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t ere Minve heen few I've seen in so
Jnoae and Tielen Thurber. Some-—
londnn or sueh rural places as

:x, Connecticut, tha Yhirbers were

Lag, or Dl‘?{.l"by ar<d we could ~ri torathier.

1 love ' ther both and was fascinated by Jirn 1'urher's
akilsity to tell & stor &n al ost =reeisely ths words he would
use later in writine it down for publicatirn. I thin 1t was
tihie rave a'ility to iransvose orzl irto written sentences wiich
allowesd him to ~o on crecating books lony after his eyesight hed
failed ccm=letely. oct people who heve frecuented literary
eircles now thabt writers usvally spea haltincly or al any
pate witii ut the eloguence onc night expect from readine their

books. irber, on the other hand, used si~ple il i-peccably

choser vords, whether exniaining n incident at lnnntvbr navine

an abrupt ctateremt, as when T assured ne solernly tha! malking

Tove wae easy for woien, "because tley don't have anything to

100
4 5 g M
get ready.
' urber rarely even sciled when he was ma“ing up an hilarious

~necdote or commen:tary, This ured to puzzle me until I dlscover—

i e wag true of many of his conte-norariece on the lew

Yorker, es;ecially the "ot talented of ther all, L,b. white,

1t wae erphatically not true of a1ir4tly clder men like llobert
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lienchley, whose helpless puffaws at what he was raying or doing
were an interral and irresistible part of his humer, Tul scome
inner eo nulsion or Adiecirline mede merbers of the Thurber-—iT:dte
seneratisn tell their stories de-<“nan. I never “new the maga-
zine's rreat editor, Uarold kess, but I ar t0ld that he tried
hard to b colorlers)and “o ray well have fcunded and insiated

upon the quiet tradition.

One of the firat tives T %alked at lennth with Jim Thurber
was at a farm I had for 2 tire in Canton Venter, & s all town
west of Tartford. Therc were many people al the far- that day’

o

and we sal arcund a swmring pool 1 had jJust built, T urber didn't

like either circumstance* very nucﬁ)and he drank quietly and rot

pugnacious, as someti es haprened. S0 he and I retired to the
kiteren in tie house and d-ank alone. Jiv apolo ized first for
the bad temper he'd been En)and then he told me how he'd learned
té win any arsument in his native Columbus, Ohio. TFirst, he
said, you repcat the exact words your opironent hae used in his
jast sentence. Then you quickly add tre words, "my ass." "For
example,” he said, "if yovur adversary concludes by caying, 'it's
an unusually ploomy day today,® you irmediately reply, 'it's an

unusually ploomy day tocay, my ass.' Then the argument is won
and you don't have to say anything else,"
1've never tried out the system in Columbus, Ohio, where

Jim assured me it worked withou! fail, But I've tried it else-

where with good, if stunned,results. I've found it particularly
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I was on the losin~ =2nd of a2 eomplicated argument, I
imagine tiie Colunbus system could be classed as a dramatic exit.
Thurber made an cver more dramatic one when he drove out of my
Canten driveway after ‘ark with & shesred, four-inch thick maple
tree clutched firmly by “is bumper. The tree, waving frantic
farewells on the side of 4is car, didn't seem to bother him at
all. #ut it made his blessed wife nervous anéd I helped her re-

cve il 2t the gale.

=

I thin' the seccnéd lonrest talk I had with James Thurber
was in london. Ille had recently had an exhibition of his New
Yorker drowings there. The show had beer highly rraised and
had sold well., both facts made him indicnant,and he kept mutter-
ing thet he wes e writer, not a draft=man., I tried to assuage
nis irritation by tellin; him that s.me of the best art critics
in brgland had liked his show. 1 also rointed cut that among
the buyers was the wovie star, Charles Laughton whom I'd ¥nown
for some years tireour®: the late Iris Herry at the Museum, From
the London show Laughton had bought not one tut three drawings,
I told Jim this and I added thal Laughton was not only at times
a; alwost patiologically intense actor but was also a devout
collector of art, so devout in fact that he once broke inte un-
controllable sobs as we stood in front of Renoir's marvelous

Judpment of Paris in his iollywood house. But Jim was not to

be placated "(f course," he said, "because lLaughton is a

lritisher}and the knrlish know even less ahout art than the
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iy affectioen
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mRore
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world var II. Ny wife anc ha

and the hurbers had 2

jsland. [2ne John ason iTOYL

™
eX

surmer and we siXx got torel
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houre. 1 suprore it was hecan

at tand that be rot off on the
nemcs, "iou can't be a writer

phyurber firely. As 4 remerher

the attack by nen

shaw down to Robert renn .arren = who

In any care,

tere were tizes when

house up

are nothine., I ured

Yew Yor cr office and

out when I wasn't loo¥ing."

»toyr hecame cven ' ore Un=
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nim glways survived both states of mind -
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the onus of ucing their riddle names. '"They were all lousy,"
said Jir implacably. He must heve been well on his way to
triunph in the arpument, beceause John and I found ourselves in
apologetic retreat, Jolu said he haé mlways wanted to drop the
"Magon" from his name but that, after all, it wasn't fair to
book youregelf for lecture tours under the simple name of &

famous Abveolitionist.

¥y own justification for hanging on to "Thrall" was both
feetrler and more personal. I tried to explain that I had always
felt defencive about my great-uncle, ¥ill Thrall, who, on & farm .
in East Granby, Connecticut, had wanted desperately to be a poet,
During the later 19th century this ambition wae poesible and
"could even be fruitful if you 1lived in the country in Massachu-

gette but not if you lived in such a place in Connecticut,

At any rate, wWill Thrall in despair shot himcelf through the
nead and died instantly., This lack of stamina on his part might
have been forgiven by hie immediate family, including my grand-
sother Haslewood, but the blunt truth is that the bullet went on
through will Yhrall's head and mortally wounded the family cow.
At the age of 101 my grandmother, her mentality and memory un-
dimmed, was still carrying on about her brother's clumeiness

with firearms., And long before she had reached that awesoneilage,
ghe had told me over and over again that if I wanted to be a

poet, as 1 sometimes threatened, I should read Longfellow and

Percy Bysshe Shelley, not Will Thrall, I concede{that she was
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half rirht, but I still felt aorry for her brother, who had tried

80 hardé and aimed so bhadly,

1 imagine that Jim . irber by then had won the diespute, he-
cause John and 1 began t- say Low diffieult it wes to drom a name
after you'd used it repeatedly. I remember that onme of us men-
tioned the case of the dirtincuished poet, william Carlos wWilli-
ams, who once t ought he could pet along perfectly well as just
Carlos wiliiame, but who had met fierce oprosition from hie pub-
lishers and given up the strurrle. In any case, the prejudice
against any three-name writer is unquenchable, Fairly recédntly .
Lilliam Hellman, in her spellbinding autobiogrphy, "An Unfinished
koman, declared unequivocally: "“ven when I was young, when we

" didn't know the good word snuare, we knew PIN was squere, and
for writers with threc mames,” Since I have a secret and rather
sultry passion for riss Hellman, whom I've never met, I was cut
to the quick, remembering thet I'd balonged to the association
known as PN for about thirty years, though i've never been to a

meeting and find the association's reports of—an 1ncredib1’

drearlfm. Anyway, I will admit that James Branc Cabell is

about the spongiest novelist our country and century have produced.
But 1 still think Stephen Vingent Benet's John Erown's Body is

a better narrative poem than Archibeld Macleish's Conguistador,
though I'm on slippery ground in that I can't bear to re-read
either book. Besides, even two names are no longer fashionatle

unlese one of them is a nickname, This 1s espeeially true of
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painters. "iy name is Larry Rivers," that painter once shouted
on a TV guiz prorram, "and not Lawrence Rivers." I think Andy
warhol would turn paler than he usually is if someone addressed
him as Andrew warhol. In short, I'1l go on using vill Thrall's
name recause 1 like to see it where he sc feverishly wanted 1t -

in nrints

Later in the summer on Martha's Vineyard, Jim Thurber had
what arounted to a nervous breakdown, a delayed reaction from a
gruelins and unsucceseful operation on his eyes which he'd had
#n bew Yor: the previous sprinp. He became extremely melancholy
and drinking, even under his usual striet control, made things
worse. e develop d a strange fixation about being on an 1sland,
‘end 1t d#d no good for his many friende to assure him that we

could get him over to the mainland any time he wanted by speed-

boat or plane. For several days the only time 1 saw him afiile

was when 1 relayed tc hir a story llenry EBeetle ‘ough, the talented

edifior of the Jartha's Vineyard Gezette, had told me, T'is was

wartime, remember, znd a loca! child in prammar sctool had been
acked tc give her opinion of "ussolini. "/'ussolini,” the girl
wrote, "is an off-islander.” If you had been born and grown up
on the Vipeyard, you couldn't be much more of a stinker than
that, naturally.

1 worried abnut Jin Th rber aNd drove over to see him as often
as 1 could, I was pleased by hie friendship and liked to think
that it wasn't entirely based on the fact that I was the only

one he trusted to guide him down his cottage's steep steps with-
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out mishap, he beinc & very tzll man. His nervous state got
worse and worse and finally a woman doctor discovered that he
was suffering from 2 serious vitamin deficiency and gave him in-
Jections which helped enorrously. He still couldn't throw off
nis uneasiness about being stuc’ on an iseland. T reninded him
once that the Hritish are devoted to their island, come hell or
nigh water. "The British are devoted to their island, come

hell or high water, my ass." said James Thurber. I gave ww up)

and now I try not to argue with oracles or women. I never again

argued with my cherished friend#rom Columbus, Chio.
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SALVADOR DALI

It seems to me unbeliveable that of the contemporary artists
whose exhibifioaﬁl directed at the Museum of Modern Art the easiest to
work with was the first - Salvador Dali. I wasn't yet on the staff
of the lMuseum when I did his show in 1941 and I knew little anout
the complicated mechanics of arraning a s'ow there., I'd known Dali
personally since tre very early 19%05 and T'd seen him again often
when he came to New York in 1934. I knew that Dali, like mosy Catalans,
was easily enraszed., Indeed, in 1941, the memory of his fracas with
Tonwit Teller two years before was still fresh in mind. 7here's been
so ruch confusion about the latter incident that it may be worth
reviewing here.

Tn 1939 Dali had been commissioned by Fonwit to design two
of their window displays on Fifth Avenue, the themes to be "Night" and
"Day." It was understaogd that he was to be free off censorship and
have ##6¢ absolute control of the designs and materials used., I must
say that in promising Dali total control the heads of Bonwit# feller
must have been naive, since the artist had been known everywhere for
his capacity to shock, Naive or not, the Bonwit people were horrified
to discover that the main element in one of _ali's windows consisted
of a large, fur-lined bathtub in which a dozen or more live blacksnakes
squirmed and writhed and spilled over the tub's edges. Naturally
important window displays were supposed to halt passersby in envious
pleasure; the snakes drove them away in screaming horror,

Bonwit removed the tub and its reptiles as soon as possible and
Dali, inspecting his handiwork later in the day, became so angry that
he crasned through the large plate-glass window and was nearly
decapitated by a falling sheet of glass, It's offen been said that
he had alerted the press before making his assulfbut I think hii_rage
made him too impatient to summon witnesses and too innocent, th#n to

know how,




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

s VIILA.2

The Museum of Modern Art Archives, NY

SALVADOR DALI ; e .,i
~decapitated by a—<=ailing section—ef the glasél
That afternoon or evening IDali wa;\tdken off to jail for

trespas?ing and damaging private property. He was bailed out of

jail by his New York dealer, Julien Levy, but for days he sputtered with
rage at ~onwit Teller's colossal ignorance of art. Fersonally I think
he had every right to be angry. His action was widely written off
as another publicity stunt, but I tend to think that he was defending
the right of artists not to have their work tampered with, when it had
been agreed em—beth—sides that this would not happen., It's also only
fair to remember that in 1939 Dali was not yet the desperate show-off

he had become im recent years. He was on the way to it but still

tr———wrs -
restrabned in some degree by the professional esteemfwirreh ha#hald.p—atag-

then and soon lost completely.

Asnyway, I was nervous at the thought of doing a large, retrospective
exhibition of Lali's work in the iluseum of lModern Art, I respected that
institution greatly. But I had worked there only once and very briefly,
doing some research on Daumier, an artist I admired gzeatty, at the
request of Alfred Barr, whom 1 also admired g»ea$ly, I1I'd seen every
exhibition held at the Museum since it opened its doors in 1929 and I
knew its standards of installation were extremely high, I also knew
that I'd had 1ittle experience at hanging pictures in a museum, since
during my ten years at the Wadsworth Atheneum in Hartford Chick Austin
had always done the installations, while I worked on catalogs# and
research,

I remember that I asked Monroe Wheeler, then the Museum's
Director of Exhibitions and Publications, whether I should ask Dali

himself for his ideas on installation,esné Monroe answered in obvious
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apprehension that it might be worth a cautious try. So I did ask

Dali and was astonished by his reply. "Non, non, non," he said in
his guttaral French. "C'est vous qui dirige 1l'exposition. Jgvous
verrai‘; la vernissage," He was true to his word. Not once while

the exhibition was being put up on the walls of the Museum did he
appear and not once did he object to the installation after he'd

seen it on opening night. I often thought of this in later years when
I was doing other exhibitions by other artists and it was sometimes
difficult to keep them from underfoot at all hours of the day and
night.

s :
The truth is, I think, that in h%\youth Salvador Dali was earnest,

immensely gifted and full of inventive ideas. He was never modest, God

knows,but his meglamania had real backing and his gestureg,if always

,fuL~4«£»4»a

fiamboy&nt were seldom idle., His conversation was vivid rather

2= /h-‘\:“"‘"

than uncontrolled and incessantly boastfu%yﬁ I remember once at breakfas
Mn my Farmington house M 1934, he explained to me why he was

sure that Christopher Columbus had been a paranoiac and a Catalan

paranoiac at that, I asked why sleepily and Dali said, "It's very

simple. 3eing a paranoiac he had to believe that the world was roung

because then he could circle it foever and keep ghead of his pursuers.

If he believed the world was flat, then obviously his assassins

would corner him at some point." _Eﬂfound the theory intriguing but

g

said I'd always assumed Columbus hes—been Italian, "Impossible,
1
impossible,"”" said Dali.” The Italians dream of love and music. It

is only the Catalans like Columbus and myself who have mad and
impossible dreams," I gave up and went upstairs to take a very cold

shower. 1've never been much good at breakfast-table conversations

and T was especially tired because I'd had to pile logs around .
bali'a bed before:he would go to sleep. "J'ai une folie de bois," he
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It was a curious weekend in Rarminston with the Dalis and Zdwazd
James, a talsnted Fritisher whose life blood was litigation and who
will prooably sue me for what I'm writing here. A4t Gala™s Dali's
insistence, all three of them spent most of their time crawling around
the lawn in search of four-leaf clovers, in whose protective powers
Gala believed implicitly.

I remember that one day I thought them bored at last with this
search and took them to the VWadsworth Atheneum and then to lunch at
the Hartford Club across the street, I still belon: to this old and
distinguished club and am fond of it., But I seem to have been in trouble
there twice, neither time my fault. 1In the early 1930s the musical,

&5—
Of Thee I Sing, with Williams Gaxton, Lois Moran and Victor

decripit
played the &#éfﬁﬁﬁi#Parsons theatre down the street from the Atheneum,

An o0ld friend of the Atheneum, John McAndrew, had known Lois Moran,
and Chick Austin asked the three stars of the show to a paryy at his
house., Lois Moran danced superbly in her bare feet, Uilliam Gaxton
t0ld marvelous dtories about #¥# his life in the theatrg}and for a long
time Victor Moore was wrapped in h&s very real shyness, After a while
he came over to me and said in a voice gnite as bumbling as the one

he used ogpgaﬁggsy“This is quite a town. Last night I went into the
swellest/#ighding ['ve ever seen, like a palace." He had, of course,
wandered into the Ha;tford Club, been recognized and given a drink,
Since Prohibition was still in effect and I was the only member of
the Atheneum's staff who belonged to the Hartford Club, I was asked
the following day to tell Mr, Moore that he got a drink <y because
one of the club members had suvplied it out of his own bottle. But

I never saw Victor lioore in person again, alas., Ie was perhaps the

most endearing comedian of our time.
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: :FP With Dali T was in more conspicuous trouble with the town elders.
A

A
As we walked through the door to have lunch, Dali suddenly whipped

out of his pocket a Catalan Hat of Liberty and plunked it on his
5 2t
head, It had been a relatively reemel hat to begin with but on

7\
its side Gala or someone else had embroidered a plate of friend

eggs, for Dali and obsessive symbol at the moment. He wore the

hat, unpreturhed, throughout lunchgnd then rose to make a speech,

I looked around in panic at the room full of my father's friends

and other dignitaries of the community and managed somehow to yank
Dali back into his seat. Otherwise the town elders would have .been
forced to listen to a dissertation on the hidden sexual symbolism

of Millet's painting, The Angelus, This was something I thought they

should be spared in the middle of their eweelienmt lunch. But Dali
r 2% Pemothendd Demosthenes
glared at me all the way home, as though P#¥d##/had been stoppéd in

mid-sentences spitting out pebbles,

is many people know, Dali was expelled from the surrealist
group or, more properly, party, in the late 19303, since he clearly
had made his peace with the Catholic Church andﬁbecome interested
in money, both changes of faith being anathemato what remained a&f
the surrealist Higrarchgideadesd, OF these leaders, Endre Breton
wrote a scalding article aﬁéut his former disciple in which he
transposed Dali's name into Avida Dollara)and only Paul Eluard
seems to have remained on speakins terms with the painter, I assume
E?Pif%g.he was ngi{.fgﬂggoa Ei%Tﬁg;ﬁiig_gnﬁ_;h;%JS‘present*wi#e,
Gafa{haﬁﬁ‘éiggiperhaps because “luard was a far less dictatorial
man than “reton. Still, there can be no doubt that Dali's
usefulness to the surreazlists was at an end and that he has long
since interested only the most reactionary members of the art
profession as a whole, whether artists, collectors or museum

curators,
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It‘ ks a tragic fact, nevertheless, that Dali's creative span
was of such short duration. It )j}s fashionable now to say that
he never was talented,and this T think completely untrue, ‘hen
one thinks back on 1“18 best paintings and drawings of thﬁ later
1920s and the 192%3 and on the two efﬁrigﬁglmmﬁésm / /"
Anddlou and L'Ageld' Or which he made #ea#f ag# with Iuis Zunuel, N
I think no one in Ifalrr&ess can deny that his gifts were once first-
rate and that a less fi&m—hey&nt :artist could not have given surrealism
an equivalent impe{gga# at the time he first joined its ranks. Perhaps
only revolution's #¢d meat could nourish him and that the &gl broth
of reactian left him weak and listless as a ‘?aintek however hard he
strained for grand effect or religious W\, . I've recounted
ga‘;lig-g“my last painful encounter with on/‘the evevabor &t the

opening of Huntington Hartford's 111-fatei museum in New York. I hope

L

there will be no such meeting again. 5 7
— Rakers

A
7
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If the retrospective Dali exhibition at the Museum of
Modern Art in 1941 was the easiest for me to work on, the most
difficult by far was the Tchelitchew show I did the following
Year. I hadn't expected it to be, since I'd known Pavel
Tchelitchew for ten years, he was then living in New York City,
and I could go over plans for the exhibition with him nearly
every day. Perhaps that's why the exhibition was so hard to
do. Pavlik, as we all called him, was easy to work with on
the show when we were alone. But usually there werg numerous
other friends in his apartment, from Gypsy Rose Le%ﬂ Lincoln
Kirstein and Cecil Beaton. Sometimes these friends were
engrossed in their own problems, as when Miss Lee, a very
bright and engaging womapn, pondered aloud the declining
state of her breasts. More often, however, they were intent
on offering me advice on what to put in the show and how to
hang it. Since I've almost never been able to work on an
exhibition or a catalog with someone looking over my shoulder,
I finally had to.ask Pavlik to please clear the premises
until we had the show planned.

Pavlik agreed. We settled down to work and, on my part,

to helpless fits of laughter. Among his other virtues and

(A
talents, Pavlik was a clown of a very high order, withhendless

repertory of stories. There are two stories in particular

which I'll never forget. The first was about Pavlik's ex-
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perience in the White Russian Army. His career as a soldier
was extremely brief, since his very first day he took off
all his clothes, sat in the middle of a snow bank and kept

bellowing up at his captain's window, "please send out some

ice; it's terribly warm today." 1I've never experienced a

Russian winter, but I can understand why the captian thought
Pavlik better suited to civilian life.

I heard the second story when I drove out to see Pavlik
one autumn in a house in Weston, Connecticut which Alice
De Lamar had lent him. It was, I think, the first New England
autumn Pavlik had seen and he was so entranced by the brilliant
color of the trees that he lined his studio with their leaves
and painted a number of pictures of children playing in the
October fields.

We sat down to a_ parvelous lunch prepared by Miss De
Lamar's large, black cook. I told Pavlik how expert I thought
the cook was. "Yes,"he said, "but she's so monotonous. If
you scare or pinch a white girl she turns pale. If you
embarrass her,_she turns red. If you threaten her, she turns
green. But this cook is always the same color. It's very
troubling." I've liked and respected Negroes all my life.

Nevertheless, I'm sure this story will bring the Black

Panthers to my doorstep at dawn.
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Now back to Pavlik's show. The chief difficulty was that
he wanted the gallery walls painted in complicated colors which
only he knew how to mix and which he decided to change every
few days. Charlie Fischer, the Museum's able head painter,
put up with this for a week and then said he was leaving the
Museum for good. Pavlik calmed Charlie down with the gift of
a fine drawing and peace reigned for a short time. Pavlik next
insulted Carlos Dyer, now a painter and sculptor, but then on
the Museum's staff as Monroe Wheeler's assistant. I somehow
made an uneasy peace between the two me%_and we got the show
up on time; I'll never know how.

Presently the book to accompany the show was ready. T'd
written it during the summer in Pomona, New York, in a house
I'd rented from the actor, Burgess Meredith. It was a com-
fortable Colonial farm-house but it sizzled in the sun of a
very hot summer. I thought it might be cooler writing the book
out in the garden. The relief was temporary. I kept hearing
a zinging sound in the trees overhead and the sound of bullets
being fired. It took me some fifteen seconds to figure out that

the sons of our next-door neighbor, Waldo Peirce, were shooting

a 22 rifle down the hill toward our house. I beat a hasty

retreat into the scorching living room.
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There was a swimming pool on Meredith's place with tiles
designed by Henry Varnum Poor, the neighbor I liked most. At
that time, Meredith was married to Paulette Goddard, who was
living in the guest house across the road. She asked me if
she could go skinny-dipping in the pool at night and naturally
I said yes, though I couldn't see why she had to choose such a
darkling hour.

The summer reached a miserable climax when Pavlik dis-
covered that in the catalog for his show I'd said he'd been
influenced by the color in the paintings of Matta, his junior
by some years. He asked me to change the offending message,
and I refused. I like to think that I did so not out of pride
but because I really believe that Matta was for a time a sort
of Typhoid Mary among artists in New York and not even artists

e
older than he was immune to the virus of his color, particularly
if they were hi:.friends, as ﬁbcgiltchaw was.

Even so I've always felt that the Tchelitchew catalog wasn't
as good as it should have been. I blame this fact on lack of

time (I was commuting to New York every day to look after the

Armed Services Program), on the intense heat in Pomona, on my

auweq
worries about my young son being isolated on a farnkfrom children

his age. I suppose I blame it, too, on the gunplay from Waldo

Peirce's offspring next door. It was a nervous summer all around.

I was very glad when it was over.
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Pavel Tchelitchew and I remained friends until his death,
though I'm sure he wrote terrible things about me in letters
to other friends, just as he wrote me about them. I've scores
and scores of his letters filed away, as have all those who
knew him. Perhaps one day these letters will be edited and
published. They may be, that is, if someone can be found who
can follow his spidery handwriting. He always wrote up and
down the page and back up amd again and around the margins in
every direction. It would be worth the editor's effort, for
Pavlik was a brilliantly nervous man, with a wit as sharp as

a razor blade or a viper's tooth, depending on his mood. He

was, I think, one of the best draftsmen of our age and some

but not all of his paintings were very fine. He wanted des-
parately to be the Matisse or Picasso of his generation. He

never quite made it and so, as Lincoln Kirstein once wrote me,

"he died of rage."
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hroughout the week after Perrl Harhor, I brooded day and
night as to what cunceivably I ripat do to be of some use in
the war effort. Tlurinsg that week John HE. "Diek" Abhott, then
zxecutive Vice Precident of the Museum of *odern Art, called
several times on tie phone, e told me the Museum was deluged
wit: requests for ielp in art matters by the Armed bLervices and

could I do anythin: to help, I didn't see quite what help I

or any other ari critic could be in time of wa?)but he expleined

that the millions of soldiers, sallore and Mariner being recruited
naturally included a large number of artists and erafteren for
‘whom baseball and other sports were no ancwer to the problem of
recreation. This made sense to me and 1 told Diek Adhott that
I'd try to move to New York and do whetever work needed to be
done, He and I formed something called 1ke Armed Services Pro-
gram, and by mid-Januery, 1942, I was at work in the Museum in
what certainly must have bheen the srallest office ever inhabit-

ed by a grown, human male,

¥ithin a very short time the Army's Epecial Services Divis-
ion had set up its own art project. It was under the direction
of Lieutenant (later Captain) John J. Sackas, who had been a
goldier and an artist all his grown 1li‘e. He end 1 worked to=
gether long hours every time he could get to lew York or I could
go to Washingzton ard we assenmbled a censiferable store of art-

istn' materials an¢ art booke w!ich were distributed to Army

—
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camps throughout the country.

It wae an ex“austing Jjob, mede more so by the fact that I
felt obliped to entertain cembers of the Armed Services in my
apartment whenever possible, At thesze srall -arties, the s0l=-
diers usually anc the sallores alweyr behaved well, But the
Marines thought & A.M a oroper closing tire for a private bhar.
Taie made things a little difficult ir that ~tephen C, Clark,
then Chairmsn of our Museum's Eoard of Trustees, always walked
to his office on Broadway at dawn or soon thPrenftar]and would
phone me at about £:30 A.M. to sey he'd reet me at the Museun
in half an hour, I wasr't elways n time for these appointments

‘with my over-all boss, and I never got over being astonished at

the number of people, presumably insene, who were ocut cn the

streets at that hour,

Mr. Clark entertained military percconnel in a much more
lavish way at his own house, thourh I thin* Mre, Clesr:'s enthu-
siasm for this kind of patriotism waned a little when a soldier
accidentally set fire to a handso~ Renoir painting in the Clarks'

1iving room, Thereafter several partiee were held in the Museum's

garden. The garden party I remember most clearly wae held in

the evening, and Miss Gracie i'ields sang for the troope, many
of them her countrymen and assirned to various tasks by the
Eritieh Zmbassy in New York, I remerber that in the middle of
one of her most famous e-ngs, Mies Fields stopped abdbruptly,

ecast a baleful look at the life-size, nude bronze of Bt. John
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Baptist, by Redin, and shouted out "bueh a brash young

man." She then went on with her song.

