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PHOTOGRAPHY SYMPOSIUH

. Bteichen: UGood evealng ladies and geatlemen ~ fellow photographers.

would first like to pass on a salute to WNYC. In case there are any
out-of -towners in this audience, I wnat to tell them that WNYC is a
NMunicipal Broadeasting Bystem (atation) owned by ths City of Hew York,
and wo're very proud of it - of the fine music they :ive us every day.
And 1 wnt to give a particulsar smlute to its magnificant engineering
staff, for t¥ quality of thé music they give us and for the FPH. Now
the next plug will be for t.n? Huseumn, i -

The Museum of Medern Art as you Ynow, or should know, .{s the only Muscum
in the world that has a'honest-to-goodness deus -tment of photography.
A department that is on exactly on the same footlng as the ether
depertments in the Maseum. A greet many musecums render svmething like

. 14p service to photography, but here we mare encouraged to ho all out.

< We have thoe backlng of all the directora of the departmonts armd of the
Trustess. When we first opened tie department under my own directien
we sel out with a purpose, wh'ch went something like this:

"Photography s an izportant land potent fac.or in shaping our knowledge .
end increasing our understanding of oontewmporary life. I belleve its
influence c.niut ve overstressed. #And tnen, in pertic:lar, I stress the
importance of photography ss an art, as a vital modern means of gilving R
= to ideus. "1t i3 the artist in photography, vho, beyond hiz own
“wersatlve Acniovemonts,establishes standards and produces new ilnfiluences
and new uses of the medium." Our first large exhibition wes In and cut

f {iﬂr Foous, the following peragraph 18 a preamble:

“Any rationsl opinion and evaluation of the scope snd sipgnificence o
today's photography must be baped on an informed sppraach, sxploring *

the various ma tencencies, dirsctions and phases of coantemporary
phot ograpny.” All of the exhibitions that we have had to dute have been

more or less along those lines.
‘ 8 4 T/ .
This symocsium tunicht 18 in & Bense carrying cn that sems 1dea,

Urdinarily,pnotographs, like little children, are to be seen and not
heaxrd. fonight we ar¢ going t0 hear from them and fhey are going to
have explain thelr misgdemssnors. Nowg ws don't pretend thit this &8 a
comnlete picture of phctography. Now for instance, taxe the field of .
i magszine photography. If we were to really give them adequate sovering
Yhe entire fleld of megazine photography aad oring them up here, which
woula be a speciel preblem of its own. Those secking pet answere that
they put in their 1ittle hands anc take homs, as to wnat photography is
all aoout, are woing to ta disappointed. But I think those of us who
aro attrectod to the medium because itis sturgddy and young and has elbow .
ro.m, lots of ¢lbow room, are golng to ve satisfled with what'e eomlan:,.

i

I'm going to present the spem.cers alphabetically and I'm golng to start
of f With & bang. In the first issue of Life magazine Nargaret Bourke=
White upened up & new chapter in photo=journalism. In that imsue she

set a ewift, hurd psce for herself and began estiablishing a serles of
precedents that mede hwr an outstand!'ng ace among aces. somehow or other,
she mapeges to turn up with h r camera 1n any corner ot the globs which

i® in the midst of soms calaclysm or dynanic shikeBup. B8he waent galli-
vanting over enemy territory in air corps bombers and was torpedoed at
sea. Mud, oold, ruin, dirt, stench she has taken in ber stride to record
men, places mnd events for her magasire . Whether she points her csmara
at misery or magnifiicence, it is always done W th a passionato interest
and a desp conviotion, - Hargaret Bourke-White -t e

! Thank you Mr. 5_elchen, You said we only had

: ﬁ.g;%t Bourke=hi .
five tes. Jhsene are severdl aspectd to modern photography that I .

: ind interesting aoove mll others, it sounds guite slmple. To tell the -
¥ imﬂ:. or m,."ﬁ. wo allinow thoe oBd saying that the fhotograph never .
» 1ies. But all of you photogmaphers here 1 am sure have tacan lota af

pistures wnich have itold good lies and often there are very good u.a_ou_h 1
for doing this, but ['m not talking about intensional 1des. -If the T
n “l." the truth in his photographs hs bas %o |
Be ni;t!n;ﬁ'.g ¢ Alway vy o deosdss

% J,;_..
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An Editorial :

It Is Time Now

TIIE April meeting of the Society was one of those

lightly attended sessions . . . so light, in fact, that it
was four or five members short of a quorum. This is, as
everyone knows, not a new problem. Over the course
of years, there have been many gatherings that were
stymied for lack of enough members to make a vote
binding. For a long time, it didn’t matter since the
organization was more of a mutual admiration society
than anything else. -

But that is now changed. The Society has become a
wurking {Jrganization, an organization which aims to
make concrete contributions to the professional and
economic welfare of its members. To do that requires
decisions—decisions that can be resolved in action.

Many of those decisions can not be made by any
single individual, nor even by the Board. Many of
those decisions will require the concerted delibera-
tions of the membership. It is at such deliberations
that the individual member makes his contribution to
the Society and to its functioning.

Past sessions have already indicated in what direc-
tion the membership wants the Society to travel and
some of the lesser items already have been put into
effect. The questions of rates and conditions are cur-
rently being debated, and those are questions that
should be well deliberated, not only in aim and intent,
but also in many of the practical details of effecting
them.

We believe . . . and the members at the April meet-
ing indicated they felt the same . . . that the action is
needed now. But that action can only follow the deci-
sions, and those decisions can only be made by the
membership whose right and responsibility it is to
turn out in sufficient numbers to make them valid
and effective.

Old Photographers Merely . ..

The much bandied . . . by now . . . solution of the
question of what happens to old soldiers which Gen-
eral MacArthur delivered in such lugubrious tones the
other day gave us a thought. Perhaps the same solu-
tion is also applicable to the very real question of what
happens to old Ehotogrnphers‘ How many old photog-
raphers do you know?

Perhaps old photographers, like old photographs
and old soldiers, merely fade away. Our only hope is
that any old photographers who are fading away are
fading away with the same emoluments of unlimited
use of a nice big Constellation, a tidy $18,761 in annual
pay, and the other things that are provided for old
soldiers . . . particularly old generals,

ASMP NEWS

is published monthly by the American Society of Maga-
zine Photographers, 1476 Broadway, New York 18, N. Y.
Telephone LO 4-6213. Martin Harris, Exec. Secretary.
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Ring ‘Round the Rosie

The strange, stray character who bothers to notice
mastheads . . . we are still looking for someone who
does . . . may note that with this issue of the ASMP
News certain changes have been made which can only
be characterized as a sort of editorial “Ring "Round
the Rosie.”

With this issue, Martin Harris, the Society’s execu-
tive secretary, steps down from his post as editor. He
has held that position since last July when the News
was given its initial shot of new blood. It has been
largely Harris" work and devotion that brought the
News through the various developmental stages to its
present format. The reason for the change is probably
best explained by Harris himself.

“I feel now that the News is fairly well launched,”
he said, “it is time that the active editorial direction be
turned over to a member rather than held by the
executive secretary.”

Harris’ post is being taken by Victor Jorgensen,
chairman of the newly appointed publications com-
mittee. Jorgensen has been active on the magazine
since November. Harris will, however, maintain an
active part and has taken over the post of managing
editor at Jorgensen’s request in which he will be
largely responsible for many of the production details.

They will be aided by two new members of the
publications committee, Herbert Kratovil and Bradley
Smith, as well as by K. Chester, a long-time member,
and Lou Jacobs, who will be the News representative
on the West Coast.

o Y




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Coll

ection: Series.Folder:

The Museum of Modern Art Archives, NY

ESA

JE. 8.7

A Report .

Spoakers at Soc
Note Increasin

By Herbert Kratovil

HE INCREASING
l)lllltl!gr;ll)ln-rg -

T{il‘ll' — was the

stature of photography an
particularly in the my
keynote of a series of iddresse
before the annual installation meeting of the America
Society of Magazine [’hntugmplwrs in the Hotel Vg
derbilt the end of March,

More than 300 plmmgruph(-r\, editors,
and others interested in magazine
listened to short talks by Gerard Piel,
Scientific American: Jackie Judge,
Photography; Roger Butterfield,
Edward Steichen, director of the
Art’s photography division
first phatographers.

The tone of the meetin
incoming president, in h

“It is a
learning t
particularly photography, have set new stand
the worlds of education, entertainmer
tion of information.

“Tonight I am very happy to be a me

art director
photograph
publisher «
editor of Maoder
noted writer, an
Museum of Moder
and long one of America

is acceptance speech.
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g was set by Jerry Cooke, the

pparent that people everywhere are fast
0 see,” Mr. Cooke noted. “The visual arts,

n

it and dissemina-

mber of this

group of creative workers which has such an unusual

Listening to Edward Steichen speak hefore
Jerry Cooke, incoming president. and speak

the

S T

annual installation meeting are,
ers Jackie Judge. Roger Butterfield anc

HE N/

Paths of Photography

iety’s Annual Installation Meeting
g Stature of Magazine Prqfession

opportunity to inform and educate. We can, within
the framework of the media for which we produce,
stimulate the thoughts and actions of millions of peo-
ple. We should not overlook the responsibilities which
this opportunity carries with it. We must produce
photographs which are honest and creative as well as
instructive and entertaining. This organization must
and will assume its share of those responsibilities.”

In his talk, Mr. Piel commented on the Society's cur-
rent program for the economic betterment of the mag-
azine photographer. Said he:

"I don't think you will find magazines giving any
less space to pictures just because they have to pay for
them, as I understand some Faint-hearted photogra-
phers have suggested. You have still got a long way to
go before the rate per siquare inch of picture of the
published page exceeds the rates we pay writers per
square inch of words, No matter how hurt, shocked
and dismayed some of the people you are accustomed
to dealing with may act when you confront them with
this rude question of money, I think you will find your
status rising in the community.”

Miss Judge commented on the problem of
azine picture editor and his status in the fiel

“You all must

the mag-
d.

understand that many picture editors

left to right,
1 Gerard Piel.

Photagraph by Herbert Kratovil
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Singer Lauritz Melchior listens closely 1o Imogene Coca’s burlesque of a Wagnerian opera singer.

on magazines are really in the position of clerks,” she
observed. and went on to suggest that a campaign of
requesting better trained and better paid picture
editors could be effective. Miss Judge also noted that:

“Your work is much better than most people look-
ing at it today can possibly know that it is. Photog-
raphy is in its possibly most interesting state right
now. People have stopped making records; they have
stopped photcngraphing just the documents in front of
them and they have begun to phntngraph the aspira-
tions of mankind.”

Mr. Butterfield commented that the photographer
was facing a definite economic problem and pointed
out that without magazine photography the maga-
zines would have little to sell.

“The reason they (the advertisers) spend the money
for advertising is because of the impact and interest
that you people contribute to the magazines,” he said.
“If it wasn't for your work that money wouldn’t be
there. I think that's something that's probably no news

Photograph by Conrad Eiger

to you but its something worth thinking about every
now and then . ..”

Mr. Steichen, who gave the final speech of the eve-
ning, said that he found signs that journalistic photog-
raphy was coming of age in the work of the photogra-
phers in Korea.

“The subject matter,” he noted, “ is more important
in photography than it is in any other medium because
it is there . . . it is what the picture is made of. The
artist and architect can pull their subject matter out of
their hearts or out of the air—painting at one time was
very dependent on subject matter—but today photog-
raphy is the only one wholly dependent on it

Photographers have reached a line of consistent
excellence, Mr. Steichen concluded, but they should
beware that that excellence does not become a line of
medioerity.

The meeting closed with a hilarious performance in
which Imogene Coca did a Grand Opera takeoff and
Lauritz Melchior sang.

