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quarters from which praise would have been a di Suster, Al
the people whose opinion I value and everyone im the Museum,
our togetherness could not be more complete.

What is the story on "Happenings)" etc. this year? Don't
forget to keep me informed about anything that takes place,
and also about the appearance of your book,

May I thank you also for the stimulus which your ideas

and activities gave me when I was preparing the show,

Yours,

William C, Seits
Associate Curator
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Hovember 6, 1961

Mr. Allan Kaprow
791 Glen Cove Avenue
Glan Head

New York

Dear Allan,

Thanks for your nice note and effer of support. Whatever
eritieism there has been of the Assemblage show has been from
quarters from which praise would have been a disaster. As for
the people whose opinion I value and everyone im the Museum,
our togetherness could not be more complete.

wWhat is the story on "Happeningsj" etc. this year? Don't
forget to keep me informed about anything that takes place,
and also about the appearance of your book,

May I thank you also for the stimulus which your ideas

and aetivities gave me when I was preparing the show,

Yours,

William C. Seitz
Agssociate Curater
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October 7, 1961

Congratulations!

For The Art of Assemblage show.
It is one of the most interesting and
timely shows that I have seen at the

Museum of Modern Art.

/George E. Crane M.D./
171 Ash Street

Brockton, Mass.
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THE MUSEUM OF »ODERN ART

Dat Friday

To: Bill R
- el
From: Alicia

Liz got axmmmy an advance copy of Candday's Sunday article. We thought

you'd want to see it before others, He's madl

Dckmugpkiogms  This message from Cornell should cheer you up, Ursala the
fifth floor receptionist talked to him and said he was exstatic.

Love from your MOMA fans

aq.
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Arman’s ‘Little Honds':

A

Doll hands glued in o drawer

Oppenheim’s

'Object’ >

Fur-covered tea things

ot of the junk and debris of our urban
O civilization, contemporary artists are
making a new kind of art. They have
picked up the ticket stubs and discarded
bedsprings. the old carburetors and
crankcases, the broken toys and smashed
crockery and transformed them (scme-
times) into works of esthetic value—which
for want of any better term can be called
“The Art of Assemblage.” Under this
title, a remarkable collection of these ob-
jects goes on view this week at New
York's Museum of Modern Art. There
are pieces by 130 artists, ranging from
some of Picasso’s exquisitely simple early
collages to a recent composition by the
Swiss, Daniel Spoerri, who glued the dirty
dishes and remains of his wife's breakfast
to the tray on which she had eaten it.

“1 hate using words in new ways,”
said curator William Seitz, who assem-
bled the show and named it, “but no
other term I could find served as well
to describe works of art put together
with glue or nails or twine or staples or
welding torches, or whatever.” On hand
are the surrealist works of Max Emst,
Man Ray, and André Breton. A room is
devoted to the famous “readymades” of
Marcel Duchamp, including a reproduc-
tion of the “Mona Lisa” on which he has
penciled a mustache and beard, and
a bicycle wheel attached to a kitchen
stool, The German artist Kurt Schwitters,
who died in 1948, also has a
room to himself for 35 collages composed

October 9, 1961

of bits of newspaper, theater-ticket stubs,
and stamps.

Among the younger artists, Britain’s
John Latham has some secondhand nine-
teenth-century English novels (bumed
around the edges) affixed to a monk's-
cloth-covered door. The Californian
George Herms, who uses only what he
fishes from the Pacific Ocean or picks up
from the beach near his shack, has wired
a rusted metal klaxon and a packet of
crumbling newspapers onto an old Vie-
torian table base. (He calls it “Poet.”)
The French sculptor César has hydrauli-
cally compressed a deviscerated jonquil-
vellow Buick convertible (1956) ito a
column 6 feet high and 2 feet wide.
(The car belonged to the collector and
art historian John Rewald, who volun-
tarily sacrificed it to the cause of art.)

Butterfly Wings: Joseph Cornell, an
American famous for his esoteric wooden
boxes filled with glass ice cubes, jew-
elry, dried flowers, and feathers, has a
whole hall to himself, dominated by his
fanciful “Medici Slot Machine.” Robert
Mallary has a precariously balanced
sculpture made of wood, steel, rags, sand,
and fiber glass (photo above). Du-
buffet has a wall to himself for his compo-
sition of tobacco leaves pasted onto
cardboard, his sponge sculptures, and a
collage made of butterfly wings.

To help explain to museum-goers what
the assemblers are up to, 47-year-old
curator Seitz, who left a post as professor

Museum of Modern Art

of art at Princeton last year to join the
museum staff, has published an entertain-
ing and scholarly work* released in con-
junction with the exhibition. “The history
of assemblage, from Picasso and Man Ray
on,” he writes, “is punctured with the
sharp points of nails. Used expressively,
how can they fail to elicit at least a
tremor of the meaning they have in a
thousand crucifixions painted between
the sixth and twentieth centuries? Forks,
knives, dishes, and other eating utensils,
playing cards, ropes, flags, clocks, shoes,
wheels . .. [provide] an unending rever-
beration of object-meanings that, be-
cause of their associations, reach back
to the origins of human consciousness
and to the depths of human personality
... [The manifestations] once more dem-
onstrate the recurrent need felt by artists
to Hlee the current circle of approval
while seeking recognition on another
level. To return again from abstraction
to nature, to work with the materials of
life rather than art.”

Seitz commented on his show last
week: “We are involved in an interna-
tional phenomenon. In the spirit of the
show, I have tried to present all its
edges. They should not be softened. At
least the spectator should know what he
is annoved about. Here he will be able
to recognize it. It will raise the question
of taste and anti-taste very sharply.”

#“The Art of Assemblage.” 176 pages, 150 plates,
eleven in color. The Museum of Modern Art. $6.50.
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civilization, contemporary artists are
making a new kind of art. They have
picked up the ticket stubs and discarded
bedsprings, the old carburetors and
crankeases, the broken toys and smashed
crockery and transformed them (scme-
times) into works of esthetic value—which
for want of any better term can be called
“The Art of Assemblage.” Under this
title, a remarkable collection of these ob-
jects goes on view this week at New
York’s Museum of Modern Art. There
are pieces by 130 artists, ranging from
some of Picasso’s exquisitely simple early
collages to a recent composition by the
Swiss, Daniel Spoerri, who glued the dirty
dishes and remains of his wife’s breakfast
to the tray on which she had eaten it.