In retrospect I thin- the most useful function of the
Armed :ervices Prosram was that it existed and was sometimes
able to intervene cautiously when ertists in uniforn were
bein- treated tadly because of their suprosedly useless pro=-
fessions in civil life., I remember that one of the best Black

painters had been assipned to pieiins up cirarette butts night

and day by his Cclonel fro~ the Deer Snutt]anﬁ that we were

able finally to have him sssismed to another camp,

Other soldiers seemed to have a built-in imrunity to milit-
. ary authority and rank., Such & one was Frivate lincoln Xir-
stein, He and I were assembling for the Museut an exhibition

entitled American Battle Peinting, The show besan with paeint-

ings of the Revolution and ended with works relating to the
Pirst world War; it was held in the autumn of 1944, Linecoln
was doing most of the research late a2t nirht in the Special
Services office ét an Army Camp near Weshington, where he was
stationed, One day a dejected younp lieutenant arrived at oy
office and asked me if I could get back the key te the office
from Private Kirstein, who had borrowed it weekse before. "But
Kiratein is e Private and you're a Lieutenant,” I said. "Can't
you make himmturn the key?" "I don't think so," said the
Lieutenant., I assume that Lincoln turned the key in when he was
sent overseas or when he was pood end ready, whichever event

took plaece first,
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In February and March, 1942, I wes msked to orcanize an

exhibition entitled The Arts in Therapy, desisned to show the

use of various artes and crafte in the rehabilitation of woun=
ded servicemen, Tle show was at first restricted to what isa
known as occupational therapy, & sutjeet in whick Frs. John D.
Rockefeller, Jr., one of the founders of the Museur, was deeply
interested (she had worked actively %o help the American Occu-
pational Therapy Aessociation, run in New York by friends of
hers), After a month or so, however, it became apparent that
occupational therapy etood in almost totel opposition to the
theories, sims anc practices of a newer group, called psycho=-
therapists, which had fo nd the art of troubled patients, child-

. ren and adults extremely useful in diagnosis and cure,

I thought that since there were two sides to the therapeu-

tic coin we should in fairness try to illustrate both in our

)

exhibition, But I knew Yow deeply Mrs. Rockefeller was com=
mitted to the occurational therapists and I wasn't at all sure
how she would like the idea of exhibitinrs their work with that
of a rival facticn. I asked her for tes in the Museum's gardeq)
and began to explain that I proposed to give gallery space to
the psychotherapists as well as to her friendes in the Occupa-
tional Therapy Association. I could tell from the expression
on her facé that she disapproved completely of my proposal, and
I listened carefully to her objections, Then suddenly she
broke into one of her megic grine and said: "Young men, I think

we understand eac) other perfectly, because you haven't heard
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8 word I've said." e both knew this wasn't true., And we both
knew thic was her polite way of telling me to go ahead with my
dual plans, whatever her opinion. I should have been prepared
for this incredible tolerance, since at one point she'd given
the Museum a fund for acquisitions, "to be used to purchase
paintings which Mrs. Rockefeller does not like." B8he was a

very great lady indeed,

As a start in orranizine the psychotherapy section, I phoned
the only psychiatrist I knew at all personally. This was the
late Dr. Cherles Burlingame, Director of what used to be called
The Hartford Retreat and later was mnore euphemistically ealled
The Institute for Iiving. When I was working in the ¥adsworth

-Atheneum, I'd given several lectures on art at the Institute,
including one on the surrealiste in whic: I used a slide of a
Dali painting showing a woman turning into a horse. A very
beautiful young woman came up to me after the lecture and asked
if I could get her a photograps of the Deli. I told her I could,
but on my way out the door one of the head nurses stopped me

and said, "For God's sake, don't send ﬁhaﬁ patient a photegraph
of the Dali painting. She's in this place because half the time

she thinks she's a horse,"

I never got up my courage to lecture at the Institute again,

especially since surrealism was much on my mind at that noment)

and I knew that its theoriee iad destroyed or made 11l several
members of 1%8 inner circle, especially the women, But Dr,

Bﬁrlingame tharked me for the talks I'd already given and, since
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we had Hartford in comron, I naturally turned to hirm,

A week later e fanous lMid-Western psychiatrist, having
heard of our therapy exhibition, turned up in the Museun, At
first he offered his help., Fut when I told him I'é already
consulted Dr. Burlingame, he flew into a race and screamed the
most abusive statements I've eve® heard one professional man
make about another, I gave up ir disgpust_and asked Victor
D'imico, the Museum's extremely able head of educational pro=-
Jjects, to take over, Vieclor knew the psychiatric field as it
related to education and the arts extremely well, he was firm
and competent while all was beyond ny depth, and he took over

~ the psychotherapy sectlon with amazineg success. How he was able
to manage all those swords-point temperamente, I'1ll never know,

I1'11 slways know how grateful I feel to him.

Before turning the psychotherapy section of our exhibitidon

over to Victor D'Amico, I must have somehow soothed the Mid-

western psychfiatrist'se harsh feelings toward Hartford's Dr,

Burlingeme, since ean article entitled "The Use of Art in Psycho-
therapy" by the latter appears in the special number of the
Bulletin of the Fuseum of Modern Art for Fedbruary, 1943, That

4ssue of the Bulletin also contains letters of praise from the

Surgeons General of the Army and Navy and also a rather despair-
ing attempt by me to explain the purpose and scope of the exhib=-
ition ané to record the national competition held by the Museum

for new designs ané objects to be used in occupational therapy.
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There are also short statements bty officials of the American
Cccupational Therapy Association and notee on the value of
peychotherapy by Victor D'A=ico and his two orincipal advisors,
Dr., Edward Liss and the artist Bernar¢ Sanders, who had worked
for several years as an art instructor in the paychiatrie

wards of Bellevue liospital in New Yorl,

I assume the exhibition wes of some practical help in that
Frs. Meta Cobb, Executive Secretary of the Occupational Therapy
Agsocieation, told me it had been a mejor factor in persuading
volunteers to joln her as trerapists, I remember no such word
of praise from the psychotherapists, though all commendation
should have gone to Victor D'Amico. I remember only that the

‘ Mid-Western psychiatrist, between tirades ameinst his colleagues,
gave me his profasaionallopininn that I should be more agrressive
in my thoughts and actions. This advice naturally made me un-
bearable to m;?no-workers in the Museum, I hope for only the
brief time 1t took me to realize that I wa~= too old to change.

I worked on fhe Armed Services Program until a few months
after the war was over, Fut 1 was able to spend lese and less
time on the Program as I became more and more involved in the

Museur's normal functions.

From Mareh 17 to April 18, 1943, The Armed Services Program

held an exhitbition

)antitled Yank Illustraetes the ng)in which
the quality of some of the cartoons published in the Army's

for
humorous magaiine was surprizingly sood sad ite editorial staff
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included men witi lons experience in civilian 1ife. But the

show whic intricued me most was called, Bali, PFackground for

war and was directed by Marparet Mead's hurband, a brilliant
and highly intvellectual Eriticher named Gregory Bateson,
Through photorraphe and other visual material, Bateson pointed
out than eny American soldier who held his hand higher than the
head of a Balinese was more than likely to be stueck in the rids
with a long knife. The other praectical guides to survival in
the South Pacific were toc complicated for me to follow, invol=-

ving all sorts of exotic taboos, not easily understood by the

wWestern mind. But I liked Bateson very much)and it was & pleas-

ure to work with him, whether or not I always followed the gym-

" nastics of his suver-intellectual mind. And finally, John I,H,
Baur, now director of the Whitney Museum of American Art, joined
me in judging a competition among artists in the Armed Services.
An exhibition of the winnere was held in New York and elsewhere,
the quality was in no way distinguished except for some drawings
by Henry Varnum Poor'e daughter, Anne, then in the WAACB or WAVES,
I forget which, But it wae a pleasure travelins around to the
various Army camps with Jacx Baur, long one of my favorite

people in the art world.

In retrospect, I think that my greatest difficulty in trying
to run the Armed bervices Program was thet I was frequently be-
ing asked to direct exhibitions of work by artists whose comnec=
tion with the war effort was nil, I'll talk ebout these exhibdi-

tione at more length later: they included a larve retrospective
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Pechelitchew show in the fall of 19423 an exhibition entitled

Romantic Painting in America which I did in 1944 in collabora-

tion with a cherished collearue, Dorothy C. Miller; the Museur's

15th Anniversary >xhibition, Art in Procress, for which Dorothy

did the Arerican section, I the Europeanj & retrospective exhib-
ition of the worke of Georges Rouault from April 4-June 3, 1945,

which I directed.

I think the yeasrs 1942-45 were the most exhausting I've sver
experienced., I know I could never have gotten throush them with-
out the efficient and amiable help of a pretty and cheerful sec-—’

retary, Mimi Catlin, now Mrs. Mortimer Levitt. She was a jewel

_of the unality)and I miss her bitterly to this day,
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It's impossible for me to think back on the exeiting
afternoons at Peggy Guggenheim's "Art of this Century" Gallery
without remembering another artist with whom I served on Pegry's
adrmission juries. This artist was Piet Mondrian, who had left
his native Holland for Paris before world War II and, when
Paris was threatened ¥y the Luftuaffef*gone on to London, then
to New York where he 11ved£§hen I knei;hié]in a small apartment

on the top floor of a brownstone at 15 Fast 59th Street.

I had first begun to take Mondrian's art seriously in the
early 19308, when Chick Austin came back from Paris with one of
‘the Dutch painter's pictures which he'd bought for the Wadsworth
Atheneum, I think Chick was as startled by his purchase as I
was, since neither of us at that point was especially interested

in mn-objective painting. But Chick had been impressed by his

—

visit to Mondrian's Paris studio Mkept say-

ing, "It was all very solemn ard completely believable.. There's
something there the other abstract painters haven't got". He
added: "God knows what our Art Committee E}s the Atheneum's

agquisitions committee was then calleé] will say", For once

this wes a rather idle remark on Chick's part, f£er both of us

knew what the elder members of the committee would aaqalnd they
aid so, with a vengeance, It was then, or soon afterwards, that
the ecommittee decided to allocate a few thousand dollars a year

to Chick and to me to buy anything on the art market we wanted
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80 long as the other members didn't have to look at our pur-
chases. 1 can't remember precisely what we bought, though I
know there were pictures by Max Ernst, Yves Tenguy and Tcheli-
chew in the lot. I do remember that we both spent the money
very quickly, before our elders had a chance to repent their
folly. 1 alsc think that by giving us identical but separate
funds to spend, they thought they could drive a wedge betveen
Chick's taete and mine. If this was their stratagem, it was
doomed toéﬁnﬁuﬂé;failure. as either of us could have told them

a long time before,

It must be, however, that I d4id have some lingering reserva-—
tions about Mondrian's importance., I know that when I attended
one of my first meetings of the Museum of Fodern Art's Acquisi-
tions Coumittee in 19451‘Alfred Barr presented a Mondrian pain-
ting for the committee's approvel, I remember blurting out
that the picture seemed "too antiseptie". There are few words
I've uttered before or since which I regret more deeply or have

thought more completely misplaced.

A year or so later 1 clambered up the endless stairs to Mon-
drian's arartment on Fast 59th Street, The apartment was very
small, consisting of a living-room-studio, a bedroom, a bath

and a kitchenette, There was almost no furniture and nearly

all of it had been made by the artist himself out of orange-

orates and other Jabeandoned materials, But the main wall in the

living-room told an unforgettable story; On it were stuck
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little cardboard squares and rectangles, painted in primary
colors - black, white, red, blue and yellow., The cardboard
pieces had clearly been -oved about a great deal, though some-
times only @ fraction of an inch, while Mondrian made up his
mind slowly what the forms' eventual dis-osition on a painted
canvag would be, ihe process of choice and plaeing suddenly

seemed to me like alchemy of an intensely personal and commit-

v
ted kind. Rightly or wrongly I came to believe, and I've be-

lieved ever since, that Mondrian's vision had a metaphysical

&8s well as a formal basis. I realize, of course, that alchemy
is an easy subject to romanticize. Nevertheless, I b;iii:;:
that what made lMondrian's art superior to thet of his colleagues
and successors is the,ﬁw]phi‘losophical(goﬁ.vul‘sion)this art
masks Bo completely. I think Mondrian had the kind of transcen-
dentel persuasion which Edna St, Vincent Millay tried to expreess

in her famous poem: "Euclid slone has looked on Beauty bare,"

+§8—n—perﬂﬂnti~llft'ég I got to kmow Mondrian best as we sat

together on Peggy Guggenheim's adnission juries for her gallery.
Mondrian was not an ironic man, as Marcel Duchamp was to the
core of his being, and his preferences as & juror were fairly
eagy to predict. He shifted uneasily in his chair whenever
paintings by people who were openly or indirectly his disciples
were shown. He liked very much the abstract-expressionist
works of men like the then-young Jackson Pollock, I don't

think for & moment that pretense of any kind was involved in
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his choices and I often wondered whether somewhere in his tem-
perament there was a duality of emotion, though God knows it
never surfaced in his mature art, 4And I'm forever puzzled by
the faet that while the two greatest painters modern Holland
has produced are almost certainly van Gogh and Mondrian, the
one was psychotically savage, the other cool and restrained. O
It may be that we can find equivalent extremes of emotional
polarity in earlier Dutch artists such as Geertgen tot Sint
Jane and Jerome bosch: the first a master of formal juxtaposi-
tions of form; the second the inventor of a ruthless demonology.
I should add thet this is not the time or place, nor am I in
any sense qualified, to probe the depths of Dutch artists' con-
hoiou*aen) or @oﬂfésubconscious longings. Nevertheless, their
bland, supposedly placid temper has a rough as well as an even
gide which it would take a very great art historiean like the
late Erwin Panofsky to clarify.

Mondrian died in February, 1944, in his 59th Street apart-
ment. He died needlessly, as we all thought, since if he had
called for help the doctors might have cured the influenza which
turned into pneumonia and killed him, alone in his flat, In
thet year I was Director of the Painting and Seulpture Depart-
ment at the Museum of Modern Art and it became my sad duty to
ask Jim Sweeney, liarry Holzmann and other closer friends of
Mondrian to my office to make funeral arrangements. We all

thought the Museum's prestige would be of help in alerting the
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Fhak

Duteh Embassy's steff to the fac% their leading contemporary

f—m.: .

painter had Just died and that some gesture should be made to
8how that the Embasay was aware of Ee—fant, As I remember it,
I had a long and increasingly angry phone conversation before 2
was connected with an official who claimed to know how import-
ant Mondrian had been as a key figure in the evolution of con-
temporary design, whether in art, architecture, typography or

other kinds of visual expression.

4t last one of the top mer at the Duteh Lmbassy came to the
phone, assured me'fhat he knew all abtout Mondrian and promised
to pay tribute et the latter's funeral, He kept his word, and
I wieh only that he had kept his silence. He seemed tc have
Mondrian confused with an academic marine painter by the same or
corparable name, and what he said had little to do with Piet Mon=
drian's extraordinary achievement, I remember that Jim Sweengy,
Alfred Barr and I walked away from the funeral services disgrunt-

led but at least relieved that the death of a major figure in
the long, distinguished history of Dutech art had sttracted

offical notice, however misplaced,
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COLUFN IN THL SATURDAY RGVIEW, 1047-57
A

Cne evering ir ;34€)I was sitting in the apartment of two

of my favorite friends, Johr Mason Erown and his charming
wife, Cassie, Luddenly John turned to me)and asked me whether

I'd 1ike to éo 2 column on art f£or the Saturday Heview, the

magazine of whic’ "o was one of the rost influential editors. I
eaid 1'd like tc try, dbut thet I couldn't possibly turn out a
colurn each week, since 1 wae still -~cting se echeirman of the
Fuseun of Moderr arit's Paintin- and Sculpture Devartment and
very much involved with other c%ores for that Museur, John
told me that he would discuss the matter with the Seturday
Review's editor in chief, llorman Cousins, but that he was sure
I could work et ny own pace, the mamazine bein~ eager to cover
fields other than litersture and rusie, He nromised ne a free
hand in choosing the artists I felt like writing abouﬁ)and he

and hormen Cousins srtuck to thie agreement during the eleven

years I worked for tlem,

There were oniy two drawbacks to my new job., The Seturday
Review in those days wae printed on soft stock, so that I
usuaily had to work without accorpanyinz illuctrations or with
rather fugzy ones. I got used to this limitation fairly quickl;
but the second drawback took me much longer to overcome. The

proof reacers on the magazine etaff were primarily +iterary
people and the correct spellinc of artists' names eluded them.

)

I remember, for example, that every time I mentioned the late
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PPaul Klee, ais name came out in the 3R as "Paul Keel," a eir=-
cunstance which made me feel more then a little silly in that
I'd just written for Curt Valentin an entire book on Klee's
prints (the book waeg laster repudblished by the Museum of Fodern
Art axd I was ready with a large bhomt to destroy the Museum's
building if Klee's neme was even once transpoced into a boet-

builder's word for the bottom of a ship. It wasn't naturally.)

/

Once I got used tc the column's fixed length, I enﬁbyod

writing it}and I was greatly cheered by the approval of the dean

of the Armerican art world, the late Paul Tachs, who most kindly
wrote a foreword for the collected pieces when the University

. of Uklahoma Press published them in 1957 in a book called
Fodern Art and the New Past. I'd chosen the title to point up

the immense re-evaluation of previous artiste which our century's

atteinments in painting and sculpture had brought about,

I hope the openins chapter in ry Oklahcoma University Press

book of my pleces for the Saturday Review will make my meaning

obvioue. 4 wrote: "Whatever may be posterity's verdict on the
art created during the first half of our century, thers can be no
doubt that the period has been extraordinarily rich in reeporais-
al of the artistic achieverents of the past, Our score in thie
regard is staggering., When one considers the vest amount of
meterial now considered to be of esthetic, as well as ethnogra-
phic, value (the tribal sculpture of Africa and the South Pacifie,

for instence), when one remembers how many painters are today
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given top rank instead of their once neglipible place, then it
becomes clear that the twentieth century has effected a profound
and successful revolution in waye of seeinr. Indeed, one of
the reasons why some pecple find nodern art dif‘ficult) is that
they arply te it staendards of taste which in many ceses art
historians, no less than living artists, have drastically re-
vised. And the truth is that hictorians and practising artiste

are usually allies, if somewhat unaware, in a common quest."

I wert on to mention what still seems to me the most glaring
error in earlier art-h¥storical research. I'm referring to the
fact that Georges de la Tour of Lorraine was for so léng confused
‘with a minor and rather slick predecaasd§ of the previous century,
Quentin de la Tour. It's hard to understand how the mistake
could have been made, since the two artists' styles have almoat
nothing in common. Today Georges de 1- Tour ranks with Poussin

and Claude as one of the three piante of French 17th century art,

whereas Quentin's place in Rococo painting mg more flimsy

esch year, Perhaps it took the advent of eubism to make us
understand how important and oripinal Georges de la Tour's
angular elisions were, Nevertheless, an art hietorian made the
discovery first, This man wés Herman Voes, a German whose
brilliant deduction about Georges de la Tour was spoiled by the
fact that he later became one cf the principal agente in Hitler's

seizgure and occasional purchase of capital works of art.

An almost equivalent blunder on the part of earlier art
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historians was thaet they relegated Gruenwald to a seecndary
place in German art for e very lone time. In this ecase, how-
ever, noderr artists and critics saw Gruenwald's virtues almost
simultaneously., The way the former did 3o should be a leseon to
those who put all their faith in the volumes of scholars, A

boosx of plates of Gruenwald's altarpiece at Colmar appeared in

8 bookshop window on the boulevard &t, Germaiﬁjand suddenly e

nurber of artists from Picesco down to the then-young Matte were
afire with an enthusiasm which hasn't yet died down. I think
that Albrecht Direr will never apain stand alone at the peak

of his period's art in Germany, Now he must share the honors
with Gruenwald, the one a magnificent colorist, as the
was a great draftsran, This fact convinces me that an 1n33111-
gent artist can contribute quite as much to art's changing

stream as the most eminent compiler of encyelopedias. In our
tim?JPicaaso has spread Gruenweld's fame quite as widely as Erwin

“anofsky has spread that of Durer by his superb monograph,

The remainder of the Uklahome University Press' ocollection
of my Saturday Review articles dealt with 19th and 20th century
artists whom I particularly admired, including several photo-
graphers, None of the articles was about artists I didn't like
because, as I once explained to Geoffrey Hellman of the New
Yorker, art criticism for me has always been an art of affeo-
tion. I understand, of course, that someone must help the

public separate good art from bad, But this is a task which has
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never interested me in the slightecst, my theory teing that
talented painters and sculptors need praise far more than bad
artiste need blame. Perhaps tuie is defaultines on the eritic's
tasic responsitility. If so, I plead ruilty., I probably
wouldrn't feel the same way if I were writing etout the perforringz
arts, where people need puildance tefore spendins their money
for tickets. Eut painting ané sculpture are a more private
matter,and I think people s:ould make up their own minde vwhet
is or isn't worth their attention. We've all made fun of the
0ld statement about art - "I now wret 1 1ike." I'm not sure
it's as idle a phrase as "I like what soreone tells me to like."
And 1 don't think the latter is often a lastine experience,
There ig, after all, no way to learn one'e true emotione about
art except by staring at it constantly until “iss Gertrude Stein's
bell rings in the presence of genius. CeowHll opet==gErsonEl—
T s Ea—- - —

Once in & while I now pick up a copy of Modern Art and the

New Past and look at & few pages warily, as critics often do
when confronted with an artiele written long ago. Many of the

pieces I'd like to re-write. Eut I don't think I would change

o
much the pleces on Ingrec smé on Alfred Iruyas, the extraordinary
A

man who was the patron of artists as different in temperament
and apyproach as Delacroix and Courbet, Bruyas' superdb collec-
tion is now in the Fsbre Myseum at Montellier. The collection

i at last attracting pudblic attention, though for years it




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY ITS VIILA.2

=6

was empty of visi:ors}an@ ne catalogs or photosraphs were avail-
sble in the Fabre lfuseum iiself. During that lons time, how=
ever, two Courbet paintings which M. Bruyas had bourht from the
artiet helped keep the collection's fame from total ocbscurity.,
Tre first was called The bathers)aﬂé its nude ladies were so

3]

marnoth that they inspired the Lmpress Euganie to inquire if one
of Courbet's bathers was another fiercherohn

e, like the ones she
hed just seen in one of Hosa Eonheur's pletures of horses.f\The

smprecs approved enough to make her forego a wifely blush, The

second Sruyas Courbet is the farous Bonjour M. Courbet which

shows the artist being met on the road outside Montpellier by

Bruyas and a servant, This is surely one of the masterworks of

'the entire 19tn century)and its uncanny luminosity dominated.

the exhibition in Paris '0f the preatest works of thet century in

France wnich the authorities in Paris had been able to assemble

in 19 .

I'm glad I had sense enough to write in my column articles
of appreciation of Francis Bacon, Ealthus and Giacometti who seen
to me more ané more secure as the giants of the generation which
followed that of Picaeso and Matisse. I would gansble on them
and on ¥iro to hold their exalted place as the stars of their
period in art, a period which began around 192C for ¥irc end
Giascometti, slightly later for the much younger Francis Bacom
I would gamble, that is, if gambling were not a sin of which I

have a deep horror, not inherited that I ¥now of, but anyway
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deeply rooted. 1 don't know why this is so)though I know it
applied to gambling for money rather than on works of art, on

almost none of whieh I've ever made cash mains.

Prom the very beginning I wanted to write in my column for

the Baturday Keview occasionsl pieces about photojraphers.

liovever outetanding they are, photorraphers are usually written
about in journels for other photographerse or in infrequent
nuseum monographs, Since the Museum of Moderr Art had insisted
since it opened in 1929 that photography was & valid art medium,
I became more ard more intercsted in writing about the subject.
The Director of Muceum's Bepartment of Photorraphy was FReaumont
- Newhall, whose scholarship and high standards of taste were in-
spirational, I worked with Beauront on his photorraphy Commit-
tee from the day I joined the staff, After he went off to the
war I worked with ris wife, Nancy, whose large extidbition of Paul
Strand's photorrephs remains to this day the finest one-men ex-

hibition of a photographer's work I've ever seen, I wrote about
it for the §sturd§1 Review.

I'd long been interested in photograph¥'s possibilities and
as early as 1933, through Lincoln Kirstein's pood offices, 1 was
able to take private technical instruction from Walker Evans,

whose importance becomes larger every year. Walker was a per-

fectionist to the core)and I always wonder how he escaped inean-

ity when he and I were workine together developing meratives in

a dark-room I had in my Farminrton garage. Walker then made
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larpe contact prints)anﬁ the least spec~ of dust on a negative

would drive him to distrectior. I, on the other hand, persisted
in smoking cigarettes ané dropring ashes all over the place. The
expression on tvans' face was forridable to behold wher I did so.
Eut effer 2 while he gave up the struegle to reform me, we have
rerained friends all these years, ané together we made some good
prints, all from negatives Walker had masde during the day, with me
peering over his shoulder to learn "ow his precess of selecting

evoly ed
and placing imcres, (I never dié learn, and now I know that no one

can teach anyone ::w to be a great photosrapher, just as no one °
can teech another hcw to be a great painter), I've never ceased
_being interested in Walker EZvens' work)and naturally I wrote

about it for the Saturday Review, tooc, And quite as naturally I
wrote about Alfred Btieflitz, the dean of mocdern Arerican photo=-
graphers, whose brilliant example can't be left out of any die-
cussion of piotography as a serious medium, I include European as
well as American photographers in this statement, since Stieglitz
was an international figure in his difficult and e¢till much-un-
derrated art. ilis lessons to those who followed in his wake

were too numerous and varied to enumerate here. Perhaps it's enouRh
to say he was a master in a medium which has produced surprising-
1y few giante in its relatively brief existence, though exception-
ally gifted photographers of our own and the previous century

are being discovered st frequent intervals, thanke to people

l1ike beaumont and Kancy Newhall and the present Director of the
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Museum of Modern Art's Photography lepartment, John Szarkowski,
There are other suthorities in the field, of course, but I

haven't been able to keep track of them or their work.

There ig one edmirable modern photorrapher whom I'd like

tc mention ané whom I also wrote about in the Saturdey Review.

This is the Frenchman, ienri Cartier-fresson, whose many albums

f his prints have made him famous lons since., iis first one-
man show in New York wes held in 1933 at Julien Llevy's galler?)and
1 remember vividly the excitement meny of us felt at the time.
Unlike his elders, especially Stieglitz and Paul Strend, Cartier—
bresson was indifferent to the problem of enriching photography's
technique, He was, to put it bluntly, & wretched technician, mak=
ing poor enlargermente from amall Leica negatives., He seemed in-
tent only on recording scenes which caught his gifted, unortho-
dox eye. In recent years his printe have become much better in
quality, I'm told becamse he mo longer bothers to develop or
print his pictures but turns his negatives over to experts. In

o
a Saturday Review piece on his work I wrote of him: "Walking the

streets with a tiny Leica camera, he learned to e¢lick the shutter

with phenomenally acute timing, when scenes which interested him
reached their psychological climax...Thus if he photographed a
child running along a wall ir a game of pelota, he did not release
the siutter at the instant of moet zracious balance, but at the
precise second when the ehild's straining effort and imaginative

effort were so intense as to have an uncanny emotive power..."
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I went cn to compare Cartier-Bresson's interest in asymmetrie

patterns tc those of Nemas, obviously inspired by Jepanese
srints, Certier-bresson corrected me sternly the naxt time I

met him in the Museum of Modern Art. "Deres doesn't interest

me ot 2l1," he said. "It's Foussin whom I adore and study.” I
chalked the conversation up tc one more lesson in first-hand art
history, though I'm not sure I believe its warring even now. For
Youcsin was a master of classicel cormposition, whereas Cartier®
Breeson's imapges abound ir wry distortiocns aré a eryptic defience

of what is generelly accepted as plastic order.

After eleven years of writing the column, I thought it time
for someone else to take over, I'd written all the short pleces
1 felt a compulsion to write and I thought the Saturday Review
needed a new viewpoint., I nevertheless felt a pang at leaving
the job end 1 have only the rindest feelings for Jaek Cominsky,
the publisher, Amy Lovemen who was gracious to me)and naturally
for John Fason Brown, a dear friend and one of the wittiest men
I've ever known.' All these people have passed on, alas,. I
think the world should mourn them ally I know that I do still.

Normen Cousins, the editor, 1 need not mourn, thank God, since

he is wéry much alive and flourishing/and go is the magazine he 311)|

edits st4dd with flair and sensitivity-
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I'd never met Constantin Trancusi on my many visits to Paris before
world \War II, but after tlie war I went to see him in his studio on

the Impasse Fonsin every time I got to the I'rench capitol##. In good
part this was because the Museum of Modern Art, like every leading
museum in the world, was eager to have a retrospective Erancusi show.
Prancusi had seecmed the finest sculptor of the post-Fodin generation

to most professionals in the art world. Fe had, that is if one excepts
Maillol, his elder by fifteen years, as belonging among the impressionist
rather than the '"moderns." There was an intense rivalry among American
museun directopfin particular to see who could persuade Erancusi to

have a show first. As things turned out, James Johnson Zweeney, then
Director of the Cugsenheim liuseum in New York, won thes race and held

a large and impressive Brancusi exhibition in 1955, It must have taken
a lot of doing, since Prancusi was notoriously reluetant to part with
his sculptures for any length of time and indeed puttered even with his
.early works to the very end of his life,

The Impasse “onsin was as its name implies a sho®t alleyway off

tlie Tue de Vaugirard on *he Left Dank, One ntered Brancusi's studio

by passing through a small courtygard strewn with fragments of sculpture,
most of them abandoned by Brancusi himself, a few relics# of sculp :
from earlier times. Brancusi always opened the studio doorr—_— fkt%vrqﬁ

and stood in the doo ay, half suSplcloun half deligh ,and dressed in wﬂ
white from head to foot, with an absur y small hat perched on kis

head. And then, when ;é\iiéognlzed ie visitor as a friend, he would
break into a maniacal lit¥le jig, waving his arms and saying "come in,
come in." Then he would say, \"* ow what you're here for. Yes, I

would like to come to Amerlca. “ﬁ% only if I can travel like King TFarouk,
with concubines, servante anc ic and many staterooms., Otherwise I
won't come. But sit dnwn ano ‘we will have something to eat and drink.
You must be tired standlng ny NAs fb; me," he added fiercely, "I never
get tired., I haven't time /toc get tiréd " He thereupon danced another
little jig, disappeared fér a moment and came back with some c okies

and a bottle of very dark liquid. I ate ong of the cockies but looked

at the drink Erancusi_f%ured for several minuted before I dared take

a sip. I Imew that Prancusi "cooked” his owﬁ{brandy over a stove in his
-studio., I also knew that its strength was lethal and that a few weeks
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to visitors and stood in the doorway, half suspicioupf half

. ed : .
dellghﬁ, and dressed in white from head to foot, with an

absurdly small hat perched on his head. And then, when he
recognized the visitor as a friend, he would break into a
maniacal little jig, waving his arms and saying "come in,
come in." Then he would say, "I know what you're here for.
Yes, I would like to come to America. But only if I can
travel like King Farouk, with concubines, servants and music
and many staterooms. Otherwise I won't come. But sit down
and we will have something to eat and drink. You must be
tired standing." "As for me," he added fiercely, "I never
get tired. I haven't time to get tired." He thereupon
danced another little jig, disappeared for a moment and came
back with some cookies and a bottle of very dark liquid. I
ate one of the cookies but looked at the drink Brancusi
poured for several minutes before I dared take a sip. I
knew that Brancusi "cooked" his own brandy over a stove in
his studio. I also knew that its strength was lethal.and
fEre hfew weeks before Brancusi had drunk too much of it,
fallen helplesslf into a gutter and been carried home by
friends who happened to pass by.

