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I am Director of the Archives Program at The Museum of Modern Art in New York. In this
capacity I manage an oral history project, write articles on Museum history and lecture on aspects of
modern art, museum history and archival issues. The activities of this program also include
processing historical papers, preparing finding aids, providing reference service and advising other
institutions on organizing archives.

Since my student years as an art history major at Barnard, where my program included graduate
courses with Professors Rudolf Wittkower, Julius Held, Otto Brendel and Evelyn Harrison, among
others, I have worked as a curatorial assistant, researcher, librarian and archivist in the modern-art

field. In September 1961 I was hired by Alfred H. Barr, Jr., founding Director of The Museum of
Modern Art, as his assistant.

Barr became my mentor. Knowing of my desire to continue my formal education, he recommended
that I be awarded a Museum fellowship to study part-time at New York University’s Institute of
Fine Arts, where I took whatever courses were offered in the evenings. Barr believed that in the
modern field I would be best served by continuing to work for him, which I did full-time until Fall
1965, when my first child was born. My association with Barr continued until illness overcame him
in the early 1970s.

In the 1970s, while occupied with family, my interest in contemporary art continued unabated. I
frequented museums and galleries, attended lectures and, of course, read. It was during that time
that I became associated with the Archives of American Art, a branch of the Smithsonian, where I
now serve as a Trustee and Vice-President.

In 1979 The Museum of Modern Art asked me to do confidential research on Picasso’s Guernica for
the Spanish government, pending the picture’s return to Spain. This led to other freelance projects,
and the Museum suggested that I get the formal credentials of the archivist’s profession. I obtained
funding to attend the Columbia School of Library Science, specializing in archival management,
while working as an archives librarian at the Modern. I received an M.L.S. degree in 1982 with
highest honors.

As the full-time archives librarian at The Museum of Modern Art from 1981 to 1986, I organized
the Barr Papers and made them available to the public, in addition to providing reference service.
One result of this work was the complete annotated bibliography of Barr’s published writings that
became the basis for an anthology entitled Defining Modern Art (NY: Abrams; 1986: 274-292). In
the course of processing the Barr papers I developed a close relationship with Margaret Scolari
Barr, or Marga, as I came to call her, that continued until her death in December 1987. A special
issue of The New Criterion, Summer 1987, published an account that I co-authored with Marga of
some of the Barrs’ "campaigns" together.

In 1986 I conceived, formulated and drafted the plan that established the Archives Program at the
Museum. Since that time I have served as its Director.

I believe no one else could tell the Barrs’ story in the way I propose in the attached Plan of Work.
My professional experience and personal relationships with the Barrs have resulted in my acquiring
a unique perspective. At this juncture in my life I feel a responsibility to share this knowledge and I
seek the opportunity to write the kind of book I have been wanting to read. I have been
encouraged to believe that my knowledge and observations would make a valuable contribution to
the literature on this subject.
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"From the Archives: The Museum and Latin American Art." MoMA Magazine. Issue 14: 16; Summer
1993.

"From the Archives: German Painting and Sculpture at the Museum in 1931." MoMA Magazine. Issue
13: 6; Winter/Spring 1993.

"From the Archives: Matisse and the Museum.” MoMA Members Quarterly. Issue 13: 22; Fall 1992.

"From the Archives: William S. Paley and the Getrude Stein Collection."” MoMA Members Quarterly.
Issue 10: 5; Winter 1992.

"From the Archives: Ephemeral Art." MoMA Members Quarterly. Issue 9: 23; Fall 1991.

"From the Archives: Ad Reinhardt and the Museum." MoMA Members Quarterly. Issue 8: 6; Summer
1991.

"From the Archives: Fire and Waterlilies." MoMA Members Quarterly. Issue 7: 24; Spring 1991.

"From the Archives: Refugee Artists."” MoMA Members Quarterly. Issue 6: 18; Winter 1991.
"Members Notes." MoMA Members Quarterly. 2:17; Fall 1990.
"From the Archives: Matisse in Morocco." MoMA Members Quarterly. 2(5): 15; Summer 1990.

"From the Archives: James Thrall Soby and Francis Bacon." MoMA Members Quarterly. 2(4): 6-7;
Spring 1990.

"From the Archives: Photography Comes to the Museum." MoMA Members Quarterly. 2(3): 3; Winter
1990.

"From the Archives: Opening the Modern." MoMA Members Quarterly. 2(2): 22; Fall 1989.

A Guide to The Papers of James Thrall Soby in The Museum of Modern Art Archives. New York: The
Museum of Modern Art; 1988.

"Alfred H. Barr, Jr.: A Chronicle of the Years 1902-1929." The New Criterion. Special summer issue,
1987: 1-19. (Reviewed: John Russell. The New York Times. Sect. 2:29-30; 26 July 1987.

"Letter to the Editor." The Museum Archivist [newsletter of the Museum Archives Roundtable, Society
of American Archivists]. August 1987:2.

"Special Report: The Soby Papers at The Museum of Modern Art in New York." The Museum
Archivist. April 1987:1-2.

"Alfred H. Barr, Jr.: A Bibliography of Published Writings." In: Defining Modern Art: Selected Writings
of Alfred H. Barr, Jr. New York: Harry N. Abrams; 1986: 274-292. Spanish edition, 1991.

"1936: The Museum of Modern Art Selects an Architect - Excerpts from the Barr Papers of The
Museum of Modern Art." Archives of American Art Journal. 23;1:22-30; 1983.
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MARGARET SCOLARI AND ALFRED H. BARR, JR.

CHRONICLE OF A PARTNERSHIP

PLAN OF WORK

In every generation there are careers that mark turning points in history, and that of Alfred H. Barr,
Jr. was certainly one of them. In processing Barr’s papers for The Museum of Modern Art, I came to
realize that his achievements were made possible in no small measure by the fact that he married
Margaret Fitzmaurice Scolari.

Although Margaret Scolari Barr never occupied an official position at The Museum of Modern Art, her
contributions were essential to Barr’s achievements. An art historian and accomplished linguist -- an
intellectual thoroughbred -- Marga, as I came to call her when I became Director of the Archives at The
I Museum of Modern Art, referred to herself as "Alfred’s factotum"; their affection and intellectual
pursuits existed in tandem. She was his most loyal and honest friend and sometimes his harshest critic.
Before her death in December, 1987, Mrs. Barr and I collaborated on a chronicle of their fascinating
life together, a small portion of which was excerpted for publication in the Summer 1987 issue of The
New Criterion. Using unpublished material, diaries and letters I propose to complete the story of an
extraordinary partnership.

That Alfred Barr played a greater role than any other figure in shaping our understanding of the artistic
achievements of the modern age is well-known. However, the role of Marga Barr in this achievement
is not known and is worthy of further study.

Marga Barr was a formidable woman. In 1930 she turned down a position in the art department at
Smith College to marry Alfred. She served as his interpreter in all his encounters with the European
art world, translated important documents (which became essential appendices to landmark
publications) and did research for exhibitions. The dedication of his Picasso book in 1946 read "for my
wife Margaret Scolari-Fitzmaurice/advisor and invaluable assistant in the Picasso campaigns of 1931, 32,
36, and 39." On another occasion he referred to her as his "muse".

f Marga was born in Rome (1901) to a father who was an antique dealer and a lively Irish Protestant
mother from whom she inherited her gift for languages. Her father died in World War I when she was
fifteen; her mother worked outside the home, as did Marga later when she attended university in
Rome. In 1925 she left Italy with her mother’s blessing to teach at Vassar, where she received her
masters degree and where she began a lifelong friendship with the architectural historian Henry-Russell
Hitchcock. She first heard about Alfred at this time, through letters that Hitchcock received from Barr
who was travelling abroad. Marga and Alfred did not meet for several years.

Letters between mother and daughter reveal two fiercely independent non-conformists. These letters
reveal Marga as a keen observer of the social scene in America during the 20s and 30s from a European
point of view. Her colorful, extroverted personality coupled with a brilliant mind gave her entry to a
variety of social and academic circles.