“I hate using words in new ways,”
said curator William Seitz, who assem-
bled the show and named it, “but no
other term I could find served as well
to describe works of art put together
with glue or nails or twine or staples or
welding torches, or whatever.” On hand
are the swrrealist works of Max Ernst,
Man Ray, and André Breton. A room is
devoted to the famous “readymades” of
Marcel Duchamp, including a reproduc-
tion of the “Mona Lisa” on which he has
penciled a mustache and beard, and
a bicyele wheel attached to a kitchen
stool. The German artist Kurt Schwitters,
who died in 1948, also has a
room to himself for 35 collages composed
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Among the younger artists, Britain’s
John Latham has some secondhand nine-
teenth-century English novels (burmed
around the edges) affixed to a monk’s-
cloth-covered door. The Californian
George Herms, who uses only what he
fishes from the Pacific Ocean or picks up
from the beach near his shack, has wired
a rusted metal klaxon and a packet of
crumbling newspapers onto an old Vie-
torian table base. (He calls it “Poet.”)
The French sculptor César has hydrauli-
cally compressed a deviscerated jonquil-
vellow Buick convertible (1956) into a
column 6 feet high and 2 feet wide.
(The car belonged to the collector and
art historian John Rewald, who volun-
tarily sacrificed it to the cause of art.)

Buiterily Wings: Joseph Cornell, an
American famous for his esoteric wooden
boxes filled with glass ice cubes, jew-
elry, dried flowers, and feathers, has a
whole hall to himself, dominated by his
fanciful “Medici Slot Machine.” Robert
Mallary has a precariously balanced
sculpture made of wood, steel, rags, sand,
and fiber glass (photo above). Du-
buffet has a wall to himself for his compo-
sition of tobacco leaves pasted onto
cardboard, his sponge sculptures, and a
collage made of butterfly wings.

To help explain to museum-goers what
the assemblers are up to, 47-year-old
curator Seitz, who left a post as professor
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of art at Princeton last year to join the
museum staff, has published an entertain-
ing and scholarly work* released in con-
junction with the exhibition. “The history
of assemblage, from Picasso and Man Ray
on,” he writes, “is punctured with the
sharp points of nails. Used expressively,
how can they fail to elicit at least a
tremor of the meaning they have in a
thousand crucifixions painted between
the sixth and twentieth centuries? Forks,
knives, dishes, and other eating utensils,
playing cards, ropes, flags, clocks, shoes,
wheels . .. [provide] an unending rever-
beration of object-meanings that, be-
cause of their associations, reach back
to the origing of human consciousness
and to the depths of human personality
... [The manifestations] once more dem-
onstrate the recurrent need felt by artists
to flee the current circle of approval
while seeking recognition on another
level. To return again from abstraction
to nature, to work with the materials of
life rather than art.”

Seitz commented on his show last
week: “We are involved in an interma-
tional phenomenon. In the spirit of the
show, I have tried to present all its
edges. They should not be softened. At
least the spectator should know what he
is annoyed about. Here he will be able
to recognize it. It will raise the question
of taste and anti-taste very sharply.”

*“The Art of Assemblage.” 176 pages, 150 Elntes,
eleven in color. The Museum of Modem Art. $6.50.
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ur of the junk and debris of our urban
O civilization, contemporary artists are
making a new kind of art. They have
picked up the ticket stubs and discarded
bedsprings, the old carburetors and
crankcases, the broken toys and smashed
crockery and transformed them (scme-
times) into works of esthetic value—which
for want of any better term can be called
“The Art of Assemblage.” Under this
title, a remarkable collection of these ob-
jects goes on view this week at New
York’s Museum of Modern Art. There
are pieces by 130 artists, ranging from
some of Picasso’s exquisitely simple early
collages to a recent composition by the
Swiss, Daniel Spoerri, who glued the dirty
dishes and remains of his wife’s breakfast
to the tray on which she had eaten it.

“] hate using words in new ways,”
said curator William Seitz, who assem-
bled the show and named it, “but no
other term I could find served as well
to describe works of art put together
with glue or nails or twine or staples or
welding torches, or whatever.” On hand
are the surrealist works of Max Ernst,
Man Ray, and André Breton. A room is
devoted to the famous “readymades” of
Marcel Duchamp, including a reproduc-
tion of the “Mona Lisa” on which he has
penciled a mustache and beard, and
a bicycle wheel attached to a kitchen
stool. The German artist Kurt Schwitters,
who died in 1948, also has a
room to himself for 35 collages composed
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of bits of newspaper, theater-ticket stubs,
and stamps.

Among the younger artists, Britain’s
John Latham has some secondhand nine-
teenth-century English novels (burned
around the edges) affixed to a monk’s-
cloth-covered door. The Californian
George Herms, who uses only what he
fishes from the Pacific Ocean or picks up
from the beach near his shack, has wired
a msted metal klaxon and a packet of
crumbling newspapers onto an old Vie-
torian table base. (He calls it “Poet.”)
The French sculptor César has hydrauli-
cally compressed a deviscerated jonquil-
vellow Buick convertible (1956) into a
column 6 feet high and 2 feet wide.
(The car belonged to the collector and
art historian John Rewald, who volun-
tarily sacrificed it to the cause of art.)

Butterfly Wings: Joseph Cornell, an
American famous for his esoteric wooden
boxes filled with glass ice cubes, jew-
elry, dried flowers, and feathers, has a
whole hall to himself, dominated by his
fanciful “Medici Slot Machine.” Robert
Mallary has a precariously balanced
sculpture made of wood, steel, rags, sand,
and fiber glass (photo above). Du-
buftet has a wall to himself for his compo-
sition of tobacco leaves pasted onto
cardboard, his sponge sculptures, and a
collage made of butterfly wings.

To help explain to museum-goers what
the assemblers are up to, 47-year-old
curator Seitz, who left a post as professor

Museum of Modern Art

of art at Princeton last year to join the
museum staff, has published an entertain-
ing and scholarly work* released in con-
junction with the exhibition. “The history
of assemblage, from Picasso and Man Ray
on,” he writes, “is punctured with the
sharp points of nails. Used expressively,
how can they fail to elicit at least a
tremor of the meaning they have in a
thousand crucifixions painted between
the sixth and twentieth centuries? Forks,
knives, dishes, and other eating utensils,
plaving cards, ropes, flags, clocks, shoes,
wheels . .. [provide] an unending rever-
beration of object-meanings that, be-
cause of their associations, reach back
to the origing of human consciousness
and to the depths of human personality
... [The manifestations] once more dem-
onstrate the recurrent need felt by artists
to flee the current circle of approval
while seeking recognition on another
level. To return again from abstraction
to nature, to work with the materials of
life rather than art.”

