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Barr in New Museum Post
The appointment of Alfred H,
Barr Jr, as director of the museum

day by Nelson A. Rockefeller,
‘president of the Museum of Mod-
©  ern Art. Mr. Barr served as direc-|
| tor of the museum from its found-
e ing h: 1029 until 1943. He then
y director Tesearch

|
mungmdamﬂpmn g

collections was announced yesl’.er-] "

PRI e

What's Going On Be

I see by the sports pages thatian alr of great authority and
{from now on baseball writers are|rightness. Its support of indl-

to be barred from the Yankee dug-
out and clubhouse. Seems they're
very unhappy about it tuwo, not,
as Jog Williams points out, be-
cause they're going to miss the
stimulating company of ball play-
ers who generally are beyond thelr
mental depth when they get past
the comie strips, but because they
feel the public has a right to know
what goes on behind the scenes of
baseball and they regard them-
selves as the public's watchdogs
At any rate, nobody in the Yankee
camp has been able to answer their
hurt “how-comes?" intelligibly,
and the boys are bewildered and
angry at this unprecedented kick-
ing-around they're getting from
men whose exploits, egos and pay-
checks they have inflated.

They should work in my corner
of the office. The better part of
this week I've spent trying to find
out what's behind the latest an-
nouncement from the Museum of
Modern Art, a bland, brief state-
ment from Nelson Rockefeller,
president of the museum, that
Alfred HA Barr Jr. has been ap-
pointed “director of the museum
collections.”

vidual American artists and par-
ticular art trends can be an
enormously infiuential factor iIn
determining the whole course of
our contemporary culture. Besides
all this there s the Httle matter of
$3,650,000 the museum is
from the public right now for a
bullding fund.
But the museum goes on lfs
whimsical way, without a director
for four years, and for four months

without even a director of its
painting and Ip depart-|
ment. There never was a new di-
rectqr appointed after Barr retired ||
to write (they gave him a littlejl
cubby hole to work In behind the
museum library). A director of
painting and sculpture was ap- o
inted, James Trall Soby, but he
too resigned after a brief period.

. & W

Sweeney Appointed

Then James Johnson Sweeney
was appointed new director of l.he
painting and sculpture dwartment.
and, after a few weeks had passed,

that is) relaxed. A new and un-
recedented era of good-will set in

D
You think all the double-talk in|bstween museum, artists and tha|

art circles has to do with the
chiaroscuro of it all or the plastic
relations between significant forms,
etc., ete, etc.? You should have
heard the weasel words I got when
I tried to learn how come a man
who had been director of the
museum 15 years and “retired”
four years ago “to devote his full
time to writing” after nationwide
criticism of the museum’s capri-
clous, cultist policy came to a
head, was back in the saddle
agaln,

Public’s Watchdogs.

Art writers feel the same way
baseball writers do about being
the public’s watchdogs. They've
mo particular yen to spend time
socially with the museum authori-
ties (though these are Dall devo-
tees rather than comic strip con-
nolsseurs). But they feel the pub-
lic has an {mportant stake in the
Museum of Modern Art and a
right to know what goes on behind
its shining facace. er a half-
milion visltors paid 35 cents
each to visit the tax-ires museum
Jast year, Its roster of officers
and trustees, studded with names
like Rockefeller, Whitney and
Ford, gives everything it sponsors

and, just as important, there was
acknowledgement of the museum’s
public responsibility in its tmu-
bling to explain these purchases.
But then, four months ago, came
a new bombshell. Sweeney, too,|.
was “resigning.” Nelson Rocke-
feller announced a “revised ad-|Mo

ministrative program” with a new |

co-ordination committee fo run

the show. Sweeney had no plaoe on I.hu

the new committee. Rene d'Har-
noncourt, long assoclated with Mr.
Rockefeller on his projects as the | M

State Department’s co-ordinator of even ”

Latin-American affairs, was placed |

there, however, in charge of cura- m"” f

torial departments (which meant | Mag

Mr. Sweeney's, of course). Mr. muswm'
Barr had a place on I, too, under wih‘ :Bu'r's

the head of “research.”

Now, a brief four months later, ﬁs andal, h”b';‘n

comes this latest broadside. Mr.
Barr is now "“director of the mu-
seum collections.” He will be In
charge of all the museum's acqul-
sitions (under the trustee's own
committee). He will also be !n
charge of the planning, orgamiza-
tion, care and use (including pub=|
hiecations and display) of the col-
lections as & whole.

““Under his general supervision
the heads of the euratorial depart-
ments will assume responsibility
for thelir respective sections of the
collections and they will Initinte
and carry on the work related to
thelr fields. However, the director|
of the collections himself will|§

conduct activities pertaining to J-
-I' the mulsluo‘nmot painting ang ™

e for the cal

|Nu0m.
| g e g

of the
of painting and sculp‘mm who
. Barr’,

curatorial functions a‘nd'm
work under his genaral s
The line is a very
As a matter of fact
mndsm)‘lka one that could h
everyone (outside the museum,|lvan’s musie, T b

Was all that complicated |

== T
press, There were good shows,|of four months (whose
There were intelligent acquisitions, | luute nmtyng the =
operation of the museum
Evruney had to lo) leading

mitted to hw wh




S GRATIFYING AS IT 15 to learn that Alfred H. Barr, Jr.
n given a more active part to play in the Museum
Art's affairs than he has had in recent years,
the victim of Mr. Nelson A. Rockefeller's

le phraseology, which is title-ridden to the point
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of utter confusion. In passing on to our readers the par-
ticulars of this shift in responsibilities in the Fast-growing

house on 53rd Street, we proceed with care and crution.
For any re-wording is apt to mull the exact meaning Mr.
Rockefeller is at such pains to obsouy

‘We are reminded in the President's statement to the
press that Mr. Barr was the Museum's Director from its

founding in 1929 until 1943 when he became Direstor of
Research in Painting and Sculpture.

Mr. Barr has now been appointed Director of the
Museum Collections in addition to his present title. In
this capacity he will be in charge of all the Muscum's
acquisitions.

(But the Museum Collections are first of all under super-
vision of a Committee on the Museum Collections, and
this, Mr. Stephen C. Clark has recently become Chairman
of.)

Now under Mr. Barr fall the heads of the curatorial
departments who “will assume responsibility for their re-
spective sections of the Collections and they will initiate
and carry on the work related to their fields. Mr. Barr will
be in charge of the planning, organization, care and use
(including publications and display) of the Collections
as a whole.”

You might let that sink in a bit before following us
further,

“However,” the release reads at this point, “the Direc-
tor of the Collections will himself conduct the activities
pertaining to the acquisition of Painting and Sculpture
for the Museum Collections.”

These activities were but recently conducted by Mr.
James Johnson Sweeney (see issues No. 19 & 21) as Director
of Painting and Sculpture. When Mr. Sweeney resigned,

Miss Dorothy Miller became Act Director of the De-

partment of Painting ind Scu But it is now an-
nounced that Miss Miller has been appointed Curator of
the Museum Ce '

That seems to us Lo ¥ 168 between the newly=
created Barr-post of 1 e n Collections
and the ! ot vetl
For Miss Mi n ting head of
the Department of in and Sculy il the ap-
pointmient of “ D f Painting and Sculp-
ture has been culminated, a pr pparently still open.

Before all this began to happen in October, 1946, Miss

Miller was Cuerator of the I

Monroe Wheeler, Divector of Exhibitions and Publica-
tions, is at this point flying (not fleeing) to Paris where he
will commence making arrangements for future Museum
of Modern Art exhibitions and publications to circulate
through Europe,

partment staff.

WILL SHOW STIEGLITZ'S WORK AND COLLECTION

It has been announced at this time aiso by Mr. Philip L. Goodwin,
Chairman of the Museum’s Exhibition Committee, that The Museum

of Modern Art will hold two exhibitions in June
Stieglitz and his work as both photographer of n
of contemporary ari. The two exhibitions will fill
of the Musenm,

Mr. James Johnson Sweeney will come back to the musenm ;
work in his former capacity to install this exhibition and to write
catalogs, at the express request of Georgia O'Keeffe, widow of
execntrix of the estate of the late Alfred Stiglitz.

Miss O'Keelle called Mr. Sweeney the logical person to
ihe project and the best fitted to do it. He had made
plans for such exhibitions before resigning from the Museum
Mr. Sweeney has consented to do ag Miss O'Keeffe requests.

Mr. Goodwin says of Alfred Stieglitz: “He was one of the
\merica to p the ing of the mod ment in |
-+ Hiv extraordinary intellect and brilliant conversation exes
unigue influence upon men of letters as well ag ptim
tographers. He made a great personal callection fn the ide
using [arsightedness and unfalteting taste instead of

money."”

Ihis will Lie the first comprehensive exhibition of the
of a most unusual American and art lover, | issue No,
e i i

e el .'m#.l.hl_.'.-;.
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Another Shift in Administrative Policy
Forces Out Another Head at the Modern

IT SEEMS THAT THE RAPID GROWTH of the Museum o
Modern Art caused the Board of Trustces 1o imer
consider how now, post-war, “to realign the organimad
structure to meet administrative comp! 163, Wit Nelson Rockefeller, President of the Mi of A

A new plan was instituted September 50 under whicl 1 No. 19) . Wrate Mr. Sweeney:
the Executive Committee continues o aci as the gover ning It was a decision T found very difficult wmm
body of the Museum on behalf of the Board of Trustees; | 10 Akcept (e pet I IEREREY 19!5
and the recently organized Coordination Commitice 1akes

i

From the New York Times of November 17 mmpﬁnﬁ !
ney's letter of thanks to the artists who wrote in b

administrative rcspousxblhr.\- for the Museum's five main
divisions of activity: Research, Curatorial, Program, Secre-
tarial and Business. They say this scheme is working well.

All this is in explanation of the resignation of James
Johnson Sweeney as Director of the Department of Paint-
ing and Sculpture (see issue No. 19). Nelson Rockefeller's
statement goes like this:

position after the powers granted me at the ting
had been abrogated.

‘. . . The conditions 1 outlined in my letter to
taken up and voted upon by the Board of Trustees.
of January 11, 1945, and the terms of my. appointment
“Mpyr. Sweeney's resignation was tendered immediately a resolution passed by the Board and available through the
following the reorganization on the grounds that the new of that meeting to all Trustces, present or absent. :
administrative structure altered the conditions under fafec:

which his appointment had been made. Although Mr.
Rockefeller discussed the matter at length with Mr.
Sweeney in the hope that he might withdraw his resigna-
tion, Mr. Sweeney felt that it was impossible to do so

within the framework of the new administrative siruciure

. -and could stay only il the conditions under which lic

was originally appointed were vestored, The Tris
ever, felt this would be incompatible wirl
the new administrative structure. Therelor
meeting this week [November 4] the Exccuine
tee regretfully directed that Mr. Sween
entered in the records of the Museum as ol Sep

Who will replace Mr. Sweeney as Director of Painting
and Sculpture? No one scems to know who the museum
has in mind for this post. From the terms ol the surrender,
one may infer that the museum prefers o be connnitiee
ruh, obvigting the necessity for direction. It is just pos
sible that with its record of demotion, its frequent shifts of
policy, il nut outright lack of policy, it will be forced to
go undirecied. The Modern seems inclined 1o 1ake in
amateur and inoculate him with a sense ol importance
rather than to confide in a man of proven worth the na-
ture of their many problems and give him a field in which
1o function with dignity,

Retroactive resignations are o dour program to look for-
‘ward 1o alter sixteen years of life as an established insti-

" *Mr. Sweeney is placed in charge and mpwnhle
sitions for the Department of Painting and _
of the Department's material from the Muwm ‘ol
tiation and of exhibitions of pai ul
ans, pubhr..-mm concerning these aru. lmu.res

docent talks, etc) and the publicity concerned
sculpture or the activities of that department. In nddiﬂon.ﬁl!‘
tor shall have the right of veto in all decisions c
above stated activities of the Department of Painting

“On September 30, 1046, when it was announced to the
staff that the Trustees had appointed a new ‘coordinating
composed of five key stafl executives,” omitting the
fng and Sculpture, but including a newly created officer,—
o Curatorial Departments to administer and coordinate the
eation’s curatorial programs,' it was clear that the !
the broader activities of the Department of Painting and

1l been removed from the Director and the post of Dim of
Puinting and Sculpture of the Museum of Modern Art MM
tholished, all save in name and salary,

“I am confident that you will agree that the Director of M?,n
important unit of an art museum should not be placed in a
where he might possibly be constrained to emplay thn
his department—purchases, exhibiti
‘curatorial program’ with which he does not in mcimng
“1 sincerely hope this letter may clarify the grounds.

resignation was based.”
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Une of the best arsas of agresment”

Dear Mr. Rockefeller. . .

An open letter in re use
of museum gobbledygook

WuWT wihule age 4 man named

Jumes Jobamm Sweency qut
ha job at the Muscum of Modern
M—&rmumlhtmuy
mpremed me The oewspaper ac-
counts sad that Mr. Sweeney ten-
dered bus resgpation “imsedialely
_ﬁm-_mdm-ﬁ
pemuzatens sirecture of the fmstitg

B mmeet (ke sdmmLIIYElire com-
breughi about by the st
Eutsew’s raped growth
wems 10 me a fine way to
jobs — | wouldn't even mind
ﬁtedn.du-n:lud-putu-

Mr Sweeney's case was %0 inter-

to me that | got hobd of the

press reiosse, meued from

of Nelson A Rociefeller,

nt of the Musewnm. After

it carefully, all | can sy

1 that the Muscum may be keen

on functional archatocture and fur-

niture, but it can never be sccused
of gung in for functional prose

In this press relesse | found

further information about why Mr

Sweeney quit his job. 1t seems that

It also appears that the Trustees
“deferved aciion om Mr, Sweemey's
ressgmaiion, hoping that sem: grea
of agreememi mighi be worked owi ™
However, Mr. Sweeney insisted
that be'd stay “omly 1f the comdilions
under which be war originaily ap
poinied b vestered '

Ob, Put lncompatible!
Bur the Trustees decided ki
would be incompatible with ihe design
of the naw admimisirative structure.”

Quite apart from Mr Sweeney's
personal plight, the document got
me to thinking that modern writers
too seldom use long, non-functional
words such as those that are at.the
command of the Museum's press
agent. They are classy worda, and
they serve a definite need — that of
impresaing the bell out of a reader
and at the same time confusing him
s completely that he'll never be
able to guess why Mr. Sweeney quit
in the first place.

I remember that my grandfather
used to call them “gold-tooth
words,” but 1 feel they deserve a

tetter name | lke o think of them
a Tpury worda™ that n, words
wnitrammeled by any elation o
human experience, bul which ]
oyt hike the pure music of Bach

Being a maganne writes by pro-
fession, I'm never allowed to Limr
fine expressons like “adminitrs.
tive complexities.” Editors cut them
out of & manuscript on ught Editon
insist that writing shemuld. in general,
Convey a definite thought This s
very shortsighted of them. Many
readers love to gase upon  words
like “admi M -
and revel in the fact that they are
able to pronounce them

H you umphfied “sdminsstrative
complexities” 1o its actual meanioyg
(which s, “Everything is all balled
up around here, goddammit ™) read.
ers would get offended and write
letters to the publisher

A Work of Art

Swricrry s & good rule when you
want your eniting to be anderstood
But it's a bad rule when you dow't
want it to be understood — and
that's why | claim the Musewum's
oS release was 4 work of art
Take that part about how My
Rockefeller was very sORTY Lo Jose
Mr. Sweeney and tried to find “mn
ares of agresement”” with Mr.
Sweeney “within the framework of
the new mdministrative structure.™
Now, I'm not sure just what Mr.
Rockefeller means by an “nrea of
agrecment,” but | do know of a little
bar not two blocks from Mr. Rocke-
fclier’s office which w one of the best
areas of agreement in the city. Why
didn’t he take Mr. Sweeney there?
Now that Mr. Sweeney has walked
out of the Museum, with everyone
leaning out the windows and hurhing
kreat weights of verbiage after him,
we may expect to find some further
changes in the institution.
Whenever an elevator Eoes wrong
in the Museum, there will be a sign -
tacked up: “Because of reorganiza-
tion of the organizational structure
of this elevator, brought about by
4 - lexities which
have altered the conditions under
which the elevator ran in the first
place, we are at present attempting
to arrive at an area of agreement by
which the elevator can be repaired
to within the fi k of
the new administration."
This is a lot finer than “Out of
Order,” and means precisely the
same thing. —CDR
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ART DIGEST—January 1, 1947

PEYTON BOSWELL
Comments:

This department expresses the |
of Peyton Boswell, Jr. 1
Any reader is invited e is
ke says. Controversy rev

et the

Review of the Year®

THE YEAR 1946 sAw ART, at least temporarily

traditional role of reflecting the social and political
trends of its time. While politics in the United States turned
rather sharply to the right, contemporary art expression
continued left-of-center, with veteran modernists, many of
whom once worked for the W. P. A, carrying off most of the
top prizes and much coin of the realm. For example, Karl
Knaths won the coveted Carnegie First Prize, milestone along
the road to success for any artist, with a semi-abstraction
called Gear, and Boris Deutsch took the $2.500 Pepsi-Cola
award with an expressionistic prophesy of What Atomic War
Will Do to You. Max Weber, once thoroughly ignored when
the accent was on the American Scene, continued his win-
nings ways, entering several more important museum col-
lections.

The Whitney Annual was in line with the times, but this
should not be given the emphasis most critics accorded it: the
Whitney is an invitational show, and its modern complexion
this year reflected more the personal taste of Director Juliana
Force and Hermon More than any national trend—as was
evident in open annuals,

Definitely it was a year for the modern and for aesthetic
thinking along the international front. Evidently Americans,
while increasingly disturbed by the United Nations failure to
rise above a debating society, were not yet ready to give up
the hope of one-world peace. At any rate, there was no sign
among the artists of a desperate return to the self-sufficiency
of nationalism.

Economically, it was another boom year in art, d
minor recessions—one in the Spring and one i
caused by retarded production, strikes an
of weary irritation. Each time the art m llied, drawing
considerable financial support fron r collect
exposed for years to art appre
dulge their desires. While the
among them, their very numbe: .
the art market a stability it has always lacked. Ro Nbt-
burger is typical of the intelligen lector

Riding the wave of art buy 3 = four
major art auction firms. Surpassing all their previous totals,
the Parke-Bernet Galleries closed their 1945.46 season on
June 14, announcing sales in the amazing amount of $6,-
684,045—an all-time high, topping last scason by a half
million dollars. Highest price for a painting was paid by
Billy Rose, night club impresario and new art collector, when
he bid 875,000 for Rembrandt’s Pilgrim at Prayer. Toulouse-
Lautrec’s Gueule de Bois fetched $30,000. Chester Dale pur-
chased through the Mellon Fund for the National Gallery
Ryder's Siegfried and the Rhine Maidens for $23,500—high-
est price ever paid for a Ryder canvas. Commented Hiram H,
Parke, president of the galleries: “Taste in general has
radically improved, and with buying power widely distrib-
uted, the demand for art has greatly increased. Very much
in the lead is the interest in fine Americana and in modern

sort at

espite two
e Fall-

CTI8E

pa :
The Plaza Art Galleries, concluding their 30th year of dis-

Rt acid
January 1, 1947

d from Ameri

pensing art and antiques at auction on New York’s busy 59th
Street, joined the prosperity procession with a record total
[ SLA4LATL for 61 sales. President William OReilly was
essed by the increased number of “order-bids™ mailed by
tors unable to attend the sales from out of town.
¢ Kende Art Galleries, affiliated with Gimbel Brothers, and
Freeman Galleries of Philadelphia also reported boom-
times on the podium.
¢ demonstrated its economic value, the alliance be-
and American industry continued to gain strength
basis of mutual benefit. Leading the trend was the
Popai-Cola Company, progressive and admirably co-operative
in itz relations with artists. After experimenting with his first
two competitions, run by the war-born and now defunct
Artists for Vietory, President Walter Mack decided to put a
professional in charge, hired Roland J. McKinney, Director
of the Los Angeles Museum, to run the show. Result was a
truly national exhibition, a little too large (267 pictures),
but far higher in aesthetic content than its predecessors.
Participating artists split a prize-purse of $15,500, made
many sales, gained in public recognition; the patron-company
reaped perhaps a half-million in free publicity. even in At-
lanta, Georgia. Art, it seems, provides a pass key to almost
any city editor.

As mentioned before, Boris Deutsch of California took first
place among 20 prize winners with a powerful and thought-
provoking t on our atomic future. Probably because
it dramatizes fear of the unknown, the Deutsch canvas is
perhaps the best hated picture in the country today—seldom
has a painting received such unanimous panning from the
critics and the public, Second prize went to a lightweight
chromo called Carnival in Madrid by Carlos Lopez-Rey. Rob-
ert Gwathmey's flat-patterned Lullaby placed third ($1,500),
and Abraham Rattner’s rich-colored Place of Darkness took
fourth prize of §1,000. Heavy-handed Gregorio Prestopino,
who usually splits his compositions down the middle, was fifth.

The 8500 award winners were consistently better than the
Pepsi-Cola prize winners, perhaps because there was less
compromising on the part of jurors Arthur Millier, Leon
Kroll and Daniel Defenbacher. They were: Louis Bosa, Vir-
ginia Cuthbert, Gladys Rockmore Davis, Xavier Gonzalez
(best entry in the show), John Heliker (second best), Sidney
Laufman, Giovanni Martino, Henry Lee McFee, I. Rice
Pereira, Elmer Plummer, Charles Seide, Everelt Spruce, Mar-
raret K. Tompkins, John Wilson and Max ‘Weber.,

La Tauscu Pearls inaugurated a contest revolving around
4 “Woman With Pearls,” expended $4.500 in prizes, Max
Weber took first place with $2,000; Lily Cushing was second
and Ruth Ray, third, It was a good exhibition, but too many
artists (including Weber) had merely added pearls to an old
vanvas: for 1947 the company has liberalized its subject
rules, will pay each of 100 invited artists a rental fee of
$100. Encyclopaedia Britannica, having completed its original
collection of 135 American paintings, improvised an intelli-
gent program, under the direction of Grace Pagano, through
which a certain number of paintings will be rented at $200
cach year, with an option to buy. The first 12 artists “rented”

[Please turn to page 18]
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[Continued from page T]

are: John Rogers Cox, Joseph Di Mar-
tini, Philip Guston, William Thon, Yeffe
Kimball, Ben Shahn, Guy Maccoy, Nan
Lurie, Martyl Schweig, Vaclav Vytlacil,
Jacob Lawrence and DeHirsh Margules,

Since the turn of the century oil has
been one of the most essential elements
for waging world wars, and it is s
that if Hitler had had just on
pool that lies under East Te
fatal campaign aimed at the O
fields would have been unnece Yy
The visual story of this “black gold"
from barren ground to consumption on
far-flung battlegrounds, was the sub-
jeet of another art-industry wnroject,
sponsored by one of the world’s most
powerful private enterprises—Standard
0il of New Jersey. The company per-
mitted the artists to function as artists
—not just illustrators—and they per-
formed their assignments admirablv, es-
pecially Joe Jones, Thomas Hart Ben-
ton, Frederic Taubes, Robert Benney,
Kerr Eby, Adolf Dehn, Ernest Fiene
and Carlos Lopez.

There is both hope and danger in this
alliance between America's artists and
peidipiey laad 3 ai 5
usual, on the individual. The late George
Washington Hill bought artists and
crooners with the same “huckster” com-
plex; others hired artists for their spe-
cialized qhalifications as artists.

Increasing insistence on craftsmanship
and paint quality had an enervating in-
fluence on the so-called “primitive,”
leaving the Museum of Modern Art as
perhaps the only proselyting priest for
home-made art. Very few of these naive
efforts were to public view,
except on 53rd Street where they lack
the common decency to cellarize John
Kane's awful Self Portrait, Only Grand-
ma Moses, who is a true artist in her
sensitivity and inherent talent, remains
undiminished in popular acclaim, Her
only contemporary rival, Horace Pippin,
Philadelphia's famous primitive, died
July 6 at the age of 57, scarcely a dec-
ade after he emerged from obscure
poverty to reach a high position among
the nation's painters. He left a walting
list for his slowly evolved canvases.
Morris Hirschfeld, Brooklyn tailor who
attained the dignity of a one-man show
dramatically presented by Sidney J:
at the Museum of Modern Art, ¢
about the same time. The lute
Stettheimer, less a primitive t
amateur painter, received the g
of the Modern, was called by
witz “the feminine Chagall”

Air-Conditioned Old Masters

Too much talk and not enough action
cost the United States one of the great-
est old master exhibitions of several
decades—200 masterpleces were found
by the U. 5. Army in salt mines in the
American zone of occupation, having
been transported there by the Germans
for safety from the Kaiser Friedrich
Museum in Berlin (located in the Rus-
sian zone), An Army transport con-
veyed the German treasures to America
where they were immediately stored in
the air-conditioned vaults of the Na-
tional Gallery in Washington.

Flans were being made to exhibit
them to Americans who would be will-
ing to contribute to the hungry of the

old world for the privilege, when a
group of American scholars and mu-
seum directors, confronted by the harsh
post-war realities, protested with the
tongues of babes, accused their country
of nefarious ambitions. They refused to

as we would
an politicians
ing such in-

, there

yroudly
ces Stalin

ermitage to finance &

Art as Ambassadors

Utilizatlon of art works as ambassa-
dors of good-will gained in scope during
the year, highlichted by the Hogarth,
Constable and Turner exhibition which
Great Britain lent to the Chicago Art
Institute and, later, the Metropolitan
Museum. Such famous canvases as Ho-
garth's bright-eyed Shrimp Girl, Con-
stable’s Hay Wain and Turner’s Calais
Pier proved to be eloguent envoys in
breaking barriers between the two peo-
ples “separated by a common language.”
Commented Chicago Director Daniel
Catton’ Rich, who did the selecting:
“The loan of these masterpieces by Eng-
lish painters is an epoch-making event.”

England’s loan was partly a recipro-
cal gesture for a carefully chosen ex-
hibition of 230 pictures, covering 200
years of American art from Colonial
times to the present day, sent to Lon-
don at the invitation of the Tate Gal-
lery. Nine high-ranking American mu-
seum directors picked the exhibition,
and it was perhaps the best representa-
tion we have yet sent abroad. The Eng-
lish critics, while more polite than the
French writers had been under similar
circumstances before the war, were not
too favorably impressed. They liked the
grandiose landscapes of Cole and Du-
rand, the expatriates Whistler and Sar-
gent, Ryder and Grant Wood; disliked
those who painted the fast-paced, often
raw, slices of life in these United States

particularly the French modern de-
rivatives.

In brief, t :lish ecrities looked too
traits Instead of aes-

* American art

n Times, try-

d: that what

erican Way
vach.”

State Department

1 business of form-
ing art collections for good-will tours,
replacing dollar diplomacy with cul-
tural diplomacy. It was decided that it
was cheaper to buy exhibits than rent
them for long terms of perhaps five
years. Under the direction of LeRoy
Davidson, several collections of prints
and watercolors were formed and
shipped to Latin America. Then re-
quests started coming in from foreign
countries for examples of American
modernism.

Asgistant Secretary William B

job—considering his miserly appropria-
tion of $43,000—but when the collec-
tion was unveiled at the Metropolitan,
the conservatives came out fighting.
The New York Journal-American, which
does not consider art worth a full-time
professional critic, saw red, printed full-
page tirades. Democracy must be pro-
tected, even at the expense of denying
freedom of palette to any dissenter
against the pigmental platitudes of Par-
rish and Bouguereau.

At this point, private enterprise joined
the program to sell the quality of Amer-
ican art abroad, along with our mass
production efficiency. From the 30,000
items International Business Machines,
Ine,, had purchased during the past ten
years, Davidson selected canvases by
“Sixty Americans Since 1800" to be sent
first to Cairo, where it will open in
January under the sponsorship of King
Farouk, and thence go to Italy, where,
joined with works from other business
collections, it will tour Eurcpe as
“American Industry Sponsors Art.” This
exhibition is strong both in the tradi-
tional and modern wings.

Canada and the United States also
decided to extend hands across the bor-
der. Early in the season Albany played
host to an important survey of
ian art. Then, the Toledo Museum and
the Art Gallery of Toronto, borrowing
from more than 30 museums, galleries
and private collections, assembled an
all-star exhibition of French painting
covering the past 200 years. Opening in
Toledo, the exhibition will travel later
across the border for a two-months'
stay in Toronto, beginning in January.

Important Theme Shows

Activity in the Old Master field, large-
ly restricted during the war years,
staged a partial recovery—a recovery
that must await full realization until
stable governments are established in
Continental Europe. Most important of
these Old Master events was the joint
show of Rubens and Van Dyck installed
at the Los Angeles Museum by William
R. Valentiner, consultant director.

As is usual, most of the leading theme
exhibitions were presented by museums
outside of New York City, the nation’s
art center. The Wadsworth Atheneum,
in Hartford, surveyed the nude in art
in a notable show. The Rhode Island
School of Design Museum asked 17
other museums to lend their “three
best paintings done by Americans since
1929." Most popular among museum di-
rectors were Marsden Hartley (first),
Yasuo Kyniyoshi, Franklin Watkins,
Reginald Marsh, Alexander Brook, Hen-
ry Mattson, Charles Burchfield and Ed-
ward Hopper,

The Art Institute of Chicago gave a
comprehensive review of the art of

death.
beth McCausland and Director Cordelis
Pond, the Smith Art Museum of Sprli:l:
ﬂeid f(%] re-evaluated the serene
art o rge Inness, The
Museum held an ! th:delpﬂa

turned Davidson loose along 57th Street
to buy two groups of oils, 49 destined
for the Eastern hemisphere with Paris *
the first stop, and 30 for the Lat
American republics. Davidson did a good

seven departme:

torie role of the mﬁnﬁmm
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At long last the Museum of
Hnde?n&rt‘issim

strange, for

b That's ridiculous!”

 THIS WEEK

in. ART

stranger than swan-queens, or
dancing bluebirds, or dolls and
puppets come to life.

But in art such phenomensa
are apparently harder to_sccept
Painting must be lteral, even if
literature itsell can be as fantastic
a5 a writer's imagination wills.
“OM time is still a-flying” goes
the well-loved English lyric. But

-|Chagall's clock with wings Is in-

credible. Happy people may well
“walk on air" and have their
“heads In the clouds"—but not in
# Chagall painting. “Alice in Won-
derland” the whole world loves and
never questions, "Take the wilngs
of the morning,” and “Let the
floads clap their hands,” sang the
Psalmist, And no one replies,

But let a painter put down his

of memories and dreams, fusing them

the . preview the other
night. But the Picasso show was
a large affair, spread out over three
floors of the museum.

~ That given to Chagall was
Jammed into the small main floor
area usually (although not =l-
ways) glven to photography, fash-

‘hn and et “I.grtl exhibjt;ims.
e pain lazing colors
nd !mtlsa? T are hung on

close, hh!ﬂnth_tm walls that never

one to get back from

them for any distance. ‘The bal-

let mwhu are downstalrs, in the

auditorium foyer, s0 most of the
visitors nm;‘__ W them at all,

_cor tive con-
44t spur to popular
‘ol & great. painter,

rld |
2 |of work, the same symbolism, and |
; mﬂml the same spiritual and

into str ly beautiful harmonies
of colors and shape, and everyone
demands, “What's the reason?"”
Actually there are reasons. All
these symbols of fiddlers on roofs,
sad-eyed cows, double-faced peo-
ple, have p definite source that
you can trace. if you lke Jig-saw
puzzles, In the artist's past. (That
man of the roof, for instance. In
his autoblography he tells of how
his grandfather, one night, dis-

|appeared from a holiday celebra-

tion to refresh himself in the cool
night air on the rool.

That figure who persisiently
wanders over the rooftops, staff

artist’s consclousness of his race
and its eternal wanderings? That
ubiguitous cow. Is this another
reflection of that childhood love
for the sad-eyed cows of his vil-
lage, and his feeling of loss when
they were slaughtered, which he
relates in his autoblography?)

But while searching out the
sources of his apparent incongru-
{ties may be tun, knowing them is
no prerequisite for enjoyment. For
yithis you need some familiarity
wuh the language of modern art.
y|Then it s rewarding to note how
using always, in 40 years

es. |Sensuous outlook
| translate

on the world,
d lt Always into the our-
1diom o modernists, an

By Emily Genauer

L P

Chaga” in Museum Show at Last

in hand., Has he his origin in the |

J

idiom he was himself instrumental
is estabnshlng

Paintings of 1911

For example, there are the pie-
tures he painted in 1911 on his
first trip to Paris, when he first
came into contact with cubism.
He shunned this intellectual ap-
proach fo art. He preferred, as
James Johnson Sweeney puts it in
his excellent study of Chagall for
the exhibition eatalog, “the break-
ing up of memories” rather than
the “breaking up of forms.” But
he profited from their experi-
ments none the less, and his pie-
tures painted during that first
Paris sojourn are all flat surfaces
and boldly delineated planes as ar-
chll,ecturally put together as the

‘purest” abstractions,

Later on this preoccupation with
pictorizl structure was replaced by
greater assurance, You don't see
the planes and angles, But they're
there, underneath, holding his pic-
tures compactly together.

It Is in the opportunity it offers

for a study of this development
that, for art lovers who have lung
understood and aleepted Chagall's
symbolism, the Museum sHow
{serves its most important purpose,
It traces his growth from 1908 to
the present, clarifies as no previ-
ous exhibition has been able to
the solidity of his pictorial archi~
tecture and the brilllance of his
technique,
i Also it includes 18 canvases, re-
|eently arrived from Europe, that
never have been shown In thiz
country before.” Along with these
are a series of those extraordinary
prints that are so little known in
America, the brilllant illustrations
for his autobingrnphy for Gogcl’
"Dead Souls." for Fontaine's “Fa-
bies™ and the Bible.

i~

The Chleogo Arl Iluﬁ'hde |oqnod this 19
entitled the "Rabbi of Vitebsk," 4o 'I'h: Mmﬂfﬂ_
current one-man show ,gf the Russo-French painter!
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Chagall’s Fantasy

The Strangest Things Happen in the Russian
Village He Came From.

] By HENRY McBRIDE.

More than most artists who havé had one, Marc Chagall
profits by the retrospective show of his paintings in the|
Modern Museum, He Jhas never entirely lacked apprecia-
tion in this city for his works came with the stamp of-_
|Pﬂrisian approval upon them and collectors promptly ap-
Ipeared with sufficient courage to buy them, but the singleI
pictures in occasional shows never quite explained the
artist to a public that is always just a bit afraid of fantasy
—his specialty.

With this big exhibition, where, Wonderland and where anything
the artist carries you right out|{can happen and does happen, he
of this warld into the realms of | takes you with him easily. It ls|
tmagination wheme everything is|likely he will take most of us
as startling as it was to Alice in| with him this time, not even those
= Y escaping who used to be known

as the “lower classes,” for really
Chagall isn't above the heads of
anybody and plays eontinually
with the elementary mental past-
times of humanity.