B
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“HONK! HONK!...IT’S 1

By Hyman Goldberg
l I NTIL the New York Graphic, back in the Roaring

Twenties, adopted the use of the composite

photograph in a desperate, but unavailing at-
tempt to boost declining circulation, the paste up,
faked picture had never before made its appearance
in public, except in courts of law—in certain notorious
blackmail cases. The com posite photograph, wherein
the head of one or more subjects is superimposed
upon the body of another, or separate photographs
are pasted together, has long been used by practi-
tioners of that ilk.

The feeble art of constructing composite photo-
graphs has been a neglected one, happily, in recent
years. Until the election last fall, no composite, except-
ing perhaps those produced for the delectation of
guests at private parties, have been seen. At that time,
the State of Maryland was flooded with a photograph
which was to have, according to at least one highly
interested party, extremely important repercussions.
The photograph, which was given wide circulation
in Maryland, purported to show Millard E. Tydings,
the Democratic incumbent who was running for the
Senate, listening intently to former Communist leader
Earl Browder. The expressions on Tydings face, and
Browder's, indicated that both were giving great

Composograph showing him conferring with Earl
Browder cost Dem. Tydings his seal in Senate.

thought to what was being said. The caption for the
picture said, in passing, that this was a composite
photograph.

Tydings lost the election to his Republican oppo-
nent, John Marshall Butler. Not many persons who
saw the picture, said Millard Tydings, paid any atten-
tion to the caption. Before a sub-committee of the
Senate, which was investigating the Maryland Senat-

Earl Carroll’s bathtub party, with a fetching nude
dunking herself in a tub of wine, provided a field day
for N. Y. Graphic paste-up artists.

Readers of the Graphic were not long {Io;:r?\wl
of a photo — however fake — of the mysterious
“Woman in Black™ mourning at Valentino’s bier.
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| THE CASE FOR ABSTRACT ART FILMS

—_—

At Modern Art

Steichen Surveys Medium|, 22y artists heve been couriing
In Museum Program jmmmmw-munm

rela p of forms as

stance, is Moholy-Nagy's “Light-

 maoat die-hard of

Play" of 1832—whers his specially

changing tionahi]
well as on the play of light; Lip-
pold's wires

sculpt light and space themselves,
and there are Calders mobiles, In
some of which the sculptor is even

(80 Edward Steichen.
| He was one of Lhe first to recog-
nize photography as an art—his
first one-man show of prints
| peinture d la lumidre) tock place
|in Parls in 1902. Today, as direc-
|tor of photography at the Museum
of Modern Art, he is the most fer-
|vent champion of those who ex-
Iplore new directions in his fleld.

(itaelf =
handsoms plece of abstract sculp-
ture) s manipulated to set in mo-
tion a poetlc sequence of images
with light playing over and

Ming a relation between motion
and sound, Such painters as L Rice
Peirera, oo, want to set their
images in motion by mlm.:;

varied shapes and tex-

spatial
light. For such artiats,

tures. Francis Thompson's not yet
edited and still soundleas film of
1851, “N. Y., N. ¥.," Ia quite difter-
ent in spirit. This ta a color film
which gives sveryday reality ex-

|And the s entery
(energetic Junior Council gave him
a chance ths week lo presant the

case for what are known acme-|

[timea as “abatract,” somelimes as|
|experimental” art fims,

P in abatract terma,-using
prisma, superimposition, distortion
and other devices to mchieve &

il and vision

The Future

just ma forms are not concelved
an static entitien and just as space)
is not immutable and m

by a network of perspective, so|
light itself has no conatant intensl-
Ly or fixed source.

of the city's speed, excitement,
and ue

4 the madium's validity
and ehallenge, you might sak what

Art on Films?
| The place of these films In
complicated one. Witness the pr
lem of Amos Vogel of Cinema 18,
anothar flery crusader, He invites
|a mavie critic to & viewing and Iy
[told, “Thoseure art films—that's
for the art department.” He
phones the art critic and is told,
“Those are films—that's for the
'movie department.” !
For many years now this work
{has thus remained a neglected
orphan. But let's face it—it might
have been er to find foster
Iparents If the child were not s
|difficult, often straining mot only
Ithe mind but also—and most un-
|comfortably—the eyes (Is it that
the eye canmot change its focus
swiftly enough, or that, since most
experimenters cannot afford the
‘vast expense of technical perfec-
|tion, there ia an inordinate amount
of jerkiness?), The child would

if he visita: but,

aurely be more readily apprecinted|
matde shorter

beauty, b
Somewhat related are such fil

aa James E. Davis' "Refractions
0. 1" and Wheaton L]

Even in so highly selective & group|
there

‘Water Stars'—films which photo-
graph fluid, mobile colored light,
the color in these entrancing vi-
slons actuslly produced by the re-
fraction of light

Second Sort

In the second category are such
films ms Hans Richter's 1921
" 21"—the first, and a
clasaic of ita kind—bullt on chang-
ing proportions of squares, rec-
tangles and lines which move in
depth aa well as on the surface, Or
the far more ambiticus “Motion
Painting No. 1" by Oskar Fisch-
inger, done in 1840, This prodigious
{undertaking is & painting on glass;
teach stroke occupying a single
frame, the camera stopped and|
started after each change) related|

poor thing, he haa so few
to be meen that whenever he does
(e has Lo try to show off his whole
|bag of tricks.

‘Three Kinds

| Actually thess films belong to
the realnis of both art and films.
\Captain Steichen's selection divides
into  thres general categories.
There are those films which use
| photogTaphy to caplure images di-
|rectly or by distortion through the
use Of prisms, reflections, refrac-
|tions, etc.; those which are cine-

relationship and others fell some
of the images wers trilely used
But for this reviewer the film
seemed a masterful job: the
Hmposed by the music s i

as Captain ‘s Are un-
deniatle tentativeness and tire-
someness and lack of complete
realization. Usually neither the
images themaeives (pometimes dull
and gracelesa to the point of wul-
garity) nor thelr evolution are
alive or developed or

or visually and emotionally mean-
ingful enough to sustain long inter-
est and intensity. “Yes,'" said Ed-
ward Steichen, “but it's good
these ¥ men are trying to
walk before they attempt running
and dancing.”

Steichen’s falth and patlence)
are contagiousn. The “art film" in}
a sense is in ity infancy. The op-
portunity for painters mnd sculp-|
tors who are willing to learn the
arduous technical means is enor-
mous, I believe the only omml-
danger lies in the “purist” ap-
proach, which insists that the “ab~
" or non-objective Image is

this|the only vital one. Thompson's

New York film and Galentine's|

and several e5—sUCh WA one|

passag

which Jooks like a building mosaic,|
another like animated stitching,|
and another of whitened squares—
are so full of imaginative visual
fantasy that it seemed almost as
if paintings by Klee had been set!
in motion,

where h’;mum of the camera We|
sve Lhe painting change and evolve;
and those which are paintings in
| motion, that is, where drawing and
painting are done directly on the

Tilm.,
Tn the first eategory. for in-

|ml'l.u.: of

The calegory—drawing or
painting difectly on the film—in-
cludes Len Lye's gay experiment
of 19356 and the irresistible films)
of the Norman McClaren,
The latter's “Be Gune, Dull Care”

superb and scintillating job where
wittily conceived shipes are syn-
chronized perfectly in spirit as well
]u tempo with the music. Me-
|Claren has also evolved a system
‘of drawing sound on the film s
|that the shapes determine the|

|sound. "Loops,” for instance, cre-|

late & low rumble that sputters
and burps in enterisining conjunc-
tion with the images.

| The experimental films of the
| Whitney brothers pull several pho-
llcxrﬂplnc techniques together and
|muoduu & new departure in the
use of electronic sound., Devolees
|find these the highest point in the
|development of the abstract film,
|pointing to the “purity” of thelr
|concept (squares and clrcles in &
sort of perpetusl fugue}, the ad-
l!larencc to the limits of the medi-
|um in sound as well s sight, and
'the development of simultaneous
\contrasts of color and the use of]
calor to leave & persisting image
an the retina.

|Potentinlities

Does all this add up to a valid
art form or in this “coquettish ex-
poriment”? It would seem to me|
that thers Ia no doubt about the
validity and potentiality of the
medium. For It offers & way of
using and controlling Ught and of
adding the dimensions of space and
tma to our Visual expression—

P and al which
are so basically a part of our lives
and our that they are

(not in the musewm showing) is &




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

ESA

IX.8.7




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

ESA

IX.8.7




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY ESA

IX.8.7

COMMENCEMENT

PROGRAM

PHILADELPHIA

MUSEUM

SCHOOL

OF ART

JUNE 2, 1955




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY ESA h m ; d

Processionar (the audience is requested 1o stand)

am Felton, Organist*

InvocaTion (everyone is to remain seated)
Paul W. Hoon, D.D.
Professor of Pastoral Theology
Union Theological Seminary

G ADDRESS

E. M. Benson, Dean

WeLcom

INTRODUGTION OF SPEAKER
Charles T. Coiner, Chairman
Board of Governors
Philadelphia Museum School of Art

PROGRAM CoMME

Edward Steichen, Director

T ADDRESS

Department of Photography
Museum of Modern Art

PresexntaTION 0F PMSA DEsics Awarp

| by R. Sturgis Ingersoll, President
Philadelphia Museum of Art

to Edward Steichen

PRESENTATION OF Awarps ror DisTiNncuisHep Ac
10 GRADUATES OF PMSA

by Irene M. Laverty, President
Alumni Association of
Philadelphia Museum School of Art

to Tina Leser

and Irving Penn

* Baldwn Organ, amtesy of Strawbndge & Clothier
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CoNFERRING OF DEGREES AND DipLomas
by R. Sturgis Ingersoll
Presentation of Degree Candidates
Paul W, Partridge, Jr., Ph,D.
Director, Division of Liberal Arts
Presentation of Diploma Candidates
8. Gertrude Schell, Student Advisor

PresextaTion oF Giers to THE ScHool
Gift to the Student Emergency Aid Fund
from the Class of 1955
John E. McCullough
Gift 1o the Student Emergency Aid Fund
from the Student Council

Donald G. Jackson, President

PRESENTATION OF STUDENT AWARDS
Outstanding Service Awards
by Edward Warwick, Dean Emeritus
Faculty Achievement Awards
by Morris Berd, Chairman, Faculty Council
Departmental Awards
by the Directors of the Departments

isional and Special Awards

by Mrs. Malcolm Lloyd, President
Associate Committee of Women
Philadelphia Museum School of Art

Crosiveg REmarks
E. M. Benson, Dean

Bexenicnion (the graduates are to stand; the
audience is to remain seated)
Rev. Paul W. Hoon

REcessionar (the audience is requested to remain
seated until the end of the Recessional)

The following students have successfully met the course requirements

as established by the School’s Board of Governors and the Board OF

of Trustees, and are awarded the degree of Bachelor of Fine Arts.