B et

At the end of 1928, she was awarded a Carnegie scholarship to study art history at the graduate school
of New York University (not yet known as the Institute of Fine Arts). Living in an apartment at 91st
Street and Madison Avenue, she taught at Sarah Lawrence, took courses at New York University (given
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CHRONICLE OF A PARTNERSHIP

at that time in the basement of the Metropolitan Museum of Art), and continued to teach at Vassar.
As Marga told me, "I slept in three places every week that year." She began to look at modern art to
which she had been introduced by Agnes Rindge, whose course on modern sculpture Marga had taken
at Vassar. Although she was steeped in the art of the past, she found modern art very exciting. In
1929, she attended the opening of The Museum of Modern Art with Professor Walter Cook, director
of the graduate program at New York University, but did not meet Alfred until she returned to the
Museum weeks later with Agnes Rindge who introduced them. Marga and Alfred were married in Paris
six months later. The next day they began researching the Corot-Daumier exhibition held at the
Museum that fall, Marga doing most of the communicating as Alfred did not speak French.

They travelled every year this way and met everyone. Sometimes she went ahead and made the
contacts. She was a well-regarded academic and had a vast circle of friends apart from Alfred’s -
including the great art historian Erwin Panofsky to whom she taught English when he arrived here after
his flight from Hitler’s Germany and with whom she corresponded throughout her life in German,
Greek, and Latin as well as English; other friends included Richard Offner, Arthur McComb, Bernard
Berenson, Kenneth Clark, Philip Johnson, Agnes Mongan, and many others. She was always interested
in "brighties" and among her confidantes of the next generation were Walter Kaiser, Alan Rosenbaum,
Pamela Askew, and Joan Mertens, all of whom believe Marga’s role and story must be told.

In 1943, when Alfred was fired from the Museum, Marga had to go to work. She taught art history at
the Spence School for 40 years and was much beloved and feared, for her personality was strong and
her manner flamboyant. Her notes and observations on Picasso and Matisse provided the material for
brilliant lectures.

During World War II, after the fall of Paris in June 1940, it was Marga who wrote letters, mostly in
French and all on Museum letterhead, enabling those in the arts fleeing Hitler to come to America.

In 1962, in preparation for a Museum of Modern Art exhibition, she wrote her pioneering monograph
on Medardo Rosso, still considered the definitive work on the artist. I worked for Barr during this
period and know she received little help from him; he did not have time to read the final manuscript.

While processing the Alfred Barr papers in the early 1980s, I had many questions about personalities,
events and dates. Marga was very enthusiastic about filling me in on the details. Our conversations
began informally and unofficially, over lunch, then evenings and on weekends. We lived near each other
and visited frequently. Her reminiscences were fascinating and art historically important but she
adamantly refused to use a tape recorder. I have notebooks of these meetings but I realized this
method did not truly capture her inimitable manner of delivery. As we became better acquainted, I
became increasingly aware that she wrote in a breezy, fluid style, and typed easily. I suggested that she
reply to my questions in writing and with some urging she agreed. Eventually, over summers and during
school vacations and with encouragement from me (I provided the facts from letters and other
documents), she expanded what were notations to candid profiles of friends and descriptive narratives
of events and adventures. Among these friends were dealers, collectors, academics, and museum
people. Only a very small portion of this material was published in The New Criterion Summer 1987
issue. When Mrs. Barr died, her interest in the copyright to this work, which we co-owned, was left to
me. This material will be an important part of the research for the chronicle of Marga’s partnership
with Alfred that I want to write.
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In addition, my plan of research for the period of the grant is to read the Margaret Scolari Barr Papers
which are not processed and to which I have access. In addition, I shall consult papers of other
individuals, such as Roland Penrose, Dorothy C. Miller, Philip Johnson, Abby Aldrich Rockefeller, and
A. Conger Goodyear, among others. Reference interviews will be conducted with family, friends,
acquaintances, and those who can give shape to individuals and events that I have come to know other
ways. I have already spoken in a preliminary way with many of these individuals.

A detailed outline of the book and abstracts of each chapter will be prepared during the grant period.

Indeed, I already have a rough outline of this proposed work-in-progress. I expect that the publication
will be completed within three years.

When Alfred Barr retired in 1967 he was asked what part of his work at the Museum he most enjoyed.
He replied, "Seeing dreams come true." Marga met and married Alfred when he was at the very cusp
of a great adventure: The Museum of Modern Art was in its first season and America was in the midst
of the Great Depression. This venture could have failed but it succeeded brilliantly. I propose to show

Marga’s essential role in the direction their lives took and in enabling Alfred to see his dreams come
true.
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W }/ counts of Mis happening in the modern
arts4ifphotography, architecture, film, painting, sculpture,
drawing, prints and video- are routinely reported and critiqueéd in
mass media. Much of this interest can be traced to the powerful
influence of The Museum of Modern Art which was established in
1929 and to the influential career of its founding Director, Alfred
HE S Bary, Ji, Since Russell Lynes’ book, Good 0Old Modern: An

Intimate Portrait of the Museum of Modern Art was published in

,//1973, there have been biograp[hies of individual museum people such
A

as Barr, Julianﬂh Force, Albert Barnes, and such collectors as

Peggy Guggenheim, Joseph Hirshhorn, John Hay Whitney, Abby Aldrich
Rockefeller (to be published fall, 1993), and Philip Johnson (to be
published fall 1994). The excellent biography of John Quinn

(Reid’s Man from New York: John Quinn and His Friends) redated—to

my—subjeet appeared in 1968. Nicholas Fox Weber’s Patron Saints
(published 1992) dealt collectively with the art activity of five
individuals active in the 1920’s and 1930’s. As part of the
published literature in this subject area, I particularly admire

James Mellow’s The Charmed Circle (published ). A book on The

Museum of Modern Art by Michael Kimmelman is scheduled to appear in

1995 (Simon & Schuster).
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approach include Frederick Pottle’s handling of Boswell’s Journal
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WRITERS' REPRESENTATIVES, INC.

LYNN CHU

ol - SUGGBSTED FORMAT FOR PROPOSALS! it et s i

NEW YORK, NY 10011-4202
(212) 620-9009

We have found that it usually works best to conceive of your proposal
for a book as the introduction to a book already written. You are
addressing the potential editor who is reading your proposal in order
to buy the manuscript for his or her publishing company, just as you
will address the future potential reader who will consider purchasing
the book in a bookstore. Avoid any “hyping” of commercial aspects--
those are best left to presentation by us, the agents, and should be
mentioned to us separately. Try to adapt the following outline to
explain the need for your book:

1) WHAT THE BOOK IS ABOUT -- Why your subject is interesting,
important, relevant

9) WHAT YOU ARE TRYING TO DO WITH THE SUBJECT

: X
3) HOW YOU PLAN TO DO IT -- How you are going to lead the reader ~

from the beginning to the end of your book. This can amount to a
chapter by chapter outline, but what one wants to convey is the
narrative flow, the profluence, the ineluctable narrative drive that is
going to take a reader from A to Z. (You also want to bring out here
what specifically you will focus on, what source materials you may use,
etc.)

4) THE COMPETITION -- Are there other books published to which
yours may be compared? Contrast your book to others on the same or
similar subjects. One needn't simply disparage competing books. If

there are things to praise in them, praise them. Where there are clear
differences in approach, conclusions, or in quality, make them clear.

If there is another book that you particularly admire and hope to BT
emulate (particularly if it is a well-known, successful trade book), i
mention it. This portion of the proposal also helps to show your
knowledge of the area in which you are writing.

5) YOUR CREDENTIALS FOR WRITING THE BOOK NS4

Y/
6) PROJECT A DELIVERY DATE FOR THE COMPLETE MANUSCRIPT  +
7) ESTIMATE THE LENGTH OF THE MANUSCRIPT (in # of words)

N.B. Length of the proposal: Usually, the longer the proposal, the
better. You are then giving the editor more on which to judge your
book and to convince his or her colleagues of its worth (and grounds
for greater confidence in spending money on it). However, do not
write pointless filler.
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I am <aamsexsty Director of the Archives Program at The Museum ofyém
Art in New York. Since my student years as an art history maj,ef at
Barnard, where I carried a program that included gra%m with

T

Professors Wittkower, Held, Brendel, and Harrison, I ha’ve worked as a
curatorial assistant, researcher, librarian and ax;piuv:Lst in the modern
art field, although my training was in the arthfthepast In 1961 I
was recommended for a Woodrow Wilson Fellcwsfup, my goal being to teach

art history at the college level. chevef' circumstances dictated that

Ieamani:mconearndlwashiredinSeﬁf:ernberlQGlbyAlfredH. Barr,

Jr., founding Director of The Museuin of Modern Art, as an assistant.
»

education, he
study part-time at York University’s Institute of Fine Arts, where I

were offered in the evenings. Barr believed that

rary art continued unabated - frequenting galleries, attending
and, of course, reading and looking. It was during thaku.me
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that I became associated with the Archives of American Art, a branch of
the Smithsonian, onwhoseBoardof‘iI‘rustees I now serve as a Vice-
President.