I'm afraid Brancusi was in no mood to discuss an

American exhibition of his life work the next to last time

I saw him. He had recently been approached by a young
American woman who wanted to write a monograph about him.

He was obviously shaken by the experience. “Can you imagine

a virgin from the New World writing about me?" he asked
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incredulously. I happened to know the lady in question but
I saw it was useless to assure him that her chastity was not
quite as complete as he seemed to think. Nothing could calm
him at the moment. "She even wanted to take away with her
all the photographs of my work which I've taken myself, since
all other photographers are hopeless liars and distort
everything." Then, to my astonishment, he added, “"But I'll
get all my photographs together for you to look at when you
come back from your trip."

The trip he referred to was one to Italy I had planned.
But the prospect of borrowing Brancusi's own photographs of
his work as a basis for a Museum of Modern Art album was too
exciting to postpone. Instead of going to Italy I hung
around Paris and in a week or so made another appointment to
see Brancusi. He had kept his word and assembled a deep pile
of his photographs in chronological order. I knew they would
constitute an extremely important document in that the dates

of Brancusi's many versions of a given subject are often

nearly impossible to determine exactly. Brancusi saw that I

was pleased and, since we were friends, hurried on to dis-
jllusion me. "Of course I can't lend you the photographs
even for a short time. I need them here to keep track of my
progress. You see there is still so much to finish. I have
no time for anything but work. And since the photographs,
too, are my own, they help me decide what remains to be done
or done over again." I said I understood and despite my

disappointment, I really did. Indeed no one could watch
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Brancusi pull the protective cloths from his highly polished
bronzes without realizing how profound an awe of the creative
process had gone into their making. He had created a world
entirely his own, its opposite boundaries marked by pristine
shapes in marble or stone and rough-hewn columns in woed. It
was the only world in which he could breathe and nothing must
be allowed to disturb it.

Brancusi's loathing of other people's photographs of
his work was equaled by his dislike of pedestals made by
anyone but himself. Some twenty or more years before he had
had a one-man exhibition at Joseph Brummer's gallery in New
York. 1I'd seen that show and thought it handsomely installed,
as Brummer's exhbitions usually were. But Brancusi was still

- fuming because one of the plates in the catalog showed one
of his sculptures placed . on - a simple, low plinth. "Brummer
was an exceptional man," Brancusi told me, "but he should
have known better than to change the heigth of -a work of
mine even by an inch." I remembered his strong feelings on
the subject when ;n 1955 Jim Sweeney was holding his retro-
spective Brancusi exhibition at the Guggenheim Museum and
told me that the artist had repeated over and over again,
"no pedestals or no show." 2As a result no pedestals except
‘those made by Brancusi himself were used in the fine
Guggenheim show.

Brancusi's temperament as an artist had two boundaries.

For convenience they might be called North and South. His

pieces in carved wood were as aggressive as the North Sea
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in a gale; his stone and metal pieces were as pristine and
calm as a becalmed Meditteranean harbor. Of the word§ in the
latter category he talked most about a small piece in polished
stone. "This," he said, "is a portrait of a woman so vain
that she took a mirror with her even to dinner parties. Her
head is bent to catch her reflection as she eats." The thought
seemed to delight him and he began again to dance one of his
inexplicable little jigs. He ended up standing beside one of
four versions in wood of one of his most famous projects -
the Endless Column. The tallest of these columns is in metal
and stands ninety-eight feet high in the Rumanian town of
 Targujiu, near Brancusi's birthplace. But even the smallest
of the "endless columns" is a tour de force of ingenious
balance which an engineer like Buckminster Fuller might well
envy. They look as thgpgh they might topple and they never
do; they are as strong and immovable as the version Brancusi
once carved from a live poplar on the estate of a friend.

They are rooted not only in a non-existent earth but in a

profound philosophical conviction which nothing can sway.

"You see," Brancusi said by way of explanation, "even the
Pyramids end somehwere In a point. My columns need not end
anywhere but can go on and on." He amplified this point in

a statement to Time magazine some years ago: "I think a true
form ought to suggest infinity. The surfaces ought to look

as though they went on forever, as though they proceeded out

from the mass into some perfect and complete existence."

This is precisely what one imagined them doing as one stared
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upward at the columns in Brancusi's studio on the Impasse
Ronsin.

However much I admired the endless columns, I think the
strongest impression I had on my last visit to his studio was
the incredibly subtle variety Brancusi was able to give his
few preferred subjects - the egg, the bird, the fish, the
human head. I realized that this variety had little to do
with the basic material he used, whether marble, polished
bronze or wood. It was managed by nearly invisible shifts
in emphasis on a given form, by changes in scale which many
could see but also by alterations of contour and balance
which even an expert would find hard to trace or define. I
came to the conclusion in the end that Brancusi was one of
the last of the true mystics, a fact which his worldliness
and rough humor did thejr best to conceal. More than any
artist I've ever known he had an inner life immune to
penetration by the outer world. Now he is dead. But he is

alive in his sculpture to a degree beyond the reach of

esthetic awareness. I think if I could have only one work

of art to live with to comfort my declining years, I would
choose his large marble Fish which belongs to the Museum of

Modern Art but which swims free in its own otherworldly

light.
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TwO ¥RENCH-AMERICANS

In 1948, after living in this country for nine years {
Even Yhough he loct pren hepp’y

Yves Tanguy became an American citizen. Zt had been an anguished
faiing s A YEALL < CRNINLLE e i

decision for him to make, since he wag 8 Fronchman to the core

of his being, He had been born in 1900 in the heart of Paris,

at his family's apartment on the Place de la Concorde, near the
Ministry of the Marine in which his father was an administrative
official, The lifelong inspiration of his career as an artist
had been absorbed during childhood vacations on the Brittany
Coast, where he had been equelly fascinated by the menhirs and
dolmens standing ancient and silent on the fields and by the
stones tumbling helplessly on the shore. Herad—besm NEPDY

)hut His incredibly steadfast

style as a painter hed been formed before he left France in 1939,
He was then too old for active military service and indeed had
been roleﬁnod from army training in youth because, like Charlie
Chaplin inMaguortal film, The Gold Rueh, he had persisted in
the unmilitary habit of eating his socks.

Unlike surrealism'e o:::i:f:l André Breton, Tanguy had no

prejudice against the Ame ople or the language they spoke.
whereas Breton, during his wartime years in KNew Iorkjinsintod
that no member of his group speak English, which he described

as a vulgar and inaccurate tongue, Tanguy made an effort to con=-
verse with his neighbors in Woodbury, Connesticut, where he and

his beautiful American wife, the painter, Kay Sage, had bought
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@ emall house in the village and, later on, a larger one on a
farm four or five miles north of the town. I puzzlg to this
day, as to how the Tanguys found the farm, which obviously had
been hand-made for them., Behind the houae)n hillside rose with
ambiguous abruptness, just as space rises in many of Tanguy's
paintings. One never knew really at which precise point the
earth stopped and the sky began; one can never be sure in look=~
ing at many of Yves' pictures whether certain objects float 4n

the sky or have come to rest on the ground,

Yves was fond of shooting small game on the mysterious hill-
side behind the house and in his living room kept highly polished-
rifles with telescopic sights in a rack on the wall, He took
the guns often to a gunsmith neighbor for the most precise
possible adjustments. After his tragie death,.the guns remained
in the rack?and I suppose Pierre Matisse and I, perhaps his clos-
est friends in America, couldn't help looking concerned, knowing
that after his Meath, Kay Sage Tanguy had unsuccessfully attemp-
ted suicide smee with sleeping pills, Kay always caught us
looking at the guﬁs, no matter how stealthy we thought we had
been, and once she said angrily, "I know what you're thinking
and 1 have no intention of using those guns on myself. Bo stop
staring at them." Bhe was trué to her word, ae always, But as
the monthe ran on and her lonelinees got worse, she wrote pre-

cise notes to a few of us, put her house in its usual immaculate

ordor)lnd went upstairs to kill herself with a small, pearl-
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handled revolver no one of us knew she had.

1 describe Tanguy's death as "tragic" because a year or so
before his death of a brain hemorrhege, he had gone to get re-
lief from the stomach ulcers from which, he said, he had suffer-
ed since youth. His tests all came out negative, including
those for ulcers. Wwhen I got the good news from Kay languy, I
phoned Yves at once in the Boston Hospital to say how glad we
all were. His reply was typical. "But this ie terrible," he
said. "Now I am only a malade imaginajre, What ig there to
live for?" Gradually he recovered from the shock of good health .
and then, as if in anger at fortune's caprice, his eyes suddenly
blurred)and he died on the way to the Waterbury Hospital., His
ashes were later intermingled with those of his wife and
scattered on the waves off the Brittany coast, as both the Tan-

guye had requested,

In 1948, as I've said, Yves had become an American citisen,
He had done eo chiefly, I think, because Kay wanted him to,
She had been born and raised in Albany, New York, where her
father was a State Senator and a man of considerable prominence.
But Kay herself had spent most of her adult 1ife in Europe,
having been married very young to a most elegant man, Prince
‘Ranieri San Faustino, Kay always told me that she had fallen
in love with her first husband because he played the piano eo
beautiifully, I tend to think this was true, becauge once

‘huﬂnicri played the piano for us at my house inlltrmfpgion and

ﬂ@zcﬂqaufsa>=
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Kay cried -sef&dw and then abruptly was angry at everyone, es-—
pPecially Prince Ranieri San Faustino,

Anyway, the process of becoming an American citizen was
rather complicated then (even for a Frenchman), It was arranged
that I should meet the two Teanguye at the Immigration Office in
Waterbury at the unreasonable hour of 8:30 A.M, and be a witness
as ;o Tanguy's general fitness for citizenship and his long
residence in this country. All of us arrived promptly, only to
be told by the mathar morose official in charge that we were in

the wrong office and should have been in Hartford.

I thought Yves would slump to the floor then and there. H-~
had been up all night studying the Constitution, the Bill of
'Rightl. and other key doqnnenta of American History on which he
knew he would be questioned, He looked extremely haggard, and
as we walked sadly out the door, he sighed and said, "Eh bien,
c'est fini."

I drove back to Flrningtohjund kept thinking all the way
home that never again would Yves be able to memorize the documents
he was supposed to know by heart. Baeck in Ahouse. I decided
in despair that I'd phone my lawyer and lifelong friend, Arthur
Shipman, to find out whether Yves could appear at the Hartford
Immigration Office soon, before he forgot all he had memorized
with such diffioulty- "By "soon", of eourse, I meant a week or
two, but to my astonishment and relief, Arthur said, "See if
you can get the Tanguys up here by late this afternoog, not
later then 4 P.M)" Yves and Kay arrived in an hour, having
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driven up on two wheels, with Yves s% white as a gheet and Kay

exuding confidence,

The first questions Yves was asked had 1o do with a phyaical
description of himself, “wWhat color ig your hair?" the official
asked. "Blue" Tanguy replied confidently, thinking he'd been
asked the color of his eyes. "How tall are you?” was the next
question, and Yves, to whon the relationship between metres and
jnches remained a dubicus mystery, replied in a low voice, “Nine
feot apppoxinately." T think it was the use of the adverb
“approximately" which won the day, for suddenly the official
tu;ned to me with a grin and said, "I think your friend will
make a very good citizen, I'll O.K. the papers right away.," So
off we went to my Farmington house)where friends had gathered)
and all of us except kay, who had to drive home, got gloriously

tipsy and forgot about supper until a late hour,

In 1955 the metamorphosis of Marcel Duchamp from Frenchman
into American «“as & mueh less harrowing amalter, Marcel had
spent peveral years in New York during World War I, knew knglish
perfectly)and was in any case thoroughly imperturbable and
worldly-wise., <This time the American witnesses were Alfred
Barr and myself, the official's questions were answered quickly
and accurately by Duchamp, & man of wuch enigmatic calm that he
could have survived the JPanis&\Inquisition without batting an
eye, I remenher that Alfred, Mercel, ~is American wife, Teeny,

and I had to wait a very long time in the Imaigration Office's
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bvaxre and gloomy quarters pefore our turn came. And then it was
over as quickly as if Marcel had bought decsert in an automaf)
and we all walked away)jabbering ag if nothing of importance
had hapoened, The transfer of national allegiance caen have
peant little to parcel, who had been & citizen of the world for
forty years or more and to whom nationality was an accident

rather than & religlone

Even 80, 1 often wonder whether the Tenigration officials
aidn't know that in dealing with Marcel, they vere dealing with
a man of extraordinary phlloaophical profundity. Until the
last years of his 1ire)he 1ived in & state of semi-poverty and
ip New York during world War II gupported himself wmainly by
a511ing copias of & handaomely-mada valige whieh contained
written and 111ustrated documents lesding up o the craaﬁion of
hig nasterwority The Fride gtripped Nude by her Bachelors Vel

This very large and heavy work hed beel ainted on zlass. The

/zl El/_\fh e .ﬂ.f,/‘f\
glase had been cracked years ago while i%:§Leas&tﬂha-t ‘e Brook=

19 2L)

1yn Fuseuls Haréel never wavered in his conviction that the re=
sultant cracka had greatly ecbellished the panel as & work of
art. Hevertheleaa. 1 was ghasing with nexrves when 1 borrowed
The Big Gless, 88 it is conmonly called, for the Museum of
Modern Art's 15th Anniversary sxhivition, entitled Art in

Frogress, in 1944,

1 phoned Marcel ol the morning We were Lo move the plcture
jnto 1ts allotted place jn the Museun yalleries)and asked hin

if he could please come ogver and gupervise the {nstallation of
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his work. He came at once and sat calmly in a chair smoking
his pipg)while the excellent luseum workmen moved the plece
into place with dollies and slings. I remember that I was
dripping with sweat, thinking that the first accident might
have been helpful according to surrealist thinking, but that a
gecond one would be a disaster., As the slings lifted the Big
Giass off its dollies, 1 heard Marcel grunt quietly and 25
thought, "Ch My Geod, something's heppened." My eyes were
closed tight but I clutched Marcel's arm and managed to say
iyhet's the matter?” "Nothing," he answered firmly, "I thought
for a second it might drop on the workman's foolb. It's very
heavy you know, and might have broken his toes." All I could
say in reply, end I said it more loudly than I had before or

have done since, was "Jesus Christ, is that all?"

1 weited until The Big Glass was safely attached to the wall,
waved goodbye to Marcel and went dawn the street to the nearest
var., I knew the bartender ard he proaptly asked, "What's the
matter with you? You loo: as if you'd just been shot," I've
alwaye had a nervous system &s unreliable as Leon Errol's trick
kpee and it goes out from under me at unpredictable times, I
kepéjeract only by clutching the bar-railland managed to mutter
through cotton-dry lips, "I heve been gshot., But only with

blanks, thank God."
I had other memorable meetings with Duchamp, whom I admired
as one of the central figures in the development of modern art

and wWheR=L liked personally very much. I think my most vivid
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memories of him were of the days we were fellow=-jurore of
admiseion on the shows of younger artists held at Peggy Guggen-—
heim's "Art of Tuis Century" Gallery con ¥est 57th Btreet. As
usually happens on juries, the members sneaked glances at each
other to try to discover what their fellows were thinking, With
Marcel it was an uphill, if not impossible, subterfuge. To

this day I've no distinct impression as to Marcel's taste and
praferances) except that he tended to like pictures which were
crudely but convineingly executed - a fact that helps explain
his early championship of the American "primitive", Louis Eil-
shemius, Quite often while we were Judging, Marcel would whis-
per to me "ke must not be too harsh or dogmatic," I'm afraid
this advice had an opposite effect and made me sternly selective,
At least it wmust have done so, because the gallery manager,
Howard Putzel, once reproached Jim Sweeney and myself for having
reduced the size of Peggy's shows fto an eubarrassingly small
number of works, Thinking bacl on Fegpy's shows in New York, -
it seems to me rather a wonder that any paintings at all were
exhibited, for the jovial !lloward Putzel was a born assassin of
works of artjand his progress from the storeroom to the gnllery,
where we juroxs aat/was often accompanied Ly the sound of breakw
ing glass. Howard's heart was definitely in the right placey

I can't make the same claim for his hands and feet.

4z I think back on those exciting occasicns at Peggy Guggen=

heim's Gallery, I realize more and wore how mgch she did for
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the so-called "abstract-expressionist”" generation of American
painters, especially Jackson Pollock, wiom she kept alive and.
who once pailnted an entire wall in the foyer of her apartment
when he was drunk but nevertheless knew precisely what he was
doing and how it should be done, And I think that somehow and
quite mysteriously, liarcel Duchamp was one of the central
forces behind the extraordinary uprising of Americen painting
during the 1940's end 1950's, ie was, in fact, an gminence
grise but kindly and fertile, rather than viclous,

Despite the casual and sometimes almost threadbare way in
which he dressed, Marcel Duchamp was, I think, perhaps the last
of the truly oreative dandies. His conversation, no less than
the titles of some of his pictures, was often interspersed
with cryptic metaphors and puns, he delighted in reversals of
pmeaning end irrelevant facts which popped up from the deepest

and darkest whirlpool of his extraordinary nind. He was a gentle

man but even André Ereton dared not give him orders, &s he Bo often
7

did the other members of the surrealist group. Breton waa not
even able to persuade larcel to become an official member of
the surrealist party which otherwise he had been able to organ=
ize like a dictator, Duchamp stood alone, impeturbable and
wise, and everyone listened when he spoke. !is influence on
younger artists has nol yet been measured accurately, Much of
the time he sat quietly while others argued, lHe had rejected

painting when he was a young man, at the height of his creative
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powers, and spent much of his time playing chess, a difficult
game in which the #immsxnge proceeds of his intelligence could
be obliterated by a sweep of hie hand, Nevertheless; he orew=
ated many more pictures than generally supnosed, as I realized
in 1940 when studying Walter Arensberg's superb collectiom in
the lHollywood, California, house in which Arensberg had left no
ineh of wall space uncovered by great 20th Century works of art
and pre-Columbian sculptures., It was inevitable that Arensberg
should have become Duchaup's great friend and ehief patron,
since he had devoted his mature life to proving the unprovable = -—-
' that Shakespeare's plays and poems had been written by Francis
Bacon. OUnce at lunch in fiollywood, I asked Walter whether he
didn't occasionally tire of his uphill researeh, "Of course
not,” he replied, "I proved my case years agojand now I'm play=-
ing with it, only seriously." I often wonder whether this was
true, just as I wonder whether Marcel abdicated his profession

or simply let it take another equally generative form,
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Of leaders in the ert world of our country, surprisingly
few have been able to converse in any lanr:agze except their ownm,
Trey've been able to resd krench, German, Italian and Gvanish
slowly but esccurately because many indispensable documents in
thelr profession are availeble only in these alien tongues. But
speaking snother language or two is a differsnt matter and few
have had time to learn pronunciation and cthsr esgentials of

the spolten word,

Take, for example the case of my colleagus, Alfred RBarr,
e could never learn tc converse easily in French, though he has
spent many years of his 1ife traveling strozd, where in most
countries btnglieh and Yrench will get you sround. He does
take pride in the fact that he knows sone German, I'vo_wonderh
ed how zuch of that difficult lanpuage 'e can gpeak fluently
gver since an evening when the late Vurt Velentin took us and
our wives to dinner with a newly arrived friend from Germany.
T think the friend was the painter, iax Beckmann)-but I can no
longer be sure, Iﬁ eny case, Alfred sat next to‘the German
friend;anﬁ the two men seemed to be jabbering ceaselessly in
those harsh sentences which the Germans uce to express even the
gimplest things, He asked no help from hi: wife, Margaret Seo=
lari Berr, a fluent linguist, end I could Lave given him none,

Bepides, he didn't seem to need help. At leust I'd thought he

didn't until I was walking home with Curt Valentin and told him

how impressed I was with the fluenev of Alfred's conversation

at dinner with Max Becknmaun or whoever it was. “Fluency?" said
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Curt, "iy God, my friend just told me he lﬂsjgzélfrod Barr very

much but understood only about ocne in every German worddhe said,"

Alfred's difficulty in speaking foreign languages omce
cansed a neer-panic in Milan in 1948, when our host, Sig, R,
Toninelli, invited to his superb apartment in the o0ld Palagzo
Serbelloni all the lenders to the exhibition, Twentieth Century
Italian Art, which Alfred and I were assembling, All the guests
were Italian, of course, and as a matter of courtesy Alfred felt
impelled to eek them in theilr native tdngue why there UO:; 80
many swifts flying around outside the windows and on the terrace,
He asked his Italien wife what the word for swifts was, Marga
Earr told hiq,and somehiow on his way to spealk to the guests he
got the word mixed up with the Italian word for Swiss, BSinee
the Swiss haven't attacked anyone for a very ioag time, I don't
know why his ennouncement that the Swiss were swarming lll over
the place caused such pandemonium, But pandenonté§ it wag’ or
a very real kind}and I remember one of the guneta coming “) to
me and saying in an alarmed volce, "les Suizses sont partout,
Pourquoi?’ 1t took a long time for the party to calm down and
Marge told her husband that 1{f§£d to speak a foreign tonsub.

would he please, for God's sake, stick to German,
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My wife once reported to me that an old friend of hers
fro¢ Indianapolis, knowing that 4lfred Barr apnd I had been
colleagues and close friends for years, asked whethery I hadn't

been in awe of Alfred at first, B6ince I liked Melissa's rggﬂndJ

I pondered the question carefully before answering. I then

seid, "Tell your friend I don't think so., I respected him very
much)but thet's not the same thing as awe." The triend wouldn't
give up. &She said she knew that Alfred had a very strong char-
acter and hq&n‘t I been afraid of being dominated? This time I
blew up and Eaids "It uakes me mad when peopl? say or imply that
Alfred is domineering or difficult to work wiﬁh.' The truth_il
thst he listvens fo those he trusts far, far more often :hln'ﬁe
tells them what to do, Years ago when Alfred was the Museum

of licdern Art's Director and I his assistant, he never once

gave me an order, though he was certainly entitled: tos"

Fspow—that I went on to say, "The truth about Alfred is
that he's not at all austere except with thosé who are takinsh.djhf
Lhils time uselessly. I1t's true, as a New Yorker profile said
of him once, that he's capable of answering the rhetorical ques-
tion, 'have you got a moment?' by answering blunt%y ‘no, I
heven't.,' But thet applies only to visitors yho are wasting
kis time. With those who really need his help, he 1s warm, cons
gliderate and helpful. I ought te know hettarithan anyone el’a,
gince more than anyone I've had to ask him foi advice and assist=-

ance, It never occurred to me that he'd turnjme down for either;
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I knew he wouldn't.)ﬁ

The syth about Alfred's inapproachability and aloofness
had made me so angry that I couldn't get to sleep. So I told
ny wife about the first time I'd ever worked for Alfred on &
curatorial matter, This must have been in the late 193Qaf.
when I was 2 member of the Museum's Advisory Committee, %;gJ
fred sasked me to do some research for him on Daumier, I qqﬂ‘ﬁ
remember why, since he'd directed the Corot-Daumier show. tn tp‘€~_
Museum as eerly as 1930. 1In any case, I lookad up the thfq.g
he wented to know _and we walked out of the Museum tqgeihﬁp !ﬂ; r
lunch. A young woman with an iner=dibdbly active walk (to pﬁ! tt
mildly) passed us on the Btreet:fnd Alfred tu;n.d to me ln#
asked, "Vasn't that Georgia Southern?" It waa indeed, pnﬁ'I _
understood why I should have known this pleasprablo fact, ﬁﬁt-
ing gone to & number of burlesque shows in yonth. I nouldu?t
understand why a great scholar like Alfred would know, Ever
since I've accused him of having.gpent his time at Karvard:q?n
sconced in a front row seat at the 0ld lloward Burlesque Theatre
in Boston when he was supposed to be attending gradpito classes
in the fine arts at the Fogg Museum, A few years ago the Q}é
Boward was torn doin, and I sent Alfred surmestions on hovftﬁ
compit suicide painlessly. For yeare he and I have referred to
the Muszeum as the 01d Howard. That estimable theatre's slogan
used to be “Always something Going on at the 014 Howard,"
though Alfred had mistakenly transposed the slogan into "Never
a Dull Noment at the Cld Howard." This is the only matter on

which I question his gcholarchip,.
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The partnership of Alfred and myself as Director and Assie-
5 e

tant Director of the Museum of Modern Art began in 1949 was of
short duration, since late in thet year both offices we;L abol-
ished, I've always thought it was a great mistake to have Al-
fred step down from a job he'd held since the Museum was foune
ded and in which he could easily have served ﬁith great distino=
tion for another twenty years, I remember viﬁidly an afterpoon
in his apartment when Ferga Barr and 1 tried to persuade him to
resign and let ne reaign along with him. To paraphrase Ernest
Hemingway's concluding words.in A Farewell to Arms, it wae 1ldike
talking to a statue. ke listened to us but didn't hear, not even
when I tried to explaiz how his temporary dem@sq hed come about,
I told him that two leading staff members, oﬁ_thq executive
rather than the curatorial aidﬁ)had been underaining hin.fng
years with Stephen Clark, then Cheirman of thﬁ Museun's Board q:
Trustees, Alfred refused to believe ne, trough I had pl.nt, of
first-hand evidence. e liked one of the twq vopy much pirqonulq
1y _and thought the other an able staff membeA end that “I!‘th!l s
his loyalty to them wae unsEaEEable and to thg Hul'nm)lhpo;ntq,,‘f
to the point of self-frpistien, L ; '3_‘,-.»-‘.,,,‘_:5

So we went on &8s best we could, he relegdtcd to a tl&tﬁ" 4@3*
after 1'd spent a week convineing Kr, Clark that Alfred npdﬁ rnp
main in the building so that important visitore from lll;p!Ql

et

the world would know he was still there.

After a short tire it became apparent that 4f the Museum

no longer had an over-all Director, it sust have & Department
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of Painting and Sculpture to deal with its major field in the
vigual arte. I was appointed Director of this new dnpgrtmlﬂf)
and as such was responsible for aequisitions and loan exhibi-
tione which fell within the department's field, FBince I was
chairman of the Aequisitions Committee on and off (depending
on Mr, Clark's willingneasf¥;m;:;;ghigpt§;t capacity) from 1941
to 1946, I was often supposed to present the ;orkn of art to SC
considered and at the same time to get the cdnmittea'a vhtq,
I've never been comfortable wearing one hat, let alone two, and
I began what turned out to be a long campaign to make the Muse-~
um Collections a separate entity within the au;gtorial conplex,
with Alfred Barr ag its director. In 1950 I settled happily into
being Chairman of what then became known as the Collections Com-
mittee, I worked in that capacity until 196&5 when I Sodlig

i

Honorary Chairman, .

It wae & long, long geme of musical chaise. The fact is,
however, that during those years, except for James Johnson
Sweeney's brief term as Director of the Peinting and Boulﬁturo
Department, Alfred and I worked closely together on acquisitions,
with incalculable help in the American field from Dorothy Miller.
fHe and I or all three of us lunched together nearly every d_q{)
and we combed the market as well as we could, though the number
of New York galleries was already beginning tg multiply at an

amazing rate and there was never time to cover all the exhibdbi-

tions on view at any given time, Today, of course, there are

commercial art galleries from one end of Manhattam to the other,
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or nearly so, and 1€ would take a staff of at {east six highly
trained scouts to keep track of new shows on diuplly at any q}von
time Auring the autumn, winter and spring nonthn. Uhnn you eon~
pound this situation with visits to the studios of lrtiltl Uhﬂ
don't have dealers_or to shows held in other cities or tolﬁl._ih.l
task of keeping abreast of the art merket becomil'impoallblt and AL

(1

the tempers of neglected living artists very snore 1ndead. .