Degrees conferred January 27, 1955
Art Education
CAROLE S, CALVERT
Marie Louise Hutson
CHarLES E. Kiey, Jr.
Riciarp C. MicHAEL
AnN M. TroMPSON

Hustration

Morton Lowe

TEIN

Degrees conferred June 2, 1955
Advertising Design
Eowarn F. CAreY
PeTER JORN FELLIN, JR.
JoeL M. LeBow
Jase BETTY NEUTZE
Warter E. STaIT
Charies Everson Urion

Art Education
CArOLINE JEAN BEHRENDS
% Josern E. Copori, Jr.
Harry GurLonN NORCROSS
ANTHONY PauL PALADINO
KarL C, ScHANTZ, in absentia
Mary E. Sxyper

Fabric Design

Joan Barsara BEck

DEGREES
BAGHELOR OF
FINE AKTS
Tilustration
Tuomas F. Bates, HI
WALTER |. CoLg, Jr., in absentia

RAYMOND ALFRED DALLASTA
KarL Srexcer FoOsTER
H. Tromas Hawx, IT1

Industrial Design
REvNOLD LAMBERTON LACKEY.
EvizapeTH REARDON LARKIN
AMmos LEvrTT
RicHARD THOMAS WALTER

absenlia

Silversmithing and Jewelry
BETH Axx OBERHOLTZER
Ross RODERICK. RAFFENSPERGER, in absentia




DIPLOMAS

FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

ESA

IX.8.7

The following students have successfully met the course re-
quirements as established by the School’s Board of Governors
and the Board of Trustees, and are awarded the Diploma in

their respective majors,

Advertising Design

Ge :
Benenier R. D'ANGIO
Ira DAvIDOFF

Karnieen Tysox DUNNE
Sanpra B. FEnseRG
Beryr L. Fisuer

Epwarn L. Foran

Lewis T. Forp, Jr
Josern A. Formica
SuirLey Crage Hussian
Jupira Sacry Imser
Marion KeeL

FrED MaANNA

Joun E. McCuLLouGH
RoBeRT Jous MILLER

e RoOBERT PARKER
Jane Paur

SHELDON RoseMan
JEANNE C. SHARSHON
RoserT BURCHILL STEWART
Wirriam L. WacneR

Fabrie Design

Dovrores Marion BErToTT!
ARLENE MUCHNICK

MARVIN NATHAN ROSENSTEIN

PATRICIA ANN SPOFFORD

Fashion Design

BonwiLyn BosweLy
Henry J. DiMezzes
EsHowe Prrcams

Fashion Hlustration

Sonpra Fox

Nissan Hore GALLANT
Juov Gesexsway, in absentia
Barbana May Gratz

Graphies

CHRISTOPHER G. MAVRONIKOLAS

1Hustration

Nancy RAe Bauer
Freberick C. BLock

AnN CAROLINE CARPENTER
VirGmnia L. CorsEIL
Patricia Gray CrRoTTY
CHrIsSTINA Maria DooHwaT
RicHarD W. EDMISTON
Crype B. EvereTy

WiLLiam Leg FREELAND
GILBERT SaM GooDMman
Nicaxpro Guar
GeorGe Horos
MeLora KORNINSKY

WiLttam Jon Krasting, Jr.
RicHarD WiLLiam Lewis
ANTHONY CHARLES MAMMARE
CHarLes C. NEWKIRKE
THOoMAS WALTER PARKER, JR.
Joan AxNe SMITH

Manry E. THOMFORDE

Industnal Design
WiLLiam Mogrris Apass, Jr.
WiLLIAM JosEPH BrRADSHAW
WiLsur Z. BrooMe, Jr.
orGE W. BUFFINGTON, JR
RicHarDp Eowarp DEPAuL
RicHARD HARRY GREENWOOD
PaTriciA ANN KEIFER
RicHArRD W. Kraus
JOSEPH ALBERT SANTORA
WirLiam 1. STEPHENS

Interior Design
Howarp L. BErRMAN
ADELAIDE M. LAKE

Stlversmithing and Jewelry
Jonn Josern DeviTT

The School Awards are made possible through the com-
bined resources of funds established by the following

persons, organizations and trusts:

Emma S, Crozier
Frederick Graff

I'homas Skelton Harrison

Jacob Labe, Jr. Memorial
Henry Leland

Art Directors’ Club of Philadelphia
Philadelphia Museum School of Art

Mercury-Stat Company

Elizabeth B. Roberts
Annie E, Sinnott
Joseph E. Temple

OUTSTAN

For the Senior boy and Senior girl who have made the largest contribution to the School in
point of service, cooperation, interest and general concern for the welfare of the School and
students during the four years of their work in the School. The awards

their fellow

DING SERVICE AWARDS

presented to:

FACULTY

To 1two students in each of the Freshman, Sophomore, Junior and Senior Classes who, during
the past year, have shown the greatest overall development and general rew

their wor

Ricuarn Epwarp DEPAuL

Honorable Mention
H. Thosmas Havy, 111

ACHIEVEN T AWARDS

The awards are presented to:

Freshman
Rosert G. Kool
GEORGE KRAUSE

Honorable Mention
SAMUEL S. STREET, J&.
Barsara R. Brown
RicHarDp T. HENKELS

Sophomore
Rosert W, BENNER
Pever W. ZHURAW

Honarable Mention

ANNE KALCHEIM
MarTin F. KagLin

AWARDS

Joax ANNE SmiTh

Jumon
WiLLiam B, SKLAROFF
PatriciA M., Brust

Honorable Mention
Patricia R. Quins
Gary L. HorLey

Seriors
WiLtiam ]. BRADSHAW
Joun E. McCurrovcH

Honorable Mention
CAROLINE |. BEHRENDS
ARLENE MUCHNICR

ding growth in
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Advertiving Design
Epwarp F, Cal
Wavne ], 51

Honorable Mention
Beryr L. FisHER
Joer M. LeBow

Art Teacher Education
G. Lourse SeL
Ruti T, Harvey

Hanorable Mentron

.W...z' ./..H.,:,._?/
‘'voNNE Rusin

Fabric Design
THoMAS J. TARAN
AINE . FELDMAN

Fashion Design
Hexry ). DiMEezzes
Henorable Mention
BonniLyn BosweLL
ThELMA A. KNAUKE

For outstanding achievement in their majors, on Second,
Third and Fourth Year levels, departmental awards are
made to the following students:

Fashion Hlustration

155AN A GALLANT

Hlustration

Rosert B. Dance

Hongrable Mention

RoperT F. McGovern

Iridustnal Desgn

Harry S. OAKES
Witniam F. Heum

Honorable Mention

RicHarp A. DEFEo

Interior Design

No Awarnp

For outstanding achievement on Second, Third and Fourth

Year levels, divisional awards are made to the following

students:

Cerarmics
No AWARD

Dimensional Design
Janmes A, Tavior

Honorable Mention
B. Davin Quia
Drawving
Nissan A, GALLANT
Ropert F. McGOVERN

Y, JR.

Honorable Mention
CHARLES L. MADDEN
RoserT B. DaNcE
LeEoNaRD LEHRER
THOoMAS A, BARRON
Crraphics
oEL M. LeBow
MarLene E. Mies
Honorable Mention
CLIFFORD W, SATTERTHWA
CarroLL B. Bagnes, Jr.
Liberal Arts
JoeL M. LeBow

No AWARD

Pamnting

ANN L. SimonN
THoMAs A, BArrON

Hanorable Mention

:s L. MADDEN
1 F, McGoverN

Photography

ZEn YONKOVIG

Honaorable Mention

Axn L. Simol
WAYNE ], STETTLER

Dypographie Design

Honorable Mention

Ropert Jous MiLer
Berve L. FisHEr
Benebict R. D'AnGio

PMSA Special Citations of Merit, awarded 1o:

Dororay A, MasTeLLER for her admirable combina-
tion of excellent design ability, her fine personal
qualities and her unfailing concern for the wel-
fare of her classmates and the School.

WirLtiam 1. STEPHENS for his versatility in design, his
professional attitude and his mature qualities of
leadership.

W. H. Ely Bequest—Travel Award for Hlustrators
Nicanpro GUARINT

Art Directors’ Club of New York, for distinguished work in Schol-
arship courses offered under the sponsorship of the Art Directors’
Club

Lewis T. Foro, Jr.

Print Club Pri
Jeanse L. Snarsnon

= in Graphics

Philadelphia Chapter, Industrial Design Institute Certificates of
Achievement

(to be announced)

Samuel Goldberg Awards in Fashion Design
First Prize: EsHowe Prrcamn
Second Prize: THELMA A. KNAUKE
Third Prize; HENRY J. DIMEZ2ES
Honorable Mention: BonNNiLy~N BosweLL

The School’s Tuitian Avd Scholarship Program for deserving
Second, Third and Fourth Year Students has been made possible
through accumulated bequests and gifts from individuals and
organizations held in trust by the Philadelphia Museum School
of Art. The donors to Scholarship funds are

ALumy Assomamion oF PMSA
AssociaTE CoMMITTEE OF WOMEN
ZHAPMAN BIDDLE Joux ThoMmas Harzison
James H. Cresson THomas SkELTON HaRRIsSON
Rosgrt P, DE SiLvik M. THeRESA KEEHMLE
DWARD Tomiiy Dosning rLES GODFREY LELAND
am H. Euy Frank Hastiwmon Macee
on F) &1 Groroia B, Mclinessy
EvtzaseTd Duane GiLLESPIE Mi. axp Mes. Joun Melinessy

SamukL E GoLoserc
Eminy Letanp Harrisos

SPECIAL
AWARDS

SCHOLARSHIPS

CHaries V, NEUMAN
PHILADELPHIA Museusm
SenooL of AT
Aspasia E. RauporcEr
AxNIE E. SmvorT
Josers E. Tesmrie
WiILLIAM WEIGHTMAN
TrOMAS RAERURN WHITE
Rynean Wintiaus, Jx

Scholarships from this fund for the school year 1954-1955 were awarded to the follow ing students:

WiLLiam Morkis Aoass, Jr
ANN C. CARPENTER

Nawey Rae Baver
Ricuann Eowarn DePaur
CHRISTINA MakIa DocHwAT
NorMa A, D. ErLer

WiLiam E. Giasox

Jonx Hersax GreiNen
H. THomas Haww, 111
Winiam FREDERICK HELm
TiEiMA AMELIA KNauke
WiLLiam |. Krasting
ELame Joan FeLoman RicHarD WiLLtam Lews
KanL Srencer Foster Wanren FLovp Lucy
CitarLes Hanry Garnnen FreD MATHEW Mansa

Wintiam A, McCarFery
DoroTtHEA RiTa MeCaLL
HARRY SAMUEL OAKES
BETs OBERHOLTZER

G. Louse Seuc

Axx Lesim Simox
Jerry Rav Surra
Wayse Jouy SteTries
PETER WiLLiaM ZHURAW
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Fall Semester 1954-1955

Freshmen
KATHARINE D. Barcray
Howarp W. BiLisman
Crarence F. BRAZEAL
Barsara R. Bro
Katsiees L. DEMITROFF
RoserT W. Dxon
Donaro M. Fox
MARLENE GINSBURG
Richarp T. HENKELS
Mary Hicoins
Loms R. Kaursman
Rosert GEORGE KocH
GEORGE KRaUSE
Heren K. LARRIMORE
JoserH O. Mavina
Joun M. MEecray
Howarp ], RIEGER
Jovce THIELE

Advertiring Design 1T
Warren F. LucH
JacoueLine §. WEIDRI

Advertising Design [1I
WiLLiam BERTUGLIA
ANN L. SiMoN
WAYNE . STETTLER

Advertising Design IV
Epwarp F. Carey
BeryL FisHer
Jokr M. LeBow

Art Education IT
GEORGE M. Apams
RicHarp M. Brapy, Jr.
JANE M. FrREEDMAN
Pavra Freeman
Juoy L. HuNtziNGes
SvLvia A, Kaviss
Eraive MeKay
Yvonne Rusiv
Doris 8. ScHarrer
FRANKLIN S. WunsTER

Art Education 11T
Ruth T, HArvey
Jonx J. Lesicko
Nen Ligseraan

Art Education TV
Harny G. Norcross
G. Louise SkLic

Dimensional Design I1

BerTRAM D. QuicLey, Jr.