When his first examples ap
peared here there was some skep-
ticism about the cows leaping
over house-tops, about the figures
(with two faces and those with
none at all, about the drunken
fiddlers at the weddings, and the
candelabra and other things float-
ing in the air. It was thought to
be an effort at eccentricity, and
especially since the colors were
raw to the point of barbarity.

But the compléte showing vin-
dicates the artist. It is curious
to note how thoroughly it does

DAY, APRIL 13,
YORK.

1046,

so, The artist, it seems is a poet.
He is a first-rate colorist, He
is an expert painter. He does
whatever he sets out to do, and
if there should be any trouble in
the doing of* it, he manages to
caneeal the effort from the spee-
|tator, The repetition of the cows,
|roosters and fiddlers up in_ the
alr is no more wearisome than
the aspeet of Fujivama in the
background of the Hokusai
prints, for the symbol i not 20
much the real thing in the pic-
ture as the presence of the artist
invisibly but persistently there.
He is charmed with the jugglery
he is able to do with his toys;
his excitement is catching, his
behaviour as a painter alluring.

What amazes and touches the
| beholder is the Russianism that
this artist carries with him into
distant lands. His latest pie-
tures, after five years of New
York, are as undiluted Russian
as the earliest known ones, and
though I had occasion to remark
only a few wecks ago that the
new plctures had an Increased
suavity in the brush.stroke that
might be a concession to our
rage for refinement, nevertheless
‘the essential matters in the wrk
were as Russian as Gorki. And
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The widely publicized resignation of
James Johnson Sweeney from the post
of Director of Painting and Sculpture
at the Muscum of Modem Art well

merited the general protest voiced by

artists and critics against the conditions
within the Museum that brought it
about. Not that there was any lack of
esteem for Mr. Sweeney and his ability
on the part of the Museum's trustees

an esteem shared generally by persons
of discriminati

£ taste.

The point at issue was a more vital
one and affected his ultimate and best
functioning in his post. It involved his
control of his work, and the free exer-
cise of a judgment that is rather rare
in this country, This rarity must have
seemed well worth while to the trustees
when he was tendered the post in qu
tion, which he accepted under the pro-
viso that his decisions were to be final.
A later re-organization of the admin-
istrative set-up of the institution prom-
ised to nullify this condition and forced
his resignation, which the Museum au-
thorities, after prolonged delay, ac-
cepted.

Aside from the fact that the loss of
this director to the Museum is of a
serious nature, this whole occurrence

has another and more general signifi-
cance. It is not, as is often the case,
; a clash of temperaments within
an institution. For art curators, in the
main, are persons of social inclination
and ability, with an overlay of art
knowledge that is acquired rather than
instinctive. They are the ecourtier type
of persons, adept at the shades of def-
erence to be paid to people of varying
importance, financial and social, as
these have weight in the control of a
particular museum,

Their tint, as one might say, is nec-
essarily neutral, and their decisions of
an artistic kind also take on this pre-

merel

dominant tone. They rarely advance be-
yond the stage of acquiescent assistants
to the financially important trustees
who like to play with art, If the har.
ried museum director escapes this oner-
ous roll he is supposed to play,
only by a political type
that is scarcely compati
respect,

This was a role that Mr,
réfused to enact, even though his path,
undoubtedly, promised o be mygd, an
easy one by sufficient social Palronage
of a temperament-soothing king. As's
, e

it is
of adroitness
* with self-

Sweency

VOL. LXXVI. N
I,

0.15
1947

person of distinction in his own right,
ssed of scholarship allied to cre-
and with the logic that ac-
& he could

crued from his Jesuit trainir
scarcely involve himself in a game
which museum trustees insist on |r].‘l‘f’-
ing. And that game has much of “make
believe” about it, a fact that has pro-
moted the orchidaceous character of
such institutions but which the Museum
of Modern Art has sought to escape.
Their loss in this instance constitutes

a set-back, for Mr. Sweeney's work ex-
emplifies his statement in one of his
early books, that eriticism becomes
vital to the extent
its content is cre-
ative. His arrange-
ment of an exhibi-
tion, as an in-
stance, becomes
another and sep-

arale artistic per-
formance, based on the art works in-
cluded in it; and his writing, wl
nally obscure and esoteric, is

occa

genuinely perceptive and profound.
While this is a case of Sweeney among
the trustees, rather than “among the
nightingales,” the resulls are rather de-
pressing for these will not be singing
at the Museum of Modern Art.
Barry Byrne

—
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Museum Gobbledygook

One C.D.R, made comedy in the H-T's This Week
magazine December 15 on the affaiv Rockefeller vs.
Sweeney, reported in issucs No. 19 & 21, Taking a literal
view of the Museum of Modern Art's news release issued
in explanation of Mr. Sweeney's resignation, C.D,R. ex-
plains the Museum's failure 10 reconcile his objections
‘with its newly reformed policies as due to complicated
phrascology meant only to confuse. In order to be in keep-
ing with its usual literature, the writer advises that next
time an elevator goes wrong, the Museum tack up a sign
that reads, instead of “Out of Order™:

“Because of reorganization of the organizational struc-
ture of this elevator, brought about by administrative
complexities which have altered the conditions under
which the elevator ran in the first place, we are at present
attempting to airive at an area of agreement by which the
elevator can be repaired to operate within the framework

_ of the new administration.” It means the same thing, he
~ says, but sounds a lot finer.
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T this writing no riot squads

had been summoned to quell
public arguments about the Pu-
litzer prizes for literature—1946
was, perhaps, that kind of year
in letters. Even the literary crit-
ics—or, anyhow, seventeen of
them whom our contemporary
The Saturday Review of Litera-
ture polled after the announce-
ments—didn't react as testily as
they usually do.

Thus, nine of the seventeen ap-
proved the garland placed on
Robert Penn Warren's novel,
“All the King's Men"; ditto "The
Autobiography of Wn!.unm Allen
White"; eight agreed on James
Phinney Baxter's ‘“Scientists
Against Time" (history) and
eleven did not guarrel over the
choice of Robert Lowell's book
of poems, “Lord Weary's Castle."

Three of the newspaper and
magazine pundits would have
picked Sholem Asch's “East Riv-
er'" as the best novel; three fa-
vored Ferris Greenslet's “The
Lowells and Their Seven Worlds"
in the biography division; two
voted for Harry Butcher's “My
Three Years With Eisenhower"
as the leading history, whi].e
Norman Rosten's “The

dy's Bend" each picked up a vote
in the poetry department. There
were other scattered selections,
and a total of nine “no opinions.”

Going from art to box office:
Harcourt, Brace, the happy pub-
lisher of two prize winners, has
gone to press with small, quick
printings of “All the King's
Men"” and “Lord Weary's Cas-
tle," which previously had sold
50,000 coples and 2,000 copies,

— respectively,

Men of Art

COUPLE of Toms, pound for

pound perhaps carrying more
talent in their spare frames than
any two fellows you could think
of, paid brief visits to our town
the other day. We refer, of
course, to Mr. T. S. Eliot and Mr.
Thomas Mann.

A colleague of ours, who feels
a kinship with Mr. Eliot's gen-
eration (he, too, found himself
between two wars), maneuvered
his way into the lecture the poet
gave on John Milton. He says it
wasn't so much a revision of Mr.
Eliot's position of twenty-five
years ago, but rather that of a
second look from a later period
of time. Mr. Eliot, he tells us,
concluded that young poets can
now read Milton's verse profita-
bly. Also, that Mr. Eliot is a
fine talker: one can hear every
word he says, and (negative vir-
tues, he calls them) what Mr. El-
iot says is stripped of emotional-
ism, cuteness or any display of
platform wit. A relief, our col-
league sums it up.

Further, our man followed up
by wriggling his way into an

| even more select tea given for
Mr. Eliot and Mr. Eliot's friends,

E
£
®
2]
E
:

People Who Read and Write

Bliot replied, “I've been very
lucky in that one, haven't I?"

All in all, our colleague re-
ported, a deep and most gratify-
ing experience. What he was
struck by was Mr. Eliot's pro-
found modesty, and that, if he
was conscious at all of the con-
troversial and decisive role he
has played in British and Ameri-
can letters, it has done nothing
to him. In short, Mr. Eliot was'a
gentle and serious man.

After that our same colleague
attended a press conference for
Thomas Mann who, he reports, is
looking excellent at 72—what
with his trim, compact figure,
fine features and mild California
sunburn. The occasion for the
gathering of the bookish fourth
estate was a volume of pieces,
“Essays of Three Decades,” that
Knopf is bringing out next month
and, for later on, a novel, “Dr.
Faustus." A fictional biography
of a modern German composer,
Mr. Mann says about the novel,
which is at the same time a
tragic history with political im-
plications and symbolic of the
destiny of the German people
themselves.

Mr. Mann spoke, among other
things, of his brother Heinrich (a
good writer in his own right, who
has finished an autobiography,
“An Epoch Is Surveyed"); of his
favorite essay, “The Greatness
and Suffering of Richard Wag-
ner"; of American writers (hold-
ing in “high esteem" Faulkner
and Wolfe), and of Germany (a
cultural desert). Later, in a cor-
ner of the room, our coll

of Elizabeth Hallett, a settler of
Greenwich In the seven
century. Mrs, Holland says of
her protagonist: "Three hundred
years ago she achieved a spiri-
tual, political and sexual free-
dom that most Americans hnvn. i
yet to attain'
French Cresson’s biography ot
her father, the late Daniel Ches-
ter French, e:mﬁtled “Juuruya
Into Fame,” come
month by Harvard Univulllai
Press. . . . Donbleday announces
that David C. Mearns (director i
of reference department of Li-
brary of Congress) will do a
based on the contents of the Rob-
ert Todd Lincoln collection, be-
ginning his work {
after release of the papers to the
general public on July 26.
Title of the book by James F.
Byrnes (to be published by Har-
pers this fall) is “Speaking
Frankly." ... V. for
this year or early next: "A Boo
About Myself,"” by Jonathan Til
lescu Fogarty, and edited

Macmillan that his new book
entitled “The Tragic and
Comic" and subtitled “E

Lif!leMl’i

otwhatwﬂlbelnguhr
of glances at same:

Partisan Review’s past issue
the first of the London Le

on '"The Future of Socialism,

got to speak to Mr. Mann. The
talk got on poetry, and Mr. Mann
sald: "If you are a lyric poet it
is fortunate to be born in Eng-
land or America. English is the
language of lyric poetry.” Our
colleague was cheered, and left
resolving to take advantage of
his birthright, and thinking that
Mr. Mann was a vigorous and
serious man.

Publishers’ Row
HE manuscript of Hl.l'old
Laski's al

I

entitled “The American Damoc
racy,"” which Mr. Laski regards
as his most significant work to
date, has arrived in the Viking

office. . . . Th Macaul

has signed Lydia Holland to &
for ops




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION,

Collection: Series.Folder:
The Museum of Modern Art Archives, NY | 27

ARTISTS ACTION MEETING

to protest the State Department cancellation

and recal

f its exhibifi s from abroad.

- SPONSORING ORGANIZATIONS SPEAKERS

) el Alden Jewell, Art Critic New York Tim
lohnsen Sweeney + John D. Morse, ‘
Juliana Force, Whitney Museum of Art

ukenberg, Artists Equity, and others.

~ An American Group s Artists Equity »
~ of America s Audubon Society s Mew
- of Women Painters » Serigraph Society o
~ Guild, and others.

R

- MONDAY, MAY 5, 1947, 8 P. M.

OAK ROOM, Hotel capitol, 51st St. and 8th Ave.

ADMISSION

/ Luntor of painting and sculpture

ARTISTS PROTEST |
HALTING ART TOUR

‘Action Meeting' Here Assails,
Marshall's Decision—Called
‘Wave of Reaction’

The State Department’s cancel-
lation of its touring exhibition of
modern American paintings was/
protested last night at an “Artists|
Action Meeting” in the Hotel Capl- |
tol. The meeting was held under!
the joint sponsorship of Artists
Equity, American Group, Artists

of Amerlea, the Audubon
Soclety, the New York Society of
Women Painters, the Serigraph
Society, the Art Division of the
Progressive Citizens of America
and the Seulptors' Guild.

The part of ‘the exhibition that
was shown in parts of South Amer-
jca is back in this country, Thel
paintinga that were sent to Eur-
rope are still there in, stgrage,
pending final action. /

Shown in Metropolitan

The collection was shown in the
Metropolitan Museum of Art last
October before it was sent abroad.
The initiation of the State Depart-
ment's cultural project was hailed
by all sections of the art world.

Speakers al the meeting ugreed
that Secretary of State George C.
Marshall's decision, “No more tax-
payers' money for modern art"
was a blow to the cultural prog-
ress in this country and a step
‘backward in our cultural relations
with other countries.

James Johnson Sweeney, former

the Museum of Modern Art,
said he regarded the criticisms
that had been effective in atot
‘ping the tour as a threat to Ul
‘erty of expression, l;d foresaw

ous consequences we con-
doned’ it.

Juliana Farce, director of the
lWhi:nsy Museum urm :hrnt ";rln
fight arrogance offl-
alal L ‘;l’;nm uvgnty-nlm

tings that had been hased
administered for §48,000, had

n termed “radical” by several

Wave of Reaction Seen

“We are really protesting a wave
jof reaction.” John D. Morse, editor
of the Magazine of Art, said.
“Somebody doesn't like madern
art. It is & symptom, ‘an emblem
of change, and will always be re-
sisted."

Edward Alden Jewell, art critie
of THE NEW YORK TIMES, took
the position that the State Depart-
|ment should have backed up its
collection; that no objection to it
had been taken In the first place,
He said he considered the collec-
tion an excellent one. "Not all the
artists represented were at their
best, but they were limited by the
|small budget."
| Another speaker was Edith Hal-
pert of the Downtown Gallery.
“Works of art are not a dispen-
sable luxury for any nation,” she
|said. “We will have commugism in
art if Congress can control what
we paint, and free and individual
ex}l}resslng I-i;s stifled,"

enry Schnackenberg, represent-
ing Artist Equity Assrof:latﬁm, a:jtd
that artists should have a voice
in matters that concern the arts.
His arganization, he added, felt a
sense of shame over the cancella-
tion of the tour made at the re-
quests of foreign governments and
now subject to political censorahip.

Presiding at the meeting was
the artist, Robert Gwathmey.

ikt B il it e
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Lthe greal S

[)ililll(‘l‘ whose

works are being
collected for
a Klee museum

Paul Klee, a gentle, small man, with a small but intefisely sensitive imagination, has left an unmistakable sig
nature on many younger painters. All over the world critics use as a flatly deseriptive phrase—almost an example of
art jargon—"a touch of Klee.” For in his drawings, prints, and paintings, as James Johnson Sweeney once wrote,
“Klee lived fully in elaborating nuances and capturing fancies..the result was a curious pictorial poetry of his own.”
That pictorial poetry is in the painting on the opposite page, in the suggestion of Oriental pattern. the calligraphic
line, the lyrie sensibility. To some, Klees work has seemed to have a naive spontaneity, but into Klee's work went
years of study, of wide experimentation. He was born near Berne in 18795 died in 1940, a world-famous figure. Just
as Paul Klee lived in an orderly confusion of small objects, so does his sister, Mathilde, in her one room, which
achieves the minute complications of certain Klee designs. Both Klees were musical; their father was a music teach.
er, their mother a singer. At one time, Paul Klee had to make the decision between music and art, chose the latter,
but krpt up his violin playing. Left-handed, he later deliberately learned to paint with his rIgill hand, as he felt that am-
bidexterity produced a harmonious balance. Although Klee was born in Switzerland, of 2 Bavarian father and a French
mother, he was not given his longed-for Swi tizenship until almost at the end of his life—the papers arriving af-
ter his death. Now a Klee Associ n has b rm sep some of the great works for a Klee Museum. One of the

founders is Hans Mever-Benteli, who owns “Tropicu ilight,” that delicate impression of bird and fronds.

LEE MiLLER

Mathilde Klee, sister of the artist
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] Amencan Art

By Carlyle Burrows

H the att galleries now|Everything subsequent to this
{ ‘at full ficod, exhibitionsidate, up to the year preceding the

continue, as for some time
to represent art on an ex-

[heo Van Doesburg retrospective|
the Art of This Century, and
by the group shows at the
and the Downtown Galleries,

e latter bring forward numer-
American  artists. Besides
the work by the Canadian
painters (noted in an adia-

it column) further signifies the
wide extent of g interests.
The thirty canvases by Orozco,
ting the first presentation in

il years, provide a satisfying

of his work, though a much

re extensive group would doubt-
be required for a full-scale

w of his' different achieve-
mts. Pictures such as “The De-
ture of Quetzalcoatl” and “The
jyrdom of St. Stephen” pre-
t, with wvigor, o ts which,

in Full Flood

artist’s death, In 1931, Is, by con-
trast, entirely detached from ob-
Jectivity, Increasingly restricted
to pattern for its own sake. James
Johnson Sweeney has provided the
comprehensive show with an ex-
cellent catalogue.

The artists at the Rehn gallery,
where the “Spring” exhibition is
now on, have contributed liberally
of their works, making a show
which amply fills all of the rooms
there. It is one of the events of
longer duration on the schedule
and may be seen through May,
with a good number of new pic-
tures included. Of these, Charles
Burchfield’s ‘“Cardinal Flowers”
proves somewhat exceptional in
{ts mingled fantasy and natural-

ism. The Henry Mattson “Blue.
Black and Silver,” large and
haunted by the splendor of the
sea, is another poetic picture,
especially to be noted for its color,
now trending perceptibly, it seems,

perhaps best conveyed in

al scope, neverthgless reveal

artist's intensity of feeling

show dramatic treatment in

easel form. The major em-

is at the same time is placed

the work of the 1820s and '30s,
ch is largely familiar, whereas
work of recent production

in having as loans from
of Modern Art the

s and portral
himself being a tfom:rlgm
competent document, are rela-
y informal exhibits of only a
fje more than minor esthetic|
rtance, This show, lke the
slock exhibition at the Whit-
Museum, has been arranged
tinuing through Saturday) as
ature of the City College cen-
Van Doesburg’s paintings, at
, of This Century, follow a
Art of Lnggetr,

painti at Rehn's, including
Bradiey W. Tomlin’s “Arrange-
ment," are in several instances|
thus sensitively, or 4n the in-
|stance of Vincent Campanella's
"Windy Afternoon,” robustly for-
malized, others such as Eugene
Speicher’s "Young Actress” and
Edward Hopper's “Corn Belt
City,” on the contrary are realized|
with taste and skill, the former in
color and form being an especially
successful achievement, Two pic-
tures. which sound a different
note, the landscape “Crehaven,”
by Bellows, and the Halsian "Old
Woman With Pitcher," by Luks,
are distinguished works by earlier

tmlvlm'.t the abstract. Though the,

Americans included.

Doesburg in Retrospect

As her final show before flying
off. from us to live in a Venetianl'
palace, Peggy Guggenheim offers|
|at Art of This Century a veryl
thoroughly prepared retrospective|
display of work by the pioneer ab-
|stractionist Theo wvan Doesburg,
who died in 1931, As this artist’s
first American retrospective, the
event is important, relating itself
to the Mondrian memorial show)
put’ on some time back at the
Museum of Modern Art.

The link between Doesburg and
Mondrian becomes apparent at al
glance; and although James John-|
son Sweeney in his keen and clari-|
fying catalogue foreword directs
notice to essential divergence In
aims and methods, at some points
|the parallel is very close (in the
1824 “Composition,” for le).
Applicability of Doesburg's geo-
|motrica11y nonobjective painting to

architecture is {interestingly ar-
gued, if not always too persuasive-
ly demonstrated, in photographs.
| The first part of the exhibition
|illustrates phases of the artist's
development prior to his perfec-
ting of the distinctive nonobjectiv-
ist style in 1916 or 1917, when the
course was definitely charted.
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college art journal

SFRI‘NI-E foey Number 3

———

ALEXANDER CALDER, The Steed bit bis Master, ink drawing, from
Three Young Rats, New York, Curt Valentin, 1944,

THE PRESIDENT AND TRUSTEES OF THE ART INSTITUTE OF CHICAGO

S T invite you fo the opening of an exhibition
i

Wednesday evening, April 16, 8 to 10 o'clock

MEMBERS MAY BRING GUESTS
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The Irish Arts and Literary Society
PADRAIC COLUM, Pres. ELIZABETH DEELY, Tress.
Sec. SEAN L. O'SCANNLAIN 780 MADSON AVE NEW YORK 2I.

A special lecture on
The Poets of Easter Week
to be delivered by Mary Colum & Padraic Colum
Sunday night March 30th at 8:30 p.m.

JAMES J. SWEENEY will be Chairman of the evening

CARROLL CLUB, 120 MADISON AVENUE, NEW YORK
Subseription 1.00 Refreshments Served

———— - - —_— ———

The American Committee of Jewish Writers

3 : md Artists and Scientists
o invites you to greet
MARC CHAGALL who has been named
Honorary Chairman of Art of the
International Jewish Conference on Culture
\\“Q_ ot a dinner to be held

Masc Chagall 1917 Wednesday evening, April 16, 7 o'clock
at the Delmonico Hotel

502 Park Avenue at 59 Street, New York

From “Marc Chagall”

by lemes Johnson Sweeney
by permizsion ol

The Museum of Modern Art R.S.V.P.
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The Irish Arts and Literary Society
PADRAIC COLUM, Pres. ELIZABETH DEELY, Tress.
Sec. SEAN L. O'SCANNLAIN 780 MADSON AVE NEW YORK 2.

A special lecture on
The Poets of Easter Week
to be delivered by Mary Colum & Padraic Colum

Sunday night March 30th at 8:30 p.m.

JAMES J. SWEENEY will be Chairman of the evening

3 _CARROLL CLUSB, 120 MADISON AVENUE, NEW YORK
- Subscription 1.00 Refreshments Saervad

Our Honored guests will be

SHOLEM ASCH

JAN GALEWICZ, Consul General, Poland

EMILY GENAUER

LILLIAN HELLMAN

CLAUDE LEVI-STRAUS, Cultural Attache, France
JAMES JOHNSON SWEENEY

DR. FRANTISEK VRBA, Cultural Attache,
Czechoslovakia

RABBI STEPHEN S. WISE
MIKHAIL VAVILOV, Cultural Attache, USSR
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THE NEW YORK TIMES, THURSDAY, MARCH 13, 1947,

r — A w——

Photographs and the Collected

iirt Works

Of Stieglitz Will Be Exhibite

d by Muse

.

\
b

!
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MY AIM in work,” says Henry Moore, “is to combine as
intensely as possible the abstract principles of sculpture along
with the realization of my idea. All art is an abstraction to
some degree: (in sculpture the material alone {01
from pure representation and towards abstract
qualities of design are essential to the value
to me of equal importance is the psvchological
If both abstract and human elements are weld
a work, it must have a fuller. deeper meaning

“For me a work must first have a vitality of its own, | do

not mean a reflection of the vitality of life. of movement
physical action, frisking, dancing figures and so on, but

that a work can have in it a pent-up energy, an intense life of

HENRY MOORE COMES TO AMERICA

BY JOHN D. MORSE

I met him in the big. bare gallery at the Museum of Modern
Art, where the first important retrospective exhibition of his
. 1046—Mar. 16, 1947) was being noisily assem-
some of the pieces were not really pure ab-
pliecd tabove the pounding of the carpenters)
pure abstraction in the show (String

had a bonelike shape at one end. Then

one figure to another, |llls~!;ing and pll]]-

ito the right light with surprising ease for
small a Il the time thumping, rubbing. and caressing
them. “There, leel that,” he said as he rabbed his hand over
Form. “Feel how it comes up and out,

the surin i

like @ torso expanding into a chest.” And again, beside the

Henry Moore in his studio. The reclining figure in the foreground is the same as that shown in the detail on the opposite page.

its own, independent of the object it may represent. When a

work has this powerful vitality we do not connect the word
Beauty with it.
“Beauty, in the later Greek or Renaissance sense, is not the

aim of my sculpture. Between beauty of expression and pow.

of expression there is a difference of function. The first aims
at pleasing the senses; the second has a spiritual vitality which
ED]' me is more mn\-’ing E]'H.I gﬂ?ﬁ l'l".l‘l](’r ll"lﬂ]] 1'11‘ SENSES,

“Because a work does not aim at reproducing natural ap-
pearances it is nol, therefore, an escape from life—but may
be a penetration into reality, not a sedative or drug, not just
the exercise of good taste, the provision of pleasant shapes and
colours in a pleasing combination, not a decoration to life, hut
an expression of the significance of life, a stimulation to
greater effort in living.”

These statements by Henry Moore | had read.’ and so when

"“Henry Moore: Sculpture and Drawings" with an introduction by

Herbert Read, Curt Valentin, New York; Percy Lund, Humphries &
Co,, Ltd. London, 1944,

1947

ind wire figure called The Bride: “Feel this part in back.
Just like picking up a kitten or rabbit by the scruff of the neck.”
Presemly he was called away for a few moments, and I
stood looking at the disordered group of fifty-odd figures,
: from hand-size to life-size, that would soon be carefully

arran wout the room, And I suddenly realized how com-
pletely right he had been. There were no pure abstractions in
the show. Each piece, in its own particular and individual way,

was deeply involved in humanity; each was, as he had written,

an “expression of the significance of life, a stimulation to

greater effort in living.”
These seated and recl

ing figures, whether immediately
recognizable or not, seem to me to reveal their creator’s pro-
drama, comy led of both
tragedy and comedy. They are neither bitter or abject. Nor is
their acceptance merely passive. They retain childhood’s gift
of wonderment, expectancy, and humor, yet with an adult
awareness that this is, after all, not the best of all possible
worlds. As Moore said of the stone called Figure (and it

[(ll.lllfi awdareness l'lf ull‘.’ ht

FAGE

aany

She
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Meore: staxe wimy, 1937,
beech wond and wrimg, 217,
Coll, J. C. Pritchard. The
only pure abstraction in the

applies to many of the others), “I wanted to give it a startled
turn of the head. She looks out to goodness knows what.™
Like I). H. Lawrence (whose complete works he read between
the ages of 25 and 30, after having finished all of Scou at 15
and Hardy at 20), Henry Moore was born the son of an
" English coal miner. In 1910, when he was twelve years old,
he won a scholarship to Castleford, Yorkshire, Grammar School,
where he attracted the special notice of the art mistress. He
was teaching in his own elementary school at Castleford when
he joined the army in 1917, and after demobilization in 1919
returned briefly to the job. But an ex-servicemen's educational
[ grant gave him the opportunity 1o spend two years at the Leeds
m School of Art (Leeds University has since conferred on him an
honorary doctor of letters degree), and in 1925 he won a travel-
ing scholarship at the Royal College of Art in London, which
took him to Paris, Rome, Florence, Venice, and Ravenna. His
first one-man exhibition was held in London in 1928, and in
that year he was commissioned to carve a decorative panel for
the main office of the Underground Railway at St. Jan
Sinee then, his steady proc

show, according te Maoore,
amd wven o has “a bonclike

shape at one end”

ion has solidly established his

reputation a= one of the world's great living sculptors, wh

Woore: scuvrmune, 1937, bird's eye marble, 197, work may be seen in the following American public colle -
Coll. A. Lancaxter Lioyd. Henry Mooré's “ideas The Museum of Modern Art, New York (19370 the Albright
ik deliberately adding realistic details 1o his Art Gallery, Buffalo (1943); the Arnt Institute of Chicago

wre are ax divect as hiv carving, 'l want the (1945) ; Washington University, St Louis (1946)

" ke says) ‘. . . te come ont of the form, In 1940 Moore was commissioned by the progressive Canon
of the featurss of Saint Matthew's in Northampton, England, to carve a
Madonna and Child for his church, (See macazixe or anr
! Oct.,, 1943.) The resulting figure, and the sculptor's feelin

about it, throws considerable light on the whole =u f
work. In a leaflet commemorating the oecasion of a fe
the church in 1943 he wrote: “When | w
a ‘Madonna and Child' for St. Matthew’s, althe
interested, | wasn't sure whether | could do it, or
b | even wanted to do it. One knows that Religion

- inspiration of most of Europe'’s greatest painting
and that the Church in the past has encouraged
the greatest artists: but the great tradition of religious art
secms Lo have got lost completely in the present day, and the
general level of church art has fallen very low (as anvone can
see from the affected and sentimental prettiness sold for church
decoration in church art shops). Therefore T felt it was not o
| commission straightaway and lightheartedly to agree to under
take, and | could only promise to make notehook drawings
from which 1 would do small clay models, and only then
should 1 be able to say whether 1 could produce something
which would be satisfactory as soulpture and also satisfy my
idea of the ‘Madonna and Child' theme as well,

“There are two particular motives or subjects which 1 have
constantly used in my sculpture in the last twenty years; they
are the ‘Reclining Figure' idea and the ‘Mother and Child’
idea, Perhaps of the two the *Mother and Child' differs from
a carving of just a ‘Mother and Child'—that is, by consider-
ing how in my opinion religious art differs from secular art.

“It's not easy to describe in words what this difference is,
except by saying in general terms that the ‘Madonna and
Child" should have an austerity and a nobility, and some touch
of grandeur (even hieratic aloofness) which is missing in the
everyday ‘Mother and Child’ idea. Of the sketches and models
I have done, the one chosen has | think a quict dignity and
gentleness. 1 have tried to give a sense of complete easiness
and repose, as though the Madonna could stay in that position
for ever (as, being in stone, she will have to do).” Moore: Tvue wune, 1940, lead and wire, 127, Coll, Museum of Modern

The sculptor was well aware also that in accepling the com- Art, “*Feel this part in back.” [said Moore] “Just like picking up a
amission for the Madonna and Child he would have to modify kitten or rabbit by the scruff of the neck. ™

irst asked to cary

I was very

Moore: mecuxine woune,
1938, lead, 13" long. Colloc-
tion of Museum of Modern
Art. Mowre “is essentially a
carver fustead of @ modeler.
When he does wmadel in clay
fer kis bronze and lead figures
ke makes the clay figure munch
larger than weeessary, and
after it hardens w little ke
carves it down to the size and
texture ke wants,”

PAGE wa . L
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Moore
beech

Call. .
only m
show,

and v
shape o

his style, that he would have to “meet the subject half-way,”
as he says. The features of the Child, for example, posed a very
real problem. They would have to satisfy both himsell and a

number of devout parishioners who already had  decided
notions of what the Christ Child should look like, “It was the
orrying fortnight 1 ever spent,” he told me, but the

muost
result seems eventually 1o have satisfiod everyone concerned.

Moore believes it o good thing for the modéern artist 1o

subject half-way™ by sceepling o commission about
every three yoars—"to prove to himsell that he can face the
problem of realism in ar.” He feels that the Madonna and Child
for St. Matthew's provided this discipline, also the *Shelior
ssilile

that a

Drawings" of the war years, and he hop

mission for a Family Group for the Village
ton may do the same

about d

But his ides

his sculpture are as d

ol exXpeciancy or whi r

the features.” When 1 poin

exhibition that has litle wi
ha

sting pupils

v he believes as
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years sinee, he said: “We all used to talk a lot aboy suiting
muterial 1o subject. That is important for a young sculptor,
He has to learn, Bul eventually, if one doesn't transeend gpe'y
material, ore isn't much of a sculptor. A great artist ean make
a great work of art out of what a minor artist would call the
wrong materinl, But the minor artist, with exactly the right
material, will still produce a minor work of art,”

Today Moore uses any material he can get {the lead figures
were made out of the same material as plumbers’ “draing”),
but he is essentially a carver instead of a modeler, When |
does model in clay for his bronze and lead figures be makes |
the clay figure much larger than necessary, and alier it
hardens a livtle he carves it down to the siee and texture he
wants, When he could not get big stones during the war he
tried making his own out of reinforeed concrete, |
of working with it as it hardened, adding the reinf,

tjust the right time, he found “very worry-making.” He says

he tension

eing steel

took his mind off the main job, which was carving his idea
emptuous of casting in anificial stone, bt
ight get used to i, just like we got used
He pointed out that he had Jiked the cast
e in the Trocadero wl nftuenced
There is really no reason why casts
I not be made, 'm really not against the ides at all” |

But wood and stone to enrve (preferably stone) remain his |
favorite materials, and | discovered how this fact has had an
itant bearing on his an. Although he had written that

mildly ¢

» that “we

= in bron

ecliming Astec fig
work so profoundly,

Mother and Child idea was perhaps his “fundamental
the truth is that the re
= frequently, if not more often, in his w.

g figure idea occurs |
jusi 2 . | nsked him |
why. Immediately his interest quickened. and he thought »
moment before replying.

It
le said, speaking slowly and precisely, as though he had given

are three fundamental poses of the buman figure,”

the matter long thought. “One is standing, the other is seated,

and the third is lying down. Now, if you like to carve the human
figure in stone, as [ do, the standing pose is no good. Stone is
not so strong as booe, and the figure will break off at the ankles
and topple over, The early Greeks solved this problems by
draping the figure and covering the ankles. Later on they sup-
ported it o t o silly tree trunk,

“But with either the seated or the reclining figure one
doesn’t have this worry, And between them are enough vari-
ations to ocoupy any seulptor for a ime. In fact if T were

told that from now on 1 should have stone only for seated
figures 1 should not mind it at all.

“But of the three poses, the reclining figure gives the most
freedom

sampositionally and spatially, The seated fig
to haye something to sit on, You can't free it (rom its
A e
stable at the same time, It fits in with my beliel that seulptue
should be permanent. should last for eternity, Also, it has
repose. And it suits me—if you know what 1 mean

What "rﬂq‘ Moore “means'

of “Shelter Drawings™ which the Gover

ing figure can recline on any surface. |1 is

the war

Ehaly here 1

to make in London dur
included in the exhibiti
row on row in the tules of the |

of in free space. And still they are

They are human beings, bored
dignities and privations that
they are painted in T

that are surprising {

prisingly right in the pictures by He
Every 1 whao

Moore *

exhibition in New York, (

a chanee to find wut for

Meoore: Grove oF DeAPED vicnur
walercoler, 1941, 22" 5 |21,
reds, blues, and groens

shelter, and surgrisingly vight in the picturs

here, feel that,! | Henry Moore) said as he rubbed his kand aver the
cxpanding into a at" " Right, YUME SHELTER FERSPOCTIVE, waler-
¢ fignres are veclining row on row in the tubes of the London Under:

Moore: Left, sguans

surface of SEUARE FoR

color and pen, 1941, 180" x 177, ¢ } drt

ground, instead of in free spuce.

