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The copyright law of the United States (Title 17, United States Code) governs the making of
photocopies or other reproductions of copyrighted material. Under certain conditions specified
in the law, libraries and archives are authorized to furnish a photocopy or other reproduction.
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cence of "Pop Art%]) the odour of *du—ib—vonrse]f"rising from much work

in plastics and alloys, and the flaceid optical mehocks we meet today,

it requires an almost conscious effort to meet the artist at a level where

the force and depth of his message can be felt,

fle carves directly in wood; his titles are allusively

clessical; his forms mre essentinlly biomorphtcs Yet tiie resulting works
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Dear Mr. McDarrah:
Wiss M110877  puiy 19 4o scknowledge your lebter of July 9

a herewith the I Marisol |
W ‘In-m?t

n“!“%"&mmhtma"’““ F\!’n: te Fou 7

Sincerely,

Eileen'Wells " *
wuwa Miller
P2 W“)g“
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HARRAD & SWANN
€4 THOMPSON STREET ¢ NEW YORK 12

EDITORIAL RESEARCH
CANDID PHOTOGRAPHY

FRED W, McDARRAH
PHONE: CA 6.5246 L™

July 9, 1963

Dorothy C, Miller
Mase1m of Modern Art
11 West 53 Street
New York 19, NY

Dear Miss Miller:

If you hsve(gil(a.risol photos of mine given to yon ~— <~
by the Stable gdllery and 2 photos of James Rosenauist
given to you by him that also belong te me wonld you
be kind enough to return them to me at your earliaest
convenience. Thank yon.

Very truly yours,

Fred W, MeDarrah
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a survey of the arts

w - - 4
gou # @"”” turies of e American - Art  Liuimess

THE MINNEAPOLIS INS z
TITUTE OF ARTS 201 EAST 24TH STREET MINNEAPOLIS 4, MINNESOTA TELEPHONE: 339.7661

Nuly 25, 1963

Vil

Miss Dorothy C, Miller

Curator of the Museum Collections
The Museum of Modern Art

New York, New York

Dear Miss Miller:

I am writing to you at the suggestion of Suzanne Ringler,
Registrar of the Albright-Knox Art Gallery, in connection
with the Marisol work, "The Generals." I understand that
this sculpture, which we are borrowing for our Four Centuries
of American Art show in November, is presently on loan to
The Museum of Modern Art.

We are anxious to have a color transparency (L™x5") made of
"The Generals." Could you possibly arrange to have this
done at The Museum of Modern Art for us - and if so, what
would be the cost?

We are going to use the transparency for advance publicity

for the show, and need it as soon as possible. I would
appreciate your letting me know if it could be done there.

Sincerely yours,

Gel)@mouq IO e

(Mrs.) Rosemary Price
Publicity Director
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ce: Mr, d'Harnoncourt

Mr, Neuman:

I enjoyed our telephone conversation recently very much and
ateful to you for your understanding of my problem in wishing
the Museum's sculpture by Marisol here for our own American
dion next spring. Had it not been for the show, in which
will be one of about a dozen artists featured, we should have
glad indeed to lend her sculpture to the Armando Reveron Bienale
-

order for four photographs of our Marisol pisce for
mmmmxmwg‘mﬁvmmmumunmm
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FROTOGRAPHY BY
JOHN D. SCHIFF
107 WEST 3¢TH 8T
NEW YORK CITY
ENDICOTT 20458

o d207229-78 -5
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lax~h 32 1963

BO-473
Statement for The Mussunm of lodern Arg
16 Americans Show 1863
by Olmes Oldenburg

To float my work in spade o o maks it 1live in aotual spues has
elways bas concarn. Ths earlier black papar pisce2s I havs al-
as inflatsd drawings, somathing 11 in #irplans

wans the period I czlled The Stra: shich #a8 wuy mata-

+

Tha plaster and snausl pisces are attsmpts 4o make nclor llva in
sotusl spaoce. Th2 plaster is part of ths paint 2ffect, =nd I con-
sidar thass piscss paintings rzather thun aculptures, In attemt ing
to pressnt this sensation of color, I was lsd %o imitate cextain

i o A BT ~ anka cloth-
artislas around me, f.3x. taxicaha, ics oream ocnes, cakes, ¢l

s A A Fo f":‘ .
inge I copied certain advsrtising effscts (such as frankfurtsrs,

: 4 a BHUPDCSE 1 Pr d
bursting th ;:,-1-.:;.3) becruze they served this purposs, nol Ior sen

-

S Far anlor The 8tore
timantsal reasons. The metaphor for color was Stors.

- o n + . ]
Regantl have bacoms intsrazstad in volume, more than coloX or

drawing, and I havs tried savaral ways of expressing the xaasxkkax
of vopluus ) ¢ veiGh Ebe mine 0
zf interior prss surg/, such as the :c%ion of gas on 3] 8 of a
ballon The sttempt to raalize thils ssnsation has 1l3d me to new
- -
,s a tslsphons, an nuto tira. Ths metaphor for

n ghell around ths prsssuras
this pariod 1s

of objects and

&
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proper to ons arss into
a8 in the case of the

und stuffad with foam rudb-

plengura in wy
mation of plys.lcal
fe2%., #nd the craation of ammbiguous and surprising physical sit=
ustions, as in ths hard pile or the mxkkikxfkxzx soft tslephons,
This is why I must maks my work, ra‘her than asssaembls found mate-—
rigl, What faseinatzs ms mors than anything is changes; sand &

should liks tha body of my work to ba & universe cfchanges.
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Statemmt for ths oatalogue of an sxhibivion at Martha Jaockson
Gallary, “Bavironments, Situations, Spucsas”, May-Juns 1961, in
whiah tha firet form ¢f tha Jtore was pras:nted. J

IXXXAXELT LA EXXRHLX X DAREX EONXTHINT XAXNER

I am for an art that doss somsthing othsr than sit on 1ts ass

in 4 musgum, I am for an art that grows up not kmowing it 1is art
at sll, an art given the chanco of having & starting point of sero.
T am for an art that involves itself with the avaryday orap and
still ocom2s out on top. I am for an art that imitates ths human,
that 19 comic if necessary, or violent, or whatevar 5 nsgessary.

t am for am art that tukes ites form from the limes of 1ifs, that
twists and oxtende impossibly & scoumulutes and ppits and drips,
and is swoet and stupid as 1ifs itsolf., I am for an artist who

vanishas, turning up in a woits oap, prlating :igns or hallwayse

1 sm for art that oomes out of a chimnay 1iks blaock heir and
aeatters in the aky. I am for art that apills out of an old man's
purss when ha is bounced off a passing fender. I am for the art out
of a dogzy's mouth, falling fivas floors from ths roof. I am for the

art that a kid licks, aftor pssling eway the wrappere I am for am

art that pogglos like svaryons's knses on & buas I am for an art

that is emoked, like a olgarette, sm3lls, like a pa¥r of shoos. I m
for art that flupe like a flag, or halps blow noses, liks a handkere
ohiaf. T am for art that 1s put on and taken off, like pmuts, whioh
devaslops holes, like sooks, whioh ie saten, like u plege of plas, or

absndonsd with great contempt, llke & pieos of ahit,
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I am for art you oan sit on. I am for art you oun pick your nose
with or stub your toes on. I am for art from a pocket, from ths
2dge of o kndifs, from ths cornsere of the mouth, stuck in the eye
er worn on the wrist. I am for art under the skirtas. I am for ¥
ths art of conversation batween a blird man's metal rod and the
sidownlke I am for urt that fe flipped on and off with a switoh.
I an for art that unfolds like & map, that you can squease, like
your gwasty's arm, or kiss, like a pot dog. Which axpande and
squaaka, 1ike an meocordion, which you ean epill your dinnar on,
l1ike an old tubleocloth. I em for an art you can hammer with,
etiteh with, eew with, puete with, fil: with. I om for an ars
that tells you the time of day and which helpe old ladies across

the strzat.

I am for ths art of rad and whits gascline pumps and blinking
bisoult signe. I am for the art of old plastar and new 2namal.

I am for the art of slag and black coal and dsad birds, T am for
the art of scratchings in the asphult. I am for ths art of bendig
and kioking things and breaking tham and by pulling on tham making
them fall down. I am for tho art of sat-on bananss. I am fao the .
art of mama=hahbla, bareand=-grillebabble, toothploking, sggeslsing.
I am for the art of falling off a baratool.

T am for the art of underwsar and the art of taxicabs. I am fer

tha art of icaecream oon28 dropp:d on conorate. I am for the ma=

jestic art of dogturds, rising liks onthadrals. I am for the

blinking =rte, lighting up the night. I am for art falling,
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splashing, wigzling, jumping, going on and off. I am for the
Art of fat truck-tires and blaok ayes. I am for Kool=Art, 7=UP
Art, Pepei Art, Sunkist Art, Dro-bomb Art, Vam Art, Pamryl Art,
San=0-Mad Art, 39 conts Art and 9.99 Art,

I am for the white art of rofrigorata @ and their muscular opsne
inge and cloeings. I om for the art of funsresl hoarts und ssset=
heurtas full of nougat. I am for ths art of moat-hooks and ¢inging
barrsls of red, white, blu) and yallow mont. I am for the art of
Waak groy psneileleand and grainy wagh, and the noise of rectangle
@8 coming homa from cchoel. T am for the art of windshisld wipem
and the wrt of fingers on dusty stesl or in ths bubbles on tha
sdde of the bathtube I am for ths art of dacapitated tedirebeurs,
explod2d uubrsllas, chairs with thair brown bonoes broken, burning
X=-mng trese, firsorucker snds, pigson bonas, and boxss with men
elosping in them. I am for the art of hung, dloody rubhits and
wrinkly chicksna, tusbourincs and plastic phonographs, snd abane

donsd boxee tlaed llke pharaghe,

ey 1961
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LOAN AGREEMENT THE MUSEUM OF MODERN ART
white copy to be retained by lender 11 WEST 53 STREET, NEW YORK 18, N. Y. o

EXHIBITION (pllace and date of showings):
”“ = ¥ AMERICANS 1963

May 20 - August 18, 1963
LENDER: __Claes Oldenburg
ADDRESS: __ 107 Rast 2 St., NYC

Exact form in which lender’s name should appear on exhibition label and in catalog:

NAME OF ARTIST: __Claes Oldenburg

TITLE OF WORK: __Tce Cream Cone
MEDIUM (please underline) : oil on canvas oil on wood gouache pastel tempera on canvas tempera on wood
watercolor ink pencil charcoal crayon colloge monotype print (specify medium)
metal (specify) plaster wood plastic ferra cotta ceramic artificial stone
construction in (specify) \ photograph (specify p )
poster other (specify)
\'.
DATE OF WORK: __ 1962 Does date appearon work?________|f so, where?
\
SIGNATURE: Is the work signed?_____________If so, where?
N
SIZE: Painting, drawing or print (without frame or mat) : Hnight\ Width
Mat opening (of framed drawing or print) : Height AN Width
Sculpture (without pedestal) : Height 12 1/2" ength A\ " Approximate weight
INSURANCE (See conditions on reverse of this blank.):
For what value shall we insure the work (U.s. v): $
Do you prefer to maintain your own insurance coverage? hY
SELLING PRICE (U.S. currency): $ \
(The Selling Price indicated shall be understood to include a ten percent handling charge for The Museum of
Modern Arc.)

SHIPPING: Are the following instructions satisfactory?

A

(Unless the Museum is notified to the contrary in writing before the close of the eshi;:\@nu, the losn Aett ba :
returned to the lender's address given above.) ‘\

FRAMING: |s the work framed?
If necessary o meet the needs of the exhibition, may we reframe or remat your loan?
May we substitute plexiglas for glass?
(All works will of course be returned to the lenders in their original frames and mats unless other arrangements
are made with the Museum in writing.)

CATALOG AND PUBLICITY: Where can the Museum obtain photographs of this work for catalog reproduction and
publicity? __Robert R. McElroy #236=-16
May The Museum of Modern Art photograph this loan and reproduce it in its publications and for publicity pur-
poses in connection with this exhibition?_________ May this loan be used for telecasts for publicity or
educotional purposes?______ May slides of it be mode and distributed by the Museum and its designees

for educational use?

SIGNEDR - Date:

{nnm.c of lender or authorized agent)

3 et &
' bl .
ol 5 X
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June 11, 1883

R )E3

Husesum of Modern Art
11 W 53rd St.
New York City

Att: Mrs. Dorothy Miller

From May 33 to May 27, 1953, I rspaired in my studio the
pisce "Sewing Machine" which was damagsd when it fell from
a wall,in ths museum durinz th2 openinz May 20 of the "Ameri-

cana 1963" showW.

I estimate ths damage, in terms of the time it took me %o

make the repairs, at $150,00.

4

" ;

/ /Clels Oldanbg Z

;_ A Z{g(i//;z_,//
107 E. 2nd St.