Fabric Design I
Barsara Bach

Fabric Design 111

.. GooDMAN

I'HELMA A, KNAUKE

Fastwon Design T1
Henry |, InMEe

i flustration IV
NissaN GALLANT
BAarBARA M. GraTZ

Fas

Tihestration 1T

ALEXANDER SARKIS

Industrial Design 111

Liam F. 1
Gary HorLEY
DoroTHy A, MASTELLER
WiLLiam B. SKLAROFF

Industrial Design IV
Ricnarp E. DePavr

1arD H. GREENWOOD
AM 1. STEPHENS

Fall Semester 1954
President, H. Tuosmas Haw, 11

Freshman Class
NANCY EARL

Ereanor FLowers (alternate)

Nancy HUNTER
MiLLer
PATRIGIA SCHAEFF

Sophomore Class
Leo V. Bisnop

Niva Prosex

g Semester 1955

President, DONALD JACKSON

Freshman Class
Sue Cooke (alternate)
Jures Davis
Doxarp C. Kerx
NEL MILLER
PaTriciA A. SHELLEY

Sophomares
ANNE KALCHEIM
WiLtiam MeCAFFERY
Ravmonp PorTER
Patricia Scorr Ouson
Jerry R. St (alternate)

Jumor Class

DoNALD JACKSON
Max Katz

Jurie KorniNsky

DoroTHY MASTELLER

4 C. CARPENTER

H. THomas Havr, 111
Marion KeeL

CHRISTOPHER MAVRONIKOLAS

Jumor Class

Ricuarn DeFeo

DoxaLn Jackson

Max Karz

DoroTHY MASTELLER
MagrLENE MuLLER (alternate)
Josern Pezeiey (alternate)

Senior Class

Epwanrn F. Carey (alternate)
RicHARD DEPAUL
Joun McCuLLoven
Joan Smrta
WaLTER STAIT
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BOARD OF GOVERNORS OF THE

PHILADELPHIA MUSEUM OF ART

OFFICERS
of the Board
Georae D. WIiDENER
President

R. STURGIS INGERSOLL
Vice-President

Svoxey E. Marmin

Secretary and Treasurer

BOARD OF TRUSTEES

Ex Offictis
GeorGe M. LEADER
Covernor of Pennsyleania

Josern 5. CLARK, Jr.
Mayor of Philadelphia

ELECTED BY THE MEMBERS

Epwarp G. Buop, Jr.
Orvitte H. BuLLims

AAron E. CARPENTER
Grorce B. CLOTHIER
CHarres T, CoINER

Jay Cooke

CHESTER DALE

R. STuRGIs INGERSOLL

Mgs. STUART F, LOUCHHEIM
Svoney E. MArTIN

d Assistant Treasurer

WirLarn P, Granam
Dean of the School

BOARD OF GOVERNORS OF THE MUSEUM

Charrmarn

R. Sturcis INGERSOLL
Cussing CATHERWOOD

Mrs. RODOLPHE DE SCHAUENSEE
Frrz Evcexe Dixow, Jr.

Hesry F. pu Pont

Davio Gw
WALTER M. JEFFORDS
MorTox JENKS

Mgs. Joux FREperick Lews
Mgrs. H. Gates Lrovp

Muns. MaLcoLs Liovp
GraemE LorivER

WriGHT S, LupINGTON

Jases / MONTGOMERY, Jk.
M#is. HERBERT C. MORRIS
LEess . RosenwaLD
LAwRENC
Lous E. §

PHILADELPHIA MUSEUM SCHOOL OF ART

CuarLes T, Comer, Chatrman
Max BANZHAF

GrorGe D, Beck

VicTor D'AMICO

Maus. Josern L. EasTwick
Mgrs. ALBERT M. GREENFIELD
Larry F. HARDY

Ricuarp B, HERMAN

R. Sturcis INGERSOLL, ex officio
EGBERT JACOBSON

Mes, MaLcoLm Liovp
JoannE SEvsoLD

Hore SKILLMAN
Harorop Vax Dorex
Dg. MicHAEL WATTER
Mrs. THOMAS RaEsurs WuiTe
GrorGE D, WIDENER, ex afficio
Mgs. Joun WiNTeERsTEEN
Howarp A. WoLr

COMMITTEE ON THE SAMUEL S. FLEISHER ART MEMORIAL

Mpes. Gin
R. STurGIs INGERSOL
Mgs. Stuart F. Lo
Syoney E. MarTIN

Earr B. MiLuETTE
BenTON SPRUANCE
CLiNTON S. STIEFEL
GeoRGE D, WIDENER, ex office

ASSOCIATE COMMITTEE OF WOMEN

President

Mes. MarLcorsm Lioyp
Viee-Presidents

Mgzs. BerTRAM LirPINCOTT
Mas, WiLLiam F. MacHoLn

Recording Secretary
Mpus. H. Lea Ht

MEMBERS

Mps. |. DEAVER ALEXANDER
Mgs. KinG Bairp

Mas. Henry A, BERwinD, Jr.
Mpgs. 10LAS BiopLE

Mgs. RicHarp C. Bonp
Mgs. GEORGE S. G. CAVENDISH
Mgs. CrarLes C. G. CHAPLIN
Mgs. ]. Hamicron CHESTON
Mes. DoroTHEA CoOLLINS
Mas. Eckiey B. Coxe, 3rp
Mgs. Josern L. EAsTwick
Mags, Joun Harrison, Jr.
Mgs. THomas HArT

Mgs. J. BErtrRAM HERVEY
Mgs. Josern B. HurcHINSON
Mes, R. STURGIS INGERSOLL
MRs. WALTER C. JANNEY

COMMITTEE ON FINANCE

FLovp T. Starr, Chairman
Donaro F. Bisuop

Jay Cooke

R. Sturcis INGersoLL, ex officio

Corresponding Secretary

Mns. PIERCE ARCHER

Treasurer

Mgs. GEorGE B, Junxin
Assistant Treasurer

Mprs. Hexny 8. JEANES

Honorary Vice-President

Miss MARGARETTA S, HINGHMAN

Mes. Jonn STORY JeNks
Mgrs. H. Farrax Leary, Jr
Mmrs. RicHarp W. Liovp
Mrs. HEnry Lyne

Mers. W. Locax MacCoy
Mgs. STaunTon B. Prck
Mzgs. J. Howarp PEw

Mgs. Avrrep Coxe PRIME
Mpgs. Benjasman RusH

Mgs. C. SHILLARD-SMITH
Mers, WiLtiam T, ToxNNER
Maus. Josern B, Townsenp, Jr.
Mgs. CLareNce B. WarDeN
Mgs. Joun WINTERSTEEN

Mgs. EnGar WriGHT Bairp, Honorary

Mgs. RusserLL DuaNg, Honorary

Mes. F. Woonson HaNcock, Sustaining Member

Wirtiam Furton Kurtz
Georce D. WIDENER, ex officio
Morris WoLr
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THE JUNIOR COUNCIL of THE MUSEUM OF MODERN ART
' Progonta

The Third Program in Its Series, "The Related Arts of Today"
"WHY ZXPERIMENTAL FILMS?®

A Selection of Films Exploring ths Roalm of Abstract Design in Motion Roviewed
;Ll: megtbﬂodwma#wm' Divestor of the Department of Photography of
Hans Richter 1921 Rhythms 21 : 35rm
Viking Eggeling ' 1921 Symphonie Diagonale
Marcel-Duchamp 1926 Anaemic Cinema
Aaszlo Moholy-Nagy 1932 Lichtspiel
! Len Lye - 1935 Colour Box
Franeis Lee 1941 n1941"
Hugo Lateltin 1948 . Colour Design
Soren Melson 1948 Room Study
. Norman MacLaren 1948 Loopa
 Frank Steuffacher 1950 Forn Evolution
Robert Bruce Rogers 1951 Rhapsody
Jomes E. Davis 1951 Refrections A1
Wheaton Galentine 1951 Water Stars
Oskar Fischinger . 1929 Study {6
n " 1932 Circles
" " _ ' 1949 Motion Painting £
__Francis Thompscn ' 1951 18 1 & P
John & James Whitney 946 ¥iln Eceisse & & #5
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THE MUSEUM OF MODERN/ART
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Rea:

ROUGH PLAN = any suggestions welcome

/

RHYTHMUS 21 " 2% min.
SYMPHONIE DIAGONAIE 5% min.
ANAEMIC CINEMA ‘5 min.

LICHTSPIEL - 5% min. - (can we circulate our
ot print? Check Mrs. M-H)

COLOUR BOX min, -

REFRACTIONS # -1 5% min, ($p0 from A.F.Films)

WATER STARS - 33 min. - ($3S " W. Galantine

MOTION PAINTING # 1 16% min. ($ "  0.Fischinge

WHITNEY BRO'S FILM ' (check and see whether our .
prints , purchased by Iris

S et (?Uu(fu'.&tfﬂ 3 Barry, would be suitable)

~
SQ P
Complete program' (16mm) could be circulated for $40.
$15 of this sum to be earmarked for MOTION PAINTING #1.

60% of these $15 to be given 0. Fischinger.40% to the
Film Library.

To start with we ought to have two prints of MOTION
PAINTING # L = one to be incorporated in the above
progrem, and the other to be circulated separately., #

It is of importance to have program notes prepared
by E. Steichem, %o send out with the program.

Stills should be made up wheénever possible,

ces are that the print sost of MOTION PAINTING #1
# 2‘.‘33. bg high, sinse L% is meohmicolor, not Kodachrome.

M@_ W b
y : .
L1 4 Kt M ..y 26000
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THE MUSEUM OF MODERN ART.
Date_.anuary 9, 1952

To: Ec.) Stelchen ? Re:_illY EXPLRTIIN TAL T ILMSYT
o« Gramagalia

From

'M. Akermark

Here is the list (finel?) of the films to be shown on Jenuary 15;
in this order:

RHYTHMUS 21 Hans Richter 2% min, 16mm

- SYMPHONTE DIAGONALE Viking Eggeling 5% min,
ANAEMIC CINEMA : Marcel Duchamp , 5 m!.n.'
) LICHTSPEEL - ' L. Moholy=Nagy = . 5% min,
COLOUR BOX Len Lye 3 min,  35mm_
"1941" o Francis Lee 3 min, : _ 16mm

ROOM STUDY # 1 Soren Meleon 2} min, 16mm

A

LOOPS ’ Norman McLaren 3 min, 35mm
RHAPSODY ~ R. B. Rogers T min, 16mm

FORM EVOLUTION Frank Stauffacher (run down to last part)
i 5% min, 16mm

REFRACTIONS # 1 James E, Davis 5% min, 16mm

EXPFRIMENTAL FILM Wheaton Galentine , 3% min,  16mm

STUDY # 6 " Oscar Fischinger 2% min, 16mm

CIRCLE ' Osdar Fischinger 1% min, 16mm

MOTION PAINTING Dacar Fiashinger 163 min, 16mm

STARS AND STRIPEP « no titlas,start with image
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THE MUSEUM OF MODERN ART

11 WEST 53 STREET, NEW YORK 19, N. Y,
TELIPHONE: CIRCLE 5-8900

"WHY EXPERIMENTAL FILMS?"

A showlng of important abstract filws is being presented here as a
factual demonstration of the coming of age of a new medium,

The films included will show the evolution of early experiments to
reeent dramatic developments, wherein abstract sound and mobile color,
pattern and design are integrated, as well as film footage that has never
before been shown publicly.