4 Hodu~n A/V
In 1979 I was asked to return to the Museum to do confidential research
on Picasso’s Guernica for the Spanish goverrmment, pending that picture’s
return to Spain. It was suggested by the Museum that I get the formal
professional credentials of the Archivist’s profession. I obtained
funding to attend the Columbia School of Library Science, specializing
in archival management. I received an M.L.S. degree with highest
honors, maintaining a 4.0 average while working part-time as an archives

librarian.

From 1981 to 1986 as the full-time archives librarian at The Museum of

r—’_‘-%-m
Modern Art,one of my profjects was to organize make|available to
the public M—fn addition to provideing reference service.
[One result of the work on Barr was the camplete annotated bibliography

of his published writings that became the basis for an anthology
entitled Defining Modern Art (NY: Abrams; 1986: 274-292).] In 1987 I
conceived, formulated and drafted the plan that established the Archives

as a separate program at the Museum.

In my capacity as Museum Archivist I manage an oral history project,
write articles on Museum history, and lecture on aspects of modern art,
museun history and/or archival procedures. The routine activities of

this program include processing papers)aad preparing finding aids,
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providing reference services and advising other institutions on
organizing archives. WE Ssvie 2A0m) God MW abﬁ:e-f.

W YD, he e,
In processing the Barr Papers, I realized thatAalthough she never
occupied an official position at the Museum, the contributions of
Margaret Scolari-Fitzmaurice, his wife, were essential to his
g accamplishments and crucial to the development and success of the
R ere, :
54 institution around which their lig,was built, The Museum of Modern Art.
Mam2 & :

‘(@y She was an art histor ccomplished linguist and an intellectual

thoroughbred. asIcametoéallhefwhenIbecarE

@ of the Museum Archives and her collaborat&ﬁ referred to
herself privately as "Alfred’s factotum." ; \

n Decandar, 1492
Marga and I shared a close relationship until her death, In July 1987 a

special Summer issue of The New Criterion published an account of Barr’s

activities co-authored by Mrs. Barr and me. It received wide attention,

1 e~tus 12 heally
has been frequently cited and was fawerab}y reviewed by John Russell in

a seven—column article in The New York Times Sunday Art Section. When
Mrs. dieﬂ-.in—heeenb&;—iee?, the copyright to thiiuwork, which we co- o

. o mm,ﬂﬂzu,}

At this juncture in my life IM&%@&&,—& write the -

& Wk be & Uad Covhibih e b
kind of book I have been wanting to read, I have spent a lifetime herohe,
%iﬂ Dw‘gg‘-
Seq

helping others with their projects and research and am thus
knowledgeable about current trends in art research. There is a need for

those involved in the culture of our time to read firsthand the letters
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and docurhentary material on which so many current assumptions are based.
During an average year I administer a full-time program - two
assistants, several interns; we service around five hundred researchers
and scholars and are routinely acknowledged in a variety of
publications. I love my work and am proud of my accomplishments.
However, I would welcome the opportunity to make another kind of
contribution and hope the Guggenheim Foundation will elect to make this
happen.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

The Museum of Modern Art Archives, NY

MsB a0 S

I am Director of the Archives Program at The Museum of Modern ’ in New

Since my student years as an art history major at Banpaé, where
my program @@ included graduate courses with Professors ittkower,
¥

Held, Brendel, and Harrison, among others, I have wor as a curatorial

assistant, researcher, librarian and archivist in /the modern- art field,

althalghmytrainingwasintheartofthepast/W

founding Director of The Museum of ern Art, as an assistant. Since
then, my professional life has devoted to furthering others’ and my
own knowledge of modern art.

Barr became my mentor. ing of my desire to continue my formal
education, he recaommended that I be awarded the Museum fellowship to
study part-time at New/York University’s Institute of Fine Arts, where I

were offered in the evenings. Barr believed that

7

In the/1970s I was occupied with family but my interest in contemporary
inued unabated - frequenting galleries, attending lectures and,

of course, reading and looking. It was during that time that I became
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associated with the Archives of American Art, a branch of the

Smithsonian, on whose Board of Trustees I now serve as a Vice—President.

In 1979 I was asked by The Museum of Modern Art to do confidential
research on Picasso’s Guernica for the Spanish goverrment, pending that
picture’s return to Spain. This led to other free-lance projects and
the Museum suggested that I get the formal professional credentials of
the Archivist’s profession. I obtained funding to attend the Columbia
School of Library Science, specializing in archival management. I
received an M.L.S. degree with highest honors, maintaining a 4.0 average

while working part-time as an archives librarian.

Fram 1981 to 1986 as the full-time archives librarian at The Museum of
Modern Art, one of my projects was to organize the Barr Papers and make
them available to the public, in addition to providing reference
service. [One result of the work on Barr was the complete annotated
bibliography of his published writings that became the basis for an
anthology entitled Defining Modern Art (NY: Abrams;, 1986: 274-292) .] In
1987 I conceived, formulated and drafted the plan that established the

Archives as a separate program at the Museum.

v % Indhew C—‘PQ%‘T; s
M%W st* I manage an oral history project,
write articles on Museum history, and lecture on aspects of modern art,
museum history and/or archival procedures. The routine activities of
this program include processing papers, preparing finding aids,
providing reference services and advising other institutions on
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organizing archives.

In processing the Barr ‘Pape:s, I realized that the contributions of

Margaret Barr, his wife, although she never occupied an official

position at the Museum, were essential to Barr’s accamplishments and “ ohe~

o2 @ inpn e \M\u\-u.. [

m%*ﬂm development and success of the institution
? Teone b eoll heq

around which their life was built, The Museum of Modern Art. Margak

I shared a close relationship until her death in December,

1987. A special issue of The New Criterion, Summer 1987, published an

account of Barr’s activities co-authored by Mrs. Barr and me. It

received wide attention, has been frequently cited and was

enthusiastically reviewed by John Russell in a seven—column article in

The New York Times Sunday Art Section. When Mrs. Barr died, the

copyright to this work, which we co—owned, was left to me.

o - 58 \, sl ssplpedebrpresiondincs,
R4 e e
.Lx;«;.-h—l%ﬁw‘”w Fer 12 s, LAae bolped

JAtthJ.SJunctummmyllfeIw1shtohavetheomort1m1tytowr1tethe ;

kind of book it }xave been wanting to read.ka'
e Sw)w. =

]qmledgeableabaltwrrenttrendsmartresearch is a need for
those involved in the culture of our time to read firsthand the letters
and documentary material on which so many current assumptions are based.

,@m:ing an average year*Isadmihister-a=full=Eime-prografi—am® am routinely

acknowledged in a variety of publications. ®I love my work and am proud

of my acccnpllslnnents&é)lwever, I would welcame the opportunity to make

another kind of contribution and hope the Guggenheim Foundation will
elect to make this happen.
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Literature on the subject:

We regularly read today accounts of what is happening in the modern
arts: photography, architecture, film, painting, sculpture,
drawing, prints and video are routinely reported and critiqued in
mass media. Much of this interest can be traced to the powerful
influence of The Museum of Modern Art which was established in
1929 and to the influential career of its founding Director, Alfred

HiS S Balsr, s Jix, Since Russell Lynes’ book, Good 0ld Modern: An

Intimate Portrait of the Museum of Modern Art was published in

1973, there have been biographies of individual museum people such
as Barr, Juliana Force, Albert Barnes, and such collectors as Peggy
Guggenheim, Joseph Hirshhorn, John Hay Whitney, Abby Aldrich
Rockefeller (to be published fall, 1993), and Philip Johnson (to be
published fall 1994). The excellent biography of John Quinn
(Reid’s Man from New York: John Quinn and His Friends) appeared in
1968. Nicholas Fox Weber’s Patron Saints (published 1992) dealt
collectively with the art activity of five individuals active in
the 1920’s and 1930’s. As part of the published literature in this
subject area, I particularly admire James Mellow’s The Charmed
Circle (published 1974). A book on The Museum of Modern Art by
Michael Kimmelman is scheduled to appear in 1995 (Simon &

Schuster) .

No one who has personally known and worked with both Alfred and

Marga has written an account of their important and interesting
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life together, using, .as_much .as—feasible, their--own - words.