Seitz commented on his show last
week: “We are involved in an interna-
tional phenomenon. In the spirit of the
show, 1 have tried to present all its
edges. They should not be softened. At
least the spectator should know what he
is annoyed about. Here he will be able
to recognize it. It will raise the question
of taste and anti-taste verv sharply.”

*“The Art of Assemblage.” 176 pages, 150 plates,
eleven in color. The Museum of Modemn Art. $6.50,
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modern times. |large arcas of meaningful ex- suming that the new imagists terous manual

Although, as Meyer Schapiro Perience which had previously and the abstract expressionists
ﬁ&, out, abstract expression- been art's province. There was are almost indivisible in their

On the whole the choice of

paintings at the Guggenheim is

| derived stylistically in something absurd in veducing fied non-objective gambits. .
m the m}fw m}; ogpéu:f the act of painting to private This affects the selection from
’ notations to which access for both groups. The new explo-.

sue-
a

in a number/into the depths of the creative,

P i

exhausted’ tradi. Ploiting the gratuitous act, for.
positively as a deter-

58 in _self, and for the feelings of lib-'

e
a work of art,

ropean expressionism and owed
r . o . the outsider was difficult if not

siveness of form and idea is']

much, as well, to surrealism in
its cultivation of instinct and
free association, it actually rep-
{M an unparalleled plunge'

_necessarily artistic, person- |
ality. . :
Inwardness

Hence the cult of accidental

impossible. And by canonizing severely played down, and we

MAX WEBER, 1581-1961

AX WEBER, born the same year as Picasso, was one of
I a great generation. On the fourth of this month he
died at the age of eighty, after a lifetime of struggle crowned

leffects; the fondness for ex-
the sensuousness of pigment it-

b{ recognition and respect. For many years he had been an
historic figure, and though ill-health had made him an unseen |
presence, it gave one warmth to know that he was still there.
He was in at the start in Paris, the first American painter
to practice the new ideas with understanding and skill. Later

eration in self-expressive marks

awareness £
| elements in the and gestures.
:hd\t Since these arbitrary manipu-
) {lations sprang fully armed from

‘the artist's pre-visual inner be-
ing abstract onism was
pso facto at a furthest remove!
from any kind of realism. How-
 ever the fact remains that ex-

. clusion from sharing the action

# painter’s interests and emotions
does not seem to have impaired|
Igenuine appreciation of his
iwork on the part of the ohserv-|

in America, in all the slow battles of the emerging new vi-
sion, he was at the forefront with Alfred Stieglitz at “201”
—the little gallery on Fifth Avenue that Stieglitz made fa-
mous. His work passed through many stages, derived from
Fauvist, Cubist, and Futurist ideas, and for a time he shared

make their appearance in a
number of gallery shows this
week.

Geometries are practiced by
two, austerely by Bolotowsky
at the Borgenicht Gallery, more
relaxedly by Helen Gerardia at
the Bodley. Serupulously

profitably in the illusion that such ideas could capture the
violent dynamism of his country.

Perhaps it was these exercises that allowed him, as with
many good artists in old age, to reclaim a whole tract of
feeling and experience within himself, The later paintings in

planned, measured and balanced
in both shape and color, the
former’s lack, somehow, the

!welghty authoritativeness of
Mo

drian with whom Bolotow-

which figures, shadowed and ceremonial, walk through mem-
branes of light, have the authority and warmth of a style of
old age. It is these pictures that will assure him of re-
membrance, —BRIAN O’DOHERTY,

‘er. Undouhtedly snobbery and’
'the desire to be in the swim!

affected some conversions to' way was laid open, as anyone non-objeclivist rather than as

‘the new style. They cannot pre-|
tend to account for the decisive

~influence it has had on Con'ldecm-ative and the chichi.

% temporary painting the wor!d‘;
over. Furthermore it enlarg
the basis of appreciation to in-

clude elements unknown or dis4Tnevitably a reaction has come, the James Brooks and the

regarded in painting Dbefore
then. To quote Meyer Schapiro
once more, it “made peopld
more conscious of painting as
a living art.”

Such was the significance of

the gesture and the accident the have Motherwell as an esthetic

can see in the present show, for the creator of the powerful
camp followers to revel in the Spanish War abstractious; Hans
[Hofmann in a mild and.chas-

Taking more notice of art tened mood; and de Kooning as
than of life it actually nar-
rowed the former’'s compass. shattering figure painter, Both

and with a vengeance, One way Philip Guston are curiously
of interpreting the torrent of tentative and indecisive. Pulling|

romantic fantasy and llterary?punches does no service to

symbolism flooding the Museum either school. But a darker

a formalist yather than as a

sky must be compared. He exe-
cutes a pirouette rather than a
graver measure, whereas Miss
Gerardia’s weavings of planes,
though engaging, lack this
genre's necessary tension. -
Muffled, semi-precise organic
or flower forms float with ef.
fortless elegance in Paul Jen-
kins’ new abstract oils at
Martha Jackson's, For colop
and exotic character they

be gigantically enlarged depic-
tions of anemones. One can
only admire the skin with
which paint stains the canvas
apparently without the inter-
vention of the human hand,
Jenkins strikes an exquisite

of Modern Art's “Assemblage” thought occurs. The abstract
Fup:esaionlst pictures are all

show is to see in it the expres-

rather than a powerful note.

'

S eNay 4]
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340 West 56th Street
New Yar k 19
October 14, 1961

Mr. William Seitz
Associate Curator

The Museum of Modern Art
11 West 53rd Street

New York 19

Dear Mr. Seitz:

I think you did an exceptional job with the Assemblages exhibitions
The Duchamp section is m rticularly brilliantly presented. The Cornell
section slowed me down in the right place, and the Schwitters section alsoe
The exhibition as a whale is one of the most interesting and best of all the
many first-rete exhibitions put on by the Museum,.