The prints are on both 16 and 35 mm, film; socme, in black and vhite
but most are in full color, Gaspar-Color, Technicolor, Dufay-Color as
well as the Kodachrome processes are represented,

There will be work by: HANS RICHTER, VIKING EGGELING, LASZLO MOHOLY-
NAGY, OSKAR FISCHINGER, MARCEL-DUCHAMP, LEN LYE, NORMAN MacLAREN, ROBERT
BRUCE ROGERS, JAMES E. DAVIS, FRANK STAUFFACHER, FRANCIS THOMPSON, FRANCIS
LEE, HUGO LATELTIN, SOREN MELSON, WHEATON GALENTINE and JOHN and JAMES
WHITNEY,

Edward Steichen, Director of the Museum's Department of Photography
has selected the films, He will talk about abstraction in photography and
analyze the films and their different techniques and vrocesses as they are
shown, He believes that this provocative new medium with its varied
potentialities is destined to play an important role in television as well

as in motion pictures and that it offers challenging fieclds to the auda-

cious, inventive and probing minds emong the rising younger generation of

painters and photographers,
These films and their analysis will serve as an amplification of the

Museum's recent exhibition, "Abstraction in Photography,"
This is the third in the Museum's series of 12 evenings in the Audito-

rium presented by the Junior Council, It
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THE MUSEUM OF MODERN ART
Date_Decexbor 23, 1901

E., Stelchen . P 515 el 0 ol LIS t | TLMSY
O Gramsglia Re: - ¢

Me Akermark

e heve urranged screening time on Wednesday, Jenuary 2,

between 1,50 and 2,30 o'clook and we will run as many of
the following films am posalblep \
—
horm:n tclarens
VOHK SHOP EXPUHILFTNT
SThHS AFD 8TRIVES
HEN HOP L
PLITOLET PERCUSSICN with DOTS i

These four fllms from lational ¥ilm Board of Canada,

GLENS FALLS SEOUENCE (11b) D. Crockwell Y= MMQ@A,

SWINGING T FAMBETH WALK (LIB) Len Lye
These two fiime from MNA

Clnema 16 fllmsg /"
LI BILJOU :
Ll s ] ——
3 ABSTRACT I'IIM EXTRCISFES
FILM EXCEHBISES # 4 & 6
L IMPROVI SATION ,‘; 1

. GoLok DESIONS ¢ 1 Lap foanl —

pecause of booking commitments Nr. Vogel 1s not sure
thut he can let us have ell of these films but he will
let us have aa mnny a® possible,

I will arrange &o hava thess films piched up on Wedneeday

APl ) - -
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THE MUSEUM OF MODERN ART
D"‘wry-q,_:m—'

To:
My, 3Stelchen N3

~ From:

M. Akormark

These fllms are definlte:

RIOYTIIUS 21 = lluns Richter = 2 min.

LICHTSP1I.L, = Moholy=lingy = b mine

COLOUR BOX = Len Lye (35mm) )
)} 5 min.

KALEIDOSCOPE oy ol WS

 PEN POINT PLRCUSSIONS = kciaren = 7 min,
- Loors 3 2 - 3 min.

RHAPSODY = ltogers approx. 4 mine

REFRACTIONS # 1 = James Lavis = 8 min. :
excerpt from FORN FVOLUTION = Frank Stauffacher = 2 nin, _
excerpt fronm Francis Thompson's absiract liew York film ~ 4 mine
| 1941 = iFrancis Lee = 5 min. ] /

COLOR DESIGHS # 1 = Lateltin = (last part 2-3 n.’sln.‘!_)

| i
ROOM STUDILS # 1 and # 2 = Soren Kelson (Danish b;. & we) = 7 min,

These &are not so0 certaing

ANAEMIC CIHIMA = yorcel Duchamp = 3 wine
Fragmente from NMcLaren's WORKSHOP EXPERINENT

Grande Finales STARS ARD STRIPES Ly Filschingsr oF
A ©  py NoLerem '

'
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Mr. Stelchen
Oe Gramaglia

Ve Akermark

VA gl I
Tne followling {1lms &re to be soreansd January 9,at 9,30 = ons

LT RNyOHUS 21 . Yans Richter, 1928 - i .
VSEYYDVOUIE DIATONALE o Viking Fggeling - 1924 - .j{
L ANATNIG CIEFNA = Marcel Duchamp - 1986 — 5 pr2zav. K‘C“I )
- I_M'lu--‘zf.l.. = Lo Noholy=lagy = 1932 < -/.2, P, ;
SSmm TN LYF (& il he t‘ill‘bt‘lny, bl & W) 3904 (2)
o -z‘}‘:n Lye, 1936 372"

o 25 .
OIS LN 7 L - Hugo lateltin, 1949 ()/M.MJMMJ

2% -2 —_—
5.“ '3 LR = Soren Kelson, 1948 ¢ 793

« FHESACTIEES 1 - James E. Davis, 1951 - :\'_'}"3_.- . ecué'%f‘u{s'
PHAP ODY = K, He Ropers, = /9S7/ - 7 rmn. e

mffr\
fz’/-mb'vf “ORE FVOLUTION (excerpt to be ceclded on) . Im,,k/:r teuffeeher, /7
PEN MI!W" RCUSSION & 'S «tiorman Molaren, 1881 (10.'L, 1948) 35mm

~=- Francis /9 1= 3 i andin MMM
y o il 14
g i-’;'nnon Thompson 7 rmrne (Mmszhfiﬂm-t)
EXVLIRLIENTAL llLL., by Wheaton Galentine — 3 "} i B2
I'TLKMS by Cecar Fischlnger
Vit Ty BRO'S filne - 76/
35 STARS AND STHIPES by Normen Molaren, 1943
: /

£ — 2% rae

& Owd&/ / 2 e -y, TR
5 #7 Lts /é/ém #//3M¢M,I.W_W

— P4 Thn 25— “HVa .
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THE MUSEUM OF MODERN ART

Date___Januepy—10;—1063—

Rez_ LY LXPERIUI TAT EITMSY?

To: f, Steichen

From: y  pyxermark

Credits to the following organizstions who have lent us

films for this program:

A. F. FILMS, INC., Rosalinde Kossoff
CINEMA 16 Amos Vogel

NATIONAL FILM BOARD OF CANADA Janet Scellen, in charge of the
N.f.‘ Offico

- s . *
The Vhitney bros, and Oscar Fischinger have lent us their own prints.

FORM EVOLUBION; photographed by Frank Staurfncher
music by Leonard Hosenman
concelved and directed by Martin Metal,former
student and teacher with Moholye-Nagy at Institute

of Design in Chlcagoe.
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THE JUNIOR COUNCIL of THE MUSEUM OF MODERN ART
Presonta

The Third Program in Its Series, "The Related Arts of Today"
WWHY EXPERIMENTAL FILMS?®

s e Rl R
The Museum of Modern Art .
Hans Richter 1921 Rhythmus 21 .
Viking Eggeling ' 1921 Symphonie Diagonale
Marcel-Duchamp 1926 Anaemio Cinema
Laszlo Moholy-iagy 1932 Lichtspiel
| Len Lye : ' 1935 Colour Box

P
Francis Lee 1941 n1oan

Hugo Lateltin 1948 Colour Design
Soren Melson 0, 1948 Room Study
: Norman MacLaren 1948 Loops
Frank Stauffacher s 1950 Form Evolution
Robert Bruce Rogers /1951 Rhapsody
Jomes E, Davis i 4 1951 Refractions #1
VWheaton Galont:lno. 1951 .Water Stare
Oskar Fischinger L1929 Study 6
" " 1932 Circles
" " : 1949 Motion Painting #
Franois Thompson 1931 No¥opNoXo E el
John & James Whitney Akl Fin Brersisss #4 & ¥3
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THE BROOKLYN MUSEUM ART SCHOOL
ART FILII PROGRAM

Wednesday, January 16, 1952 Museum Lecture Hall
5:40 and 8:40 P.M. Third Floor

»

"QUR ABSTRACT WORLD"

1) Heo 3) GEOMETRY LESSON
2) PACIFIC 231 4) HENRY MNOORE

If you believe that the pictorial image may be remembered long after
the written word is forgotten, then the films you are to sce should
clearly communicate their meaning. If you are also susceptible to the
literary image, we have let the experts speak for themselves, and hope
that both word and image will contribute to a better understanding of
the art of our time.

"Socrates: T do not now intend by beauty of shapes what most people
would expect, such as that of living creatures or pilctures, but, for
the purpose of my argument, I mean stralsht lines and curves and the
surfaccs or solid forms produced out of these by lathes and rulers and
squarcs, 1f you understsnd me., TFor I msan that these things are not
beautiful relatively, like othcr things, but always and naturally and
absolutely; and they have their proper pleasures, no way depending on
the itch of desire. And I mean colors of the same kind, with the same
kind of beauty and pleasures. Is thut clear or not?"

(Plato)

"The art of the future will be more scientific and more imporsonal."
(Gustave Flaubert)

"Seicntific method and logical thought arce invading every realm of
human activity, lncluding that of fine arts painting. At some future
date there may well be collaboration of more than one sort between
artist and enzincer. The profcssion of artist-cnglineer is potentially

in the makinz,"
(Hilaire Hiler: Why Abstract?)

"That Nature is always right, is an assertion, artistically, as untrue,
as it is onc whose truth is universally taken for granted. Nature ls
verv rarely risht, to such an extent even, that it micht almost be sald
that Hatuvé is usually wrong; that is to say, the condition of things
that shall bring about the perfectlon of harmony worthy a picture is

rare, and not common at all."
(James A. McNeill Whistler)

"] have not tried to reproduce Nature; I have represented it,"
{(Paul Cezanne)

"Apt has many faces, There is no one reality, no uniform visien, for -
ench man makes his own. Because man rarcly sees the same object in the
same way, artists take liberties with naturc, altering and exaggerating
as thelr needs and experience dictate. With the recent extension and
acceleration of knowledge come added difficulties for the spectator who
sometimes fails to understand art forms which result from experienceshe

may not have had..."
2 (Katherine Kuh: Art Has Many Faces)

"Admittedly modern art involves a disintigration of the cultural values
of the past--so does the original art of every fertile age."
(Henry Read: Art Now)

"People who try to explain pictures are usually barking up the wrong
tres, They speak of naturalism in oppositlon to modern painting. I
would like to know if anyone has ever seen a natural work of art.
Nature and art, belng two different things, cannot be the same thing.
Through art we express our conception of what nature is not.

(Pablo Picasso)
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DEPARTMENT OF ZOOLOGY AND PHYSIOLOOY
VWeLLEsLEY CollEoz
Wi ay, MASsACHUSETT

January 21, 1952

Miss Iris Barry, -
Director of the Museum of Modern Art Film Library
11 West 53rd Street, New ¥York 19, N. Y.

Dear Miss Barry:

We are trying to get together some experimental
films for a showing before a small faculty group on April
i

In Miss Loucheins article in the New York Times
yesterday I see mentioned the Francis Thompson film, N.Y., N
1951, rwiich we are snxious to get if available. But I do
not have information ss to where to write. Perhaps you
would help me out on this,.

I note a reference to Mr. Steichen's survey of
films in this field &t your museum. Is there a list or
program of which we might have a copy? We want to present
some general information on this subject at the showing,

" we have afew newspsper articles but wonder if there are
" any books in this field as yet?

We heve your catalog of documentary and educational
films printed in 1950. Are there any additions to your list
in this field? Among other things we are looking for a short
sur-reslist or symbolic film, Perhaps you would sug.est a
good one, I have Been Mother's Day but really need a shorter
one for this occasion.

We shall be most grateful for any information
and suggestions,

Yours sincerely,

Kowsk s

Krs, Margsret B, Houck
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DEPARTMENT OF ZUC1NGY AND FlITSIOLOOT
WELLBSLEY TOLLEGE
WIELLEILEY MASSACHUSETTS

Kins Iris. ’

Dircctor of 1l Fussum of Modirn Art Filn Febriaty 4, 1052
11 West 0514 Sirest, Yew York .“,Ql H. .