Moore:
1938, lea
tiom of

Art. Ma
carver i
When ke
for his by
he ko
larger
after it

carves it
texture k
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Visit
ARTLY because the Mu-

seum of Modern Art is run
on such Pentagon-like lines that
anybody wanting to see one of
its curators has to get a pass be-
fore being admitted to the ele-
vator, certain people have long prayed
for an incident that would rufflc its com-
posure, Their prayers have been zrant-
ed. The other day—so we are informed
by a gentleman who happened to be
around at the time—a rough-looking
character, cigarette dangling from lip,
turned up at the rrn‘}ninn counter and
fixed one of the impeccable young ladies
behind it with a questioning eye. “You
can’t smoke here,” she said. “Why
not?’ asked the visitor, “It's a bar, isn’t
it? It looks like a bar.” The caller then

v

asked to see Mr. Sweeney, the former
director of paintings and sculpture, and
was told that he was no longer there,
“Whe's left, anyway?” he inquired,
and asked for one of the curators.
“Whe shall T say wants him?* the re-
ception girl asked, picking up an intra-
mural phone. “Dr. Barnes, of Philadel-
phia,” the smoker replied, removing his
igarette and emitting a terrible puff.
Advised, shakily, that his second choice
was off for the day, Dr. Barnes (for it
was indeed he) said, “Tell him Barnes
was here, and that he wasn’t drunk,”
blew 2 well-defined ring, and departed.
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WORCESTER ART MUSEUM &
AND CALENDAR

NEWS BULLETIN

Fenrt

ARY, 1047

BROWN TUBE SHELTER
by Henry Moore
LENT BY THE IMPERIAL WAR MUSEUM, LONDON

BRITISH CONTEMPORARY PAINTERS

Examples of the independent and imagina-
tive painting of certain British artists may be
seen in the exhibition, British Contemporary
Painters, on view at the Museum from Febru-
ary 12 through March 16. Selected by John
Rothenstein, Director of the Tate Gallery, Lon-
don; Philip Hendy, Director of the National
Gallery, London; and Clive Bell, the well-
known English art critic, the exhibition was or-
ganized by the Albright Art Gallery, Buffalo,
in cooperation with the British Council. Its
only New England appearance will be at the
Worcester Art Museum.

2

Widely divergent in style, the work of these
artists does not constitute a cross section of
British painting, but furnishes examples of its
maost Cfc:ltivl_‘ phﬂsc»

One of the most important artists represented
is the sculptor Henry Moore, who was recently
honored by a one-man show at the Museum of
Modern Art. As a government war artist, he
produced some remarkable drawings, such as
Brown Tube Shelter, which reflect the power
of his sculptural compositions.
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FRANCE FOREVER

(Affilié au Gowvernement Framgais)
122 WEesT 50TH STREET, NEw YORK 19, N. Y.
-

Le Président de FRANCE FOREVER vous prie de lui faire I'honneur d'assister
& une conférence par

Mademoiselle SIMONE DE BEAUVOIR

Eerivain et Philosophe
"La ResponsaBILITE DE L'ECRIVAIN"
sous les auspices du Conseiller Culturel prés 'Ambassade de France
le mardi 11 février 1947 4 8 heures 30
Me. JAMES JOHNSON SWEENEY présentera la conférenciére

MUSEUM OF MODERN ART Invitation posr dewx perionnes
11 WesT 5380 ST., NEw York Cirv R.S.V.P,

o L <
RANCE FOREVER
587 FiFTH AVENUE
MNeEw YoRrRK 17, N. Y.
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FRANCE FOREVER

(France Quand Méme)
(Incorporated under the Laws of the State of Pennsylvania)
A : G of the French Republic

Executive Offices: 587 Fifth Avenue, New York 17, N. Y., Telephone ELdorado 5-4051

d with the Proviai

February 14, 1947

Mr. James Johnson Sweeney
120 East ®nd Avenue
New York City, N.Y.

Dear Mr, Sweeney:

I wish to thank you again for your kindness in accepting
to preside over the de Beauvoir lecture at the Museum of Modern
Art, You did it magnificently and I want to tell you how much
we appreciated both your graciousness and also your patience in
waiting to meet Miss de Beauvoir and making everything so easy
for me,

Thank you again, and I remain

Simserely yours,

A /Z/ tad, [ %M(
 Dpacior of Chapter Serage; e Hveny
Dr. Albert Simard, Chai

Executive Vice-President
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SLIGHTED FIELDS AND FAMILIAR GROUND

OR several years now art books
have been appearing in profu-
sion, a few of them excellent,
many poor, the majority simply in-
different. Whatever their quality,
their number is an encouraging sign
that art is still on the upswing in
America, that it begins to crowd hard
our traditional favorites, music and
literature. The pity is that publishers
here and abroad practise such dupli-
cation of subject, concentrating on
certain artists and fields, neglecting
others. If, for example, one book on
Renoir appears, more are sure to fol-
low. To pgive a specific case in
‘point, Claude Roger-Marx’s very good
‘monograph on the late French mas-
ter Edouard Vuillard arrived from
. France last year; in the same ship-
‘ment came a rather poor one by Jac-
ques Salomon.

The cases can be repeated endlessly.
Perhaps that is why some of the re-
cent art books seem especially val-

. uahle in that they deal with subjects
‘on which little first-rate material is
available. Otto Benesch's “The Art
of the Renaissance in Northern Eu-
rope” (Harvard University Press) has
a wealth of illuminating data on the
intellectual and emotional currents
‘which produced Diirer, Griinevald,
Altdorfer, Cranach, Bruegel, the Fon-
tainebleau Mannerists, and other im-
portant sixteenth-century painters in
the North. Dr. Benesch's book tells
us so much that it makes us realize
how little has been published in Eng-
lish on this vital subject. Another
neglected aspect of sixteenth-century

" art is treated in Giuliano Briganti’s
“]1 Manierismo e Pellegrino Tibaldi"
(Cosmopolita, Rome), now available
in our larger bookshops. The book
deals with Italian Mannerism as the
geparate style it is now widely ad-
mitted to be, though until recently
and in the face of overwhelming evi-
dence to the contrary many of our
scholars dismissed the movement as
merely a deathbed convulsion of the
Renaissance. I read Italian with such
difficulty that I have made little head-
way with the text, but muny of the
illustrations—those of works by Bec-
cafumi and Tibaldi, among others—

are an exciting revelation.

~ Other recent art books are note-
worthy, not because they explore

~ slighted fields, but because they re-
Juate famillar ground. A truly re-
e example is John Summer-

son’s “Georgian London” (Scribners'),
one of the major events in modern
architectural criticism, Many Ameri-
cans who have been to London cherish
a dream of its cighteenth-century
grace as having evolved from a so-
ciety endowed with superlative taste.
So, in a sense, it did. But Mr. Sum-
merson's book makes clear that Geor-
gian London was produced largely by
hard-boiled speculators, sometimes
with brilliant results, yet often with
sad waste of architectural opportu-
nity. He does not belabor his sub-
ject, he is not interested in the petu-
lant esthetic game of locating moles
on the Venus de Milo, but his schol
arly reappraisal of eighteenth-century
London provides an irrefutable argu-
ment in favor of city planning.

The late nineteenth century in
France continues to be a favorite
subject for publishers and hence for
writers, and Hyperion Press has lately
" added “Van Gogh” and “The Etchings
of the French Impressionists” to their
series in this field. The former book
has a lucid text by Edward Alden
Jewell and inferior plates. The color
plates in the latter volume, and some
of the black-and-whites as well, can
only be described as appalling. The
reproduction of Cézanne's “The Bath-
ers,” for instance, is a travesty of that
master’s style, and in general very
great graphic art struggles against
grayness and bad register, It is a
relief to turn from such slapdash
bookmaking to John Rewald's “His-
tory of Impressionism"” (Museum of
Modern Art, distributed by Simon &
Schuster). Mr. Rewald's book sup-
plies an impressive answer to those
who had assumed there was not much
left to say about Impressionism: ob-
viously none of us knew the half of
it. The book has been criticized as
excessively factual, but that, I think,
is its wvirtue, Stylistic analyses of
Impressionism have continually been
based on errors of chronology which
Mr. Rewald has now corrected. His

Al i 7 gt
=) v —

book should henceforth be used by
students as a check against R. H.
Wilenski's “Modern French Painters,”
an entrenched textbook because of
its brilliant wirtues, but abounding
in factual r akes,

The American nineteenth - century
field is slowly being re-examined. The
New York State Museum at Albany
has devoted its bulletin No. 339 to a
study of the life and works of Ed-
ward Lamson Henry by Elizabeth Mc
Causland. The text and captions have
been carefully prepared, and are il-
lustrated by numerous reproductions
which are small but adequate; includ-
ed are cinating photographs relating
to Henry and his period. Miss Me-
Causland has also published this year
a much-needed study of one of our
finest landscapists, George Inness.
And the Brooklyn Museum has issued
a monograph on the American Im-
pressionist Theodore Robinson, with
an excellent text by John I H. Baur
—the whole a model of  .painstaking
research, clarity, and reproduction.

As to the modern Americans,
Doubleday & Co. has recently printed
a large volume, “Painting in the
U.S.A.” with a host of quite good
plates, many in ¢olor, and a rambling
but refr ly non-dogmatic text by
Alan D. Gruskin, The paintings illus-
trated are mostly middle-of-the-road
“subject” pictures. 1 frankly find a
great number of them tedious and |
already stale, but there is nothing |
wrong with this genre if the artists’
talents are strong, as some of the
plates testify. Moreover, it is to Mr.
Gruskin's credit that he has tried to
give a sensé of modern American art's
variety, instead of writing a platform
for his favorites. A rather excep-
tional publication, it seems to me, is
the monograph on Philip Evergood is-
sued by the A.C.A Gallery and dis-
tributed by Simon & Schuster. Ever-
good is one of our most original
artists, occasionally one of our most
inspired, and this book is a welcome
and handsome document on his
career; it contains Evergood's own
clear statement of his beliefs and a
good essay on his humanism by Oliver
Larkin, The Dryden Press has printed
a monograph on the now celebrated
American primitive Grandma Moses,
edited by Otto Kallir and including
one of those blue-jean forewords by
Louis Bromfield. I cannot respond to
the excitement of those who find in
Grandma Moses another Rousseau
or John Kane, but she is certainly a |
fresh and amiable painter, and her
modest quality comes through both |
in the reproductions and her writing. |

In praising Grandma Moses’s pic- |

tures, Mr. Bromfleld notes that they

understand the full banality of this
statement, you need only !_ook at Sid-
ney and Harriet Janis's “Picasso: The
Recent Years” (Doubleday & Co.), a
book whose plates reveal the extraor-
dinary creative power of an artist
who, almost alone among maodern

ainters, has gone on for fifty years
\iith unrelenting vigor. The full half
decade of his great career is treated
in Alfred H. Barr Jrs “Picasso:

Fifty Years of His Art” (Museum of |

Modern Art, distributed by Simon &
Schuster). This is by all odds the

most distinguished monograph yet H

published here or abroad on a twen- |
Iy
|

tieth-century artist. The same pub-
lishers have also produced a fine book
on Mare Chagall, with an eminently

readable and informative text by | |

James Johnson Sweeney.

There have been several omnibus
publications, of which I have space
to mention only two: “Master-
pieces of Painting from the National
Gallery,” superbly edited by Hunting-
ton Cairns and John Walker, d
tributed by Random House. This,
surely, is one of the outstanding art
books of recent years; its eighty-five
color plates are good; its commen-
taries by famous writers of all periods
have been chosen with rare inspira-
tion and cogency. The “Art News
Annual for 1946-47" maintains that
publication’s honest standards;

year its high spots are articles on the |

Gardner Collection in Boston, the new
vision in abstract photography, and
master drawings of today. i

Well, art is long indeed, and every |

so often someone has to take it
bravely in hand, cry “bottoms up!”,
and down it at one gulp. Aline B,
Louchheim has done this in “5,000
Years of Art” (Howell, Soskin),
done it well; her text is lively, to ﬁ:Q
point, and serious. Included are g
plates and almanacs of the v
periods. The latter might have ¥
more carefully proofread, since every
word counts for so much, but the
facts are there, and when they

not salient they are provocative, Per-
sonally, 1 was especially pleased to
read the entry for 1931: “Rockefeller
Center in New York begun. Alex-
ander- Calder's first mobiles,” That's
the way to boil these things down—
the creative mechanic, alone with
pliers, as important as the mass

‘engineering boast.

are far from “the assembly line ab. B
stractions of the later Picasso.” To it

The Saturday

{
!
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ANDRE MASSON

EXAMPLES OF HIS WORK
FROM 1922 TO 1945

FEBRUARY 4—MARCH 1, 1947

BRURCEH Ha L Z) & ALLERY
COEUR T ¥V A L E N T I N
32 EAST 57 STREET » NEW YORK
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The Buchholz Gallery ! the @ loans of The Museum of Moderm
Art, Mr. Stephen C. Clark and Mr. F. Karoly.

PAINTINGS BY ANDRE MASSON
André Mosson's work is fed by paintings In the followi The Balfimore
Museum of Art (Saidie May Collsction); The Albright Art Gallery, Buffale: The San Fran-
eisco Museum of Art; Tha Phillips Memorial Gallery, Washington.

ANDRE MASSON ON SURREALISM
AND "ABSTRACT" ART*

“Yas, | was associoted with surrealism, With me surrealism hos been a cyelic offair.
| was one of the first group of surrealists, Then in o manner of speaking | became
soparated from them.

"But | am actually more a list in my il

than in my painting, Perhaps

it is really that my i PE

“Fundamentally | am more o symF with sur , than a list or o
non-surrealist. . . . | like Chardin foo much ever to be a surrealist. |n Chardin we
find no association with things cutside the represantation itself, or of any rote, a
minimum of them. Plastic rigour cannct be replaced by even the richest literary
imagination. A painting or sculpture does not have a survival value if it lacks this
plastic rigour. The literary imagination in such work is naver anything but a preteat
of eacuse for it and must be absorbed into the plastic form. IF it is not, the literary

ginative el tsoon b dated.

“As a contequence | am salitary: | am too surrealist for those who do not like

*Erom Jomes Johnton Sweeney, ELEVEN EURCOPEANS IN AMERICA, Muscum of Modern Art,
|944; and André Massan, A CRISIS OF THE IMAGINARY, Hotlzon, Londan, 1945,
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Man
3915 £ 253"

Dead Bird
283 1 2114"

Woman
28 x 235"

_Amphora
31 214"

Meteors
28% 2 211/,"

La Reine Marguerite
18Y4 2 13"

Enfants des Iles
361234

On the Beach
22,190,

h__.r—sﬂi%‘

Les Promeneurs

283 x 144"

Death Mask

15 18"

The Knife

1614 x 137

Haunted Castle
18 x 157

Horse Devouring

Birds

43, £ 193,

Battle of the Fish
14 % 28"
Lent by The Museum of

Madern Arf

Fish
3 2 517

The Couple

3ax 1414°

Meditation on an
Qak Leaf

40 x 323"
Lent by Stephen C. Clark

Theseus
15 x 62°

Private Collection

Antille
50337
Lent by F. Koroly

1945 25

The Wind

40 30"

The Elk Hunt
22:27"

Tiger's Skull
8x9"

La Renne de Sable
Iy e 241"

Reading
12107

Turtle
10x 124"

CAT. No. 16




FOR STUDY PURPOSES ONLY., NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection: Series.Folder:

JIS

1.27

ON EXHIBITION AT THE WILLARD GALLERY

1922 30

1929 3|

931 32

DRAWINGS

Man with Mandolin 1939 33 Froternity of
Natural Kingdoms

Charcoal aond pastel.

23l = 183" Ink, 173 x 241"
2 4

34 Love of the Plants
Battle of the Fish
Ink. 24% x 174"
Pastel. 19 x 243"
35 Morphology of

Bacchanal Passions

Charcoal. 17l x 237 Ink. 24 x 18%




1940 36
37
1942 38
39
1944 40
4]
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The Philosopher
Ik, 1945 x 135"

1945

The Dead Tree
Ink. 141/ x 101"

Divertissement
Pastel. 193 x 255"

Homage to
John Donne
Ink, 22 x 187

Nude with Butterfly
Inkiand pesfel; 24 174"

Centauress
Ink. 22 x 175"

42

43

45

47

Head of a Child
Ink ond postel. 24 x 187

Fomine
Ink and postel, 24 « 187

Turtle
fak and postel. 18 x 24"

Turtle
Ink and charcoal. 18 x 247

Self Portrait
Ink and wash.
147 x 16447

Centauress with
Shells
Ink and pastel, 24 x 187

PORTFOLIOS AND BOOKS 1

€4

ILLUSTRATED BY ANDRE MASSON

ANATOMY OF MY UNIVERSE. Text and 34 drawings. out of print r

1
NOCTURNAL NOTEBOOK. |4 Drawings. $ 2.00
Limited edition with one etching. $18.00

GEORGES DUTHUIT. LE SERPENT DANS LA GALERE. With 8 Drawings in

collotype and 20 Drawings. Limited edition of 500 copies. $20.00

BESTIAIRE. |2 Lithographs and 10 Drawings. Text by Georges Duthuit.
Limited edition of 135 copies. $100.00

* % ¥
MYTHOLOGY OF BEING. A Poem. Eight pen and ink drawings, and a
frontispiece. (Wittenborn) 1942. $10.00

ANDRE MASSON. Texis by André Breton, Robert Desnos, Paul Eluard,
Michel Leiris, Benjamin Peret and ofhers. 53 Drawings. (Paris, 1940)
Limited edition of 400 copies. $12.50

MYTHOLOGIES. 4| Drawings. (Editions Fontaine, Paris)

MICHEL LEIRIS. GLOSSAIRE J'Y SERRE MES GLOSES. 15 Lithographs.
Paris 1939,
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THE NEW YORK TIMES,

er Linio
Elxht Street
P, M. “Aris
'I'wemlrth Ca
Sweeney.

* X

OCT 18:

ocT

NOV

E\_rt:nts Today

n Fomm Great Hn.t
and Astor Plage 8:156
and Clvilizatlons® The
mtury,” James Johnson

THE DIVISION OF SOCIAL

Arts and

8: THE RECORD OF THE VISION

FRANCIS TAYLOR
Director, The Mewropolitan Museum of Art

25: THE FIRST AMERICAN CIVILIZATION —
THE MAYANS

H. ]J. SPINDEN
Curator, American Indian Art and Primitive Cul-

tures, The Brooklyn Museum

I: ANCIENT CIVILIZATIONS OF PERU

WILLIAM DUNCAN STRONG
Dot of Anthropology, Columbia Uni

NOY 8: THE PLAINS INDIANS

RALPH LINTON

of Antt logy, Yale Uni

Dend,

NOV I15: EGYPT

AMBROSE LANSING
Curator, Egyptian Are, The Metropolitan Museum

of Art

NOV 22: ART INTHE DAYS OF CYRUS AND DARIUS

ARTHUR UPHAM POPE
Director, The Iranian Institute

NOV 29: FIFTH CENTURY ATHENS
WILLIAM BELL DINSMOOR
Professor of Archeology, Columbia University

FRIDAY, JANUARY 24, 1947.

PHILOSOPHY OF THE COOPER UNION

| g [
Civilizations
DEC & THE SPIRIT OF HARMONY IN CHINESE

PAINTING

WING-TSIT CHAN
Professor of Chinese Culture, Dartmouth College

DEC 13: EARLY ART OF THE CHRISTIAN EAST

FRANKLIN M. BIEBEL
Assistant Director, The Frick Collection

DEC 20: THE WORLDLY OUTLOOK OF MODERN
CULTURE
RALPH E. TURNER
Professor of History, Yale University

DEC 27: NO MEETING

JAN 3: NO MEETING

JAN 10: MEDIEVAL ISLAMIC ARTS
ARTHUR UPHAM POPE

JAN 17: PATRONAGE AND THE GRAND MANNER

CALVIN S. HATHAWAY
Curator, The Cooper Union Museum

JAN 24: THE TWENTIETH CENTURY
JAMES JOHNSON SWEENEY
Director, Department of Paintings and Sculpture,
The Museum of Modern Are

JAN 31: SUMMING UP
The Chairman and The Audience
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IE ART SCHOOL - Prott Instituts 1946 = 1047
ssimment Sheet Hoe8

HISTORY OF ART

frclitesture and Sculpture

llotes on the follawing subjects presented by Jumes C, Boudreau, Dean

1ls The Christ in Sculpturs (lichelangelo)
12s BEwolution of the Skyscraper

Bridge Daesimn

lotas on parallel reading from "ART THROUGH THE AGES"

134 Early Egyptian Sculpture PPe 27 = 36
14, idddls Iingdon Sculpture PPe 53 - B9

15« Greeir Sculpture ppe 170 = 176

Speeial Assicmments

“9a lizke a drawing or tracing showing modern fenestration,
10, Draw the five types of bridpes (side view),

11, lake a careful perspective in line of a bridge you knaw,

lotes on Addresses of Guost Speakers

Sub E‘ect Spenler

ls Problems of the Hollywood Hr, Willy Pogany
Artistedezizner Holljwood Art Director

2¢ Contemporary Sculpture liry Janmes J, Swoenoy
Director, Dept, of
Painting & Soulpture,
luseun of liodern Art

lount one sat of "Architocture and Sculpture prints" and insert in note
bools (These prints are on sale in the Pratt Institute Bool: Store for $1.50),

First semester no%e bool due ltonday morningz, January 20, 1947, Deliver
npte book to the 0f7.ce of your ead of Departient,
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HENRY MOORE

{Continued from page 81)

form of the hillside from which the
stone had been quarricd. Like Shelley,
he seems spontaneonsly o personify
the forees of Natuve.

age between the

animate. « extent we all share
this sensati do we not talk about
thie shoulder of a mountain, the foo1 of
a cliff, the arms of a river?

In some of his recent work
Moore has, however, developed o new

prest in what may be called the
human situation.
During ths war he was com
missioned by the State to make a series
of drawing= in air-raid shelters (alen
some in o mines), Very surprisingly
to those of us who had followed his pre-
| wious work, and with outstanding suc
cess, he emploved classical draperies to
express his vision of the shelierers in
their tragic plight. Some of these
colonred drawings—he has a very per-
sonal sense of col -might be illus
trations for Dante’s Inferno: long per-
spectives of recumbent figures pressed
shoulder to shoulder and thigh to thigh,
ernelly without privacy in a claustro-
phobie underworld: men and women
sleeping beside their children, remind-
ing us of Mantegna by their anguished
and fore-shortened heads and the folds
that mould their uncasy frames. No
realism herep yet no other artist in any
country has, so far as 1 know, come
near to expressing =o fully the pity in-
spired by the lamentable vietims of
scientific war.
Another most fortunate  and
well-timed  commission  encouraged
Moore to persevers in this return to
humanism. The Madonna and Child
that he was invited to carve for o
church near Northampton (England)
must be accounted one of his finest
works, as it is also certainly the most
approachable. No recourse here to the
idioms of another age, Romanesque or
Gothic or Renaissance; no eelf-con-
scious modernism either; but a mar-
llously majestic and lumi statue
that reveals, without a touch of the sen-
timentality which disfigures most mod-
ern religious art, the traditional con-
ception of u woman who has been
chosen to be the Mother of God. So
impressive is this image thay if it were
in an Italian church 1 can conceive of
jts being eredited with mirsculous
powers.
Moore's lntest work is a group
in which he has undertaken the par
ticularly difficult task of relating two
adult figures and two children. Here
he has taken much greater liberties, de-
parted much farther from representa-
tion, than he could have done in o work
| designed for a church. 1 foel here little
of the disquisting quality which ema-
pates from so many of his earlier g
uros, with dwarfish heads surmounting
colossal frames, Henry Moore has re-
cently become for the first Lime a
father, and perhaps this gronp may
have flowered from 4 new sense in him
of the family ax the fundamental pat-
tern in human life.

| Moare has always been passion-
ately interested in shapes as such, in
three-dimensional form  for its ow
sake, Sometimes this has led hi

( Continned on page 147)
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HENRY MOORE
(Continued from page 146)

make ahstract works, among them some
ey ble objeots in which taut lines
of string are used in contrast (o the sub:
e modulations of the carved wood. He
peculiarly sensible to the

r of the material he is

his rhythma arding

v carves wond or stones

d or stone, as

kin and hair in v
is clad: He g
< not imit
# he has

Here he

of fesh, here @ : at exploits the
girder-like  hardn i bone, For
whereas much contemporary painting
and sculptire reveals & preaccupation
with geometrical forms. Moore seoms
1o abhor any suggestion of rigidity and
to pursue always orgasnic forms with
thesi i o striving and life.
This signal preference makes him 2
seatially and passionately a romantic

| with one of his
+ imagination send the
hand sliding over the delicate variely
of vallevs and hills and caves, notice
the warmth of the seulptor's appetite
for his material, for the grain of wood,
for the differing textures of the stones
he carves, Having thus made contact
with his craftsmanship, one begins to
find oneself sympathizing with the
vision that this craftsmanship makes
palpable. Great art can spring only
from a happy marriage between imag-
ination and technique.

Moore is now aged forty-eight:
that is to =ay, he is mature as an artist,
though probably he has not yet at-
tained the summit of his achievement.
(Sculptors, like painters and musi-
cians, but unlike writers, can reason-
ably hope 1o go from strength to
strength till the end of their lives,)

One reason for the scarcity of
good seulpture in the modern world is
that there is so little demand for it
Most sculptural masterpieces have been
produced for a particular purpose to
take a place in some architectural
scheme, Unluckily genius today is even
more rarely to be found among archi- |
1eets than among sculptors; and, more-
over, the recent trend in architecture
hies Lieen towards a puritanical distrust
f ornament. They like 1o conceal
the function of a church or a town
b a musenm or a school, under the
disgu { either a hoepital or a fac-
tary. Bu i ainst this con-
insion of thought is gaining strength. |
And 1 look forward to seeing some
great new building of which carvings
by Henry Moore will be an integral |
part. Seulpture, until it can renew its
intimacy with architecture, must re-
main the Cinderella of the arts.

Series.Folder:
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RAYMOND MORTIMER
Literary editor of the New Statesmian and
Nation, he s also an art eritic.intuitive
and exact, His books, published in England,
include the war-written Channel Packet and
Muaner's “Bar aus Folies Bergére.” (Pa
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ENGLAND'S FOREMOST SCULPTOR—HIS WORK, A SHOW

OF POWER, IS NOF AT THE MUSEUM OF MODERN ART

by

Raymond Mortimer

“WOMEN WINDING WooL" COLLECTION

ATHER over a century ago Canning, who was then Britain’s

Prime Minister, was offered, by a proud host, a glass of

a new type of wine. He tasted it; made a grimace; and

gave his verdict: “A man who says he likes this will say anything!™

I have met with a similar incredulity sometimes when I have admitted,

in unsuitable company, to an admiration for Picasso’s paintings or

Henry Moore’s carvings. But what was the wine that Canning thought

so obviously disgusting? Dry champagne. Previously all champagne

had been sweet; and the first reaction to anything unfamiliar is apt
to be dismay.

Picasso is now generally accepted as a man of genius by every-
one under seventy who spends much time looking at pictures. Moore,
who is young enough to be Picasso’s son, is still a subject for con-
troversy. People have not had time to get used to his work. The Post-
Impressionist way of painting has long since made its influence felt
in posters and textiles; nor would any but the most unsophisticated

plain of a landscape or a nude for not being “like.” But the
analogous approach to sculpture has enjoyed much less success, and
none of its practitioners has yet attained the world-wide celebrity of
Matisse, Picasso, and Rouault.

The first emotion excited by a Moore carving is likely to be dis-
quietude, or even alarm. Though the human body has provided the
subject, the final result is inhuman. This, of course, is a liberty that
many of the best contemporary artists have taken when painting the
figure. We may be reminded also of the methods used by men all over
the world when making images of their gods—in Egypt, deities with
the head of a hawk or a jackal: in Assyria, winged bulls with bearded
human heads; in India, bodhisattvas with eight heads and a hundred
arms; and a whole multitudinous Olympus of fetiches and idols from
Africa, the Americas, and the Pacific.

It is with these that Henry Moore’s carvings usually invite com-
parison rather than with the Elgin Marbles, or the masterpieces of
Donatello and Michelangelo. European sculptors, whose aim was not
humanistic but religious, were inspired to emphasize the dignity of
the human frame. The incomparable figures on the west portal of
Chartres are distorted indeed, but the distortion serves only to make
them nobler and more majestic.

Moore, on the other hand, uses the human form as a theme upon
which to devise variations in plastic form, variations that display
original harmonies between convex and concave forms.

Looking at some of his recumbent figures I have found it more
profitable to avoid all thought of the human frame which inspired
them, and to compare them rather with a range of hills or a coast
eroded into caves by the ocean. Hitherto sculptors have never treated
landscape, except ionally, in the background of a relief. But land-
scape, one notices, has increasingly taken the place of the nude figure
as the subject most inspiring to the painter, And Moore’s figures often
suggest that he has been influenced by the (Continued on page 146)

HENRY MOORE, SKETCHED BY VOGUE'S ARTIST, RENE n. novcHE
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SUPPLEMENT SATURDAY

PICTORIAL “ARRANGEMENTS”

Mare Chagall by James Jounson SweENEY, New York: Museum of
Modern . In collaboration with The Art Institute of

Chicago. $3.

Art Quarterly. Editor, R. O. Duncor, Vol I No. 2 Summer, 1946,

or (Mill Cottage, Barnham,

The limitations of the language of
art eriticism are notorious. In the
present anarchy of standards of
achievement they threaten to make
criticism unintelligible. The pro-
nouncements, the manifestos, the
statements of aims of contemporary
groups or individuals ‘are seldom of
much assistance to the visitor to the
picture galleries; for the most part
they hinder rather than help. There
is no reason why a painter who paints
in a novel way should be able 10
describe in coherent words the
particular vision or purpose of his
painting: nor can there be any
guarantee that such words as he may
find will in fact throw any light upon
his performance, since the intention
may remain in his mind without
having been transferred to his paint-
ing. In deprecating the mass of
written  “interpretation ™ of art
to-day Miss Cathleen Mann has wise
things to say in a short article,
entitled ** Paint Should be Enough,”
which appears in the Art Quarterly : —
~ What the painter [she observes] has
wanted to express he should be able to
do without the interpretation being neces-
literature as well. v v Ihe
inting, which takes a life-
time of work, is of small consequence
the mind of the artist, . . .
 that words,
things, cannot
express the emoti force of
explained, or tries (o
by colour, form, space
plification, texture, and so
y other things that go to make &
picture,
It is very well said. Yet it is precisely
this saving truth about painting which
is made to serve as an apology, often
a wordy apology, for so much in con-
temporary art that is mere sterile selt-
i 8.
The case of Mr. Marc Chagall is
a challenging pne, and the present
volume issued by the Museum of
Modern Art, New York, which con-
tains fifty-five plates, including three
in full colour, illustrating the whole
range of his work, brings out clearly
the nature of the challenge. What it
fails to do is to win support for Mr,
Jumes Johnson Sweeneys view of
Mr. Chagall's achievement as a
painter or of the * key position in the
world g&m m“f::ifh he
thinks. occupies, atier's
ammphg_ was  published in
France in 1931 and provides some
instructive  sidelig on his work
mﬂﬂly. Without having read a
e of it and knowing only the prin-
' ) 'ﬂfmatmish‘t:!'Il;li:hllilifl;lmin,rurbocIu{l who
o a reproduced
~ here will realize that Chagall’s im-

Sussex). 2s.

pulse as @ painter js esseatinlly auto-
biographica But there are iwo
threads. of autobiography, which
remain far the most part unrelated to
one another—Vitebsk and Paris. And
only  the experience of Vilebsk
assumes a quality of individual and
cbherent vision in his work.

Chuagall’s restoration of metaphor
Lo painting, as Mr. Sweeney puls it,
characierizes both types of picture.
In the Russitn or Russian-lewish
scenes, portraits and fantasies, the
emotion that pervades the autobio-
graphical metaphor is communicated
with a singularly transparent fervour ;
the drawing is often perfunctory, the
design naive or ill-balanced, yet the
gheito street and figures, the wooden
houses, the superimposed images and
associations of childhood carry a
vivid personal sentiment. These, in
fuct, are essays in * expressionism ™
which carry a subjective stage farther
the racial sensibility evident in the
celebrated portrait of * The Praying
Jew." But in the other type of pic-
ture, with its seemingly freakish fan-
tasy and more random personal
metaphor, what is there of individual
vision to compensate for Chagall’s
neglect of the ordinary discipline of

pictorial art 7 The flying figures, the |
decapitated or double-headed bodies, |
the juxtapositi of Freudian and |

other symbols on the one hand, the
incoherent design, crude re nha-
tion and arbiteary tones on the other
—what are they for ?

It is here that Miss Cathleen Mann'’s |

spirited defence of imagination as

graphical impulse enough ? Is Lhe
significance of Chagall's work, which
occupies a key position, Mr. Sweeney
insists, in contemporary painting, to
be sought simply in * the mind of the
artist " ? According 1o Mr. Sweency
(it is not clear whether he is actually
quoting from  Chagall's autobio-
graphy), Chagall observes of his
paintings: *1 don’t understand them
at all. They are not literature. They
are only pictorial arrangements of
images that obsess me™ But if no
more conscious purpose than that is
involved, if deliberate symbolic
maotives are excluded, the only valid

basis of judgment for most of |

Chagall's paintings, of which the re-
presentational gualities do not merit
any serious consideration, is to regard
them primarily as compositions of
form and colour. As such they have
surely too little virtue to justify their
* poetic ™ eccentricilies.

JANUARY 4

Z has its d at |
the present time. Is the autobio-

1947
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A PSYCHOANALYTIC APPROACH TO e b
THE PAINTING OF MARC CHAGALL g o pese

* To Hac;c bmiliar
By Daniel E. Schneider, M.D. :;:,‘::’:fd: rn;;lm_
good, it is hi.t R
e e . nergy; they B
IN HIS famous study of Leonardo da Vinci, Sigmund Freud said: ' the child elatives
and kitsed eet, On

"When psychoanalstic ww.-sts,gnuun, which usually contents itself with ::‘I’SEU:" t (who
frail human material, approaches great pe of h ity, it is not impelled e hacania [ like a

Vi 1 W .
i et ?aﬂfnﬂﬂﬂiﬁ&i e o it o o misfcion et b
in diminishing the distance between the perfection of the great and the inadequacy

of the ordinary objects. But it cannot help finding that everything is worthy of isociations

undmund:ing th_at can be perceived through those prototypes, and it also believes n the per-

that none is so big as to be ashamed of being subject to the laws which control the

normal and morbid actions with the same strictness.”