I've said repeatedly and I'd like To eay onnn lort)thqﬁ cuw

museum whose principel field is contemporary a%t tlpoq u-ggi!!j :’fﬁ-

problem, Such a nuseun must deal with artists uhs |ra qttcu‘not
only etill alive and vocirerous)but whose wivet. childr-n. qﬁntu
and third cousins, not to mention friends, af31°°°' The Vi!ll

are usually the worst offenders in this raspec?, gince it 1‘ Jw!tg

rather than merely a competent artist. I've often ynndcroﬁﬁ?pu
Alfred Barr dealt with these ladies almnost singlehanded !or 80
mapy years, There ia no use arguing with artists® Uivcsl thq;
pave all married geniuses and that is thaty an;ono_wbuld.ynganp

gtand this except some stupid and callous museum diractor-"'

1

The third exhibition I did for the Museun was entitled Bg.aa:
vic Painting in America)and was co-directed ty Dorothy Hlllqtm
It wae held in 1943)and Alfred Barr had Eugvesﬁed t to me because
he knew I had been working for a number of years an European
peinting fromw the late 12th century to the advent of Courbet's
jealiem around 1850, 4s I've related elsewhere, I'd been commis=

ki
't
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sioned to do a book on Huropean Romantie painfing and I'd worked
long hours each day on the subject, 3But I knc§ scandalously
little about Romantic painting in America, though Dorothy knew a
great deal and ghose the pictures for the show, while I busied
myself with the text for the accompanying book, WMy task wase made
easier by the fact that I found at E, Weyhe's .hooilhop a formid=-
able cache of books on American art in the rir;ot half of the 19th
century, Mr, Weyhe told me he had so many booka on that period
availeble because no one would buy them., I did buy thn)nml read

them fer into many nightsJ and finally got the tozt donc on time
fir

1_

i I ' ‘I,-" .
The book and the show got a mixed reception, to say the -}iut.

for the opening.

Y - v
Ocn the one hand a number of scholars were orfuﬁi.ﬁ because we

hadn't used Rementicism as a circumscribed, chtonologiq.‘]. ti’g’.}' |
but as a definition of a spirit underlying the work of a “ﬂm ”
earlier and modern painters., There were lett.h of P""“"“M!.

museum people as eminent es Grace McCann Morlo?. whom bothw

people thought we had stretched the meaning orfnomunt'qi"

far, Alfred Barr defended us, as he always q:[.? and I r

with gratitude that John I.,H. Baur, now the whq.tmy m.q,@fm.
L

rector, did, too, I thought it was a handsomoL ;dnutoﬁ]g

ative ahow)and was pleasantly surprised that nlmat no mo 2

artists objected to being included, I think ih;t gheered me 1

was when cne of the Iogg Fuseum's top staff men’bcrl told u’h-

thought the show was a nilestone in American art history, I mul.d

-

e - =

-

-

T T {
R e T




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

JTS VIILA.2

The Museum of Modern Art Archives, NY

1

ALFRED BARR ' o S

only answer gloomily that I'd been led to velieve it was a mille
stone. The ironic thing about the whole episode was that a pume
ber of museum people said the show would never 'have happennd_lf
Alfred had still been in charge of the Musaum.}llt seemed usjlcal
to protest that a) the exhibition was Alfred's idea and b) that
Dorothy and I were the two staff members who rélt most bitterly
sbout Alfred's "resignation". But in the end ;ion Dr, Morley re-
versed her opinion and peace reigned - tenporaéily. which is, alas,
par for the course at the 0ld Howard. if_

One occasion on which Alfred and I strug@l&d uith an ununloonn
~and difficult problem took place in the qpring*or 1944, Ve vur.
then ordered by the officers of the Museun to 5011 at auetion a
number of works from the Museum's collection, 1noluding a few
which were bequests from Misa Lillie P. Bliaa.tonu of the Museun's
| . :
founders, The auction itself was to be conducted by Parke-Bernet;
i1ts catalog was to be prepared by Alfred and m;nnlr. I'd seen
innumerable auction cataloga. of course, I'd uavor prepared ‘one,
and I had no preolsa idea as to what should be uaod to make the
guction's items appqaling. The brunt of the wd:k therefore fell
on Alfred‘'s shoulders and all I could do was tJ help round up
relevant information ind collect photographs o%;uortl in the sale,

The auction iteelf was held at Parke-Bernaﬁ; Before it even
begen Prank Crowninghield, gitting next to me, ! ‘said he thou;ht it
wes a mistake, I respected Mr. crowninshield'z acumen in sueh

matters.and I began to worry before the firet {tem was sold, I
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was right to do so. The prices were low even for the dismal

épring of 1944)and some fine paintings were lost to the Museum

forever, among them a few which should never hlvu been sold at

‘any price, certainly not publicly.

I've never stopped believing that the auctton was a serious
migtake, I think it cost us some important co}lcotlonn bopuua. f
. ¢he owners couldn't see why they should leave Pr give uortt tq ;
the Museum of Modern Art, only to have them nocked a fow years. L n-\
later, Many collectors I've known 8re akin in spirit to ﬂhﬂ Qna
cient Egyptians, who took alaborate pracautionl to see thlt.thpt*~
possessions remained in the place they had ohqaon before dlith
0ddly enough, one of the finest collections wo lopt boonula of
the auction belonged to a lawyer, Xven he 1ooktd at me blllli;
when I tried to explain that he could stipulato in his will that 3'
nis collection should be offered iy to other institutions of his
choice if the Museum of Modern Art no longer needed it, I quoted
‘my own lawyer on this point, But since my lawyer practised in
Hertford and the collector in New York, it was a fruitloli a:gulnnt.

I think, oo, that it wes a mistake to 1nolndl in the lnntton
works of artr;;H;ruatees of the Museum. In a week or ae,! Ill
bitterly reproachod for letting this happen by Virgil Thomson and
Ccarl Van Vechten., I could only reply that as & hired hand I
couldn't control the situation. I felt obliged to add that I my=
self had put several paintings in the auction)but that I'd turned

all proceeds from their sale over to the Museum, to be used for
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new acquistions, Virgil Thomson was mollifiedﬁ, Carl Van Vechten,
1 think)waa not, Anyway it was a disagreeablﬁ;snenuntor. I was
rescued from it by the sudden appearance at myﬁsido of Constance
Askew, & very dear friend, She told the two iéenging men in no
uncertain terms that the auction wae none of qhoir buuinsaa.:
Bless her for this and many other kindnesses to me ovar a lang
period of years, é '

I think this ie as good a place as any tolrap-lt a fagt ‘whieh
many people mever seem able to understand: that thc Museun’ pf
Modern Art has Pever had an annual fund for tﬂn purehano qt works
of art except for Mrs. Simon Guggenhein's 1ar310 and yearly dqn-
tribution]which was restricted to the acquisijlon of nnjou-?ngnu,
inge and sculptures by the giants in the art f'our time, lﬁl.
Guggenheim was a wopderfully generous and loviblofvoaan. hn@kﬂﬂuu
only time I can reuember her relexing the rulq (which' 31 a %
Museund to acquire a majority of its masterpeidtl) was ﬂhon
let us buy a pnintipg of a Cape Cod gas stationm at ut;hta j
in 1940 by the lnte g£dward Hopper. The purchqap<uta ulﬁ ‘

and at that time Hopper's position was nouheri'nour as

it is today and his prices were astoniahinglyllew, or at 1’ .
seem 80 now, But she took the word of Alfredinaar, Dbgoiﬂﬁi
ler and myself that lopper was one of Lrerica!a best Zﬂﬂﬂﬁ-_

paintora)nnd she liked the picture whose tith, qutti.
of Hopper's love of bluntness and understatenent, vu QSI' ""ﬂ’n

pever tried Mrs, Guggenheim's patience egain ﬁhat I gan r.lpub
and today I think eVEryone is glad we didn't.,p
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The task of sssembling the Museum's 15th a@nivdrnn:w o=h1£$-
tion, called Art in Progrees, was 2 complicated one in that all
the curatorial dapa@tmanta were represented by{slpsrate ghows,
including the Film Library. As usual every department except the
last~named asked Alirad'a advice and we department heads acted ae
though he were still Director of the Museum. hoat of us pr‘kcun-
dly wished ho ‘were. His counsel in aaaemblingtao complicated an
exhibition was indispensable, and all of us rannmhorid that he had
been the one in ths-beginning to insist that the Museum should
study and display all the visuel fields in art - painting and
sculpture, architecture, photography, the rilm; and design in all
its manifestations, from spoons to posters, frgm_furniturg to typo-
graphy and glauaware. The resultant exhibitiog was a strain on
everyone involved, the more so in that the Dircetor of the Fhoto-
graphy Department hud gone off to war, ae had ﬁhe Director of the
Departuent of Deaign. In retrospect ii secms to me a miracle that
the show openhd on ﬁime. Without Alfred Barr‘g uvor—all guidance,
I doubt that it quid have. For contrary to afrumor which certain
uninformed people listaned to, Alfred wes a born adminstrator of
an art museum because he knew all its problems;by heart, This 18
not the same thing as being a good business ad;:s.n:letrlto_r) but is a
far more complicated job except at the highestflevela of fipeance,
It requires scholarship in a number of fields and, above all, an
unshakeable sense of quality. 8ince Alfred Bafr ?toppad down &as

Director, the Museum has had its troubles, &s everyone knows, An

01d friend of mine asked me a few years ago, "Why can't you find
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another Alfred Barr?" And I said, "Yeeh, you tul.l ne \fhu'oo

Anyone reading this chapter will know, I'm, surc.‘*thlt luﬁﬁ
and I Wﬂen ¢lose friends for thirty yeara or 80, The ppwm
tha.t-be uaoa to try,to break up our alliance 'bg‘thn same tnhq&\q'uﬂ
used long ago by the Trustees of the Wadsworth Athmun. m#
mcund me, in 'briof, of acting as Alfred's atpog.. ‘It m ,ui
olums!.l: Mgﬁuatc techn:lquo’ and it made me feel mm Sqﬂm
of &nterior, I believe firmly that some peoplﬂ Upgt b“tw&”j
den thm they QO alone]and I'm not at all aahmﬂ ot 'hqi?qj 1l
their number. I kmw I've worked better with Alfud M u‘ty q:' 18
trusted cohort. Ms is a fact which has given me mat w.

and some, I hﬁpl. to him,
' I
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When the Museum of Fodern Art sent Alfred Barr and myself to
Italy in 1948 to asserble the exhibition, Twentieth Century Itel-
ian Art, the three most famous contempornry Itf@inn aoulpté:pg
were known as “the three 1's," Their names waéa Arturo Martiﬁi.
Marino Merini and Giecomo Menzu,and I doubt th*t th- Iattor buu :
have been supplanted in reputation even today.!though Hnrtiqi is

now almost everywhere considered a minor figuro compared to h&l

N
great predecessor, the Futurist, Umberto noccioni, who was klllcd

ir en aoeidnnt in 1916. when out riding horaebnek vlth hil llliw
love. HMartini was the eldest cf the "three M'* lnd h;d dttﬁ'

.Etrusean to the Hanperiat and Baroque periods, Qhoro )
<%
many of his lculpturpa to choose from in plann#hg nur .hq"“v

the Museum since Hartini had apparently destrofnd htl uur
during the tits of a.presaion which plagued ht& 14:-.

The youns.lt of the three 'S was Gliacomo g.n'q' uhg., .
rival was Harino Marini, his elder by seven yaqu. In 19;nf“
was working a great deal on religious figures,| Alfrod and t f
were able to visit nis studio only once and then with difriq;

culty, Mangl was in a secretive and suspicious mood as to
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visitors, having du;t been notified by the Vatican that 1t was
high time he learned the difference between the sacred and the
profane nude in art, Since one of Manzd's favorite auhjoétl’in
sculpture was the traditional on%\nude rigurué. he U;l obviously
upset by the edict from Rome, the more S0 in that he was then a
devout man lhd yet had no idea what the dirfeé;ncl between sacred
and profene nudes was. Nor did anyone else, :or that nattor,
except in the case of obvious pornography of ﬁhich Manzu vll
never guilty. He had been working since the 13&. 19308 on
figures of Cardinals and these figures naturalﬂs posed no prohlon
as to nudity. It must have been when he mnved on to the subjects
of the Gruniti;ian end the Deposition that he ;ot into trouble
with the Vatican, though the Church can hardly?hava ahdectnd to

the figure of Ohriuy being shown nearly naked,:as alnost aluuat
ﬁiguro of Mary Mng—

in Western art, Parhnpa he once included the
dalene 1n?$operly dresaed but, if so, I never{lsl the sculﬁtu:o
either in faet or peproduction , What seems 1ron1c about ﬁho
wuﬁ}e nnttor is that Manzl showed the soldiera#nt the foot of

the cross as nlked, pot-ballied Gerzans, weuring only their metal
helmets and gunbeltn. It must have taken couraas to do so in
the year 1942, when Italy wae virtually e priaoner of the Third

Reich,
Though Mansu'n central interest was then in religious sub=~
jects (he was soon to complete an entire door in bas-relief for

§t. Peter's in Romebdedicated in 1964) he Lometino. turned to
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more mundane subjects. In 1946, for example, he had produced

a rull-longtﬁ sculpture of a Milenese lady, Alioo”Lnnpuunlnt;
seated on a ghair, This portrait-sculpture haunted Alfred Barr
and me long after we'd left Italy and we finally pgrnuldod tml
subject and the artist to have a seccnd cast made for the ﬂnl!ﬂ.‘
Thie took some doing in that Mangu, unlike magy sculptors :‘vp !.
known , dinlikod having additional cests of his lsulpturnu II‘O..}\

There is a -ocoad Han;ﬁ sculpture of a figure in a ahllt
which I've ndur been eble to forget, It ia ealhd w
M was oo-pleted in 1949 and for aomq reason I sav it |
first in a ‘show at %he chiladelphia Museum 1nan group show, The
chair must h;so bopn a casting in bronze of aggnntunl, ugoéggﬁ
chair, Iive tnu &olita instinets that I know?ot buﬂ the tz‘uro
of the ndolpicenq glrl is marvelous in its siiplo uinco:ttp und
truth, What llun;liseems odd and reassuring to me is thna an
old *;ﬁlcnd. Hurbnrt Bayer, & high apostle otidb'trlut atl; had
the same ranction to the sculpture as I did agg was even more at

& loss for words to explain why. &f

| hi

Purt of the difticulty in seeing ﬂanéﬁ onlothor oocaniaao
was that in 1948 thp rivelry between him and lartuo Marini had
been made more 1ntenae by Hangu's award of the Grand Prige for
the best native seulpture at the Venlce Bienniale in that year,
1arg|1:, I'm told, becaune of Lionello Venturi's enthusiasm,
But the award to Hahzu had infuriated the moro progreasive art

eritics in Itnxy‘nnﬂ elpewhere andpad put tae.rinll spark to
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Nar#ini'a dislike of his younger rival's work. In any cnao.

I regret very much that Alfred Earr and I didq't Bee Hanzu H
again nor d4id we have time to acquire some of hin truly aupcrb
drawings, I don't intend to get into this wng betwaen two -
artists, both estimable, but I can't resist sé&ing that 1 think
Marini is the greater artist of the two, not ﬁcéauuo his 18
more “modern® (whatever that means) but because he is more
original and strong, both Alfred and I must ﬂnvo been convinced
of this fact in 1948, for we bought a largish aculpturo trnl

but different in po-e, for myself, IR

leino Marini jmd his wife Merina (her real name is ﬂtil;n ’#2.;

but this was obvioully @ nuisance) were marveﬂbul qo-pnna iiﬁ
plweys a pleasure to be with, They lived in i hanﬂppno : f;“’
nent 1n 2 new building on Piazza Mirabello in ﬂalan .na'quggz
hed a separate atndio in the courtyard out badk. He was th.n

rking on & series of horsemen in plaster and he told Al!!il
Barr and gn nhat tho series had begun to int e;o-t him when ha
had soon the Lombnrd peasants trying to flee na their hcract,se :
escape the Ro;al 11; Force's frequent bombing‘*of niinn and 1tu
guburbe, He added ;bat ne had started the qenﬁ's as long izg .q
1956 but that the herror or war had intensified hie v1-tou.
Born in Plstoia in 1501, he ﬁﬁudiad painting lad loulpturl tﬁ ihl
Acedemy of FPine Arts in Florence. He wase iuvdmilbls nnooljglild
to the Academy by his twin sister and both you -tora were exXe—
tremely precocious, though the sister soon gaéo up her career

b
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to marry, Marinl has remained unmistakably, Puscan in tempera-
ncnf and I remember that nhe once said to me, *ro surnmount the
great looonpliahuohto of the earlier twentieth century, tempera-
ment is possibly more necessary than 1ntellig§ncc.' But his
closest affinities in Tuscan sculpture are with the artists of the
13th century rather than the 16th, It 1ie notzclllini of uhan he
makes one think hut of Giovanni Pisano, now gonarnlly nnkaouiadgnd
as the creator of tha marvelous evangelical bull in the nunou-

at Biena, His unphnaia has always been on thn control of nllalva
foru :lther than linosr elegance, He pretersztho ‘huge vnodon
model for Donltollo‘u Gattamelata to the rinai sculpture itself,
He often speaks, or used to, of the medieval qoulpﬁqr, Tino da
Canaino, of the auporb horses in the paintinqgof Paolo er.llo.

I remember, %00, hia reply to the charge that1hia horsemon owed
much in Btyle to tho sculpture of ancilent China. He saidt "To

be an artist is lilple. It is simplicity whioh is difficult, In
Italy so much is truly simple - the land, the paopla. Cur disci=-
pline is not like that of the KNorth; it is rar leas intellectual,
Yet I suppose 1 am pyself Hordic, & little, At lny rate, I be-
lieve in aultivatian as a protection against opntueion. Io_il
impossible to pretemd to be & primitive, You llk.d me , for
instance, about the eculpture of China, It 1q~one of the great

sources, like the art of Egypt, and of course I admire 4t,"

£
I think 4t was in 1950, in a foreword to Marini's first one-

man show in America at Curt Valentin's gallery (called the Buchhols

1
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Gallery until some of us persuaded Curt to resname the gallery
after himeelf) thnt I quoted these words of Hurint."s. ‘It must

have been that same winter when Marini and his wife came to New

York., They came by boat, as everyone did in thou aq-)m ‘the

winter seas turo unusually rough, Curt Valentin and I wnt to'lﬂ"
meet them nt the %ﬁt. Marina was calm and cnnpondm

trip but Hu‘j.no wes atill trembling and assured us thst th. A 3 e

trip by boat;. : ’

leini klwl that sdgar Kaufman, whose fathor I‘l.'- his

had buil‘h thﬂ grqavoat private house I've ev.t nnn, had Qi”
bought one o: the lgrger versions of Harino'arhorum “rill,‘, :
The hnuu vu ‘the vprld-rnoua "Falling-Yate ,4:3 Frank Lloyd
Irlght und Hu':l.no vn.ntod very nuch to see the ?‘""‘ and m..’;K
mulpture g lgtg. ; B8ince Edgar Xeufman had bun m Muﬂd i
tr.lcnd of ninl and ‘a8 member of the Museum of Mam 1,,-:'. ““f
for many yawa, T nlt free to ask him whather ¥ eould dvl,” ; w
the Marinis 'down \:o\ gsee the house and Marino'n ‘bis uulpﬁuﬁ

He said he would b- delighted,

l W 'y

The drive rml Kew York to the Keufman's house luud wry
1on'?d.lpit. and pobhaps because of the new tumpik%vith ite

absurdly high aplad, limits. And we hadn't been in'the Wright
house more than & few hours when Marino said he was coming down
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with & bad cold because of the waterfall which was part of the
magnificent landscaping directly around the hbuao. He had no
sooner made this statment when the Kaufman do?*bognn sneezing
violently and Marino seid, "I told you so. Even the dogglnnd
coming down with pneumonia," Nevertheless, ve were aunkqndd

at dawn by the sound of hammering and the thoushﬁ oroslod .,

mind instantly that it was probably Marino blngins on his braulﬁ o

horseman outside the house. I had good reaaon to think -o ho- :
cause the hnrsaaau in bronze 1'd bought from uutino in 1948 hld :
arrived at ay houst in Farmington with a wids olc!t 1n thm jtull
of the rider. 104 spent months trying to rinﬂ uut ror thl 1n~
gurance company whit had happened to damage uho aculpturo tn
transit from Hllln, But one day at my houae‘hngihe adl&ﬁﬁ‘h
sheepishly that hs=hadpanged the bronze sculpturo too hard !4$h
a hamsmer and that %he rider's skull had aplig open, "I'm vvt,
afraid of rqfineu&nt in my sculptures," he hnﬁ‘ania. "go T like
to roughen up thc»bronses a bit after thsy'vd been cast.® I
yelled for Edgar x;uruan>and ne end I msnaged to luvo u-ri‘t

f-_-l weaily i
back into the hnua¢. R. : R

The sculpture was paved, But only tampoﬁurily. 'A fpn.,unr. !
later the stream nyer which it was pleced ov 1;;.& .nn ‘s’ J
horsemen, alas, wap carried downstream and dj:;god hoyond po,*
pair. It staléfsthnishing that so massive alhronl. aoulﬂ lﬂ"

been swept away by:a small body of water. Idctlly. ﬂfﬁvdfi

a second ocast of Bha game sculpture stands oi thc torrlaa tn

::.
|
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b .
front of Peggy Guggenheim's palazzo at Venices The tuu16$;to

are identical except that the Venetian one 14’ equipped iteh'a
detachable penis, much to the horror of the 6rnnd Onnnl'l more
sober-minded inhabitants. A third and final {put cxil‘ba lﬂl;-
where in Im:i.n Aurioa, but I don't know ita ﬁms'n name,

!ho :shurn drive from the Pittsburgh araqiaolund lunh
shorter, as rnturp trips always do. 5till, JL were all rtliavud
when we drpvu on;o‘the George Washington Bridg. at last,  1-
we oroased the briage, a young couple kept holaing up a very
young baby ﬁq wava‘at us and Marini said to n;a wife, "The hauy
was borh in thn ai;, of course, After all, thil.i. America,”

In 1949 I van in Kilan once uwore and I bought from Marini
a bronge of a very’large standing woman, nudd; I asked Marino
about the. derivntion of the piece and he replieal "It is neces=
sary to preserve. the emotion which generates @n image. You
cannot, do s0 by posing a model, for then you get lost in details
that weaken or discolor the original emotion.; My seulpture
etarts with the impression, often instantaneéus, whose impact
I try to preserve. I include details only if they confirm the
impact, as in the cace of the rings on the ringara of this
woman in brongze tyou ve boughﬁj - very Italicn. I saw the idnlu
herself in the fields, a large woman with pouarrul legs., Bho
gtood like this, and I remembered her, and now here is her
sculpture,” I didan't quite have the nerve to tell Marino that

one reason I'd bought thie particular sculptqpa was that I
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thought it was high enough so thet its head would be out of
reach of a skull fracture from Marino's vengeful hammer, Even
80, Ik had my t;roubles with Marino's lady of. the fields, now
more enphauiltioally known as Diincer, S5he has resented bi.ttlrlr
another Amasonian character in bronze which ; bought from tho
English snuigtor.laeg Butler, seven or eight goarl latnr. !hisé
Share my 2 ,:am‘ ancl ¢

hurl insults at each other rar ‘4nto the ntuht.’

I hear them clearly., It seems & pity no one alll oaa.
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:t-i; to usuble -ﬁn exhibition called Twentie
gti; anora lolv$ag New York we naturally did as uqah.zoanug?h
as @onibh, ‘since he had theretofore worked miqunur ou;‘«uh it S
ruburiln. I on the rouola metafisica of de Chirtqa and Onain :
Carra, mt utonihhed us most as we looked mm'.' tho nquﬁ;-
uto!;}.al m thlt ‘lf many Italian crities oondidom Gio:-m i
noznnd; to@bo thcxr finest living artist. It'vu- hard to bnp
.-liova thnt-a paintor of such limited 1oonogr§qhq could be. gtunn o
that en&nnnﬂ.. thoubh we, were not unmindful that Hanmu'n*é- 3
stractions !ollould,an equally restricted path*lud thnt !V.l ;
Tanguy n.n roducad the surrealist esthetie or ant:-olthatio tﬁ
. a eingle, u.ntrll vision, experienced over and over egain, 'VWe
‘tended to- bpink that the Italiane over-rated Morandi becsuse of

. the {solation 1npbaod on Italien art by Mussoiini’a regime,

In 1“15} a curieus thing happened to us, We made separate

liste each dl; of worve of art seen in Milan, Rome and Venis,e,
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We found that most of the important collections of contemporary
Italian art had been formed in affluent Milan, sonetimes by men
of inherited wealth but more often by professional and business
people who had exchanged their services or gopduzror plintiﬁsl
and aculpturéa by living artists, We compared our 1ists each
evening and were astonished to see how often ﬁorandi'a name ap-
peared, Ve begen to realize that Morandi was mot simply a pain-
ter of bottles and pccasional landscapes but J man intent on ex-
ploring subtle equations of forms, placing and ‘atmospheric effects,
It was a8 thoush ho. like Chardin, had found the oxtornal world
hopelessly convoluted and had preferred to stare endlessly at
simple objects on Q studio table, eepartting thoif inumnn and
oolor and then 1nt6rlocking ther again througq an alchemy he
alone understocd, i F' : :

It was soon obiioua that Horandi's art waa tota;ly u:tzk.
that of his lcldonic colleagues who tried to get a hnad ltlrt
in their quest rqr'banuty by painting rare and vnlunblu hniowi-
_ brac -uoh a8’ ohinauare and Spanish shawls. Morandi ctnrioa
home wtth hdu*hatQVer container pleased his wdry nyo, uhgth.g s
it wes & gas-station funnel or 0il can or a commonplece pltghon g
seen in the streetd of his native Bologna. n¢mu left mg..l
pa only a Iou timcd in his 1ife and then only to visit Vcntp.
or some other Italian city, His home town is} meqnt for qulh-

ing, There is 2 bgok which outlines how to tour Bologna on

foot, even in bad weather, without once leaving the protocttun

of the city's lndlqaa arcades,




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

TS VIILA.2

The Museum of Modern Art Archives, NY

FURTHER MOSEUM EXUIEITION: - GIORGIC MORANDI g\;;gp

I went to see Morendi with an Italian friend in 1949, He
lived in a comfortable, bourgeois apartment nilr the center of
the city end a siater kept house for him, h‘rc wae no sign
anywhere that it was an ertist's Lore until ope walked into the
gmall room Morandid uced as a studio, There hnttlcs and eoatlin-
ers of every kind and substance were lined up_on nholvcl or
placed on tailtl. \The surfaces of these obd."‘tl had often been
re-painted by Morandi with simple geometric ranll- squares,
circles and rectangles, always in soft oolorﬁ. One sensed the
intense meditative and philosophical process ihrough which
these objects were arranged in lorandi's vaintings, One knew
that the slightest shifts in scale, light, color, balance and

counter-balance were of the utmost importance to him,

Morandi himself was a tall, solemn, aaint@: man who talked
1ittle and moved about slowly, There was one painting he had
just finished which I liked eapeoially,snd I ;nktd my Italian
friend to find out whether Morandi would aell,it to me, Thn
painter nodded and then quoted a price so absurdly low thut I
blurted out that the Milanese dealers were aaking almost pre-
cisely one hundred times that ouch for comparlbla works. Mo~
randi looked sad and disturbed. “"Tell your rriend,“ he said to
my companion, “that it makes me nervous to talk about prices.

1f he keeps on objecting, I'll cut the price in half,"
I gave up end walked away with the picture, I felt'like &
kidnapper but I was extraordinarily happy with my painting, I

have been ever since.
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LUNCHEON FOR FRANKX LLOYD .RIGHT

In 19?ﬁ a large group of Hartford's citizens gathered for
luncheon at the Hartford Club in an effort to persuade Frank
Lloyd wWright to design a new theatre, the old Parsons Theatre
having been torn down some years before and the city left with
only the Avery Memorial's small theatre and the mammoth gtage
of the Bushnell Héuprinl. The latter stage is fine for the con-
certe for which it had been 1ntended’but it was so big that
actors in anything other tran a lavish nusical production had to
bellow to make themselves heard. Only an Ethol Merman could
perform in the Bushnell with any success oT 1at¢111sibtlit: ln4

even she never tried, so fer as 1 can remember,

Thn:lunchoou p{rty conelated of three maih'aroupas iandtn;
business non from tpe conmunity; actors and netfosuon whe through
perlonll or tnnily'connoctiona with Hartford ﬁnrs interested in
having & ﬁni legitimate theatre builty and peeplo from the museunm
world, 1nclﬁding Helen Austin, Charles Cunningham and nyself,

Tne Master hed flown in from Ealiesin or one or his other habit-

T

ual hangouts and héd arrived&nt the Hartford Glubt?romptly

wearing a large overcoat and a porkple hat.

¥r. Wright was in fine form,and all of us preseant knew we

were to be lddroanqd by & very great architect indeed, But I
don't think anyone except ilelen Austin and myself, seated to-

gether at the end of the table, was gquite prepared for the kind
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of speech he would make, both of us having been exposed to his

tirades before.

Yhe Master began by sddressing the leaders of the business
community. He said thst he had had long and various dealings
with business men and that these dealings had invariably ended
up in hopeless compromise from an architect's point of view.

The interest of th;s all-important section of his audience went

into a deep fro.saiinmediatelyjand ene could ianuo that if Hart-

ford got a new theatre by Frank Lloyd Wright, it would be over
trneir dead pocketbooks.