De g

Mrw, Nargaret: E, Houck + iler some experimental

,j"Depart.men_t. of' Goology & Phya.iibloéy:ult.;.f proug on Apiil
17 Wellesley,College
Wellesley) Massachusetts _ \
In Mise Loucheinls srticle inm ths Wew Yors
¢ Deap L{.rg._ﬁﬁquckau ared e rraneds Thrmysen
L]._r.-?-:-‘l, x ‘;i(..';"l vire -

-« i Thank you for your letteriof January 21,

net i + inf

. \ {
Wik i 2

The f1lm you are referring to N.Y., N.Y.
has not been comple ted yet = Mr, Francls 'Thompson was kind
ri18Moyghito lend jus the print as is.: bite s st o

B . o amal e nmFOR yOur informatton we-bwe herewlth .en=
©. closing a 1list of the films we showed January ‘15, in conne
r.ection with Edward Sbelchen's talk, After the f£iims that
""are available I am lieting the source.

V¥

. R BT Inljit'hq' current (Pebruary) issue of "Magas
4 21ne o Art" Ls an interesting article by Hans Richter, /'t
Mwhich I am sure will be, useful Lo you, .~ ool oo

FIEREES R K : t

= . e L DT oy 1t ¥ . .
go: N e Ve are planning to meke up a program,very
9%'gimilar to the one presented by Mp. Steichen, and make 1t

avallable for distributlon, When 1t will be ready,however,
we do not know yet.
ant %

There 1s & certaln amount of literature on
the experimental films and I esuggest that you write to our
Librarian, Bernard Karpel,  and ask him for;a list of sulte-
able books, AR

Jemes broughton, who made MOTHERS DAY,has
since produced a number of cther films and they are avail=-
able from A. F, Films, 1600 Broa dway, NYC, >

Pleaso do not hesitate to write if I ocan
help you with further inforratisn. - :

- Sincerely yours,

Margareta Akermark
Circulation Director
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511228-8:;_ FOR IMIEDIATE RELEASE
195 3
"WHY EXPERIMENTAL FILMS?" TO BE
PRESENTED AT MUSEUM BY EDWARD STEICHEN

A presentation on Januery 1E of ebstract design in motion through
excerpts from abstract films will be the next Auditorium evening
event in the Museum's series on The Related Arts of Today. Edward
Steichen, Director of the Iluseum's Department of Photography, will
analyze and review this subject which he feels ‘opens new horizons
for painters and photographers alike. Most of the films are in
color,

Some of the earliest abstract films made will be shown, but
the major emphasis will be placed on current work, including some
never before shown publicly. The works to be shown and ﬁiscusqed
include silent films, films with recorded musical accompaniment, and
rilma with the accompaniment drawn on the sound track. Also repre=-
sented are animated abstractions drawn directly on the positive film;
photographs of plastic designs under colored lights; designs pro-
duced by moving beams of'light, and shifting patterns produced by
prisms and multiple exposures,

These filma and their analysis will serve as amplification of
the Muyseum's recent exhibition, "Abstraction in Photography,"
organized by Mr. Steichen,

This is the third im the Musoum's serles of 12 evenings in the
Auditorium, presented by ths Junior Council, It will take place at

8:36 Peme. On Januery 185. Tickets awre available at the Museum of

Modern Art, L1l Weal 53|3ﬁ9383%'96w megbers $1.50; for non-members $2,
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Varigam Inventor,:
~ Honored by P.S.A.

R. ROWLAND 8. PO’I’I‘ER.,:
a leader in American pho-|
tographic technology, was|

% sments last week at a simple cer-|
:, Bmony preceding the regular
; ’.:mnnfmy meeting of the New York
_ 3 " SBection, Technical Division, of the
_-_‘.Phowgraphic Society of America.|
«*.For his “long years of service to
‘the P. S, A, the Technical Divi-|
slon and photographic technology,”
“Dr, Potter received the soclety's
" Special Bervice Award, Norris
Harkness, president, made the
presentation. The recipient, now!
- ‘semi-retired, is known particular-
"1y for his invention of the variable
% contrast paper, Varigam. He is a
«charter member of the society,
has gerved as its director and
first vice president and founded
the Technical Division,
The program centered around
the introduction of a working »
imodel of Dr, Potter's recent in-
vention, the Aristo Gradacon, the|
variable-color enlarging light unit! g
for printing Varigam paper. In|
addition to the inventor, who dis-| ®
cussed the effect of light sources| !
on variable-contrast emulsions, ||
_ other speakers were Andrew Azan.'
who developed the light snurce!|
. for the Gradacon, and O. 8. Bill-|(]!
man, technical representative of| m
Du Pont. Mr. Azan, who is chief g

L4

-

honored for his achieve-|i”

i

i

N s
95-'.,’

;

y el

Bkaby 2 .20
PHOTOGRAE

ABSTRACT
PICTURES

Museum of Modern Art
Presents Films

e

e

|

|

By JACOB DESCHIN

HOTOGRAPHERS who wit-|
nessed the program of ab-
stract films at the Museum|
of Modern Art last week)

seemed more concerned over the|

abstract's validity asa photograph-| '
ic medium than appreciative or| :
its unique qualities as a new andl'-
distinctive graphic form. One of|
the principal barriers to accept-
ance of the abstract appears to be| ' '

the general tendency not only to| .

isolate mediums but to set up fur-

ther categories within each me-||
dium, A major characteristic of the|
abstract, as demonstrated in the
show ol eighteen films at the mu-|
seum, is to cross boundaries wilh-F._
out respect for conventional divi-|’

§|sions in order to create something|

‘laltogether different—a kind of]

synthesis that combinesg line, form,

color, sound, music and movement.

Basically, however, if only be-
cause movement is the predomi-
nating element and the physical ve-

T

£

m that the medium is essentially pho-
o |tographic.

hicle is film, those who insist on a
label cannot escape the conclusion

This will hold true,

Figchinger. This film, one of three

tion Painting No. 1" by Oskar S

by the same artist, and made by|

painting primarily circular designs| 3
in varvious colors on & sheet of|f
glass, was so completely satisfying
that it brought prolonged applause,

llhel'zfore. even in such extreme

as Norman MacLaren's
|“Loops,” in which both pictures
and sound track were drawn by

hand on 35mm film, frame by-l

" technician and designer of Aristo) 2
Grid Lamp Products, Inc, ex-
plained the operation of the unit,|

STEICHEN ON ABSTRACTIONS
A program of abstract films|
tracing the development of the
experimental film will be given at
’ 8:30 P, M, Tuesday in the audito-
(rium of the Museum of Modern
'Art, Edward Steichen, director of|
the museum's Department of Pho-
tography, will discuss abstraction)
‘in photography and comment on)
the films as they are shown. The
= program is an amplification of|
the museum's recent exhibition of|
photographic abstractions and WIII|
. Include films made on Gaspar-
Color, Technicolor, Dufaycolor and|}
|

»

?.

" Kodachrome as well as some in
Olack and white by sixteen leaders
in the field. Tickets at $1.50 for

frame, |
Edward Steichen, head of the
B|museum’s department of photog-|
i raphy, who commented on the
& |films, introduced the program by
.'wferring to abstraction as the
B/ “Cinderella” in the field. The ca-
pacity audience witnessed a pro-
gram that ranged from Hans
Richter's ploneering “Rhythmus
21,” made in 1921, to films made
last year and representative of
most leading techniques, These and
other abstract films may be seen
from time to time in the museum’s
auditorium or at the monthly
shows of Cinema 18,
Emotional Response
The abstract film has neith
ing nor recognizable cont
its goaml being merely to evoke
lsome kind of visual or emotional

er

+

ivallable at the museum.
/| The museum also announces the|
"% jesults of the print sale which|
A '::losed last Sunday, Flfly-{we|
orints by twenty-four of the
whirty-eight photographers repre-|ff
o4 sented in the five-week show sold|

i*  members, $2 for n bera ure|

Y
ad

" (lers were Harry Callahan, seven
v ]Dl‘lnu; Eliot Portér, five; Jeanet-
i 'te Klute, five; Wayne Miller, four,

for & total of §045. The best sel- I

Tesy in the observer. It is de-
sign in motion, with or without the
ald of sound or music, This can
be monotonous and boring. as it
proved to be in several instances
during the show. However, It can
be, and often was, very extciting.
Through sheer imagery, the pace

color and form, effects were
achieved that ranged from the

Lines, forms in various shapes,|i "

of the movement and changes inj/

masseg of color, drawn or painted|
images were used in most of thel-
films, The closest they came tol
recognizable objects was In Laszlo|
Moholy-Nagy's 1832 “Lichtspiel,”

and other devices to photograph an}
impression of what Mr. Steichen
called “the anonymity of people"
in a big city. Color achieved en-

Wheaton Galentine's 1951 “Watgr!
Stars,” using soap bubbles, was
another contrivance.

Abstract films are produced in
the main by amateurs who, in ad-
dition to arlistie ability and in-
genuity, have a sense of craft and
the patience to complets a film
that may take hundreds of single
exposures of drawings or objects
to produce the desired motion on
the screen. Although most mate-
rials and apparatus used are fairly
gimple, the precision and effective-
ness of the timing as well as the
painstaking effort iavolved limit

a study in montage by a leader in| *
the field, and Francis Thompson's|.
1951 “N, Y., N, Y.,” in which the|",
photographer used multiple prisms|

tirely through refraction, as in}

B G W gy UEL A

the field sharply,
= ey LT

near-slapstick to the highly pre-
olse and remarkably colorful “Mo-

l_.

E e = o
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By ALINE B. LOUCHHEIM

T often sadly turns out that the

very man who fought most
“J ardently in his youth for the

new, experimental ideas of his
time clings so tenaciously to these
pioneering efforts that he is un-
able to welcome succeeding ideas
and becomes in his later years the
most die-hard of reactionaries. Not
so Edward Steichen.

He was one of the first to recog-
nize photography as an art—his
first one-man show of prints
(peinture 4 Ia lumiére) took place
in Paris in 1802, Today, as direc-
tor of photography at the Museum
of Modern Art, he Is the most fer-
vent champion of those who ex-
plore new directions: in his field.
And the Museum's enterprising,
energetic Junior Council gave him
a chance ths week to present the

?

[ il -]

times as “abatract,” sometimes as
“experimental” art films,

Art on Films?

The place of these films is a
complicated one. Witness the prob-
lem of Amos Vogel of Cinema 16,
another flery crusader, He invites
a movie critic to a viewing and is
told, “Those are art films—that's
for the art department.” He
‘|phones the art critic and is told,
“Thdse are films—that's for the
movie department.”

For many years now this work

J|orphan, But let's face it—it might
have been easier to find foster
|parents if the child were not so
difficult, often straining not only
the mind but also—and most un-
comfortably—the eyes (Is it that
{the eye cannot change ita focus
swiftly enough, or that, since most
‘|experimenters cannot afford the
vast expense of technical perfec-
Itlon, there Ix an inordinate amount
of jerkiness?). Tha child would
surely ba mores readily appreciated
it hd mads shorter wvisits: but,
poor thing, he has so few chances
to be scen that whenever he docs
he has to try to show off his whole
bag of tricks.