Today, thirty years since the study on da Vinci, psychoanalysis has exerted pasticular
its influence upon practically all the arts as well as upon some of our society. 7é Styant.
Its net result is not destructive and impoverishing; rather the evidence seems mtly °ft°,r"
clear that its result is constructive and enriching. Indeed psychoanalysis has Sﬁ:rceueys
been selzed upon with such gy, as for example in certain recent novels 1luc‘x{ e
and ¢ that considerable abuse and distortion of its validities and its S i
limitations have occurred. Most of the offenders have been rather mediocre uby every
writers; the offense has been not only poor psychoanalysis, but what is worse, pe roof a3
poor art—the inevitable result of a search for sensationalism which admits Lsjmods
the absence of true genius, Fortunately in Marc Chagall's painting we are ° weathet
confronted not with the sensationalism of a Dali but with  true actist painting 1 for him,
spontaneously the particular and peculiar contents of his unconscious, and olayed the
reflecting the caprice, the sadness, and the power of the however tortured ce of the
imagination of his people. This does not mean that Chagall’s paintings are ! ‘?" R
not painstakingly constructed ; of course they are. But they are true symbolic Pitizc is
formulations; and to a striking degree, perhaps paralleled only by James Shecituter
Joyce in the field of language, he has heightened the capacity to transport
his symbolical imagery, unalloyed by rational contrivances, from his uncon- eet below
scious to his canvas. g‘.m;uaa

James Johnson Sweeney, in his recent excellent book on Chagall,* quotes ad as if 1,

! Sigmund Freud, Leowardo da Vinci: A Psychosexual Siudy, New York, Dodd i
Mud.l 1932, p. 1. 3 S
James Johnson Sweeney, Marc Chagall, New York, Museum of Modem
o g oeky As, o i fuce
115
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the painter himself:

“If you ask Chagall to explain his paintings even today he will reply: 'I don’t
understand them at all. They are not literature. They are only pictorial arrange.
ments of images that obsess me. . . . The theories which 1 would make up to
explain myself and those which others elaborate in connection with my work are
nonsense. . ., My paintings are my reason for existence, my life and that's all’ *

We would by now of course be in complete agreement with Chagall; any
attempt to explain obsessive vistal images by rational theory which does not
know the roots of the obsession must end up in unintelligible formulae,
however esoteric and penetrating they sound.

LY

college art jo
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"Why is a dead man lying in a street, surrounded by candlesticks? Why is
a violin player sitting on a roof ? Why is a sweeper hurrying, a despmhe_ woman
fleeing, a man entering an izba so hurriedly that Sower-pots are tumbling into
the sureet? What is the rommeciion between these various elements? To these
questions there is mo amswer; but everyone can feel the atmosphere of catastrophe
that emanates from this canvas, It is night. The street is black. The intense reds,
yellows and greens are also dark and the green of the sky p:omisﬁ_ no good, it is
a completion of the effect of death. The colors are sad despite their energy; they
are like banked fires. But the sadness is a resigned sadness, When the s:brh’
Chagall saw his beloved cows go to the slaughter-bouse be pitied them .lw'J .I.r.r.:d
their muzzles, but he was quite willing to eat their meat. Sadness and resignation
exist side by side in Chagall, for everything obeys a Power too strong fo be re-

sisted. . . . His paintings were dreams that he dreamed with open eyes, :
Nor can we analyze Chagall the person simply by looking at and study- nature appeared to Chagall not as a reality but as a dream. . . ."” (Emphases, mine
ing his admittedly obsessive artistic constructs, any more than a psychoanalyst —D.ES.)

can analyze a patient simply by looking at the surface of a dream, at its mani-
fest content. It is necessary in practically all instances to know the specific
situation out of which a dream arises and the mental and emotional arsocia-
tions of the individual with the manifest symbols of his dream before one can
discern its latent or hidden content. Only then is it possible to relate the mani-
fest symbol to the concealed radiances which formed it, and, beyond that, only
then is it possible to demonstrate scientifically how the specific situation of
life provoked the dream. In this manner the dream-study functions to eluci-
date the nature and scope of repression, conflict, and symptom-formation.
‘We have then neither the intention nor the opportunity to analyze
Chagall the person, What we can do however is to study the characteristics
of his paintings as though each of his paintings were dreams which we our-
selves have had. Then, if Chagall's dreams, however obsessive, are “world-
dreams,” though colored by his own life and clothed in symbols of his own
choosing, our own associations might, however puny our own imagination,

‘have some validity. So to speak, we shall borrow the dream of a great dreamer |

and Ppretend for a moment that it is our own. OF course, we have, to assist

us, the comments of various critics who indeed have all in some measure |

"frec-associated” around Chagall's paintings, Finally, we are in possession
‘of the fact that these are obsessive visual images which, the painter says, are
‘his reason for existence. And, we do know some of the factors which promaote
the obsession in general and some of the factors which do induce relaxation
once the obsession has been given its outlet, in this case, visually, in paintings.

Let us for example listen to Lionello Venturi® as he reacts to the painting

The commentary of Venturi may indeed be likened to a set of associations
to a dream as though Venturi himself were dreaming and caught in the per-
plexity and bewilderment of his own dream. -

Fortunately we have also Sweeney's attempt to appraise this particular
painting which has alternatively been called Candles in the Dark Street.
Painted in 1908, Candles in the Dark Street (La Mort) has appatently often
been described as Chagall's first illogical or fantastic painting and, in Sweeney's
view, it is a good example of the manner in which he turns biographical ma-
terial into “fantasy” by means of what Sweeney calls “'curious re ntatior
juxtapositions.” These “juxtapositions” are of course commonly seen by every
analyst in the dreams of his patients. Sweeney sees the fiddler on the roof as.
a condensation symbol forged of two eventual components: Chagall’s grand-
father once climbed to the roof of his house on a feast-day because the weather
was 5o fine and sat there eating raw carrots while everyone searched for him,
and the second biographic fact that Chagall ssid of his uncle: “He played the
violin like a shoemaker." Hence, according to Sweeney, the souu:c of the
fiddler atop the roof and the shoemaker's shop sign swinging from ﬂmip::
of the roof. Sweeney feels that the rest of the subject matter of the pictuze is
to be found in Chagall's autobiographic recollection of his first encounter
with death as follows:

One morning before dawn suddealy T heard cries from the street below
my windows. By the feeble glimmer of the night lamp I managed to

2 woman running alone down the deserted street. She waved her arms, 3
begged the neighbors who were still asleep to come save her husband as

" or my fat cousin sound asleep in her bed, could cure or save & dying man.” -1

" l'Ied L i 1 . 3 -

entitled Death, (fig. 1) And a few paragraphs later in Chagall's autobiography, this: )
*Lionello Ventur, Marc Chagall, New York, Pierre Matisse, 1945, p, 18, “The dead man, solemnly sad, is already stretched out on the ground, his face -

i
f
|
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lighted by six candles. In the end they carry him away. Our street is no longer the Here we may interrupt to quote once more the autobiographical remark

3sme T dofnck zecopnize made above: “In the end they carry him away. Our street is no longer the

Of this Sweeney says further: “This apparently illogical grouping of same. I do not recognize it.”
natoralistic features is the basis of the painting's metaphorical character—a Why does the shock of the experience alter the appeasance of the familiar
resemblance to a group of literaty images with suppressed connections,” street? Surely death as such is nothing new to a boy who lives in close prox-

With this concept of a metapborical character to the painting, we cannot imity to animals. The the psychoanalyst is tempted to give is that the
agree, nor with the concept of resemblance to a group of literary images with experience is shocking for the same reason that the symbols of male relatives
suppressed connectives, Sweeney has however called attention to two definite are joined to the symbol of the dead man used to light up the dark street. On
attributes of dreams without realizing that he is speaking of the actual psycho- the left-hand or Death side of the picture we have the grandfather (who
physiology of dreams, namely: the condensation of actual events or persons escaped to the roof one fine day) and the uncle (who fiddled badly like a
into ome symbol, and second the juxtaposition of various events or of the shoemaker but fiddled for all that) and finally what is probably the father-
symbols themselves. prototype lying full-length providing the necessary light.

Sweeney's reference to the biographical material, though it helps us to Our hypothetical child has put all his important male relatives on the
understand why these particular symbols have been chosen, gives us no clue death side of things but has made use of their death to allay the terrors of
to the why of the actual condensation or to the why of the actual juxtaposition; night: there is light and music. It is not simply that we have here a pictorial i
therefore sheer biography alone cannot supply a rational answer to the puzzle, representation ‘?f the Oedipus complex with its obvious attack against the |
To put it simply, why are the fiddler symbol and the shoeshop sign symbol males in authority (Chagall had a half a dozen or more uncles and auats and
put in the same picture—indeed on the same side of the picture as the dead his paternal grandfather was a religious instructor while his maternal grand- !
a2 Wihy is the dead man streiched out on the sivees? And why s these father was a butcher.) Nor is it simply that the left-hand or sinister side is 4
@ sweeper added to the autobiographical material, and placed in the center of used to express the attack. It is rather that the seatence above I'do no? recog- .
the composition? Venturi says (cf. above) that there is no connection between nize it suggests the wish nof to recognize the Oedipal death-wish against the :
the various elements but of course there is and to some measure it can be oppressive males, And, by putting the fiddler on top of the roof, and adding by
T the shoeshop sign, and finally interposing the sweeper, the painter would be

First of all, the painting is as much the study of the feeling of Night toa theoretically able Lo screen from bimselj thesating CEUENEEE B
timid and imaginative boy 2 it is the feeling of Death. None of us ever nevertheless fecllxng thelncces'smy to a.ttad:. Hﬂ'll:c. even to w&qm
completely lcaves the terrors of childhood behind us, and the terrors of not comprehcasible. while: being obscssive oo
Chagalls Jewish childhood in the Russian village of Lyozno near Vitebsk are cealed aggression is carvied implicily in the pictorial arrangement, Todeed it

e i, Tl i e By e 0 N 5t 5 e gl o ke e of ol gt
as well as with Death. The hurrying of the people suggest not only the tefror to express his aggression in constructive and beautiful ways.iAnd, fmllys oas
of actual death, as in the biography, but also the fear of monstrous or fantasy- must not omit the impeession 6f moxfatygSuEIHECERIE EES father which s,
terror. It is not inconceivable that a child walking down a dark street might in a sense, the central theme of the painting, however much aggression is
say to himself: “I wish that at night there were more light along the streets: Dnighed in 1 s
+ « « But the only time I have seen as much candlelight as I might like w2

TI'M:;;: more to be learned from the incessant continuity of the sireet
bty o dend s ! : . s scenies in Chagall's paintings. Not only is there a definite s£yle to the dr n
"“"“dbg : ; md But," our enfant tcrrilbIe n'l'!ght god:a:i e paintings just as, in every human being, there is a style to one’s dreams, but
Ik"‘ﬂ; ﬂ*mﬂﬂ .Embtsque and out of place. What if, while the over and above that there is constant bubbli from the never quite extinct
‘ streets, a street-sweeper comes along? . . . Of course a dead man et s

is really SR i volcanoes of the obsession. i
Y something to be swept up and carted away. If now we look at his painting entitled: In the Night (fig. 2), we find

*Swéther, o8, b, pp. .10, ! that again the scene is a village strect at night with snow (whiteness) covering
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S the houses and the roadway. A cold quarter moon shines, lighting y
snow. In the center of the street (foreground), two lovers stand embr »
m Directly overbead, as though suspended from a non-existent ceiling, i ira. i r
expla bright lamp. Again, to the left in the heavens, are the starry outlines a
nonsc resemb barnyard animal—a constellation which flies through the skies, _ 3 ‘ﬁg’ "
We wou by Here, to this writer, such a dream would at once suggest that ﬂxene e y ) “ .
attempt : RETCCyd lovely inter-relationship of sentiments woven around a powerful prin R i
Enow th SHppECS impulse. The lamp suggests of course the wish to see the lovers not 1
however m“{"‘u open public place but in the intimacy of a room; at the same time it prod 1
Not physiol that the white, starry night is like a room and is made for love, The
ing his 3 028 of the snow achieves the poetic effect of purity. At the same time the as
can analy ombor that flies through the heavens expresses, however rarefactive be the pu .« &
fest cont 4 S the stars, the primitive wish of the bird-man symbolization, a symbol t
situation ‘::‘;m so frequent in Chagall’s paintings as to constitute practically a principle of 34 e
tions of Lbemi‘;: his art. To'mﬁe Freud again, in his Leonardo da Vinci: 5 S
discern i To put A very obscure as well as a prophetically i
fest syml : i qgiu's}mdummmumome bird demnstutcs
then s | DUt s with how much affective interest he clung to the wish that !
life man? \ _h@k-mmmwdam:mhmmswmhm
Spa @ sweep filling the world with amazement, all writings with bis fame, and bring
date the the sluy_mthem#bmh:m He probably hoped that he k
We m sometime be able to fly, and we know from the wish fulfilling dlﬂm
the vari what bliss one expects from the fulfillment of this hope.
of his p: Fir
e timid ar
dmm}v., complet
doky
m;e; in this
Bhithe ::f:::tua: il re ﬁiﬁﬂsmmmsmmm
"frec-ass teOL sexual accomplishment. This is an early infantile wish,"®
of the fi say to hi m%&mm”&mﬂymﬁawspamznpm
his reaso Wy W&demhm-fomphmmmmw-.,
the obse around t itt
e e would b
u et lies in th
entitled is really

*Lis

* Swi
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Seated Women with Children in Shelter: Henry Moore (Drawing)

January |, 1947

Family Group: Moore (Bronze 17° High)

Henry Moore, Modern Briton, Impresses With His Aesthetic Vitality

EVEN BEFORE we began to see a fair
amount of modern British art here,
within the last year, reports were fil-
tering in from men in uniform that
there was something going on in Eng-
land that couldn’t be matched in that
time-honored art capital, Paris. And,
like Abou Ben Adhem, the name of
Henry Moore led all the rest.

To go all the way out on a limb with-
out further ado, I would like to nomi-
nate at least part of Moore's sculpture
for a place in the sun anywhere, any
time, with or without his name at-
tached to it—along with other name-
competition as well as the offerings of
the Mayan civilization and Easter
Island. There is no question that James
Johnson Sweeney's selection and ar-
rangement of Moore's work, now on
view at the Museum of Modern Art, and
the most comprehensive exhibition
to be held even in England, displays the
artist to very best jadvantage, but Mr
Sweeney had some of the most excitin
material with which to work that
been seen here in a long, long time

Moore, himself, freely admits his “in-
fluences”’ — A frican Primitive, pre-
Colombian, Medieval, Sumerian and an
admiration for Picasso. Most are rec-
ognizable, singly or in combinatic
sometlime during this 24-year surve
a career. The eerie part of it all is how
little this eclecticism matters. It is a
sprinkle of salt and pepper on a dish
indiginous to Britain long before roast
beef and suet pudding. Beneath the
surface, creatively expressed most often
in semi-abstracted figures, is a force
elemental and universal on one hand,
and frighteningly a part of the pri-
meval history of that tight little island
at the same time. There is the answer

January |, 1947

to latter-day Britain’s fortitude during
bombings and deprivation, filtered
through Stonehenge, the druids, pre-
conquest warriors smeared with blue
paint and H. G. Wells' Time Machine.
Nature, the elements and man get all
mixed up. Do the rocks and trees
whence these sculptures sprang re-
semble man, or vice versa

Another remarkable feature of

Madonna and Child: HENrY MOORE

Moore's work—or perhaps a natural
outgrowth from the base on which it
stands—is the fact that the tiniest
sculpture, 5% inches tall, has a qual-
ity that makes one wish the word “mon-
umental” hadn't been so loosely used
in the past, The small Madonne and
Child, a study for a carving in the
Church of Saint Matthew in Northamp-
ton, England, and three family groups,
one seven and another nine inches
high, are as large in conception as the
huge elm wood figures. They also call
to mind two other words that should
be used with caution—timeless and true.
Chronologically, the exhibition be-
gins with a Head of a Girl, carved from
od in 1922, It has a faint flavor of

A little later, a substantial,

d-out Mother and Child is Mexi-

ed to an extent. But even

, the strange, rhythmie, pin-

which are Moore's

on to his medium, be-

ar. Along with them, during

developed which

ome {ine pieces and

the diversity of

r handsome, the

nd abstract-con-

- and more imper-

to the over-
clining Fioure,
sides during the
i another elimax
T ) Im wood fizure
mipleted this last year which
amply demon
tion that '
much st
If the war years and lack of time and

[Please turn to page 29]
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Moore, Modern Briton

[Continued from page 9] |
material kept Moore from ambitious
sculptural projects, they were produc-
tive of some of the finest drawings of
his career—the justly celebrated sub-
way air-raid shelter series, commis-
sioned by the British government, In
their flowing rhythms, almost sculp-
tural form and ominous overtones of
tragedy, the best of them approach the
best of his sculpture as personal state-
ments of surpassing validity,

Although there may be room for aca-
demic argument with the artist's defini-
tion of “beauty,” he explains his aims
well in a book edited by Herbert Read:

“For me a work must first have a
vitality of its own. I do not mean a
reflection of the vitality of life, of move-
ment, physical action, frisking, dancing

and so on, but that a work can
have in it a pent-up energy, an intense
lfe of its own, independent of the ob-
Ject it may represent. When a work
has this powerful vitality we do not
connect the wotd Beauty with it. Beau-

€ mtv of expression and
Mofmrmmthmlsadﬁm—
ence of function. The first aims at
pleasing the senses, the nd has &
spiritual vitality which is for me more
moving and goes deeper than the senses.

“Because a work does not aim at
reproducing natural appearances it is
not, therefore, an escape from life—
but may be a penetration into reality,
not a sedative or drug, not just an
exercise in good taste, the provision of
pleasant shapes and colors in a pleasing
combination, not a decoration to life,
but an expression of the significance
of life, a stimulation to greater effort
in living.”

That Moore has found that “spiritual
vitality’ he sought, and thereby pro-
vides “a stimulation to greater effort in
living" is abundantly evident in this
impressive exhibition—Jo Gmss.
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Nudes Out of Place

Of all the things to paint, Belgian Paul
Delvaux liked nothing better than paint-
ing naked, big-breasted women on windy
beaches, crowded streets and moonlit Ler-
races, among Greek ruins and in Empire
ballrooms, Sometimes he showed them
stooping to pluck a rese from the floor or
from under a passing trolley,

Delvaux's 'mysteriously  out-of-place
nudes earned him a growing reputation as
one of Europe's finest fantasists, sold al-
most as fast as he could paint them, Last
week the first full-dress U.S. exhibition of
his buff-bare ladies was' on display at a
Manhattan gallery, sponsored by well-
clothed U.N. General Assembly President
(and Belgian Foreign Minister) Paul-
Heari Spaak. By careful culling, the show
bared no pubic hairs, was guaranteed not
to rouse the same censorship problems
that harried Delvaux’s recently imported
painting, Temptation of St. Amthony
(TivE, Sept. 30).

The self-portraits which now & then
appeared in Delvaux's canvases looked
even more out of place than the nudes;
they exhibited the frozen face and faintly
old-fashioned garb of a latter-day Buster
Keaton, stalking gloomily amidst his
dream barem or lifting his hat to a bare-
backed girl friend, as in The Meeting
(see cut).

Delvaux, 49, who really does look like
Keaton {(and poses before a mirror as his
own model), lives and works in solid
comfort on Brussels' conservative Rue
d’Ecosse. He is a dreamer who reads little,
belongs to no church, no political party,
The tables and cupboards in his studio are
cluttered with seven human skulls, and

Albright Art Gallery

Moore’s “RecLivinG FIGure”
Little heads are more organic.

the walls are hanked with huge. infinitel
«omplicated paintings, (A recent one,
called Unrest in the City, includes some
1.200 figures, ) Says he: “1 work patiently
and minutely like the Flemish primitives,
Van Eyck and Memling." He paints on
plywood made especially for him by a
Belgian manufacturer of n;ntchho:es,
Frequently classified as " Surrealist,
Delvaux says he is not, but he admits
that “dreams play a great part in my in-
spiration-—not necessarily my own dreams,
though. For instance, my Village of Mer-
maids, on exhibition in New York, is the
result of a dream my wife had. She
dreamed she saw® women sitting in gilded
chairs in the village street and diving like

mermaids into the sea.” Delvaux some--

times paints his wile’s wide-eved. classic
face but nothing more; his nudes are
painted from two professional models: a
Swede and a Russian,

Dewvaux' *Tae MeeTnGg”
Borrowed dreams are also inspiring.

Not Beauty

Behind the chrome, glass and marble
fagade of Manhattan’s Museum of Mod-
erm Art, a host of pierced, twisted crea-
tures lay in wait for the public last week.
Their featurcless pinheads reared from
vast hodies shaped like waves, polished
tree trunks, and sund-smoothed desert
rocks.

They were the carvings of British
Sculptor Henry Moore, who, the British
think, is something special. Last week he
was hwing his first big U.S. show, and
London Temes Art Critic Eric Newton
tried to explain (in the New York Times)
just what sort of person it was who cre-
ated such distressingly inhuman things.

Wrote Newton: “Imagine a smallish'
compact man in the only two settings
that really suit him. One is in his studio.
working steadily but not furiously, with
a mildly determined look in his eye and a
steady hand holding his chisel. The other
« .« is in a country lane, deep in the
center of Hertfordshire. . . . He's walk-
ing slowly, either on his way to the pub
with his Russian wife, or on his way back
from it. He has either just had a glass of
beer before lunch, or he's going to have
one . . . a smallish, tough, elemental man
with unhurried, gentle ways, Doesn't that
fit in? Doesn't it exactly explain his
sculpture?”

"How Can One Hope?" Most Mu-
seum visitors would probably answer no.
Even in the flesh, pink-faced, tweedy
little Henry Moore (who had come over
for the show) seemed hard to connect
with his own work, Bom the son of a
Castleford coal miner in Yorkshire 48
years ago, Moore i on sculpture
when he first heard about Michelangelo
at the age of ten, He was gassed in World
War 1, spent the next six vears on a
veteran's scholarship, drawing and model-
ing from life at the Leeds School of Art
and the Royal College of Art in London.
“All the modern talk against art schools
is silly,” says M;me. “There is no tradi-
tion now, so of course sculptor
must find his own way, but if one can’t

TIME, DECEMBER 30, 1946
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Moore Modernism

The parishioners of St. Matthew's, in
Northampton, England, were more than
a little disturbed when, in 1943, they
learned that a modernist sculptor named
Henry Moore was doing a Madonna and
Child for their church, To many of them,
modern art was incomprehensible and
slightly ludicrous, and its use on a re-
ligious subject seemed to them to verge
on the profane.

When, however, the statue was un-
veiled, they were surprised to find that
Moore’s modernism had in this case been
limited to a softening and smoothing of
the contours, which gave the figures a
kind of dignity and repose altogether in

ing with the subject matter. They

i that modernism, when intelli-
gently handled, can suggest and mean
more than strict adherence to form.

This theory is well illustrated by the ex-
hibition of Moore’s sculpture and draw-
ings which opened last week at the
Museum of Modem Art in New York,
and which runs the gamut from the wild-
est abstraction down to almost-lifelike fig-
ures. In each case, Moore’s approach to—
or flight from—reality is governed by the
m he is trying to convey, but the fig-

A Moore version of a London tube shelter during the blitz .

ures have in common a well-polished
smoothness of line which makes it ap-
pear that they have been sculptured by
running water.

Eye Through: A typical Moore fig-
ure is seated or reclining (of 58 pieces
of seulpture, seventeen are titled “Reclin-
ing Figure”), often with holes carved
through it. The holes, Moore feels, add
to the three-dimensionality and excite the
observer’s interest by drawing his eye
through as well as around the object. He
explains further: “For me a work must
first have a vitality of its own. I do not
mean a tion of the vitality of life
. . . but that a work can have in it a pent-
up energy, an intense life of its own,
independent of the object it may repre-
sent.” Moore carves from wood, stone,
concrete, marble, or lead. Each medium
has its own characteristics, suitable to the
impression he wants to make.

To keep in touch with reality, which
is the springboard for all his sculpture,
Moore does considerable drawing. The
exhibition includes 48 of his sketches, the
most famous of which are the series he
made in the London underground shelters
during the blitz. It was, as a matter of
fact, these drawings which inspired the
vicar of St. Matthew's to ask Moore to do

Musecum of Modern Art

P g Y

Museum of Modern Art
“The Helmet” in lead by Henry Moore

the Madonna and Child, because of what

he called their “spiritual qu; and deep
humanity.” They have a].]aﬂ?;' that, as
well as considerable mass and movement.
Moore, a small, modest, 48-year-old
Yorkshireman, is considered one of the
most able of Britain’s new generation of
sculptors. The exhibition, the first retro-
spective one of his work to be held in
the United States, will stay in New York
until March, after which it will go to
Chicago and later San Francisco,

« « and his “Madonna and Child”

i RS O ke B
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even copy from a model, how can one

hope to do anything from imagination?"
If there any tradition in Moore's

it stems from his childhood

i the Romanesque sculpture

L me 5 L]
- in the local church, and from Aztec idols
.~ in the British Muscum, But Moore's

figures also incorporate the shapes of
natural objects like pebbles, rocks, bones,
trees and plants. His style, which com-

~ hines blocky strength with stretched and
~ rubbed roundness, is unmistakable, afd

unmistakably his own. His men & women
are pinheaded, he explains, because “big
heads are more humanistic. T prefer litile
heads, which are more organic.”
dbfsum ?f Rvdl'ngu. With the Pl:?ﬁ
ible_exception of U.S. expatriate Ja

Eps| Moare is now ’l‘a:al.ed Britain's
foremost sculptor, |

he

2 " Saichi Sunami
Moore's “TUBE SHELTER™ ’
Excitontent without rudeness.

shape-meaning as a solid mass. Sculpture
in air is possible. , , "

In World War 11, Moore found him-
sell “strangely excited by the bombed
buildings, but more still by the unbeliey-

. able scenes and life of the Underground
. Shelter.”” He looked Tong and hard at the

“rows and rows of reclining figures,” went

| home to fill his sketchbooks with them.

Moore never drew on the spot, because

| that would Have Dbeen the essence of

but he remembered London's
roism well, in drawings of cata-

displayed, became part
i we in the blit 8
Iters as a subject when
ied up.
Generally Moore has no interest in the
kind'of beauly which is acceptable to the
man in the street, Sayvs he: “A work can

| have in it'a peni-up energy, an intense

life of its own, independent of the object
it may represent. When a work has this
powerful vitality we do not connect the
word Beauty with it. Beauty, in the later

| Greek or Rennissance sense, is not the

aim in my sculpture,”

-
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Introducing Mr. Moore
and Mr. Delvaux

HOUGH hel

has risen to the

point where he must |

I now be considered
one of the world’s

top modern sculp- |
tors, Henry Moare, |

the English abstract
artist, is still iargt]y

n  here, T
hibited here rather rqzuhrh since I942,
‘when he had his first one-man show, at

e Buchholz. But that affair was a

a stulphr, since it consisted only

drawings, and the drawings (especially
those mummylike bomb-shelter sketches
he made during the war for the Brit-
i of Informatioh) were

so spccmnllrl\' successful that for a

long time they overshadowed his other

waork,
Because of the war, and the dif-
ficulty of traaspnrmtlun, his soulpture

slow in getting over to this country,

was not till a year or two later that
in the galleries, and

the nly in driblets—mid- |
career pieces, rather randomly select- |

gﬂ__. and the more tant.:h?ln.g hecause
one couldn't help suspecung, despite

their scatteredness, that a thoroughly |
original and quite logical mind was be- |
hind them. The broad view, however,

was lacking, and it has remained for the

Museum of Modern Art, i current |

retrospective of Muoare"
us the first comprehensi
have had.
The show reveals lnm n
origmal
more par
—creatin,
Iy ta lock at his “Reclim
of 1933, the large,
ing” of 1935, and the
of a female torso called “C.
done in African wood and «
to see that) as well as e
in extremely adroit and
ion, with old ones, wh
can be adapted to suit
In this, of course, he is
more famous adapter, Picasso, and there
are many other odd resemblances he-
tween the two—not so much in subject
or in style as in basic approach—that

are likely to strike you as you walk |

through the shaw. Like Picasso, Moore

| has shown a tendency to go far 8591&

for his inspiration—in his case, it runs

all the way from Hans Arp and

ipenko to Aztec carving and the sci

| tures of the South Pacific—and, again
3 hkc Pu.a-\ﬂn, he has shuun a

to make :helr styles his own.

i, too, A certain intellectual
] a sort of willingness to go all
! with an idea once he has

moving first toward the
| then toward the Maya
| toward an amalgamation
| ‘There are fine pieces all th
| later sections.  Note pa
1 “Square Form” (numbered
ue ), his small “Re
of 1938, and the I

':-.l in elm wood, of 1939-4(),

mall, elegant “Family
Moore has faults,
‘e are times when he sto
B merely tricky, and times when
ity in his medium leads him si
| play with an idea instead of tryi
Iy to plumb it But his technical
is truly ennﬁ‘ﬂnus. and when he
best, his work has an authent
monumentality that mak;
the major sculptors of o
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R 22, 1946 SECTION 7

The New Yotk Times

Marc Chagall: Two Viewpoints on His Life and Wo_rks

BURNING LIGHTS. l; Bella Chagall. New York. On the same day the painter described it in his autobi- paramount part in their lives.
268 pp. New York: Book. Hitlerites Invaded Russia, and ography, “Ma Vie' continued to. There was the joyful Sabbath,
£ live in the minds of its faithful ushered in by mother's lighting
children, each of them having of the candles, and ending when
taken with him, “in place of his father snuffed out the lights.
vanished inheritance * * * like a
piece of his father's shroud, the
breath of the parental home.”

THE painter’s wife began writ-
ing her memoirs after having re-
visited the old country in 1935
By the time of her death in 1944,
she had covered only part of her
Hfe—thus the present volume con-
stitutes merely a fragment of her

fi d tobi: h She

phy.
wrote it in her mother

Yiddish, that curious blending of
medieval German, Hebrew, Rus-
sian and various other languag

an idiom lending itself superbly
to the expression of tender

258

REE
i

1
EE
§

pretentious twenty-five sketches
of which the book is composed;
they try, at times successfully, to
recreate the strangely poetical
atmosphere of a world long
passed, of a traditional Jewish
home with all its splendors and
limitations,
Judging by this book, the Jews
of Vitebsk seem to have been
' rather simple, somewhat super-
; " RS . stitious and generally good-
“The Red Cock.'” 1940. From “Marc Chagall” natured people. Religion played a

:
EE
E

L

REMEMBER THE NEEDIEST!

. BOOK REVIEW, DECEMBER 22, 1946

Art of

Marc Chagall

I {Continued from Page B)
|
|
|
1
i
|

ing factual ilustration on the one
hand and non-figurative abstrac-
tion on the other.” Our debt to
Chagall is s an artist “who has
brought poetry back into paint-
ing through subject-matter, with-
out any sacrifice of his painter's
interest in the picture for itself,

mental in organizing the exhibi-
tion, wisely refrains from trying
te “explain" Chagall's puzzling
pictures to the layman, almost
apologetically quoting the artist
who claimed that he did not un-

derstand them, either, as they
were merely “pictorial arrange-
ments of images” which pos-
seased him. Yet no objection can
be raised to Mr. Sweeney's at-
tempt to demonstrate how the
painter “built’” his pictures out of
apparently disparate elements
which, actually, are based on

around, helter-skelter, in the ar-
tist's subconscious mind. In gen-
eral, the elements are drawn in &
realistic manner—it is, as Mr.
Bweeney points out, their illogical
grouping that affords the meta-
phorical character of the can-
vasses, The author characterizes
Chagall's contribution to modern
art as “the reawakening of a
poetry of representation, avold-

and entirely aside from any com-
munication that can be put into
words."”

Carl O. Schnlewind, of Chi-
cago's Art Institute, contributes
A viluable chapter on Chagall's
elchings and drypoints, including
illustrations for Gogol's “Dead
Souls,” La Fontaine's ‘“‘Fables,” '
and the Bible. He predicts that
“when Chagall's prints become
better known he will probably
prove to be one of the really great
printmakers of our day." The
lucidly written and instructive
volume contains 55 plates and a
bibliography listing no fewer than
200 books and major articles on
Chagall's work published in nine |
languages,
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terests of some purely esthetic whim.

itselr
therefore become human in meaning.

T 5

I'_l‘!amnutrylngt.oaq;lnnl[oore's
sculpture in detail. If the relationship be-
tween the isolated forms of the “Four-

as | g an inh s -
~ mobility, or you don't- If you do, then you
~ can go further and note how these sprawl-
h‘ T are " n.’ ot

of a cave as well as the

And just as he has an intuitive under-
standing of the essential forms required
by wood, s0 with ail the other media he
uses. Molded concrete, cast lead, modeled
clay, carved stone—all find their appro-
priate shapes. There is an extraordinary
interpretation between his creative will
and thelr resistant behav-
jor. Each modifies the
other,

Lately, a third element
has been appearing In his
work. Perhaps the best way
of explaining it is to say
that he has shown signs of
becoming not more human
but’ more humanistic, Some
of the carvings begin to
have a specific meaning,
They are no longer essays
in the creation of strange
but noble form. They refer
to definite humanistic ideas,
like the Madonna and Child
done for a ch in Northampt
Superficially, one would say, they are
more realistic: and for that reason some
of his admirers have regretted that he
should have made this compromise with
reality, thereby sacrificing the grand gen-

lizations of his r figures in

Henry Moore.

s

wood or the pure shapeliness of his ab-
stract conceptions in stone or the delight-
ful complexity of his inventions in metal.

I do not agree, but I refuse to be tempt-
ed to argue about it. A sculptor with a
rich and flexible mind should, surely,
manage to generalize or particularize at
will without being untrue
to himself in either sphere.

In his drawings Henry
Moore has tackled both
problems. Many of the ear-
lier ones were explorations
on paper of purely sculp-
tural ideas; they were not
drawings of sculpture but
for it, extensions of ideas
about the surfaces of bones
or pebbles, attempts to feel
his way around an imagi-
nary complex of hollows
and bosses. But just as his
carving has grown closer to
observed fact without los-
ing its timeless quality, so too, during the
war, did his drawings grow.

The shelter scenes in the London Under-
ground system, where, night after night,
he prowled with a note book, plcking his

E!Oltmtowh
Moore has just fllustrated a
ward Sackville-West's di

his attention from the world of

* to the world of human e

humans have to be heroes,
bronze-age heroes at that.

Fix your mind once more on i

serious little man, strolling

fordshire lane. You can

way among the recumbent forms of sleep-
ing Londoners, are an | 1y &

Y ¥
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England Sends Us a Controversial

Next Wednesday the Musewm of Modern
rt 0ill open an exhibition of the work of
Moore, whom it calls “Great Brit-
moat noted modern sculptor.” What

is “getting at” is explained in this

e by a sympathetic critic.
LONDON.
¥ artist and his work may bear little

is both mother and father
or his statue, and the laws
‘are as operative in art as they

refore, mince Moore's work is
‘exhibited in a continent that he has
visited, it is certainly not irrelevant
Ly & little about the man himself. To
duce him as a man will certainly go
“of the way toward explaining him as

can 1 introduce him? Certainly
‘his age (by the way, he is

in feet and

pounds—though

Above, "'Reclining Fig-
ure,” 1 '36{— "Mus-
cular and tense, even
though static.”” Below,
“Mother atd Child,"
1925.—"If has inher-
ent, massive nobility.”

“Some of Henry Moore's
carvings have begun to
have a specific meaning.”
—"The Family,” 1946.

"Henry Moore, sculptor in many materials
and a noted draftsman, explores new fields.