Sincerely

[&:w\/l/laq [6{\/\/»I7LL m

Lawrence Campbell
staff of Art News magazine and instructor, At Depts

Brooklyn Collegey director of Publications for Art
Students League of N.Y.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: . Sens&qﬁ@ldﬂé
MoMABHS | 6as. 2

October 17, 1961

Mr. Lawrence Campbell

340 West 56th Street

New York, New York

Deu:-‘l(r. Campbell:

I vas extremely nice of you to let me know that

" you liked the assemblage exhibition, I read your

reviews for many years. Didn't you even review a show
“of my own once? It also seems that we have met, but

I cannot remember precisely where,

With best regards,

William C. Seitz
Associate Curator
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1181 Madison Avenue
New York 28,N.Y.
Oct. 20, 1961

Sorember 22, 1961
Dear William Seitz:

ropos of,yesterday, it missed being a stimulating evening.
7 are m%@to be two panel members de trop. You kept
ne.. 80 meny spaced chuckles, and embarrassed
f ’;!':B!.aie‘wmmciaae’
y':z;;u.r'omur’ -

-9 5, ¥
Wl
I.LS_._IIDSTAGE

)k4. VARY, /5P JE;;Aé
Pheeisecee of Moctise Arg

4 Hosl 53.,‘/ S‘L' )

Ne é?:mctf-fj? i /7;}’_

Sincerely,

C&b&ﬁSlelfaaézz;r

Christl Ritter

Mr. Willliam C. Seitz
Museum of Modern Art
11 West E3rd Street
New York 19, N.Y.

P.8. Rauschenberg, at least, would not want to curb the

ceritic either,..
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1181 Madison Avenue
New York 28,N.Y.
Oet. 20, 1961

G reahe 22, ]
Dear William Seitz:

ropos of \yesterday, it missed being a stimulating evening.
e seemed to be two panel members de trop. You kept

Lok, £z, 50 many spaced chuckles, ana embarrassed
Otlotr Heees;
M7 o .//(HZ’)(."(W ) ’Zf ernie
Q Lm‘ ( 'Z/W‘/ 2

Sincerely,

{Zhaﬁilz'ffﬁlki;‘

Christl Ritter

Mr. William C. Seitz
Museum of Modern Art
1l West 53rd Street
New York 19, N.Y.

P.S. Rauschenberg, at least, would not want to ecurb the

eritic either...
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1181 Madison Avenue
New York 28,N.Y.
Oct. 20, 1961

~——
Bovauber 27, 1

Dear William Seitz:

ﬁggqgo@.of1¥g5§erday, it missed being a stimulating evening.
hy? There sgemed to be two panel members de trop. You kept
interrupting, for so meny spaced chuckles, and embarrassed
chuckles Were the result. Mr., Alloway demonstrated that as
8 critic of assemblages, composed of commonplaces, he'd little
else up his sleeve himself. Professor Shat tuck, guided by in-
sight_anq armed with & wide ra e of reference, had far more to
ive, ome felt, than you'd let him. Dr, Huelsenbeck (God forbid
hat you yourself had assed him to touch on metaphysical im-
plications of na.cxﬁ val%@nbﬂly undertook to eludidate the Lada
ra&fog%laﬁig‘Lts historical context. Vercel Duchamp is Marcel
buchamp, .We've all ‘heard 1t Béfdfé,'but‘thé"cdnsiétency of his
spanking his own dead children for his pleasure is an intriguing
spectacle to behold. and finally, Rauschenberg was indispensable
for Delng an example of a widespread phenomenon: perml ssiveness,
ultra, 1nstiilad'by progressive 6ducahiod,”has erased the concept
of belng s law onto oneself (the mark of the nihilistic artist,
particularly, as was mentioned as an aside). "4s for the in-
stallation of assemblagesdone a la Rauschenberg - the indulging
of" an impulse that evaporates in the dolng but 16aves its Gls.
cards behind (as he explailned it himself) - the proper back-
drop would have been an attie. 4 fasclnating, honest-to-goodness
attic in preference to museum walls intended (our préjudice) to
frame objects with a persistent vitality of thHelr own that we
call art. Your show is itself #a assemblage of rampant juxta-
positions.

Sincerely,

ctatskt outicr

Christl Ritter

Mr. William C. Seitz
Museum of Modern Art
11 West 53rd Street
New York 19, N.Y.

P.S. Rauschenberg, at least, would not want to curb the
eritie either...
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November 22, 1961

Mx:$ Christl Ritter
1181 Madison Avenue
New York 28, New York

Dear Mr$ Ritter:

Forgive me for not answering your provocative letter about
the Assemblage exhibition and symposium earlier., Although my
understanding and your understanding of the whole phenomenon
obviously differ greatly, I am nevertheless delighted that you
were interested enough, for whatever reasons » to express yourself
in such detail,

If you have a eopy of your letter and read it over you will
find that certain facts are not quite correct. What leads you to
feel that I or anyone else on the panel would wish to curb a eritie
I do not understard. I do feel, and may have suggested, that I do
not regard the eritic as an advisor to the artist of what he should
do, but rather amodbsevexy, cormentor and, sometimes, judge.

The future of art is created, in my opinion, by artists
rather than critics or museum curators, It you will read one of
the last paragraphs in the Assemblage book you will discover that
I do not wish to see criticism stifled,

Sincergly yours,

William C, Seits
Associate Curator
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New York S Herald Trib

October 1961

arts Belong to Dada

o

Hurrah for Emily Genauer's
"An Assemblage: Art or Plumbing?"

It is indeed rather late in
the day for artists to continue
an allegiance to dada, which
should long since have gone the
way of the dodo.

Certainly despair (if this is
what the "Assemblage" at the
Museum of Modern Art is meant to
illustrate) deserves more dignity
than this sorry and clownish exhibition.

FRANKLIN G. EDGE,
New York City
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ASSEMBLAGES include two collages,
constructions of bits of iron with keys,

Flight from Approval

The official title of the show opening
this week at Manhattan’s Museum of
Modern Art is “The Art of Assemblage.”
But the show’s creator, William C. Seitz,
explains that the fuller title would be
“The Art, Non-Art and Anti-Art of As-

semblage.” For an assemblage is neither a y

painting nor a sculpture, but something
beyond. a combining of all sorts of objects
—knives and forks. torn bits of burlap,
weathered wood, old boxes, smashed pieces
of cars, dismembered dolls. an abandoned
breakfast—to achieve all sorts of effects.
The Modern Museum's exhibition is the
first major show of assemblages ever held.
and even at its most non and its most
anti, it casts a certain spell.