Three Kinds

Actually these films belong to
the realms of both art and films.
Captain Steichen’s selection divides
into three general categories
There are those films which use
photography to capturs images di-
4 rectly or by distortion through the
use of prisms, reflections, refrac-
Itions, ete.; those which sre cine-
matle photography of printing,
whera by means of the cemera we
see the painting change and svolve;
and thoss which &rs palntings In
motion, that ls, whers drawing and
painting are dons direcily o the

L LR . T e——

In. the fret category, for In-

case for what are known some-|

|has thus remained a neglected|

In Museum Program
At Modern Art

Steichen Surveys Medium

THE CASE FOR ABSTRACT ART FILMS%:

Many artists have been courting
these elements—Gabo's sculpture
depends for its total effect on the

well as on the play of light; Lip-
pold's exquisite spiderlike wires

anonymity, movement and i

stance, is Moholy-Nagy's “Light-|and there are Calder's mobiles, in
Play" of 1932—where his specially|some of which the sculptor is even
constructed apparatus (itself A |seeking a relation between motion
handsome plece of abstract sculp-|and sound. Such painters as I. Rice
ture) is manipulated to set in mo-|peirera, loo, want to set their
tion & poetic sequence of images|images In motion by means of
with light playing over and|changing spatial relations and
through varied shapes and tex-|changing light. For such artists,
tures. Francia Thompson's not yet j;st as forms are not conceived
{edited and still soundless film of|a4 static entities and just as space
1851, "N, Y., N. Y..” is quite differ-|j4 not immutable and measurable|
ent in spirit. This 1s a color film|yy a network of perspective, so
which gives everyday reality eX-||jght itself has no constant intensi
pression in abslract terms, using|ty or fixed source.

prisms, superimposition, distortion
and other devices to achieve a/The Future
compelling and imaginative vision

of the city's speed, excitement,|and challenge, you might ask what

sculpt light and space themselves,

Granted the medium's validity

of its achiev For me there

;|

beauty.

fraction of light.
Second Sort

Somewhat related aye such films| performance and ultimate hope.
as James E. Davis' “Refractions|Even in so highly selective a group
No. 1" and Wheaton Galentine's/as Captain Steichen's there are un-
“Water Stars"—films which photo-|deniable tentativeness and tire-
graph fluid, mobile colored light,|someness and lack of complete ®
the color in these entrancing vi-|realization. Usually neither the
sions actually produced by the re-|images themselves (sometimes dull
and graceless to the point of vul-|"

In the second category are such

films as Hans Richler's 1821

& 53 ingful enough to sustain long inter-
Rhy_thm 21"—the first, and a|..¢ o4 intensity. “Yes,” said Ed-
classic of its kind—built on cth;- ward Steichen, “but it's good
ing proportions of squAres, YeC-\{p.ce young men are trying tol

tangles and lines which move in|y. 1 pet = -
depth as well as on the surface, Or ‘::d dmc‘:;;‘-t-'h i atteptiCiEping. :

the far more ambitious “Motion
Painting No. 1" by Oskar Fisch-|are contagious. The “art film” in
inger, done in 1048. This prodigious|s sense is in its infancy. Tha op-
undertaking Is a painting on glass|portunity for painters and sculp-|]
(each stroke occupying a single|tors who are willing to learn thel'
frame, the camera stopped and|arduous technical means is enor-

is still an enormous chasm between

garity) nor their evolution are
alive or developed or imaginative
or visually and emotionally mean-

Steichen's faith and patience

changing relationship of forms as|3

started after each change) relnted

which ‘delermines Its  tempo,

Imposed by the music is admirable
and several passages—such as one
which looks like a building mosaic,
another like animated stitching,
and another of whitened squares—
are so full of imaginative visual
fantasy that it seemed almost as

in motlon,

Drawing on Flims

The third category—drawing or
painting directly on the film—in-
cludes Len Lye's gay experiment
of 1935 and the Irresistible filma

The Intter's "Ba Gone, Dull Care"

auperb and acintillating job whers
wittily concelved shapes ara syn-

chronized perfectly in spirit as well
as tempo with the music. Me-
Claren haa also evolved m sysltem

It paintings by Kles had been set
L]

of the Canadian Norman McClaren. ||

(not in Lhe museum showing) is ajt

mous, I believe the only obvious|
to n Bach Brandenburg Concerto|ganger lies in the “purist” ap

proach, which insiata that the “ab-
rhythms and its Jogical visual de-|giract” or non-objective image is
velopment, Purlsts objected to this{the only vital one.
relationship and others felt some|New York film and Galentine's
of the images wera tritely used.|(which is based on soap bubbles)
But for this reviewer the filmimight be kept in mind as safe-
seemed a masterful job: the order|guards against such rigid thinking.

|

Thompson's

|l r e T e
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p'llmnu the art critic ang in told el L0 und graceless to the point of vul-

“Those are films—that'y for the [Second Sort garity) nor their evolution are

movie department." In the second o alive or developed or imaginative
ategol

For many years now this work|films as Hang tl:fch?;;:. :‘;;1 or visually and emotionally mean-

has —hue emaineg R neglected|"Rhythm 21"—tng st ang ingful enough to sustain long inter-

jorphan. But let's face it—j¢ classic = *|est and Intensity, “Yes,” sald Ed-
might of its kind—bullt on chnxc- ward Steichen, “but ll!.'s good

have been easier to find foster ing proportions of uare
dittiouts, s Mild were not softangles and lines whith meve Lo kstrof e e e i
difficult, often depth as well as on the surtace, Or| V2 ore _I:hay attempt g
: the far more ambitious “Motion| S dmcin'g.
thy ortably—th eyes (In it that|Painting No. 1" by Oskar presr| Sttichen's faith and pa o
|the eye cannot chan inger, don .-~ "|are contagious. The “art film" in
{ ¥ change its focus|inger, done in 1949, This prodigious|y gonee 1g in its infancy. The op-
J|SWIftly enough, or that, since most undertaking is  painting on glass ortunity fo = inter, 1‘:ﬂd 80 ]p'
experimenters cannot afford the|(each stroke occupying = single fun whgr ar: \f:lline .m 1 rlut-lfI
VBSL expense of technica] perfec-{frame, the camers stopped and|yian0u, technical Eeanl ul:rannrf
tion, there is an inordinate amount|started after sach change) related| .y 'I belleve :h: only obvious|
of jerkiness?). The child would|to & Bach Brandenburg Comoerts danger lies in the “purist’ i
surelg be more readily appreciated| Which *determines its  tempo,|nroach, which insists that the “ab-
it he made shorter wvisits: but,|Fhythms and its logical visual de- stract” or non-objective image is
poor thing, he has so few chances| Velopment, Purists objected to this the only vital one Thompson's
to be seen that whenever he does|'elationship &nd otherg felt some|New York film and Galentine's
he has to try to show off his whole|of the images wers Lritely used.((which 1s based on #0ap bubbles)
bag of tricks. But for this reviewer the film might be kept in mind as safe-
Three Kinds seemed a masterful job: the order guards againat such rigid thinking,

imposed by ths music is admirable _— n
Actually these films belong to/and several passages—such as one

the realms of both art and films.|which looks like a building mosaie,
Captain Steichen's selection divides another like animated stitching,
into three general categories.\und another of whitened squares— |8
There are those films which use are so full of imaginative visual
photography to capture images di- fantasy that it seemed almost as
rectly or by distortion through the|jr paintings by Klee had been et
Use of prisms, reflections, refrac- In motion,

tions, elc.; those which are cine-
matle photography of painting, |/Prawing on Films

Where by menns of the camern we The third calegory—drawing or
see Lhe painting change nnd svolve; painting directly on the film— -
and those which are paintings Injciydes Len Lye's gay experiment
motion, that is, where drawing and|o¢ 1935 and the Irresistible films|.
painting are done directly on the|or (1,q Canadian Norman McClaren.
film. The laiter's “Ba Gone, Dull Care"

In the first category, for In-|(not in the museum showing) is &
superb and scintillating job where
wittily concelved shapes are syn-
chronized perfectly in spirit as well
as tempo with the music. Me-
Claren has also evolved a syatem
of drawing sound on the film so
that the shapes determine the
sound. “Loops,” for instance, cre-|
ate a low rumble that sputters
and burps in entertaining conjunc-
tion with the images.

The experimental films of the
Whitney brothera pull several pho-
tographic techniques together and
introduce = new departurs in the
use of electronic sound, Devoteas
find these the highest point in the
development of the abstract film,
pointing to the “purity” of their
concept (squares and circles in a
sort of perpetual fugue), the ad-
herence Lo the limits of the medi-
um in sound as well as sight, and
the develop of simult
contrasts of color and the usa of
color to leave & persiating image
on the retina.

Potentlalities

Does all this add up to a valid
art form or is this “coquettish sx-
periment”? It would aeem to me
that there is no doubt about the
validity and potentiality of the
medium. For it offers a way of|4
. |using and controlling light and of
adding the dimensions of space and
time to our visual expression—
phenomena and dimensions which
are 5o hasically a part of our lives
and our thinking that they are
|logical, perhaps almost necessary,
elements Lo our art,

/
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Ideas on Film

£lid

Eyewitnessing the World of the 16mm Motion Picture

DOTS AND DASHES, CIRCLES AND SPLASHES

XPERIMENTAL films have lately
been enjoying new popularity,
but among their increasing num-

bers and varieties the abstract non-

representational film has remained -

the Cinderella. It is seldom seen and
less seldom praised; it has never at-
tracted the attention now commonly
given the documentary, the surrealis-
tic, the psychological, and the “art”
film. Despite the fact that abstract
painting is as accepted today as the
airplane, the skyscraper, and radar,
abstraction in film (except for a dab-
ble by Disney in “Fantasia”) has
reached few movie screens.

With these thoughts in mind the
Museum of Modern Art in New York
recently presented a three-hour pro-
gram devoted exclusively to the ab-
stract film. To be sure it was over by
midnight, and the Cinderella presum-
ably returned to the attic or basement

_or wherever it is that the abstract film
artist hangs out. Yet while it lasted it
was an exciting occasion for everyone
-present. The program covered some
twenty short-short films, the oldest dat-

ing from 1921, the newest s0 new it
_hasn't yet been finished. Edward Stei-
chen, director of the Museum's photog-
raphy department, selected the films
for this important artistic debut, and
also introduced them to the audience.
Into one sitting was crowded the work
of some seventeen artists, covering a
period of over thirty years.

In spite of its lasting too long, the
program stood up well, It demonstra-
ted for one thing that there are
enough significant abstract films to
make up a good many stimulating
programs. It further demonstrated
that seeing an integrated program of
_exclusively abstract films is far more
enjoyable than seeing one or two
thrown in as program fillers. Now
that the films have been tracked
down, similar programs will undoubt- '
edly be repeated in other museums
elsewhere in the country. Before going
on to report on the films themselves,
let us stop and bemoan the one major
disaster in nontheatrical film show-
ings of this kind.

The program at the Museum of

Duchamp's *Ansemle Clnome"—"nesl bt secssscrily Dlmslted.”

A : o
et u

Modern Art was too long for the au-
dience to take at one sitting. As a mat-

. ter of fact, in the course of attending

film showings for the past several
years, in New York and elsewhere, 1
have yet to see one that wasn't too
long.

1 have come to the conclusion
that no program of short films should
be allowed to last more than an hour
and a half, from start to finish. This
gives ample time for three or four
average length shorts; in the case
of the short-shorts, as many as ten
or twelve can easily be shown. If talk
is to accompany the films (and I per-
sonally prefer careful program notes
to almost any speech in the world),
then film time ought to be cut to
sixty minutes, and talk time should
never exceed half an hour. Once you
streteh the program to as much as two
hours you are apt to continue stretcning
indefinitely, You end up by trying te
show everything that is worth show-
ing, thereby spoiling the total effect
and at the same time including 8
number of films that never would °
have been missed.

1 am reminded of the story about
the woman who went shopping for a
hat. She found one she liked but was
shocked when the clerk told her the
price was seventy-five dollars. “How
can you expect me to pay seventy-five
dollars for this plain little hat?" she
asked. "Why, it has nothing on it at
all—no veil, no flowers, no ribbons—
nothing!” “Madam," replied the clerk,
“you are paying for the restraint.”
Many film audiences would be willing
to pay for a little restraint, if it were
purchasable, They would be likely to
come back for more films if they
could feel they hadn't already seen all
there is to see,

y .
HE following descriptions and .
A comments are based partly on Mr..
Steichen's remarks at the recent Mu-
seum of Modern Art showing and
partly on my own reactions to the
films: \

RHYTHMUS 21. In 1821 a young ab- _ '
stract painter named Hans Richter
created the first extant experimental
designs on film, using simple patterns
of black-and-white rectangles and
squares reminiscent of Mondrian's '
paintings. The film is brief, clear, and

" formal, and still ranks with the best

that has been done in this field, Rich-
ter, now director of the Film Insti- *
‘tute &t New York's City College, has
since devoted himself almost exclu-
slvely to the experimental develop-
ment of motion pictures.