By ERIC NEWTON
Art Critic ol The Bucday Times, London.

that would throw a little light on him,

Very. well, imagine a smallish com-
pact man in the only two settings that
really suit him. One is in his studio, work-
ing steadily but not furiously, with a mild-
ly determined look in his eye and a steady
hand holding his chisel. The other—more
important, more revealing—is in a coun-
try lane, deep in the center of Hertford-
shire, with only two buildings in sight
One of them is his own cottage (a real
English country cottage: not a towns-
man's make-belleve); the other is the
local pub, He's walking slowly, either on
his way to the pub with his Russian wife,
or on his way back from it. He has either
just had a glass of beer before lunch,
or he's going to have one.

At first glunce you'd make two mental

notes, Nothing could be more English
and nothing could be more ordinary. Your
first would be right; your second, of
course, hopelessly wrong. Ordinary men
don't produce drawings and carvings like
Henry Moore's. Look again at that tough,
unremarkable head. And listen to that
gentle, steady, unhurried, unaffected volce.

There is nothing about his face or his
volce or his clothes or his movements
(which are as steady and unhurried as his
voice) to suggest the artist. But once you
had recovered from your surprise, in that
green Hertfordshire lane, at being told
that he was not only an artist but one of
the most distinguished England has pro-
duced in this generation, you'd guess at
once that he was a sculptor. Sculptors are
solider, more carthy, more elemental than
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POSES O 0 OR REPROD 2

! removi
Director and the post of
or of Painting and Sculpt
Ve £E0m ¢ the Museum of Modern Art had
ot ':;;u abolished, all save In name
1] "y am confidmmt that you will
director t Isua'thatthqmmmamuhm
wmm_umhpoﬂmurdtofmmmum i
AR should not be placed in a position|
where he might possibly be con-|
- strained to employ the activities of|
voted upon by the Board of| % department—purchases, exhi-|:

1 Vo at their mesting of Janu- bitions, publications—as part of HJ e

e - and terms “euratorial program"” with which|
m&mm m.':::g he does not in consclence il
lution by the Board and| 1 sincerely hope this letter may| =
{available through the minutes of|clarify the grounds on which my|. -

| that meeting+to all Trustees, pres- resignation was based. AR

Collection: Series.Folder:
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~ Sweeney Resigns
 Art Museum Post
! ’j James Johnson Sweeney. direc-
- |tor of the depattment of palnting
and sculpture at the Museum of

. Art, has d his post,
- |1t was learned by the World-Tele-

im's board of trustees. “A
Ange in the structure of the
|museum” and altered conditions

. THE NEW YORK TIMES.! ol

DIRECTOR RESIGNS
ART MUSEUM PO

5

resignation, the announce-|
e M'::.“ Eiven “otr}vsmmg. i
c !I"tﬁd_. tne conditions une

ment had been
feller  tried t?“ !
il o B Bl the i1
ment ex ed, : latter felt|
:twu"gmpmul' e to do hin | -
m;'h framsworik" of l.ge :‘L’.‘! i |
e ‘announcement paid tribite
; ilrh M:ﬂfio activities in an
2 5 WaE nkmod ol
.tl{lnunry, 1843, and ui’d. the o ~
Ve committee had Y
hope that Mr, Bwam?w >
tinue to g?r‘;‘ll'clpn ‘actively in
[ "

It was unders| ]
ceasor has been cw a
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S WEEK IN ART

; . ; 3
[l from the Mailman Touches on S
re[of Am i ] leader in publie education in mod- . E

lto m emn art, has had in Mr. Sweensy

one who Is foremost in its inter-

note: | pretation. . , ."

! Th? ﬂnst:rrg ;%uu to thet;::; |

e ot s Vi

R

ARTISTS UPHOLD SWEENEY|

resignation of James Johnson

Sweeney's abilities to Eive mean-|

.’IN‘ connection with the recentland sculpture, we fesl that ll‘l'-
!

Sweeney as director of the de-
partment of painting and sculp-
(ture at the Museum of Modemi
Art and pending announcement of
‘official action on the part af thel
|museun, & group of Anerican|
{artists hias given expression to its!
jsentiment in the following com-
| munioation:

“In response to the fnformation,|
(now widely current, in regard tol
James Johnson Sweeney's sub-|
mitted. resignation as director of |

|painting and sculpture, the underh'mm

(signed artists are moved Lo express|
{their hope against its Recoptance,
| Without on the tions
linvolved in the mituation, our con.
cern is that a man af Mr, Sweeney's
special qualifications for that posi-
tionis constrained to forego it, The
. role of the Museum of Modern Art,
48 lender In public education in|
modern art, has had in Mr, 8
|one Who i8 foremost in Its Inter-
|pretation. In the nctivities of th
e whicl

ingful direction are rare. The
sence of his
would be a source of great

to us, and to many others, artists|

and laymen alike.

“We address the board of trustess,
for their information, as to the
feelings of some of those 5
who have the most direct
for the museum's role as a
Eressive force In American,
ture™

The letter Is signed by
s, Milton Avery,
Bearden, Pater
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HIS WEEK

in. ART

By Emily Genauer

Sweeney Resignation Explaihed

It was passible this week to

a llitle the iron curtain which

Museum of Modern Art, via a
series of bi ress rel

pry|program it is to purchase [irst

class pictures, plan and hang im-
Por!.anl, exhibitions. publish cata-

p
has dropped around the resigna-
Hion of James Johnson Sweeney as
director of its department of
painting and Sculpture.
Originally revealed in the World-
Telegram Oct. 4 (although not of-
ficially announced by the museum
until a week ago), the resignation
has resulted in considerable art
world agitation spearheaded by
the dispatch of a protesting letter
0 the museum zigned by many
of the country’s most distinguished
artists. The gist of their remarks
was that a man as capable as Mr.
Bweeney has proved himsell since
his appointment in January, 1945,
especially one with his Impressive
background of art scholarship,
writing and exhibition experience,
and one who has been responsible
for an unprecedented era of good
will between museum and artists,
should not be allowed to leave the
museum.

It is not surprising that artisisi
gnd the public alike (13,000 of the’

Jatter are museum members and
well over a half-million visited It
Jast wear) should ba deeply con-
cerned with the internal affairs
and directing personnel of the
museum, It s unqguestionaply
the country’s foremos) institution
4n promoting understanding and
appreciation of modern art. Regu-
larly it presents the city’s most
dramatic exhibitions. Its support
spells success for a struggling ar-
tist. Its list of officers and trus-
tees includes such internationally
important names as Nelson Rocke-
feller, John Hay Whitney, Mar-
ghall Field and Henry Luce.

In an exclusive Interview with
the World-Telegram yesterday, Mr.
Raockefeller, president of the mu-
geum. explained the “revised ad-
ministrative program.” as the of-
ficial announcement puts it, which
has mystified the art world and
ecaused Mr. Sweeney o resign on

the grounds that It altered the]

conditions under which his ap-
pointment had been made.

Mr, Rockefeller deseribed the
makeup and function of a new
co-ordination committee which
has been set up to act with the
existing seven-member executive
commitiee consisting entirvely of
trusters and continuing to serve
as the museum’'s governing body
on

behalf of the entire board.
- - -
va_c.l'nimmen Listed,

. This co-ordination commitiee,
h will take complete adminis-

bility for “the five

divisions of the museum's
" will | Mr.

ting those exhibitions
and acquisitions, sponsor lectures
on art, ete?

- . Ll
Head of Department.

Could the museum's powers-
that-be reasonably have expected
Mr, Sweeney to remain on. when
hiz original letter of appointment
specifically provided that az head
of the department of painting
and sculpture he would be “in
charge of and responsible for all
acquisitions for the department,
any disposal of the department’'s
material from the Museum Cal-
lection, the Initiation and content
of exhibitions of painting, sculp-
ture and graphic arts, publications
concerning these arts, lectures
sponsored by the museum In this
field iand) have the right

of veto in all decisions concerning
any of the above-stated activities
of the department of painting and
| seulpture?”

If this is to be a purely admin-
istrative commitiee, what Is Alfred
Barr doing on lt, since, although
for many years he was director of
the museum, at present his time
Is devoted exclusively to research
and writing?

When will the museum rid it-
self of internal politics, make
_clear and direct statements to the
| press, adopt an attitude of friend=
{liness to and Interest In artists?

When will it get Itself a respons
sible, well-qualified top director
who will run the show competently
and take responsibility for all its
functioning, admittedly complex,
but surely not more so than the
Metropolitan’s, which has 20 times
more wall space, over two million
annual visitors, countless cura-
torial departments, and a vast
building campaign on {ts hands?

bt =
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Was very mﬁ'ﬁl
original terms of u:
contract “would have to

1 d never seen the con-
tract, since he only recently has
Teturned to the museum from goy-
ernment service and as a matter
of fact has not had an opportunity
1o e thoroughly familiar
with the museum picture, He
sald he felt that Mr. Sweeney was
anticipating a situation that might
never arise, and that he and many |
ethers were genuinely sorry to see|
him Jeave, but that they had been |
unable to persuade him 4o remain. |

L IR S

Departure Regretted,

That is the situation on the face
of it ;and apparently very simple— ]
apart from the fact that it has
resulted in the 10ss to the museum
of a man whose services museum |
officials Insist they value highly,|
who would himsell ltke to remain
and whose departure has precipi-
tated deep regret in the New York|
o8t world. |

Actually lengthy conversations
with Mr. Rockefeller, Mr. Sweeney
and others wvield a much more
complex picture, adding up to the
inevitable combination of person-
glities and technicalities which
has been the scourge of the mu-
seum since it started functioning
in 1928, which has resulted in an
uneven exhibition program and
in & lack of confidence among ar-
tists, and which has given the
museum, for all the solid sub-
stance of its trustees, an air of
caprice and intrigue.

Perhaps the new set-up will
prove, as Mr. Rockefeller belleves, |
an advantageous one for the mu-|
seum, artists and the public, |

In the meantime, several relevant
questions remain unanswered.
Why should the department of
painting and sculpture, which,
apart from its obvlous signifi-|
cance per se in an art museum,|
also represent a capital Investment|
(in its permanent collection) of
over one million doliars, be repre-
sented on the all-important five-|
man co-ordination commitiee by
one “curatorial department direc-
tor" who s equally concerned in
fhis functions with displays of ald-
time movies, industrial design ex-|
hibitions of objects from the 10-
gent stor and women's fashions.|
Can administrative and aes-

thetic functions be satisfactorily|
divar

ced in a department whose
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ICONCERNING MR. SWEENEY |

O the letter ha had received|besn poesible to work out an
from Stuart Davis, Paul Bur-|agreement and some weeks ago
lin and a group of prominent|Mr. Sweeney in fact carried hin
American artists, which appearediresignation into effect by with-
on this page last Sunday, Nelson A.|drawing from his duties within the
+ presid of the Mu with the exception of his
seum of Modern Art, replied as|work on the catalogue for the
follows concerning the recent res-|Henry Moore exhibition.
ignation of James Johnson Sweeney| *Yesterday, when your letter ar-
from the directorship of the De-|rived, T raised the question with
partment of Painting and Sculp-{the exccutive committee at its
ture—a post for which Mr. Sweeney|scheduled meeting, and the mem-
had showed himself so brilllantly|bars regretfully came to the con-
and perceptively fitted: lusion that no further purpose
_ “When his letter of resignationjcould be served by keeping the
‘was firat received, I had two long matter in abeyance. Therefore, I
conversations with Mr. Sweeney In/was instructed to write Mr,|
‘which I d red to p d y expressing the museum's|
him to withdraw his resignation,|sincere regret at his resignation|
Unfortunately, however, I was un-{and deep appreciation for his dis-

{succesaful, s he was reluctant to|tinguished service to the cl.uae|
function as Director of the Depart-/which the museum represents, It|
ment of Painting and Sculpture(is our earnest hope that
within the revised administrative/Sweeney will continu: to partici-
structure of the museum as re-|pate actively in the councils of the

Mr.

cently determined and appr by and that we will continue
the Board of Trustees. At the|to have the benefit of his advice as
Imeeting of the board the following |well as the pleasure of association
'week, Mr. Sweeney's letter of res-|with him. |
ignation was brought before the| “¥Your interest and thoughtful
trustees and it was 1 1y ication are greatly appre-|
voted to defer action. Since that|ciated and I can assure you that
meeting I regret to say it has notiall of us deeply regret the termi-
nation of Mr. Sweeney's associn-
tion as Director of the Department
of Painting and Sculpture.”

SWEENEY RESIGNS MODERN MUSEUM POST
he: recent mored resignation of  appointed to take administrative re-
sponsibility for the five major divi-
sions of the Museum's activities:
research, curatorial, program, sec-
retarial, and business. 1

Mr. Sweeney had been at work on
of Trustees the Museum forthcoming  Henry
Moore retrospective, lntest in a series
of exhibitions, devoted chiefly 1o his
special interests in  abstract art,
which he directed. Before his ap-
pointment in 1945, he served for
many vears on the Museum's Advi-
sory Lommitles.

Prior to the announcement of the
resignation, a group of artists ad-
dressed an open letter 1o Nelson
Rockefeller asking the Trustees to

Sweeney as Director
I Sculpture at  the
Modern Art has just
by Nelson Hooke

o the Museum, on X
resignation  was
“new  administra-

within the Museum,

t altered the conditions
iich his a ntment had
wde: Mr. Rockefollor pointed
ont that the
action ou the

bean m
Frustees had deferred
resiguation, tendered
on Seplember 30 following the reor-
ganization, hoping that some agree-

l‘lll‘lll might be reached.

At the time of this appointment in
January 1945, following the resigna
tion of James Thrall Soby, it was
reported  that  Mr, had
asked for considerable power, includ-
ing the right of veto over all Museum
matters in which he was concerned,

Linder th plan, the Exccutive
Comin acting on behalf of the
Trustees, works closely with a re
cently organized Codrdination Com-
mittee composed of stafl executives

Sweeney

prevail upon Mr. Sweeney to recon-
sider, It said: “The absence of his
knowledge and vision would be a
source of great regret to us, and to
many others, artists and laymen
alike.” The letter was signed by Stu-
art Davis, on behall of twenty-eight
artists ranging from such middle-of-
the-road men as Russell Cowles and
Julisn Levi 1w soch  avant.garde
figures as Stanley William Havter
and L Riew Pereira
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AYES OF THE ARTIST

in the last analysis meet the needs of artists and art.
and stand accountable to both.

We therefore find the following letter which was re
to the press Oct. 28, of pertiuenpe in the affair S
Let the voice of the artists be heard:

AT 7o Nelson A. Rockefeller, Ghairman of the Board of
Frustees, the Museumn of Modern Art.

Dear Mr, Rockefeller:

In response to the information, now widely current, in
a r O u OO regard to James Johnson Sweeney's submitted resignation
i as Director of Painting and Sculpture, the undersigned |
artists are moved to express their hope against its ac y
ance. Without comment on the questions involved i in the
situation, our concern is that a man of Mr. Sweeney's
special qualifications for that position is constrained to
forego it. The role of the Museum of Modern Art, as
. leader in public education in Modern Art,*has had in !
Tlle nyes O! “le MSls Mr, Sweeney one who is foremost in its interpretation. In.
the activities of the Museum which have specific reference =
me upon You! Lo contemporary Painting and Sculpture, we feel tli&l.liir.
Sweeney's abilities to give meaningful direction are m
The absence of his knowledge and vision would be a source
Tae Museum oF MoperN ART comes once again into the of great regret to us, and to many others, artists and laymen I
limelight through internal disagreements and shifting of alike. )
authority. James Johnson Sweeney, newly appointed Di- We address the Board of Trustees, for their information,
rector of Painting and Sculpture, who was to relieve Alfred as to the feelings of some of those artists who have the most |
Barr, Jr., of too many administrative duties (as we re- direct regard for the Museum's role as a progressive force in
marked in issue No. 14) has become disgruntled by we do American culture, Since the matter of the resignation has |
not know what, and tendered his resignation, notice of already been reported in the New York World-Telegram =
which appeared in one New York newspaper. ' of October 4th, we see no :mpmprxety in our releasing this
letter to the press, Our desire to do so is to make public our
position to the many who we feel are of similar mind.

*StuarT Davis ***Yasuo Kunivosnt
**MiLTON AVERY 3
'i:ilt Museum, questioned by us on this state of aifairs, ROMAIRE BEARDEN
allowed evasively that “Mr. Sweeney is going right **Prrer BLUME
working on the Henry Moore catalog. Only Tic's ki __.E:ﬁ?.‘i;g::)l\:nz
more at home Im)w than Inru.n-rl ¥i l.!ml s all, A
“Has he resigned, or hasn't he? B O
“His resignation has not been acted upon.’ RALSTON CRAWFORD.
As you may have gathered from our pages from tiue o ":Amw‘n Dove
time, we feel that art is not a private pursuit trumped up “.I]:;ﬁ;\:élf:::::;a
1o keep people in office in museums and societies, acade e o WiLLian HAvren
mies and ladies® clubs. Whether the funds on which ow ** 0K ARL KNATHS
houses of art are run are privately gathered, or come from
raxes or admissions or any two of these, the function of the *Given large one-man shows by, the Musetim,
muscum is a public one and its administration should %9 Giren/smallonenian KoK h’ the Mu J
(Continued on page §) 8% Tmportantly featured, or Gioned; iplln o

e | 3 TN - . — PS.chgotoprw.

the Museum of Modern _.

this week the ‘Executive Commi
that Mr. Sweeney's mglm
of :hu Museum as ) :
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If It's Art, Tell I o Sweene

By DOROTHY NORMAN

Once it became known that James Johnson Sweeney,
Director of Painting and Sculpture at New York's Museum
of Modern Art, had resigned from his post this autumn,
America’s finest artists raised their voices in protest, . . .

Small wonder, for you don't find many figures in the art
world equipped to carry out the kind of advanced program
Sweeney has been conducting at the Museum. . ..

There is no mystery about why
he resigned: When he joined the
Museum's staff in 1945, it was
clearly understood that he was to
be in complete charge of the De-
partment of Painting and Sculp-
ture. Now that there has been
a change in the Museum's admin-
istrative structure, he suddenly
found his original agreement was
1o be altered.

You don’t arbitrarily alter mat-
ters involving direct and clear re-
sponsibility with such a stickler
for perfection as Sweeney with-
out running into protest ...

Here is a tall, stalwart young
American—a former football star
and shot-putter of Georgetown
University, a crack sailor, who
does not look upon art as an ex-
tra-curricular activity outside the

tream of life, or as some-
! for the effete, but declares
ﬁnnfy that “to care about art is
1o live more fully.”

To Sweeney an artist is not
one who merely expounds art
theory but one who has attained
the “quality of full living.’

His Books Aim at Getting
The Eeader to Look

Although he has written nu-
merous outstanding books on art,
their modest aim is not so much
to get the reader to “listen” as
to “look." . . .

“What 1 seek is to arouse in-
terest in what is behind the ex-
pression in a work of art; to urge
people to understand the influ-
ence of the life responsible for
its creation. . . .

His Mother Guided Him
In the Path of Art
arents — In

Born of Irish
, in weeney was
taken to Ireland to visit as a small
child.

His mother, who djed quite
young, was deeply interested in
Ml "

&

painting, and from his earliest
years made him conscious of its
existence. , . .

Even though the Sweeney house
was filled with paintings, and
young James was taken to mu-
seums all over Europe as a child,
modern art failed to make much
senge to him up to the period
when he went to study at Cam-
bridge, England, after graduating
from Georgetown.

A Scotch teacher played an im-
portant role at this point. ... He
recommended books on painting
and introduced Sweeney Lo Roger
Fry, the leading British art critie
of the times. Subsequent and
copious reading, plus contact with
such widely diverse figures as AE
(the great Irish poet), I. A. Rich-
ards, Dr. Albert C. Barnes, Ed-
ward Alden Jewel and others of
similar Interests soon served to
quicken his perceptions and led
to the beginning of his own at-
tempt to write down his evolving
Ideas about the arts: modern art
and literature in par

He majored in lit
at Cambridge, writing some ex-
cellent verse; he traveled in
France and studled Italian with
an Italian priest in Sienna—try-
ing to read Dante, he admits, be
fore he could safely order lunch
in Itallan. . .

Upon returning to America, he
wrote a “New York Letter” on
art critielsm for the Chicago
Evening Post, he lectured in Chi-
cago, arranged an important ex-
hibition of African-Negro art in
the mid '30s for the Museum o
Modern Art; leetured at t
tute of Fine Aris at New York
University, and from 1933 to '37
wag Assistant Editor of the :
vance-guard quarterly maga
“Transition," founded in Paris,

He began to write voluminous-

SMALL WONDER he resigned.

ly on the arts before finally tak-
ing the post at the Museum of
rn Art, and while there pre-
pared one of the most interest-
ing documents of our time: a se.
ries of detailed and careful inter-
views with 11 outstanding artists
who spent the “Hitler” and war
years as exiles in America, and
with whom Sweeney had been
closely assoclated during that
troubled period. )
This unique bulletin, published
recently by the Museum, includes

NMegagire

ot SELTION

NEW YORK

Post Fhoto by Calvaces

first-hand accounts of the credos
of such diverse artisis as Marcel
Duchamp, Fernand Leger, Ame-
dee Ozenfant, Marc Chagall and
Piet Mondriun, . . . Another out:
standing Sweeney contribution
has been his constant effort to
have artists receive just compen-
sation for reproductions of thelr
wark published in magazines that
can well afford to pay. , .. And
during his directorship at the Mu-
seum a greater percentage of its
budget was spent on acquiring

POST

Close-up

November 18

art than ever heretofore, .
Certainly an outstanding achie
ment, . .. .
He was -responsible for
Miro, Calder, Mondrian, Ch
Davis, O'Keeffe and other
standing exhibitions there,
now characteristically at
both on a book on T. S, El

at

In addition, he
writing a book in which M
Duchamp will serve “as a k
of magnifying glass th
which it may be possible
and to understand more ¢l
that great period in modern a
American and European f
1911 to 1927." .
Another Football Name
In the Sweency Roster

The Sweeney apartment,
above the river on East End
is a feast for the eye. Seve:
simple in decor, it is one of
most distinguished modern a
ments in New York.

At least ong of the Sw
five children is following in
father's footsteps by playing
ball, and all of the e
dren—with the exception
year-old Clnnait—join their |
ents In their love of saili
Cape Cod, summers. (The

v P po
Irish names too: Ann, Sean, S
hal and Tadhg. . )

Sweeney's eye for color. cal
hlrtn r.? :'?1 one of the most
ant o to come
in New Yl?:l?:pl%ou can

}'ehasnos?eclalm

no “favorite painter,
the tradition of p
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You ere invited to attend the meeting of

The Irish Arts

and Literary Society

to be held on
SUNDAY, JANUARY 20th, 1946,
ot 8-30 PM, in the Carroll Club,
120 MADISON AVENUE, New York, N.Y.
James Johnson Sweeney

Director of Painting and Sculpture,
Museum of Modern Ak, New York,

will lecture on

Irish Painters of Today

PADRAIC COLUM wiill preside

Subscription $1.00 Refreshments served
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THE NEW YORK TIMES,

MODERN MU }Jl“!t opened presents prize-win-
|ning plans in the Smith College
|competition. It seems that the rol-
OPENS 4 DISPL YS lege is (n need of three now dormi-
tories, and decided to let the con-
|tract on a competitive basis. The!
ifirst prize (which earries the con-
Three New Exhibitions Offer|tract itself and a $2,000 advance
= fee) was won by Benjamin Thomp-
Architectural Phases, Other |son, Norman C. Fleicher and his
R |wife, Jean Bodman Fletcher, The
Has Recent Acquisitions second prize ($1,000) went to
Sarah and John C. Harkness, Win-
ners of the third prize were Roy
By EDWARD ALDEN JEWELL g, Johnson, Julius Stein and Fred
Y::[telrday was one of those Ginsbern,
aceful, somnolent days at the| " Y
fuseum’ of Modern Art, 11 West| 15 Acquisitions Shown j
Fifty-third Street. Only four pre-| Acquisitions representing the
|views were scheduled, these topped Museum of Modern Art's collect-
:::I. h{‘; ','L "‘}Ir"'?:mm l";';:_“:’l'e ;-“ theling activity during the last six|
[SacaeUnL s aucitorium . for las S¥e- months make u a group of fiftee
:;ng. ;‘:m tlmtt‘_':'“' ﬁs]\'ai; ’:’m”& items, one of 1!}1|e letp[mporlAm
" aulkiec ..[ e tatk jlustrate of which is a strange but not un-|
itk slides) “Eeconstrnction Pmn‘::mposin;; seven-foot figure 1§ |
]E'&.‘;}:’:ﬁ’{‘:“i;‘:xém?}::é [anlhmnze. “Benediction,” by Jacque:
four of them open fo the pubnic|/Libchitz. Tt will ultimafely b
od !ntpi to 'hitegt |placed in the museum garden,
roday), are related B0 YTe " Paintings acquired include the|
The fourth is made up of recunt||m2 “Passage de la Vierge & 1
acquisitions, which have bemiMnriée" By gMnrcz'I Duchamp;
placed in the entrance gallery on!pnir of cubist canvases (here in-
the third floor of the TUSEUNL | structively juxtaposed) by Picasso
there to be shown through Feh. 2{':aml Brague; a 1928 “Dutch Ine|
To the acquisitions I shall re-;p o0 o by Joan Miro; “Tableau,”|
St e cmoment, Bt el e 1095 By Ariiaés Onell
word ‘about the other events. Orirnnt, then an exponent of purism: |
timely interest Is the elxhtbltlnn ::Irl,,m:mha " an ofl by Maiirico Pren-
wall panels, installed in the l;“?mr?'t‘ler;{.ﬂsxl, together with a water-|
Eal.l. Whieh “t:n\tgs. -,g": q‘\[f_-s lﬁn‘lcolnr and two monotypes by the|
tlnfhm: E:{:):nte':a 'F;!:f‘:',_mc.r;;!zame artist, and Robert Mother-|
pictorial statement includes af‘\::fl.lllh" Sf:‘;.,"hﬁtr"”m"- In Beige|
photographic enlargement of the| ™o, ' acquisitions now exhibited |
Palace of the Leagua of !\atmnﬁj!nre “Pastorale,” 1927, a tempera
tog:.t-thgmwu-? &ZOlQﬁ.rfhrﬁ.I:‘-_nf::| on canvas mounted on wood, by
pho oxh Y izes in the com-|Paul Kiee: an example of German |
plans t ahaw‘;l“ ?:\ ’Lthe Nineteen expressionism, “Two Ladies in the
.pehﬂ%ﬂ & i |Street” by Ernst Ludwig Kirchner |
| Twenties, (color woodeut); Henri Matisse's |
Outcome of Competition lithograph, "“Torso," and a 1038|
ipplied, degcribing theletching and aquatint, “Dancer!
o“?:c::m’ao:ltil;t competition—"its With Tambourine,”” by Picasso. |
Ipeculiar political maneuvering and|
'Its sad results.”” Also now brought|
into play Is the project designed
by LeCorbusier and Jeannerat, the|
competition's “rightful winners. I
This controversial and potentially
helptul exhibition, arranged by the
Swiss architect, Rudolf Mock, will
remain until March 5.
In the first-floor n;ch}tent;:n
may be seen, during the
g:nl.::ry peﬂgd, a half-inch scale
model of & steel airplane hangar,
designed by Konrad Wachsmann.
The truss roof, which in the actual|
structure would be 140 by 200 feet
in size, is supported, on the canti-
lever principle, by four pillars.
This plan makes possible a floor|
aren almost entirely olear. The|
external walls are removable, The
exhibition contains likewise pertl-
nent drawings and photographs, A
has been supplied by Le
. The material was lent
to the museum by the Atlas Air-
I ta Corporation.

 craft
The architectural show
?‘-F - —-
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man) in plastic and pictorial art. For
its annual Summer Show, the Uni-
versity of Towa weighed modern trends
in a controversial show; selected as its
one purchase Carnival, a triptyeh by
Max Beckmann.

In New York, the Metropolitan Mu-
seum opened its Diamond Jubilee cele-
bration, through which it hopes to raise
$7,000,000 for additional plant facili-
ties, with an exhibition of three visit ing
masterpieces: Delacroix’s La Barricade
(from the Louvre), Michelangelo's Pitti
Madonna (from Bargello Museum in
Florence), and an Early Christian Good
Shepherd (from the Vatican). Latest
reports are that the promotion cam-
paign is behind schedule, needs a na-
tionally important exhibition to drama-
tize the Metropolitan’s needs—a more
pertinent show than its recent “Taste
of the Seventies.”

Aside from its annual exhibition and
the announcement of several score ac-
quisitions, the Whitney Museum pre-
sented one of the peak shows of the
year, the first one-man exhibition given
Robert Feke, some 200 years after he
and his work flourished in the Colonies.
Earlier, the Whitney had engendered a
feeling of nostalgia in the Village, when
It reviewed the rebellious careers of 34
“American Pioneers in Modern Art"
including Stella, Weber, Benton, Karfiol,
McFee, Kuhn, Walkowitz,
rin, Halpert, Weber and ]

Perhaps the best exhibition staged
by the Museum of Modern Art in 1946
was its survey of the Arts of the South

T e doubt about its
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THE MUSEUM

Museum of Modern Arr:  James
| Johnson Sweeney. director of the De-
partment of painting and sculpture,
has resigned.
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The Ne

ws Magazine of Art November 15, 1946

LY R T WA

Sweeney Resigns

®oM BEHIND the iron curtain that the Museum of Modern

Art has always maintained bétween the public and its |
administrative activities, the art world learned the other day, |
largely by hearsay. that James Johnson Sweeney, brilliant
head of the painting and sculpture department. had resigned.
At first the information was semi-denied. then it was semi-
confirmed through a letter from Nelson Rockefeller, Maodern’s
president. Thousands of words were typed or printed, and
still 57th Street didn't know if it was coming. going or
delayed in transit. What had happened 1o cost the museum
one of its few competent leaders? Was Sweeney fired or
disgusted?

Adding strongly to the tension was a letter signed by two-

score artists protesting the resignation and lauding Mr. : )
Sweeney’s work for their cause. Since artists are not espe- so than the Metropolitan’s, which has 20 t :
cially known for their appreciation, this letter carried weight. space, more than two million annual visitors, countless ¢
but evidently not enough. As Mr. Rockefeller belatedly ex- torial departments and a vast building campaign
plained it, there would be a *“revised administrative program,” .~ hands?” There has been no answer.
revolving around a co-ordination administrative committes i
composed of Monroe Wheeler, Alfred Barr, John Abbott,
Tone Ulrich and Rene d’Harnoncourt. In other words, the
terms of Mr. Sweeney's contract had been altered; instead of
giving orders he would take them—and he wasn't even about
1o take them.

The art world
World-Telegram, fc ing out what fac
She alone had enough ne er instinet Lo

see World-Telegram for Nov. 91, "
oy asked these emb

will it get itself a responsible, well-qualified top directo
will run the show competently and take responsi >
all its functioning, admittedly complex, but surely

politics,
an attitude of friendliness to o

November 15, 1946




FOR STUDY PURPOSES ONLY, NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

1.27

IN THREE MUSEUMS |

Whitney, Metropolitan and Modern Art
Stage Diverse Events—Other Shows

By EDWARD ALDEN JEWELL

AST week was one of those
weeks that are bound to
ocour gooner or later in the
courss of & season. We never

know just when the Damoclean
blade will drop, but recurrences,
like ph of the h are
assured.

So on Monday morning the list
that awaited us contained between
forty and fifty urgent summonses.
There was nothing for It but to
start right out and try, somehow, to
plow through. Today's columns
witness the reticulation of our own
Battle of the Bulge.

It would be manifestly appro-
priate to offer here a delailed ac-
count of the most recent Kress
gift of paintings and sculpture to
the National Gallery in Washing-
ton, with & survey of the new
installation that mnakes a voyage
through the various schools—the
Italian, Flemish, Dutch, Spanish,
French, English, Amerlcan — now
86 unforgettably wonderful an ex-
perience. That obligation must for
the present be sidestepped, that
pleasure postponed.

As it is, a vast amount of activ-
ity will have to be telescoped. And
{f we succeed in fitting together a
kind of complicated tabloid over-

.all picture, that is all that need be
hoped for.
The Whitney Exhibition

Three museums here in New
York topped the horrendous lst
of openings.

‘Museum of Modern Art
With its dramatically Installed
Oceanic show just launched and
lattracting throngs, the Museum
of Modern Art last week opened
{four more exhibitions, all of them
ismall and three of them dealing
with aspects of architecture. In|
the auditorium lounge are shown|
{prize-winning plans in the Smith |
|College competition (the progect:|
| mew group of dormitories). “A|
|Home for UNO: Must We Repeat
the Geneva Fiasco ?" is the title of
the timely little show composed or
aphs, plans and wall text,
arranged by Rudolf Mock and set|
up in one section of the main en-|
trance halk In an adjacent room)|
we find the seale model of an adr- |
‘plane hangar daringly designed by|
Konrad Wachsmann, I
Up on the third floor are ex-|
hibited museum sequisitions made)
during the last six months. Art-|
ists represented, by work in oll,|
water-color, tempera, monotype or|
print media, are Brague, Picasso,|
Duchamp, Klee, Miro, Ozenfant,
Kirchner, Matisse, Maurice Pren-
dergast and Motherwell. I hope
that Mr. Sweeney will tack up be-
tween the cubist paintings by
Braque and Picasso a card contain-
ing the gist of his informal com-
ment to me the other day on the
relationship and divergence of
these two canvases. It would be a
valuable service to the public, ~lari-

|fying an important point of transi-|
{tion in the cubist movement. |
| Also recently acquired and now|
lon view is a large (seven-foot)!'
figure, called *“Benediction,” by
Jacques Lipchitz. It is puzsling,
but powerful, too, in its largely
-abstract fusion of plastic elements,
and will appear to better advan-|
tage when placed out in the mu-
seum garden. N |
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THE COLUMBIA WORKSHOP
presents
Readings from T. S. Eliot's
"FOUR QUAKTETS"
Saturday, Mar 16, 'L6

2:30 - 3300 P

Presenting

dames Johnaen Sweeney
Director, De artment of Painting and Sculpture

Museum of ilodern aArt
- o (o [

John Hall Wheelock
American Poet and Editor

Director: Robert Louis Shayon
gupervisor; Hobert J, Landry




Variety
i
Abstraction

THE ARTS CLUB OF CHICAGO
Mareh 5-30. 1916
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The type of painting commonly described as "abstract” is
an outgrowth of a desire on the part of early 20th century
painters to emphasize order in a picture. Every generation
of artists focuses its attention on certain features of artistic
expression that it feels the previous generation neglected.
One of the outstanding characteristics of our period is its
lack of order. In the field of painting a recognition of this
lack and a conscious and exacting search for a remedy has
produced some of the finest and most characteristic work of
our time.

There are two main currents in the abstract painting of the
20th century: one characterized by an intellectual, structural,
classical appoach; the other, more emotional in spirit, fluid
and organic in design and romantic in its spontaneity.