The Master then turned happily to the group from the theatr-
ical world. "I understand," he said, "that some of you object to
oy having acsignca:tbe orchestra seats in the shape of a horse=
shoe,” 1 noticed #hat Katherine Hepburn's mother and her two
beautiful sisters ﬁnd paled & bit,buc they grew paler as he went
on in full ery. “I've been going to the theatre all my life,"
the Master said, 'ind I think 4t's more interesting to arrange
the seats so that one part of the sudience can ntud: another
part instead of atqrinn at the nonsense going on on the stage."

1 wished proroundls that Kate liepburn herself had been present to
fe1l Hr. ¥right with a right hook, as she had me in youth in

the tunnel we made of auﬁ?n leaves.

1 puppose we representatives of the museum world got off

easily, eince all the Great Man inferred was that the best
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paintings in the world combined were nothing éomplrad to one
great building (by Frank Lloyd Wright, neturally)., I'd been
prepared for this inference since 1940, when fho collector,
walter Arensberg, told me of his anguish in 1iving in a ¥rank
Lloyd Wright house he'd rented in Hollywood, énliforniu, and
discovering thaet there wasn'tl wall space anouéh for even a small
drawing or watercolor. 1 imegine, too, that my {mpression of
Mr, wright's disinterest in piotures (except for small and move-
able Japanese printh) was fortified when I stood mear him in
London's National Gellery an#haard him say oniy “Humph" as he
stood before one of Uccello's masterworks, the panel from the
Battle of Sen HRomano. Still, Wright was & veég great man in-

deed and no smount of jocular comment can alter this fact,

g i ,!
5 §
|
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of all art projects in which I've been involved, none made
me more nervous or left me more exhausted then the large exhibe
ition of 19th century French masterpieces from American collee-
tione held at the Musee de 1'Orangerie in Paris during the spring
of 1955. §ho exhibition was entitled "De David a Toulonao-Lnnt-;;
* reoli The choic- of works to be included was made by & leoctian
Committee whioh consisted of the directors or top curators ot the
leading art museums in New York, washington, nglton. Philadel~
phia, Cleveland and Chicago; I had the homor o! being this com-
mittee's chairman qd I therefore felt doubly rospona:lblq for the

(:; isuggese of the -nterpriao. i

g

1}

I roncnbor that my first worry was that tho French aonld bo

offended rather than pleased by the number of thair oapital uurkl i
of art which had ended up in American rather thtn native Hanﬁp.
public or private. , This turned out to be for thn most part a
needless WOrTrye There were naturally a few blgsta about qag&talp
1at4p1rnoy from the Communist press, bub nost ‘of the newspapers

and periodicals were extremely enthusiastic. &ha ?renoh pooplo,
too, were almost unanimously pleased and proud, They know nttcr
all that these masterpelices had been created by their couptrymen,
on their soil, If the marvelous pictures had ‘ended up in Ameri-
can hands, the highly intelligent French tendlod to blame the

matter on the stupidity of their own officialdom moTe than on
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the floor plans of the Orangerie. It was a tiring businesas, I
think more so for me than for him because he knew exactly what

he was doing and I didn't., It was also a useless task, uinao when
I arrived at the Orangerie and showed the marked plans to Germain
Bagin, Director of Faintings and Vrawings at the Louvre and A
therefore also at its adjunct the Orangerie, he knocked the

plans out of my hand with incredible rudeness and said: “En;t
installation may be all right for your country, but it would be

absurd for Paris.,”

This was the beginning of ;ncessant warfare batuaon Bazin
and myself. In subsequent years I've tried very hard to form a
more kindly opinion of Mp, Germain Bazin, But I still cling to

the same opiniont that he was the—mosh 1ntolerﬁntk insensitive -

A
HBevVer ok

withy Moreover, he was incapable of making up his mind and two
days before the opening he was still making drastic changes in
what I thought was already a bad enough 1nata1}ation. I thought

we couldn't possibly open the show on time and in desperation I
persuaded William A.M. Burden, then the President of our nuseun
and in Paris for the opening, to phone the angelic and highly
intelligent M., Georges Salles, Director of the Art Huaoua‘ot France
and see if he couldn't get Bazin off my back. 1 donft know what
the conversation between the two Frenchmen was, of coursej I

only know that Bazin didn't reappear for a day and a half,

what irked me most was the haughty manner in which Bazin
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had liked Mr. Phillips and admired him enormously for years but

never more than at that moment.

We hung the Phillips Renoir in @ place of honor in the middle
of the long gallery at the Orangerie and for once M. Bazin didn't
protest. This was & vast relief, because I had said the words,
"Je ne suis pas d'accord," so many times that week that they
rattled in my mouth like loose fillings. I knew something dis-
agreeable was going to happen and it did. As I was walking past
the Renoir later in the day, I heard Pezin saying in what he
thought was & low voice, "what a tragedy the Renoir has been 80
badly skinned” - meaning that actual pigment had been removed dur-
ing its restoration, Since Sheldon Keck had done the restoration,
to the unqualified admiration of everyone I'd ever talked to
about it, including Mr. Phillips, I very pearly let M. Bazin have
4t then and there for making such @& ridiculous and chauvinistic

. gtatement, Butl this event,_g!ter all, was supposed to be a ges=
gure of hands rather than fists across the sea and I controlled
my tempers I've never told Sheldon about the 1noidenﬁ)und I hope

he doeen't rend it here.

Somehow the exhibition was installed in plenty of time and
the night before tﬁe opening the Honorable C, Youglas pillion, at
that time our Anbsgsador to France, gave & méut elegant party,
where there were blessedly few speeches, in one of which Bill
Burden was deservedly awarded the Legion of Honor for having

Made the exhibition possible. The evening of the opening itself,
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Mme, Cornad Sehlunberger, the matriarch of her distinguished
family, gave an;Lhor dinner at her Paris house and afterwards we
all proceeded to the Orangeria. where champagne and orange juice
were served to what 1ooked to me like half the city's population,

I said goodbye to the stalwart workmen very late at nighﬁ)anﬁ there
were tears in my eyes out of exhaustion and champagne in equal
quantities. All the Aperican guards we had sent over had worked
fiendishly hard and well, That is, all except one, who got 80

homesick for American beer that we nad to send him back to New York,

The week, however, was not all hard work, One day Georges M
Salles asked a fow of us for lunch at his apartment in the Louvre.
The apartment’s walls were hung with Cubist works by Picasso and
other modern pictures not yet admitted to the iuuvre'a own collec=-
tions, The food was superb and before lunch we were served a
_Vermouth of such superior flavor and delicacy that 1 asked M,
galles, a man of almost ineredible charm and kindliness, where he
got it. "It's made in paris only a few blocks from here," he
told me and wrote down the address. I remember that a ravishing
young woman acted as hostess and that Porter McOray of our Museum
and Theoflore Rousseau of the Metropolitan were also guests, I
ramomberi too, that my wife was & 1ittle late because she had told

‘her hairdresser at the lotel Lancaster that she must be on time
for lunch at aiﬁriend's apartment in the Louvre Museum, This

statement had plunged the entire Lancaster staff into a helpless
panic of disbelief and no one could get anything done, including

the hailrdresser,
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On a Sunday I got & car and a driver to take Dorothy Miller,
Sheldon Keck, Porter MecCray, my wife and myself up to Giverny to
see Monet's studios where the great Impreaaionist master had
painted his late water-lily pictures, Alfred Barr had asked
Dorothy and me to see what paintinge Monet's son might have left,
He didn't think there would bqhany, though we knew that for thirty
years or more there had been only a fitful mar?et for Monet's
late pictures, usually thought hopelessly formiell. Contrary to
our fears, Monet's son had a good number of paintings left, most
of them extremely large and some comprising triptychs, Dorothy
and 1 bought what we thought was the best of the triptychs for
our Hunoun and arranged to have it sent back ua New York, There
was a uadium-aisad canvas which my wife wantedﬁ;o buy hcrul!:, 'but
I explained that this was a Museum expedition and that I was opponod

to making private purchaaes on such an oecasion.ﬂksaanavor we

have a large, empty wall space, due to somathipg being out on
loan, she says, "Irlonly you had let me buy the Monet." I don't
. try to explain any more. I grin or slap gently, depending on my
‘ patience, and walk quickly away, in either case reflecting that
the elephant's memory is short indeed compared to that of the

grown human female,

We had a ﬁurprisingly good lunch and quite good wine at the
1ittle inn in Giverny and after our visit with Monet's son we
dro;o back to Paris, pleased with the day and our purchase on be-
half of the Museum, I think in retrospect that the purchase was

made just in time, because in a year or so the younger abstract
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peinters in New York and paris rediscovered the late works of
Monet's career and were fascinated by the way such real objects

as water-lilies and other flowers disappeared and appeared again
through mists of 1ight and vaporish colors. As so often happens,
the artists' enthusiasm spread to the dealers and the collectors,
and very soon the prices in peris were extremely high., It remains
to_be gaid in fairness, nhowever, that the ¢irst Monet of the late
peiiod to‘bo'huught after thirty years of almost unbroken neglect
was acquired by walter P. Chrysler, Jr., and that 1t was thiq_g@e-
turq.which persuaded Alfred Barr that we nad all vastly underesti-
meted the paintings of sonet's declining years. These paintings
had been pushed aside by the re-emphasis on structure of the cub=
ygts and by the terﬁcious use of heavy contours among the ¥Xpres=
sionists, They hadéaeemed retarded and spineless to the revolu=-
tionary artiste of this sentury's first half and then suddenly
they becane prophntic of a swift filminess to which a number of
today's talented 3oﬁng painters aspire, There is a lessomwdn
this reversal of taste %o be learned but very 1ikely only the

pnqnlgd of time onge wore can meke the 1esaon;app13.

On thnfuay‘bnck to Paris, Sheldon Keck and I comniserated

with oach other on having nissed a widely advertised event in

Paris - & atrip—tciae festival which brought %ogothar all the lead= .

ing strippers of Burope &S coptestents. To have missed it was in-
excussble and profoundly depressing, but cheldon end I hadn't
been able to get away from the exhibition at 'the Orangerie. 1t
does seem to me ¢hat sometimes art interfers with man's higher

aspirations, 1t certainly did this time.
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In June, 1960, my wife and I went for the first time to
Spain, taking with us my elder step-son, who had been reading

Hemingway's Death in the 4fternoon and become by proxy an

aficionado of bullfighting, I suppose that like many Americans
involved in the arts, we had postponed the Journey for years
because of General Franco's vigtory in the Spanish Civil War,
This had been a war that had aroused the aympéthies of writers

and artists to a degree unparalleled since the Greek War for

Hémaepondonca wherein Lord Byron had died of fever at Missoloﬁghi

and whereby fho aloof, sedentary Delacroiz had been inspir:d to

paint one of his masterworks, The Massacre at Beio.,

Ve had finally decided that we couldn't wait longer to visit
Spain. The chances of a counter-revolution against General
Franco and his Fasecist cohorts seemed extremely dim and my long-
ing to see the Prado Museum and the city of Barcelona had become
unbearably intense, My wife and I didn't like flying in those
daya)and we took a train from Paris to Madrid, a long but sur-
prisingly pleasant trip. We steyed at the Ritz in Madrid because
a) it was right across the street from the Prado Museum and b)
because it was so often described as the best hotel in the world,

a claim I would dispute in favor of its young&r sister in Boston,
Massachusetts.

During our fifat four days in Madrid, we spent every day-
1ight hour in the Prado - surely the most pleasurable art~histor-
ical museum in existence, On the fifth day I decided to shorten

the Bible's schedule by two days and rest. BEut late in the morne
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ing my step-son awakened me to say abruptly that I'd nissed
seeing an entire gallery in the Prade. I told him grumpily that
this was impossible, since I had a floorplan of the museum and
had checked off each and every room, He said he knew this but
the gallery he was talking about wasn't on the plan and wasn't
open to the public, I immedistely thought of Bo-e where Renais-
sance erotica were aometimes kept behind locked doors and openad
only if the smirking guards were properly bribgd. I went back

to the Prado and found that the gellery I'd missed was kept closed
for a very different reason, It contained many of Goya's wartime
drewings which were thought too gory for general consumption,
Posaibly censorship for once was justified, though I found it
hard to understand why this kind of censorahip:ahould exist in
Spain, where bulls were skewered and matadors éorad a few feet

F

away from an ecstatic audlence.

Bloody 6r not, I thought the hidden Goya drawings absolutely

marvelous., Indeed, throughout our stay in Spain, Zurbardn, Vel-
aasquez and Goya impreesed me more than El Greco, whom my gonorn-
tion had been taught to believe was the greatest artist Bpain had
ever produded, And yet am I really sure of this reaction? Cer-

tainly it's been impossible for me to put out of mind the magic

surplices in k1l Greco's Burial of Count Orgaz in the Church of
Banto Tomé at Toledo. The white robes gshimmer in thelr trans-
lucence in an imponderable way no artist before or since has been

able to rival, i
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There was an unusually good program of bullfights in Madrid
one afternoon, or so ny step-son Thomas Hemingway Childs, told
us and we went, making the usual tourist's mistake of asking
for seats near the ring. It was a fascinating spectacle, almost
religious in the formality of its ritual. My wife gagged just
once and then only because & bull bled to def:h practically on
our shoes, making horrible rasping sounds ags/ fought for breath.
1 think my stepson and 1 went to the bullfights a second timg,but
hie mother and I sent nim off alone to see the running of the
bulls at Pamplone where he later said he'd been perfectly safe

and where obviously he had not.

‘We drove out to'Tolado and then to mee the Escorial whieh I

- found diaappointingly gloomy, And then we rented a car and hired

a8 driverfﬁo tako us to Barcelona., 1t was 8 huge, old car and it

paturally broke down halfway on the trip}and we sat for hours
while a village blacksaith made us an entire rear wheel %o replace

‘the twiated one which had brought us to a halt,

It's always better to see a city ¥hrough an artist's eye, and
Miro's eyes had taught us what to look for and cherish in Barce-
lopna's streets, though we were helped enormously by & 1lifelong
friend of Hiro'l, Joan Prats, 8 hat-maker by trade and a wonder-
fully sygpethetic man. pPrats was not only an: \early and 1nnonignt
champion of Miro and his work but also an active leader of thn
Amigos de Gaudi, & society formed to preserve tho arehitoetu:c of
the great architect, Antoni Gaudi (1852-1926). 0ddly enough I ;
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hadn't first learned sbout Gaudi through Mird but through an
article Salvador Dali wrote in 1933 for the shqrt-livad but
remarkable magazine, Minotaure. The title of bali's article

was typical of him: it was called "De la beaut® terrifiante et
comestible de l'architecture ‘modern' style."  The article was
illustrated Q, art-nouveau ornaments and it paid tribute to the
geniua of Gaudi. a genius which in force and variety of imsgina-
tion far transcended art nouveau's expressive limits, It always
seems odd to think that Dali's article was published just one
year after Henry-KRussell Hitcheockland Philip Johnson organized
an exhibition of what we all now think of as modern architecture
at the Museum of Modern Art and published the first authoritative
book on the subject, At first and even gsecond glance gaudi's
rantnﬁtioally irregular surfaces and use of polychromatic and
copious ornament would seem to be the absolute opposite of the
bare exteriors and emphasis on pristine design of what we used
to call "the international style", with ¥rank Lloyd wright a pre-
cursor and Mies van der Rohe, Le Corbusier, Gropius and others

as its particular heroes. The truth is, however, that Gaudi was

oo great a figure to be brushed aslde as heretical by his ﬁnre

purist successors. It always comes as a start to remember that
the enthusiastic foreword to 2 little monograph on Gaudi was
written by le Corbusier, some of whose later works are not a re=
jection of Gaudi's!effulgence at all, I think especially of the
aﬁ%tment house which Le Corbusier bullt at Marseilles toward the

end of his 1ife, I can't remember the official name of the apart-
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ment, but all the taxi-drivers in Marseilles called it “the Fada
building”, Whether the word "Fada" means outright loony or is a
vulgarization of "Dada“, I just don't know. In.any case, like
many meaningless words, it says exactly what it's meant to say.
1t meems appropriate to the work both of Gaudi;and the older-age

Le Qorbusier,

Joan Prats took us first to see Gaudi's nost famous building,

the uncompleted Sagrada Familia in downtown Baroelonu. As we

.. walked through this incredible church, Prats tnld us a little

about the trouble the Anigos de Gaudi was having with the Oatholie
Church, It appears that the Catholic dignitarioa in Baruoloa; i
uaro determined to make the church aerviceablq. The ég;ggggggd;.
a d , on the other hand, were equally determined that it be left
as it was, that is, as a ruin through incomplation rather than
through the erosion of time. It seemed to ma'ﬁn argument in whieh
there was only one true side - that of prats and the Anigos de
ggggi. Not all of Gaudi's original plans were still available

and, gore important still, as Russell Hitchcock onee pointed outy

“Ho architecture wae ever 80 dependent for quality, noreovar; on

it's designer's continuous supervision.,"

I think oy wife and I were even more certain of the truth
of Russell Hitchcock's statement when Prats drove us out to see
the orypt of Santa Columba de Cervello, about ten miles outaide
Barcelona, Whereas in the Sagrada Familia Ga@d} had often seemed
1ike a master confectlioner, making endlessly inventive forms out

of stone and metal instead of spun SUgAT, at danta Columba he
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other ornamental accent had been placed; he knew small buildings
like the Ippostylo by heart. IHe was an elderly man, of course,
but his memory was precise and every time I paused to rest he
would bellow et me like & sergeant of the larines and tell me
angrily that there was still a lot to see before /‘dark. There
uas-indeeq,and the day turned out to be one of the most entranc-
ing of my life., I was utterly exhausted when I got back to the
hotel. Barly the next morning the doorman phoned to say that: the
driver had arrived and wanted to kmow if I'd like to take the
trip again, this time with my wife who 'd beanlill the day before.
I waved a limpid hend at the bedside phone and went back to sleep,
dreaming of encrusted, giddy stones on the walls of my room,

Since Gaudi'g_famo has risen steadily and several friends have
asked me about the Park Guell and wanted to visit it, it's madden-
ing to think that I've lost the driver's naume, though he may

have died long since.

After e day of rest, I went back for another look at the Casa
Hil#, an apartment house Gaudi had built in Barcelona., The con=
ciérge remembered me from my previous visit with Joan Prats and
let me clamber around the rooftop, where the ventilators and
chimneys are as bold and ferocious as the giant statues of Easter
Island and where the inspired irrationality of the ornamental
iron work on the lower floors and stalrways ig .urforgettable,
I'd4 pever before paid such close attention to architectural de-

tail, I found it a more demanding object of attention than
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palinting or even sculpture and finally I'd had enough, The
next dey my wife and I drove up te Lhe Costa ﬁravajand it was
almost a relief to find this much-touted area disappointing, We
went over to the west coast of Spain and France ﬁnd back up to

Paris, weary and delighted with our trip in equal measure.
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In the epring of 1961, weary of suitcaaas,:hotels and the
other daily nuisances of travel in Burope, my wife and I decided
to rent a house for the summer on the French Riviera, V¥e had to
rent it aight unseen, gince it was inpossible for us to go
abroad hero;a June, But on the enthusiastic r.comnondatton ot
friends in Paris, we settled on a charming houie pardhad on the
0ld ramparts of Antibes. We knew the general area because the
house was & veﬁg short distance away from the éhntnnu Grimaldi,
later oanverted into the Musde d'Antibes and nuw everywhere known
as the Picasso Husopm because of the many uiotures the Spanish
master painted and 1eft there right after WOrld war II,. 1ﬂu§h
story hr hou Bioaaao happened to choose the ola chateau na a |
studio is hoat rnlated in Frangoiso Gilot's 1nv|1ulhlc hook“on
the ;ro;t paintlr qntitled life with Picas

:Before Picasso took over the Musce d'Antian. it hed gnpglgngg"
little of intcrclt Qxcept a few ancient artirants and aoaawrlirly
minor anoloonio telica; its upper floor had bqnn aupty tup
yenrp.. Its transformation into a vital nuaeum-by a aingle 1live
ing nrfint was due to two ressons, talent aside at the mnoment,
gince his inpovorished early years, Picasso had needed a large
{nterdor working space as much as the Impressignists had need-
ed the great outdoors. Secondly, the fusee d'ﬂntihes' Direetor,

¥, Dor de la Souchere, was a highly intelliganﬁ; persuasive and

igensitlvet wan who ‘reelized instantly what itlwoﬁld mean to have
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an artist of Plcasso's importence workins daily on his museum's
premises, BSo an arrangement was reached one morning on the
beach at Golfe-Juan, where Iicasso and Francoise had gone to
gwim and perhaps to escape the small villa they had rented

acroes the road.'

Ploasso moved into his new studio at the Musée and Souchére
somehow managed to gt him large composition-boards én whioh to
paint - a not inconsiderable feat during the lean postwar year

of 1946, And in return Picasso promised bouchere, "While I'm

here I'm not going to paint some pictures. I'm going to decor-

ate your museum for you." In a sense he did so, painting some
unusually large panels in his new mugeun-studio snd many smaller
works, Moreover, to these were added superb examples of the
pottery he had executed at nearby Vallauris, As of this date,
none of tuese worka of art has yet been given ouxright to the
pusee d'Antibes, Picasso beingnotoriously reluetant to part for-
ever with any of his possessions. But they have remained in

the museun linco they were oxecuted!aud they have been supple-

mented by gifts from the Picasso collection of the artist's
great friend, Marie Cuttoli,

fhe re-vitalization of the moribund Musee d'Antibes as an
astonishing tour de force can perhaps be compared only to
Picasso's single-handed rescue of the 0ld pottery industry of
vellauris from its commercial deadliness. As Frangoise Gilot

recalls, "Souchere was thrilledl" One shudders to think how
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differently conservative museum curators, here and abroad,

might have reescted to the ides of turning a minotph# like

Picaseo loose in their sacrosanct galleries.

The house my wife and I had rented wes only a few hundred
yards away from the Musee d'Antibes, as I've said, Lie the
puseum, it was embedded in the high, stony ramparte overlooking
the bay, It was situated at the end of a short alleyway known
as 1l'Impasse de 1'Orme which opened onto the rue de 1'Orme,
where the astonishing French poet and film dinﬁctor. Jacques
Prévert, lived and now busied himself making very beautiful
and original collages, 7The passageway was less reverently known
to me &s Urine Alley, eince on warm deys it stank to high heaven
from refuse thrown from neighbors' windows and from the calling
cards of countless, gaunt dogs, In the house ;har' was a down=
stairs bedroom and bath and a steep stairway led up to a large
terrace and living room, bounded by a low wall and, beyond it,
gharp rocks on which flowers nysteriously pgrewy a spiral stair-

case led on up to more bedroome and a large bathroom,

A totally engaging maid named Marie lLerda came with the
prenises, Ghe made us delectable soup which she not immodestly
called "potage de Marie", and was in general a salntly charaster
and an excellent cook, as French housewives so often are, On
her first appearance at our house, she kept revolving her fore~
finger against her tecple, The repested gosture meant nothing

to me, but gradually we came to underctand L'at Marie had perheps
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been tippling too much and had undergone shock treatment, We
alse finally realized that she thought the treatment had been
childish and useless, though clearly it or something else had
restored Marie to excellent health and gigeling good spirits,

Marie was deeply curious ambout America, a ¢ountry she thought
of as inhabited exclusively by cowboys, Indlans and millionaires =
in that order of interest and importance, She;grevlunoontrqgl
lably excited one morning when Souchere walked down to our |
house, clad in hie habitual white undershirt, and announced
somewhat glumly that a group of Texans had chartered a pianc to
make an art tour of Furcpe and were due at his museun the next

morning.

Souchere spoke no inglish and he asked me if I would come

over and give the Texans a gallery talk, He was such a charming
pan thet I dida't have the heart to tell him that I'd dome only
one gallery talk 1n:my life and that that bad pcen a disaster,
.Qhouoccllioh had been in Hartford in 1934, when Chick Austin and
I had assembled at the Wadsworth Athensum a retrospective Picas-
so exhibition, Ohick himself was a spellbinding legturex and I
a very bad one, But he had been busy thet day and asked me to
take over, I started through the galleries with a fair crowd

of Hartfordiane in my wake but soon there were only six or seven
people following me, Since I loathe and fear lecturing in all
jtas form, I was quite ready to take the blame for the msltigg
away of my audience, But then, to my relief, I discovered that
a very old friend of mine, thoroughly tipsy, had started a rival
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gallery telk and had lured my customers away by telling rather
ribald stories in a French-Canadian dialect, The stories, of
course, had nothing whatever to do with Picasso or his work,
but that was of minor moment, I had given up then and followed
the crowd, But I Bould't give up now when SQucﬁ}ro needed my
help and I told him I'd be at his Museum promptly at 10:00 A.M,
¥or tha rest of the day lMarie treated me as though I had mis=
takenly vacated my throne on Olympus, though she wilted when 1

told her1 it wasn't at all necessary for me to carry a gun in a

holster when talking about art to the Texans. She abandoned her
dreams of Gary Cooper, buffaloes, and John Wayne and asked me
what the state flower of Texas was, I had to tell her I really
didn't know, But my wife, with woman's insatiable greed for
minor facts, said she did know and that it was the bluebonnet,
@0 named for its indigo color, Marie disappeared at once and

didn't come back to get our supper.

In the morning ﬁarie reappeared, just as I waé ready ﬁo walk
over to meet Souchéere and the Toxans, Fer hair, face, arms and
dress were all atnined a bright blue andin her hnnds ghe held an
enormous bunch of gladioli which originally muat hava been white
but which she had dyed the sanme viclent color that had spilled
over onto herself and her clothes. "Pour les Texens," she
paid, with her usual musical laughter, and she and my wife seur-

ried around to find vases for the flowers,

I left for the puseunm and Souchere introduced me to the
\
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Texans, Then he departed abruptly for his office and the Texans
and I started through the Picasso galleries, I felt nervous,
though I had fortified myself with a large Martini on the not
unreasonable theory that when I returned homefuw liquor, too,
would have turned blue, I need not have worried, The group of

Ehe :
some 25 Texans was in,charge of Douglas MacAszy, & bright man with

whom I had worked in the Museun of Hodern Art§and who was later
the Director of thé Dnllas ruseum, I thoughténouglss looked &
1ittle peaked after a long bus tour for art'aiqaka. But he had
briefed his group on how and why so nmany of Picasso's works
happened to be in the Husée d'Antibes,

There was little I needed to add, except when queationed, and
this was a vast reiief, the more 8o in that I myself find nothing
nore irriteting than being jabbered at when trying to look at
paintings and sculptures, Some of my desler-friends have the
terriple habit of expounding about their wares to visitors teo
their galleries, A far worse outrage to concentration tekes
place when mugeums install mechanical docents, electrically
amplified, on thelr walls, It is, of course, impossible to syn-
chronize these machines with the amount of time a glven visitor
wants to spend staring at a particular work of art., To adjust
himself to what the nachines are trying to explain, the gallery-
goer has the choice of breaking into a trot or going lame, and
peither stratagem works Very well, I remember with speclal

horror listening to these gids-to=-learning in Washington's
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National Gallery a few years ago. Vhen I left I was glven a
card to fill out, ssying how I thought the mechanical docents
gould be improved, I was trembling but 1 panaged to write

down in a firm hand, "Short circuit the whole goddamned system,"

Anyway, at Antibes the Texans seemed wellw=informed about
Picasso's incredible career, the men limp with fatigue, the
women enthusiastie victims of their glands, I asked the whole
group back to the house for a drink, Ve guzzled champagne,
talked about Picasso's virility and admired Marie's blue flowers,
It was a pleasant afternocon for us and, I hope, for the Texans,
Only Marie seemed rather crestfallen, praaumaﬁiy having expected
a rodeo to take place on the premives. "Texa;, pfft!" she kept
numbling after the visitora had lefqgand ahe uas basinnins to
get our dinner, I rea]ly believe that if Jamaa Stevart had
walked in the door at that moment, she would havo slappod hil
face hard, especially if he were wearing cuapq,

The day after the Texane had left, Jacquel Prévert unlk.l
over for a nntshborly drink, In youth Prevert had benn en in-
geparable friend of my great friend, the late TVU! Tanguy , and ’
I had hofig been enchanted by his poetry and by the only one of
his films I had managed to see, Tanguy's widqv (and My Godl
how she hated the word) hed told us before we left America that
we would be beguiled by Prevert, We were 1nd+ed.' Kay Tanguy
had algo told us that Prevert liked to drink as much as Yves

had, "And as much as you still do," ahe? udd19 with cross

L G SRS =R ST — S
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affection, I therefore got out for Prevert the bonded Bourbon

which 1'd hidden from the Texans, explainin;: to Marie that even
Texas women got glddy or sullen on anything stronger than chame
pagne, Besides, Bourbon was hard to get in small French towns

and I thought Prévert would like it, le seemed to like it very, very
much, and after three fast drinks he went over to perch on the low
wall which separated our terrace from the sharp rocks below,

Prevert looked and acted perfectly sober., But I have a strong
Humpty-Dumpty complex sbout my drinking conpanions sitting on

low walls and I mansged to lure Frevert to safer ground on the

other side of the terruce,

Prevert had & round, pudgy but extraordinary mobile face,
He talked a great deal in a guttaral voice, renging dhrgyﬁr from
blunt facts or questions to eloquent parabolas of fantasy., Ie
asked me first about Tanguy in America and then he wanted %o
know whether I'd been Lo see Picasso, I replied that I had not,
gince Souchére had tcld me that Picasso then didn't feel like
seeing anyone and was tired of the endless procession of visitors

‘to his villa, La Californie, in Cannes, I told Prevert how des-

perately I wanted to &ee Picasso again but that I felt I should

respect the Great Man's wiches, I think now that I was trying
to be too ¥MemghEful, I'cC been home in America only a few
weeks when word reached we through a mutual friend that Plecasso
was offended because I hadn't made the effort to see him when

I'd epent the whole sumuer only a few miles awayl But Prevert
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too had told me that Picasso wented privecy that summer. "Since
you ¢an't see him," he added, "I'll take you down the street to
see §u3 Bernard, who composed the music for the film on Ticasso's
Guernica.*

A few days later, Prevert plcked us up and we walked down to
Bernard's house. The house had once been a butcher shop and over
the outside door was placed a stuffed animal's head, My wife in-
pisted that it was a horse's head, rather the worse for wear after
long exposure to the weather, T told her crossly that the last
mistral we'd driven through had done something to her braim, bew
cause why would a self-respecting butcher advertise the fact “that
he sold horsemeat? It turned out, te ny chagrin, that she was

right, since years 8go harsemeat had been considered more of a

delicacy than no meat at all, especially in small Prench towns,

We entered the house witlh eager help from Prevert, The in-
terior was dark and completely filled with stringed instruments,
0ld and new but mainly very old, Ve were greeted warmly by Guy
Bernard and he led up up five flightse of nsrrow, steep gtairs to
a terrace overlooking the bey and a magnificent landsecape, with
low buildings and endless green fields., It was the sort of
vista I've always liked best, that is, it was landscape rather
than scenery, Owitzerland and the mountainous parts of America
have always left me cold because they have no believable scale
but merely rear up and lie down again., In this as in other pre-
dilections, I agree witi Certrude vtein, who once said that ehe

1iked a view but liked to sit with her back to it.
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Bernard was extremely learned about music's long history
and much of the time he left me dangling as we talked abouﬁ it.
I could follow him partly, however, when he talked about the
difficulties of composing a musical accompaniment to Picasso's
tender and at the same time ferocious nasterpigoe, Guernica,

I thought I had known most of the huge paintinﬁ'a moods but,
listening to Bernard, I knew I did not, I hed eeen Guernica
tirnt at the Spanish pavilion in the 1937 uorln's Fair at Parie,
where it was shown along with a few of Picasani- sculptures and
an 1nsanious mobile by sandy Calder which was u fountain but eme
ployed mercury rather than water, so that its gomponents nhitltd
as the molten metal coursed elong. And I had seen Guerniea
very, very often as it hung in our Museum on q:tended loan trqa
the artist, Yet I, so utterly unmusical, 1eazned wore about
the mural's complex emotional content from liatoning to Guy Ber=

pard than I had frow any art bistorian, T;

we had known botore leaving America that qpore would be nnng
thinge we'd want to.aea in the Antibes area, Po on the bogt
going over %o rrano!- I'd consulted a tellow—qnlaansnr. Buoh-
mins'ber Fuller, as to what kind of car we should rent., T W
Fuller was an guthority on the subject, Indeed, I'd never for-
gotten the day in the early 1930s when Fuller had arrived n theg
yadsworth Atheneum and had insisted on taking Chick Auatin_und
me on & drive through iartford in a car he had Jjust aosisnod.
I think it was called & "pymaxion" car, butb that may have bcon
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the name of a later product of Fuller's amaring imagination.