[Models for such an approach include Frederick Pottle’s handling of
Boswell’s Journal and the method utilized by Winifred Gerin in her

Bronté and Gaskell biographies. ]
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Would de so lotally ignored. But in institutional
politics such things are possible. As | subsequent-
ly learned, in 1967 Barr had been rather uncere
monjously “retired” from the museum bhe
founded, and by the time | heard about him he
was in the final stages of Alzheimer's disease,
which would lead to his death in Greensboro,
Vermont, on Aug. 15, 1881, By the time Barr lay
dying in Vermont, MOMA had been transformed
inlo & virtual corporation, and the modernism he
fought for was being declared passé. But Barr
was & living reminder of our close proximity Lo
modernism, symbolizing, more than anything
else, that modern art was not yet dead.

Indeed, despite postmodernist claims to the
contrary, modernism Is still very much with us,
and it is particularly visible in the various incar-
nations of modern art. For the most part what we
recognize as “modern art,” or even modernist
culture (high, low and sub-), is still defined by
the terms set down by Barr over 50 years ago.
And the contemporary art museums now popping
up in every medium-sized city would be unthink-
able without Barr's precedent. Of course, he did
not invent modern art, but he taught an entire
generation how to look at it, how to understand it
and even how o buy it. More than any other
single figure—more than Picasso or Matisse or
Pollock—Alfred H. Barr, Jr. defined modern art
in the US.

Surprisingly, until recently, very little had

plex relation to modernist culture, together they
conslitule the essenlial groundwork for all fur-
ther investigations.

Marquis begins her biography with the analo-
&y of Barr as a missionary, suggesting that mod-
ernism was for him both a sort of religion and an
evangelical crusade 1o convert the public. This
response she Lraces Lo the influence of his father,
an ambitious and powerful minister of the First
Presbyterian Church of Baltimore, who managed
o enlarge considerably his primarily middie-
class congregation and o allract (o it a circle of
wealthy patrons. She argues, for instance, that
the specific promotional, fund-raising and au-
dience-gathering techniques used by Barr de-
rived from his father's evangelical endeavors.
Marquis numbingly reinforces her point by giv-
ing her chapters ttles like “Building the Congre-
gation,” “Converting the Heathen" and “Defend-
ing the Faith.” This heavy-handedness is typical
of the unfortunate way in which Marquis's unre-
flective approach to biography has led her to
neglect the more compelling aspects of what is
nevertheless a wholly plausible thesis.

One important question any biography of Barr
might be expected to answer is: Where did Barr's
concept of modern art originate? Yet Marquis
offers very little primary evidence regarding
Barr's formative influences, and what she does
provide is strictly factual material with no real
analysis of the conceptual development of Barr's

Alfred H. Barr, Jr.

seeks to answer, although her biography does
provide some clues. At Princeton, where he
earned his B.A. and M.A, Barr studied with
Charles Rufus Morey and Frank Jewett Mather,
art historians who, despite contrasting styles,
both emphasized connaisseurship and an organic
madel of stylistic development. Morcover, both
were quite open to the study of contemporary
art. At Harvard, where he studied for his Phb.,
Barr was profoundly influenced by Paul Sachs
and the circle of wealthy young intellectuals
(including Jere Abbott, Henry-Russell Hitcheoek
and A. Everett Austin) who took Sachs's course
on museym munagement and his seminar on

Art in America 39
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REVIEW OF BOOKS

Two recent books provide an occasion to assess
Alfred Barr’s role at MOMA as well as the methodology
he developed for the study of modern art.

BY BRIAN WALLIS

Alfred H. Barr, Jr.: Missionary for the Mod-
ern, by Alice Goldfarb Marquis, New York, Con-
temporary Books, 1989; 431 pp., $21.95.
Defining Modern Art: Selected Writings of
Alfred H. Barr, Jr., edited by Irving Sandler and
Amy Newman, New York, Harry N. Abrams,
1986; 302 pp., $27.50.

Less than ten years ago, when I was working as a
lowly scrivener at the Museum of Modern Art, |
was surprised one day to learn that Alfred Barr,
the legendary first director of the museum, was
still alive. Not only had I distinctly heard him
discussed in the past tense around the museum,
but reminiscences about the old man were often
uttered dismissively or with the type of deroga-
tion generally reserved for the departed. To me,
it had seemed improbable that such a significant
figure from the museum’s past, if still alive,
would be so totally ignored. But in institutional
politics such things are possible. As [ subsequent-
ly learned, in 1967 Barr had been rather uncere-
moniously ‘“retired” from the museum he
founded, and by the time I heard about him he
was in the final stages of Alzheimer's disease,
which would lead to his death in Greensboro,
Vermont, on Aug. 15, 1981. By the time Barr lay
dying in Vermont, MOMA had been transformed
into a virtual corporation, and the modernism he
fought for was being declared passé. But Barr
was a living reminder of our close proximity to
modernism, symbolizing, more than anything
else, that modern art was not yet dead.

Indeed, despite postmodernist claims to the
contrary, modernism is still very much with us,
and it is particularly visible in the various incar-
nations of modern art. For the most part what we
recognize as ‘“modern art,” or even modernist
culture (high, low and sub-), is still defined by
the terms set down by Barr over 50 years ago.
And the contemporary art museums now popping
up in every medium-sized city would be unthink-
able without Barr's precedent. Of course, he did
not invent modern art, but he taught an entire
generation how to look at it, how to understand it
and even how to buy it. More than any other
single figure—more than Picasso or Matisse or
Pollock—Alfred H. Barr, Jr. defined modern art
in the U.S.

Surprisingly, until recently, very little had

been published on Barr's life and thought. Two
recent books have attempted to fill this gap.
Alice Goldfarb Marquis, a cultural historian
known for her book on the life of Marcel
Duchamp, has written a much-needed biography,
and Irving Sandler, a critic and devoted follower
of the Barr doctrine of modernism, has, with
Amy Newman, edited a collection of Barr's writ-
ings. The Sandler/Newman collection, while not
strictly speaking a biography, supplies a sort of
skeletal outline of Barr's life based on a wealth
of factual material. Besides the actual texts
reproduced, the book includes an introduction by
Sandler, succinct headnotes by Newman, a very
nseful chronology of Barr's life by Jane Fluegel
and an exhaustive bibliography of Barr's pub-
lished writings by Rona Roob. Although neither
of these books fully addresses the larger critical
questions that might be raised about Barr's com-
plex relation to modernist culture, together they
constitute the essential groundwork for all fur-
ther investigations.

Marquis begins her biography with the analo-
gy of Barr as a missionary, suggesting that mod-
ernism was for him both a sort of religion and an
evangelical crusade to convert the public. This
response she traces to the influence of his father,
an ambitious and powerful minister of the First
Presbyterian Church of Baltimore, who managed
to enlarge considerably his primarily middle-
class congregation and to attract to it a circle of
wealthy patrons. She argues, for instance, that
the specific promotional, fund-raising and au-
dience-gathering techniques used by Barr de-
rived from his father's evangelical endeavors.
Marquis numbingly reinforces her point by giv-
ing her chapters Litles like “Building the Congre-
gation,” “Converting the Heathen" and “Defend-
ing the Faith.” This heavy-handedness is typical
of the unfortunate way in which Marquis's unre-
flective approach to biography has led her to
neglect the more compelling aspects of what is
nevertheless a wholly plausible thesis.

One important question any biography of Barr
might be expected to answer is: Where did Barr's
concept of modern art originate? Yet Marquis
offers very little primary evidence regarding
Barr's formative influences, and what she does
provide is strictly factual material with no real
analysis of the conceptual development of Barr's

thought. A scant dozen pages are devoted to
Barr's youth in Baltimore, and another dozen Lo
his education. Why did Barr choose the study and
promotion of modern art as his means of rebel-
lion against his middle-class upbringing? It would
be interesting to know, for example, about the
germination of two traits from Barr’s childhood
that Marquis only alludes to: a conflicted rela-
tionship to class and money and an underlying
Puritanism that showed itself in his esthetic
penchant for moralism and order.