§ o , 4 K—M t//w/
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cc: Sidney Janis /J
e

Jamary 7, 1964

Istmhmﬁdhunfpbotom and
clippings in my office will have my secretary take
it over to Sidney Janis tomorrow. Sorry to have kept it
8o long but we've referred to it several times.

Thanks for your California address and best
regards,

L4

Sincerely,

Dorothy C, Miller
Curator of the Museum Collections

Mr, Claes Oldenburg

P, 0, Box 61
Venice, California
DCM:ew
P A5
: }{‘.l [ - 1 f 'l. e f
' ."'- 5,
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107 EAST 2nd STREET
NEW YORK CITY ORegon 4-0380

DEC. 1 to 31 «\;E{'OHE/ FRI. to SUN. la’”‘i})

1 to & P.M.
1961 -
and by App't.
-, Y

R AY Cwmw saF O, =*
CLAES OLDENBURG. Prop.

\
\/ IN CODPERATION WITH GREEN GALLERY _Q
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ROBERT R. MCELROY
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The Modern Museum opened its new season with a full-fledged” retro-
spective of Mark Tobey, which is to say there were slightly under one
hundred and fifty works. Tobey, if we are to believe our European com-
patriots, is the most important American artist living today: he was the first
American artist since Whistler to be awarded the grand international prize
for painting at the Venice Biennale a few years ago and the first American
artist to have a large one-man show in the Louvre (over three hundred
works this time) a couple of years later. He is not as important as the
Europeans think, any more than Klee or Wols is, but he has done important
work and it was all in The Museum of Modem Art. Then why was his ex-
hibition such a disappointment?

For one thing, we look upon the retrospective of a respected artist with
a kind of endless expectation: it will be a tion, a vindication, an
apotheosis. It never happens. There are good shows and bad shows. Major
artists have no need for retrospectives, they are simply an aid to more
easily assimilated information about known excellences. I should have far
preferred that only the most exquisite Tobeys, whether or not they repre-
sented the artist’s interests from period to period, be shown: Tobey is won-
derfully exquisite, and when he is not exquisite he is not wonderful.

But what is the difference in our taste and that of the European art-
lovers? First of all we are not art-lovers, not precisely that. If one were to
characterize perhaps the greatest collection of modern American abstract
art, that of Mr. and Mrs. Ben Heller, one would hardly say that it was one
of art-lovers. It is more pragmatic than that: it is a collection of tested, and
tried, and therefore true value. By “therefore” I mean difficulty of process,
not inevitability. The fault in this exhibition is that it was chosen with an
eye to making Tobey a major artist in his own land, to document his hu-
manism, his technical exploration, his compositional variety, his spirituality.
Tobey has done fine things in his own way, on his own time, but they will
never be major, any more than Redon will ever challenge Renoir. Tobey is
the Clara Haskill of painting, not the Arthur Schnabel. He is neither as im-
portant as Mr. Seitz thinks (in his catalog to the exhibition) nor as despic-
able as Mr. Kramer thinks (in his review in The Nation, which is almost a
review of the catalog, instead of the paintings), he is a very fine artist. The
solution to his European adulation is very simple: there is a New York
School because there is an open-eyed New York public, just as there was an
Ecole de Paris because there was an open-eyed Parisian public. Decadence
lowers the lids. New York’s (for how long, oh Lord?) have not yet been
lowered. Until they are, we shall have wide and powerful affinities (Rem-
brandt’s The Polish Rider and Pollock’s Autumn Rhythm), and suffering
young artists assailing the barricades and getting one or two vivas for their
efforts, but we shall not yet have a Fheure exquise during which Fragonard
seems more “honest” than Michelangelo. Not while Willem de Kooning and
Bamett Newman are about. And while they are, Mr. Tobey must keep his
place, as he has in the past, not an ignoble position, but rather a chosen
one. As Delacroix said, “Delicacy of feeling does not preclude major emo-
tions in Cimarosa.” But the major emotions which have been instilled in us
by twenty years of great American painting cannot be wiped away so soon
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by either the West Coast, Japan (Zen) or Europe. In the light of “Abstract-
Expressionism,” which did indeed change the history of art, Zen is merely
common-sense, and European esthetics just sophistication. With these art-
ists a new grandeur, breadth and candor entered the forms of art, a neces-
sary quality, as necessary for its time as Lautrec’s or Rembrandt’s for theirs,
and one canont go back, except in time.

Candor, which of course has its own built-in breadth and grandeur, is
the dominant quality in Claes Oldenburg’s new work at the Green Gallery,
and he has an ironic and sometimes hilarious sense of paradox to drive his
points home. Where most of the other artists grouped by opinion into the
“new realist” or “pop art” movement tend to make their art out of vulgar
(in the sense of everyday) objects, images and emblems, Oldenburg makes
the very objects and symbols themselves, with the help of papier-miché,
cloth, wood, glue, paint and whatever other mysterious materials are inside
and on them, into art. His was one of the most amusing, cheering and
thought-provoking exhibitions this year. Beautifully modeled and painted
bacon-and-eggs or slices of pie on real (old) kitchen plates, on low pedes-
tals, led one towards a monumental pair of work pants on a hanger and an-
other over a chair, each heavier-looking than bronze, and just beyond them
a seven-foot pistachio ice cream cone (painted cloth) lay on the floor,
flanked by a monstrous wedge of chocolate and vanilla layer cake of the
same materials and scale and a hamburger (with pickle round on top)
which, if used as an ottoman, could sit at least twenty fairly large persons.
The juxtapositions of scale in the show, the use of “real” plates, kitchen
utensils, chairs and commercial display cases of chrome and glass (pie
racks, ete.) in conjunction with the ted “food,” each executed with an
acute esthetic attention to shape, texture and variety of color, were be-
wildering in the very best sense, causing one to halt (an unusual occurrence
in New York except at int tions), and appreciate. With the perverse
charms of Gulliver and of Alice-in-Wonderland, Oldenburg makes one feel
almost hysterically present, alert, summoned to the party. There is no hint
of mysticism, no “significance,” no commentary, in the work. He is like a
Fabergé in love with Broadway, or a Pollock who has just read the Cordon
Bleu Cookbook (in American). Oddly enough, since it is really I suppose
sculpture, his work relates somewhat to Pollock's cut-out painting of the
late '40's. I recall in particular a cut-out wooden figure by Pollock, shaped
rather like a cloverleaf and painted in his drip technique and done to be
hung free from a wire; Oldenburg has a comic edge and whimsy like that
figure, but I doubt if he could have ever seen it since it disappeared around
1952 and has never been recovered, and so far as I know there were no
other Pollock “sculptures” of this kind. I bring him up only to indicate how
much of the pleasure and brilliance of painting is in Oldenburg’s work,
whether brushed or dripped on the strange preoccupations of his mind. Tt
may be too that part of Oldenburg’s vivacity consists in the satiric employ-
ment of “delicious” abstract paint-techniques to render our delicious des-
serts and snacks and in the suave monumentalizing (his huge cloth pieces
have zippers) of contemporary American Bread and Wine and Pants, but
I think there is more to it all than that. At any rate there is nothing chichi
or wall-eyed in his work, an unusually positive quality for an artist working
in this general tendency to have right now.

In the other comer of the “constructed place” mov t, or I

56




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

DcM i) i 206

The Museum of Modern Art Archives, NY

should probably say reconstructed if it didn't smack of 1867 (which it may
actually resemble more than anything else) in the Deep South, paces Niki
de St. Phalle, armed with a gun. It is not the ray-gun of New York, with its
humorous-Nihilistic overtones and Pogoesque sarcasm, but a gun with which
to shoot into bags of pigment and thus “enter” the work as a participant in
its composition as you hit a sac of pigment and thus effect an alteration in
the picture. What hath Pollook wrought? you don’t even have to put the
thing on the floor any more and you can even get someone else to finish it,
as a boyfriend helps his girlfriend win a panda at Palisades Park. Where
Oldenburg contains his personality Miss de St. Phalle encourages the ruina-
tion of hers (as an artist), a provocative and endearing position. The whole
atmosphere is very European; it is as if she had embraced a great many
Western movies and through utter sincerity made the method of them her
own, Where it is not that, there is a very complete concentration on reli-
gious creepiness, fetishism and organic decay, Her shrines, compounded of
dolls, plaster, cloth and slopped paint, resurrect a confectioner’s nightmare
of his first view of the Grunewald Altarpiece, and elsewhere in the more
objective pieces it is not long before you, by your own hand and aim, have
caused blood or pus to flow. I say European because there is a very strong
and rather repulsive logic behind it all, it is certainly iconographic in intent,
if not conviction, and probably mystic. It is also, like parfum, attractive and
disturbing and frequently repellent: if you are before a decomposing shrine
it is you, not the God, that’s decomposing; if you shoot and burst a condom
full of paint, is that paint just paint or is it the penis within? It is actually
very interesting, and if this whole tendency has been referred to with some
justice as sale morbidité, it is not so sale as all that, and it represents an
attitude towards destruction which is not without a great deal more justifi-
cation by objective reality than most people working in the New Realism —
if I am right in thinking that they are all children of Hieronymus Bosch,
Miss de St. Phalle is way ahead of the field. And I'm glad I'm not lying in
that field looking for four-leaf clovers. But at least she is not dallying with
a Magritte idea of a billboard or a Léger interpretation of a comic strip, or
a mid-Western Forest Ranger's gimmick for stopping a car most economic-
ally (for his respective state), or a Madison Avenue luncher's appetite for
being yummy from a can, T guess she really is religious.
Abstract-Expressionism, which has been dying in the daily and weekly
press for lol these many months, has also been abandoned in her recent
show by Grace Hartigan, a motion self-proclaimed in her catalog preface,
In the largest painting, The The, she showed a continuance of the very am-
bitious Figurative-Abstract-Expressionist expressi through which she
achieved considerable renown for her own “Second Generation” interpreta-
tion of the New York School style; it is a somewhat hotched-up painting,
but admirable in its ambiti and ad y. Elsewhere, save for The
Dream, a very interesting move towards a more subtle Matisse-ish arabesque
line and more modulated palette, her defection has produced little but
repetiti of feeling, and in at least two pictures, Marilyn Monroe and
Cf:wrk’s Cove, a vulgarity of spirit which is quite disheartening in that it
employs illusionistic devices to further apparently unfelt ends. Strangely
cnough, Miss Hartigan even in her most Expressionist moments of the past
has never seemed more German — her Monroe here is a movie-star as seen
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by Kirchner cum Jack Levine, But she has done remarkable and important
work in the past and will, I'm sure, in the future; it may be, as Pasternak
said of the early Mayakovsky, that her new pose does not yet fit her tal-
ents, that she has not yet become her pose. This is not meant in a deprecat-
ing sense, but rather in a realistic one, The techniques by which an artist
keeps going are not confined to the materials of the studio.

HOWEVER, Allen Stone, for the opening of his new gallery on 86th
Street, has assembled the best show so far this season, one of the best in
many seasons, a testament to the superb distinction of two contemporary
masters ranging over the past twenty years: a show of works by Willem de
Kooning and Bamett Newman. In close juxtaposition, each artist remained
even more totally individual in content and style than one would have
imagined, considering that they are both labelled Abstract-Expressionist,
and their works took on a relaxed brilliance, an easy mastery, as if the paint-
ings were discussing with each other some profound problem of style which
had already been solved to different, but mutual, satisfactions. Mr, Stone
assembled some of the most important paintings by each artist, an em-
barrassment of riches many of which had been known to the public only in
black and white reproduction, and an event of such importance that, on the
nether side, it should have embarrassed most of the museums in the vicin-
ity. There were also recent works by each artist: if Mr. Canaday and Miss
Genauer want to think that Abstract-Expressionism is dead I hope they
both kept looking at the moribund art they’ve been looking at all along and
stayed away from this show.

Most of the attention of these two critics recently has been diverted from
actual works of art to polemical dissertation on art's tangential appurte-
nances, collecting and marketing. Many the feeble-minded exposé that has
greeted one’s eyes, hardly any praise that isn’t aimed at ruining some other
artist’s reputation, hardly ever a deviation from the neurotic assertion that
no artist, however great, can ever wholly take in the omnipotent Times and
Trib. Take them in where? With their esthetic chastity belts hitched so
tight, there has never been much reason why either one of them ever ven-
tured forth to a gallery. And each has devoted, at least one slack week in
each season, a whole column to their difficulties in getting themselves
physically to the galleries, Mr. Canaday notably in his lument over bus
service on Madison Avenue column, and Miss Genauer in her candid ap-
praisal of a safari as far south as Houston Street, with aid of cab driver and
delicatessen elerk, in search of the Delancey Street Museum, Neither one of
them has any better sense of geography or traffic than they do of art.