In its role as reporter, if not as upholder
of taste. the museum could hardly have
ignored the movement. For the last few
years. the assemblers have been taking a
bigger and bigger share of the limelight
from the abstractionists. Their purpose is
to free art from its own limitations by
rejecting any dependence on traditional
materials—the painter’s oils, the sculptor’s
bronze. Assemblers believe that art can be
found in any facet or aspect of everyday
life. They scour attics. dumps, and shops
to find objects that catch their fancy.
They arrange these objects without any
regard for what they were in their ordi-
nary existence. The theory is that. placed
in new and startling contexts, the objects
will take on a new life, assume new mean-
ings, reveal some unsuspected truth.

The assemblers at times seem out just
for kicks, occasionally seem to be making
a point of being noisome, often deliberate-
ly choose materials so fragile that their
assemblages are doomed to perish. But for
all their adventuresomeness and intransi-
gence, they have in their way brought
back the image that the abstractionists
suppressed. In that sense. they are an
avant-garde attacking from the rear.

Kookie Pedigree. As the museum and
Seitz's excellent commentary show. the
assemblers have a distinguished, somewhat

90

NYHVD ¥3L7vM

wood, spires, brush and rod plus a grace-
ful fivesome of wheels by Ettore Colla.

kookie, pedigree. One ancestor is Picasso.
who in 1912 painted a cubist picture of
ordinary objects, threw in the letters
J O U (to indicate jowrnal, and hence day-
to-day experience), pasted on some oil-
cloth with a chair-cane pattern, and final-
ly framed the whole thing with a piece
of rope. Picasso was creating no ordinary
still life: he arranged his painted objects
just as the later assemblers were to ar-
range their actual objects—not as nature
would have them, but in accordance with
a wholly subjective association. At the
same time. he used rope and oilcloth as
genuine art materials almost on a par with
paint.

In their cubist paintings, Picasso.
Braque and Gris were proclaiming that the
commonplace, placed smack before the eve,
was something to be enjoyed on its own.
But the cubists were not the only con-
tributors. The futurists had focused atten-
tion on objects that caught the spirit of
the age of speed and steel. The Dadaists
fractured tradition by denying all stand-
ards—at least in theory—of beauty: the
surrealists took it as their privilege “to
put everything completely out of place,”
and the collagists pasted paper, cloth, and
other materials into pictures,

That's Grandmother. The exhibition
does well by these “old masters”—so well.
in fact, that when the viewer leaves the
historical galleries and moves on to those
devoted to the present, he has a sense of
having been there before. The descendants
of Marcel Duchamps’ “readymades”—a
bicycle wheel, a bottle rack. a urinal, all
shown just as they are, but out of context
—are everywhere. Arthur Dove used nee-
dlepoint, some old shingles, and a page
from the Concordance to evoke the es-
sence of Grandmother, just as Edith
Schloss uses worn and faded materials for
her nostalgic Dow Road and Stephan
Durkee for his affecting Sale. The futur-
ists’ obsession with the automobile finds
its echo in the car constructions of John
Chamberlain. A painted Breakfast by
Juan Gris plays parent to an assembled
breakfast by Daniel Spoerri.

stage a ¢ : their
own. As Seitz puts it: “They once more
demonstrate the necessity for artists to
flee the current circle of approval while
seeking recognition on another level, to
return again from abstraction to nature,
to work with the materials of life rather
than art.”

Ten-Cent Tiepolos

On June 29, 1885, a London art .dealer
named Parsons sold to the Victoria and
Albert Museum a couple of albums he
obviously was delighted to get rid of.
The volumes contained 326 original draw-
ings and sketches by an 18th century
Venetian painter whose work had fallen
out of favor. Parsons disposed of the lot
for £11, about 1o¢ a drawing.

Last week. on loan from thz Victoria
and Albert, which now regards them as
among its finest possessions, 135 of those
drawings were on display at the National
Gallery in Washington. Their creator was
Giovanni Battista Tiepolo, whose own
native Venice did not begin to rediscover
him until more than a century after his
death. The drawings are not the finished
kind that Tiepolo did for sale, but they
are perhaps more interesting. They are
notes for paintings and frescoes, ideas
jotted down as quickly as they welled up
in Tiepolo's prodigiously restless mind.

The artist to whom Tiepolo was ap-
prenticed gave him little more than a
routine training, but the boy taught him-
self enough to get a major commission
in 1715 at the age of 19. He married a
sister of his contemporaries. Giovanni
Antonio and Francesco Guardi, and life
became one success after another.

His paintings and frescoes covered the
walls of some of Europe’s noblest pal-
aces, from the Archbishop’s Palace in
Udine to the Prince-Bishop's Residenz in
Wiirzburg ‘to the throne room of King
Charles III in Madrid. No man of his
time was a greater master of drama and
color, or knew so well how to unlock the
secrets of light or to harmonize painting
and architecture. Though he was some-
times guilty of slickness, his best paint-
ings still stun the eye. He was the last
of the great baroque artists, and it was
not until just before his death at the age
of 74 that he began to see the work of the
new neoclassic artists thréaten his own.

When the neoclassics took over. Tie.
polo’s work sank into obscurity, but there
1s a particular touch of pathos about the
Victoria and Albert drawings. The story
goes that one night while Tiepolo was
working in Madrid, his wife lost a large
sum of money gambling at cards in Ven-
ice. Her opponent suggested that she play
again, this time putting up all the draw-
ings by her husband that she had in her
house. She played and lost—and then lost
again, until not only the drawings but alsa
the house were gone. The drawings, held
cheap as gambler’s loot. passed from hand
to hand until Art Dealer Parsons, a little
more than a century later, palmed them
off to the Victoria and Albert.

TIME, OCTOBER 6, 1961
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THE ART
- GALLERIES

Innovations
LMOST the

only new art
form to appear since
Defoe—or was it
Samuel Richard-
son?—invented the
novel away back in
the early eighteenth
century is collage,
currently the back-
ground, if not tech-
nically the subject, of an extremely
ambitious international loan exhibition
at the Museum of Modern Art. It is
true that the affair is called “The Art
of Assemblage”—but then the Museum
has always had a penchant for thinking
up new names for established styles.
(Remember its “Magic Realism”—for
what everyone else called Surrealism—
a few years ago? ) To be fair, in this
instance a special term is justified, since
the collection has been expanded to
include a good many other forms, from
constructivism, through straight welded
sculpture, to Dadaist “ready-mades”—
and beyond that, occasionally, into

The nation's
leaders

prefer

L]

86.8 PROOF

even more diverse fields. This all-
embracingness introduces its compli-
cations, for there is very little rela-
tion in mood, in manner, or in almost
any other way between these separate
styles.