The first of these two trends is based on cubism, initiated in
Paris about 1908 by Picasso and Braque and carried on by
Mondrian and Malevich. The second follows the work of the
Russian Wassily Kandinsky, who in Germany about 1910
began to reduce the representational forms in his pictures
to their elements and to emphasize the rhythmic patterns of
his compositions. But, instead of the geometrical motives of
the cubists, Kandinsky employed for the most part fluid, or-
ganic forms related in a decorative harmonic order. Klee and
Arp took up Kandinsky's early rhythmic order of abstractions
as a base for their personal fantasies, to be translated fur-
ther by surreclists such as Masson and Miré. Some painters
have employed one approach and then another, as in the
case of Klee; some have combined them in a single picture
as Kandinsky occasionally has done. These paintings provide
a glimpse of the rich variety achieved in this search for pic-
torial order.
— JAMES JOHNSON SWEENEY

18.
19.

20.
21.

22.
23.

24,
25,
26.

27.
28.

PENOoNAwN =

CATALOGUE

ARP—Leaves, 1929

BRAQUE—Composition, 1914
DUCHAMP—Drawing, 1911
KANDINSKY—Lighter No. 272, 1924
KANDINSKY—The Waterfall, 1909
KLEE—Equation, 1936

LEGER—Smoke Over Roofs, 1913
MALEVICH—Suprematist Composition, 1914

. MALEVICH—Woman With Water Pails: Dynamic

Arrangement, 1912

. MASSON—The Enchanted Castle, 1927-28
. MATTA—Hanging Man, 1942

. MIRO—Didlogue of Insects, 1924-25

. MONDRIAN—Composition, 1925

. PICASSO—Head, 1909

. PICASSO—Man With a Hat, 1913

. MOHOLY-NAGY—Variation of a Rh Picture

Nos. | to 16 comprise the exhibition circulated
by The Musoum of Modern Art, New York

. GRIS—Abstract

Loaned by Mrs. Claire Florsheim, Chicago
GRIS—Abstraction

PICASSO—Harlequin

Loaned by Mr, & Mrs. Charles B, Goodspeed, Chicago
GRIS—Abstraction

PICASSO—The Chimney Piece, 1915
Loaned by Mr. & Mrs. Somuel Marx, Chicago
PIPER—Forms on Dark Blue, 1936
NICHOLSON—White Relief, 1935

Lloaned by Mr. & Mrs. John Duncan Miller, Chicago
GRIS—Nature Morte a la Guitar, 1913
loaned by Mrs. Flora Schofield, Chicago
CALDER—Abstract

Loaned by Mrs. Alfred P. Shaw, Chicogo
KLEE—Embraced, 1932

KLEE—From the Mobile to the Static, 1932
KLEE—Island

Leoned by Mr. Mies van der Rohe, Chicago

"

L=
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FEBRUARY 17, 1946,

SUNDAY,

'==ART OF THE WEEK

Ee—————___Hy CARLYLE BURROWS

Primarily French

Twa of the local art establish-
ments are well provided just now
with French paintings, One is the
contemporary “selection” at the
Bignou gallery which consists of
iwork by fifteen artlsts—André
Bauchant to Maurice Ulrillo, The
other display, In which French|
painting may' be traced through |
various formative years, 15 at the!
Museum of Modern Art, where re- |
cent nequisitions range from al
massive bronze sculpture to oils,
watercolors and prints,

FEBRUARY

17, 1946

The museum has added to its col-
lectlon recently not only Lipehitz's
prodigious.  “Benediction"—seven
| feet tall, and a ton ar so, perhaps,
| of bronze—but Joan!Miroe's fanei-
fu} "Dutch Interior,”\a calmly cal-
culated and decorative “Tableau”
by Amedee Ozenfant, and work by
Bracque, “Man 'With Guitar,” and
|by Picasso, "Ma Jolie,” the latter
two exemplifing the early cubfst-|
analyltical styles of the artists,
together with Marcel Duchamp’s|
“Le Passage." “Tf {5 an interesting
cirenmstance,” writes James John- |

|m Swmor. dlrecbor of
partment of painting and s
|lure, “that the Braque,
‘and Duchamp were all
within the same twelve m
(1911-'12), For, as such, they iy
trate not only the climax of t
specified development, "“but
mature style of Duchamp w
was to win him the s
recognition as a precursor.” ’l‘h
the museum builds,
cording to precrdained plm, 1
ing bit by bit to the m
the past. The American
hys been

| addition of *

oli by Maurlce Mwmﬁ.
by & sensitive early water colo
The moun. Venice,"* &. i
ﬂnii artist, o "
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I I M E February 18, 1946

THE WEEKLY NEWSMAGAZINGE

"A Little Song"

A proud new purchase was unveiled
last week by Manhattan's Museum of
Modern Art. It was titled Benediction,
stood seven feet high, was “ast in bronze.

From knob head to lion feet, Beyredic-
tion's brutal, bulbous charms were prob-
ably lost on the average layman. Most
frequent questions by museumgoers: “Is
it harping or scratching?” “Why ha 't
got three legs?” If its sculpt r, §.-vear-
old Jacques Lipchitz, had been there to

Museum of Modem Art
“BexeprcTion” ‘
The sculptor was very mad, very anxious.

63

LX '_.;:f]
S

&

explain, he would have told them that
what Jooks like a third leg is really a
simplified drapery.

A stocky, intense French citllm.Jum
Lipchitz has been turning out weird, p&
sionate work for 33 years. He is one of
world’s most highly praised and least un-
derstood sculptors. He made the sketches
for Benediction along the road from fallen
Paris, in the midst of a wild, tragic rout,
His idea was to make a statue of the
harpist when & if he succeeded in reach-
ing the U.S,

He began to be an artist in Druski-
ensiki, Lithuania, when he was only eight.
His earliest works were carefully painted
white in imitation of the plaster casts he
saw at school, At 18, Lipschitz hotfooted
to Paris, became the voungest member of
the Cubist group, quickly developed the
muscular, semi-abstract style.

Every Sunday Lipchitz takes a walk
round & about Manhattan (“It is when I
get nature”), Weekdays he gets up at 6
am., works furiously in his Manhattan
studio until dark. Says he: “I am only
interested in sculpture.” New York, he
says, is the place for him. “It is so ex-
citing. Everything is set up for work."”

For those who see little connection he-
tween his Benediction and its title, Lip-
chitz simply recalls the day on the road
south from Paris when he made his first
sketch of the harpist: “T was very mad,
very anxious. This [sculpture] was a little
song for Paris what 1 had to sing, It is
like somebody goes to sleep. But sleep
would bring cauchemar [nightmare], so

| T sing him a song that evervthing will

come out all right. Mavbe it is solm‘zllhinu
that will make me feel better too.
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Chagall’s Fantasy |

!The Strangest Things Happen in the Russian
| Village He Came From. '

By HENRY McBRIDE.

More than most artists who have had one, Mare Chagall
profifs by the retrospective show of his paintings in the
Modern. Museum, He has never entirely lacked apprecia-
tmn_‘i.n this eity (for his works came with the stamp of
Parisian approval upon them and c:)ectors promptly ap-

peared ‘with sufficient courage to buyf them, but the single
pictures in occasional shows never guite explained the
artist to a public that is always just a bit afraid of fantasy
—his Specialty. " ;

is big exhibitidn, where, Wonderland and where anything
the artist carries you right out|car happen and does happen, he
ﬁ- this gnrtd into the l!;t:n;m ?; ‘th,l:.ms y!:g wﬁtlh him . It is
ation whme evel in d w tllm ol us

as startling as it was to Aiicg in -wiftl.ymm this nmn i
escaping who used to be known

w3

ge
= g
73

wEs
B

-SATURDAY, APRIL 13, 1946..

NEW YORK.

RE

York, are as undiluted Russian
as the earliest known ones, and
though 1 had occasion to remark
only a few weeks ago that the
new pictures had an increased
suavity in the brush-stroke that
might be a concession to our
rage for refinement, nevertheless
the essential matters in the work
were as Russian as Gorki. And
if you ask how we Americans ean
assay the true Russian atmo-
sphere, I can only say that we
jalways do, Genuineness may be
recognized when nothing else is.
New Yorkers laughed with in-
stant glee at the drunken peas-
ants in the Shostakovitch opera,
“Lady Macbeth From Minsk"
done some years ago, knowing
them to be the real thing. If you
remember them at all, you must
recall how perfectly Chagall they
were. Chagall corroborates all
the Russians.

I [T Th EypEm—
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Pioneers of Modern Paintiug:
American Artists and Chagall

|Chagall Retrospective

Those who have been following
With interest the progress of fan-
lasy in modern art will scarcely
have Jeft Marc Chagall, Russian
painter. formerly closely assoclated
with the School of Paris and sinee
1941 & resident of New York, out
of thelr calculations. For, as a
painter of modern pictures, as
4 deslgner, as well, of ballet stage
decor, Chagall has been almost as
Vividly before the public here for
several years as formerly he was
in Paris.” The Museum of Modern
Art, however, Is according him, in
its exhibition opened last week.
one of those shows it does so well
for all the avtists It is keenly
linterested in—a really comprehen-
sive one-man show, It consists of
sixty-two oils and two-thirds as
many graphic works, including
etchings and drypoints, and a sup-
! ¥ group of ballet designs
In watercolors, =
| Born in Vitebsk, in Russia,
‘Chagall arrived in Paris in 1810,
writes James Johnson Sweeney,
"with a ripe color gift. a fresh and
|unashamed response to sentiment,
a feeling for simple poetry and a
sense of humor. He brought with
him a notion of painting quite
foreign to that esteemed at the
time in Paris" It was intensely
local in sentiment and gave rico
promise of developing In the mood
of fantasy fores d by his|
early and somewhat objective can-
vases, Of these there are two of
particular note in the exhibition:
'lone, a non-imaginative ''Portrait
of My Fiance,” which is sensitive
In design, drawing and color; the
other, a picture of a wedding pro-

brightly painted uslightls-'

grotesque in characterization, an
.zlt,osegher whimsical picture .“t
native Russian life, which the art-
ist recorded as though he had just
seen it and found it entertaining
| than serious,
“u'ngn follows, in proper chro-
[nology, a considerable selic.:; _nr
Paris-influenced paintings, works
which show in the evolution of
Chagall's style certain alllances|
with abstract theory, the paintings
pecoming Increasingly faceted
with color, and thelr compositions
dislocated, somewhat distorted
and stylized, Among a dozen of
these palntings, which may be de-
seribed as decorative, qhngnli
galned effects of some distinction
but nothing, aside from their gen-
erally piquant individuality, to be-
come really excited about, va(‘r.pt
in one or two instances, The ex-
ceptions, Involving » seriousness
Infrequent In his work, are both
essentinlly objective portralts, one
of an Individual, “The Rabbl of
Vitebsk,” and the other, painted
oh cne aof his visits Lo Russia, (he
“portralt’” of the native scene,
“The Blue House."

B_? _ (_:a_:_rl_y_ie Burrpws

The final sequence of the display
discloses the Chagall more [re-
quently known to us—the painter
of exuberant dream pictures,
filled with fine color of deen lyrical
tonality, In these ate the porobats,
the lovers, the brides, the street

(Addlers, the barnyard animals—in
18 familiar asortments of goats,

|donkeys, horses, cats, and so forth
—which the artist plucks from|
childhood memory and works into
the caleulated fabric of his com-
position with apparent delightful |
abandon, Actually, it seems to us, |
Chagall is too smart & painter to!
do mnything by chance, so that,|
in spite of all, even the most, |
primitive appearing fantasy, sym-|
|bolizing a collection of fondly re-|
membered and lovable items, is
cleverly  Integrated—not unlike |
the raisins and cherries embedded
in a luscious frult cake,

One of the genuine high lghts

The Biue House, 1917

]of the show,

we thought, were the

quite unpietorial but nevertheless,
in thelr way, eloquent llustrations,
|done in drypoint, for the most part,

Ot the various projects of

artlst—Gogol's

the

“Dead Souls,” “Lg

Fontaine's Fables” and the "Bible." |

(Thie technique &5 a chiaroseuro of
Ught and mass, from which Chagall

elicits a deep sense of the subject,

its feeling

and character,

the simplest of means,
plicity is & typical trait, which

permeates his best
marks with ¢harm
his subjects which

with the slyest,
in~cheek brand o
he 1 frequently e

thyough
This sim-

paintings ang
even those of
are painted

the most tongue-
I humor of which

apable,
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EYES ON MODERNISM

Early Stages of Movement in America
Shown at Whitney—Mare Chagall

By EDWARD ALDEN JEWELL

The Chagall Retrospective

| Another major offering of the
‘wnk permita us to witneas the
limpact of successive phases of
(the unfolding of Ecole de Paris
Imodernism. This is the Chagall

retrospective, presented with mich
W‘ ndinﬂml:;ﬂ:g Xy Modern Work in the New Shows
Museum of Modern Art. 5 . %

True, in the instance of Marc i
|Chagall, we have to do with an

simple
all, by the interior fruition of his
own experience.
Yet in the work done between
mm:mmpmnlyﬁm
"mm

mm&m}mmuﬁﬂ
ence of French cubism. Ithbrli-

ing catalogue, acutely observes
that “if the cubists had been inter-
ested in breaking up formus to reor-
ganize compositionally {n their
paintings, Chagall was primarily
interested in breaking up memo-
ries.” And, in any event, it is
never of cubism per se that one
thinks in connection with Chagall's
painting, half so much as of ele-
ments pecullar to the artist’'s own
personality. Bll art cannot hu juat
coldly 1 To be

Ht must first of all be fel:--in a
Isense, re-experienced.

That may not, for most of us, be
easy, due to the strangeness of the
thematic material. All this whim-
'gical upside-downness, these weird
'sevttn,lou and startling juxtaposi-
tions of apparently unrelated ob-
jects belong to an experience not|
readily accessible. We may find
ourselves failing back, in the end,
upon more familisr methods of
evaluation. We learn to see these
plctures as the virtually abstract|
music of form and color, The color,
if functional, is always (save in the
|very earliest work) decorative.
That is perhaps why it has long
|seemed to me that Chagall reaches
his happieat expression in the de-
|.|gn1ng of décor and costumes for |
blllat

Even a notice necessarily so brief
!must contain an appreciative word,
at least, for Chagail's graphic art,
which is of compelling fineneas,
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| AT THE ART GALLERIES

Modern Museum of Art Features
Comprehensive Chagall Exhibit

By A. Z. KRUSE

The works of Marc Chagall, on
-8t the Museum of Mod-

oken words which tell of & back-

Wl of severe self-discipline,
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ist proves that his extraordinary
patterns of stimulabing color ap-
pear interwoven, as of a piece,

ead of creative individuality run-|
ning through all of his changing PE-[
riods. On the whole, his works may
be likened unto mighly music dra-|
mas, in which the composer created
his own librettos.

A well-llustrated catalogue con-
‘talns  profound tions by
| James Johnson Sweeney, who spared
Ino effort in his meticulous research
lon the details of Chagall's gradual
idevelupmmt.

-
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Candles in the Dark 8

Tracing the Undeviating Path of C

A retrospective exhibition such as
that currently being accorded Mare
Chagall at the Museum of Modern Art
is calculated to give pause to the most
glib of critics. A customary approach
when viewing such a life product by a
creative artist is to attempt to recog-
nize and call the reader’s attention to
the various by-paths trodden by the
searching artist in the cour his
development and to indicate t mas-
ters upon whom he patterned himself—
whether consciously or unconsciously—
until he had arrived at that point in
his career when he had ach
metier distinctively his own.
formula is of little avail when con-
fronted with the life output of Marc

The Birthday: Marc CHAGALL (1915-23)

Mare CHAGALL (1903)

agall
Chagall. Here is found little deviation
from an original concept. The artist
seems to have sensed his niche as a
young painter and to have spent his
life polishing a single aesthetic gem
rather than in attempting to create a
vari-garnished tiara as has that experi-
menter and innovator, Pablo Picasso.

There is an almost frightening surety
goal-wise sensed over this artist's long
and productive career that is seldom
sensed In retrospective backward looks
of this nature. Advancement has been
in the direction of composition, surface
texture, and color but the cast of
characters has remained virtually un-
changed throughout the years.

A definitive analysis of Chagall's

harm written upon the occasion
the a one-man exhibition at

* Pierre Matisse Gallery by DiGesT

ic Jo Gibbs (see Feb. 1 issue) and

dded in that direction by

who therefore turns his

mple discussion of the

*ly technical problems that have
gaged Chagall's attention.

‘andles in the Duark Street, dated

is remembered for sombre color
and for a diagonal composition later to
appear in a more sophisticated form.
A 1910 oil—titled The Wedding—em-
ploys strong horizontals that also were
to reappear when Chagall’s fantasies
b ne more developed. Another early
ork dated 1911 titled Half Past Three
today still marks a high point in the
painter’s career and one of the first of
that series calculated to induce Isaac
Newton to turn in his grave through
its tongue-in-cheek disregard of grav-
ity. In Paris Through the Window
(1912) a triangular composition has
been ereated through the juxtaposition
of a cat, tower, and figure . . . against
which the strong design of window
panes has been opposed.

Angularity and broken areas are
adroitly combined with a low horizon
in Self Portrait with Wine Glass (1917).
The following year produced one of the
artist’s most widely known works—
his familiar purple and green Green
Violinist. Why this shot-gun wedding of
color works is as much a mystery to
this reviewer as to anyone else . . . but
it does. A growing surety coupled with
less incisive forms marks an oil dated
1928 titled Homage to the Biffel Tower.
The painter's latest works included are
distinguished by their loose application
of line and color coupled with their
swimming movement. For example:
Listening to the Cock (1934) and The
Red Cock in the Night (1944), The
liquid blues in the latter will make any
colorist's eves swim. Not to be missed
are his displayed prints in various
media which find their inspiration in
Aesop's Fables. The Bible and Gogal's
Dead Souls—Bexn WoLr.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

JJS

Series.Folder:

1.27

ST

APRIL 22,

1945

Registerad U.5. Patent Office

THE MAGAZINE OF NEWS SIGNIFICANCE
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Newsweek -

He Flies Through the Air

The cow never actually jumps over the
moon in Mare Chagall’s paintings, but
asses and winged herrings soar through
the air, sometimes playing violins, and a
cow on a rooftop drinks from u tub
while a milkmaid, with head detached,

Fifty-one of this front-rank artist’s
aintings, soft wet brilliant hues of
Eill(: and red, lavender and green, went
on exhibition lust week at the Museum
of Modern Art in New York. The Art
Institute of Chicago, which helped ur-
runge the show and pay the heavy ex-
penses of importing eighteen of the
paintings from European collections, will
ave it next fall. The retrospective also
includes 35 of the prints which caused

Carl Schniewind of the Institute to say
that Chagall “must be regarded as one
of the great etchers of our day.”
Chagall, who was born 57 years ago in
Russia, spent years in France, and came
to the United States in 1941, is a warm,
effervescent, and sentimental person who
lives with his daughter on Riverside
Drive in New York. Asked why he paints
such incongruities as people Hoating
through the air, Chagall will reply: “Be-
cause 1 love it very much. Through the
heart it is possible to understand. Not
through the head, The art is as the wind.
There is no beginning, no end. For me all
that is spontaneous. Not cerebral—pfft.

Arnold Newman

Simple us cold water. No complications
for Chagall.”

But while the juxtaposition of images
in Chagall's paintings can surely not be
easily explained, the images are mostly
from his childhood. Chagall’s birthplace
was Vitebsk, the “sad and joyful eity”
whose domed church towers, wooden
houses, and snow-covered streets )

in and again in his painting, His fam-

u large one—eight sisters, one
r. und innumerable aunts and ]
uncles. Chagall describes them as il
literate but intelligent. His father 5
boxes in a herring . His Uncle
Neuch “plaved the violin like a shoe-
maker.” One feast day of Simhath Torah
his grandfather disappeared. The family
finally found him—sitting quietly on the
roof and munching raw carrots,

Wedding in Vitebsk: Gha%all met
his wife Bella on the bridge in Vitebsk.
Her death in 1944 was a staggering blow
to him. He says of her: “Bella was the
first to understand me. She directed all
my art.” Bella's parents, wealthy diamond
dealers, had violently opy her mar-
riage to the poor painter. “They didn’t do
a true marriage,” savs all, “so I had
to do it in my painting.” On the anniver-
ary of their marriage, on Bella's birthday
or his or their daughter Ida’s, Chagall ha
painted lovers. Tﬁey- muy be riding on
the back of a red rooster the Eiffel
Tower, floating in the middle of a lush

bouquet, or standing on 4 snowy fe
: Bennklm

street beneath an oil lagy f Sud
dressed in a white bridal gown, and often
there are musicians, candles, bouquets,
and a small wedding ceremony going on
under a canopy in the background.
Chagall’s paintings have always, like
Vitebsk, been “sad and joyful” Since
Bello’s death even his lovers ara sad, A
hard worker and a perfectionist who has
sometimes spent fifteen years on a can-
vas, Chagall nowadays tries to lose him-
self in his work. Nonetheless he says of
himself, “sad Chagall.” i

Chagall: “Art is as the wind . , . simple as cold water”
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Pioneers

In the decade before World War I, a
few wild voung men with paint under
their ﬁn,gemails'were planting the weird
orchards of modern art. Their shabhy
Latin Quarter ateliers held the first green
fruits of freedom. The sidewalk cafés of
Paris rocked and ring with their back-
slapping and boasting. Les Fauves, “the
wild beasts” and their far-from-tame
friends had taken over—Matisse, Braque,
Derain, Duchamp, Rousult, and Picasso
in command.

They felt a compulsion to go on from
where the post-impressionists (Van Gogh,
Gauguin, Cézanne) left off, and an itch to
show that you can forget nature (almost)
and still paint pictures.

But painting, like any game, still re-
quired a rigidly defined field (or canvas),
@ number of players (forms and colors),
and, finally, rules of play. Instead of
imitating nature, referees developed new
rules: 1) distorting and arbitrarily re-
coloring nature for emotional impact (ex-
pressionism); 2) chopping nature into
small cubes in order to get a good look af
it from every angle (cubism); 3) exclud-
ing recognizable nature altogether, so that
familiar associations would not obscure
the geometric interest of the design (ab-
stractionism ).

To learn the new rules thoroughly vou
had to go to Paris—and many young U.S.
artists did. Last week Manhattan's Whit-
ney Museum (now under the wing of the
arch-conservative Metropolitan) honored
the native sons who had brought the
principles of Paris back to Manhattan,
and had made them stick. In an exhibition

Piarre Matisse Gallery
“Nupe DESCENDING A STAIRCASE"
250,000 watched her come down,

TIME, APRIL 22, 1946

called “Pioneers of Modern Art in Ameri-
ca,” it showed the 1go8-22 works of Karfi-
ol, Weber, Demuth, Sheeler, Marin, Hart-
ley, and—surprisingly enough—Thomas
Hart Benton,

Roughneck in Paris. According to
Benton, Paris had meant merely “a girl
friend to take care of you and Tun vou—a
lot of talk and an escape into a world of
pretense dnd theory.,” Two-fisted Tom
had “wallowed in every cockeyed ism that
came along, and it took me ten years (o
get all that modernist dirt out of my
system. I was merely a roughneck with a
talent for fighting, perhaps, but not for
painting." His muscle-bound expressionist
Three Figures, which the Whitney ex-
hibited without comment, proved his
words.

Missouri-born Benton repented his
bohemian foibles and turned to painting
what the Met's Director Francis Henry
Taylor describes as “the ample American
landscape” (he concentrated on harvest
scenes ). But even after they returned to
Manhattan, most of his Paris friends felt
themselves closer to Paris than to the
prairie, and some brilliant stay-at-homes
(Burchfield, O'Keefie) felt the same way,

Their champion was famed Photog-
rapher Alfred Stieglitz, and his “291" gal-
lery of modern art was their headquarters.
There Matisse, Rousseau, Cézanne, Picas-
s0, Hartley, Marin and O'Keeffe were
introduced to the U.S,

Another Stieglitz protégé was Max
Weber, whose first, fine-chopped abstrac-
tions, like Chinese Restaurant, were hard-
er to take than the India-rubber rabbis he
paints now. The New York Times art
critics are more sympathetic to him today
than was the Timesman who sputtered in
tgrr: "It is difficult to write of these
atrocities with moderation.”

Nude in Manhattan. Stieglitz played
host to a reckless, determined band. In
1913, the modemnists captured Manhat-
tan's huge 69th Regiment Armory, stocked
it with some 1.6oo0 examples of French
and 1.5, modern art. They adopted a
motto, “The New Spirit,” and distributed
thousands of buttons bearing the pine-
tree flag of the American Revolution.
Probably 250.000 people saw the “Armory
Show," and for a good many the experi-
ence was horrifying. For a glimpse of
Duchamp's Nude Descending a Staircase
(see cut), they had to stand in Hine.

Conservative Critic Kenyvon Cox sound-
ed a brave but ineffectual clarion: “Be-
lieving, as I do, that there are still com-
mandments in art as in morals, and still
laws in arl as in physics, T have no fear
that this kind of art will prevail, or even
that it can long endure.”™

Maybe most people agreed (and still
do) with Critic Cox, but mest young art-
ists did not. The paintbrush war was over;
the modern beachhead was secure. Both
sides could settle down (o the uneasy
truce, punciuated by journalistic skir-
mishes, which exists today.

“DEprcaten To My Fiancee”
His non-Newtonians never came down.,

Love & Dread

He's asleep

He's awake.

Right away he's painting

He grabs a church and paints with the

church i

He grabs a cow and paints with the cow

With a surdine

With heads, hands, knives

He paints with an oxtadl, . . .

Parisian Poet Blaise Cendrars was try-
ing to describe Artist Marc Chagall. Hard-
Iy anyone else in 1911 thought him worth
describing. Paris was just getting used to
Les Fauves (soe above), and bright young
men from all over Europe and the U.S.
were there, learning to paint in the new
ways. But Chagall did not want to learn
anything.

“Primitive art,” explained Chagall, “al-
ready had a technical perfection toward
which the present generation is striving,
now playing tricks of sleight of hand,
now falling into stylization. T compare
this formal haggage to the Pope of Rome
sumptuously vested beside Christ naked,
or to the lavishly decorated church beside
prayer in the open fields.”

Empty Space. Chagall has painted
with the eves (but not the hand} of a
child ever since, Although his visions were
primitive-on-purpose, they came out far
from stark. His colors were as successfully
sumptuous as the most lavish ecclesiasti-
cal or imperial vestments, and for decora-
tion he assembled a set of props (candles,
roosters, violins), to “fll up the empty
space in my canvas as the structure of
my picture requires . . , and according to
my humor.” “ =

Chagall's peculiarly repetitive “humor
had its roots in Vitebsk, Russia, Under the
Czars, no Jew could forget the burden of
dread which Christian Europe forced on

77
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Poet and Peasant

Tm; RECOLLECTIONs that Marc Chagall (1887-)
paints of life in his home town, Vitebsk, Russia, and
of his married life later in Paris, which show people moved
by love or thinking about an unhappy past or present, are
statements that stay very close to the surface, hardly ever
indicating the artist’s deepest feeling. Instead, the paintings
achieve a thin, high-pitched, feverish vitality from harried,
awkward form and exceedingly dramatic color that is very
odd in hue, thin and pure. The color creates so much
bizarre excitement that the rabbis, the swooning lovers, the
flying peasants and precocious animals in his paintings take
part in a life that is inspired and poetic, but somewhat
« strained and unreal. The color is curiously hollow, without
any density or depth, and the compositions are flattened and
made unconvincing by a simple-minded cubism, The paint-
ing has a floating quality—as though it were a thin, arti-
ficial surface without any backing or foundation,
Chagall’s art, now on exhibit at the Muscum of Mod-
-emArt,-hwoillumﬁnmdwukhnpmﬁnnmbem
important force in modern painting. (He does contribute
something in color, even though it s unfulfilled color.
I can’t take his poetic representation seriously because it is
predominantly a literary matter.) Actually his painting is
very provincial in its spirit and as close to calendar art as
it 5 to great painting. Except in some of the early cubist
‘works, he stops at about the same place that an fllustrator
stops—after the subject matter has been listed, the space
filled, the color harmonized and made dramatic and the sub-

on each painting. The effect isn’t so much one of secing
an unreal world as being forced to take in too much real
world in one gulp, F

It is the homely, anchored-in-soil look of the early paint-
ings that makes them so unusual and worthwhile, Chagall
consciously painted them to have something new and
original in every spot and he succeeded: they are completely
disparate and it is impossible to view any one of them as a
whole. There is absolutely no movement from section to
section and each area has to be taken alone, almost as an
independent painting. No other work of that period gives
more of a sense of against-the-grain painting and of an
artist who was not sure at any point where he was going
and was worried at every point that he had gone in the
wrong direction, His lines always seem to be thrusts against
the obvious, conventional direction, and the rhythm of his
drawing—if you can call it that—is the choppiest affair of
opposing movement. These first compositions, which ap-
pear as obvious as children’s paintings, give the most un-
compromising effect of personal creation by his constant,

awkward-seeming struggle against the cliché mancuver.
MANNY FARBER

Ject matter recognizable, There is never the thorough com-

posing of lines, forms and colors that makes a painting

appear a solid affair of color and as though it had been

soaked in a particular personal feeling, The sensation given
off by a Chagall is like perfume and the structure i thin
and papery. His paintings are too costumy and literary to
be great,

Chagall’s painting has always been split between the

dlesire to illustrate and the desire to create deeply expres- |

sive (difficulr, rebellious, abstract) works. The split has
made his canvases—choked as they are with acrobats, emo-
tionalists and husky, satisfied Russians—weak, limp and
creaky, His best paintings, done between 1908 and the carly
twenties, are half-cubist, half-realistic, strongly composed,
have bright, jazzy color and personal drawing. Since the
twenties his work has had few of these features, and the
chi-chi tendency, always apparent, has increased.
Chagall plays the magician’s role in his pictures, trans-
forming an everyday world into a carnival and a wonder-
Jand, The people never stand upright on the ground;
instead they lie flat on it or hang suspended over it, and do
a lot of house-top sitting and flying about in the air with
or without their heads. His animals act Jike human beings
and are treated that way by the human beings. Not many
people will find the imagery very fantastic or subtle, Tt
always follows a logical course, The scenes take place in
the sky | they are ies and f: ies, lovers lie
in flower arrangements or sprout the flowers out of their
own heads, the pregnant woman points to an image of her
coming child standing upright in her belly. Actually the one
srange thing about this. world is that there is so much of it
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EXHIBITION OFFERS
WORK BY (’KERFFE

Modern Art Museum Presents
a Chronological Showing of
Woman Artist's Paintings

By EDWARD ALDEN JEWELL

Gam-o‘.l{uro'lqmwopmud
with a preview last evening at the
Museum of Modern Art, 11 West

Introduced Here in 1018

Georgia O'Keefe was introduced
tn the American public in 1818,
when Stieglitz exhibited ten of her|

in the famous little
“201." A few years later, then es-
tablished in wi was called “The
Room,"” in the old Anderson Gal-
leries, Stieglitz gave O'Keefe a
one-man show consisting of & hun-
dred items (the present museum
show contains fewer than sixty).
In 1824 the photographer-maestro
and the. artist were married. And
since then there has been an
O'Keefe show every season,

In his text for the catalogue-
monograph that will soon accom-
pany the bition, Mr. Sweeney
remarks at he belleves ‘an
expression of intense emotion,
stark buf always constrainéd,” to
be' the eEsence of this artist's work.
“Apd,” he adds, “the way she came
to this was by the severest critieal
self-stripping.”

you come upon a direct, uncre-
atively literal transcription from
Rl e pilion i

@ prin: of
d-vclomenep:!u &“ it

rolific magni-

gretdl‘;‘nm:u mmour. ag: that the
ascinal - it

E{nued Interpre uon:‘:;‘ I?g

exican riences have received|

Eenerous selective attention.
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National Sculpture

Society

Program of (eremonies

For May 9th, 1945, 8:00 p.m.
at the

Auditorium of the

METROPOLITAN MUSEUM
Ol ART

New York




Reception Committee

JOHN GREGORY

Master of Ceremonies

HERMAN A, MacNEIL

Intraduction and Presentation of Award

Hox. Encar J. Narnax, Jr.
Borowgh President— Mankattan

How. Joux Casiimore
Borough Presddent — Broakiyn

How. James A. Burke
Borough President — Queens

A

Hox. Josern A, Parma
Borough President— Richmond

Hox. James J. Lyons
Borcugh President — Bronx

%

Hosanr Nicxots
Presidest — Nuational Academy of Design

Witriam Cuvren Ospors
President — Metropolitan Mustewm of Ari

Fraxcis Hexry Tavror
Dirsctor — Metropeditan Musesm of Art

Evy Jacoues Kanx
President— Municipd Art Seciesy

Luke Vincesr Lockwoon
President — The Art Commivion

Gimore D. Cranke
Conmlting Landicape Architect
Department of Parks

Doratp De Lug

President — Naticnal Sculpinre Society
Roserr Armrkex

Former President — National Seulpture Sociery
Eomusp Amarers

Formar Providens — National Sculpiure Soclery
Cuusren Beacn

Former President — National Seulptuce Society

Jamies Earve Fraser.
Formur Precident — National Sculpiure Society

MicHaeL Rapuano

Prasident

Awerican Seciety of Landscape Archisects
Huen Ferriss

Presidest — Architeciural Leagie of New York
James Jounson SWEENEY

Director of Painting and Seul pture

Miueum of Modern Art

Avryy Cox

Presidess — National Society of Mural Pairters
Arrrur C. HoLpeEN

President — New York Chapter

Anterican Tntitnee of Arehitects

¥
Joux Grecory
Forsuer President — National Sculpiure Society

Cuarnes Kuck
Fermer Prevident — Nutional Sealprivre Sociely

Henman A. MacNeiL

Foruer President — National Scolpiure Society
Pave Maxsiuip

Former President — Natlonal Scalpiure Society
Anours Avexanper WEINMAN =

Presentation

of the

National Sculpture Society’s

Medal of Honor and Citation
for
Civic Achievement
to

Hon. RoBerT MOSES

Commissioner of Parks, City of New York

Auditorium

METROPOLITAN MUSEUM OF ART
FIFTH AVENUE axp 82xp STREET

New York

Wednesday, May 9th, 1945-8 p.m.

MRg. Moses' ADDRESS
WILL BE FOLLOWED BY AN Irrustrarep LEcTURE
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Paintings by 0’Keeffe in Large

Review at the Modern Museum |

By Carlyle Burrows

HE most impressive exhibi-

tion of the work of Georgia

O'Keeffe, the distinguished
American artist, which it has been
our privilege to see opened last
week at the Museum of Modern
Art, consisting of fifty-odd paint-
ings from varlous stages of her
career and several drawings and
watereolors, On display in four
galleries on the third floor (next
to the brilliant continuing Oceania
display), it will contirue through
Aug. 25, one of the main summer
exhibition features on the mu-
seum’s calendar.