Mr, Canaday’s specialty along this line has been the wise-suspicion-of-
esthetic-hoax strategy, a strategy aimed exclusively at the Abstract-Expres-
sionists with the equally simplistic belief, apparently, that no figurative
artist has ever wanted to sell a painting, It was especially amusing in the
light of this to read the two columns in which he first praised the Chrysler
Collection for its service in showing atypical paintings by modermn masters,
and Iater the one in which he was forced to announce that these very paint-
ings had been exposed as fakes by a committee of art experts, gracefully
attributing his previous enthusi to an llent lobster lunch and the
heat of the sun in Provincetown, M, husetts, where the Chrys-
ler Museum is located. In the one where Mr. Canaday had the opportunity
to inform the public of an actual artistic fraud he was asleep at the switch
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he has so frequently raised in the Times against the conniving musenms,
galleries, collectors and distinguished contemporary artists who, he has fre-
quently alleged, are united to bilk the gullible for financial gain. OF course
everyone makes mistakes, 1 go into this matter at such length only because
Mr. Canaday has been punishing his betters for some time now from the
vantage point of a scholarly perspective; yet when he sees a portrait of a
woman in the current style of Washington Sq Expressionism signed as
a van Gogh, or a sketch of a nude which might be barely attributed to
Othon Friesz labelled Matisse, or a still life most typical of certain Ameri-
can followers of Soutine in the mid-50s presented as a Bonnard (1), our
critic’s historical perspective (including the recent extensive documentation
of fakes of all periods) dwindles to the size of a Chrysler hub-cap and the
ears of the watch-dog so alert to “phoniness” in abstract art collapse in the
mid-day sun for all the world like Lassie straying onto the set of Noel
Coward's sincere and beautiful musical Sailaway during a performance. Mr.
Chrysler must give wonderful lunches. Mr. Canaday, who has often opined
that critics who hobnob with artists are in danger of losing their critical
objectivity, must be a wonderful luncheon guest, whether he ever really
had that lunch or not. At any rate, Mr. Canaday, whether admiring “atypi-
cal examples” (sic) of famous painters, or attacking abstract painters, or
pushing the Hiroshima-Humanist works he finds so significant, has definitely
proven that he does not care to discriminate between an ugly work and a
beautiful one. He is only interested in social credentials (no wonder the
Existentialists are at least more interesting than the Humanists), and if
that hideous “van Gogh” portrait could be proven to be a Picasso spoof on
van Gogh's sunflower period he would probably recommend it highly.
There are plenty of falsely attributed paintings of all periods hung around
the world, but the false attribution s usually a labored and stylistically
i ted compliment to the qualities of the artist or school being imi-
tated. The recently exposed fake Etruscan sculptures in the Metropolitan
Museum are still eminently worth studying, and if as some French gossip
has it the Museum of Modern Art’s Rousseau The Sleeping Gunsu was
actually painted by Derain, it is still a masterpiece. The scandal about the

Collection is considerably more confusing and ambiguons: for
what (eynical?) reasons would a collector who has had the taste and sagac-
ity to purchase several indisputable masterpieces wish to present works
whose attribution can only reduce our idea of the accomplishment of the
artist in question? At present writing this question is under consideration by
the Canadian Parliament, since a major Canadian museum lent its auspices
to the second showing of the exhibition.

Another private collection, which in numbers rivals many a public one,
the Joseph H. Hirshhorn Collection, has appeared under the auspices of
the Guggenheim Museum and is a marvel to behold. The Guggenheim
shows only sculpture from the collection, and it is inclusive and gregarious
in nature, but among the over four hundred works displayed, given the
weakness of the David Smith selection, and the over-emphasis on Manzi,
an Italian sculptor who has finally driven the last note of glamor out of the
word “Mannerism,” one finds superb examples of major sculptors, surpris-
ingly fine examples by minor ones, pieces by Bourdelle which are enough
in themselves to cause a re-evaluation of his work, and groups of works by
Rodin, Brancusi, Degas and Daumier, which should be the crown jewels of

59




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

DecM T .20

The Museum of Modern Art Archives, NY

any collection. The Henry Moores are an exemplary collection too, but next
to the Daumiers they seem caught in some frost-bitten, monumental

which is sometimes referred to as the English Channel. But then I prefer
the Vi b aricature sense of Daumier to the monolithic plati-
tudes of Moore every time, so I may be wrong.

The Iolas Gallery this season, where Miss de St. Phalle showed, has
offered three other New-Realists (European Branch): Jean Tinguely, Mar-
tial Raysse and the late Yves Klein,

Yves Klein died this summer in his mid-thirties. He was a genius in the
old-fashioned sense of the word: he was brilliant, like a meteorite, or, to
some like a firccracker (remembering that the firecracker is one of the most
beautiful and ephemeral of human inventions), and he used the properties
of both in his work when he made his “bumt-sea” sculptures, his flame-
paintings, and his fountains of colored water and ignited jets of gas throngh
which the wind could force its remolding, recombining will. Through one
of those odd ironies his death was presaged by a note of condolences
seot to his Paris dealer mistakenly by an admirer who had read of the
death of Franz Kline, and a very fow weoks later the condolences were apt.
It was an incident not at all out of keeping with the phenomenal and Ro-
mantic career of Klein: admiring Kline, he thought the note was flattering,
it appealed to his latent Byronism. Yves Klein was a unique person in cons
temporary art: his sensibility continually outsmarted his ingenuity, and his
ingenuity outsmarted his adversaries (of which he had many ). The Iolas
exhibition could not, under the circumstances, present him in the way he
should have been presented in New York, as his previous show at Castelli
did not, but it gave a greater sense of his genuine gift than anyone has
seen here before. The monochrome-bleu paintings were wonderful, there
were no major fire-paintings available, and the sponge works were too
sparse. Still, the effort to honor him was noble, and the catalog, with
Klein's own superh esthetic dialectic p d so well, how filled in
the gaps. Perhaps not for n non-enthusiast, but I don’t care about them, His
work has an intellectual lucidity, a personal face-to-faceness and a sensual-
ity which is nowhere else apparent in the New Realists.

Jean Tinguely, of course, has little if anything to do with the New Real-
ists except for his inclusion in the Janis Gallery show of the group. He, like
Klein, has given them some important impetus but, like Agostini, he seems
apart from the show by his superiority. 1t's odd that artists equally eligible,
and equally peripheral, like Robert Rauschenberg, Larry Rivers, Jasper
Johns, Alex Katz, and for that matter César, were also not included. Tin-
guely’s distinction was indomitable, however: in the gallery section his
radio piece was masterful, a really lly graceful temporary work,
right up there with Duchamp and Picabia, in the store section his
frigidaire was the most startlingly amusing entry in a show which did not
refrain from straining to be amusing. Since almost everyone in the two-
department Janis show of New Realists showed works based on the Abstract-
Expressionist schema as individualized (for them), or satirized, into an
available mode of feeling for expression, it may be interesting to point out
that the best works were those in which the connections between the origi-
nator of the idea, the off-shooter and the new-realizer were most clear,
Art, these days, is everything, including Life, and these were also the best
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artists in the show: Oldenburg (Gandi and Miro through Pollock), Dine
(Bamnett Newman through Jasper Johns and Bob Rauschenberg), Segal
(Glacometti through Larry Rivers’ sculptures of the late '50s), Rosenquist
(Magritte through Motherwell ).

Martial Raysse was one of the very few Europeans among the new Real-
ists (and the movement was, after all, invented in Paris — here it came out
of Pop Art and Happenings originally with entirely different causes and
effects) who did not slump in contrast to the American artists’ works. He
has a peculiar deftness, his work is melancholy and empty and funny and
nasty; he has a way with color, with objects and with textures which the
more chichi American New Realists seem to be mincing towards but can’t
quite reach. He is the real thing in the extremely limited field of operations
he has set himself, far more “real,” for instance, than Spoerri, who keeps
diaries of why he did what to which object because of whose arrival and
remarks and actions during the constructions of his assemblages, etc. That
is, Raysse’s work has an esthetic reality and immediacy, where Spoerri’s
has a kind of cozy wisdom, as when you read that Gertrude Stein’s portrait
of T. S. Eliot was like that because Alice B. Toklas was sewing when he
made his visit. Raysse Beach (which I hope was an intentional homage to
Jacob Riis Park’s beach), as presented at the Tolas Gallery, with its juke box,
bathing beauty photographs, rubber toys and pool and sand, was marvelous
in the international sense, though French to the toes. Where an American
“New Realist” like Andy Warhol loses the point of his new medium and
makes a painting of a diagram of a dance step and then places a keep-off
sign in front of it, Raysse’s beaches are to be inhabited and played with,
and when Raysse tints or paints a blown-up photograph it becomes more,
not less, alluring. If the beach is any ple, some enterprising gallery or

should p de Raysse to recreate one of his notorious super-
markets in New York. He is said to have found the ones existing here al-
ready very disappointing.

Which brings up a basic difference between the two elements so falsely
joined in the Janis show. If group there be, there certainly must be two:
Nouvelle Réalisme is a European invention or group, and the Americans
may be more clarifyingly, though no less inaccurately, called Pop Ast. The
names have already been assigned, however muddledly. They have a rather
vague truth by inference: the European artists so designated do indeed find
the surprising more ordinary than the mundane, the fortuitous more causal
than the deliberate, the accidental more understandable than the planned.
For the American “Pop Artists” the struggle into existentiality seems more
difficult: though the work is frequently far better in quality, it is also far
less gracious, and it has often a numbing smugness and crackerbarrel cheer-
fulness, stemming often T suspect from European precendents which the
Europeans themselves have long since found old hat, from a “smart” inter-
pretation of Marcel Duchamp’s “silence” (sic) and of Miro's “camp.” At
their worst the Americans of this tendency act like Mark Twain trying to
design a chess set. But it is an understandable reaction to the austere dia-
lectical imperatives of Abstract-Expressionism and | ts these artists
with an open esthetic field of operations. And at their best, the Americans
prove anew what Picasso and Joseph Cornell (to name only two artists
especially pertinent to the “movement”) have so often shown us: that there
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is no aspect (or for that matter artifact) of modern life which can not
become art,

William Seitz, who earlier in the season organized the Tobey exhibition,
has recently given us a very great show of paintings, studies and drawings
by Arshile Gorky at The Museum of Modern Art. Following the Gorky
shows mentioned in a previous issue, this is a large, eloquent and authorita-
tive presentation of the work of one of the most important painters of our
time. Most of the major works have not heen seen together in New York
since the Whitney Museum’s eshibition in 1049; their conjunction can only
impress one anew with the conviction of Corky's greatness. The selection
of the less important works, the early paintings, the studies and the draw-
ings, is 50 judicious and so sensitive, that the effect of the exhibition is an
amplification and enrichening of the major works and of Gorky's genius. In
the wealth of achievement which this exhibition sets forth, Gorky's influ-
ences scem less pertinent, even in the early works, and his sensibility, that
marvelously aristocratic mind and eye, compounded of Near-Eastern sub-
tlety and American adventurousness, assumes its proper position as a major
and original event in our culture. Gorky had a t lous range of estheti
tradition to inspire and aid him and he used it in a passionate, individual
way. In the exhibition at the Modem, the installation is simple and adroit:
the elaborations of forms in the series, the relationships of studies to paint-
ings and to their motival off-shoots, the linking of opposing tendencies in
Gorky's development, all these qualities are so well understood and felt
in the hanging that the works come to you clear and decisive and powerful.
OF course all this is Gorky, which is the highest praise an exhibition can
have, to serve well the complicated interests of its subject.

Three other shows not unrelated to Gorky, were those of Al Held (Poin-
dexter Gallery), Robert Motherwell (Janis) and Lamy Rivers (Tibor de
Nagy) —they have each been involved in the best of recent tradition and
in the search for their own interpretation of it, as was Gorky, and they are
each involved in contemporary High Art which, gossip to the contrary, has
never stopped being more exciting than Pop Ast (chiefly I suppose because
it is more difficult to achieve). At any rate I mention them because of the
very high quality of the shows, not for any tie-in with Gorky, except in two
peripheral instances, which is to say that I believe Held has taken up a very
beautiful motion of Gorky's late '30s, just when Gorky was moving into a
“hard” forceful style which he soon abandoned, and Held has forged from
this brief insight a grand, capacious expressive instrument. Rivers has been
influenced, in a similarly “off” way, by certain minor characteristics of
Gorky's draughtsmanship and coloring. It is not an influence concentrated
in any one aspect of Gorky, or in any one period of Rivers, but rather as if
the earlier artist had confided some secrets of the eye, finger and wrist
which, after Rivers’ last studiously overt figurative works of 1953, have
never left his consciousness. Unless my own eye is mistaken, Gorky's ex-
ample can be discerned in many felicities of Rivers' addition-subtraction
method of delineating in his drawing, and in his perfect placement of seem-
ingly unrelated passages of color in order to strengthen the total pictorial
image — though he is most often thought of as a fgurative or semi-figura-
tive painter, this usage in Rivers’ work points toward a more abstract feel-
ing for the picture-plane than is found in many a Neo-Plasticist. It is, for
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instance, very clear in the present show’s drawings and collages that the
anatomical pieces are ahstract compllations of figurative parts in which
Composition is AlL The totality of these small works is not the aggregate
of sensitively drawn fragments and details, though Rivers is one of the
finest draughtsmen in America, but the sum of a totally felt pictorial con-
ception. The oils in Rivers' show have a strong totality too: the franc notes,
the Camel packs and the nudes with vocabulary lessons stenciled next to
the appropriate parts of the body are not unlike the “psychological map™
aspect of Gorky’s late paintings, where the act of painting, and the finished
painting itself, seem to bloom through some extra concem of the artist
which is “other” than the making of a good or grand painting. In this re-
spect, and in his pursuit of whatever the handling of the paint leads to-
wards, Rivers i far removed from Pop Artists who create milrmih]y similar
images. Rivers is after a more m-m]ullr ated and mysterious visual experience,
more related to Johns and Rauschenberg than to Indisna and Warhol. For
Rivers the stencil is simply another olement available to the expression, to
several other painters recently it has been the expression. The latter idea is
perfectly agreeable in theory, but the resultant works have seldom gone
further than the mechanics of their construction.