When Barr was appointed as the first director
of the then unnamed Museum of Modern Art in
1929, he was just 27 years old, with a freshly
minted doctorate and less than three years of
teaching under his belt. Yet at that point his
conception of modern art and of the type of
museum he hoped to establish were already
clearly developed. Where did Barr achieve this
extraordinary awareness of the main currents of
modern art at a time when, as he himself pro-
claimed, America was a “modern art pauper™?
Unfortunately this is not a question Marquis

Alfred H. Barr, Jr.

seeks to answer, although her biography does
provide some clues. At Princeton, where he
earned his B.A. and M.A, Barr studied with
Charles Rufus Morey and Frank Jewett Mather,
art historians who, despite contrasting styles,
both emphasized connoisseurship and an organic
model of stylistic development. Morcover, hoth
were quite open to the study of contemporary
art. At Harvard, where he studied for his Ph.D.,
Barr was profoundly influenced by Paul Suchs
and the circle of wealthy young intellectuals
(including Jere Abbott, Henry-Russell Hitcheock
and A. Everett Austin) who took Sachs's course
on museum management and his seminar on
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prints. Sachs was a follower of Bernard Beren-
son, and he elevated connoisseurship (the detec-
tion of individual styles on the basis of formal
similarities) to a science, insisting on hands-on
experience and an allegiance to style as a prima-
ry means of attributing authorship. Although
this methodology appealed to Barr's sense of
order, he criticized Sachs for not specifically
addressing modern art and pledged his future
efforts to sorting out modernism.

What needs to be stressed is Barr's unique
ability to convincingly graft this training in con-
servative art-historical methodologies developed
for the study of medieval or Renaissance art onto
his spotty knowledge of the radical forms of
modern art. This transposition allowed him to
develop, for the first time, a modern art history.
Barr claimed that in modern art, as in earlier art,
style, iconography and individual hands could be
detected and lines of influence could be charted.
Because this model of modern art history is now
so pervasive, it is important to examine its impli-
cations and to consider how Barr's methodology
functioned in the interwar years—how it was a
symptom of the widespread necessity, even in the
U.S,, to reconstruct and reassert the strength of
Western European culture.

By the time Barr set out for Europe in mid-
summer 1927, he had developed a working defini-
tion of modern art. He had taught a course on the
subject at Wellesley (the first in America) and
published several notorious articles on America's
failure to appreciate modernism. But that same
failure of appreciation in America meant that
Barr himself had not yet really secn much mod-
ern art before the European excursion that
brought him face-to-face with the revolutionary
artists of the Bauhaus and the Soviet Union.
Barr’s famous diary of his trip to Moscow that
winter (first published in October in 1978 and
reprinted in the Sandler/Newman collection)
reflects both enthusiasm and disappointment.
Barr's approach to Russian Productivism was so
colored by academic preconceptions that he kept
asking why no one was making paintings.

Barr could not recognize that the original proj-
ects of modernist art were by then already out-
dated and had been abandoned by the Russians.
As in most of Germany and much of Europe, in
the Soviet Union the abstraction that Barr took
to be the hallmark of modernism had been
replaced by a variety of figurative or realist
styles (including Expressionism and Social Real-
ism) and the idea of art's purity had been
replaced by functions (such as advertising and
political activism) that didn't square with Barr's
notion of disengaged form. Rather than adjusting
his beliefs, however, Barr used his European
experience selectively to further codify his
notion of modern art, and when he returned to
Wellesley that fall his course was called “Modern
Art: The Ideal of ‘Pure’ Art.”

Barr, who was after all an academic, had his
first great impact in education, where he intro-
duced the study of modern art to the college
curriculum. He managed to take the topical but
confusing subject of modern art and reduce it to
simple rules, patterns and formulaé—a process
that reached its culmination in 1936 in his

famous chart of the evolution of modern art
styles. Issuing from various strains of Neo-
Impressionism, Cézannism and Synthetism in the
1890s, the main currents of modern art here
follow neat arrows through Cubism and Futurism
on their way to the end results of nongeometrical
and geometrical abstract art.

Despite his ability to present this coherent
view of modern art in his teaching and exhibi-
tions and in the organizational plan of the
Museum of Modern Art, Barr was remarkably
reluctant to commit to writing his views on the
subject. In 1934, for instance, he said, “The truth
is that modern art cannot be defined with any
degree of finality either in time or in character
and any attempt to do so implies a blind faith,
insufficient knowledge, or an academic lack of
realism.” When he did try to be specific, as in his
best-selling booklet What is Modern Painting?, it
was more often than not in a simple, straightfor-
ward prose aimed more at the layman or student
than at critics or other professionals. In the
writings collected by Sandler and Newman, those
most specifically directed toward the key ques-
tion “What is Modernism?" are often simply eva-

sive.

Barr's approach to modern art was never the-
oretical. To him the history of modern art was
simply a “story” with a conventional narrative
structure easily comprehended by the average
museum visitor. (Curators at the Modern still
refer to the “story” the museum is trying to tell;
in museological terms, such an approach is in
itself fairly novel.) The story that Barr told in a
remarkable series of exhibitions and publications
was one in which abstraction was viewed as the
goal of modern art, the culmination of a utopian
cultural drive that swept aside other contempo-
rary tendencies, such as realism, expressionism,
figuration and narrative. Though Barr clearly
was aware of the full complexity of the modern
arts, he just narrowed his focus selectively.
Abstract art, Barr claimed, was “worth looking
at primarily because it presents a composition or
organization of color, line, light and shade.” He
willingly acknowledged that “such an attitude of
course involves a great impoverishment of paint-
ing, an elimination of a wide range of values such
as the connotations of subject matter [—i.e.)
sentimental, documentary, political, sexual, reli-
gious [—but| the abstract artist prefers impover-
ishment to adulteration.”

For Barr abstract art was cut off from political
influence or effect; it was self-sufficient and
self-sustaining. He rejected the importance of
context, either historical or social. In a system
based on tradition and continuity, Barr allowed
no sense of rupture, dissonance, contradiction or
reversal. Inasmuch as his view of modern art was
based on a timeless, linear model of history, an
individual artist's achicvements were taken Lo
simply reflect larger cultural tendencies, with
the history of modern art seen as a succession of
avanl-gardist movements comprised of individual
“geniuses.” Within this model, individualism
itself was sanctified and personal freedom and
expression were seen as a result of, not opposed
to, liberal-minded corporate culture. Since Barr
saw all art as deriving from previous art move-

ments, he was able to structure very clear gene-
alogies for each movement and to map these
roots in a unidirectional passage through
MOMA's permanent collection, constituting, in
effect, a straight line from van Gogh's Starry
Night to Picasso's Guernica.

This “story” is retold in a variety of forms in
the collection of writings assembled by Sandler
and Newman. Although the anthology of neces-
sity excludes Barr's classic, book-length writings
such as Cubism and Abstract Art, What is Mod-
ern Painting? and the Matisse and Picasso mono-
graphs, the editors have attempted to retain the
sense of those works by reprinting important
excerpts or related works. (They have included,
for instance, the introduction from the Cubism
book and an article Barr extracted from the
Picasso book.) The result is an invaluable compi-
lation, one essential for modern-art scholars, but
one that also makes for surprisingly dull reading.
Barr’s meticulous style, which seemed so fervent
in its own time, today often appears elementary
or outdated. And, perhaps sensing this, Sandler,
in his excellent 40-page introduction, tries to
protect Barr from postmodern and neo-Marxist
revisers. Both Sandler and Marquis weaken their
cases by ignoring or refusing to accept the recent
critiques of MOMA as an institution. For a con-
temporary understanding of the museum and of
Barr's role in shaping it, the writings of critics
such as Allan Sekula, Carol Duncan, Alan Wal-
lach, Douglas Crimp, Benjamin Buchloh and
Serge Guilbaut are essential. Their interpreta-
tions address the mythic structure of the
museum, examine how it constructs and
addresses its audience, and show how its idealis-
tic foundations govern subsequent readings of
art and ideology.