S0 steadily have Georgla
O'Keeffe’s exhibitions unfolded
before New Yorkers on a year-to-
year basis the show would seem
perhaps superfluous to many were
it not for the fact that no O'Kesfe
display precisely so extensive has
been held here. In 1823 Alfred
Stleglitz, who began )
her work as early as 1916, gave
here a large show at the Ander:
Galleries, and in 1934, a compara-

the gallery, An American
Bince even the latter

arut's credit than comd then be
exrinited, permitzing a still broad-
‘er rarge of exhibits,
_ Miss O'Keeffe is widely known.
- of course, as-a painter in the ab-
tract, one of the leading women
‘exponents of this form of painting.
How, early in her career, she tock
this direction is shown in her fivst
drawings and paintings. The ex-
hibition, which follows a chrono-
jogical plan, opens with two of the
charcoals exhibited in her first dis-
play, and with paintings dating
from the early 1920s, such as the
“Take George With Crows” Al-
though little evidence is there
ghown of her reaching the full
decorative form which she achieved

in her early flower paintings, the|

clear drawing and precise feeling
of her work ls evident,

One of the first gecisive achieve-
ments indicated s the painting
“Bireh and Pine Tree,” which is
dated 1925, and in a very interesi-

Place.! grounds, much as they have on

|"Ranchos Church,” O'Keefle was
.soon to find in motifs such as
“Cows Skulls and Calico Roses,”
“Jimson Weed,"” and especially in
the landscape "“White Place in
Shadow" objectives which enabled
her to express her self more per-
sonally than by drawing upon the
most familiar landscape forms of
the region usually popularized by
other artists. These compositions
ring with familiarity, having in
several instances been displayed in
exhibitions not long since held by
the artist. But in the present col-
lection their value {s manifest by
their variety of pattern, their
subtle form and rhythm and re-
strained but still emotive color.
Miss O'EKeeffe’s  expression
throughout is to a large extent
harmonious and unbroken by
S 3 Ea ABrT
ing marked unity of interest and
purpose, Schooled in the idea of
the value and dignity of crafts-
manship, she 1s not afraid to prac-
tice a skilled art, These offen ex-
aulsite 11 ive plctures
have been hung with excellent dis-
cretion, well spaced on white hack-

pecasions been shown at Mr. Stieg- |
litz's An American Place. More-
over, and adding to the authority

The W hite Place in Shadow

of the mus 's retrospective, an
\lustrated moaograph by Mr.
Sweeney is shortly to be published
for the exhibition,

Artists and Architects

In an imposing exhibition at the
Center at Broadway and
155th Street individual displays ol
fhe work of members and recipi-
ents of grants of the American
Academy and National Institute of
Arts and Letters consist of paint-
ings, sculpture, prints and archi-
tecture. This event, which occurs|
annually, is & significant part of|
the cultural activities of the joint
sponsoring  Broups, recognizing|
distinguished achievement.
Sculptors honored on this occa-
sion include Lee Lawrie, Concetia
iScarvaglions, Donald De ZLue,
Hary Rosin and Richmond Barthé.
With Mr. Lawrle's centrally placed
exhibits t(large photographs being

{ng way shows the exceptional con- !
trol O'Keeffe exercised in painting
from nature while reducing her
concept of the subject to a simple
and pleasing harmony of form and
colors, "Black Iris,” on the con-
trary, {llustrates progress well
along In the abstract, and there
are several pleces, besides, which
reflect & popular aspect of her
work in the forms of enlarged
flower motifs. In arranging the
display, James Johnson Sweeney,
the musaum's director of painting,
has met the problem of obviating
tog much emphasis on these {tems
and has kept the representation
down to the minimum.

There 18, appropriately, a good
showing of the desert subjects, in-
cluding paintings of landscape.
still life and other themes of New
Mexico which occur mid-career in

used fn liew of the munumenta‘l|
figures in stylized classical forms) |
there are figures in bronze, stone |
and other media, amply represent- |
ing the different facets of other|
pxhibitors’ achievements, Painters|
signalized, and notably well rep-|
resented in several Instances, are
Reginald Marsh, Franklin Wat-
kins, Louis Guglielmi, Rohert|
Gwathmey, Jack Levine and Zol-
tan Sepeshy.

While both palnting and sculp-|
ture hold a major share of promi-|
nence in the Academy’s exhibition, |
also exhibited in comprehensive|
ETOUpPS Are ﬂl’EhI[Cﬂul'a] V.'tl]'kik.l
showing the achievements (through |
the means of excellent photo-|
graphs) by Aymar Embury 2d and|
David Adler, both new cleciees of
the institute, and drawings D.\‘i
Roselln Hartman and Denys Wort-|
man, and !

the work of the ariist. B,

&5 by Armin Lan-
deck. i

with & painting of the famed
—

| .

Fram the painting _0 b‘m O'Keefe, at the Musewm of Modern
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: OKEEFFE: 30 1 EARS

Museum of Moﬂmn Art F’ esents a Full
View of Her Work—Other Shows

By EDWARD ALDEN JEWELL

HE evolution of Georgining the concept Its final radiance,
O'Keeffe's art is clearly and Al this nesd not, should not, be
economicality demonstrated made to sound too esoterie. It s

at the Museum of Modern really simple enough, albelt not too

VArt, where her ene-man show, ar-|/frequently encountered in art:
‘ranged under the direction of Binke's grain of sand conceived as
“James Johnson Sweeney, nppm_-d'a world, an hour as eternity. And
Jdast week. This outstanding event/While development of thix moti-
in the artist's career will remain|Vating idea has been consistent,

<o

-

w—
-

%

.
"

‘eurrent through Aug. 25,

f I have just spoken of the
' retrospective as  “eco-
momical,” and in a preliminary
inotice (Wednesday morning) it

-~ was suggested that appreciative

spectators might very willingly
look at more paintings than have
been assembled. As another eritic
remarked to me in passing, the
end seems reached with some
Aabruptness. However, one is likely
o Mﬂe. wllld.ng hack and forth

and

mthnulorthepninhemn-;
dial to a just summing up are|
made. mmntnmmpomm.-

m:hlmmmhuthil.
hakuruelectiunwu most

ithe artist seems at the start to
have sensed what may be termed
the quintessential.

Indeed, O'Keeffe's basic thesis,
later amplified, is first enunciated,
in 1915, as & complets or absolute
abstraction: the extraordinary
water-color, “Blue Lines” The
continuity of her endeavor be-
comes manifest it you take just
one of those lines and follow its

jcourse through the adventures of

the years,

You find it recurring, though of
course adapted or cunningly dis-
guised, in canvas after canvas: in,
for instance, the “Corn, Dark," of
1922; the “Gray Line With Black,
Blue and Yellow” (another full ab-

‘tuwlltmﬂy d. A distin
‘guished artlst here emerges at full
‘stature, and one is able to esti-
mate;, as well as a contemporary
ecan, the quality of her achieve-
ment.,

Consistent Development

It seems to me, as it seemed as

far back as 1928, that Georgia|

O'Keeffe is in the ultimate sense
‘a mystic, Her work, so much of
it at any rate, Is charged with a
spirit of universality, even when
expression appears tethered to

straction) of the following year;,
in the “Dark Abstraction” of 1924,
where it adumbrates many a erisp
edge of house or rock crevice to
come; in the "Open Clam Shell"
and “Closed Clam Shell” of 1926,
It reappears In the “Line"and
Curve” and “Black Abstraction” of
the next year, tracing also an in-
tricate convolution in the “White
Rose” abstraction.

The line runs vividly down the
central passage of the 1628 *“Brown

and Tan Leaves"! resumes almost

what is immediate and finite, Shelits initia! guise in the “Jack in the
paints a flower, & leaf, a shell, a Pulpit" of 1930; bifurcates the
tree, the desiccated skull of an ani-|“Cow’s Skull With Red” and the abundantly, look where
-mal, portraying these objects as superlatively fine “Cow's Skull{in the retrospective at the
microcosms; and it will be nlwnys With Calico Roses,” of about the seum. The determining imprint.
the the ing same period. This pliant sovereign a particular, an always individual|
sum of elements pceuliar to li.le'line cuts like forked llght.ning[ltyle Is everywhere about the
and deau:—-t_hn.t presses in, giv-|across the rnse or the mountainiwalls, The painting is autol

i graphie as thoroughly as it is mys-}
|tical, Bach picture might be called
'a portrait of the artist herself,

Of course in order to achieve
style such as this, one must pos-|'
i#ess craftsmanship of a very high
|nrder—ev¢n though we know that,
ln art, craft c¢an never stand as an
,end in itself. Another artist, Tom
| Loftin Johnson, asks me in a letter
jat hand: “Where does style begin
|and technigue end?" The answer
is that the two elements are in-
extricably interwoven, yet sepa-{
rate, too. Without the rightness
of technique there can be no su-
preme rightness of style, though{
“rightness"” ahould be defined only
with reference to the individual]
artist. When atyle Is fully ex-|
pressive, then you may be sure
that there is craftsmanship egual
to all the demands Imploed,

No better {llustration need be
sought than the signal beauty of
O'Keeffe's painting, whether re-
vealed monumentally or in pietures
minute in scale, such as the "Shell

; " ¢ Mr. and Mrs, J + |and Old Shingle" and “Seaweed."
“Pelvis With the Distance,” lent by Mr. an re. James W, P fik attainl

Fesler for the exhibition at the Museum of Modern Art. the summit of her quest. When|
il mammmwulmmﬂ

Georgia (’Keeffe in Relrospect
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— O’Keeffe at the Museum

An Exhibition That Confirms the .'Opinior‘l'
Long Held by the Public.

The name Georgia O'Keeffe goes up in the lights. Star-
dom! It is placarded on high, along with Chagall's at the
Modern Museum and may be réad from as far away as
Fifth avenue. Stardom at last! It has been a long time
coming. Or has it? Tn the case of a lady perhaps one
should not be too insistent on dates, yet, alas, some of
them must be mentioned.

But the road to fame could have
been rougher, It was.softened|
for Miss O'Keeffe by a romantic
and lucky marriage—Alfred Stieg: i,
l.lt:thcphotog'n_lpher. There came
to notice almost at once some-
thing about some photographs
showing every ivable aspect
in Photagrapey "end mapwAihing

Ly

new in the way of Introducing a
buddingl artist. It made a stir,
Mona Lisa got but one portrait
of herself worth talking about.
O'Keeffe got a hundred. It put
her at once on the map. Every-
body knew the name. She b
what is known as a newspaper
. The New Yorker
consecrated one of its “Profiles”
to her,

That was a long time ago. pict:
Practically anybody .can partici-
pate in a sensation and be known
for a day, but not y can
keep it up. Miss O'Keeffe can
and has. Consulting the records

pplied by the to the
press, it appears she has had
twenty-nine shows, not missing a
year since 1923, and sometimes|York, where Miss O'Keeffe spends |
showing twice in a year, As a|the winter, she paints the sky-
mere success story this, of course, |scrapers as though their large
far outdistances anything experi-\ness was their main attraction—
enced by Michelangelo or Wil-|as it probably is, She reduces
liam Blake. the river vistas and the canyons

The suavity, serenity and ex-|between the big buildings to the
treme finish of Miss O'Keeffe's|utmost simplicity and paints
work may be contributed to thelthem with the same calmness
comparative ease of her career,|she bestows upon a petunia. Her
It is not in the least likely that{exhibition has been beautifully
she could have been suppressed|installed by James Johnson Swee-
by hardship, but probably if|ney. It is the best she has ever
there had been frustrations, dis-|had and places her securely in
appointments, a bit of starvation|the top position among women
and no recognition whatever, artists. However, that is not
some of the bitterness that is[news. The public has thought
now so noticeably absent might so for some time, H. McB,
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 THIS WEEK IN_ART.
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Ceorgia O'Keeffe’s Exhibit

So often a comprehensive, retro-
-#pective solo show of even a fa-
miliar artist’ a“wm? %Jfadergnes un-

facets of talent, or
throws new light on his whole ex-
gmsal . that I had hoped some-
this would be true of Georgia
O'Keeffe’s new exhibition at the
Museum of Modern Art. Else why,
at this late date, should the Mod-
em present 1t?

I was wrong. How could it have
been. when every year
now for 20 years New York has

by this most celebrated of
an painters in America? For
timers her work was a familiar
even before the series of an-
O'Eeeffe made her

B
> ﬁ?BfIBﬂtdjﬂoIlmafhﬂ

- oils was held at the old Anderson
. Gallerie

%

Place," she had always hesn one
of a small group whose art was
50 experimental and cerebral as to
appeal only to the avant-garde.
John Marin, today hailed by mu-
seum men, collectors, students,
critics, as the most important
waters colorist in the country, is
still far from really widespread
popular understanding. Maurer,
Dove, Carles, others of what
Stleglitz called his “laboratory”
group haven't won general accept-
ance even In the art world,

But O'Keeffe has been the dar-
ling of the public for years. Re-
productions of her paintings long
have been best-sellers in depart-
ment stores and framing shops. It
is ironical to read her early letters,
for instance the one she sent to a|
friend in 1815 apropos some recent '
drawings. "I hate to show them.
-+.Iam afraid people won't un-|
derstand—and I hnpe they won't|
—and am afraid they will”

Perhaps If she hn.d continued |
her work in the manner of 1915
they wouldn't have. Three of the
efforts of that year have been in-'

spot of color—although they are
surprisingly expressive.

But later sne used nature as her
springboard—never springing so
far that the literal - minded
couldn't follow her. Flowers, land-
scapes, fruft, shells—however she
simplified, magnified and stylized
her forms they retained always
their natural character,

She did something mom She
|und dramatic attractive
|colors. Her craftsmanship was
incredibly neat, with never & line
losing its crispness nor a surface
re.malmng anything but smooth.
The results were extremely decora-
tive. In addition her plctures had
an air of mystery to them. and
many observers felt they had just
the subtlest suggestion of the
erotic. It was a combination cut
to measure h’ir Eoptllar approval.

up her shortcomings, it highlights
at the same time the virtues
which have endeared much of her
work to even the most demanding
connoisseurs. These are exempli-
fied in the exquisite relationships
between the deep retlcenl. colnr: of
“Dark Mesa and Pink S the
movement and the rhythm of de-
sign In “Black Place No. 1" the
clean, uncompromising austerity
of “White Canadian Barn": the
poetry and mystery of the dark
forms In “City Nights."

The show Itself, incidentally,
displays In its hanging the same
character as some of the paint-
Ings. It's over-magnified, with too
much area given to too little.

|8till Retains Hold,

Yet O'Keeffe, for all her ap-
g&a] to the mnny. never has lost

er hold on the few, More so-
phistin&ted art lovers may regret

the loss of spontaneity In her
work in recent years, the stretch-
Ing of some of her compositions—
her flowers particularly—to the
point of thinness, the fact that
many of them seem productions
from formula (as, for instance,
the 1832 “Jimson Weed” in the
show, no more substantial than a
decorative screen)

If the present exhibition Dninlal

L L

; g Shelten Hotel,” painted by Georga O' Keeffe and shown in the new retrospective exhibition of h

- 'b. '_.'
iy, o 4
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Austere Stripper

“Singing," says Artist Georgia O'Keelfe,
“has always seemed to me the most periect
means of expression. Since I cannot sing,
I paint,” Last week 57 examples of her
kind of song went on view in Manhattan’s
Museum of Modern Art. Each one had
the contrived spontaneity of music, and in
each the melody of line and color meant
more than the bones, blossoms, sky-
scrapers, barns, crosses and canyon walls
she used for lyrics.

Whatever else can be said about her, no
one paints a pelvis or a skull more cleanly
or searc| y than O'Keeffe. Her brush,
like a :mrglcai knife, pares the bony in-
volutions to paper thinness, sculpturing
them in icy white against the ice-blue sky
of New Mexico—where she spends hali of
each year,

To Aower painting she brings a technique
familiar in photography but seldom at-
tempted on canvas: the dramatic closeup.
Like a bee, she explores the innermost
recesses of hollyhocks, irises and morning-
glories, and manages to extract an almost
cloying degree of honey-sweet, cream-
smooih aausfactum mond

l;yons, Country. But
O’Keefie’s cldefckmtu fame ].i:vin the
brilliant hardness of her most ambitious
work. Her cityscapes look as unyieldi
asphalt, and sharp as broken glass;
barns are as antiseptic as hospitals; her
crosses as forbidding as the real thing,

O'Keeffe's art, says Museum director of
painting and sculpture James Johnson
Sweeney, in a forthcoming Museum book
on O'Keeffe, is “stark but always con-
strained. . . . And the way she came to
this was by the severest self-stripping.”
O'Keeffe, a thin, austere-looking woman,
has been stripping herself for a long time.
Born 58 years ago in the small town of
Sun Prairie, Wis., she decided to paint as
she pleased, because “it seemed to be the
only thing that I could do Lhnl. did not
concern anyone but myself, . . .}

After studying in Manhattan, dnmg com-

| mercial art in Chicago, and teaching in

Texas, she locked herself into a room and
“held a private exhibition of everything T
had painted. I noticed which paintings had
been influenced by this painter, which by

that one. Then 1 determined which . . .
represented me alone. From that moment
forward I knew exactly what kind of work
I wanted to do.”

In 1916 a friend showed O'Keefie's draw-
ings (without her permission) to Alfred
Stieglitz, pioneer photographer and mis-
sionary of modern art. Said he: “Finally—
a woman on paper.” When he put her
work on exhibition, O'Eeeffe stormed into
Stieglitz’ gallery to protest, afraid that
gallerygoers would find the drawings in-
comprehensible. Stieglitz  asked gently
whether she herself knew what her draw-
ings meant, Huffed O'Keeffe: "Do you
think I'm an idiot?” Eight years later they
were married.

TIME, MAY 27, 1946




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Serles.Folder:

JJS

1.27

THE NEW YORKER

MAY 25,1946

THE ART
GALLERIES

.1'.!-":.1'!)"L- W omen

N 1915, Georgia
O'Keeffe, now
the subjeat of a con-
cise and quite im-
Pressive retrospective
at the Museum of
Modern  Art, was
weaching art at a
small South Carolina |
callege and, being more than half con-
vinced that that was all she was going
to get out of life, wasn’t any too happy
about 1t. A year later, when she was
twenty-nine, she was hrought, by one of |
those happy accidents, into contact with
the very world of metropolitan
and museums that she had thought was
closed to her. A friend o whom she
had sent some drawings showed them
to Alfred Sticglitz, then proprietor of
the thoroughly avane-garde “291" Gal-
lery, Stieglitz liked them, showed them,
and O’Keeffe's carcer was under way.
It 35 interesting to speculate on what
might have happened if this accidental
contact hadn’t been made. My guess |
is that she would have gone on anyway. i
O'Keeffe wasn’t naive, cither as a per-
son or as a painter. The legend that she
was self-taught is not true. She studied |
briefly at both the Chicago Art Institute
and the Art Students League in New
York. She knew a good deal about the
Armory Show and she knew quite well
what she wanted w do. Yet Suegliez
was probably the only dealer in New
York at the time who could have had
any appreciation of the abstract ap-
proach she was working on (the three
picces dated 1915 in the current show-
ing arc extremely “modern” in feel-

ing), and the discouragement she al-
most certainly  would  have
from an old-line dealer
weakened her confiden
But she met Steglite, and
deflections or delays mig

have occurred in T rit
were avoided.  Sh now, of

the most important livi
America, and |

received
night have

VOIAn paint-

er in

The new exhibition treats her
with the understanding that it
but as so often happens
rn Museum retrospectives, tf

1
thi
world,

5 AN encomium r than :

|
|
|
|

vestigation, Instead of trying

her truly, the attempt i o s

favorably, and as restlt the

THE NEW YORKER

cards a little in her favor, O'Keeffe has
heen coasting @ good deal these past few
yvears—as, considering her production,
she has a right to do—bur the show
iznores the oceasional dull spots and
repetitions that have resulted. It focusses
on the highlights, and in “Blue and
Red Hills,” “Pelvis with the Distance,”
“Pelvis Series, No. 3,7 and “Black
Place, No. 1,7 all dated from 1943 o
1945, it shows us paintings of really
great stature.

~ —Ronerr M. CoatEs
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Cow's Skull With Red: Geoncla O'Keerre (1930-34)

The Modern Honors First Woman—QO'Keetfe

PuriTax, erotic, mystic and symmetri-
cal is the “woman’' Georgia O'Keeffe
has put on paper and canvas for Ih‘c
past three decades as one of the world's
famous woman artisis—yet only now
elected for full showing on the walls
of the Museum of Modern Art

This exhibition of 57 works covers a
fairly consecutive development -and
some retrogression—in distinetly para-
doxical overtones of Midwestern puri-
tanism and exotic “modern” chrono-
logically spanning a peried from 1916
into 1945, There are hiatus apparent
in the stream of canvases, most no-
ticable in the early New Mexico period
in the thirties. In several instances the
return to a former subject, or one with
a similar motif after o lapse of time,
is almost piquant ;

A mnative of Sun Prairle, Wisconsin,
Miss O'Keelfe's hoglnnin in art
early as a child} aod Intere
ing flower '
sions of leave
Academy in R
her for Ydirie
and there
logleal foundntior
ecloge-upa
known later 1ol
t}ll' l_'lﬁ.‘ RO

The artist's owi
plaining the orlgh
tory chiraeter of fhe
sald: “T grew up profby much ok eve
body else grows ujp ane day seven
yenrs ago 1 found mysell aaying {0
mysell—I ean't lye where 1 want to
I can't go where I wunl teo [ vantt o
what 1 want to, Sehoal and things thut
puinters have faught me Keep me from
painting as 1 wan! to I deaided 1 was
o very stupld fool not al least 1o paint
an T wanted to and any whit 1 wanied
to when 1 paintod as that seemed 1o be
the only thing thut 1 eould do thit did
not concern anyone bt mysell - that

6

il
anil
|

thret

i

was nobody's business but my own.'”

She held a one-man show, for herself
alone, weeded out everything in which
che could find “influences,” and started
out on the path indicated by what was
left. This path was a short one to glory.
She sent some drawings that “repre-
sented her alone” to a friend in New
York who took them to O'Keeffe's idol-
worshipped-frame-afar, Alfred Stieglitz.
He exclaimed "Finally a woman on pa-
per,” promptly became her mentor, and,
a few years later, also her husband.
He has given her a show almost every
year since,

There are many luminating excerpts
from her letters to her friend Anita
Pollitzer (svon to be incorporated in a
book by James Johnson Sweeney): “Pa
(Arthur) Dow vet old man, He
i5 %0 nice he puts my oth on edge.*
| “music'? 1 didn't
ks 1l 1t' Just 1 tune
It wihied very much

ay f Anita I foel

Darothy

InnEw

I u ke my

own

lns
HUNES
CLly

B 1 wupp e
sadd wormothin
waonileg
Yol

il
o yau and Stigglite. 1
whst Lundid 1 wonder If any of
owhal b iwled tooany

Pl oxhilbithon at the Modern reviews
Bigh wpasts In oarly work that are good
foomee o mbudio Intevior, n moody Loke
Cleoryge waldest, angle-shols of thrusting
sheysorapers, WMl B neat-copresentation-
al view woross st River that s Alled
with lnluul'--hl‘rml postey. [ also glves
proper welght  aml  reprosent ation to

all Cho weeniine contradictions  (and

Serles.Folder;

127

combinations thereafi of an cewvre that
is, at the same time, distinctly homo-
geneous, Side by wside are two white
clam shells, Closed Clam 8hell is vir-
ginal in it's purity; Opem Clam Shell
stands open to more than just a shadow
of eroticism.

Some of the huge flowers and leaves
are sheer design and decoration, others
primevally libidinous. The magnificent-
ly simple White Canadian Barn is stark
in its chastity of ides and execution;
Black Cross, New Mexico stands calami-
tous before a background of breast-like
hills. Cotws BSkull and Calico Roses,
while superb In craftsmanship and de-
sign, seems pale in more ways than
palette when pared to the strong
character and color of Cow’s Skull with
Rog‘,xcomplﬂd in 1934

eefle’s more recent work—espe-
cially of the last five years—is gener-
ally disappointing. Precision of desig
is lost in some canvases and fuzziness
of idea (or its communication) shows
up in others. But again, contradition is
the only constant. Pelvis Series, No. §
succeeds impressively in being more
thandeeoﬂ‘ tion, even at its best And
the mystical White Place in Shadow,
:ﬂ\re]qnd in a vast and awe-

ence, is to me the

S painting in the

T ™ T
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smooth and soft. Though she uses velvet:
black and an occasional flash of red, the
colors are mostly shades of white and
gray and pastels; especially blue, i

The New O'Keeffe: Georgia
O'Keeffe, a farmer’s daughter, was teach-
ing art at Columbia College, South Caro-
lina, in 1915 when she gave herself, one
day, a private art show. “T could go all
around the room and see I'd painted the
best I could like everyone I'd worked
with,” she recalls. “I decided I was a
very stupid fool not at least to paint as I
wanted to . . . I'd never thought of doing
it because I'd never seen anything like it.”

So “Patsy” O'Keeffe worked as she
wanted to and the next year sent some of
her new-type drawings to her New York
friend, the suffragette Anita Pollitzer,
Earlier she had written: “Anita—do you

ow—I believe T would rather have
Stieglitz like something——mything I had
done—than anyone else I know of.” Alfred
Stieglitz, the photographer, was impre-
sario of “291," a center of ferment in all
the arts and the gallery which first
showed Picasso, Matisse, and the other
French moderns in this country. Miss
Pollitzer took the drawings to Stieglitz,
and he made his now famous remark:
“At last, a woman on paper.”

Stieglitz exhibited the drawings and
then, in his words, “O’Keeffe came along
and we, found we were co-workers, We
believed in the same things. And finally
we were together.” They were married in
1024, Every year since, Georgia O'Keeffe
has exhibited at her hushand’s gallery,
now called An American Place, where the

rices are unusually high though the
dealer” takes no commission. Stieglitz,
who has a small income, claims he has
never made a cent from art, Of his wife's
work he has said: “O’Keeffe gives some-
thing of a woman feeling. And a woman
isn't a man.”

While her early paintings were more
lyrical and mnsterﬁll. O'Keeffe's thin-
framed, unsigned canvases have changed
little through the years. Since 1929 she
has spent May to November in New
Mexico, which has provided her subject

! matter: the red hills which rise outside
the back door of her eight-room adobe
house near Abiquin; the jimson weed
which is allowed to grow in her patio but
is neatly surrounded with bits of shiny
red rock; the bleached bones which she
picks up in the desert. Sometimes she
combines the desert and the bones as in
“Deer’s Horns Near Cameron” and “Pel-
vis With the Distance.” She likes to quote
the Indian who, ufter seeing her collee-
tion of bones, remarked: “Everything is
so0 alive in your house,”

Winters Miss O'Keeffe returns to her
New York apartment and to Sticglitz,
now an ailing seer of 82 who sticks by An
American Place except for two or three
months at Lake George, To visitors, he
still says of his wife's paintings: “Just in-
credible.” With equally frank admiration
she dsks: “Did you ever sce anything

like that befare?”
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O'Keeffe’s Woman Feeling
Rare in the annals of art is an outstand-
ing woman painter—so rare, in fact, that
for a quarter of a cent Georgia
O’Keeffe has held undisputed sway as
America’s No. 1 woman artist. Many hon-
ors have come her wa{. William and
Mary College at Williamsburg, Va.,
where she was raised, made her a Doctor
of Fine Arts in 1939, Born at Sun Prairie,
Wis., she was made a Doctor of Letters
% the University of Wisconsin in 1942,
e Art Institute of Chic: where she
studied for a year, put on her first retro-
ive exhibition in 1943. Last week
she was honored by her present home
town. In New York, the Museum of Mod-
em Art opened a retrospective O'Keeffe
show urg:mized by its painting chief,
James Johnson Sweeney. '
At 58, Miss O'Keeffe belongs to the
older generation of modern artists, Like
the photographer Edward Weston she
takes simple objects and blows them up
into even handsomer simplifications. She
is best known for her enlargements of
flowers—giant irises, petunias, and morn-
ing-glories—and for her desert skulls and
bones. 'I'he}:m‘nrin are as stark as the
artist herself, with her long black skirts
and her black hawr drawn straight back
from her pioneer-woman features. They
are as clear and luminous as the air of
New Mexico, where a great many of them
were painted. Their edges are clean-cut
but their lines are sinuous. Their texture is
= L)

Museum of Modern Art Photos
Georgia O'Keeffe and . . . her “Pelvis With the Distanc
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| “Othello,” the difference lying not in

..{

Dr JOSEPH
WooD

ama KRUTCH
HEKOV'S "Uncle Vanya" is the
vs Second item of its repertory to be
_at the Century Theater by the
Old Vic company. The play had not
been seen here since Lillian Gish ap-
L in it a good many years ago, and
newspaper reviews of the present
pecformance made it evident that most
of the reviewers had at best no more

50 like one another, as well as so unlike

i
3
£
!
i

F
i

I thought the performance
r IV* did not have: it made
seem richer, more meaningful,

E_E
g.
E-
E
E
:

modern playwrights have been
or written about more than
> and about no other have the
be said become quite so sterco-
d. Seme of them, like the statement
at nothing happens, are not really
‘true. For instance, "'The Sea Gull” ends
. a suicide—which is certainly a
in this respect it is like

i

1

g

£

or does not happen but
in something which is suggested by the

| fact that one cannot possibly imagine
A ¥ hi

Wi 3

L = If the
occasion for a big scene as to end the
play in Chekov's manner by having one
character whisper to another, “"Don’t say
anything about it now, but the fact is
‘that Othello has stabbed himself.” In

cene 4
enis order that he may be able to
“tell his story while at the same time
‘he 50 communicates to his audience the
_romantic despair of his dramatis per-
I; , whom nothing depresses more
 than their conviction that they have no
r and that, therefore, life has obvi-

o _'-, -U:*‘ ‘t\_ 1_
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ously passed them by. In "Uncle Vanya"
an absentee landlord returns with his
beautiful young wife to an estate which
has been self-sacrificingly managed for
him by Uncle Vanya. The latter falls
hopelessly in love with the young wife,
the local doctor almost seduces her, and
when Uncle Vanya discovers not only
that fact but also that the owner of the
estate is prepared to sell the house
from over their heads, he tries to mur-
dec him. That may not be a very com-
plicated plot, but many a play has
contained no more without being de-
scribed as one in which “nothing
h‘PSE::of the other things inevitably
said about Chekoy are true enough but
fail to account for the strong fascination
which he exerts, even though they may
impressionistically suggest his quality.
Inevitably his work is described as

“in a minor key," and, shifting the
analogy to still another act, it is said
with equal inevitability that his colors
are “pastel.” Even when 2 literacy term
is used it is likely to be one not original-
ly applicable to drama, and he is said to
be “elegiac.” But the truest of all the
accustomed descriptions is that which
speaks of his “elusive charm”; and so
elusive does it generally remain that
only when one is immediately in its
presence can one be sure even word-
lessly what it is.

This charm must, moreover, always
be granted a certain length of time in
which to begin to work. Probably most
American readers as well as most Amer-

ican audiences feel an impulse to titter *

at the extraordinary interchange which
opens “The Sea Gull”: “"Why do you
always wear black?"" "I am in mourning
for my dead life.” And in the case of
“Uncle Vanya" it is not until the begin-
ning of the second act that the spell
takes full effect and one finds both that
one can no longer choose but hear and
also that one has so entered into the
mood of the characters that one is see-
ing things as the characters see them; or
rather that one is sufficiently capable of
doing so to make meaningful the
simultaneous ironic detachment which is
also Chekov's.

No doubt the Old Vic company chose
to follow “Henry IV" with “Uncle
Vanya" partly as a demonstration of

Vanya, and from Doll Tearsheet to the
gentle Sonya. But virtuosity is not so
important as excellence; and while none
of these actors has an opportunity to be
as spectacular in the Chekov play as they
are all invited to be in Shakespeare, the
production to which they all more or
less subordinate themselves evokes very
successfully what I believe to be the
effect intended—and that goes no less
for the comedy, which seems to have

John the Baptist of the revolution I am
willing to leave an ion

mocking, no matter how sympathetic it

may at the same time remain,

Art

HE large exhibition
A ofM?r;{&nplI'smmgwe
useum ol tn Art (through June
23) makes it clear that h(as na.tu.mllgn.-
dowment, if not his actual 2 ish-
meat, enrols him among the very great
artists of our time. '
The eacliest paintings in the show,
executed before 1910—under the influ-
ence, it seems to me, of German ex-
pressionism and Munch—establish what
remains narrowly and distinctively Cha-
gall’s color. The first picture to establish
his style, however, is “The Wedding"
of 1910—one of the best works in the
entire exhibition, for all its maladroit-
ness—which reveals the domi-
nating influence of cubism, then hardly

CLEMENT
GREENBERG

its virtuosity, and if so the d
tion is genuinely impressive, for there
can be few even among experienced
repertory actors who could so satisfac-
torily turn—as Olivier, Richardson, and
Miss Redman do—from Shallow to
Doctor Astrov, From Falstaff to Uncle

R g

his plastic conception, his lt‘.sﬂlﬂicdh-
cipline, and the effects of cubism res
main even when all visible sign of

s
seems to have disappeaced. Matisse, in

the course of time, teaches him

T .
(o F
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THE SEASON
VIEWED IN
RETROSPECT

By EDWARD ALDEN JEWELL
8 you will see, noting the re-|
port mcroas the page, the!
1045-46 art season is still
golng pretty strong. It be-
comes increasingly difficult to de-
t.tm.tpa just where an old season
ends and a new one begins, Gal-
leries remain active much later
than used to be the case, Many
of the gallerles and most of nurl
museums keep o] all summer, |
though it is still exceptional for
urgently important new shows to
crop up between, say, the middle
:: June and the middle of Septem-

T,

But habit can be exigent. We
like to think of something In the
nature of a tidy balancing of the
books, a recess for meditation or
just plain laziness, and then a
fresh astart. So despite the fact
that thers is no ‘“‘official™ finis,
ons Sunday may be as good as
another, along about this time, for
declaring the summer interregnum
unofficially in force.
descends today, and we break the

mentary svidence of reviving recl-
procity, following the long lsola-
tion of the war years. Interchange
ot ideas is bacoming re-established.
1In other flelds of artistic expres-
slon it has been our privilpge to
enjoy performances by London's
uold Vie,” and our Ballet Theatre
{s to visit Covent Garden in July.
While it hasn't as yet proved
feanible to resume the series of
war-interrupted Internationals at
Carnegie Institute in Pittsburgh,
& fow amall shipments of contem-

porary En art have hed
Amerl The jpolitan i
showing loans from Italy and
‘France—the stian “Good |

gelo's marble

A smaller exhibition,
Latin-Amer- |

The gavel '

e | o
- Museum Activities

New York's museums have con-|

tributed generously to the sea-|

mon'

anDectan)

The Mat

P

Ve

celsbrating its seventy-fitth anni-|
TEATY, gave us a bitter-swest|

Vietorian sample in the atill cur-|

rent “Tasts of the Seventies”
Another svent there marks the

thirtieth anniversary of the estab-|

lishment of the Print Department,

0 perceptively headed, all this|

tims, by Willam M. Ivina Jr. In
commenting, some weeks ago, upon
the survey of prints from the
Metropolitan collection, arranged
by him, I mentioned the likelihood
of his writing something about it.
This expectation we find realized
In the May bulletin: an article,
Pungent, caustic, wise on “Objects

Vi, Meanngs, WHIGh averyone|

ilhou}d read. it

| The Whitney Museum, now affill-
ated with the Metropolitan though
{t maintains still ita charming
|Eighth Street quarters, has been
|active also, presenting an annual
|In two installments, a one-man
show of work by the early Ameri-|
can painter, Ralph Enarl, and a
particularly interesting exhibition
concerned with the “Plonsers of
Modern Art in America’

The Museum of Modern Art con-
tinues to be a dynamic magnet—
the more so since James Joh

|clety offered a splendid

.

and Letters exhibited, earlier in
he season, material acquired
through the Childe Hassam Fund|
for distribution among museums in|
this eountry; recently, work by|
newly elected Academy and Instl-
tute members and 1946 grantees.
The New York Historical So-
large
group of Audubon's “Blrds of
America,” as well as the thirty-
socond annual of the Allied Artists|
of America, The National Arta|
Club, the Salmagundi and the So-

Sweeney took up his duties there
as curator of *painting and sculp-|
ture. His steadying influence is
constantly felt, as experimentation|
that was in many respects chaotic
acknowledges the constructive re-
striction of unified planning.