In this connection Motherwell's series of Spanish Elegies continues to ex-
pand and move. While the original image was discovered subconsciously,
by now it may be considered as preconceived in the later developments.
Some preconceptions in imagery stand still at their freshest (soup cans,
newspaper pages, road signs), like a High School performance of The Petri-
fied Forest. But the Elegies mean something, and you can't beat that, Else-
where in his show Motherwell has what one might have assumed from pre-
vious works, a great lyric gift. One of his titles, the largest painting in the
show and one of his best, pretty much indicates his qualities as a painter:
The Golden Fleece. His painting is most often embarked upon esthetic voy-
ages, and he seldom retums without the treasure, here most notably in Chi
Ama, Crede, the Elegy to the Spanish Republic No. 70 and No. 77, and the
new series of Beside the Sea paintings, with their brilliant calligraphic
splashes leaping up from deep horizontal bands of paint.

Also among the most important new works of this season were Al Held's
abstract paintings at the Poindexter Gallery. Huge in format for the most
part, they are thickly and smoothly painted, building up strongly colored
shapes in juxtaposition to each other and to the positive or negative rela-
tion of the plane. It is difficult to convey the strange qualities Held is able
to achieve simult ly: tality and wit, brassily strident rela-
tionships of color with sudden unobtrusive delicacies of detail, grandeur of
stance emerging through deliberately off-kilter formal devices, humorously
primary forms and colors adding up to symphonic complexity, Seen in
group shows in the last few years, Held's work has looked increasingly more
important and with this show following up his last one he has become one
of the most controversial and powerful painters in New York.

FRANK O'HARA
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FIGURE 1

Al Held: Untitled. 1962. Liquitex on canvas, 78 x 66
in. Courtesy Poindexter Gallery, New York.

FIGURE 2

Martial Raysse: Raysse Beach. 1962. Courtesy Iolas
Gallery, New York.

FIGURE 3

Claes Oldenburg: Shirt With Cuff Links and Other
Objects on Chair. 1962. Courtesy
Green Gallery, New York.

FIGURE 4

Robert Motherwell: Beside the Sea, No. 27. 1962, 0il
on paper, 29 x 23 in. Courtesy
Sidney Janis Gallery, New York.
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The subject (preparatory pen drawing [fig. 8] in the Kupflerstich-
kabinett, Berlin-Dahlem Museum, no. 15515) was specifically chosen as
one of the most touching moments within the wide range of subjects
offered by the Passion, for the Passion was the preferred theme of the
most orthodox painting of the Counter Reformation. The sonorous ex-
ultation of the glory of the Church and the ecstasy of the Blessed were
reserved for the triumphal Counter Reformation of the late 17th cen-
tury. The most severe period of the Counter Reformation preferred
grave and dolorous meditations on the Passion of Christ, on the Frailties
of man and on the mortification and penitence of the saints.

Mina Bacci
Florence, Italy
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Is Beauty Dead?

A work of art should not be beauty in itself

for beauty is dead . . . TRISTAN TZARA

In his 1918 Dada manifesto, scrapping old dogmas and formulas
of beauty and extolling a new living art for a bitter new world, Tzara
was really saving Beauty is dead, long live Beauty! — a new beauty of
the commonplace, of freedom, spontaneity, contradiction, absurdity, in
short, as he put it: “LIFE.” As changing generations and individual
artists of stature constantly redefine art, they continue to forge new
kinds of beauty. Even when an artist's work poses the very question,
“Is this art? Does art exist?”, he is answering it in the affirmative by his
act, as the writer of the absurd dispels the absurd by recognizing it and
writing about it. One cannot be anti-art and at the same time make art —
absurd, anti, or otherwise. Or, as Duchamp phrased it, “The only way
to be really anti-art is to be indifferent.”

Each of the three young Americans in the exhibition™ may stand
for one of the several new kinds of beauty which continue to enliven
our art. The confrontation of these three artists, so different that one
might well wonder why they were grouped together, points up the gen-
erative power of the break-through in American art which occurred
during and after the war. Although one of them works on a two-
dimensional, rectangular surface, and another combines three-dimension-
al found objects with painting on a traditionally shaped canvas, and the
third paints three dimensional objects which he has constructed of plas-
ter or cloth and Foam-rubber, all three are painters and sensuous painters
in the “tradition of the new.” Except for the variety of materials em-
ployed, they differ no more or less from each other than do any three
of the first generation New York painters, say Kline, de Kooning, Roth-
ko. Equally dedicated to freedom and individuality, the three young
Americans of this exhibition also continue their predecessors’ aim to
abolish the distance between art and life, to bring life into the work,
and to involve the spectator more directly with the work of art. This they
accomplish through the vitality of the painting, its unfinish, its move-

* “Three Young Americans,” Allen Memorial Art Muscum, January 8-29, 1963.
See list p. ﬁg.
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ment, energy, change, and its engulfing size; through the incorporation
of objects of actuality and the physical projection of the picture’s world
out into our world; or through the creation of objects related to the com-
monplace things of everyday life and the combining of these things into
environments. In modern art, the struggle involved in the act of cre-
ation has taken on a new intensity through the artist’s increased Free-
dom of choice; the intellectual and moral character of this struggle was
defined and celebrated by Harold Resenberg in his decisive article ten
years ago when he introduced the name “action painting.”

Joan Mitchell, in her grand free-wheeling strokes of color, remains
the closest of the three to the earlier action painters; but she is unique in
her special combination of power and grace, of motion and calm, of
freedom and control. She selects and even wills “accident” in her
tumultuous but steady and curiously refined painting. This is particu-
larly apparent in the way that the dripping of the paint, ingly such
a fortuitous element, often forms a kind of screen which serves to
anchor, to bring to rest, the outward swaying and ive movements.
The drips are sometimes as delicate and sensitively adjusted as the rain
in a Hiroshige print. Tension between letting loose and ini
is part of the conflict which engenders her art and which sustains our
interest in it. Such opposition is consciously sought; in Miss Mitchell's
own words, “A movement should also sit still.” Resolution of opposites
characterizes the total construction of her painting, not just the direc-
tional force of strokes and drips. The riotous colors run the gamut of
intensity, hue and value contrast, but they address themselves to each
other with sensitive modulations and they are kept within certain spe-
cific and characteristic ranges of choice. The palette enforces the sensa-
tions of nature which her paintings evoke: as crisp and clean as the
first smell of snow or as hot and hovering as a summer day. One feels
the air, the trees, skies, and water — sometimes s illing over rocks and
sometimes lying becalmed but more often tl'n-asht.'gl by rough winds and
washing out to sea. :

In Mitchell's recent work the Full, sweeping a iliar i
paintings of the fifties, are more interru redl?mdigssolrzs,edwb;ah@ghh:ra::ih;f
mosphere. More open and expansive, the later painting has a quality
which would tempt one to call it more acquiescent were it not sall so
powerful. The passion deepens and matures.

“The moment that 1 am self-conscious, 1 inting,” Mi
Mitchell has remarked. But the self, absorbed n:‘eatlii mn;ngjni\;im
is released as a living presence in the painting as an object. This isg’a
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Joan Mitchell, County Clare

Stable Gallery, New York

different kind of detachment from that of Rauschenberg, for example;
with him one senses the presence of an ironic second self looking on as
he works.

Like that of the other two artists in the show, Mitchell’s painting
catches and holds change, the process of becoming, of life itself; it shuns
finality. Its space swings out and encompasses the space around it; the
act goes on acting in our space. The sensation of palpable space occupied
by moving forms which Mitchell achieves on a fat surface is more relat-
ed to the shifting, changing, undulating character of Oldenburg's paint-
ed actual volumes than it is to Rauschenberg’s somewhat planar lavers
of space. This contrast recalls something of the difference between the
rather arid world of synthetic cubism and the more organic, natural at-
mosphere of analytic cubism.

Like Duchamp, Robert Rauschenberg would probably hold that art
resides more in the invention of ideas than in the painting itself. There
certainly is no scarcity of ideas in the productions of this witty and ironic
young iconoclast. He challenges old fixed concepts of format, substance,
subject, meaning. Like Oldenburg and many others, Rauschenberg
abides by no hierarchy among things. He likes living in this world and
he brings anything in the world he wants into his pictures. He under-
mines the tyranny of the four-edged, two-dimensional surface by making
“combines.” In Cartoon he transforms the surface into a door (and other
things) by attaching an actual window sash and a suggestive knob to the
canvas; or he gives the picture a physical mobility by putting it (a real
door this time) on wheels and wittily underscores and reverses the idea
of chariot by harnessing it to an old bucket half full of cement and nam-
ing the work Gift for Apollo. He thrusts his created world into our
world and brings life to both. Nothing remains as it was; he wants to
keep a state of flux, of impermanence: a clock ticks the seconds as they
pass, decaying matter still clings to the crushed garbage-can (the Ash Can
School had some of his motivation but they lacked his historic antece-
dents and his wit.)

Rauschenberg's irony and satire operate on many levels and they do
not spare himself; a distinguished example of this tendency is his Black
Market, shown in Oberlin last spring. On the painted canvas are at-
tached several objects, including a license plate, three clip-boards with
movable metal covers reflecting the spectators’ shifting world, and a One
Way sign shooting out beyond the picture’s edge. Fastened to the picture
is @ rope connecting it 1o a suitcase in which are several objca:ts which
keep changing as spectators select and replace them and make pictures of
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them on the clip-boards. Thus the spectator actually changes the pic-
ture. The picture certainly changes him. As the artist ridicules our “do
it _\'nm:seIE & n*iadpt‘ss. he also mocks some of his own principles: change,
“unfixity,” bringing the work out into the spectator's environment and
getting him to participate directly in it (the person looking at it makes
the work of art). Black Market, like so many other Rauschenbergs, is
an elegant picture, composed of startling but subtly harmonious juxta-
positions of texture, shape, line and color,

In spite of his pledge to immediacy and his witty play on the contra-
dictory and absurd, Rauschenberg appears unable to escape his personal
sensibility as a painter and the almost classic calm of his form. It is of
course IpOssib]e that he does not mind being an appealing painter and a
tasteful composer, but it is more likely that he welcomes the struggle
between painter and non-painter as another instance of the essential
condition, paradox. In any case, in his recent painting, the blocklike
areas into which he divides the format tend to be less rectangular and
regular than formerly and they depart more freely from the earlier hori-
zontal-vertical alignment. Moreover, the paint moves behind, over and
around the blocks more openly, breaking down the old collage look. In
Second Time Painting color still plays a major role and the rectangular
divisions are still there, but they are more organically varied in shape and
interaction in space. Across and into a vaguely geometric field of pink,
grey, white, and red block divisions, a large grey shape arcs gracefully
downward from upper left to right, starting off a series of consonant
shapes cascading from it: bright orange into which ocher is dragged
over cadmium red, below that an analogous figure in sparkling black
swinging the movement toward the left through grey, then white ground
and over to blue. From there it moves up again through the blood-red
cloth stamped with white letters and so on, in and out of the entire paint-
ing. Several of the colored shapes are “foreign” elements: the cadmium
red silk, an alarm clock (upside down), two fragments of a Consolidated
Edison banner (also upside down), a piece of an old sweatshirt (inside
out), and a section of work trousers (backside to). One particularly im-

rtant passage of the painting is the little thinly washed white over
El)ack area between the shirt and trousers; it states the basic theme and its
interlocking in the whole tastefully adjusted and energetically varied
design.

Although Rauschenberg uses the refuse of attics, closets, streets and
backyards, he seems to walk through this debris with the cool superiority
of a nineteenth centu ry flaneur whose sophistication sometimes belies the ]
warm and engaging young man, notoriously devoted to concealin g pas- s e

%9 Robert Rauschenberg, Second Tine Painting Leo Castelli Gallery, New York
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sion. When Rauschenberg puts dead things into his pictures he brings
them back to life; he gives them a new life in his magical, mysterious,
enigmatic art. The best of his work does have that quality of which he
speaks, “Painting is always strongest when in spite of composition, color,
etc., it appears as a fact, an inevitability, as opposed ta a souvenir or
arrangement.” The specific “souvenirs” which are incorporated in Rausch-
enberg's haunting images lose their personal, private identity as they are
transformed into the inevitable oneness of the work. In fact, in some
ways, the old worn shirt in Rauschenberg’s picture is more remote from
the personal life of the artist than is the completely created shirt by
Oldenburg. This is to say that Rauschenberg's aesthetic detachment is
cooler, more classic than Oldenburg’s; it is not to say that Oldenburg's
work, for all its greater immediacy, its “direct impress of life,” lacks de-
tachment. Irony helps to hold Rauschenberg’s work in what he calls the
“gap” between art and life.