“Rhythmus 21" is available for rental
to educational groups, on 18mm, and
36mm., from the Museum of

. ekt
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Art Film Library, 11 West 53rd 5t.,
New York 19, N. Y.

SYMPHONIE DIAGONALE. This film,
also dating from the early Twenties,
;s the work of the late Viking Eggel-

: ing, a Swedish colleague of Richter's.
Like “Rhythmus 21,” it uses negative
rather than positive film, and in a dif-
ferent but equally simple way it ex-
plores the free use of moving lines afid
forms. “Symphonie Diagonale” is also
available for rental from the Museum
of Modern Art Film Library,

ANAEMIC CINEMA. Circles and spi-
rals mounted on a record turntable cre-
ate an unusual and amusing visual illu-
sion which achieves neat but neces-
sarily limited rhythmic patterns and
symbols. The work of artist Marcel-
Duchamp in 1926, the film requires a
reading knowledge of French to be
fully enjoyed, and also a fluidity of
vision which I apparently lack. Even
s0, it is fun. Available from the Mu-
seum of Modern Art Film Library.

IGHT PLAY BLACK-WHITE-GREY
(LICHTSPIEL). Laszlo Moholy-Nagy
i.n “Light Play” (1932) filmed a spe-
cially constructed apparatus of steel,
glass, wire, and other assorted tidbits,
using a wvariety of interesting film
tricks to lend visual support to his
unique investigation of motion, space,
rhythm, and design. Available on

16mm., for rental only, from A. F.’

Films, 1600 Broadway, New York 36,
N. Y. :

COLOUR BOX. An Australian named
Len Lye, then working in England and

now in the United States, was the first,

of the abstract experimentalists to
apply paints directly onto film, His
“Color Box" (1935), like the several
others he made, were intended as
spot advertisements for various Brit-
_ish Government agencies. The film is
a lively color abstraction set to jazz,

LOOPS. Norman

its message announcing with real
hilarity the services of the British
postal office. This is the kind of com-
mercial film art that American adver-
tisers will some day outdo them-
selves to imitate. Prints in 35mm. and
16mm. may be rented by educational
groups from the Museum of Modern
Art Film Library.

_1941. Using a number of unlikely odds
and ends that include ink, fire, and
light bulbs, Francis Lee, a California
artist, adds to the scope of materials
to be utilized in abstract color film
design. I find little other apparent
virtue in this work. Available for

" rental on 16mm. from Cinema 186, 175 -

Lexington Ave., New York 16, N. Y.

COLOUR DESIGN. Brilliant filmy col-
ors move rhythmically about the
screen like a bright, silky scarf dance
seen in slow motion. Steichen likened
the film to a Georgia O'Keeffe paint-
ing that moves. The film was made in
1948 by Hugo Lateltin, and as the title
implies it is sheer color. Thoroughly
enjoyable. Available for rental from
Cinema 18. .

ROOM STUDY. This is one of several
hand-drawn black-and-white doodles
made on film and set to hot jazz music,
the work of the Danish artist Soren
Melson. Made about 1848, this film
baldly shows the poverty of technical
equipment generally available for
these shoestring "Cinderella” produc-
tions. Available from Cinema 16.

McLaren's lively
hand-drawn-on-film opus derives obvi-
ous inspiration from the work of his
teacher Len Lye, but in this film
McLaren has gone a step further in
producing a hand-drawn-on-film syn-
thetic soundtrack, McLaren is a young
Canadian who in the past six years
has won worldwide recognition for
his film creations, which Steichen

salutes for their boisterous, gay,
youthful qualities. McLaren's work,
compared with many of the films
which preceded him on the program,
shows him to be a real prolessional
much in d of the techniq
of his craft. This allows him time to
make his films really thoughtful, orig-
inal, and appealing. Credit for Mc-
Laren's many successes goes also to
the National Film Board of Canada,
which takes advantage of his talents
by providing him with the equip-
ment, time, and freedom he needs
to make his sensational little splashes
on film.

Just for the record, McLaren has also
begun work in three-dimensional ab-
straction; his first two films, really
feeling his way around in the new
medium, were shown last summer at
the Festival of Britain's specially con-
structed theatre. It will be some time
before they can be generally shown
in this country. “Loops" and other
McLaren shorts are available for
rental and purchase from the Na-
tional Film Board of Canada, 1270
Avenue of the Americas, New York
20, N. Y. '

FORM EVOLUTION. This is a color
film designed to show art students
~some of the essentials in form changes.
Only the final portion of this thirteen-
minute film was shown, ending in a
completely abstract swirl of color and
design. Photographed by Frank Stauf-
facher, with music by Leonard Rose-
man, the film wa's conceived by Martin
Metal, one-time student of Moholy-
Nagy. Available from A. F. Films.

RHAPSODY. Set to the strains of
Liszt's "Hungarian Rhapsody" No. 6,
this color film made by Robert Bruce
‘Rogers in 1951 is not particularly in-
ventive or skilful, merely a rather
timid exercise in the use of color de-
sign moving to music. The final few
seconds are clever, in the style of Len -
Lye and McLaren. Available for rent-

5 films
in the series,
Mental
Mechanisms

FEELING OF REJICTION $&5. 23 min.

FEILING OF MOSTILITY 0¥8. 27 wmlm. |
OVIR-DIPINDENCY $98. 53 wle
FEELINGS OF DIPRESNOX $Use. 99 wim.
BREAKDOWHN $130. & wix.

Produced by National Film Board of Canade — ¥ cGraw-Hill, Distributors
For further Informetion e thess Rime welte lee CAT-FFOFS,

MeOraw-Hill Dok Co.~TINFLILME=120 W 43 $.~iow Tork 3d
'

al and purchase from A. F. Films.

REFRACTIONS §1. James E. Davis
has been making abstract color films
for the past several years, having
turned to the medium from painting,
His material is mainly reflected light
seen through moving bits of colored
plastic. In “Refractions” (1951) Davis
collaborates for the first time with
& musician, creating a new element
of film design, as Steichen pointed
out.

To the naked eye this film is less
pleasing than some of Davis's earlier
unharmonized films, It jumpa quite a
bit, a disturbance that could enslly
have been remedied, Davis says, if he
had been born three-handed. Avail-
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ablé for rental and purchase from A,
F. Film.

WATER STARS. This is an unassume-
ing and utterly charming little film
using multiple and distorted images
and color of simple soap bubbles,
. Wheaton Galentine, whose basic work
is in still photography, made it in
- 1951; it is his second film, the first
being in black and white and con-
cerned with the variations, distortions,
and multiplications of g mathematical
curve. “Water Stars” is four minutes
long and makes a pleasant interlude
for almost any kind of film program.
Prints are available for rental from
Wheaton Galentine, 4 Egst 48th St.,
New York, N. Y.

WORKS OF FISCHINGER. Anyone
with a deep curiosity about film ab-
straction must look seriously in the
direction of the one man who has dedi-
cated most of his life to this medium.
He is Oskar Rischinger, undisputable
master of the craft. Three of his films
were shown by Steichen: “Study #6"
(1929), “Circles” (1932), and “"Motion
. Painting #1" (1949). The first two, in
black and white, are humorous, con-
trolled, calculated, and free at the same
lime. That is to say, they are very ap-
pealing. “Motion Painting” is a longer
oand more ambitious work which took
nearly two years to complete. Filmed
in Technicolor, it is an oil painting on
glass with dark, harmonious colors
moving in segmented circles to the
music of Bach. The audience in gen-
cral responded well to all three
films; their sustained, dignified ap-
plouse matched perfectly the spirit
of the fork.

I must add that some people, indi-
viduals rather than the group as a
whole, found the “Motion Painting”
too long, repetitive, and abusive of
Bach's music. To me it was abstrac-
tion with a soul. I believe that at some
later date Fischinger will be widely
“discovered” and acclaimed as one of
the cinema's important creative crafts-
men. For information about the films'
ln\'ailnbilily. write Oskar Fischinger,
. 1010 Hdmmond St,, Hollywood, Calif,
'*bz,’: Y. Francis Thompson is an
oulstanding photographer and director
of documentary films who has been
using his spare time to make a film
just for fun, “N. Y,, N, Y." is as im-

AF FILMS
pratanis

Experimentals

Relractions 31, Light-Play Block-White-Gray
: Writs for Cataleg
1600 RWAY, NYC

Saliviay W
pertinent as its abbreviated title im-
plies, Abandoning his usual straight-
faced camera reporting, Thompson
here uses multiple prisms to capture
ard reflect the sterile beauty and sol-
emn audacity of the biggest city in
the world, Some of his scenes and of-
feets are breath-taking, some only fas-
cinating. Thompson, too, is a profes-
sional, and this shows up in the fact
that the film doesn’t run away with
him, as it easily ‘might have. Though
still  uncompleted  (when Steichen
showed it the sound track had not yet
been composed), “N. Y., N, v." prom-
ises to be the first abstract film with
sure-fire popular appeal, It deserves,
and probably will get, wide distribu-
tion in theatres across the nation.
You'll hear more about this Thompson
film when it is finished and ready for
release.

FILM EXERCISES #4 and #5. Enter
the Whitney Brothers, John and
James, two young men from Califor-
nia whose work Steichen hailed as
“the most important thing that has
yet been done in film abstraction.” He
points to the studied form of their ex-
ercises, their highly coordinated use
of motion, color, light, and sound.
Steichen finds in them a new dimen-
sion in which space becomes endless,
and he addy that the flms must be
seen several times to be appreciated.
I found them tedious; I should say I
found it tedious, for I left before the
second one started, It was slow, mon-
otonously shaded, and swimming be-
fore my eyes. Granted that the sound
was electronically devised, and that
what I saw wasn't really on the screen
at all but a persisting image of some-
thing that had already faded away—it
was still slow. Granted that these are
new and important techniques, I was
bored.

It takes vision to perceive greatr.ess
in a really new art form. I am satis-
fied that Steichen has the vision: but
I, and many of the people in the audi-
ence that evening, do not share it. 1
shall, as Steichen suggests, see the
Whitney films again whenever the
oceasion presents; and I shall happily
report any turn I take, for better or
for worse. Event noW I can say you
should see at least one of them for
yourself. Available for rental from
Cinema 186.

STARS AND STRIPES. To get his
nudlence to their feet, Steichen chose
this three-minute McLaren ditty, prov-
ing ence and for all that he who laughs
last laughs best. Avallable for rental
and pirchase from the International
Film Bureau, 8 North Michigan Ave,,

Chieago 2, 111,
) —Crenw Svanh

Meseh ¥, 52
For HOME, CLASSROOM
and COMMUNITY THEATRE

16mm Sound Films on
subjects of vital global importance,

NEAR & FAR EAST

“Fight in Malaya™

“Struggle for Oil”

“Report on Hong Kong"

“Ceylon The New Dominion™
EUROPE

“Where Britain Stands™

“Will Europe Unite™

“When You Went Away”
EDUCATION

“Education for Living"

“Fight For A Fuller Life"
INDUSTRY

“Fabrics of The Future” \
WOMEN

“Women in Our Time"
CRIME

“Secotland Yard”

WORLD RESOURCES
“Rape of The Farth”

Japan”
"

“Gum'h““t “geotland”

information Il in the
belose and refurn to

T e e e -

BRITISH INFORMATION SERVICES
30 Reckefoller Plaza
Naw Yerk 205N, Y.
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