Mr. Sweensy himself put on
three outstanding one-man shows:|
the Chagall, the Stuart Davis and
‘{eurrent through Aug. 23) the
‘Georgia O'Keeffe, for each of which
'he prepared a monograph-cata-
logue. Among other events at the
Modern have been the Edward
Weston retrospective, arranged by
Nancy Newhall, and tha aitogether
extraordinary “Arts of the South
Seas," which René d'Harnoncourt
directed, both of them likewise cast
in permanent form between covers.

The Brooklyn Mussum gave us,
|baclc in November, an exhibition

to the season's long and complex
ist. The Morgan Library, as If
in & mood of pleasant peace-bred
relaxation, gave ua a panorama of
“Sports and Pastimes.
Out-of-town events discussed in
thess columns included the Pitts-
burgh 1945 “Painting in the Unit-
ed States" exhibition: recent addi-
tions to the Kress Collection at the
National Gallery In Washington;
the 141st painting and sculpture
annual at the Pennsylvania Acad-
emy and the sumptuous (current)

Museum.

One Word More

Absent from the foregaing sum-
mary, T realize, ia reference to a
very great deal that helped make
memorable the season for which
we herewith sound taps. ‘I have

Corot show in ths FPhiladelphia|
w

to the enormous part played by

sponsible for some of the season's
most exhilarating high spots,

local galleries. Yat they were re- r
well as some of its most piguan

l
|

them the Plssarro and uin
loan sxhibitions, the Kasthe Koll-
witzs memorial, the shows d d
to Ryder, Maria, the Albright
brothers, Dali, Beckmann, Rouault
(prints), the Evergood :

clety of Tilustrators all contributed to

religious painting at the D
Ruel; Seventeenth-Century
banstaln's:

hasn't been used once, nor
\so much as intimated

¥ 1y alluded, save by

devoted to landscape, concurrent
with a fascinating sccount of life
\on the { (prints, selected
by Una E. Johnson), Henry-Rus-
sell Hitchcock wrote an introduc-
tion to the illustrated catalogue
that accompanied the former show.
Later arrived the Brooklyn Society
of Artists' thirtieth annual; “The
Negro Artist Comes of Age'; a
superb Inness retrospective, with
{lluminating text by HElizabeth Me-
Causland, and finally (opening a
fortnight or so ago) an exhibition
called “Bronze-Making in Ancient

Egypt." | 2

Elsewhere

Of special interest at the Mu-[
geum of the City of New York|
was the collection of originals for|
New Yorker covers, The Riverside,
i was copiously booked,|
among the many attractions there
belng the California Water Color
Soclety's third blennial, ths fifth|
annual of the League of Present
Day Artists (once the Bombshall|
Group), and the New York Soclety!
of Women Artists' twenty-first|
annual.

The last-mentioned group, phe-
nomenally energetic, presented also
i{ts twenty-second annual this sea-
son—in May, at the National Acad-
amy, where were seen likewise the
annuals of the Audubon Artists
Group, the American Water Color
Soclety, the Najional Association
‘of Women Artists, the American
‘Soclsty of Etchers and the Mer-
(chant Soamen—besides, of course,|

 the National Academy’s own 120th
annual, in two parts, and its sec-|
ond of contempo

%
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New Works af Modern Museu
Each week brings a new project than Davis' own more familiar

to the busy Museum of Modern|abstractions. iy
I

‘.-m Last week ifs big “Fourteen|q, ThEMS, A€ Lwo, early G.m.

Americans” exhibition opened.(1917 and called “Metropalis” Is

|The other day saw the debut of outstanding, both for its restrained P

& show of “Recent Acquisitions|Dut powerful color harmonies, its

d and stylized design, .
Thiz one consists of only nine r&lmﬁr “anw m and the

paintings ang three sculptures,|— e N
but they're hlgmy varied, most of
them are very good, and together
they Indicate that James Johnson
Sweeney's new policy of frequent
showings of newly acquired work
{to “enable , , , the general public
ito keep more closely in touch
with the growth of the museum's
collectlon” may prove a helpful
one,

| The ) Majer works In the|
lgroup ob¥loMsly are the Matizse
| "Plann n'' and Picasso's
|"Card Playef." And they're not
|major just Wecause of the fame
|of the painters. The Matisse, par-

| tieularly, s ‘a2 handsome canvas, !
lone of the early (this one {s 1916)
tapestry = llke arrangements of
large flat, pnpatterned eolor areas
in which Tigures and furniture,
without for a minute losing their
identity as such, or thelr essential
savor, take \]mr place as elements
.Iu a large ‘near-abstract design,

| The Picasso iz also an Eurly work,
la 1013 “Card Pluyer” developed
in dark cplors and faceted planes,
and quite’” monumental in its all-
over effact.

Stuart. Davls' “The Front Page"”
will be a surprise. 'This, too, goes
‘way back—1812—and it suggests
the contemporary John Sloan
‘studias of Hife - New York, ratherl
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_.-air.'. of the Week: New Eve.nts“

Of the Qpen.ing Art Season

By Carlyl

EW activity in the art gal-

lerles 15 supported mnot

merely by a striking exhibi-
tion here and another there, but
by & generous spreading ouf of|
eVentis in many places. In terms
of volume alone this Is clearly suf-
flelent proof of the return of a
promising mrt season, Last week
four new group shows of substance
and variety were counted, together
With o llvely scattering of ome-
man displays. None of these
events proved sensational, but
visiting some of them was a real
pleasure,

In the main foyer at the Mu-
seum of Modern Art a dozen new
acquisitions, Including paintings
and  sculptures by Amerfean,
French, Latin-American, British
and Dutch artists, were placed on
view. The exhibits, only & few of
which have been shown bef

e Burrows

two witnesses in the celebrated
Mooney case of 1932, also the w:
tercalor by Stuart Davis, of v

1912, with an intimate scene

life as the artist then knew
Nalural, too, yet c

fierce feeling, is a George

outside of the G-
quired through the Guggenheim,
Bliss; Inter-American and mu-
seum-purchase funds. This fs a
much smaller acquisitions show
than the one opened last week at
the Whitr where the
Whitney "and the Metropolitan
M ‘are ah el

L 1g tog the
purchiases and gifts of contempo-|o
rary arl

& which the two have re-
cently . However, this
display represents n shorter period
of acquisitioning and encompaases
a broader fleld,

Briefly summarized, the group at
the modern museum embraces ab-
stracl paintings by Matisse, Picasso
and Theo van Doesburg; satires by
George Grosz and Ben Shahn:
the naturalism of Robert Laurent
and of the early Stuart Davis; the
primitivism of Oscar Jespers and
surrealism (in different aspects)
by Portocarrero, Graham Suther-
land and Maria. Regarding this
modest show, whose mixed appear-
ance Is surmounted by several out-
standing exhibits, it 15 perhaps fair
to peint out that acquisitions are
usually made a5 opportunities arise
and with no accurate assurance of
constituting a completely well bal-
anced exhibition. Many of the ob-
Jects are repeats so far as a =ingle
artist & concorned, and designed
to expand or fill gaps in a larger
collection, As Mr, Swecney appro-
priately points out: “Nome aof the
more recent works shown in this
group—such as Graham Suther-
land’'s ‘Horned Forms' Maria's
‘Impossible’ and Portocarrero’s
‘Mythological Personage'—could be
deseribed as simple naturaliam *

museum, were ac-|mox

ity, z:ndnm lg;umnm_ sburg, pa i
ed in 1914 respectively,
the latter of which reflects
through its simple, brightly col-'

artist's colleague, 4

As Mr, Sweeney suggests, sey-
eral of the new acquisitions easily
may prove too difficult for the
novice or the visitor who is as yet
unacquainted with modern art's
“free adaptations of natural
forms." One of these {5 the fearful
bronze fantasy by the Imaginative
Brazilian sculptor, Maria. The lat-
ter has already met the test of

but here is represented by some-

least well known here, He has g

ored pattern the work of the
Mondrian

thing altogether new. Of the three|
seulptors, Jespers, I think, is the|

)
¥
=
e

'.
B
k

the museum’s acquisition’s board,| 4 8

befits the represented
thony."
With this showing, says the mu-

“St.

primitive style, too, but his Imag-|
inulion is earthy and spiritual, as|
An-|

seum, “tho Department of Paint.|

{ing and Sculpture initiates o new|
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Bought by Modern

NINE pAINTINGS and three sculptures
recently acquired by the Museum of
Modern Art are now on exhibition at
the Museum, through November 10. Ac-
quired through the Mrs, Simon Guggen-
heim Fund, the Lillie P. Bliss Bequest,
the Inter-American Fund and the Mu-
seum's Purchase Fund, the acquisitions
range in point of date from 1912 to
the present year,

Among the early acquisitions is Card
Player by Pablo Picasso (1913-1914), a
top example of that period. Piono Les-
son by Henri Matisse (1916), a huge
canvas, is a telling lesson in space con-
trol, with its triangular green form and
opposing pinkish shape, punctuated by
simply conceived figures.

Ehythm of a Russian Dance by Theo
van Doesburg (1918) is Mondrian-esque
in spirit. Republican Automatons,
George Grosz (1920), is a savage satire
in oil, mercilessly depicting man mech-
anized. Metropolis (1917) is an oil in
the same spirit a8 his savage protest
that appeared in his book titled Ecce
Homo. The Front Page by Stuart Davis
(1912) is straight illustration and a far-
cry from his later development. Rene
Portocarrero's Mythological Personage
(gouache, 1945), combines atavism with
a Picasso influence,

Horned Forms, by Graham Sutherland
(1944), is a penetrating semi-abstract
canvas, exciting colorwise with its reds
veering into yellows and oranges, punc-
tuated by modeled forms and linear di-
rections, Two Witnesses (gouache, 1932)
by Ben Shahn depicts what might be
te Daughters of the Revolution in a
different income bracket. It is a telling
commentary and is from the artist's
Mooney Case series.

Sculpture is represented by Maria

i 1945 bronze entitled I'mpos-

tly employing amorphous

t seen, in plaster, in the art-

one-man show at the Valentine

Gallery last season); Robert Laurent's

The Ar n Beauty (alabaster, 1933),

combining movement and economy in

its approach; and The Temptation of

St, Anthony by Oscar Jespers (Belgian,

1934), black granite, a peaceful concep-

tion of the tortured Saint seeming to

find its inspiration in medieval sculp-
ture.—BEN WoOLF,
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THE NEW YORK TIMES,

MODERN ART SHOWS
{2 OPITS NEW PIECES

9 Paintings and 3 Sculptures.l
Among Recent Acquisitions of |
Museum, Placed on Display I

By EDWARD ALDEN JEWELL |
The Museum of Modern Art, 11
West Fifty-third Strest, piaced on
view yesterday in one of its main-|
leries some of its recent
tions. It {8 a small group,
& dozen examples in all, of
nine are oils, gouaches and
water-colors, and three are pieces
e Toin '
ames Johnson Sweeney, direc-
$6¢ P the dspartment of & ting |
Tiew policy, the. museum expision |
e museum explains.
It in the ftention henceforth to
show newly acquired work at much
more frequent intervals than in the
past, thus enabling the public “to
keep more closely touch with
m:m few of the ptmm 3t nequtsit
oW nt acquisitions
within thceqlut ftwu
ur-

"Mytho-
logical Pérsonage," is dated 1845;|
Graham Sutherland's oil "Horned|
Forms,” 1944, The latter was first |
seen hera when exhibited Jast Feb-
ruary in the English painter's one-
man show at the Buchholz. |

Earliest among the acquisitions
is & 19012 water-color by the Ameri-
can Artist Stuart Davis. At that
time he was painting quite in a
naturalistie idiom, differing sharp-
ly from his present abstract man-
ner, The water-color iz in a some-
what [llustrational vein, and the

| applicability of its title “The Front|
Page,” seems to be anyone's con-
jecture,

Just & lttle later are Picasso’s
handsome cubist “Card Player"”|
(1913-1814) and the huge Matisse
“Piano Lessan,” which belongs to
the wonderful 1916 phase of thul[
French artist's career. It may not
stand absolutely at the top of Ma-|
tisse's oeuivres, but “Piano Lesson'' |
brilliantly represents a phase that,|
ns Mr. Sweeney remarks, is “clos-
est to the geometrizing of the
time."

Early, too, is the Theo van Does-
burg “Rhythm of » Russian Dance”
(1918), typifying experimentation
angaged in by the Dutch De Stijl] . 1
group and basically paralleling '.he-i"Thz American Beauty,"” and Oscar
method later brought to such per-|Jespers of Belgium, whose black
fection by Piet Mondrian, George granile “Temptation of 8L An-
Grosz' oll an cardboard “‘Metrop- | thony" has been placed out in the
olis,” done in 1617, would seem to!musenm garden.  The recumbent
stem pretty directly from hlr.ur-'ffig*ure, bleakly rigid at best, got a
ism his 1920 “Republican|good soaking in yesterday's rain,
n  water-color, u'IIMkl!d more stiffly rheumatic than
clearly stylizedusual, and perforce ran up a very
oufche, “Twnimeager visiting lst.
eau and Sadle; The acqulsitions, secured through
the Mrs. S8imon Guggenheim Fund,
the Lillle P. Bliss Bequest, the
{Inter-American Fund and the mu-
by {seum's Purchase Fund, will remadn
jon view N
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“Card Player,” by Picasso, 1913-14, a recent acquisition through the

e T i Lillie P. Bliss bequest.
2 —

 Museum Acquisitions o

3

Thres of our muuunlzl &:. now|
showing work acqui n-i
cently or within the last three|
years. A group of twelve addi-
tions to the permanent collection
went on 'view Tuesdey at the Mu-
‘seum of Modern Art, and down at!
the Whitney Museum In Eighth
Street may be seen results of the
eombined activities since 1043 of

that museum and the Metropolitan,
with which it has become merg
(though retaining for the prese
ita own identity).

As contrasted with ‘that at
Modern, the Whitney-Metropolif |
group is very large, embmlng|
more than 150 [tems: oils, water-
colors, drawings and sculpture.|
Both the Whitney and the Metro-|
politan had of course for a long
time been building up uperm,»l
American collections. The present
joint showing gives a sort of pre-
view af the future policy in opera-
tion, and visitors are free, if they
choose, to compare the respective

(results attained in this tjlree-yurl
period. The assortment fs ex-
tremely varied with respect to
category, which is all to the good,
Less commendable may seem the
Inclusion of so much work thel
status of which must he esteemad.l
s0 to speak, probationary. ParA|
haps that is the only reasonable
way, but it doea often seem that!
the contemporary art departments
of musgums are wont to I:ecome|
contortionists, bending alarmingiy|
backward In thelr effort to scquire|

everything that might concelvably
|possess m acrap of enduring value,
IThis has a tendency to make it
|ditticult for the public to gauge|
|the standards it assumes that
‘museums keep operative, |

I do not mean to Imply that|
the Whitney and the Metropolitan|
laave been on just a halter-skelter|
|acquisition binge. If the true
|worth of some examples remains
Ifor the present at least fn doubt,
and if many of the artists are here
represented by work not up to their
own best standards, again and
again the selections appear un-
questionably wise and fortunate.
For the rest, time will tell,
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. |ink and gouache is
teen from life in
-raid shell

selves into .mhwsys
"i Ay the museum, uoverl.nz

. Bweeney, "is the

Henry Moore 3

Among the drawings in pen and

excavations for protection,
The exhibition was selected by |
~ {James Johnson Sweeney, former|
k executive of the museum, and he|
~ |has writien a book, published by |

. aspects of Mr. Moore's work.
B "The carving approach, writes

Art Works Put

e
DECEMBER 13, rome
|
(A5 :
R
= Y,
1
[Li RN
A series of i A, \
the London 'y ATt
R e
s L
and other | t -_L;'.:"”‘If".' L
-i B Pl o
¥ e
'1-__|v

the different

basis of the

moat characteristic features and
qualities of Henry Moore's work,
~In his art he strives primarily to-,

4

ward an organic condition.
abject Is uvaltne.u of form, not

His

) the exhibition hm:ude
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TART SHOW OFFERS |

| DISPLAY BY NOORE,

i g 2
- |Modern Art Opens Exhibition|
of Sculpture afd Drawings
by Contemporary Artist
| By EDWARD ALDEN JEWELL
| A oneman show of sculpture
~ |and drawings by the distinguished
~ contemporary British artist, Henry
* Moore, opened with a preview Iu‘ll

ot movement, physical aation. frik.|
ing, dancing figures and 50 on, but]
that & work car have in It a pent-|

. an intense life of it
ﬁeﬂ&n ident of the aobject it;

I powerful vitality we do mot|
connéct the word Beauty with it. |
“Beauty, in the later Greek or|
supplied, Renalssance sense, is not the atm|
ican collectors. of my sculpturs. Eﬁ:“ e
The illustrated catalogue, with “Between beauty of expression| =
text by Mr. Sweeney, has not yet and power of expression there isaf
been issued, but a check list fur- ditference of function. The first|

cially lmpdm::-t;n ‘dt;\: of kme
| |prevai - Bere of work.
Al Whi:‘:fnﬂt of the materfal now
exhibited waz shi over here
~ from England for the showings -;

| meamre e ional element
e

nished at yesterday's press view
reveals that the Moore retrospec-
tive covers & period of twenty-four
rs, the earliest piece of sculp-
ture, "“Head of & Gir{" having been
made in 1922 One of the frequent-
Iy encountered “Reclining Figures"
and a “vamily Group' together
with a couple of drawings, were
eompleted this year. |
All of Henry Moore's vrgrk I?_
abstract in some degree. One o
the most naturailstic of the sculp-|
tural pieces is o fairly e "Re-

o Woman" of 1932, Although
[ clining Wemaly !

o is involved,

trasted wil

dor
|instance, (he troatment o H

aiopsa. Some. of

ungualitiedly non bj‘&:u il
T nab] ive. XYet)
T iated tolice, . [N

see
e

‘aims at pleasing the scnses the
\second has A splritual vitality
|which for me Is more moving and}
tocs deeper than the senses'
Reproduced in the form of a wall
plucard, this explanation should
make less baffling Lhe averagel
spectator's task of appreciation. It
is accompanied by other helpful
\statements, most of them con-
cerned with problema of madium|
'lﬂi of desig |
mong the vings are many|
|Lhut represent studles made b;

during the war. These are packed)
with terror and pathoa and \ineon-|
|querable hope. Other drawings are!

lmma in London's air-rald shelters|

-

|mm~e‘ closely mlatod to sculptural Il

:"projectl. d

b

SRR s o e
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Group,

"' a bronze sculpture by Henr'_.r Muoru. English
. , for al i appearance of great size, is only nine inches
high. It is AL (nidte Macre oRe-manshow &% Hie Museum of
Madern Art.

arfist, whi

THIS WEEK |

n

ART

By EMILY GENAUER

A

g

Scu|ptors Work Defles Thee

Henry Moore, the most distin-
guished sculptor in England and
the subject of a Jarge, beautifully
installed retrospective exhibition
at the Museum of Modern Art,
belittles — virtually denies — the

validity of the merely sensuous|

and intellectual aspects of aes-

thetic expression. A work must be "

“a penetration into reality, not a
sedative or drug, not just the ex-

the
orl of nature, n:m ofuthzrm hmdi

nature’s hard but ho
have & derful

ercise of good taste, the p
of pleasant shapes and colours in
4 pleasing combination, not a
decoration to life, but an expres-
sion of the significance of llre =

single shape. . . .
pebbles I pick up have
through them. A plece
can b!:sve a hole through
i

B

Yet for me his ot
appeal Is primarily a sensuous one.
The rhythmic, undulating {low of

his forms, the exquisite balance|

between one volume and another,|™
the harmony established between
a solid mass of material and an
adjoining open space enclosed by
solld form, the counterpoint he
creates between the strong jutting
rangies of reclining figures—these
even more than the monumental,
elemental strength and dignity of
his conceptions, are to me a sofirce
of satlslucum:L an.d Jivehr pleasure,

Imitations Rejected.

Moore's aesthetic theorles—and
| they are important because he as-
serts them so positively—are con-
tradicted by themselves and by
{his sculpture. For Instance, like
most modern artists he rejects any
imitations of nature. The observa-

ot
a studied size, shape and
tion. , . . Trees show p!
growth and strength
with easy passing of one section|
into the next. They give the ideal
for wood .-acm?m:e,".

Eai

Intellect at Work,

I'm not certain why it's
for a modern to Imitate the
worn by time and tide in a pebble,
or the structure of a tree, and no!
the colors of & blasing sunset or
the pattern of blue shadows on
gleaming snow, in the now un-|

imagination, sensibility and intel-
lect which make the difference.
And if these constitute the crea-
tive process, the subject can be
anything in or out of this world

which the artist fancies,
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' Henry Moore, Modernist

| he English Sculptor’
® Opens at the Modem Museum.

By HENRY
- Henry Moore, tha English sculptor, knows how to carve;

lis knows how to draw; he

.eola‘rs, he knows how to write, and he probably knows
"how to talk. These two last-mentioned gifts, writing and
‘balkins may explain why the two that were first men-

‘tioned, carving and drawing
completely modern way),
‘acknowledged and accepted

Itlstrmth:l!hxlluhpublluls
“much more docile than ours;
1mughmm mdy tain;art. much|

ey

s Long-awaited Show

McBRIDE.

knows how to make water

(and which he employs in a
have been so thoroughly
in England.
ergy, an intense life of its own,
independent of the object it may
represent.  When a work has
this powerful vitality we do not
fo&nect the word ‘beauty’ with
1

“Beauty, in the later Greek
and Renalssance sense, is not the
aim of my sculpture. Between
beauty of expression and power
of fon there is a differ-

\‘Jﬁs is a condition that we

York cannot resist envy-
+ for the only sculptor we have
ncer?tly to compare in dar-

-{that startle not by their dissim-

-|day the Moore sculptures will

ence of function. The first aims
at pleasing the senses, the sec-
ond has a spiritual vitality which
for me is more moving and goes
|deeper than the senses

semblances between the Renais-
sance sculptures of Donatello and
Michelangelo and the carvings of
Moore, But why should there
be? We no longer live in the
Renaissance. We have moved
on, not necessarily to a better,
but to a vastly different world.
The debris of old-world architec-
ture is matched by the debris of
old-world ideas, but out of this
rubble new ideas have emerged

ilarities to past experience but by
thelr elemental continuities.

To the eye that has had no new
lessons in form since Danatello's

look like eroded shapes dug

There are certainly scant re-

Henry Moore, the English sculpt
Modern &rt‘

t

from the desert dust of centuries,
or posslbly mscu{‘d from immer-
fon in | jally salty seas,

-{but this very appearance that
|first quality, I think, that will

they have of resurrection is the
respectful attentlon,
the

land, who commissioned a Ma-
donna an¢ Child for his church
because “the drawings seemed to
possess a spiritual quality and a
deep humanity as well as being
monumental nnd suggestive of

win
-jand for thal.

I.boutthlsartt!mt!llkebestof
have been printed,
of the Viear of St.

That "umelmeu" Is good
Where have we a Viear So en-

rthamtm:, Eng-

!'nu American Viears!

I' -

in Hig studio.

liahteneduthal'&humonwl&_.ﬁ-
L *—r

now e:hlbit’mg lt the Mnlm of |
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UR English visitor for this week is
Heary Moore, the sculptor and

sketcher, for whom the Museum of
Modern Art is giving the largest show
ever held in America for a living British
artist—fifty-eight sculptures in stone,
wood, bronze, and concrete, and forty-
eight drawings, mostly of London air-
raid-shelter scenes during the war,
Mooare is widely regarded as one of the
world’s leading contemporary carvers.
He is a short, alert, friendly man of
forty-eight, with a ruddy face and an
easy conversational style. He was born,
the youngest of seven, in Castleford,
a Yorkshire coal-mining town, pop.
22,000, His own pop was a miner,
“Father went to work at nine,” he told
us the other day, ““‘He taught himself
algebra and mining engineering, and
knew the whole of Shakespeare. As a
boy, I was vividly impressed by the
eleventh-century carvings I saw on
churches in the neighhorhood. My in-
terest in sculpture was encour
the dacal school by the art teac
Alice Gostick. By the time I w
teen, I was sure T wanted to be
tor.” Moore’s father tried to p
him to become a school
grounds of security; the two w
arguing in 1917, when Henry joined
the Army. Gassed in the first battle of
Cambrai, he was invalided home 1
England, where, at Aldershot, he sub-
sequently was made a bayonet instruc-

Collection:

DECEMBER 21, 1946

tor. (“Direct ca " he abserved to
s.) In 1919, he obtained an ex-service-
) nt for two years’ study at the
-eeds School of Art. He next went o
London’s Royal College of Art, whose
head, Sir William Rothenstein, has
characterized him, in a hook of recollec-
tions, as “the ablest student in the sculp-
ture school.” The British Museum was
an eye-opener for him. I spent all my
spare time there,” he said, “walking
about in @ maze of excitement. In the
Mexican room, I found an absolute es-
sence of sculpture, such as I'd never seen
except in those early Yorkshire Ro-
manestue carvings.” In his fourth year
at the college, he won a travelling schol-
arship that gave him six months in Ttaly.
“I was muiserable,” he says of this pe-
riod. “Not until years later was I able
to reconcile the struggle between the
Renaissance idea—the Greek side, the
flesh-and-blood side—and the primitive
side, the stone side.”

On Moore's return from Italy, Roth-
enstein gave him a two-days-a-week,
£240-a-year job teaching at his old
school. “That’s going ta put the ball at
your feet,” he said. Moore kicked the
ball happily for seven years. He worked
for himself five days a week and by
1930 was averaging £200 a year in
sales, “No artist’s struggle,” he told us.
“It was just a straightforward affair.
In 1932, he left the college for a similar
job at the Chelsea School of Art, He
was still there, and selling to the Tate
Gallery and to private collectors, when

rted, ] i

to get
The air raids
n to draw

ndreds of static,
ing on ad in-
finitum. Shelter life gave me a
Y new outlook on pe 1[.\'!.",‘

Sir Kenneth Clark, head of
the National Gallery, saw some
of Moore’s shelter drawings and
cammissioned him to do more
of them, for the War Artists

Series.Folder:

EEE =

Committee. These were shown all over
England, As the novelty wore off
underground life, Moore’s i

up. th
putting in bunks, canteens, an
tion,” he said, “untdl
them. They no longer refl
spontaneous use of a thing for

asked him to draw coal

ers’ morale ), and for th
life he entered the
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ENRY MOORE, whose ex-

9§ hibition the Museum of
Modern Art s brilliantly
presenting, suffered the
advantage of having reached
perhaps the best stage of his
: ty during the war or imme-
diately before it. In consequence
which only a little of his work
has been shown here pre
in the “Britain at War" exhibi-
tion, where his drawings were
represented, and in one or two
other group displays of lesser

viously, |an artist who has something vital

of the Weék? H enfy M oor;e e

In a Striking Modern Display

By Carlyle Burrows

these symbolic figures are majes-
tically produced, and are suffused
Wwith & mood of calm and dignity
which is impressive.

Moore has not, it seems to us, as
yet achieved in modern art affairs
such a position of priority as a
Picasso, say, or a Maillal, but he
is, as many are now keenly aware,

to say, something strongly in-
dividual. His drawings seem to
offer an especially good index of his
thoughtful grasp of the significance
of natural forms, translated with
[feeling and given a human mean-
Ing of static but lofty eloguence.
Particularly Interesting of these
s a series of drawings of the
London alr-raid shelters during
the war. The spirit of placid resig-
nation is greatly infpired in the
dra and offers the visitor one

ts s

large show of more than a
hundred pieces of sculpture and
drawings. Among the former are
large and small examples, begin-
ning with a small “Head and
Shoulders” figure and & “Head of
& Girl" (1922-'23), and ranging
through several monumental "Re-
clining Figures,” dated, respect-
dvely, 1032, 1939 and 1945, the first
of which is in reinforced concrete,
while the latter two are carvings

in wood. Bel
I d remarkable ab-
outstanding &n smaller works

tif.ﬂ"hat may be considered

of his best experiences in the ex-
hibition.
The Installation, quite apart

,{from the merits of Mr. Sweeney's
> Yoy

18 some-

of
thing in its self quite remarkable. |

Without the eloquence of spacing,
lighting, and, in places, eoneen-‘
trated groupings, Moore's work!
would no doubt appear to some
extent less various and perhaps
a trifle repetitious, but still serene
and powerful In many ways, With
the aid of the planning stafl’s
effortless

tion really opens the way' to a
demeotgewalwnndermgnhin
the entire proceedings,

AT

Two Sente

NEW YORKE HERALD TRIBUNE,

igures in Shelter

N -

SUNDAY,

DECEMBER 22,

=2

&1
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A MODERN SCULPTOR e

The Work of Henry

Moore in Rclmspcui'

—Architecture and a City Center i
|

By EDWARD ALDEN JEWELL

N the first place, James John-
_#on Sweeney is to be congral-
ulated upan the balanced judg-
ment he displayed in selectlngi
the material that constitutes the
one-man show by the British sculp-|
tor, Henry Moore,
: of Modern Art.
we are in a position to estimate, all
phases of the artist's creative de-
ent to date are illustrated.
No attempt was made to play up
one upeer.ror mmmlnkmiu the im=
tance of mnother, In carrying
out this task Mr. Sweeney, it is
learned, Wwas assisted by Mr. Moare
himself and by*the Arts Council of
Great Britain. The result, entirely
aside from one’s evaluation of the
work, is most fellcitous.
e American art world will
jredly be grateful for this

chance to see the sculpture and been based on reasoned creative
drawings by Henry Moore. For motives. Nothing betokens a sur-
years we had had to be content with render to whim or a superficial,

seeing & not more than occasional
example of the sculpture, which
never could give full | ion of

distinctly more significance than
those Mttle abstract figures of
wood and string or of lead and
copper wire (one of the latter type|
we reproduce).

Yet somehow I feel that in thel

current at the(long run Moore's finest achieve-
So far as|ment may be deemed to he eXpres-

slon lesa drastically alien to nat-|
ural form; expression typified, let|
us say, by pieces so eloquently|
moving as the St. Matthew's "Mn-|
donna and Child" and “The Fam-|
fly," which, we learn, he proposes|
to carve in stone (presumably on|
a heroic scale) for a college.

This must, however, be quite
iwithout  reservation mn:edey:!
throughout the Moore show we|
find evidenced a modern sculp-
(tor’'s camplete integrity and sin-
ocerity. All of his exploration has

irresponsible attityde toward the
artistic concept, the medium or

Moore's capacity and scope. Only
on a scale such rs that now
achieved can demonstration be
really adequate.

There is a great deal to be said,
besides, in favor of the practice of
focusing atlention upon a single
artist; and it would be an excellent
thing if a few of our own best tal-
ents could be thus represented
abroad, We seem not to have
had. too. much success with our

exseas group projects. Perhaps
we could better serve the interests|
of the American School by md.l.lz;‘

Jected tions

well: P
‘work by individual leaders.

the technical means.

Moore's drawings. shown also In
abundance, are generally superb;
s0 finely sculptural in their sense
of form and space; independently
50 expressive, besides, in. their
own two-dimensional right. My
only doubt here concerns, at times,
the color, which, in some of the
papers of the magnificent air-raid-
shelter series, seems psychologi-
cally wrong in that it ls warm and
ingratiating.

Curt Valentin published a few
weeks ago a handsome porifolio of
reproduced drawings by Mnnre,l
twa of them in color. This portfolio|
is priced at $8.50. |

A Sculptor’s Aim

Especially in the absence of the
delayed catalogue containing Mr.
Bweeney's text, scattered wall plac-
ards prove of signal service, as 1
pointed out in an earlier mnotice’
{Wednesday). In thia way is the
gist of the sculptor's own mims
communicated,

Henry Moore's repudiation of
Beauty as an aim will doubtless
cause a good deal of talk. He sets
above this always controversially
vagile vocable terms such as “vi-
lity" and “power," remarking
1at‘between beauty of expression
and power of expression there is a

erence of fi " the first

jpealing to the senses and the
this “spiritusl vitality,”

g them—or,

r.

of Moderr Art Shows Henry Moore’s Scul &

“Reclining Woman,” 1932, in carved reinforced concrete. (L'

“The Bride,” 1940, in lead and wire.
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limea over-life-size and yet be

petty and small in feeling,” where-
‘as “a small carving only a few
inches in height can give the feel-
ing of huge slze and monumental
grandeur b the vision behind|
it is big." This, by the way, the|
tiny “Madonna and Child" and the |
Cleveland Museum's seven-inch|
SFamily Group” perfectly exem-|
Both are majestic, mom\-k

fending the ﬁmcﬁu of nat copying
nature or sedulously following nat-
ural form in art that is intended to

As a matter of fact, he has not
always elected a method nearly so
extreme, on the abstract side, as
that encountered in the iwo largest
of the reclining figures. In the
“Reclining Woman" of 1832 and

of the preceding

m. At least the effect is nat-
uralistic in that the forms are kept
intact and not carved with cave-|
like apertures or otherwise “ab-
stracted” away from the semblance
with which the concept began.

I feel that my acquaintance with
Henry Moore's work of this ab-
stract type is as yet insufficient to
warrant positive conclusions about
{t. My mind is full of reservations.

4 ‘may depenu merely upon an

ﬂ;};ﬂlﬂ against turning nat-

 into forms that bear only

ote or implied relation to it.

this holding back may indicate

asic preference in the abstract

field for forms that shall be en-

tirely “pure’ in their departure

from the “natural’ aspect of life.
Ultimate Cholce

The noble serenity, the ‘‘time-
Jessness,” the Imaginative transtig-
uration of these more extremely

b forms of Moore's, some-
times their musing grandeur, are
not to be gainsaid. They seem of