Claes Oldenburg tries to fill that gap by making objects which “give
an account of my thoughts and feelings in terms of the material of my
sumundingsf It is an axiom that the artist creates reality; Cézanne did
it with a mountain, Monet with a haystack, and Oldenburg does it with
an ice-cream cone. Because of the new world of art formed by the artist,
the actual things that served as impulses for his creativity will never
again be for us the same ald things they were before they struck his
imaginative sensibilities,

Commercial displays and products with their wonderful and vulgar
shapes, colors and sizes, with their immediacy and inescapability, their
use and obsolescence, their absurdity and anonymity, are the signs and
symbols of the visual environment in which today’s artists live and
work — and react to, according to their individual temperaments as art-
ists. While irony and satire do not function deliberately in Oldenburg’s
image-making, humor most certainly does —a less cerebral, more earthy
humor than Rauschenberg’s. Oldenburg’s specific environment Ear‘ the
past few years has been the lower east side of New York and his nb_E::cls
(not “found” but constructed by him) are as anonymous in subject-
matter as they are personal in formal character. The things are the most
simple, common necessities for daily living: food, clothes, a stove, sewing-
machine, umbrella, toys, calendar, breakfast table, newspaper. His ob-
jects have a used, loved and intimate character, a warm human presence.
And they have an abrupt and startling aesthetic presence; once seen,
they stick in one’s mind. The intensity of his images is partly due o
his use of scale; usually over life-size, they are sometimes enormously
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wrenched out of their habitual dimensions (a 7 foot hamburger, an 11
foot ice-cream cone). The ordinary is extraordinary; reality is halluci-
nation.

Suspended from the ceiling, hanging against the wall, standing on
the floor or resting on the table, Oldenburg’s plaster pieces are not so
much colored sculpture as they are paintings on a sculptured ground.
To clarify a misconception which has frequently appeared in the press,
his objects are not papier-maché. His recent picces, the sewn ones, are
in a new sculpture technique: sail-cloth or awning material filled with
shreds or hunks of foam-rubber and covered with latex paint (the final
coat might be enamel, depending on the kind of surface desired). The
plaster objects begin with a chicken-wire base over which the form is
built up with muslin or burlap soaked in plaster, which is then covered
with several coats of enamel paint.

Chicken-wire is alive, as anyone knows who has tried to use it to
support climbing roses or honey-suckle, When you pull it in one place,
it moves somewhere else; it moves by iself. And it is exactly that quality
which Oldenburg keeps as he makes an inert substance, dead-wt:igh't
plaster, conform to the quivering life of wire. He retains and enforces
that vitality not only through the obvious presence of the wide, loose
screen sometimes directly apparent in the shape of the surface coat or in
the actual bits of wire which shoot up free from the plaster, but also in
the swelling and receding of changing volumes, the vibrating edge. and
the colored line, crisp, rollicking or relaxed.

Someone made the comment that “you cannot speak of Oldenburg’s
color,” meaning that, in so doing, one would not evoke a specific sensa-
tion as one would, for example, in saying “Guston’s color” or “Mitchell's
color.” However, Oldenburg likes commercial colors and chooses to use
their “anonymous” character, and in that choice already rests something
of his identity. Moreover, his color has a personality which reflects the
will as well as the sensibilities of the artist. Not a slave to defining and
describing substance and object, it rides free and bold as a sensuous cle-
ment in itself as it drips and splashes and conceals or reveals the rippling
volumes. Sun-filled vellow and orange burning against green (Oranges
Advertisement), shining yellow-green, black and smoky blue over red
(Sewing Machine), tender, warm white over vellow- reen and pastel
raspberry over orange against blue (Girls'’ Dresses), and somber but rich
chocolate brown with a little bright blue, black and white (Brown
Jacket), Oldenburg’s color jostles, conforms, attracts or repels as he cun-
ningly builds it up, partially exposed laver over layer, to a complex, richly
changing whole — which expresses what he has to say. He does all that
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with a kind of commercial enamel which is available in only seven
colors and he does it with conviction, authority and astonishing delicacy.

Bumptious as his work may look, it has an unexpected refinement,
a quality which is somewhat akin to what Zola (possibly aided by Cé
zanne) perceived in Manet's painting when he wrote of its “tender bru-
tality.” To learn that Oldenburg greatly admires Manet is revealing, but
not su rprlsmg.

In the sewn pieces, on which he has been working since last sum-
mer, Oldenburg appears to be taking a new direction; moving more to-
ward sculpture than painting, he is swinging away from line, color and
SLITFEIL'(' ilnd Cnn(‘t.'ntralling more on -::Omposing "Olumf_‘s. O]']CI: [he re-
sponse of shock to the incongruity of size, and of amusement 1o its
humor, subsides, one recognizes in the large hamburger or laver-cake,
for example, a formal seriousness and austerity. Oldenburg recently
noted, “The absence of subject matter did not help people to see the real
content of a work, and I don't suppose the obvious presence of say a
hamburger will cither.”

The work of Oldenburg and several of his contemporaries who have
been carelessly put together in the new category of pop art (also called
New Realist or o k art) is not “founded on the premise that mass culture
is bad” any more than a still-life by de Heem with Oriental rugs, Vene-
tian glass and Mediterranean lemons was founded on the premise that
the 17th century Dutch mereantile civilization was “bad.” Oldenburg's
art is founded on the premise that what is is worth noticing and art can
be made of it by a forming mind and sensibility. More enchanted than
disenchanted by the vulgar, absurd and anonymous character of his en-
vironment, he accepts and affirms; he does not condemn or bemoan.
While this may indicate that Everyman is replacing the Existentialist
hero, still art remains what it has long been — a matter of individual
human beings creating things which have the power to move other
human beings.

Ellen H. Johnson

¥

Claes Oldenburg, Brown Jacket Green Gallery, New Yuork
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Three Young Americans

Joan Mitchell
Baltic Avenue 1960

County Clare 1960

Fiddle Fern 1960-61

Claes Oldenburg

Girls” Dresses 1961

Sewing Machine 1961
Oranges Advertisement 1961
Brown Jacket 1961

Toast 1961

Sardines in a Can 1961

Pancakes and Sausages 1962

Ice Cream Cone 1962

Robert Rauschenberg

Vitamin 1960
Second Time Painting 1961
Cartoon 1962
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Qil on canvas 92 x 71 in.

Lent by the Stable Gallery, New York

Oil on canvas 66 x 114 in,
Lent by the Stable Gallery, New York

Oil on canvas 96 x 79 in,
Lent by the Stable Gallery, New York

Enamel paint on plaster  43% x 41 x 6% in.
Lent by Mrs. Claes Oldenburg, New York

Enamel paint on plaster 464 x 63152 x 7 in.
Lent by the Green Gallery, New York

Enamel paint on plaster 44 x 3612 x 6 in.
Lent by the Green Gallery, New York

Enamel paint on plaster 4642 x32x 11 in.
Lent by the Green Gallery, New York

Enamel paint on plaster  H. 9 in. Diam. 10%2 in.
Lent by the Green Gallery, New York

Enamel paint on plaster  14% x 103 x 3 in.
Lent by Mrs. Claes Oldenburg, New York

Awning eloth stuffed and painted
H. 4 in. Diam. 11 in.
Lent by Mrs, Claes Qldenburg, New York

Enamel paint on plaster  37%2 x 1214 in.
Lent by the Green Gallery, New Yorle

Comnbine painting on canvas 60 x 54 in,
Lent by the Leo Castelli Gallery, New York

Combine painting on canvas 66 x 42 in.
Lent by the Leo Castelli Gallery, New York

Combing painting on canvas 72 x 36 in,
Lent by the Leo Cuastelli (v'u”l'r_\'. New Yark
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1/3/6L, e. 10:30

Claes Oldenburg called. Do you still have
some photographs he sent you for the Americans
show? He would like you to send them to
Sidney Janis, or let him know if you don't
have them. He said to send any photos you
don't need. He also gave me a current
address for himself: P.0. Box 61, Venice,
California.

- Nina
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from Art-As-Art Dogma, 1960

The one thing Yo say about art is that it is one thing. Art dis
art-as-art and everything else is everything else. Art-as-art is nothing
but art.

Art is not what is not art. iy, not

e, ALY,
The one object of fifty years of abat.ru:t art is to present art-ca-

__l-rtandunoth:mgelse, to make itintotheomthiu itilmly, scpl-l

rating and defining it more and more, naking 14 yuver oid St T
absolute and more exclusive -- non-ocbjective, non-representational, non-
figurative, non-imagist, non-expressionist, non-subjective. The only and
' one way to say what abstract art or art-as-art is, is to say what it dis

povively

| ‘I'Monelubject.otahmﬂndyur- ofnodmmhmtm
ofu't.o.f itself, orartpnwcupiednth its ounproocucndnlm, uith
ito own identity and dhf.imt.i.an, art oomcmld \d.th its own mi.qu ntnﬂ-m.,
_ art conscious of its own evolution md hiatory and dentiny, tnnul 11'.. om
3 Ifreedm, its own dignity, its own essence, its own reason, :I.tu ovm mlity o
and its own conscience. Art does not need the meanings of "realism" or
"naturalism,” "regionalism” or "nationalism,” "individualiem" or'socialism"

or Ymysticism," or of any other ideas. . . g—

Thamnthhutouayabont.rtandlifaisthatmunotlmm

VB dga

life is not art. A "slice-of-life" art is no better or worse t.hnn a "slice-

e L%

of -art" life. Fine art is not a "means of making a living" or a "way of
living a life," and an artist who dedicates his life to his art, or his art

to his life, burdens his art with his life and his life with his art. Art

that is a matter of life and death is neither fine nor free.

The one assault on fine art is the ceaseless attempt to subserve it as

a means to some other end or value. The one fight in art is not between art
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and non-art but between true art and false art, between pure art and action-

assemblage art, between abstract art and surrealist-expressionist-anti-art,
between free art and servile art. Abstract art has its own integrity, not
some other "integration" with something else. Any combining, mixing, adding,
diluting, exploiting, vulgarising or popularising abstract art deprives art
of its essence and depraves the artist's artistic consciousness. Art is free,
but it is not a free~for-all.

ore flosgliution

TMmawglommumsmhoxmmqmtmhh of
artist against artist, of the artist-ss-artist within and against the artist-
as-man, m, or -vegetable. Artists who claim that their art-work comes
from nature, 1ife, reality, earth or heaven, are subjectively and Mﬁi‘l&
rascals or rustics. The art of "figuring" or "picturing" is not a fine art.
"New images of man'-~- figures and "nature-in-abstraction”-- pictures are
fakes. An artist who is lobbying as a "creature of circumstances” or log- . .
rolling as a "victim of fate" is not a fine master-artist. MNo one mxm

an artist to be pure. . -
e e e

The one meaning in art comes from art-working and the more an artist

works, the more there is to do. Artists come from artists, m—fgp come

from art-forms, pairting comes from painting. The one direction in fine or
abstract art today is in the painting of the same one form over and over again.
The one intensity and the one perfection comes only from long and lonely
routine attention and repetition. The one originality exists only where all

artists work in the same tradition and master the same convention. The one
freedom is realiszed only through the most conscious art-discipline and through
the most repular studio-ritual. Only a standardized, prescribed form can be
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imageless, only a stereotyped image can be for-len, only a formulaigzed art
can be formulaless. A painter who does not know what or how or where to
paint, is not a fine artist.

re! -0
'rhe one work for the fine artiat, the one pa!.nting A 13 the pc.'mﬂ.ng
, and Lreast
of the me-niza-cmu — the aingle-echene, one foml doviaa, one color-
" lasa® a padzting
nonochme, one linm-divilion in mh direetion, umotry, one tﬁt'nro,
of [ o tha

one mo-hmd-bmahing , one rhythm, one working mryt,hi.ug into one mlol\rtiou

anﬂ one indimibility, each painting into one mnll lmifonity and non-
saniolta “hs
1mgullrity. Evury‘thing into 1!'ruducibilit.y, unreprodncibﬂit,r, ilpureepti-
18t b ﬂf‘
bilit.y. llot.h:lng "nn?iblc » “ua.nipuhtable," "ulflhh " "dnhb].e . "oollechbh,
poFeE A

"gmpable, No art as a couodity or a Jobbory. Art ia not tho sﬁiritm side

of businan.