“In collage, at any rate, the line of
development is clear and the philosophic
attitude fairly consistent. According to
the generally accepted story, Picasso
started the ball rolling when, in May,
1912, he finished a small oval painting
and labelled it “Still-Life with Chair
Caning.” The subject was the familiar
café-table scene then popular with the
Cubists—a tag end of Le Journal, some
fragmented suggestions of a pipe, a
glass, a sketching pad, and so on, to-
gether with, for contrast, a meticulously
;cndcrud, neatly reticulated section of a
caned chair seat. But the caning wasn’t
painted in, nor was it real caning. It
was a piece of cane-patterned linoleum,
cut to fit and glued on the canvas, and
the whole device, it appears to me, was
another expression—an especially imp-
ish one—of that impatience with all the
fiddling painstakingness of conventional
representational painting which formed
the basis of the Cubist revolution. “Why
bother to paint all these little crisscross-
ings of wickerwork, or whatever it is, if
a piece of linoleum, printed in the same

In the Classic Tradition. . .on Park Avenue

Pafu% ][Mw

rk Avenue, 48th-49th Streets, New York

Park Lane has an individuality that is exclusively its own. it
reflects the exacting tastes of the distinguished guests who
make this renowned hotel their home while in New York.

PLaza 5-4100 Cables: PARKLANE

Realty Hotels, Inc., Harry M Anholt,
The BILTMORE °

President
The BARCLAY . PARK LANE
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g0

NEW
YORK

SAN JUAN

THE GOIDEN TRIANGLE

Fly to Bermuda, Antigua, Jamaica (King-
ston and Montego Bay), Nassau—all at
one low fare. Start in either direction
any day of the week, any week of the
year. Made possible only via BWIA and
BOAC services. See your travel agent
or call BOAC, General Sales Agents for
British West Indian Airways.

BWIA

THE AIRLINE OF THE CARIBBEAN
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CHRISTMAS CARDS

SYMBOL OF DISTINCTION
NEW 179671 COLLECTION

PERSONAL REPRESENTATIVES
IN MOST AREAS

write HENRI FAYETTE, INC.
2735 ARMITAGE AVENUE
CHICAGO 47, ILLINOIS

pattern, will do just as well?” Picasso
seemed to be saying, and the idea looked
reasonable enough to a number of his
Cubist contemporaries—Braque with
“The Program” and “Clarinet” (where
simulated wood graining is introduced
along with the pasted-on papers), Juan
Gris with “Breakfast,” and so forth—
to start them experimenting enthusiasti-
cally with the new technique. All these
are in the current show, and all—
including, for the circle widened, a
pinwheel aggregation of snippets of
newsprint called “Patriotic Celebra-
tion,” by the Italian Futurist Carlo
Carra, and “Lady at the Advertising
Pillar,” by the Russian Suprematist
Kasimir Malevich—were done within
a couple of years after Picasso’s initial
effort, which argues that if Picasso
was the first to employ collage, he was
barely anticipating a technique that
was on the point of emergence every-
where.

The method has passed through a
number of transformations. The feel-
ing of insurgency has gone out of it; the
battle against the dry-as-dust type of
representationalism was won long ago,
appm‘ently pcl'mancnt]y, or as perma-
nently as any victory ever is in art. The
Dadaists used it for a while in the nine-
teen-twenties, in much the same spirit
as the Cubists, but more humorously,
as a mocking commentary on the pre-
tentiousness of traditional art, and some

| of the best examples of the style in the

show date from that era. Most particu-
larly to be noted is the collection of
thirty specimens of the compilations of
odds and ends (string, torn theatre
tickets, cigarette wrappers, just about
everything ) called “Merz,” by Kurt
Schwitters—all small, intricate, and
cheerfully fanciful in their sidelong evo-
cation, and set apart, as they should be,
at the Museum, in what amounts to a
little separate exhibition. (“Merz,”
typical Dada fashion, code
word—the last syllable of Kommerz,
which Schwitters found on a scrap of
paper and concluded to be meaningful.
He certainly loved every tiny fragment
he handled.) What remains today in
pure collage is principally what might
be called its “make-do™ spirit, and its
expression now is fundamentally be-
nign. There is a tendency nowadays
to use the materials of collage only for
textural effect, otherwise
them in the body of the composition.
Among the examples in this manner
are Anne Ryan’s small, rectangular
“Number 48” and William Getman’s
scintillating “Maria,” both mainly of
paper, along with Conrad Marca-Relli’s
“The Snare,”

in
was a

\ubnlt rging

this L\nnl}msu] of can-
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by BELLINI
MARIA CALLAS
FRANCO CORELLI

CHRISTA LUDWIG
NICOLA ZACCARIA

EDDA VINCENZI + PIERO DE PALMA
conducted by TULLIO SERAFIN

Listening Time: 2 hours, 42 minutes, 11 seconds

Recording Time: 5 years

In 1953, Angel decided to record Bellini’s “Norma” with Maria
Callas. Months were spent in perfecting a performancg of a
great opera for records. When completgd, the .res'ult was given a
final listening by the sensitive and critical p'rmupals. They felt
they had achieved a fine recording. And so, with some pride, th_ey
went their separate ways: “Norma” was released to an apprecia-
tive audience. Critics called it the definitive performance of
Bellini’s masterpiece. Angel Records was most pleased.

Alld llle" came stereo.

The development of stereo recording, with its incrcas_cd rich-
ness and depth, was a mixed blessing. It made one wish that
the acknowledged great recordings of the past, the fabled
monophonic albums made before the introduction of stereo,
could be remade in the exciting new medium. And this Angel
decided to do with “Norma’

It took five years to accomplish. To assemble the cast, the con-
ductor, the orchestra, the chorus, the engineers, the studio (the
stage of La Scala itself) was a staggering undertaking, Musical
artists of the highest rank are booked for years in advance. Angel
was not willing to accept less. Conflicting schedules had to be
coordinated, transportation arranged, acoustics plotted, micro-
phones carefully placed, egos smoothed, throats sprayed, tempers
quieted, contracts signed, and genius treated with proper respect.