In any case, the car Chick Austin and I rode in had only three
wheels, probably as an aid to maneuverability, I'm not likely
to forget this fact, since during my childhood in Hartford, a
neighbor on Forest Street had taken me for a ride in a three-
wheeled car he had invented, iis name was ifelly and I remember
little else about him except that on a subsequent trial run,
with someone else abosrd, he made the last ten yards pr the
trip upside-down and he and his companion were carrieﬁ off to

the hospital, dead or nearly so,

The ride with Buckminster Fuller from the Wadsworth Atheneum
had not been soothing, e had zoomed in and around traffic at
terrifying speed, witn Fuller constantly exclalming, "Ges how
it works, see, seel” I couldn't possibly have seen enything.
I wag nuwb with fear and longing to be vack in the Atheneunm's
parking lot, Nevertheless, I kept reading uboht Fuller's in-

ventions in later years, and when he told me firmly on the boat

to rent a gertain advenced model Citroen car, that's what we

rented at nearby Cannes,

It was a good car, 1 suppose, but it had one imponderable
eccentricity, deliberately planned, of course, When you started
the motor, the whole car rose slowly for four or five inghes and
then gradualiy gettled down to earth again, The troubling part
of this strange procedure was that as the cnr rose and descen-

ded all the doors locked for an uupredictable length of time,
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sometimes for a few winules, sosctimes for half am hour, I re-
member that once we were driving home from the beaeh, sealed up
tight, and a very pretty, young and obviously OGerman girl tri;d
to thumb & ride. I would like to have obliged, but there was no
way to do so without stalling the motor ard starting the whole
levitation process from the beginning, T felt badly about this
and bollowed through the closed windows, "lxcusez-mol, Fraulein,
mals, apreu tout, clest un Citrnen.“ Wty I hed felt impelled to
shout in bad French to a German girl who couldn't possibly have
heard me, I koglonger know., T thought 1t waa?thn‘hoisht of
thoughtful chivalry at the tinc. I guess I secretly hoped the
girl was lﬁoking ror Puekminster Fulley, cudgel in hand.

Qur first longish excursion in the Citroen was to visit the
newly~opened Loger Museun &t Biot. For many yoara I'd been of
two minds about Lééer's art., I think he was almoat never as in-
ppired & cublst as Ficasso, graque and Gris, On the other hand,
at intervals throushout nis later career he produced certain
masterworks like the Dreakfast and the much later Three Musicians
which I once owned, and then found I couldn't afford, though
the dealer, Valentine Dudensing, said .o would make me a special
price because he himsolf had posed for one of the pleture's
three figures, Both pictures are nov in our Museum, where they
belong, and they seem Lo me more and more impressive., For a

long time Leger'e paintings gtruck me as too erude for comfort

but I see mow that his bluntness was 8 Very real part of his




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY TS VIILA.2

SUMMER IN ANTIBES 25/=13«

eloquence as an artist, Several times in his museum at Biot I
was struck by the deftness of line and modeling which underlay
his massive forms, as though he had been a heavyweight champion

who ecould, when necessary, box like a nimble bantam,

I thought about Iéger's possible importance all the way home
to Antibes in our levitating Citroen. And since I also thought
about whether the car would get us back to Antibes or take off
for Mars in a sudden fit of enthusiasm for higher spaces, I remem=-
bered the first time I'd met Leger, by accident. It was in the
very early 19309; T was living in Paris for a few months and I
hed with me & long, black Packard roadster, with a special body.
It was a handeome car and one day I parked it on the Boulevard
8t. Germain while I went into a bietro to get a drink, I knew
what Légar looked like from photographs and when I came out of
the bistro I saw him circling around the Packard in evident ad-
miration. I couldn't resist asking him whether he'd like to
drive the car, "Mals oui, mon Dieu!"™ he said and pumped my hand
with his massive paw and off we sped to the Bois de Boulogne,
ne silent with concentration and I with ehyness. He thanked me
profusely when we got back andITtold him he was an excellent
driver though speed limits, cops and traffié¢ snarls were all
things to be disregarded or overcome by sheer speed and power.
fle remembered the incident several years later when I took him
end the Calders to lunch at the old Hotel Heublein in Hartford,
where he had come for the Wadeworth Atheneum's ﬁhpar Ball. "Do

you remember that pedestrian I miesed by a foot?" he askeds I
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said I did but, to tell the truth and however callous it sounds,

I remember more clearly a truck he missed by an ingh,

In Paris, before going down to Antibes, we had seen much of
Marcel Duhamel and his charming wife., Duhamel was the chief
translator of knglish and American fiction, especially detective
stories, for the venerable and distinguished French publishing
firm, NKF, In youth, Duhamel, my close friend Yves Tanguy and

Jacques Prevert had been inseparable companions mqhnd called

themselves The Three Musketeers, a term of self-adulation and
vowed fidelitty to each other which I had always thought reserved
for American adolescents, e now drove up to see the Duhamels
in the Citroen, Their vacation home was in a mewly established,
country-club resort called Castellaras, up in the hills above
the Cote d'Agur, I find most American resort towns intolerable
unless they are beginning to run down & bit at the heel, and
Castellaras with its elaborate tennis, golf and swimming facile
jties seemed even worsge, possibly because its kind of life was
still easy to avoid in France, 0fut the Duhamels' house waes en-
chanting and the high corn growing in their parden seemed as
alien as it had to the BEible's Ruth, Ve atge and drank superb
wine, liked the Duhamels very much and all in all had a fine day.

David Douglas Duncan, the photographer, turned up while we
were at the Duhamels' house, He was just completing the inspir-
ing job of photographing the many worke of art which Plcasso

st411 had in his poseescion at his villa in Cannes, The photow
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graphe were later published in book form, It is a useful docu~

ment on a great man's art and method of working.

Emboldened by my success in manaping the Citroen, we made
another excursion by car to see a very old friend, the late Iris
-Barry, the founder and guiding spirit of the Museum's Film Libra-
ry. Iris lived in Fayence, a fairly remote hill town north of
the Riviera, She lived in & house, on the short main street,
whieh Chiek Austin had bought and lent her to live in in her

retirement, The house had occasional handsome architectural

details and it had & fine view of the surrounding valley from

the top-floor terrace., Lut otherwise it looked from the outside
nearly like every other house adjjpining it on a dreary street.

It had and has no central heating and will always need repairs.
Tts chief advantage for lris, so far as I could see, was that it
was given her rent-free, it was tranquil except when Chick sent
other impoverished friends to vieit Iris, and 1t was not too

far from Cannes, where the Film Festival takes place annually.
And I should add in fairness that the countryadéde near the village .
was exceptionally beautiful and presided over by an enormous,
almost totally ruined villa from the Hapoleonic era, Why Chiek
didn't buy that villa, I'll nover know, but 1% could be that its
dozene of collapaing columns defied even Chick'e insatiable de=-
sire to convert ruip into luxury. And perhaps the bitter winters

were too much for him to contemplate,

It was good to see Iris again, as it always was, Yor more
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years than I can remember she had been one of my ravérito
drinking companions and often when the others had gone to bed,
she and I would sit up until dawn reviewing the crimes and
bonedictions, the failings and great qualities of our friends,
Unlike nearly all women I know, drinking made Iris neither sombre
nor giggly. it made her steadily more eloquent and her memory
sharper, BShe was a voraclous reader and used to review books
for the Harald-Tribune and other newspepers, Her wit could be
deadly but most offen it was goftened by laughter, Her accent
and character were thoroughly British but her contempt for une
nessary politesse was thoroughly American. After all these years
1 can no longer remember whether 1t wes she or the novelist
Stark Youdg, who once, in the middle of a tiresomely cireumspect
party, roared out in anguieh, "ore obscenity, pleasel" It
gounds like Iris,

Irie anqﬁar Prenech friend, Plerre, came over to see us saver=

al times at Antibes and we {nvariably ate dinner at a small but
excellent restaurant called "Felix au Vieux Port", down near the
water's edge., Ve always ate grilled loup, cooked over tiny twigs,
We took Loren faclver and her husband Lloyd Frankenbarg there

for dinner one night and to our delight and loren's ecstasy, &
team of acrobatic cyclists appeared on the dark quai and began
gooming in and out of the restaurant and around the terrace
tables, steering and balaneing with incredible skill, Plerre

and Patricia Matisse joined us and after dinner we went %o his
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boat in the old harbor for brandy and other drinks. I've

never known much about the inner workings of the Quaker mind but
that night I learned at least that it includes an astonishing
gense of physical balance, At one point, Lloyd, thoroughly
tipasy, decided to walk asﬁore on the bowsprit of Pierre's boat,
I thought then - I still think - the boat didn't have a bowsprit
but I do know that Lloyd came back from his excursion bone-dry,
as a more celebrated Eiblical character rad done centuries be~-

fore him,

L]
We were Joined on s=veral other occasions at Félix's by one

of the nicest and most distiguished men in the entire art world -
Roland Penrose, the rnglish critic and painter, who hed fought
courageously on behslf of the purrealist movement in London during
the 19308, had long been & tyusted friend of Plcasso, béen a
guiding force behind the Britieh Arts Council which had been a
central force in bringing laggardly English taste up-to~date in
natters relating to international contenporary painting and
sculpture., Bir Rolend as he is now so justly titled, is ome of
the few men I've known who c&n strike a fair, perceptive and in-
fluential balance betweecn vindness on the one band, fierce impa-
tience with bigotry and acadenie reaction on the other, I sup-

pose, the worst thing that can be said about him or anyone else
jghﬁﬁnt ne has no ememies, Yet over the yesars I've never heard

a?bad word said of him except by one OT two colleagues Whose

bitchiness, like their sexual predilections, 18 inecurable,
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I knew Roland's beaubtiful American wife, Lee Miller, slighte

1y when she was studying photography with Man Ray in Paris,

This was in 1935, when I publighed an album of Man Ray's photo=
graphs, with frontispiece by Picasso and texts by the leading
surrealist writers. The album was widely distributed in Europe
by the now-famous publisher, Albert Skira, 6Skira must have nnd;
quite a bit of money from the project, but it was impossible for
me to collect aﬁy of it. o I sued him in the French courts,
This proved & tiresome and hopeless procedure and there was
nothing to do except become friends again, The album was dis-
tributed in America by Rundom ilouse, whose bou!q Bennott Cerf,
complained ondloaaly about the album's very beautiful but
fragile, spiral binding and was contemptuous of surrealism in
general, There was a ecertain inconsistency about Carr'a attitude
in that the surrealists inherited rarcel Duchamp's loveef puna,
and Cerf himself went on to become this country's most tireless

and quite possibly its most tiresome punster,

Qur trip back from Fayence in the Citroen had been 80 nerve-
wracking that I decided balloon ascension in an automobilo was
not for me, When we finally got home, I aakad ﬁaaased Marie
Lerda if she knew of a driver we might hire, 'Naturalls. being
¥rench and from a small village, she replied that her second
couein on her mother's side of the family was an excellent
chauffeur and might be available, e was available and I guess

he was a good driver, though now 1 was able to keep my eyes
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tightly closed when on the French highways., The chauffeur had
the added advantage of having driven a levitating Citroén before,
a privilege I thought reserved for W, Citroen and Buckminster
Fuller. Anyway, now we were free to make any excursion we

wanted slong the Riviars.

On a clear day we decided to moltor over tﬁ see the remarkable
collector, René Gnrra. who had retired and was living in Cagnes,
The late H. Garfé and I had never met but we had written back and
forth for nany years, since we shared a-pasaionntc 1ntarvat_;n
the early (1911-17) works of Glorgio de Chiriuo which laid fh.
groundwork for all surrealist painting except thnt dedicated to
the uutomatinm?ﬁlro, Masson and others. Hoth of us had written
a good deal about the young and incredibdly 1nﬂp£r|d de Chirico
and we alwaya exchanpged any books or articlea we wrote lbout con=-

temporary art.

Gaffé owned several capital works from de Chirico's youth,

He also had bought emrly what {s probably the best known of all
Chegall's plintingb - the I and the Village (1911), now in the

Mugeum of Modern Aft'r collection, I share to some extent the
general esteem for this picture, Nevertheless, 1f given my choice
I think I would take a gecond Chagall in the Museum, the Calvary,
painted the following year in a magnificent r.a tonality. Very
likely I'm prejudiced in this choice because some of the most
devout champions of ah;tract art have discovered and applauded

a cubiht influence in fhe angular construction of I and the %
village, I think +he influence is there (at least Chagall him-
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self once said it was), but it is engulfed by Chagall's love of
whimsical folklore, & quality of mind which I f£ind intolerable
in a vaat majority of his paintings. Charall was a gifted
coloriat certainly, And yet on an extended scale he scems to me
to have been most admirable in his blaclk-and-white illustrations
for the Bible, During the Second World “ar 1 had visited the
studiose in New York of Chapgall and Mondrian. It seems to me in
retrospect that Mondrian was far the greater of the two artists,

though his mature plctures conveyed no overt message or emotion,

Of the many other exceptional pictures Gaffé had assembled,

I envied most & large, blue, totally abstract Miro from the mid-
1920s., It ie a painting so fresh in color and handling that I
doubt it has ever bee surpassed in headlong apontnniat; by Miro
or any of his contemporaries, I make no special mention of
Gaffe's fine de Chiricos because I've spent most of my IQult 1ife
surrounded by comparable works and all passion is spent. It

was strangely aimplé talking to Gaffé at last, we went on where
our letters had left off, There was a marvelous view of the

Mediterranean from the Gaffes' terrace, At lcast our wives kept

reminding us that there waes, I don't think Gaffé and I stopped

talking long enough to take a real look, After all, water is

water and can become monobtonous no matter how quickly it changes
And art is art and is inexhaustible when .

in § urface and color.,

two men are trying to discover wly their tastes run along paral=

lel lines.
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4 few days later, we drove over to have lunch with Plerre

and Patricia Matisse at their house at St, Jean-Cap Ferrat, We
ate and drank superbly on their terrace overlooking the bay, As
usual with the Matisses, there were many peoplé present whom we
knew and liked: Joan and Filar Miro; the architect José Sert and
his wife; the admirable peinter Jean-Paul Riopelle, whose work

I don't happen to admire; the genial California art dealer, Frank
Perlsj Patricia's wother, step-father and aunt from nearby Monte
Carlo; Peggy and Georges Bernier, editors of the lively art maga-

zine, L'Oeil,

There was a path leading down to the bay and Patrieia went

off water-skilng, so that luncheon was blescedly late. We all
talked and ate and tallked agaln, far into the afternoon. The
only time I leff my chair was to explore the hpuaa. where Plerre
had told me there were no good pictures and where there were
many, It was a fine, giddy dey and Marie Lerda's second cousin

on her mother's side drove us honme, smiling and smelling of wine,

A week later it was suddenly time to go back to Amsrica,
there were weepy farewells with Marie and we tbok the boat from
Cannes., e almost missed the boat, because at the last minute
I raced to a bank to have a check in francs sent to Jacques Pre-
vert to pay for some collages I was taking back to give to the
Museum in New York, A few weeks later, I heard by the grapevine
that Prevert never got the check, And then presently I heard from

a trusted, mutual friend thal he'd seen the check in Prevert's
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,'houau; uncangelled, it was now part of a collage Prevert was

makingl ¥Xnowing Preveri's almost total indifference to money

this seems a logical solution to a mystery which troubles me

still.
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BALTHUS AND GIACOMETTI

One of the strangest friendships in the world of modern
art always seemed to me to be that between Balthus Klossowski
de Rola, internationally known as simply Balthus, and the late
Swiss sculptory Alberto Giacometti, Each occupied an exalted,
solitary place in our century's art; each was magnificently id-
different to the prevailing tides of taste, style and revolution-
ary fervor in contemporary painting and sculpture, I would have
thought their isolation was ell they had in common. On the €on-
trary, their bonds of friendship were many and deep. They saw
each other whenever possible, sometimes traveling fairly long
distances to do so., Both were relatively silent men but, though
I myself was seldom with them together, I've heard many rirut;
hend accounts of hov;they jabbered like magpies, rought..oubraoad,
quarreled again and ﬁlwaya ended in some curious effinity of

spirit.

I don't know whether their friendship was abetted or hindered
by their lady-loves, As in the cuse of Lewis Carroll, Balthus'
female comﬁanions weée too young to have exerted much of an in-
§luence one way or another, As to Giacometti, when I saw him at
dinner in New York at the time of his one-man exhihition in our
Museum (1965), I tolﬁ him how glad I was at last to see and know
his wife, Annetto.'after all the years he and I had known each
other, I had to leave dinner early for some reasen and Giaco-

metti followed me to the door and said in his inimitable,




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY TS VIILA.2

BALTHUS AKD GIACOMETTI Qbfa-

swarthy voice, "You know, what you said about Annette interests
me, I've been married to her for almost twenty years and I don't
8ee or know her at all myself.," It seemed a curious remark to
makp about a woman who was not only his wife bht the most ubiquit-~
oug model for his paintings and sculptures with the exception of
his brother, Diego. I doubt that any outsiders, male or femalse,
hady any effect whatever on the profound devdti:t_ah of Balthus and
Giacometti to each other.

I had met ﬁﬁd known Giscometti for several years before I knew

Balthus, In thé very early 1930s Giacometti was close to the
surrealists and I used toc meet him with them a; the cafigﬂnoux
Magots and Flore on the Blvd, 5t. Germain, I also went several
;. times in those years to the studio on the rue ﬁippolyteqnaindron
in Paris' x:# arrondissement which Giacometti had rented in 1927
and occupied to thelend of his life, HNevertheless it was Balthus
whom first I got to know well because of an extraordinary picture

he'd painted,

‘ "The picture wms called The Street‘.wea the first large-socale
work of Balthus' career and is an ilmaginative ﬁraneeription of a
ncoﬁo on the short rue Bourbon-le-Chateau in Paris' sixth arrond-
1:ament. Balthus had painted the picture in 1933 and it had
;;en shown in his first one-man exhibition at Pierre loeb's
Paris gallery the following year, I had seen The Btreet in that
show and had never been able to get it out of my mind, A little

more than two years later I was again in Loeb's gallery and, %o
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tried every explanation and defense I could think of, ineluding
the fact that the National Gallery in Washington always had on

public view The Feast of the Gods by the Italian Renaisaanco1 5

Giovanni Bellini which has as explicit if seemingly less aware
gestures as that in my Balthue, Perhaps I argued my case badly;
perhaps I shouldn't have tried to argue it at all in that
sturdily New England community, In any case, the neighborhood
clamor didn't subside nor did the number of very small visitors
to my living room, Moreover, with childhood's instinct for get=
ting right to the point, the kids would gather in front of the
"questionable* passage, as though there were nothing else in the
large composition worth looking at. I finally decided that it
wesn't fair to my small son to have his father thought of as un-
moral, if not immoral, and I reluctantly took the picture down
and stored it in a fireproof vault I'd built off the garage.

The painting stayed in the vault for a number of years, It
stayed there in fact until The Reverend James L, McLane came all
the way from his huge tpiscopalian parish in Los Angeles to see
it apd bawled me out for three hours for being so cowapdly as to
-as—be hide a great painting away in a darkened vault, I told him
I'd done so for my pon's sake and this made tﬁe late ROVOEOHQ
McLanepngrier than ever, "The picture is perfectly 1nqaﬁi§;,'
he kept saying, "and besides your son is a child and not supposed
to know what great art is," "Nor are his friends or his friends'
mothers,” he added, his temper rising. Father McLane's parish

was in the poorest section of Los Angelea)and I knew that in
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his church out there he had hung several Balthus paintings of
young girls, not too decently posed or attired, I admired hie
courage but found it hard to follow his reusoniag, especially
since two of his own Balthus peintings contained gexual innuendoes
which only the very innocent or the very stupid didn't realize
‘were there, I'm not an Epsicopalian myself, but Iiva met two
other ministers of that faith who've shown & like tolerance and
unde?atanding of ert's specialized probleme and compulsions., I
sometimes wish I'd been brought up in their chureh instead of
that of the Baptists, whose faith in Total Tmmersion I find
aﬁpdaltng in the Biblical sense but everlastingly bad for the

human sinuses.

I used to go see Balthus every time I was in Paris, which was
almpét every year in those days, Balthus had a large, barn-like
studio in the ancient Cours de Rohen, The first time I went
there, around 1935, he and I were talking intently about the
qualities of Pierre;Bonnard, a very old rriend of Balthus' dis-
tinguished family, Suddenly the studlo door burst open and in
rushed one of the great international beauties of our century =~
an Englishwoman, whose name Wwas conastantly on every soclety page

in the world and who was unbelievably beautiful, Her marvelous

face alone had atopped%e in mid-sentence but Balthus responded

to this apparition with blind rage. "How dare you come here with- '
out phoning?" he shouted, though he knew perfectly well there was

no phone., The 1atter fact must have occurred to him suddenly,
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for he said,; "When I want to see you, I'11 call, I'm very busy
now with an American friend," I tried to interrupt by asying'I'd
come back anpther day but Balthus would have none of it, ‘Ga away,"
he asid to the young 1adyjaﬂd that's what she did, quietly and
humbly, I guess there is gsueh a thing es an homme fata He

hed the lean, compelling looks for it, as every woman I've ever

wet uho knew him has assured me, over and over‘ over and over, again

It waa in the barren studio in the Cours dq Rohan that Balthus
painhod whnt ig to my mind one of the greatest. ‘portraits of oqa
oentun[Jﬂ The Joan Miro and His Daughter Doloros of 1957-53. A ¢
bousht this remarkable picture the moment I saw it at Plerre Ma-
tisse's gallery, but Pierre phoned me the same afts%noon and
aak;d me if I would release it to the Museum of Modern Art because
Alfred Barr liked 4t as much as I did and had even found a dunor)

a fairly rare occurrence in those earlier days of the Museum's

history. It was the first time Plerre Bnd Alf?ed had asked such

a favor of me and I naturally said yes. To thia day I can't
look at the portrait - and I look at it very ottan - without
wishing it were on my own walls, And yet I think a picture of
that unigue quality belongs in a public museumi at least that's

what I tell myself in & gtern voice.

The psychological contrast between the sombre, dressed-for-
the-ocoasion pose of Miré and the fidgety good manners of his
daughter 1is incredibly real and acute. Tt is also quite obvi-

ously based on fact, For Miré, one of the most delightful visual
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humoriate of our time, is also awed on occasion by his own stu=-
pendous talent and puts his best foot forward, so to speak, even
though both feet in this portrait are clad in the worn, ol&

shoes of which he is fond, Dolores, despite her obvious affec-
tion for her father, seems ready to break from Miro's grasp and
race around the studio in idle delight, And this is what happened
a number of fimes, immortality being too frivolous a matter for
children to take uafiously. Mir&Ta wife, Pilar, told me once
that Balthus got so upset by Dolores' regtless energy that he held
her dengling out his studio window until she promised, iohbtng
wildly, to hold still when she and her father posed agein, Pi-
lar Hird’ia a calm, wondarfull;_aympathetic woman, But when I
mentioned Balthus and the portrait, some twenﬁy years after it
wae done, a cloud came over her serene face, @s though she were
saying to herself, "alright, alright. I know what art is, But
Dolares is my daugh&er and that Balthus.,."