3 3 it n

The one standard in art is onenese and fineness, rightness and purity, - |
abstractness and evanescence. The one thing to say about art is its breathless-.
ness, lifelessness, deathlessness, contentlessness, formlessness, spacelessness
and timelessness. This is always the end of arts ol wilen,” "Ex.

ekl oo £1) 1 s Loon, (2 e perepactive,
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from Twelve Rules for a New Academy, 1955

LAt

mmreu of quotations from the ancients \d.ll b. supplied by thl nthq-
upon written request,

'!hworthomrrmummuvutumetrmm:m
give certain rules to our art and to render it pure.” The first rule and '
sbsolute standard of fine art, and painting, which is the highest and freest
art, is the purity of it. The more uses, relations and "additions" a painting
has, the less pure it is. The more stuff in it, the busier the work of art, the
worse it is. "More is less," Waed. *

- The less an artist thinks in non-artistic terms and the less he exploits the
easy, common skills, the more of an artist he is, "The less an artist obtrudes
himself in his painting, the purer and clearer his aims," The less exposed a

painting is to a chance public, the better. "Less is more." in sont
‘The Six Traditions to be studied are: (1) the pure icon, (2) pure perspestive,
pare line and pure brushwork, (3) the pure landscape, (L) the pure portrait, (5)
the pure still-life, (6) pure form, pure color and pure menochrome, *The art of
painting consists of four characters: vertical and horizonmtal, combining amd
scattering," "Study ten thousand paintings and walk ten thousand miles.® "Ex.
ternally keep yourself away from all relationships, and internally, have no
hankerings in your heart," "The pure old men of old slept without dreams and
waked without amdety."” - pa———
The Six General Canons or the Six Noes to be learned are: (1) No Realism
or Existentialism. "When the vulgar and commonplace dominate, the spirit subsides,®
(2) No Impressionism, "The artist should once and forever emancipate himself from
the bondage of appearance." "The eye is & menace to clear sight." (3) No Expres-
sioniem or Surrealism, “The laying bare of oneself," sutobiographically or socially,
"ig obscene.” (i) No Fauviem, primitivism or brute art, "Art begins with the getting-
rid of nature," (5) No Comstructivism, craft, seulpture, plasticism or graphic arts,
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oy,
No collage, paste, paper, sand or string, "Sculpture is a very mhiilt:& anrdu
causing much perspiration, which minsling with grit, turns into mid.* (6) No *trompe-
1'oeil," interior or srchitectural decoration. The qualitiss and sensitivities of
these activities lie outside frée and intellectual art.

The Twelve Technical Rules (or How to Achieve the Tweélve Things' to Avoid) to
be followed are: ' e, B2 et
1, Wo texture, 'Texture is naturalistit, mechanical, and a vulgar quality,

especially plgnent-téxture or impasto. Palette-knifing, canvaS-stabbing,” paint-
seumbling and other actlon-techniques are mumgem and to be urouo& W
5mu or sutomstism, - D SSRGS
"2, No brushwork or calligraphy, Hand-writing, hand-working and hand-jerking
are personal and in poor tabte." No signaturé or trade-mariing. "Brushwork should

be invisible," "One s!mumummm:nemormmaﬁmuiu
the brush,"

3. Mo sketching of drawing, Everything, where to begin and Where to end,
should be worked out in the mind beforehand. "In painting the ides should exist in
‘the mind before the brush is taken up," HNo line or cutline, "Madmen see outlines
and therefore’ th-yﬂrathu.' A line uum-. 'iqumhai'm" No

g 28 gione o - §

Ihllﬂ.nl or streaking,
SN, No forms. "The finest has no shape,” No figure or fore- or background,

No volume or mass, no cylinder, sphere or cone, or cube or boogie-woogie. No pash
or pull, "No shape or substance,"

S, No design, "Design is everywhere," . T SR .

6. No colors. "Color blinds." "Colar sticks in one's eyes 1ihl m
caught in one's throat," "Colors are an aspect of appearance and so only of the
surface," are "a distracting embellishment," and “manifest mw_mw
with shameful insistence," Colors are barbaric, physical, unstable, suggest life,
"cannot be completely controlled" and “should be concealed," No white,  "White is
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=3 m

s “1‘“': and all colors, " White is "not artistic, appropriate ud M tw
kitchen fixtures, and hardly the medium for expressing truth and bomy,' ilrth
on white is "a transition from pigment to light" and "a screen for the ggd'f'-iﬂl
of 1ight" and "moving" pictures, ' -

7+ No 1light, No bright or direct light in or over the pintin‘, N.? htc
afternoon, non-reflecting twilight is best outside. FNo chiaroscuro, "the malodorant
nnityorm,boggm,top.udthrmmm J‘.

a% M ¥

8. No space. Space should be empty, should not project, milhnuhl not be

LA M e

flat, 'Thlptintingshmldhahehimthopd.chuafrm mr:-m-boug‘s.:?nu
and protect the painting from its surroundings, Space divisions within the painting
should not be seen,

9, Bo tims, *Ulosk-Aime i inccnsecuential.’ *Thers 15 o maciontisr medern,
no past or fature in art, A work of art is always present," The present is the
future of the past, and the past of the future,

10, No size or scale, Breadth and depth of thought and feeling in art have

no relation to physical sise, Large sizes are aggressive, pod.tﬁ.mt, M‘h,

[*

11. Rommt, "Bverything is on the move, lrt.muboatu.‘l.'

12. No object, no nbjm, no llﬁtar. No ly-bolu, hlgu‘ vuiom or rody-
-du. Neither pleasure nor pain, No mindless working or mindless m,

No ohoa%]‘;ﬁ.u. . - ’ 2 _—r. 7Y

Supplomentery regulations: No easel or palette, Low, ﬂl_i'.! sturdy benches
work well. Brushes should be new, clean, flat, even, 1 inch wide, and m.
nIf the heart is upright, the brush is firm," No noise. "The brush lhnuid pass
over the surface lightly and smoothly" and quietly, No rubbing or seraping, Paint
should be permanent, free of impurities, mixed and ctored in jars, The scent
should be of "pure spirits of turpentine, unadulterated and freshly distilled,"

\I' ;;)h
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"The glue should be as clean and clear as possible," Canvas is bstter than silk
Or paper, linen better than cotton. There should be no shine in the finish. Gloss
reflects and relates to the changing surrcundings, "A picture is finished when

A8,

all traces of the means used to bring about the end have disappeared,” a1 ;
~ The fine art studio should have a "rain-tight roof" and be 25 feet wide and
S0 feet long, with extra space for storage and sink, "The room where the artist
paints ehould be ‘a wide and secluded chamber, warm in winter ‘snd 6ol in summer,”
Paintings should be stored away and not comtimually looked at. The ceiling should
be 12 feet high. The studio should be separate from the home and living, "away
from the claims of concubinage and matrimomy,"

e 0

The fine artist should have a fine mind, "free of all psssion, iT1-will and
delusion, " sapart o Senla

- 1 L \ # -
LX : bt N and a1 6

The department of fine art should be separate from other departments in the
academy-university, and ite aim the education and "correction of the artist”-as-
artist, not the "enlightemment of the public” or the popalarization of art, The
art-college should be a eloister-ivy-hall-ivorystower-commnity of artists, an
artists union and congress and club, a "center of consclousness and conseience,"
not a success~-school or service-station or rest-home or house of artists' ill-fame,

e e

The museum of Tine art should exclude everything but fine art, and be separate
from museums 6f ethnology, geology, archseology, history, decorative-arts, indust-

rial-arts, military-arts, and museums of other things, A museum is a treasure-
house and tomb, not a counting-house or amisement-center, A museéum ‘should not be

an artecurator's personal-momument or an art-collector-sanctifying-establishment
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or an art-history-manufacturing-plant or an artists' market-bloeck,
o = S

. o0
e

The povernment-buresu of fine art should keep art free from free-enterprise,
and when artiste are unsble to condfuct themselves properly or are not able to
govern or correct themselves, and when an art-milieu becomss over-professionalized,
over-amateurized, over-irrationalized or over-managerislized, it should speak
softly and carry a big stiek,

The sins and sufferings of art are always its own "uses" and "actions," its
own mindless realisms and expressionisms,

The humilietion and trivialiszation of art in America during the last three
decades have been the easy exploitations and eager popularizations of art by the
American artists themselves, Ashcan- and Aruor,ﬁkprauioniau mixed their art up
with life-mickeraking and art-marketing. Social= and Surreal-Expressionists of
the 'thirties used art as an "action-on-the-public," but succeeded mainly in
expressing themselves, and Abstract~Expressionists of the 'forties and 'fifties
using art initislly as a "self-expression," succeeded in acting upon the whole
world, The business boom of the 'twentles orphaned the alienated artist but the
great depression of the 'thirties witnessed the tender engagement of art to govern-
ment, Ten years after that, the ardent marriage of art and business and war was
celebrated with Pepsi=Cola in ceremonial contests called "Artists for Vietory" at
America's grestest museum of Art. By the 'fifties, armies of art's offsprings were
off to market, school and Sunday scheol, crusading for art-educatiom, religious

decoration, and price-leadership,
From "Artists for Ashcan and Dust-Bowl" to "Artist for America-First and
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Social Security" to “"Artists for Victory" to "Artists for Action in Business,
Religion and Bducation," the portrait of the artist in America in the twemtieth

century shapes up into a figure resembling Al Capp's "Available Jones," who is
always available to anyone, any time, for anything at all,

Ad Reinhardt
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1 » F¥om  ART-AS-ART DOOMA  7° 0, 4 REINEARDT, 1160 mgf

The one thing to say about art is that it is one thing. Art is art-as-art

and everything glse is everything else., Art-as-art is nothing but art. Art is not
what is not art.

The one objsct of fifty years of abstract art is to present art-as-art and as
nothing else, to make it into the one thinz it is only, separating and defining it
more and more, making it purer and emptier, more absolute and more exclusive
non-objective, non-representational, non-figurative, non-imagist, non-expressionist,

non-subjective. The only and one way to say what abstract art or art-as-art is, is
to say what it is not.

The one subject of a hundred years of modern art is that awareness of art of
itself, of art preoccupied with its own process and means, with its own identity
and distinction, art concerned with its own unique statement, art conscious of its
own evolution and history and destiny, toward its own freedom, its own dignity, its
own essence, its own reason, its owm morality amd its own conscience. Art Jg&; Het
neéd. the mearnings oF  '"realism" or "naturalism", "regionalism" or "national-
ism", "individualism" or "socialism" or "mysticism', or @f any other ideas.

: not life not 3rl,
The one thing to say about art and life is that art is aek and life is Jdisfes

A "slice-of-life" art is no better or worse than a "slice-of-art" life. Fine art
is not a "means of making a living" or a "way of living a life", and am artist who
dedicates his life to his artyor his art to his life, burdens his art with his life

and his life with his art., Art that is a matter of life and death is neither fine
nor free.

The one assault on fine art is the ceaseless attempt to subserve it as a
means to some other end or value. The one fight in art is not between art and non-
art but between true art and false art, between pure art and action-assemblage art,
between abstract art and surrealist-expressionist-anti-art, between free art and
servile art. Abstract art has its oWn integrity, not somgoThet  “integration"
with something else. Any combining, mixing, adding, diluting, exploiting, vul-
garizing or popularizing abstract art deprives art of its essence and depraves the
artist's artistic consciousness. Art is free, but it is not a free-for-all.

The one struggle in ag
against artist, of the arti
animal, forfk-vegetable. Artist

the struggle of artists against artists, of artist
tist within and against the artist-as-man,=-

claim that their art-work comes from nature,
life, reality,earth or heav > subjectively and objectivelyy rascals or rustics.
The art of "figuring" or "pi g" is not a fine art, "New images of man"-

| figures and "nature-inqabstwd}a“— picturesy are fakes. An
artist who is lobbying as a ! iture of circumstances" or log-rolling as a "vie=-
% tim of fate" is not a fine me wartist, No one ever forces an artist to be pure.

™

yl

s Meaning .

The one wes in art c@l from art-working and the more an art.isé_; works, the
more there is to do. deedwns ists come from artists -ﬁart.—forms‘ﬁ'%m art-
forms, painting comes from| ng. The one direction.in fine or abstract art
today is in the painting o ‘the same one form over and over again. The one
intensity and the one perfection comes only from long and lonely routine pssesmies
#me attention and repetition. The one originality exi§ts only where all artists
work in the same t.r.-ad.itf,icn}_‘1 master he same convention. The one freedom is
realized only through the M 8% -discipline and through the most simides regv/ar
studio-ritual. Only a standardized, prescribed form can be imageless, only a
stereotyped image can be formless, only a formuliized art can be formulaless. A
painter who does not know what or how or where to paint is not a fine aptist,

-

The one work for the fine artist, the one painting , fs=fhe pPacrrtng of
one-size-canvas — the single-schenf.—.F_rgiji_l‘:__;;p_ic_n'—monochrc@e. e
"~ linear-division in each direction, one symmetry, one T-&xtu}a?ﬁ‘e—__faﬁﬂ_al device,
one free-hand-brushing, one rhythm, one working everything into one dissolution
and one indivisibility, "Bg!mting agmeplmiay int0 one overall uniformity and non-
irregularity. Adnag 2 i “ Sunae d

s i Lw;____ 3 - - ‘#V“‘ . : ¥ w
- Sinodrgbt s pniccivenassonamr  veryhing into irreducibility, unreproducibility,
imperceptibility. Nothing "useable,) "manipulatable?,) "saleable", njealable ;.he

"collectablét, "graspabié"s) No art as a commodity or a jobbery. Art is mot

spiritual side of business.