The new stereo “Norma” is now completed. Again, \)\‘?
the artists are pleased with the result. Again, Angel :&ﬂ{;
is most pleased. We invite you to hear this remark- =
able recording. It took five years to accomplish. A\]]Q‘(‘I
We think it was worth it.  ($)3615 C/L t il
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OF
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“Loungers” by Thomas_OIiver—
the great new leisure-time style
for home and club. Machine
washable, quick-drying, shrink-
proof. Knit of soft, strong
Tycora yarn with comfortable
foam innersoles. Colors: Blue,
Olive, Scarlet and Black. Sizes:

S, M, L.
4 $2.95 pr.
8. Altman & Branches, New York

Bullocks, Los Angeles - Diamond’s, Phoenix
Filene’s, Boston : Gimbels, Phila.

vas cuttings on canvas, overpainted.

Assemblage (I boggle at that word.
How does one pronounce it: Assem-
blage, in the French fashion, or just
plain Assemblage? )—Assemblage, in
the Museum’s view, would seem to
consist, in sculpture, of anything not
fashioned by casting or by the chisel,
and, in painting, of anything not ex-
clusively in oil on canvas or some other
traditional support; and so inclusive a
definition leads inevitably not only to
confusion but to questionable inclusions
and exclusions. I shan’t go into that
at great length, though I must say
I wonder at one item, a painting called
“The Changes of T'ime,” by the nine-
teenth-century artist John Haberle.
This, done in the trompe-Ioeil style so
popular then, portrays a cupboard door
to which have been fastened fragmented
memorabilia—scraps of newsprint, a
torn envelope, a photograph, and such.
But they are panted in, and so, obvious-
ly, represent the precise reverse of either
“assemblage” or collage, whose whole
point is to use real objects instead of
portraying them.

Otherwise, the tone of the assemblage
section (my own subdivision ) is as exu-
berant as that of the collage section is
decorous. The range is from a sculpture
by Jason Seley, “Masculine Presence,”
made up mainly of chromium-plated
bumper parts, and a (literally ) smashed-
in and baled-up automobile, “The Yel-
low Buick,” by César (a good many of
the moderns seem to be bent on disas-
semblage, particularly as regards the
automobile), through such really weird
items as George Cohen’s “Anybody’s
Self-Portrait,” involving distorting mir-
rors and dangling dolls” arms, and Fer-
nandez Arman’s ‘““Arteriosclerosis,”
which consists of a glass-lidded box filled
with forks and spoons, to such decidedly
less gaudy presentations as Louise Nev-
elson’s gilded, imposing “Royal Tide I”?
and a charming series of pieces, mostly
small and all inventive, by that early
master Arthur Dove—and I’m afraid
I’'m going to have trouble sorting
things out much further. In so unin-
hibited an assortment, bad taste is bound
to be apparent, as in Bruce Conner’s
gruesome “Last Supper” and Edward
Kienholz’s even grislier, and sillier,
“John Doe” and “Jane Doe.” But
there’s wit, too, as in Laurence Vail’s
bizarrely encrusted small bottles and in
Sydney Simon’s “Kiosk,” built entirely
of wooden type faces, and if many ex-
hibits seem labored in the extreme, par-
ticularly the work of the contempora-
ries, there are others—some new, some
older—by such artists as Marcel Du-
champ, Max Ernst, Lee Bontecou,
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VIYELLA YARN is spun in England from
the softest wool (for warmth) and fine
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— write to William Hollins & Co., 347
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MUrray Hill 4-7330.
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Joseph Cornell (a whole array of his
endlessly delightful shadow-boxlike con-
trivances), and Dove, to show how
deftly and succinctly the style can be
used. On leaving here, the show will
travel to Dallas and San Francisco. I
found it fun.

ANOTHER contemporary innova-

tion, now that I think of it, is mo-
bile sculpture. To be sure, this claim
rests on less firm foundations than the
claim for collage does, since wind- or
water-operated ritualistic constructions
have been in use in the Orient for ages.
As an art form, however, the free-mov-
ing, three-dimensional device we now
call the mobile dates from only three or

four decades ago, and Alexander Cald-

er originated it. Indeed, for a time he

dominated the field, perhaps because
the very simplicity of his forms made
them seem like summations. In recent
years, other artists have moved in, most
notably George Rickey, now showing a
new group of pieces (he calls them
“‘kinetic sculpture”) at the Kraushaar.
It is a pleasing affair. Rickey is as
“classic” in his approach as Calder is
“romantic.” His work is precisely en-
gineered and infinitely delicate in de-
sign; also, it has grown more realistic in
its thematic range. The references are
now almost entirely to naturalistic sub-
jects—climbing vines, sedge grass quiv-
Ering in the breeze, rippling water—and
the ingenuity with which he captures
these wayward movements in hinged,
balanced, and counterbalanced con-
structions of shaped metal is remarkable.
I must confess that I found myself won-
dering if at times—as in the large, com-
plicated “Water Plant”—the ingenuity
doesn’t overreach itself, so that one
marvels more at the technique than at
the fulfillment. But this is a small quib-
ble indeed. By and large—with such
pieces as the thistlelike “Long Stem,”
the lazily moving “Summer,” and the
truly ecstatic “Nuages” as the high-
lights—the exhibition is as refreshing as
nvbreuzy day in the country.
—RoBerT M. CoATES

THE ARMY TIMES PUBLISHING
COMPANY, Washington, D.C., world’s
Jargest military publishers, invites your
organization to sell—by MAIL—to the
most complete, freshly-compiled, up-to-
date mailing list of ARMED FORCES
PERSONNEL ON ACTIVE DUTY.

These men are military careerists—
steady BUYERS. You may rent any seg-
ment or all of these 200,000 freshly-com-
piled Officers and top 5 grades of enlisted
men.—Letter from the Army Times Pub-
lishing Co.