Barr's principal accomplishment was, of
course, the Museum of Modern Art itself, a thor-
ough innovation in terms of organization, out-
reach and exhibition practices. This aspect of
Barr's life is more familiar: in addition to the
classic catalogues themselves, the story of the
Modern has been told in Russell Lynes's Good
Old Modern, and the genesis of the museum'’s
collection was outlined in detail in Barr's own
Painting and Sculpture in the Museum of Mod-
ern Arl, 1929-1967 (1977). Particularly in the
early years, from the opening exhibition in 1929
through the twin monuments of 1936, “Cubism
and Abstract Art" and “Fantastic Art, Dada and
Surrealism” to the opening of the new Interna-
tional Style building on 53rd Street in 1939, Barr
presented an extraordinary, unrivaled run of
exhibitions in a variety of fields. Barr's own
writings (particularly his early prospectus for
the museum, “A New Art Museum,” 1929) stress
the museum's multidisciplinary approach. He
apparently based his idea of the structure of the
Modern on the Bauhaus—an appropriate model,
since Barr's purposes were educational and
didactic. Like the Bauhaus (the subject of a
major exhibition at the museum in 1938), Barr
determined that the museum should be multi-
departmental, and that it should exhibit all the
arls including film, photography, Lypography,
design and architecture. Although Barr displayed
a creative genius in establishing an expansive

Art in America 41




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

Ms B

e

model of the modern art museum, he himself was
never entirely certain about what its final form

should be.

uring his years at the Modern, two particular
[ \,lapses in Barr's construction of modern art con-
tinued to haunt the museum’s program. First,
Barr's natural proclivity toward European mod-
ernism led him to almost completely shun con-
temporary American art. In his crowning exhibi-
tion, “Cubism and Abstract Art,” for instance,
the only Americans represented in that interna-
tional survey were the expatriates Alexander
Calder and Man Ray. American artists continual-
ly protested the Modern's policy of exclusion, and
Barr countered weakly, either by showing older
American artists (as in “Homer, Ryder, and
Eakins” in 1929) or by arguing that the Whitney
Museum was already specializing in American
art. The second lapse was Barr's curious inability
to fully accept or understand popular culture,
even though he had been an early promoter of
the popular arts, and his earliest plans for the
museum had included departments for various
mass-culture art forms. Barr's definition of popu-
lar culture was extremely narrow, however, and
excluded what might be classified as kitsch.
Always seeking to elevate mass-produced objects
of quality, Barr observed an exclusionary stan-
dard of “good design” (he saw the museum's
mission as “the discovery and proclamation of
excellence”). As a result, the museum misunder-
stood and misrepresented a vital element W
ernist culture.

A somewhat different problem that continual-
ly dogged Barr during his tenure at the museum
was the discrepancy between his view of the
museum's project and that of the trustees.
Although Barr possessed a wily ability to extract
contributions and donations from wealthy pa-
trons, it also seems clear that he never fully
understood their motivations in forming or sup-
porting the museum. While Barr spoke of the
institution’s purpose as “the conscientious, con-
tinuous, resolute distinction of quality from
mediocrity” (for him, a kind of utopian social
mission), the museum'’s rich trustees seem to
have more often regarded the museum as a type
of men’s club, established for them to secure or
consolidate social and financial power (Nelson
Rockefeller once said that everything he learned
about politics and power he learned at the
Mus f Modern Art.)

Barr's alliance with the upper-class trustees
meant not only personal concessions or compro-
mises in the nature of the museum itself, but also
the institutionalization of a type of modern art
that reinforced bourgeois values, In the United
States, for instance, it is important to see Barr's
position in stark contrast to the governmental
programs sponsored by the Works Project Admin-
istration (WPA). While the Modern emphasized
the perpetuation of private ownership, easel
painting and the work of art as interior decora-
tion, the WPA emphasized the public work of art,
and particularly the mural, as an agency for the
consolidation of social, national and class values.
Leaving aside the equally problematic political
agenda of the WPA, it is clear that the Modern
offered an alternate—and deliberately less radi-

cal—view of art's function. The Museum of Mod-
ern Art, Marquis argues, was always allied with
the class of its principal patrons, despite what
Barr saw as its populism.

Marquis's biography is most valuable in trac-
ing the widening gap between Barr's idealism
and the mercenary interests of his patrons. Mar-
quis reveals that Barr was surprisingly accom-
modating in advising trustees on modern-art bar-
gains, and that he saw no conflict in purchasing
works for the trustees with the museum discount
or in inflating the value of trustees’ works by
exhibiting them at the museum. Especially after
the decision was made to form a permanent
collection, Barr often made special concessions to
potential donors, providing art-market tips,
installation advice and loans from the museum’s
collection. Barr even developed a rationale for
preferring private patronage over governmental
support for the arts.

For years there was considerable debate about
the Modern's own process of collecting and
acquiring. The central point of debate concerned
whether the Modern could retain its modernity
with the passage of time. Should the museum
have a permanent collection, as Barr suggested,
or should it continually rotate works out of its
collection once they became accepted? In the
years 1947 to '63, the Modern and the Whitney
actually had an agreement to “sell to the Metro-
politan Museum of Art paintings and sculptures
which the two museums agree have passed from
the category of modern to that of ‘classic.’ "

Throughout his years as director of the
museum and of the painting and sculpture collec-
tion, Barr became increasingly consumed by the
idea of tradition and progress in art; he saw
modernism as an art of renewal. Believing, like
later commentators on modern art such as Clem-
ent Greenberg, that all art derived from preced-
ing art, Barr justified the inclusion at the
museum of a host of exhibitions with no appar-
ent relation to modern art. One such exhibition
was “Whistler's Mother,” shown at MOMA on
Mother's Day, 1934; another was the “Exhibition
of Italian Masters” (which the Metropolitan
refused because it came from Mussolini’s fascist

Loaded Images

tate), a show that included Botticelli's Birth of
Venus. In the case of the Italian Renaissance
works, Barr justified their inclusion at the
Museum of Modern Art by adjusting his famous
chart of the lineage of modern art to trace its
sources all the way back to Giotto. Such tamper-
ing with the Modern'’s stated purpose as an insti-
tution caused trustees to look askance, and led
the American Abstract Artists to picket the
museum and to ask, in Ad Reinhardt's words,
“How Modern Is the Museum of Modern Art?”
As Barr's view of modernism became more
expansive, his troubles with the administration
increased. By the late 1930s, Barr had become
interested in popular arts, folk art, children's art
and the art of mental patients. His catholic incli-
nations diverged ever more sharply from the
trustees’ focus on forming a collection of master-
pieces. The final straw was MOMA's critically
disastrous showing, in December 1942, of a proj-
ect called “Joe Milone's Shoe Shine Stand.” The
exhibition consisted of an actual shoe-shine
stand decorated in an elaborate folk style by a
Sicilian immigrant. The work, which Barr
deemed “as festive as a Christmas tree, a ba-

-roque shrine or a. super-juke box,” had been -

discovered by a then-struggling young artist
named Louise Nevelson. To the trustees and the
press the presentation of this crude work was a
deliberate affront, a scandal, the worst carica-
ture of modern art. In less than a year the
trustees demanded and received Barr's resigna-
tion as director of the museum. Barr remained at
the museum in various capacities for another 25
years, but his power was considerably dimin-
ished. When he finally retired for good in 1967,
the Museum of Modern Art had become a thor-
oughly different place—unsteady under a succes-
sion of directors, ruled by the post-Rockefeller
corporate influence of William Paley, distanced
from the concerns of contemporary art and
inclined increasingly (along with most other
museums) toward corporate-sponsored block-
buster exhibitions. Whether this type of museum
was the logical culmination of Barr's vision or
not is unclear. But by then Barr himself was long
forgotten. O

The relative poverty of France’s caricatural tradition is
here contrasted with the amplitude and gravity of attention
paid to it in a current collection of scholarly essays.

BY SIMON SCHAMA

French Caricature and the French Revolution,
1789-1799, Grunwald Center for the Graphic
Arts, University of California, Los Angeles, 1089;
280 pp., $30.

Arguing in the Constituent Assembly for the
adoption of the tricolor flag on French naval
vessels, Mirabeau spoke of “an empire of signs”

that had to be conquered if the Revolution was (o
prevail in the hearts and minds of citizens.
Though the phrase has a startlingly modern ring,
it accurately reflects an acute awareness on the
part of revolutionary politicians that signs and
symbols, images and visual codes, could deter-
mine allegiance as much as speeches or decrecs,
Once neglected in favor of more conventional
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Date January 26, 1944

The Museum of Modern Art Archives, NY

To: Mr. Wheeler cc: Mr. Abbott

Mr. Soby
From: Mr. Barr

It would interest me to work on the drawings catalog essay but I cannot
do so under the present circumstances without going through the

subcommittee of the Coordinating Committee, as described in my memo of
Januwary 22.

2.5,
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THE MUSEUM OF MODERN ART

. Date January 22, 1944

The Museum of Modern Art Archives, NY

To: Mr. Monroe Wheeler Re:

: From: Mr. Alfred Barr

Dear Monroe:

As you know,I would like to follow your suggestion,
maede sometime ago and again yesterday, that I help
select the Cuban paintings for the exhibition. But
as you know, it has been decided that requests for
my advice should pass through the sub-committee of
the Coordinating Committee as indicated in the fol-
lowing paragraph in e memo I recei ved sometime ago:

"Advisory Duties
You are expected to be subject to call by any
of the Museum committees, particularly by the
sub-committee of the Coordinating Committee.
To keep your schedule clear and prevent inter- -
ruptions, department heads or staff members :
who wish to consult you will ask to have you
attend a specific meeting of the sub-committee
of the Coordinating Committee at which their
problems will be resolved."