The one standard in art is oneness and fineness, rightness and pu!‘ity. ot = s
abstractnecs and avanescence, The one thing to say about e e
breathlessness, lifelessness, deathlessness, contentlessness, formlessness,
spacelessness and timelessness. This is always the end of art.

== - . —
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(1955 )

Sources o itions [rom the ancliemts
will be supp! sd by the author upon written
request

“The Guardian of the True Tradition in Art” is the Academy

of Finc Art: “to give certain rules to our art and to render it

" The first rule and absolute standard of fine art, and paint-

ing, which is the highest and freest art, is the purity of it. The

more uses, relations and “additions” a painting has, the less

pure it is. The more stuff in it, the busier the work of art, the
worse it is. “More is less.”

The less an artist thinks in non-artistic terms and the less
he exploits the easy, common skills, the more of an artist he is.
“The less an artist obtrudes himself in his painting, the purer
and clearer his aims.” The less exposed a painting is to a
chance public, the better. “Less is more.”

The Six Traditions to be studied are: (1) the pure icon, (2)
pure perspective, pure line and pure brushwork, (3) the pure
landscape, (4) the pure portrait, (5) the pure still-life, (6)
pure form, pure color and pure monochrome.”™ “The art of

painting consists of four characters: vertical and horizontal,
combining and scattering.” ___“Study ten thou-
sand paintings and walk ten thousand miles.” “Externally keep
yourself away from all relationships, and internally, have no
hankerings in your heart.” “The pure old men of old slept
without dreams and waked without anxiety.” learn
The Six General Canons or the Six Noes to Lc-na-n-ei
are: (1) No Realism or Existentialism. “When the vulgar and
commonplace dominate, the spirit subsides.” (2) No Impres-
sionism. “The artist should once and forever emancipate himself

from the bondage of appearance.” “The eye is a menace to
clear sight.” (3) No Expressionism or Surrealism. “The laying

bare of oneself,” autobiographically or socially, “is obscene.” 1%
(4) No Fauvism, primitivism or brute art, “Art begins with the :C ra F f \
getting-rid of nature.” (5) No Constructivism@sculpture, plas-
ticism or graphic arts, No collage, paste, paper, sand or string.
“Sculpture is a very hanical exercise ing much per-

spiration, which mingling with grit, turns into mud.” (6) No

“ il,” preectuEal—
l;rompe-i Gt ot 0!‘ ik decoration m Thg d..”-

qualities and ssemmen sensitivities of these activities lie outside
free and intellectual art.

The Twelve Technical Rules (or How to Achieve the Twelve
Things to Avoid) to be followed are: ~

1. No texture. Texture is nuturaha::c - mechamcnl and i 2L
a vulgar quality, especially pigment- lcxture or impasto. Pg[pue.
knifing, canvas-stabbing, paint-scumbling and other action-tech-
niques are unintelligent and to be avoided. No accidents or

automatism,

2. No brushwork or calligraphy. Hand-writing, hand-working
and hand-jerking are personal and in poor taste, No signature
or trade-marking. “Brushwork should be invisible.” “One should
never let the infl of evil d gain control of the brush.”

3. No sketching or drawing. Everything, where to begin and
where to end, should be worked out in the mind beforehand.

“In painting the idea should exist in the mind hefore the brush
- il "
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is taken up.” No line or outline. “Madmen see outlines and
therefore they draw them.” A line is a figure, a “square is a
face.” No shading or streaking. .

4. No forms. “The finest has no shape.” No figure or fore- or
background. No volume or mass, no cylinder, sphere or cone,
or cube or boogie-woogie. No push or pull. “No shape or sub-
stance.”

5. No design. “Design is everywhere,”

6. No colors. “Color blinds.” “Color—= St cks in 0_”0)5 eqes kke
something eygiF Ty o rat'y, “Cofors,

<
are an aspect of appearance and
so only of the surface,” sk are

:'idislran:ting embellishment,” M LA i
on, £ onoc menyy Mavifest
@n indiscreet peysomality with
shamebul ingisfence. »

Cal-

. i ors are barbaric gunstable, suggest "
h_ 5;631%‘ e completely con- rtmp;u!emn:malnf regulations 7 ‘/1,
r o7 trolled” and “should be concealed.” No easel or palette. Low, flat, sturdy
== No white. “White is a color, and all benches work well. Brushes should

colors.,” White is % be new, clean, flat, even, 1 inch

“not artistic, appropriate and pleasing
for kitchen fixtures, and hardly the
medium for expressing truth and
beauty.” White on white is “a transi-
tion from pigment to light" and “a
screen for the projection of light”
and “moving" pictures.

7. No light. No bright or direct
light in or over the painting. Dim,
late afternoon, non-reflecting  twi-
light is best outside. No chiaroscuro,
“the malodorant reality of ecrafts-
men, beggars, topers with rags and
wrinkles.”

8. No space. Space should be
empty, should not project, and
should not he flat. “The painting
should be behind the picture frame.”
The frame should isolate and pro-
tect the painting from its surround-
ings. Space divisions within the
painting should not be seen.

9. No time. “Clock-time ssenumsis
Sima is inconsequential.” “There is

no ancient or modern, no past or
future in art. A work of art is al-
ways present.” The present is the
future of the past, dsgf the past of
the future.

10. No size or scale. Breadth and
depth of thought and feeling in art
have no relation to physical size.
Large sizes are aggressive, positivist
intemperate, venal and graceless.

11. No movement. “Everything is
on the move. Art should be still.”

12. No object, no subject, no mat:
ter. No symbols, images

0 i il

Neither pleasure nor pain. No mind-
less working or mindless non-work-
ing. No chessplaying.

L

wide, and strong, “If the heart is
upright, the brush is firm.” No noise,
“The brush should pass over the sur-
face lightly and smoothly” and
quietly, No rubbing or scraping.
Paint should be permanent, free of
impurities, mixed and stored in jars.
The scent should be of “pure spirits
of turpentine, unadulterated and

freshly distilled.” “The glue should "

he as clean and clear as possible.”
Canvas is better than silk or paper,
linen better than cotton. There
should be no shine in the finish.
Gloss reflects and relates to the
changing surr ings. “A pict
is finished when all traces of the
means used to bring about the end
have disappeared.”

The fine art studio should have a
“rain-tight roof” and be 25 feet wide
and 50 feet long, with extra space

for storage and sink. “The room where
— JHIE

the artist paints should be a wide

e ——
and secluded chamber, warm in winter and cool in summer,”

L S

comremar o Paintings
“should be stored away and' not ::?:i-
tinually looked at. The ceiling
should be 12 feet high. The studio
should be separate from the home
and living, “away from the claims
of concubinage and matrimony.” %

e e

L]

o
The fine artist should have a fine
mind, “free of all passion, ill-will

and delusion™'

. ¥ 8
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71?6 -Jt‘r)}‘f'buw?" gF‘ fine: ari i-ru_l:m_-hm_nh_l_l_u- sepa-
aiEton Cthev ,,{efg}yfm ends n tha academy-university ,

_— - and 15 @ the education and "correction
of the artist"-as-artist, not the "enlightenment of the public" or the populariza-
tion of art. The art-college should be a cloister-ivy-hall-ivory-tower-community
of artists, an artists union and congress and club, g*Gnfer cF

Conselvmsniss %mcw ;’ not a success-school or service-
station or rest-home or house of _a_l_l;tist_s' ill-fame.

L] L ]

- The museum of fine art should
exclude everything but fine art, and be separate from museums of ethnology, geology,
archaeology, history, decorative-arts, industrial-arts, military-arts, and museume
of other things. A museum is a treasure-house and tomb, not a counting-house or
amusement-center. A museum SAold hot b¢ an art-curator's personal-monument or an
art-collector-sanctifying-establishment or an art-history-manufacturing-plant or
an artists’market-block, ° b B MW= s 2 g F

-« b ®

The geverment-huresu of

fine art shedd Keep a1t Free from free = enterphrise gnd /

( when artists

% t2
are M*"}&‘wonﬂuct themselves properly or are not able to govern gy

———

or correct th@ﬂﬂelﬂﬁ,-ywﬁ! en an art—milieﬁ becomes over-proféssion-

- m— = __—

J’.
alized, over - amateurized, over-lrrs.tionalized‘ over-managerialized,

T shewld s"/oe_a?‘ softly and carry a blg stick,,
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sins and sufferings of art are always its own “uses” and\“:ctior

.I-*I

ses, its own mindless realisms and exi
L O = EEER a.
The humiliation and trivialization of art in America during .
the last three decades have been the easy exploitations and
eager popularizations of art by the American artists themselves.
Ashean- and Armory-Expressionists mixed their art up with life-
muck-raking and art-marketing. Social- and Surreal-Expres-
sionists of the 'thirties used art as an “action-on-the-public.”
but succeeded mainly in expressing themselves, and Abstract-
Expressionists of the 'forties and “hities using art initially as
a “self-expression,” succeeded in acting upon the whole world.
The business boom of the 'twenties orphaned the alienated
artist but the great depression of the 'thirties witnessed the
tender engagement of art to government, Ten years after that,
the ardent marriage of art and business and war was celebrated
with Pepsi-Cola in ceremonial contests called “Artists for s
Victory” at America’s greatest museum of art. By the ‘fifties, 5’; Mk;b
armies of art’s offsprings were off to*School and Sunday school, >
crusading for art-education sl religious decoration, and pri :e.le‘da,‘d"-
From “Artists for Ashean and Dust-Bowl” to “Artist for Amer- | . r .
jca-First and Social Security” to “Artists for Victory” to “Artists
for Action in Business, Religion and Education,” the portrait
of the artist in America in the twentieth century shapes up into
a figure resembling Al Capp’s “Available Jones,” who is always
available to anyone, any time, for anything at all, et —p—
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IRN ART Two white copies to ba sent to the Registrar 24 hours or more in advance of
collection or delivery; 4 doys in odvance for outgoing forelgn shipments.

EINHARDT

Broadway
!m' 3’ u- IO

size)

DATE MM
on (date): Wednesday, April 10

at (time):

Value if needed for
insurance or lnvoice

to be finished by the artist for AMERI

CHARGES Prepaid []

Theirs [] Charge to:

INSURANCE Ours [§l

Railway Express (] Parcel Post []

Messenger: Ours [] Theirs ]

Bill to: AMERICANS 1963

Air Freight [

Truck: Ours X]

______Signed
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THE MUSEUM OF MODERN ART Two white copies to be sent fo l!nl!qhtﬂlrg hours or more in advance of

collection or delivery; 4 days in aod

TO THE REGISTRAR:

L, 1963
Expect [ from: s
¥ AD REINHARDT
g:::::: I:'.:m. 732 on (date): Wednesday, April 10

Release [] to: New York, 3, N, Y, at (time):

suRrosE to be finished by the artist for AMERICANS 1963

CHARGES Collect [] Prepaid ] Bill fo: AMERICANS 1963

INSURANCE Ours [ Theirs [] Charge to:

Railway Express (] Parcel Post [] Air Freight []

Messenger: Ours [] Theirs [] Truck: Ours X1

Dopurhnenf___m_qom _____Signed Dorothy C. Miller

C '
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hi ies to be he Registrar 24 hours in advance of
THE MUSEUM OF MODERN ART Iy vhie oni o be st the fewer 24 s or v o e o
Expect [ from:

Collect e AD REINHARDT

: on (date): m. m 10
Deliver to: 732 Broadway
Release [] to: New York, 3, N. Y, at (time):

TO THE REGISTRAR:

The following obijects: (artist, medium, size)

4 paintings 1 Resmharat

— to be finished by the artist for AMERICANS 1963

CHARGES Collect [] Prepaid ] Bill to: AMIRICANS 1963
INSURANCE Ours [l Theirs [] Charge fo:
Railway Express (] Parcel Post [] Air Freight []

Messenger: Ours [ Theirs [] Truck: Ours X7

Maseum Collections Dorothy C. Miller

igned
Deporiment___ ——————— ——Signe
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THE DAYTON ART INSTITUTE

Forest and Riverview Avenues, Dayton 5, Ohio - Telephone: BAldwin 3-5277

The Art Museum 2 Apr'il 1963

S W g S
AL I/?_/‘Iﬁ'/&;

Miss Dorothy Miller

The Museum of Modern Art
11 West 53rd St.