A the years went by I worried rore and more about whether

onr Museum would be able to exhibit The Street when it was final-

y ) A -
ly turned over to that institution at my death, Or befors, if I

could ever cure myself of staring at the picture in wonder every
day, Father Melane wae no longer alive to defend the picture at
the Museum's doors and I didn't know where else it could find
adequately ferocious protection. In 1956, however, Balthus was
having & oneénan show in Paris and he wrote to ask me whather

I'a lend Tgeﬂgtree ., 1 replied that I would, of course., I added,
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not as a condition but as a plea, that I was concerned about the
picture ever being shown to a large audience in its then-current
state. I told Balthus in all frankness that several restorers
had offered to "improve" the lurid passage but that I wouldn't
let anyone touch the canvas except Balthus himself, I thought
this hint would mean the end of a friendship very dear to me,
Bﬁt‘tq my astonishment Balthus replied that he would like to re-
paint the offending passage, "When I was 3oung I wanted to

shock," he wrote. "Now 1t bores me,"

I heard nothing more from Balthus for months after The Street
gad arrived in Paris for his exhibitio?fand i assumed he'd had a
ghanga of heart about maeking any changes in the composition,
But late in the summer of the same year (1956) Alfred Barr, my
wife and I stopped off to spend a few days with Balthus at his
ch&toau de Chaesy, near Autun., We were on our way to Paris from
Oanneajsnd I grew steadily more nervous about what condition
The Btreet would be in and thought in my gloomier hours that
Bal thus had probably painted it out entirely. |He must have
sensed how apprehensive I was, since he dragg ed the big picture
into the living room at once. The Mongolian boy's hand had been
moved very slightly to a less committed position on the youné
girl's body, though his eyes were tense with the same fever, I
think The Street ig safe now anywhere from Puritanical ragej I've
always thought it #m one of the very greet pictures produced by

a member of Balthus' generation.
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Balithus gave my wife and myself @& prief tour of the Oﬁgrun

de Chassy the next morning. The chateau had of}ginally been 8
hunting lodge and from its pasement's celling ﬂung enormousg
hooks on whigh staga, boars and other game had been suspended
for curins._-Tha effect of the empty hooks wasfmildly alarming,
and wa_uereiglad to (clamber upstairs again, Tﬁﬂﬁcpngyau itself
and its many outbuildings made a handsome setting for Balthus,
and 1 wag BOXTY to hear later On, after his apfointment as Direc-
tor of tpe-?ighch Apcadeny in Rome)that he'd giyou the entire pro=
perty to @ friend, Naturally he then pought another chateau,
this time &t Malvelo aboub gixty miles north of Rome and pot far

from the nain highway . §

We took Balthus to dinner that night &€ the 11ttle Hotel du
Ba:régq in Chassy, wheTe we were staying. I famembar being
pugzled by the hotel's name, put Pierre Matisie later explained
to me that the French word “"barrage" rererred:to the dam whereby
the leke at Chaesy had been created, The 1ake had become 8 fa-
vorite of fighermen from all over Franoéjand‘#t wag for them that
the hotel waB puilt by the proprietor himsolr, an Italian called
Romeo « After dinner he and Balthus Bang whaﬁ seemed to my un=
pusicel ears Very long, in fact interminable,ﬁdueta from various
operas, T4te aifficult vo remember which of the two men had the
w;rae and less accurate yoice, but neither 1acked courage OF
volume and they pellowed heartlessly. 1 do/ remember that, back
4in Paris some weeks later, Ve again met Balthue and his current

young ludqjand 1 asked her whether she thought Balthus had a




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY
JTS VIIIL.A.2

BALTHUS AND GIACOMETTI 16( =10-

good voice, She said nothing but merely flopped her pigtails

over her face in a gesture of sweet despair,

To my very real regret I hrven't seen Balthus over the years
since he was appointed Director of the french Academy in Rome by
&ndrS/Malraux. President o8 De Gaulle's Minister of Cultural
Affairs, I've nevertheless done my best to keep track of his
activities and, naturslly his paintings, which seem to me to have
become steadily more fluent and assured. I included as many of
his works as possible in his one-man exhibition at the Museum of
Modern Art in the winter of 1956-7. Their number was restricted
by the fact that some were very large in scale because,ag Balthus
wrote me at the timé. "If I have achieved something up to tﬁ.'
present it ias almost uniquely, I think, in my large paintings.'
The gurious thing is that these big paintings from The Btreet
down to its coupanion plece, Le Passage du Commerce Saint André
of 1952-54, were all worked on rapidly, though.;oné;intorqila'
would intervene uhoﬁ he wouldn't touch the caﬁvaaon at all, Re
wrote: "I am always eager not to tire the canvas,” He added, in

a sentence his great friend, Giacometti, might have written: "So

maeny painters today have found a trick, I have never been able

to find one,® I remember clearly that a main difficulty inm di-
recting his exhibition at the HMuseum was to find an adequate num=-
ber of hies marvelous drawings, though I knew many of them existed,
Many more no longer did exist, The truth is that he hates near-

ly all of them, however fine they appear to others, "When I have
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finished my paintings,” he once told me, "I put the drawings for
them on the floor and walk on them until they are erased," I

saw evidence of this almost criminal practice when I visited him
at his Ghﬁteau de Chassy. The room in which he worked had a very
old, very rough floor and on it first-rate drawings, nearly illeg-
ible except for footprints, were scattered. I got my courage up
and scolded him but it did no good, of course. I scolded him in
English because for the first time in all those years we talked
that ianguasa togetharjand he knew it perfectly, having spent a
long time in England in his youth and been entranced by the novels
of the Bronte sisters, especially 4mily Bronte's Wuthering Heights,
(In the early 19308 Balthus made a series of illustrations for
gmily Bronte's hypnotic and distraught wasterpiece and converted

at least one of these illustrations into a major painting,)

There is a story, probably apocryphal, that Balthus' regard
for England's past was sc obsessive that he claimed to be a direct
descendant of Lord iwron. whether the story is true or not - and
I've never heard it from Balthus's lips - Balthus's temperament
48 thoroughly Byronic in sheer defiance of convention and-ovanﬂii
the rules that govern what is called Bohemian life, At a time
when most of his colleagues had Left-Wing sympithiea or were more
direotly involved in revolutlonary purpose, Balthus adored nobil-
ity, sins of extravagance and all. Throughout the countryside
near Chassy he wae addressed as the Count de Rola, I heard of

several occasions that the "de Rola" title actpally belonged to
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nis first wife, Cathy and that he would lose it if he divorced
her, This gan scarcely have been true because in later years
Balthus must have divorced Cathy in order to m@rry @ Japanese
girl named Betsuko, In any case, what is true beyond question
is that Balthus' upbringing was aristocratic and highly intel=-
lectual, His mother was a painter whom Bonnard, Roussel and
Derain adorad'and admired; his father was the author of a stand-
ard, early monograph on Daumier. Both parents were of Polish
oztraction; both had been caught up in the mid-19th century
migration to Paris of Polish artists and 1nte11|otuals which
carried Chopin into the avid arms of George Sand,

Before his appnintmsnt as Director of the rrenah Academy in
Rome, Balthus spent more and more time at his Ghatouu de OhlllU}
and even telegrams were forwarded to him fairly promptly, I

ullumcf from Autun, But Glacometti was almost always in Paris

and yet very hard to communicate with except 1n:agauun. At least
he wae for me, since my French seems to be instantly soluble in
gibberish when I talk on the phone, I remember that once in Paris
I had some urgent &esaage for him regarding his forthcoming ex-
hibition at our Museum in New York, 4 had tried his number at

all hours, éinoe I knew he often stayed up all night and slept in
the morning and early afternoon, Finally, I was at a party at the
apartment of Darthea Speyer, a very dear friend, who was then the
brightest light in United States Informations Bervice's other-
wise dismal orficeg)and she offered to try reaching Giacometti by

phone for me. I was rather vain about my Franthnnd I thought
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Darthea's sounded like that of & Mid-Western high school student,

though actually I think she came from Pittsburghs In any case

she reached either Alberto or Diego Giacomettl instantly end

relayed my message. | ghe also taught me an importent aid to tele-
phone communication 1n la Belle France. After every sentence,
whether you need to or not, you shout "ne quittez pas", and the
command frightens everyone to silent attention, Now that tele-
phone gervice in New York City is as bad or worse, I think I'1l
try the phrase here, retaining the French words for Inporigl

reasons.

Despite pParthea's veliant efforts, there wife things I still
had to disouss with Giacometti on behalf of Petier Belu, the di~
rector of our Museun's retrospective exhibition of the scul ’gpnip
work, 60 I went over to Giacometti's studio, hnpins to see u
newylarge standing gigure everyone in Paris had told me was o8-
pecially pervelous, I saw the sculpture alrighty it was lying in
plaster fragnents on the floor. "There was sonetpins wrong with
the poae," Giaeomotti said calmly, "so I deatqoyod the pieoo.'

1 mnew I shouldn't have said 1t, but I couldn't rnnint asking
why he couldn't have re-worked this small detail and left the
qﬁ:rroot tall tigure intact. "No," said Giauqnotti, “if some=
thing goes urong in a plece of sculpture, you muet destroy every-
thing and begin again," He added, "I'm usged to beginning again,"
Anyone who has read James Lord's fine account of posing for &

painted portrait by Giacometti will understand precisely what
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Giacomettli meant by the latter words,

In June-July, 1955 the Arts Council of Great Britain held in
London a large retrospective exhibition of Giacometti's work, I
was in London for the first time in many years and I went to see
the show three or four times, dragging as many American friends
g8 I could with me. There was one smallish figure in plaster whieh
haunted me in particular, though I must confess that I'm haunted
a good deal of the time by Giacometti's sculptures and paintings,
whether or not I'm actaully looking at them, Perhaps I was es-
pecially fascinated by the little figure because the last time
I'd been in Gilacometti's Puris studio he had never stopped pressw
ing this plaster piece or one very like it with his thumbs, some=
tineh hard, more often very gently. He always seemed to be cajol-
ing his sculptures into taking en 1n§er life, as though he felt
if they'vere not breathing, they wené nothing at all,

Perhaps this fact accounts in good part for the mesmeric ef-
fect Giacometti's works have on some people, myself included, He
was an artist who worked like one possessed, As I once wrote of
him, even his thinnest figures seem large because "they magnetize
the surrounding air and light, attracting to themselves an inexpli-
cably poetic nimbus," These figures continue to grow in one's
imagination even after the memory of them has ﬁegun to dim. I re=-
member that it was twe or three years after I'd seen the plaster
figure in the London show when Pilerre Matisse phoned me and said,

“Your Giacometti is here." I remember, too, that this news
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panigked me mildly on two counts. Firset, the pews came at &
time when I was low on money and knew hov expensive all Giacom-
etti's works hed rightfully becose. Hecondly, my house in New
Cenman has been out of adequate wall space for many years and I
knew this plaster sculpture would have to be placed indoors, The
latter problem hd stopped troubling me twenty years ago ,but money
is almore serious matter, It's very strange but the rieh and the
poor alvays know how much money they have and can plan shead,

0# the other band, I seem to belong to a strange category kmown
as the “"comfortably fixed", a phrese which always sounds i‘ me

as though I had been expertly gelded in youth, The many people
in this category seldom know what they can and cannot afford and
nobody tells thes, 5o I paturally had to ask Plerre Matisee how
such the Giacometti sculpture was. “There isn't any price,"
Pierre replied, "Glacometti sent the plece talgou as s present,”
Of course 1 was stunned with pleasure, but I did ask, "For Ged's
sake, why?" "I don't know why, "Pierre answered, “but I think it

was something you said or wrote about h1u3andro knew you loved

this pnrtieuﬂlr sculpture.,” I've no idea what I said or wrote
about Giscometti which prompted this fantastic gift, If I ever
¢ind out, I'll write or say the same thing wbout a number of
artists I admire without reservation, Except that I won't really.
Instead, I'll stare at the Giacometti day after day, with joy,

awve and disbelief.

1 saw Giacometti as often as possible when he came to New York




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

TS VIIILLA.2

The Museum of Modern Art Archives, NY

‘N“-—-),‘

BALTHUS AND GIACOMETTI 20 (-16-

SRR

in 1965 for the opening of his exhibition at our Husuum.i’ﬂil

reaction to New York was rather curious; he kept telling me that
the city was very like Venice. The parallel escapes me utterly
to this day, though I seem to remember that Gihoouetti took a
boat trip around Manhattan and was fascinated by the surrounding

S S R TESE T

waterways, In any case, he seemed happy in New York, eapccinlly
after we assured him that he could phone his brother Diego in
Paris ovary day. I overheard one of the two brotharl' couvgp.;-
tions on the phone. It consisted almost entirely of oxehungpﬂ
analyses of the weather in Paris and New York ;nd it Qoliortqd
them both greatly, particulerly if the skies vora clear oz im p;a
pouadng rain in both cities. If it was cloudy‘hlre ‘and tqir*ap
2.:1;, Alberto would become gloomy for & short tinl. as tppugp 43
natuxe bhad no right to play disparate tricks op'brothnrl uhn y.d.
sunldon been this widaly spparated or for thie‘lqng a pop;qg,
In all the times I aaw Giacometti, I never onctnnot ntc;o. lgwgp-
tholeaa, in the studio on the rue Hippolyta-ﬂaindron. hin prgaanaq
was always felt, whether or not one of Albertols many pprtraitp
of him happened to ba vigible at the time, If,ilberto al ne u:a
incredibly talented and Diego content to supervs.n outing and
iorkiqn ornamental objects designed by his brother. theirs uan in

essence if not in fact a twin brother act - the most creative and

inspired of our time.
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L. ROUAULT

The largest one-man exnhibition I directed for the Museum
of Hodarn Art was of Georges Rouault's paintingn and prints and
was held duripng the spring of 1945. Remenbering my rather
harsh dispute with Ambrose Vollard over iouault's importance
many yeare earlier, it gseems rather strange that I undertook
the show, though it had repented ry youthful opinion to the ex=—
tent ogwsuying a Rouault painting from Joseph Brummer. Even 80,
I d;dn'ﬁ keep the Rouault long, to Brummer's intense dispuat,
ané I'd'cOma to believe that Rouault was a great painter only
from rnnghly 1803 to the end of World Var I, though he thereafter
became at his best a superb printmaker, as the late Carl O,
Schniewind, then curator of Prints at the C*iongplxt Inatitutc.
pointid out in his taxt for the Museum's catalns of the .hnu.

% alao romamber that pefore World VWar II I hnd nade a lpacigl
pilgrimege in Paris to the Musée Guatave horeau of which Roueult
was Ourator, & job to which he had been appointed as Horeeu's
favorite pupil, The post was essentially honorary and Rouault
seldon appoared in the building, I had therefore tried to t{pﬂ
the painter at the apartuent of his sister, with uhom he lived,
Put he didn't appear there either and the sister was so modest
a woman that she could tell we little about hep famous brother's
way of 1ife and methods of vorking, 1 did finelly mee Rouault
in pereodpnce at a pestaurant, lle looked like a haggerd busi-
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;
nessman of the middle classes and he haed almost nothing to sey.
This seems & curious fect in that after he knei I wae doing his

show at the Museun of Hodern Art, he bombarded:me with extzeme-

1 !
1y long and often extremely garbled letters, In addition he pro-

vided some motes for the Museunm's catalog. ﬂe?ﬁoék great pride
in hinaalf as a writer. It was a pride I coul? novor bring
myself ta share and 1 tend to agree with the qqntatinn he used
as an ending for hie notes: "The letter killath and the spirit
givnth 1ife." | 5

I don't mean to minimize Rouault's importanp. and ooutlgi
as ln nrtist during hic earlier years as & 9aint.r and latnn-ll
a prinenukor. But 1'm at111 puzzled by the vahopntzon acoqucd
him. in this country when the world was torn by,!orld War o PN
Even among many opllectora, ertists, dealere aan museumn cur;torn
who didn't ahnrn Bouault‘a devout faith as a G;tholia, the pg;n-
ter ug. r.gagdiag as an Avenging Angel. I oould understand why
Rouault's Ohriatiantmorality would have an immanso appeel during
the war's anguished years. I couldn't understand why owning one
of his pictures would seem to some collectors %ha—ﬂhuiv&lcaﬁ of
stephen Crene's Bng’BadFe of Courage, since Rouault'l name had

been well known internationally for years. Nor could I under-

stand why admiration for hiwm ghould have made these collectors
disnise as charlatans Rouault's peers in the Hghool of Paris,
especially Picasso, 1 used to get into endleas, arguments with
friends as different as oLam Lewisohn and Pavel Tehelitchew

when I insisted that Ficasso was & gar greater artist than Rouault.
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These and other friends did their best to convert me to the true
feith, None of them had any success whatever., -And nons gave
up trying, They would always end up infuriated when I would
say that Rouault was incense, Picasso quicksilver, and I pre=

ferred the latter substance,

#¥ine wag obviously & minority epinion and i nusber of col=
lectors I knew in New York and, especially, Calitornll ilxl
prouder of thair Rouaults than of works by any. othor nodorn
painter, Their pride was shared by some amertoun uritor! Ih§
were affluent enough to collect and I can renember having r;prnl
disputes with the late Staric Young and other nnvoliltl. It was
only occasionally that I cculd agree with theu. as when I saw
Edward G, Robtnaon‘l superb Rouault The Uld 0;333 in hia Holly~
wood house, Otherwise Rouault's repetitioss iacnod monotonous ,
espeoially 1n picturos executed during his 1atqr ycn:s. 1 remenw
ber that whpn the npseum of Modern Art asked ne ya direct a
gecond Ronnult”exhibition after the war so that foreign loans
could be 1naludod, I replied crustily that I d;dn‘t think such
loans would ;dd anything important to Rsuault's stylistic and
emotional range, After peeing the second Rouaalt exhibition

in the Museum, I'm g¢onvinced I was right

2. BEN BHAEN
when, in 1947, the Museun of Fodern Art asked me to direct

Ben Shahn's retrospective exhiibition I felt a sense of elation

whiech never diminished from the beginning to closing day,
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I'd followed Shahn'c work closzely szince 1930, when his
Saceo~Vanzettl series of small teopera paincings was shown at
the Downtown Gallery in Hew York and later at, of all places,
the Boclety for Contemporary Art at larvard whose President was
Chaircan of the Committee which convicted or hclped conviet the -
two alleged murderers. I hadn't seen elther exhibition, alas,
but I haﬂ looked often at reproductions of Shahn's pictures in
Creative Art and other magazines, loreover, I'd read the Honor-
able Felix Frnnkrurfer's inpassioned defense of Saceo and Vane
getti \ih:‘ﬁ_nr it hed mppeared in the Atlantic Monthly for Mareh,
1927, It wae rather a hard article to niss, since protests
against the conviction of the two men (they were finally exec-
uted in Lﬁgulﬁ. 1927) were reverberating throughout the world,
In much later 1aaza:3elix vrankfurter was often the houseguest
of my Permington friend, Wilmarth Lewis, the leading authority
on the life and works of Horace Walpole. I tried on several
occasions to ask Dr. Frankfurter about the Sageo-Vanzetti case
and trial, His reply was always the same, "That's a case I'd
rather not talk about," And he never did, though the outrage

in his face was apparent,

I had heard a éreat deal about Ben Shahn ;n 1933 from Walker
Evens, who had undertaken the hopeless task of making me & good
photographer and who, three years before, had ghared a cabin
with Shahn at Truro on Cape Cod, It had been walker who had
taught Shahnlto take photographa, primarily ag noted for hise
paintings. And Walker's technical instructione had been sime
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plicity itself, "Set the shutter and the lens end point the
camera at anything which pleases you," It sounds 1ike ll.linr
ple & recipe as Eagtman's famous, "You press the shutter .‘A,
we'll do the rest." But it waen't,as anyone who's seen the.
photographs of Evens and Shahn will know, Eoth had the all-

essential eye of artists,

. After I moved to Hew York in 1942, Shahn and I becanme close
trlcndla I had met him only briefly at the time of his show at
Julien Levy's gallery in New York in 190, ¥rem that show .'
Chick Luntin and I had bought for the #adsworﬁh Atheneunm Qn one

chantins small picture called Vacant Iot; it ghows a solitary
young boy'prnotioiﬁg baseball against a mammnfh, brick well,

3roa Hew !ork it wag & fairly easy drive to thu house in & New
Deal dqvalopu.nt tor garment workers in which nan Shahn lived
to the gnd of hia,;ire. Sometimes, too, in lator years Bon anﬂ
nis wife Bernarda would drive up to see me in;Farmington. The
latter were exeiting occasions not only for mﬁ but for my young
stepson, who 1iatonid raptly to Ben's endlesu‘bapoftory of
stories and whom I once overheard telling & orowd of visitors,
-311 that Junk by Tﬁcasso. Iiro and de Cuirico is in this room,
The Shahns ere in the front hall and my room, | Just follow me,"
Andlthe visitors did, obediently.

In later years, when success had conme at last, Bhahn built
a big studio behind his house, Bub he still lived in bhn of
the housing units for garment workers in whot used to be called

Jersey Homesteads and later, eppropriately, vas re-christened
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Roosevelt, New Jersey., lie had done one of his best murals for
the 1ittle settlement's recreation center and he had no inten~
tion of leaving, It was at hies house where I tinuli.y learned
why Grawings for his big show at the Museum were so hard to
find, though I knew he had drawn constantly all his life, cvﬁ
as a child when he would draw likenesses of Babe Ruth and other
celebrities for the edification of the buns 1p his impoverished
neighborhood in Hew York, “The thing ie," Ben seid one day in
his house, “we havel a fair here every year for Red (Orose or BoRe
other good csuse, I have a booth and make dr'mi.ugl of peaserse
by for 50¢, But tqa subjects always always lbok 80 diuppolw
ed that I si\ra thes a few more drawings from w,r studio to meke
them feel better." Ko wonder his drawings haq beocome ml
And for 50¢ & batch, ly Godl i

If finding anougn drawinge for his show ap the Museunm was Y
a problem, apother was that some of his best yory .ulym
ings had been bought years &go by a colleotori who had uumd
down to the amis.ble i1f destructive life of dr!.nking all dq .ad
night in a hotel badroom in New York, I went; to see the m q.
number o: t.tuu but neither I nor the behhop; could rouse hl.a.
I don't really remeuber what his name wae but ‘Ben and I be”n
to call him D\mbar and the password to get inho Ben'as show when
we were hanging tt_becah a4l and Dunbari" ’Haturauy we were
never able to horréw the plctures fron lr, Du?bar or whatever

hig real name was,

The 8hahn exhibition went up quickly and Ben was most helpw
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ful in an unobtrusive way, I can remenmber only one brief hitch
in hanging the show and that was when an elderly Trustee of the
Museum walked through the palleries and was irritated by the
nuaber of posters for the Congress of Industrial Organizations
I was placing on the walls, £Hince Shahn was & very fine graphic
artiet and the posters were among his best works in design and
typography, I thought it best to make one point clear at once,
I said to Rand’&'ﬂa:noncourt "If the posters go out of this
show, so do I and for good," In half an hour-nenc/ul back and
lliﬁ. “Everything.ia C.lle Just go ?Pead end éut up the rilt of
the posters.” I never knew how Rene had menaged to calm the
devoutly conservative member of our Board of Trustoei. But I'd
seen Rangia skill as a diplomat work before and I wasn't sur-

priced, only relieved.

My admiration for Shahn as an artist increased steadily and
after the show wag over I wrote several books and articles about
him, his paintings and his graphic art, alwvaye with the greatest
enthusiasm and pleasure, The laet time I saw him in person was
when he was & visitinﬁ menber of the Fogg lMuseum's faculby and
had just written an elogquent book called "The Shepe of Cont 153
A few years later he died unexpectedly, as the great have a sad
way of doing. There was a memorial serinar and exhibition at
the Skowhegen Art Sehool and Bernarda Shahn had asked me to give
the main address, Urfortunately I fell seriously 111 apd wasy't
able to make the trip to !alne., So I wrote the speech out and

1t was read by the Black artist, Jacob lawrence, whose works I
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hed liked for a long time. There was something appropriate
in this in that if ever there was a person who believed in the
brotherhood of all men, it was Ben Shahn, =5 his life and work
eloquently attest,

Se .PAUL KLE .

In 1949 the Klee Foundation of Berne, awifﬁnrland, lent the
Museum of Modern Art a large group of paintin;l. drawinge nnd;
prints from its collection and I was nsked o diroct the zuuulq
tant exhibition, with able assistance from Fiqq Hnrglr-t Miller,
long a valued nembqr of the Museum's stalfl anq_n devout student
of Klee's art, The loans from Berne were supplemented by a fww
varks from American collections and the exnib*tion was shown

later at leading mueeums throughout this countng.

Bo:ore Horkins on the show and its catalog. I thought I knew
Klee's wqu pretty thoroughly, since the Huseum had already had
8 large Klee exhibition in 1941 and several New York dealers,

tably Kerl Hierondorf J.B, Neumann and Curt Valentin had
notably wi

snowirFL;oat annually. Nevertheless, Klee's inaginativa gifts
were zo profuse and unpredictable that any large exhibition of

his paintings, drawings and prints was bound %o ottar new and
delightful surprises, The Berne show was no exception, I can
remember clearly how often largaret %iller and I gasped (quitn
literally) as we came Acrosg pictures {rom Berne which we'd
never seen before in fact or even in peproduction. I can only
hope that my text for the catalog reflected some of Margaret's

and my awe and exciteuwent in working on the exhibition,
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There is one respect in which Kleec revains unrivaled in the
art of his own and probably even of earlier times - the direct
projection in visual terms, and visual ternms alone and.unaidod,
of a Iantaatiéally varied humor. His titles reinforce his vis=
ual wit, of course, and were given in our catalog in the orig-
inal German as well as in Znglish, since they}abound in untrans=-
letable puns, Klee's is the rare humor to whioh tears as well
as laughter ieema the right response, He was a magicien of the
finest order snd alsc a clown whose grimaces 6noonplnn both

trngady and airth and. either way, wring our ouotlonl ary.
I
The rango of Klee @ awareness Was no 1eae!ron.rkab10. He

looked at obsoets ae ve all seen, from flowerl to insecta, trn-
trqoa to the plnaid waters of harbors. [e 1opkod at ohildhﬂ!
with eyes -mvr and fresher than theirs; the grnnuentn of tq.tsvu

uﬂult celebration mecued always to have been §nv9ntoa by lag foe

him. averything he saw and recorded was born%tn-u and T ;, f
end, Klee, if

timu think that 1£ our planet is reaching its
alive, eould have re-invented 1t in a day andk iven 1t & na;p
beguiling form, My colleague, Alfred Barr, ulad to call l;..
the graat ujittle master” of our time, 4And yot if the laaln on
" which he worked was usually small, 1t had evajq povur of large~
ness, His favorite symbols - arrows, transmogriflcd animals,
gbstract epots nnd:dashes, seened whispered apd yet they echo
with grandeur and yonfailing authority. Thereguan no such thing
as getting used to Klee's vision; 1t could chenge and retreat
end move forwerd again without werring fiﬂnalg of any reliable
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kind. As an artist he could nearly always defeat crities, with
their elaborate apperatus of chronolopy and stylistic analyeis.
For that ability alone, in this age of pigeon-holed academic
certainty, we nust be grateful to him. He was 1ike the ultimate
magician whose tricks no one could do more than pretend to under-
stand because their inexplicable ingredient was genius, no more

and certainly no leses.

4, HODIGLIANI
Perhaps there ie a note of caution for all art ecritice in

the faet thet the first article on a painter or sculptor I ever
had published was a bitter attack on the worki 6rllmedgo HSdig—
jiani, I no longer heve a copy, thenk God, but I know it appeared
around 1930 1n one of the several magazines wuy partner in a Harte
ford bookshop, dwin Valentine Mitehell, published in fairly
rapid succession, I think the magazine may have been called

Boo gggtes but it uight have been The Literary Cbserver which

began to appear bil-gonthly socn after the first-named periodical
foldéd up.

I seen to have been amgry about Modiglian?'s fame and his
subject matter which was usually restricted to portraits of the
hnnﬁsome Italian's ?riands and mistresses, Bgth objections have
seemed absurd to me long aince and in 1951 I wrote a booklet
about Modigliani to accoupany an axhibition of his paintings,
drewings and sculptures which the Museun of lMedern Art was hold-
ing, 1 remember that Andrew gitohie, lately retired as Direc-

tor of the Yale University Art Gallery, was then Director of
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the Peinting and Sculpture Department at the ﬁﬁsoun. He phoned
me one evening to shy that the Museum badly néodcd a book ip go
with the show and asked whether I would uriterit -~ in a hurry.
1 was rnther astonisghed to hear myself Bajing-that I would b-
glad to, havins seen a nunmber of admirsble naintingn and sculp-
ture by Modigliani since my youthful cutburst,

I don't think that even when young &nd very green I disliked
Modigliani's drawings; I con't see how anyoneéeould have, But

¥

I'd thought his color crude and repetitioue a& 4 his sculpture
over—nnnnored. I also thought then that 2is reputation doptqdod
to unreanonnhle extent on the violence of sispfhort. dialipltld
life end on his amorous conquests, I probably envied both, be-
ing & HNew inglander, and I know I thought this was not the way
for an artist or anyone else to behave. uater I began to unﬁar-
stend that it wase Modigliani's fever, both phsaic;l and mornl,
which gavo hin hie strengtn, In the 1951 booklet I was able to
write with comvietion: "It is idle to argue that he might have
beer a more profound artist had he nurced his energies, Exacer=-

bated nerves were part of his talent's high price,"

The miracle 1s'that ¥odiglieni was eble t& produce so much
work in a very short time (mainly from 1915 to 1920). Though
no catalogue raiaonnéﬂof fodiysliani's work exists, it *ls h;on
estimated that during those flve years, all of them spent in =
Parie except for a siort vacation in the xidi; he completed
around 450 paintinge and a 1ittle over 20 sculptures, mostly
carved in limestone which he scon found easier to cut than

marble, There ie no cccurate way to deternine how many drawings
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he made, since he drew constantly day and night, His fame hes

long since become international, though for a time 4his prineipal

enthusiast among Americans wes the late Chester Dale,

Modigliani's art has been a prime target for forgers, both
becsuse it was single wminded and also because 1tl undarlyin;
structure was linear and intensely Italien, a 'ruct in whieh it
differed from nearly all School of Paris srtiqtn. Yot even the
veritable tide of fekes has done little to spétl'ﬂodiglilg;!n
very real attainment, I wrote of him in the Yuseus of Modern
Art's publication: “In seulpture as in paintiq;. his sole qumntn
was the human face and figure, and this is tch ovoa of thpt;
works which seem intended for architectural uji - the uq:yafga
and the corbelled hnad. e dreamed oncz of warking in cn:rnrn
quarries; hie inatihct was for direct carvina‘wathor then model~
ing in plaster or clay. It may be that this qnohnienl pratiuu
ence .,. accounts in part for the nervous vit lty af Hodig;tp'

_ani's best pleces, jThey are at any rate excep?ionnlly vigqlh»
ous, and if we aomotimes resent their exaggerﬁﬁ&onl, we know
they are alive.," ! {

I'vo long thought that the greatest of 'o&lglinni'n paint-
ings are his nudes, They are usually also hia moat nabitioul.
Noé the lemst of their virtues ie that they spplled the end of
the fig leaf and other such idiotic dinruimea:ﬁo conceal the
pubic: region, Today unabashed nakedness is a;ooptod in the

movies and the theatre. Dut a&s late as the yeara 1915620, when
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Modigliani was producing nis best works, it was only the porno-
graphers who dared be so frank and pornogruphers were only
rarely artists of mote and talent, I wonder why the advocates
of the new sexusl freedom don't stop malking b§n31 speeches and

go instead to put & wreath on iodigliani's lonely grave,

5. TANGUY AND DECHIRICO

The first time 1 saw Yves Tanguy efter his arrival in Amer-
1ca in 1939 was in Hartford where he and his wife, Kay Bage
Tanguy, had stopped to visit one of her relatives, the later
walter Goodwin., I'd never known ¢r, Goodwin anywhere near as
well as I'd known his brother, Pliil, who designed the Museum of
Modern Art's original building on West 5%rd street, But I'd
always liked Walter Goodwin very nuch and I used to watch him
play polo at Narragansettv Pler, he being in youth one of the
top polo playars 4n this country, I was therefore surprised
that Yves Tanguy hud bsen made so nervous by hia visit to the
immense Goodwin house. Yves said he needed a drimk badly, as
he sometimes did, and we repaired to my house in Farmington and
soothed his Jitters with lourbon whiskey., The only trouble was
that Yves' mervousness was transferred to me. He could then
speak no English and I'd always been able to éommunicat- with
him in oy feeble Er&nc% fut suddenly I couldn't remember anye
thing but English nnd I turned to Yves apoloqltienlly and lli‘,

"Ce soir les mote franCais sont comme les lapins sur la nia;n.
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Ils y sont, mais Je ne peux pas les voir," Yvea nodded a8
though he understocd me, so my courage and what french I knew

came back: ahpqp&ly and we jabbered until ver;‘late at night,.

