th Street. Pennington &
Lewis, its architect, used decoration
with aristocratic severity, just a pineap-
ple over the doorway and a Chippen-
dale-style iron fence at the roof. The
apartment house was a purpose-built
€o-0p, put up by a consortium headed
by Theodore E. Rhoades, who was asso-
ciated with other high-end projects.

A shareholder at 1001 Park was Lillie
,Eﬁhiﬁ..thaan collector who was one of
the founding officers of the Museum of
Modern Art in 1929, Miss Bliss had a tri-
plex — the 13th, 14¢h and penthouse lev-
els — and lived there with five maids
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At left, looking south from 84th Street about 1912, 970 Park Avenue is just
past the Church of St. Ignatius Loyola; above, the same perspective today.
Below, looking north at the east side of Park Avenue at 83rd Street, the first *
four apartment buildings are, right to left, Nos. 983, 985, 993 and 1001.

and a collection of works by Cézanne,
Derain, Gaugain, Seurat and Picasso.

She had a large exhibition gallery,
and one of the most unusual rooms on
Park Avenue. On the top level, there
was a huge closet, labeled “picture stor-
age” on the original drawings. The
spare, nearly Surrealist forms of the
roof-tank enclosure and related struc-
tures look as if they could be from a de
Chirico landscape.

Last year, the very narrow 985 Park
Avenue, its exterior designed by Costas
Kondylis, rose on the site of a little 1870
house torn down about two years ago.

At 970 Park Avenue, time is gradually
softening the shock of a blocky pent-
house added in the 1990s. At 993 Park,
the magnificent cornice always looks
bright green, as if just came back from
the cleaners.

Emery Roth’s 1000 Park — the build-
ing with the intricate terra-cotta squir-
rels — once had wooden windows with

nine-over-one panes, but most have'.
been replaced by single panes.

Pennington & Lewis’s 1001 Park was.
cleaned within the last year or so, with .
startling results. What was once a field ,
of dishwater-gray brick is now soft and ,
honey-colored, like peach marmalade.

Most people miss that the windows,
seem to vary from small to large fmm
low to high. They indicate that ne plus
ultra of apartment house living, when
the layouts vary from floor to floor. ln1
this case most of the apartments were .
simplexes, with higher ceilings in the,
entertaining areas. The architects flip.
flopped these from floor to floor; whm,,
necessary, therewemafewslepsdom,
or up between each section.

There are no tables or chairs and

this block of Park Avenue, sort of a New
York vmotammhmtvq
if you can’t get a gelato ar espresso.
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teliu. Wﬂ%lws Dies at 74;
meﬁm:wr, Ex-Opera Chau‘man

m  Cross Ineorporator
Directed NewYork Relief
Work in Walker Regime

N4

Gtﬁ'np?!m N. Bliss, seventy-four,
retired financier, who was an in-
corporator of the American Red
Cross and was chairman of the
board of directors of the Metro-
politan Opera Association from
1933 to 1946, died yesterday after-

a short illness. He lived at 4 East
Sixty-sixth Street,

Mr, Bliss resigned as Metropoli-
tan Opera Association chairman in
February, 1946, and was succeeded
by George A. Sloan. On him had
fallen the task of guiding the asso-
ciation through the lean years of
depression in the 1930s, when the
future of institutions like the Met-
ropolitan seemed precarious at
best.

Mr. Bliss, who previously had
served seven years on the board of
the former Metropolitan Cpera and
Real Estaté Company, was a mem-
ber of the executive committee and
of the opera’s production commit-
tee as well as chairman of the as-
sociation.

One of the innovations of his
chairmanship was the issuance of
a detailed financial statement. For
the first time in fifty-nine years
the association made public such a
statement on Aug. 2, 1942, in its
campaign to extend public interest
in the opera and the business or-
ganization behind it.

Born in New York City April
13, 1874, Mr. Bliss was the son of
the late Cornelius N. and Eliza-
\beth Plumer Bliss. His father had
served as Secretary of the In-
terior in the Cabinet of President
William McKinley., :

Mr. Bliss attended the Cutler
School and was graduated from
Harvard University in 1897, He
began his business career in the
dry goods commission business of
his father, Bliss, Fabyan & Co,,
Inc. He became a partner in 1899
and was chairman of the board
until 1932, when he resigned.

Mr. Bliss was treasurer of the
1916 Republican national cam-
paign, In World War I the late
W ‘Woodrow Wilson ap-
pointed him a member of the War
Council of the American Red
Cross. He was a member of the ad-
visory committee of the Red Cross
in World War IT and served for a
time as its acting director.

In 1930 the late James J. Walker,

noon at Roosevelt Hospital after|

Ira Rosenbetz
Cornelius N. Bliss

gency Work Relief Committee.
From 1910 to 1939 he was a mem- |
ber of the board of trustees of the

Association for Improving the|,
Condition of the Poor and when|.
the Community Service Society|
was organized in 1939 Mr. Bliss
was made vice-president and ap-
pointed to its board of trustees.

Mr. Bliss was a director of the
Milbank Memorial Fund and had
been a director of the New York
Hospital and Greater New York
Fund, as well as a trustee of the
Army Relief Society and the Na-
tional Foundation for Infantile
Paralysis. He was a member of
the national sponsoring committee
of the United Service Organiza-
tions.

Mr. Bliss also was a trustee of
the Metropolitan Museum of Art
and was a director of the Bankers
Trust Company and the New York
Life Insurance Company.

‘His clubs included the National
Republican,’ Union League, Uni-
versity, Links, Golf, India House
and Century Association of New
York; the Metropolitan, of Wash-~
ingt;on, and the Harvard Clubs|
of New York and Boston.

On April 26, 1906, Mr. Bliss
married the former Miss Zaidee!
Si Oob: hgt Washington, who sur-

ves surviving are a daugh-
ter, Mrs. Elizabeth Parkinson, of
New York, and two sons, Onmeﬁm
N. Bliss jr., and Anthony A. Bliss,

bhm Mlyor, appointed Mr, Bliss,
h New York City’'s Emer-

also of New York.