New York 19, New York

Dear Miss Miller:
Ad Reinhardt was represented by six paintings, as listed
below, in our "An International Selection", six works each
by fourteen contemporary artists, September 12 - October 11,
1959:
Painting(s) 1953, 41 x 61; 195k, 5k x 5k; 1955, 61 x
61; 1956, LO x 80; 1957, 71 x 81; 1958, 50 x 78
The first of these was acquired by the Dayton Art Institute

(acc. no. 60.54) and is carried as "Painting 1953" oil on
canvas, 60 x LO in.

Another work, "Painting 1955" (48 x 30) is in the private
collection of Mr. and Mrs, Thomas C., Colt, Jr., 330 W,
Schantz Ave., Dayton, Ohio.

As far as I know, no other works by Ad Reinhardt are in
Dmﬁno

Mr, Colt is at present in Europe.

Sincerely yours,

At . CR

Charles H, Elam
Chief Curator

CHE :mac

ec: Mrs, Colt
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PO TME VesirTRAS
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sy Lig
Mareh 30, 1963
‘oue K reoded for
_ Jmwrenes e feisior

Mr. ThomasC. Colt, Jr.
L gm Ingtitute esody
'%‘,"’Dhio o500

Dear Tom:

For purposes of a catalogue, I would appreciate
it if you copld let me know right away whether Dayton
held a one-man show of Ad Reinhardt, and if so in what
year? Also, dees Dayton own a painting by Reinhardt?

Many thanks.

Sincerely,

Dorothy Miller

Yor photograpiting for imsyiesms 156)

CHARGEY
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THE MUSE“M OF MODERN ART Two white copies fo be sent to the h:ghnur 24 hours or mm of

collection or delivery; 4 doys in

TO THE REGISTRAR:

Expect  [] from:

Collect KX from: AD

732 Broadway
New York, N, Y,

Deliver [ to:
Release [ to:

The following obijects: (artist, medium, size)

going

pate __March 26, 1963
m’ March ”
morning

Value if needed for
insurance  or invoice

on (date):

at (time):

b paintings

“.m each

CHARGES Collect [] Prepaid [] Bill to:

ours K] Theirs [] Charge fo:

INSURANCE

Railway Express [] Parcel Post [}

Messenger: Ours [] Theirs ]

Signed

AMERICANS 1963

Air Freight []

Truck: Ours []




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

DcM I.20:%

The Museum of Modern Art Archives, NY

LABEL FOR

A lote on

At
they are n
their dark-
equal squa
blackness.

Of this Serice wu -

"} square (neutra

high as a man, as

sizeless), trisec

vartical form (fo ree {m:'}re or
Zoss) dark (ligh rushwori
t1ushed out to re i bd surface
(glossless, textu re) whfch Anes
not reflect its s§ : timel . &y
svaceless, change ' an obj !
that is self-cons snt, aware of
1o thing but Art -

e TR T WY 2

Gk P




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

DM I.204

The Museum of Modern Art Archives, NY

LABEL FOR REINHARDT ROOM, AMERICANS 1° 3

A Note on these Paintiggg

At first glance these paintingz opear to be a solid black but actually
they are not. If you will give your ¢, es a minute or two to get adjusted to
their darkness, you will be able to sc: that each canvas is divided intc nine
gguatn squares and that there are subtle variations of color within the apparent

ackness.

Of thie serles of paintings the =rtist has written:

") square (neutral, shapeless) canvas, five feet wide, five feet high, as
high as a man, as wide as a man's out: tretehed arme (not large, not small,
sizeless), trisected (no composition), one horizontal form negating cne
vertical form (formless, no top, mno bottom, directionless), three (more or
Zess) dark (lightless), non-contrastirz; (eolorless) colors, brushwori
trushed out to remove brushwork, a mat, flat, frec-hand painted surface
(glossless, textureless, non-linear, : - hard edre, no soft edge) which does
not reflect its surroundings = a pure, abstract non-objective, timel::s,
soaceless, changeless, relationless, ¢ isintérested painting = an obj !
that is self-conscious (no unconseciou:12ss), ideal, transcendent, awarc of
no thing but Art (absolutely no anti-a-t)."

Because these paintings are ver; casily damezed if they are touched, we
have had to keep a distance between thom and the public., We regret that this
Las become necessary. The two paintin 5 on the west wall whose labels vou
canniot read at a distance were lent by the artist and by the Dwan Gallery,
Los Angeles,
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2/20/63, 10110
MISS MILLER:

e fate
ss Decker, secretary to Miss Talmey (assoc
l:frliitor of V:a ¢) called. They have been in touch
with Dick Bellamy, & would like to borrow two o,
transparencies you have: Rosenquist's The Light That
‘n’on t Fail #2 and LL9 Cuys (?), Bf you “also have the
Tatter. Pellamy said they should call you.
Will you let them know?

g bty
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THE MUSEUM OF MODERN ART

ce: Miss Jones 25 Date March 28, 1963

To: Alfred Barr Re: Fosenquist painting
From: Dorothy Miller

Dear Alfred:

I saw 2 brand-new Rosenquist painting in hie studio on
Saturday last which I liked. You may not feel it is yet the one for
the Museum, but I asked him to reserve it anywayiuntil you can see it.

Tt may be too "pure" to be the best Rosenquist,
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Notice Of Copyright

This photograph is the property of the photo-
grapher & may not be resold, rented, publish-

ed or displaye:] without permission. Authorized
reproduction must render credit. Copyright®
© 1962 Fred W. McDarrah 64 Thompson ¥
Street, New York 12, CA 6-5246
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grapher & may not be resold, rented, publish-
ed or displayes! without permission. Authorized
reproduction must render credit. Copyright
@© 1962 Fred W. McDarrah 64 Thompson
Street, New York 12, CA 6-5246
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Good Evening

g{eats

SPECIAL DINNERS
Shrimp Cocktail

Cup of Soup

Ala Comp.

Carte Dinner
Keats |/ Ib Steak, French Fries, Lettuce & Tomato 1.25 2.15
Veal Cutlet, French Fries, Lettuce & Tomato ... 1.25 2.15
Chopped Steak, French Fries, Lettuce & Tomato 1.25 2.15
Shrimp Basket, French Fries, Lettuce & Tomato . 1.35 2.25
Chicken Basket, French Fries, Lettuce & Tomato .. 1.25 2.15

Virginia Ham Steak, Pineapple, French Fries,
Lettuce & Tomato : 2.25

Meat Loaf, Mashed Potatoes and Vegetable . 1.15 2.05
All Beef Franks, French Fries and Baked Beans . 1.00 1.90
Fried Scallops, French Fries, Lettuce & Tomato . 1.25 2.10
Assorted Fish Fry, French Fries, Lettuce & Tomato 1.35  2.25
London Broil, Mashed Potatoes and Vegetable ; 2.25
Barbecued Beef, French Fries and Vegetable . |. 2.00

All Above Orders Served with Roll or Bread and Butter -
CHEF'S SALAD

CHOICE OF DESSERT COFFEE OR TEA
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Good Evening

g{eats

SPECIAL DINNERS
Shrimp Cocktail

Cup of Soup
Ala Comp.
Carte Dinner
Keats I/; Ib Steak, French Fries, Lettuce & Tomato 1.25 2.15
Veal Cutlet, French Fries, Lettuce & Tomato .. 1.25 2.15
Chopped Steak, French Fries, Lettuce & Tomato 1.25  2.15
Shrimp Basket, French Fries, Lettuce & Tomato ... 1.35  2.25
Chicken Basket, French Fries, Lettuce & Tomato ... 1.25 2.15

Virginia Ham Steak, Pineapple, French Fries,
Lettuce & Tomato .. .. 1.35 2.25

Meat Loaf, Mashed Potatoes and Vegetable ... 1.15 2.05
All Beef Franks, French Fries and Baked Beans ... 1.00 1.90
Fried Scallops, French Fries, Lettuce & Tomato ...1.25  2.10
Assorted Fish Fry, French Fries, Lettuce & Tomato 1.35  2.25
London Broil, Mashed Potatoes and Vegetable . 1.35 2.25
Barbecued Beef, French Fries and Vegetable ... 1.10 2.00

All Above Orders Served with Roll or Bread and Butter -

CHEF'S SALAD

CHOICE OF DESSERT COFFEE OR TEA
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April 21, 1964

Dear Jason:

Recently Peter Selz asked me for the photograph
of you which I reproduced in AMFRICANS 1963,

I found at thet time that I had two other photo-
graphs of you which shonld have been returned long ago, so
I am sending them along herewith,

Best regards,

Sincerely,

Dorothy C. Miller
Curator of the Museum Collections

Mr, Jason Seley
428 East 13th Street
New Yorlt, N. Y

DCMzew
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MUSEUM OF ART
RHODE ISLAND SCHOOL OF DESIGN
JANUARY 30—FEBRUARY 24

1963



THE REMAINDER OF THIS PUBLICATION HAS NOT BEEN SCANNED.
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PHOTOGRAPH BY
CHARLES UHT
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David Simpson
February 23, 1963

With painting the final criteria is how it looks. This
being so, I try to make my own painting as beautiful as

I can.

A1l theories must fall in the face of the fact of the
painting, and how it looks.

During the last several years I have been interested in
paintings made up primarily of horizontal stripes and

bands. Some of these appear as landscape - some as
"pure” painting., I've always been more interested in

the painting than the landscape.
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DAV'D SlMPSON painter, Northern Californic

BORN 1928, Pasadena, California. Formerly resided San Francisco. Re-
sided Pt. Richmond, California, since 1960.

STUDIED: California School of Fine Arts, San Francisco, B.F.A.; studied
with Clifford Still and others; San Francisco State College, M.A. degree.

EXHIBITIONS: One-man shows at San Francisco Museum of Art, 1959;
David Cole Gallery, San Francisco, 1959-1962: Santa Barbara Museum of
Art, 1960; Esther Robles Gallery, Los Angeles, 1960; M. H. De Young
Memorial Museum, San Francisco, 1961; Robert Elkon Gallery, New York
City, 1 9;5}‘; Joachim Gallery, Chicago, 1962. Pittsburgh International, 1961;
‘various other group shows in this country and in Japan and Europe.

REPRESENTED: David Cole Gallery, 1902 Filbert Street, San Francisco,

California.

PRESENT ADDRESS: 209 Scenic Avenue, Pt. Richmond, California.

BROWN AND WHITE STRIPES
oil on canvas, 37 x 372", 1961

BLUE/NOVEMBER STRIPE
oil on canvas, 72% x 4112, 1961

SHALLOWS STRIPES oil on canvas, 65 x 48%2", 1961

RED STRIPE AND WHITE/BLUE
oil on canvas, 85 x 4912, 1961
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JANUARY 156 ~ FEBRUARY 2, PREVIEW JAN. 5 S=¢

david SIMPSON

recent paintings

>

LLERY, 1063 MADISON AVENUE, N.Y.
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recent paintings

ROBERT ELKON GALLERY,1063 MADISON AVENUE, N.Y.
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The Museum of Modern Art Archives, NY

Horizontal space may be considered a “form"
of painting, in the same sense and in a simi-
lar way, as landscape. Although “landscape"
is too confining a term, it approximates my in-
terest. The horizontal movement is part of the
definition for landscape, cloudscape, water-
scape, moonscape, etc.

| prefer art—both the making and experiencing
of it—as an act of contemplation. To rely solely
on egotistical strength, to splash playfully
about, is beside the point. It is easy to “ex-
press” yourself as an animal; a greater
achievement would be to attempt to produce
an art which is in itself expressive.

My painting, whether termed landscape or
“pure painting,” is meant to be contemplative
in nature.

Statement by DAVID SIMPSON,
reprinted courtesy of the M. H.
De Young Memorial Museum,
San Francisco.

DAVID SIMPSON was born in Pasadena in
1928.

ONE-MAN SHOWS

David Cole Gallery, 1959

Santa Barbara Museum, 1960

Esther Robles Gallery, Los Angeles, 1960
M. H. De Young Memorial Museum, 1961

THREE-MAN SHOWS
San Francisco Art Association Gallery, 1958
San Francisco Museum of Art, 1959

GROUP SHOWS

San Francisco Museum of Art, 1953, 1956,
1959, 1960

M. H. De Young Memorial Museum, 1957,
1959, 1960

Legion of Honor, 1958, 1960
Oakland Museum, 1955, 1956, 1959, 1860
Denver Art Museum, 1953, 1955, 1959

International Gutai Sky Festival, Osaka, Ja-
pan, 1960

David Simpson is represented in the West by
the David Cole Gallery, San Francisco.

ROBERT ELKON GALLERY
1063 MADISON AVENUE, NEW YORK 28
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DAVID coLE GALLERY
SAN FRANCISCO, CALIF,
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DAVID coLg GALLERY

SAN FRANCISCO, CALIF.
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ROBERT ELKON GALLERY

1083 MADISON AVENUE
NEW YORK 28, N. Y.

ARTIST: DAVID SIMPSON
DATE:
TITLE:

MEDIUM:
SIZE: 48 inches in diameter

LE 5-3840

PHOTOGRAPH gy
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