In 1955 the Museum asked me to direct an oxhibition of the
works of Qanguy and Giorgio de Chirico. ¢dn:u3 e show was, &las,
a memorial exhibvition; the de Chirico show was held to help pro=
mote my book, Glorgio de Chirico, which the Nu-auu had just pub=
1ished. Among other reasons for holding the Joint exhibition
was the fact that, by his own proud Bdmiﬂﬁion; Tenguy had @icidad
to become a painter when from & bus window he had seen lnkgﬁrly
de Chirico painting in the window of Faul Gui;laume'n gallery,
He had jumped off the bus, raced over to peeréat the de Ghlgioo
and fhan and there decided not only to teccmeén painter but the
kind of painter - 6: the world of reverie and dreams - he wanted
to bh. { |

I felt a terrible sSadness in doing the Ténguy section of
thalnhow. gince we had been close friends during his years in
America. I used to o to his farmhouse in Woodbury, Connecticut,
yvery often, 1 adored both Yves and Kay and, as an added benefit,
there wae always Xay's superb cookinj: to look forward to, [For
a time it bothered me that I couldn't corbine!a vipit to the
Tanguys with one to sardy and Louise Calder, who llved only‘a
few miles away. OIhe two couplea nhed teer friends at first,

Then an unspoken feud had broken out for two reasons which seemed
to .me both senseless and incurable. In the first plece, one of

the Calder daughters, then a child, had stuck ‘her finger in
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some sauce Kay waslcooking, Just to eee how it tasted, Kay,
who had & promounced dread of all children, found this gesture
unforgivable, I ‘thini her anger wculd have 'qlotm over eventu-
ally, But at almost that precise moment ;-sandy.ouaor decided
ttuporarily %o become @ painter. He worked ﬁ lightning tp.p&.
yanking the canvases up and down on pulleys 1[n his Roxbury '
studio and completing several canvases each dpy. Tanguy, on
the other hand, paj.nted very slowly and qeldT finished more
than 8ix oz- eight pictures each year, often 149" than th‘f._.”
was autragod when aaudy. with typical bluntnq}a. asked n_!.!"m
it toeok him 80 1on5 when he, Bandy, was prodﬁpin; at mﬂ: mqq.
The Tanguy-Calder breach never healed, thoug\#they would Iﬁ me
aopu'a.t:aly what om earth had caused it. Sina‘p I was equally °
devoted to hqth couplea, t gave up the odiouﬁmlo of p-uq_.

mlker s soon as ppssible. %
!

. G!.ar;:l.c de Ghi;-ico I'®, known only alight&y and for a short
_ time, whmg wae 11v1ng in a bﬂatone houaqrin New York W:‘Q
Bugann Boraan and Leonor‘. ® also 1ivpd. I do m
ber th;t he tnlhe learnedly on & variety of hubautl relating
to lrt. that he 1ooked disheveled and also imperisl and that he
ranted againsy manf of his former colleagues j.n the Bchool of
Paris, mom'. of whom, he said, coulédn't even d;-aw. This must
have been about 1953 and there was already muoh of the academ-
ician in hie character - & not unlikely reaul}; of the fact that

his own technical training had been unuaually;, thorough and had

ﬁ'
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taken plece in Athens and iunich, two cities where the academic
tradition was still alive. !How the young de Chirico, still in
his twenties, can have had the courage to upsat these traditions
80 thoroughly, remains a mystery, The history of hallueinatory
inspiration in art ie long indeed, of course., Yet & majority

of good painters found it a dead end, whereasida Chirico went

on to become the most vital, single prorenito# of what we now
recognize as aurre#ﬁist ert, And then he became himself an aca=
demic painter, Thg gsurrealists epotted the changp first and in
1941 I tried’ to reinforce thair dismay in a book called The
Esrly cgiricg. This naturally infuriated de éhirieo, who 51113
himself our bentury's greatest artist and inclhdea his wife,

Isabella Far, as the century's greateat philosopher.
| { 2
I wish both de Chiricosigluck in their self-appointed majesty,

I would also like to meet them as much as I wéulﬁ 1ike to meet
the ghosts of Ludw{g Il of Bavaria and Hing Farouk of Lgypt,
Stiil, there is a difference, Tae plsyboy kings did nothing,
De Chirico oreated from 1911-1919 what 1 will always think of

as among the greatest works of art of our tine,

|
!
%l

6. BALTHUS

A retrospective Balthus exhibition was something I'd wanted
to do for a lons.time and in 1956 the Museum Gf Hodjrn Art asked
me to direct such an exhibition., Llike the 5habm and 1atcr'ih|
¥ird shows this wsg a labor or love and I cen remember only ome

harsh incident conﬁectcd with it and that notivery serious, One
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of the finest of Balthus' recent paintings wa; a huge pioture
of & nude young girl standing before a window, I §idn't have
room for the picture in the show and I left it out, whereupon
Tom Heas, the editor of Art News, whom I'd kn@un and liked since
the very early 1940s, when he was a meuwber of;thu Museum's
staff, phoned to accuse me of censorship. 1 rcmindad Tom that

I could hardly be thought timid in such watta:s since I'd
bought Balthus' early The Street when no onc in suppoacdl} tnler-
ant Paris dared touch it. I thini Tom was finally aonvinood
that space for so largz a picture was the rea% problen and he
never objected again, though he was as ardent a fan of Balthus'

Ldioaynarntgs talents as I,

Besides, there were a number of paintings in the 1956 show
at the Museum which lLolita fang with Freudian ‘inelinations could
have objected to far more strenuously. Oddly.enough. the show
caused no further moral outeries that I ever heard of. A good
number of vieitors to the show agreed with ne (and Tom Hess)
that Balthus was periaps the single painter in Paris who had
given realism in ert a validity it had lost since Courbet's
time, His dean made thoce of the poli*ically oriented Parisian
painters look weak &nd contrived by comparison, It should be
remembered that there was then a spate of such artiets in poste
war burope, especially in pParis, where Comrunism reached its
brief genith among intellectuals. Today nmost of these artists
rave sunk into obscurity or begun to peint the abstract pict=

ures they once thought idle and useless, Srom the very begine
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ning art has had its own standards of validity and very few

painters or sculptors have been gble to survive without them,

One thing the Museum's show made crystal oiear, I think:
that Balthus in nis best recent works had becogo a technical
master., In dolng so he had natural ly aacrifio;d some of the
penetrating crudeness cf his early paintings a;d drawings, But
the fire of his solitary temperament still burns through and it
is perheps no accident that he ig one of the fqu younger ylin$-
ers about whom the great Picasso talks with fe:vnr and pulslgd
adumiration, Balthus is a maverick in an era o; schools of ':
painting, I find this fact both couragecuc end a relief, Hﬁ
has had hts 1iitators, of course, as the atron§ always do. u.
has had no true rival in diverting art back to pathp which oaeo
seemed deserted dead ends but on which he fcund signu ot new

life and authority,

{
‘.

A close zrienq'éf dalthus (it may well have been Albertp

Giacometti but I cn@'t be sure) once told me tﬁnt Balthuse' stan-
dards of quality ave almost impossibly high. He will look with
pleasure at only the greatest of the great peintingaj the lggser
cnes bore him stiff; e is not at all interested in problems
like moral, political or religious bellefs. H§ long ego con=
cluded, I think, that art has its own sovereignty and should
have the consgcience to defend it. I know that he was the only
artist in Paris to whom I confessed my adniration for a painting
by Courbet which shows two superbly painted nude ladies on a

bed, The picture was on the market in Faris for years and was
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very cheap (around §12,000)., No one would buy it because of
its Lesbian connotations and I don't know where it is now, Nor
do I understand how anyone except the two ladies could know
what they were up to. lior do I think it that importent., I wish
only that 1'd listened to the advice of Falthus and a few other
friende in Paris and bought the picture somehow, I would have
the support in heaven of Father kclane, whose admiration for
Balthus' worke I've already described in the chapter on Balthus
and Gilacometti, Aﬁd I would have had & mest marvelous painting

to live with here on earth,

7 JM GRIS
Aﬁhunbar of monagraphe on modern artists I've written for the

Museun of lModern aét have gold out slowly or been rg-printeh.
This is not true of the book I did to accompany the Museum's exe
hibition of Juan Gris which I directed in 1958, I think I still
owe the Museum some advance royalties on the book, though I dis-
miss the Museum's reminders with unpardoneble rudeness. The
situation still pugzles me, I know that I wrote the Gris loﬁn-
graph with far more enthugiaso than I did the book on Rouihls.

" which has gone throuph several editions. I e?paole mglcif iith
the thought that it's far harder to write about ice than !i!..
though I know thltineithcr word describes adeguntely the work

or temperament of either artist,

I think a more jpluusible explanation lies in the fact that
my Gris book displeaced two of Juan Gris' cost faithful and elow
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quent champione - his lifelong dealer, DanicleHenry Kahnweiler
and the British collector and critie, Douﬁlﬂs;coopqr. My book
reproduced works from Gris' entire career., DBut its text 159
Plied that Gris was a finer artist before rouéhly 1920 than
lftir. I heard Kahnweller's ohjections face-?q—faqo in a lag-
ture he gave at the lFuseum, I know of Dougla# cooper'nlp:ofoat
by hearsay and from a sentence he wrote in which,hc said, "It

is only in 1920 that Gris at last seeme in fu@l poaaoalion;qt

his resources,"

To this day I still disagree with both these distinguished
men, It's never }Erue, of coursge, that everyone is entitled tog
hia dwn opinion, at least where art is caucerqsd. But for me
the greatest pictures Ly Gris are his early, cubist paiptingg
and the totally mag#ificent collages he did in 1913=-14, Biﬁoe
I also prefer early pictures by de Chirico anq Rouault to their
later works, I suppose this qualifies me as an ambulance chager
df-tge worst kind, ready to embalm patienta beore they even gat
to fh; hospitel, Nevertheless, I go on believing that the.cre-
ative span of many 20th century artists has héen unusually
ghort, though I realize that the careers of Hqtissa. Picasso,
Brancusi and others meke my theory seem absurd, For the Roman-
tics, early death solved the problem of sustaining genius over
a long period of time, Cur century has no sugh merciless ans-
wer. I think many artiste go on working long after their point
has been made and that only a few add signifiesntly to what

they've already said, 7This is a harah dictur and to those to
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vhom it doesn't apply, I offer abject apologies,

I gave in my book on Grie two reascns for the artist's de-
eline in creative ability: his worsening health and his interest
in working as a designer for Diaghilev's ballet company. Ggil
oonfirmed the latter reason himself when he wr&ta. %My 1life has .
‘been poisoned by the theatre," and in a ld&ter %o Maurice Raynal
added, "All the time I am worried about the déﬂorl and thlﬁiﬂtﬁ.
vents me from worktﬁg at my own painting. It is really aLffie
cult to do two things at once," 4And finally, on December 9,
1923, he sent Kahnveiler an anguished letter - #igaxy feal
that I am going through a bad period, I don't rcal confident
in any medium and I'm utterly devoid of selr—npturnnco in ny
work," Even isauning that Gris was a modest agd aoutimq m
mented usn. these’ agem strong words indeed, aagooinlly for a man
who had 1uns been uoknowledged in authoritativg cirecles as ona
of cubism'n true masters. His feme was never ;oally great ;g
his lifetime but Gartrude Stein never stopped graining him unﬁ
even acquscd_Picaaao of being jealous of his yguns.r countyyman,
an aoonsatib# which caused one of the recurreny QPazrql.éhqtu'.n

Picasso and his influential patroness, |

8, JEAN ARP

I've written in a later chapter that the success of Jean
Arp's exhibition in the lMuseun of lodern Art (1958) was in good
measure the result of fene d'Harnoncourt's superb installations.

I myself had 1little to do axcept write a foreword to the catalog
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catalog which had articles by Arp himeelf, by his old colleague
in the Dada movement, Ur., i&ichard lloelsenback, by the English
eritic Robert Melville and by Carcla Giedilon-Welcker, whose
monograph is a key work on Arp's career. 1In research for the
show I had skilled help from Sam Hunter, then the Department &f
Fainting and Sculpture's issoclate Curator, ah& from Alicia
Legg, to my mind one of the absolute heroines of the Museum's

long and at times troubled histoery,

Arp was accompanied on his trip to America by his extremely
efficient secretary, Marguerite Hagenbach, who became his wita_
soon after their feturn to “urope, Both Jean and Marguerite
Arp came cut to visit us in New Canean and it was en immense
pleasure to be with them. Arp talked so 1earnedly and slntl;
that it was hard tﬁ remember that he had once-boen a central
figure in what remqins one of the most violent end subversive

movements our century g art has produced. BEoth Arps loved New

York and the cnunt:yside nearby., My wife andiI found this a

relief after entertaining in our house so man* painters and scul=
ptors who could neier quite dismiss the ides #hut they were slum-
ming, culturally sqeaking,, the moment they crossed the Atlantie,
On the contrary, the Arps were interested in gvnrythzng they saw
in this country and I remember Arp telling me that he would
settle here if he were younger, It was hard te think of him as
anything but young and I remember the delight v&th which he set
a huge Calder mobile of ours in motion. He couldn't seem to

let go and he told me several times that Caldpr was "si nuorioan'
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a fact with which I agree but wish only that the appearance of

men like Calder were rore frequent in this or any other country,

9, MIRO

The Museum of Modern Art had done a fine tetroapectivo exhib~-

e 3
ition of the works of Joan ¥ird during the winter of 1942, The
show was directed by James Johnson Sweeney and I've already
recorded the fact thet I spent nearly as much time in his galleries

as 1 414 in my own Dali exhibition, running concurrently.

I'd known Miro personally for some years, though I hadnft
yet become a cloge friend of his. The time w;s gt111 uoma;tcn
years distant when he and his wife, Pierre Haﬁisao and his wife
and my wife and I would take & box at the fam@un strip-tease
club, Crazy Horse, off the Champs Elysee, and eit there spell=-
bound for hauén. At least the men were epellﬁound. The women
were rather'barad, as women usually are at at' such displays,
though I still remember Filar's comment that the strippers’ per-
formences must have been for them "tres fetigantes, et avant
L'amour commence, mene." '

of all artists I've known, ¥iro, I think, has always been
the most generous, Once I asked him, along with a nurber of
famous and affluent modern artists, to contribute a painting to
be sold to help the ruseum finaneielly., His reply was prompt
and typical, He wrote that he was sending one of the two pie-
tures he oonaidarea to be his best recent works, He ended by

saying how much he regretted thaﬁit was not the very best but
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that he'd juet given that painting to a sale being organized to
help the victims of the flood at Frejus on the Mediterranean

coast of France, i

After World War II, I saw Mirc in Peris every time I went
there and once he and Pilar, Yves and Xay Tanéﬁy came up to my
house in Farmington for a long weekend. Joan;was'unrailinsly
cheerful and interested in everything he saaw..:i Indeed, tho;nnly
time I saw hinm uplqt was when someone present reminded hil ‘of
the time, years botore in Paris, when the aur?ualiats had 4..1&.4
that he was not anugh interested in their thi riou -baut.qgm
and pretcnded to hang him from a balcony in tF’ atudio of Max
Ernst or some other painter, The prank had gano wrong an;rihn
Tope had b,on out Just in time to save '1rg;s711fn. The tuttﬂ-
ent was the end otubiré/; close association u%th tho othg:ﬁpup-
realista and I'm tald thet even Andre Ereton Ynl di!mﬁyidgrle
becausge 1t vla Miro 8 decision rather than hii, but boglulp ha
mugt have blen aware that ¥ird was the fineatipﬂintcr h. hnd

recruited auong artiata of the post-Picaseo gunerntion.

I never had thg privilege of walking Barcglonn' streets with
uirg himself but I:did so with his great rrieﬁd and chlupinn,
Jﬂan Prats, of whom I'1]1 speak later in describing my trip ‘%o
Spain in 1960. Prats knew by heart the atreeta and shops Miro
loves most in Barcelona and its surrounding tnwne and he was
extraordinarily 1n?ormative about his frinnn'a early career,

In Barcelone Prats, pointed out to me many objécta whieh had
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fascinated Mird in merine hardware stores and in other shops
such as those which specialized in toye for children end eryp-
tic gadgets ror adults. It was an educafion in 1tself td see
Barcelona through the eyes of a man who had explored it so

many times with the painter by his side. T understood at last
why Mir6, after his youthful yeers in Paris, had needed to re=-
turn to Spain and why one of the masterworks of his Paris years
had been & picture of the farm at Hontroig in Catalonia which
had belonged to hiiifamily for a long time and where he had been
born, One of the eﬁdearing things about the Cétnlqns is that
properties often pass intect to a third or fourth generation,
without visible change., In parts of ¥yance and Italy the same
continuify often applien. but it seldom does so im our country,

In 1959 the Museum of Modern Art declded to hold a second
large rotrnapeotive miro exhibition and .illian 8. Lieberman and
1 were appointed co~d1rectors of the show, Iil}l being nb that
time Curator of the nuoeuw s Departnent of Drauingn nnd Printe,
The axhibit;on saa q Joy to do from beginning to end, except
that it wae difficult to get Ernest Heﬁinvw&y'l'fanoul onrlb '
Hirg, The ¥arm, out bf Castro's Cuba a few daya after the rlvol-
ution., Hemingway waa then living in the amalllldlho town odllod
Ketchum, a few miles from the elaborate ski resort "Sun Valley",
1 knew Ketohum well, having been divorced oncaéin Idaho end I

could understand Why| lewningway was fond of tha}purrounding

countrywgide, where fishlng ané hunting were exqellent,
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Hemingway agreed at once tc the loan of Ihe ¥arm but warned
W@ that it would need dractic restoration 1.-n.ca;uae it had hung
for years in his farmhouse outside favana, wh;re the dampness
was extreme, He waé also worried that the auﬁhorities of Case
tro's new government might not allow the picture to leave the
country and he asked me to phone him in Ketchua evﬁry evening
at precisely 7300 P,y to let him know what p£95r0l8 I wvas make
ing. 1 did so faithfully for about ten days a@d I was then able
to tell him that Dafid Vance, now the luseum of Modern Art's
Reglstrar, ymn flying to Cuba and had reaerved several seats on
the return rlight 80 that he could keep the piature near hin.
Hemingway was delighted, could not have been mpra cordial during
our many phona oonvoraationa and told me reaeatodly that he
didn't care what the restoration costs were, a;ncc ggg_gggg was
his favorite modern picture and had been ever ﬁinca he won the
right to bay it in ﬁ a crap game with the Ama%ican vriter, the
late Evan Shipman, '

50 fer everyone ‘concerned was happy. Fut when David Vance
got on the plane to bring the picture to New York, Castro's
police roared onto the field just before take-off, insisted on
having The Farm unpaclted for inspection and finally decided to

epart
let David Vance/with the picture safely aboard,

The moment the painting arrived at the Museum, Misa Jean
Volkmer, the Museum's atls restorer, began working on the can-
vas, It was @ long and difficult job, not only because of the

damage from Cuba's tropical weather but becuuse the wooden
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stretchers were riddled with tersites, Jean Volkmer worked
like & slave on the picture for months, I knew it would be a
costly job but I didn't worry, rememberinc ho%'otten Hemingway
had told me on the phone from Idaho that he diﬁn't care Uhlt
the expense wasj; he wanted only to save a ver, great work er
art by an old friend,

A

When thi restoration was complete, Eeminruny arrived in low
York and went at o#ce to the Museum to see Thg Farm. He Cl&l '
he was enolumtad to see the picture as it was gﬁhﬂl he bought it
and gave the Husouq a check for Mias Volkmer'q work, I thenght
evaryona uas pleaaqd. But one night Hemingwax!a wife phnqoq me
to nay thnt ahe didn't understand how the Muaouu could qak“hgr
husband to pny ror‘repaira to a picture held ﬁpan kind onap;h
to lend th thl Htro show, I explained to her, that if tho lnn.q
um assumed the cosqa of restoring cvery paintipg it hottb!&l,
it would be . bnnkrupt in a short time. MMrs, Honiaguny seemed
to understand and was further mollified when Epne d'Harponcourt,
one of the great chermers of all tice, callad;&n her and than-
ked her for her interest in cur exhibition,. 5

I can think of no exhibition I've ever woékid on which was
more of & pleasure to do. Mird is supposedly mot very good at
anawering letters but he replied promptly to questions I asked
him, designed @ very handsome cover for the catalog and in gen-

eral cooperated with patience and care. I found his work more

and more 1mpronaiv£ as 54111 Idebermen and I installed the show
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and 1t confirmed an opinion I'd held for soue time - that Mirs
wae the most sensitive and inventive painter of his generation,
When planning and hanging a one-man show, onofottgp fears that
it may turn out to be too large, My wish to this rday is that we
had had at least & third more gallery snace, : It vould be essen-
tiel if one were doing the show today, since Hiro & creative
power in pd.nting, ceramics and sculpture haa ‘increased with-
out :l.ntorruption-t{.nce our show was held in 1959,
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10, RENE MAGRITTE
Of wmodern artists whonm I nisjudged badly in my youth, the

one about whom I feel the most renentant is the 1ato Rene Hqgritto.

I wrote of him in my first book on art, Aftvrsg:gag-o, that his .

peintings. 'wour thin, like puns too often repoqted. I don't

understand haw I goulé have been so wrong, since th- early

19308 were psrhapa:the heydsy of double imugony, that is, 1:;5—

ery wherein a aeoogd identity is diaguia&ﬁﬁbnq left to the obe

s-rvorwto di-eovqr.-ls in certain puzzle hooké for ﬂhildrtn.

fhore vga anvlrthaleaa a8 fundamental di;fegunco botwean Hag-
r:utc 8 dislocntien of surface logic and that ot the othnr art-
ists uho were tond of ambivalent images. I suppoaa that the
simplest way tp e:plain the difference is that Hagritto htnsulf
did all tha aqaroh;ns for a second meaning in hia pnintingn and
ntltcd'thiq meanins clearly and without diaggiqe. ror axnnplo,
he uould p;ipt a street scene which to all raauonlhlo 1ntnnta
‘and purposes upould appear in daylight, And qhen nrter a non-
ent one rpllilop.Ijth a shock that the sky is that of night'lnd
thp'ﬁinddﬁn in the houses artifically 1ightad. He telln bluntly
the changeg atpry uhich sometimes underlies elaual obsarwntinn.
In so doing, he Suggaatﬂ a counterlogic which haunts our 1!!3-
ination long gfter the usual double image has apent ita tnrce.

iHis best pnintinga ere the very essence of magic. No ono:kncun

precisely how they ere dcne, though technicalivtrtubsity pleys

a fap larger role than I used to think, I algo have come to

believe that it is far more difficult to keep two contradictory
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identities in plain sight than to hide one behind the othex,
1 don't know any modern artist who has managed it as often snd

successfully as Magritte,

Considering this almost total reversal of opinion about
Magritte's importance, it seems odd that I didn't acquire even
one of his paintinge in later years, “erhaps this was in plpt
because his pioturoa were not easy to find outsido his nlt#VQ
Belgium, where I went infrequently, The Freneh aurreqm‘p :
talked little about Magritte, just as they SO}EOI ulnuinnog
Paul Klee, In Amepica Julien Levy had a one-nln Magritte qpq
hibition as early as 1936 but I was in kurope ;:uuch of that year,
It waen't until the late 1940s that Hagritte Easau to show
regularly in New !ork at the Alexander Iolas qulors lnd wy.a
I ghose a very beautiful painting by the artint, qnllod gggg!; '
of 8 Voyage, ;t uaa for The Museum of Modern A:t rathor thlpi

for myself, i g

At the time when William Seits and I directed the Museum
of Fodern Art's large exhibition in 1965, Bill end I persuaded
Alfred Barr to buy a large and remarkable carly work by Magritte
called The Menaced Assassin (1926)., Heanwh11@:I had gone to see.
mﬁzi-&n.-bam &9%@.5%5 thgaCalardenguoF NERETErER T BT T
‘*ﬁ!‘i&i lnd eventually the painter himself, who later referyed
to it as g_éhgggg;ggggg. All the pictures in the exhibition
were painted in the:style of the Impressioniste and the fauves
and I thought 1t the end of Magritte's career. Very soon, how=
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ever, Magritte reverted to the crisp technique which owed more
to the Flemish primitives than to ¥rench art of eny period, He
then painted some of the beet pictures of his 1life, and Bill
Seits rpunded up many of the finest in Erussels, while I wrote
the catalog in New York, I marvel still that we got the show
done with its two directors so far apart, but Seitz sent me
photographs and inforsation at frequent intervals and we were
somehow able to finish the job.

For several weeks tlhiere was some cquestion as to whether
Kagritte and his wife Gecrgette would be in New York for the open~
ing of the exhibition. They'rafuaed to leave Belgium without
their dog and they had become convinced that America, like Enge
land, quarantined dbga befere releasing them to their owners,

I finally coavinceﬂiﬂagritns that there was no such regﬁllttnn
in New York and he and Gecrgette arrived promptly, Their ro=-
mance had been a golden one since childhood, It had also ecaused
Hegritte to walk out on the surreslist group in France because
the group's leader, Andre Lreton, had objected to Georgette's
wearing a golden crbsa around her neck when she and her husband
attended a surrealist event of scme xind., I'm not & Catholie
myself and I'd known and edmired Breton for yinrs. Neverthe-

less, my nymjathiea in thie episode were entirely with the Mage

rittes, I couldn't see much point in liberating the subconsei-

ous mind if our comecious mind was denied its own decisions in

religion and other matters,
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What impressed me roct in working on the HMagritte show was
the artist's control of medium., e was not a-flasky technioi-
en, as Dali had always been, But when he needgd to, he could
vaery his bland surfaces with a rich impasto whose skillful appli-
cation must be studied closely to meke itself ;pparent. Like
Tenguy his career as & painter took its start from a painting
by de Chirico - The Soug of Iove - (1914) - which he knew only
from a reproduction, And like de Chirico he Qua capable of us-
ing both deadpan and richly encrusted passages, I think, for
example, that no one can peer for long at hieéramoul Fhilosophy
in the Boudoir (194?) without realizing that fts gsensuality is
not a matter of subject-matter alone, The liﬁe breasts of the
woman stare out from her nightgown on a hanger with the intensity
which once frightened Percy Bysshe Chelley oniptaring at his
wife, similarly clothed., 4nd then one realizes how beautffully
painted are her shogs on the table before which she stands and
how inevitable 1t ;i that her toee should profrude from them
neked, thus complementing the double-entendre.between live model

and the hanger on which her nightclothes rest,

There is a final point of originality to be made about Mag-
ritte's art, Hhaﬁ Dali's gireffes with fleming manes first ap-
peared, their outrage to logic was widely hailed in surrealist
circles, Yet as early as 193% Magritte in several paintings had

set fire to a number of suppoedly inflamnmable objJeets such as

netal Wuﬁiﬁﬂl instruments and presented them as though this were

an everyday occurrence,
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It's not very often on completing an exhil:.}ition such np_thl
one Bill Beitz and I did on Magritte in 1965 that one wished to
see a catalogue raisonné. I'm convinced that in Magritte's
case such a book would establish him as a cenﬁral, rather tﬁln
a peripheral, figure in surrealist art aJa uhqze. He was u;.
conservative man pa:sonally and disliked fanfahc. I'd bet tﬁlﬁ
a far more dooialve force - the judgment of ti?w - will uoz'y Nl

his side.
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