So that’s how Paar got them!

p Charles Dickens was an eminent patron of Justerini & Brooks
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SCOTCH WHISKY %
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" butler

But, of course! At the Stanhope,
the butler does practically every-
thing. Paul Frederick Nieder-
meier, supervisor of butling, sees
to that. When you entertain in
your suite, Niedermeier will greet
your guests, supervise the serv-
ing of drinks and dinner. Posh?
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Fifth Avenue at Eighty-First * Opposite the Metropolitan Museum of

Admittedly. Expensive? Not
nearly so much as you think. And
how refreshing it is to find this
gracious old-world flavor at so
modern and luxurious a hotel.
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875 Park Avenue New York 22 N Y PLaza 1 7440 Philip Johnson Associates

October 17, 1961

Mr. William Seitz

The Museum of Modern Art
11 West 53rd Street

New York 19, New York

Dear Bill:

I don't know why I waited so long before writing you,
but I imagine I thought I would run into you. This
is just a note to tell you that your exhibition is the
most exciting one since the Alfred Barr days. Two
things especially strike me. One is the thorough schol-
arship of the historical section and the brilliant cata-
log resulting therefrom, and, second, the vast amount of
material unfamiliar to me. These two qualities are very
rare and your ability in both regards arouses my intense
admiration.
\
Yours,

Wl 2
éu./C%Q

Philip Johnson

WV
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‘want to tell you how meh I enjoyed the Assemblage Show.
Fot only do I feel that it is a lively and impartant show,
but I think it was handsomely and thoughtfully presented.

The only unfortunate aspect is, I think, Mr. John Canaday's
eriticism in the Sunday Times. While I hardly expected
Mr. Canadey to applaud the eshow, I pever anticipated his
desoending to personal attack and vilification,

It certainly is the privilege of the Times to employ whomever
they wish as an art critie, And while I do not think that

Mr. Camaday is the persom best equipped to comment on the
contemporary sceme, I have a high regard for the integrity of
the Times. I realise that they would never respond to emtaide
pressure (such as the letter criticising Mr, Canaday sent by a
group of artists) and either discharge or attempt to control
Mr. Canaday. To do 86 would be to sacrifice their prineiples,

At the same time, I have deep respect for the museum and the
work it is doing., As s member of the muiseum and as a person
interested in art, I thinmk that the museum must defend itself —
and its people ~—~ from what seem to be the vicious pre judices
of a man who unfortunately has the becking of the moet respected
Revspeper in the country,

I propose the museum bar Mr. Cenaday from admission.

The museum can get along without Mr, Canaday, but Mr, Canaday
cennot get along without the museunm,

[y

< 2 LA ‘
IrL F. Sturtevant I
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I vant to tell you how much I enjoyed the Assemblage Show,
Fot only do I feel that it is & lively and impartant show,
but I think it was handsomely and thoughtfully presented.

The omly unfortunate aspect is,’I think, Mr. John Canaday's
criticism in the Sunday Times. While I bardly expected
Mr. Capadey to applaud the show, I never anticipated his
descending to personal attack and vilificatiom,

It certainly is the privilege of the Times to employ whomever
they wish as an art eritic. And while I do net think that

Mr. Camaday is the person best equipped to cemment on the
contempaorary sceme, I have a bigh regard for the integrity of
the Times. I realise that they would never respond to sutaide
pressure (such as the letter criticising Mr, Canaday sent by a
group of artists) and either discharge or attempt to eontrol
Mr. Canaday. To do so would be to sacrifice their prineiples.

At the same time, I have deep respect for the museum and the
work It is doing. As a member of the miseum and as a persom
interested in art, I thimk that the museum must defend itself —
and its people —- from vhat seem to be the vicious prejudices
of a man who unfortunately has the becking of the most respected
Rewspeper in the country,

I propose the museum bar Mr. Cenaday from admission.

The museum can get along without Mr. Cenaday, but Mr, Canaday
cannot get along without the museum.

Very truly yours,




277 Park Avenue
New York 17, Mew York

October 10, 1961

Dear W, Barr:

I vant to tel) you how much I enjoyed the Assemblage Show,
Not only do I feel that it is & lively and important show,
but I think 1t ves handeomely and thoughtfully presented.

The cnly uafortumate aspect is,’I think, Mr. Joha Canaday's
eriticiam in the Sunday Times. While I bardly sxpected
M. Camadey to applaud the shov, I pever anticipated his
descending to personal attack and vilificatiom,

It certainly 1s the privilege of the Times to employ vhomever
they wish as an art critis, And while I do net think that

Mr. Canmday is the person best equipped to semmest on the
conlemparary scene |

the Times. I realise that t hey

pressure (such as the letter eriticising M, Canaday sent by a
group of artists) and either discharge or attempt to control
Mr. Canaday. To do #0 would be to sacrifice their prineiples,

AL the same time, I have deep respect for the museum and the
work It 1s doing. As & member of the missum and as a person
intersated in art, I think thet the museum must defond 1teelr —
and its people -~ from vhat seem to be the vicious prejudices

of a man vho unfortunately has the becking of the moet respected
Revepeper in the country,

I proposs the museum bar Mr, Canaday from admission.

The miseun can get slong without Mr, Canaday, btut Mr, Canaday
cannot get along without the museum,

Very truly yours,

Ira F. Sturtevant I
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November 8, 1961

Dear Mr, Sturtevant:

Thank you very much for your letter of October 10
about the Assemblage show, I have shown it to My, Seits
who is most appreciative of your attitude--and so am I,

Sincerely,

Alfred H, Barr, Jr,
Director of the Museum Collections

Mr, Ira F., Sturtevant II
277 Park Avenue
New York 17, N.Y.

AHB:ld
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Monsieur SEITZ
Museum of Modern Art
11 West 53 rd Street

NEW_YORK 19

PARIS, le 4 Novembre 1961

ur,

R (" Caina E7DIN4AA

‘*&tais navré d'apprendre que vous étiez souffrant, lors
ge & New-York; j'espdre que cette lettre vous trouvera

; rétablie.

J'ai d?autant plus regretté de ne pas vous voir que
5 excellente, & tous points de vue, l®exposition que

préparée.
J'ai plut8t entendu des critiques & son sujet, ce qui
ne évident de son originalité et de son importance.

remidre exposition qui mette en lumidre, d*une manidre
historique, 1'évolution et l'importance des assemblages.

Le catalogue est aussi remarquable que cette expositionm,
tant par le choix des images que par les textes.

Je ne reviendrai maintenant & New-York que pour 1l%expo-

sition Dubuffet, au mois de Février; j'esptre que vous y serez &
ce moment-la et que nous aurons l'occasion de nous rencontrer.

Je vous prie de trouver, dans ces lignes, 1'expression
de mon souvenir le plus amical.<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>