Although the selection of pictures of the Cuban ex-
hibition could scarcely be done et the meeting of
the sub-committee, I feel it Hhould be cleared

through the commitbee.

!
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A MUSEUM OF MODERN ART AND ITS WORK

Introduction

Purpose of the Museum

a. To bring about a sound and widespread understanding
of modern art by impartial presentation.

’

b. To raise the level of art appreciatidn throughout
the country. ;

c. To encourage living artists by exhibiting their work.
d. To promote international understanding through art.
e. Then I feel that the Museum offers to individuals
something that they would have a hard time getting
anywhere else.
In order to bring out this point I should like first to describe
the 1life of a very simple people, the Balanese. They live on the
island of Bali, just west of Java in the Dutch East Indies.

Due to the many reefs and poor harbors trading vessels seldom

stop on the island and therefore one can visit today people com-

paritively unaffected by western civilization. There is such an ‘
abundance of sea food and tropical growth that the people have to
devote only a few hours each day to provide for themselyves.
The result is that the Balanese lead a life a leisure. It ié
essentially a creative existance which centers around thnir‘religi.&;..
Each village has an elaborate and beautifully carved
temple decorated with many figures. As these temples are made of
a perisheble brick which rapidly disintergrates they have to be ;
rebuilt at least once every ten years. This fact has been very '
important in keeping the art of the country alive becmlzae all 'bhe
work on the temples is done by men of the village. lhqthgr ilportaat
factor in constantly stimulating creative,artistic thought:lsth'. .

¢
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many religious festivals which are held every year, over 100 in
number. Of course, they vary greatly. Practically all of them
include a long procession of some sort. Each person carries &<
bapeer=or an elaborate gift which is teken to the temple. The
people spend days weaving these bemmers out of strips of paln.
leaves and working the gifts into extraordinary designs made of
flowers and fruit. They are not purchased but each person makes
his own and no two are alike. Of course, new ones have to be made
for every occasion.
Then too, every village has its gamelon or orchestra.
These gamelons play the most elaborate symphony music on a wide
variety of percussion instruments, all of which are beautifully
carved and decorated. There are no professional musicians - a
men might be a fisherman in the day time and play in the gemelon
during the evenings. It is a great honor to be one of these
players and all the young people work very hard toward that end.
There is a great deal of dancing, both ceremonial and
popular. The dances are symbolic and very complicated and it takes
years of practice to develop the skill and grace required to be
able to perform them perfectly. The children start learning when
Cots dadosstamde
they can barely walk and rapidly leasn the beauty of rhythmic motion
which is very important to a person's esthetic and creative develop— :
ment. After the young people are married they can no longer particﬁi

pate in the dances and in many cases marriages are delayed for some

time as &he boys and girls hate to give up the privilege of being :

allowed to participate in these dances. " o i




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

MsB el

The Museum of Modern Art Archives, NY

=3

Beside these more or less specialized arts one finds
the ordinary crafts flourishing - weaving, pottery, metal work,
wood carving, etc. The extraordinary part is that practically
every person is an artist, a musician, a dancer, or amy combination
of these three. The reason for this seems to be that the children

are brought up to think creatively concerning the arts and as they

Ve
develop their creative abilities are given more ample opportunity

and encouragement for growth and development.

In comparison to this almost ideal state we have‘ our own
present day life. The creative instinct is seldom aroused or
awakened in the child in this country and even when it does appear
it is given very little, if any encouragement or chance to develop.
Our lives are crowded with ready-made pleasures — we have no idea
how to express ourselves creatively even though we may have a
craving to do so. Here is where I think the Museum of Modern Art
is rendering one of its greatest services. One can get tremendous
emotional satisfaction by repeated association with the creative
expression of others. Of course, you will ‘say that this is true
of any museum but I contend that because the works of art in the
Museum of Modern Art are by contemporary men and women who are
exposed to the same environment as ourselves, and because the sub-
jects which they portray are subjects with which we are familiar,
we get a far more vital creati;'re experience than we can by viewing
the works of some 16th Centui-y artist. Therein lies the Museum's
peculiar attraction as far as I am concerned.

3. The Museum
a. Higtory

1 - Organized in 1929 by a group which included Miss
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Lizzie Bliss, Mrs. John D. Rockefeller, Jr., Mrs. Cornelius J.
Sullivan, Mrs. Murray Crane, Mr. Frank Crowninshield, and Mr.
A. Conger Goodyear.

2.— Heckschdr Building

3.~ 11 West 53rd Street.

b. Control and operation
— The museum operates under a broad charter.

2 — Board of Trustees decides upon the policies,determines
what shows should be held, and how the Museum should be run.
a. Officers
b. Executive Committee

3 - Advisory Committee — composed of younger members
a. Initiates ideas
b. Puts on shows
c. Has its own sub-committees.
Education Committee
Membership Committee -
a. One of most active
b. Lunch meetings every other week.
Staff
a. Director
b. Executive Seeretary
c. Chairman of Departments

Museum's activities
l.- Present collection is small nucleus of modern painting
and sculpture — enough to giwe the historical backkfmmd sty
of what is being done today. )
2 - Exhibitions
a. First year (Read page 15 of blue book)
(1) Matisse — First 1 man show - 1 month 37,000 peoplc
(2) - First showing in this country — 1 month 57,000
(3) Mod ectural Exhibit - Philip Johnson presented
models and photographs of the work of European and herim'
architects — 1 month 34,000 people
Itinerary ,
Pennsylvania Museum Currier Gallery, la.nchester, N.H,
Wadsworth Atheneum — Hartford  Toledo Museum :
Sears Roebuck, Chicago Fogg Museum, Cambridge, Iaas.
Bullock's Wilshire, Log A.ngeles arnegie Institute, Pittsburgh
Buffalo Museum Lyman Allyn Museunp,New London
Cleveland Museum Denver Art Museum
Milwaukee Art Institute Rensselaer Polytechnic, Troy
Cincinnati Museum McMaster University, Hamilton, Ont.
Rochester Museum John Herron Institute, Indimpolis
Worcester Museum Smith College Museum
M.H. DeYoung Memorial, San Francisco
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4-Exhibition of Murals by American Painters and Photographs
a. Advisory Committee under direction of Lincoln Kirstein
b. First show in new building - very controversial
c. Three museums have already requested it.
5— Summer Exhibitions
a. Loan exhibitiong - Bliss and Trustees
b. Reproductions - Descriptive cards very interesting
innovation
c. Booked for two years
d. History of show
— American Painting and Sculpture — 1862-1932
a. Interesting higtorically -
b. Importance of American pa.inting - Paria
c. Large attendance
— American Folk Art
a. Interesting historically
b. Better understand present art.
c. Where these pictures come from (See diagram in white book)

Attendance
a. Last year 129,315 - This year 173,009 — 25% increase
b. Pay days Mondays and Fridays. llenbers free

Publications
a. Catalogs :
b. Booklet explaining pictures in color reproductions
d. Bulletin

Library
a. No really complete one in existance. -
b. Being developed
c. Several very generous gifts
d. Penthouse

Educational Program
a. Lectures
b. Gallery talks
c. Slides

Publicity
a. Experiment last year-Phoenix News Bureau
1,694 clippings in newspapers and throughout
country in some 628 papers - 68 magazine articles
b. To be handled next year by staff again

Finances

a. Annual budget of about $80,000

b. Money raised by annual contributions as follows:
Patron $5000 or more
Contributing $1000 to $5000
Sustaining $ 250 to $1000
Fellow $ 100
Associate $ 25
Annual $ 10

-~

9. Future
a. Architecture b. Motion Picture ‘c. Art in Industry

e




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

MsB X o

The Museum of Modern Art Archives, NY

@l

1
DESSAU A-GZ% S
el olle i
Tear Alfrel Barr, .
Tt would be hopelsss to ceteh up on 8ll the
things we have baen seeing. Today naturally I am remindal of
you having just coma to the Bauhaus for the first time. Joim
MeAndrew and I have been traveling, rather fast to be sure, but
treveling all over German; and Tolland to find modern architectur :.
We still think thatl OQud's Hook houses &are the Parthenon of m dern
Eruope. That is putting it & 1i #tle strongly, but they are
splendid. Oud is building o new siedlung of 700 houses in
Rotterdam, but though wonlerful of cour: 3, lack the genius, a1 d
have not the utter charm of the Hook buildings. Oud is not be
build the new Bourse at hotterdam, anl he is very sick with &
nervous brezskdouns lhey tell us bthat he works very little and
has cdone scarcely anytning for sevorel years. Another thing we
especially liked in Hocland was ths Brinkmznn cnd Vander Ylust
factory at Hotterdams It is just this month finished andeitaa's
a besutiful creationd You will see our pictues of it when we
got back. Then the Bijvoet sanstorium ot Hilversum we thought
good, @ d though the Udok things are pleosent, I find my attraction
to that local Dutbh movement zs & wholo Aimin@shing. You have
dovm on ta list a kight hout  #t Katwijk, but we hunted ont
found instead an old house by Oud, really good. Leter ¥e find
from books that thse house you meent must be ihe radio house ' 1
Kootwycks s misssd ite. In Gormeny we foudd Issen especislly
progrescive. They have done many things rince you wer3 there,
and we got in togch with & charming wrn in the Stadtbsuamt, who
showed us everything. Fankfurt hes a new Siedlung since you
were there at ‘omer:talt. Only part of il, the b:st is new,
so you remember whe © it was. Duisburg has soms new lock buil
dings, done in fraw concrete with spple grsen ironwvork, very
stunning. In Berlin there is & new Luckharlt and “nker house
domns with the primery c lors md white. ‘/hile not as sucessful
a use of this as Oud's gtill it is a joy to see these strong
colors bsing used tastefully in b ilding. And surprise upong
surprise, we find that MNendelsohn, whom yau know through the
Uinstein *‘urm, and the movie theatre in Ber lin, has become
minternstional’. e found sccidentelly a new house of his in
the most beatiful suburb of Berlin that is plain white plester
with bress windlow frames. There are no conc :ils, perfectly
plain mecses give the offdcts. I have always t houzht he hed
good. taste, but this gives him rostreint as wolle Then, last
but not least Dessou. Ve were reslly thrillsd at the sight
of the Bauhaus. It is a mepgnificent bu lding. I rererd it as
the most beautiful building we have 3061, of the la gor than
house variety. Perhops the llook has what Hitchcock would call
more 1lyric beauty, but ©the Pauhaus hrs beauty of lon, and
great strength of dosigne. Tt hes o mejesty and smplicily which
are unequaled. I won er if you have seen the new bu ldings in
the Torten Biedlung. 1 thin. the ol ior b 1llintze thers are
quite ugly, but the new ones ~re pmong srovius brst work, better
the.n the Stuttpart houses. Wy won't fini out till Lomorrow vhen
they were done.
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I sholl take some photograpbs of them anyhow. I fopgot to meution
a 1little known architect Haessler in Celle nean Henover who is
doing things in tho be. t style, and whe uses color better than
anyono but wud. Lo handle thess primwary c.lor intelliy ntly

«ud succegssfully is quite a jub, pub by n” v uj O E il W)

surface

white, he has succeailzi L1 makung & Ottt GO s el el

school tnere &t Cells. In vne rocin *-r insta «ce, vhe curta

.ns

ars a vivid blue, the walls wekhat vit laion yellovw, 2n. N3 i Ot

Lhe dronwor' of the chairs ¢nl descks. Bul to et bacik heso

¥a callsd on Msinignar this mornirg, bnt hs is in Halle working.

But we saw Lux, who was very nice to us, anl ¢ owed us his

painting vhich he hrs begun on y recerlys. luth > afternoonvie
wont back and Mrs. Feininger showed us many of hapa I'siniugsrs

. atercolors, which I must say, I thousht rattior 1 Dl. Ws also
zot ousselves led througl the Bauhaus by an Amorican stulent

of architec.ure. Il ir in the cocen® helf of bthe progrem, that
is wor .ing onchairs and thinzgs. Tne system improsst mg ae baing
a v ry gool one inead for such a sc ool. his Amarican 1id not
seem to know it but he was getting, : s John te'ls me, a much

better architechursl sducation than in any crchitectural sc
in our country. Bauhaus had a cloce shave his last wiiter

hool

There wrs talk in the assembly of doing away tith it as - n <rt

school and using it for somthing "useful" a buspital or the

liko.

It was interestingly en.uzh the socizlisls eni communi ts vio

by a slight bote kept it zoing for another five yecrs. «6arec
going to Halle day after tomorrow and we shall see Iir. ¥s_ninger
there. I liked ths family wvery much, but now thal ‘einingsr hes

left the Bauhous for good snd all, Wrs. tdlls me not to as

k any-

thing about it. Thers is an exhibition of Klee on in .basau now
T hove seen some very cherming omnes that I like. I am gding to

pick out ons to purchase tomorrov. ‘hey ars onlysb ut 600

merks. At the sams time thers is a show of the Blaue Vier going

on in Berlin at which Kelde's picturss are not so good bul

cost much mor: than twice as much. I like the kiwd which may
not be considersd his best, thef hos many solid colors or it

in various slhspes 2wl angles seporatad by an ink line. The
czmicetures on the plainground »r on the wet psver ground I
don't ses so much in. Also i love th: k nd w th loung lin3s

parallel moking outlines like the section of an anion. [ camot

get John to like them, and since I hevs no intellectual way
basing my appreciation or idiosyncresy, he thinks of courss

of
1

am a dodo. I find that my rescticns to painting are horribly
primitive, sov I really must learniscmelbhing ab ut it. I think
I belter go back to Harvard snd toke courses. I vish your thesis

was done and published. I want to read it. But beforse the

ond

of thas shest: The Kroll:r col!lsction in the Hegue was magnificent
expecially the Seurat, apart of ¢ urse from ths be. t Vangoughs I
have over sesn. hen I romember espscic Lly the Cezamne' in

Amsterdom, the Matissoe in lssen, but tho list is too long.
Feiningers send their best, and are delighted with your new
musaum. Don't be surprised if John looks you up sometime i
December. lp is a charming talker, and whils not profound,
a good eye. I have learnsd a lot from him, 2spocially about
or which we are finding €ine exem:les in Gormany.

Thanltfully ovar,

The

i
has
Barock ,

PHIL, JovSo W
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Hr, Alfred E. Barr, Jr.
Greongboro
Vs

A Dear Alfreds

lmomcmmuolthmw nnz.nm'
mmr«mm: .

PAINIING ~- 6 loctwres (1865 to present ﬂm)
SOUPTURE - 2 lectures e

" 1 lecturs

ABCEITECTURY
o 5 lestures asmumm: mamuum
u&mmmmmwm)




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

MsB I e

The Museum of Modern Art Archives, NY

‘. w‘.--vﬂnnnnham
Houtra
Hood
oakm j
5. & 6. Fomsing

HUSIC - 3 lectures wm:go:: Classical ) 1ec£.ure):»3ﬁ
AZTS & GUTTS - 2 leotures :
MOVIES ~ 3 lectures

THEATRE ~ 5 lectures as followss ; 3
A.-lhmgtrlm
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December 26th, 1934,

'4es Catherine Bauer
Tabor Tousin: Conference
2021 Chancellor St.
Philadelnhia, Pa.

Near Mis= Rsvers

Thank you for the corrected script. I have
not seen v ur corrcctions as the scrint arrived Saturday, after I
left the miseymv— I -hed“FI¥en instruc - sent ime
mediately tq Mr. D'Famrmoncourt, director of the program,) This wes
dones A not S, 11 SN me that he
sent the script as corrected by you to the wimeogrephef:before he
left town for the hol idays.. : ;

\

Ag T believe I told you, I fin
your scriot a lons time ago and turned it over tg
in August or early in September. I asked him a numb : B et
make any chenges that he wanted and to send 1t on to you for £img! O.Ke
Fe took it in its turn, however, and alfowgqhe mede almost no changes
in 1t from oy original script, it was held up until Tuesday, December 18,
the dey you got it at the museum. &

The broadcast is scheduled for Saturds:} night,
January 5, from 8:00 to 8:20 Eastern Standard Time, over station WJZ
and netework.

Reynal 2 Vitchcock, publighers of "Art in America
in Modern Times" tell me that a copy of that book was sent you long 280
At my request, however, they =re sending you another copy today.

Sincerely yours,

Sarah Newmeyer,
Publicity Director
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