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Poco a poco,
“Pintd" el East River|la lluvia que
(Rio Este) de Nueva York.
Acompafiado po el disefiador
de yates German Frers em-
barcd en el muelle de la calle 60
v el East End en un pequefio
remolcador en el que cargé seis
grandes recipientes conteniendo
pintura fluorescente.
Desde de la costa le vieron
partir unas 40 personas. Entre
ellas estaban el Director del {bienal, el
Guggenheim, ‘Thomas [inalmente el
Messer; el del Museo de Arte
Moderno, M. McShine; el eritico|
de arte Lawrence Alloway y el
propietario y director de la|pal
l,gajeria Leo Castelli, asi como|Uriburu.
representanies de las revistas
de arte mas importantes de
esta ciudad.

Ya en el medio de lajal espectador
corriente, Gareia Uriburu fueien arte a la
arrojando €l contenido de 108 |nal".
recipientes rio, el que mezclado
por el movimiento de las aguas
fue tomando tonos verdes fluo-

Asl comenzd
Nueva York,

nuevamenie

bajar con la
parece que s

tarla, que es

desde los grandes edificios de la

costa y por el personal asom-
aapepra i e alliiny uc visiva

e concreta, per passare, all'inizio del 1968
all'arte povera ed inoltrarsi, poi, alla fine
dello stesso anno, nel campo di un tipo
originale di arte concettuale. Alla meta
del 1971, i membri del gruppo OHO
abbandonarono ogni attivita artistica pub-
blica, continuando, perd, in un primo
tempo, la vita comunitaria nella comune
di Sempas; in seguito si separarono de-
finitivamente, muovendo ciascuno per la
via indicata dalle loro scelte personali.
Sebbene essi conoscessero bene anche al-
tri fenomeni simili al loro che avveni-
vano in altre parti del mondo, i membri
del gruppo OHO non identificarono mai
il loro lavoro con la prassi artistica in
senso stretto e professionale; in questo
essi videro, piuttosto, soltanto una pos-
sibilita efficace di spiritualizzazione della
loro vita di ogni giorno. Cessata Dattivi-
ta del gruppo OHO, a Lubiana furono
Nuén_ e Sredo Dragan che svilupparono
ulteriormente le idec suscitate da quel-

70"

lc_scmpit_-_ Contemporaneamente, a Zaga-
bria, _la situazione appariva sostanzialmen
te differente da quella di Lubiana. In
Sostanza, siccome In gquesta citth esisge.

va una for acli : N . i
orie tndlz:c:nu_, qud_ld del movi.

tino tratard de “pintar” el Rip
Sena, en Paris, el 15 de junio;
los
Venecia, cuando se celebre la

Buenos Aires, el 15 de julio.

“Ya no se trats
paisaje’’, dijo mal
“"Ya no
llevar a la tela
colorear el agua ¢
que ese color
paisaje y llegue

“Me parece fascinante tra-

geografia en sus mismas esca-
las”, concluyd el artista. “Me

ellas, que es una idea nueva
que debo luchar por documen-

para el arte de la década del

ista Aggentino ‘Pinta’
El Rlag Este Nueva York

| SEHFSES S RS

Naciones Unidas

que no atinaba a entender de
qué se trataba.

Y empujaba por
comenzo A caer,

la mancha se fue diluyendo, lle-
vada hacia el mar,

el triangulo que

Garcia Uriburu intenta hacer
pintando las aguas. Después de

el artista argen-

canales de

Riachuelo,

KYNASTON MCSHINE:

no
mi

naturaleza y la
arte fundirse en

i

aporte mas

Gruppo OHO e Walter De Maria, 1970.

nall’ambiente umano € naturale ». Ac-
canto -a questo atteggiamento che adot-
tarono B. Buéan, S. I\fekov:é._D. Marti-
nis ed altri, a Zagabria si sviluppd an-
che un’altra corrente della quale erano
esponenti B. Dimitrijevic ¢ G. Trbuljak,
la cui attivith aveva un’impronta chiara-
mente concettualistica, espressa nel pro-
posito di indagine preliminare delle con-
dizioni nelle quali sorge il fenomeno arti-
stico e del ruolo che in questo processo
svolgono non soltante l'azione cosciente
dell’artista, ma :mchg le circostanze ca-
suali ed imprevedibili. A INmu S;d.r nel
1970-71, vennero formati i gruppi KOD
e (E. Oggi la loro attivitd si svolge per
lo pitr nel campo del puro concettua-
lismo linguistico ed & influenzata  dai
presupposti di Joseph Kosuth e del grup-
pa « Art-Language », mentre il gruppo
« Bosch+ Bosch », fondato a Subotica nel
(dottato procedimenti  diversi,

1949, ha @ :
nrjcn'mmimi tra il « fluxus » e la poesia
visiva, da una parte, la « Land-art » ¢

0 gideo-tape »  dall'altra, J’\ j’l_ll"_l.ﬂ:lli.(!:l

ttive nell’arte jugoslava

A3} il lavoro dei quali, considerato nel
suo complesso, pud essere compreso nel
concetto degli « extended media ». Nel
contesto di questi fenomeni bisogna con-
siderare anche gli ultimi cicli concettuali
« Proposta per il godimento mentale del

colore » e «In onore dell'avanguardia
sovietica» di uno dei piteori di rilievo
della generazione precedente  Radomir
Damnjapovic-Damnjan. N
La nostra breve illustrazione dell’attivita
di questi artisti e del _n;oIn §voho da
un cergo npumerc di critici e dl' organiz-
zatori che appoggiano la loro attivitd non
satebbe completa se non metessimo in
rilievo anche il loro _Iegnmc,__.stre:to e

isti di
tempestiyo, €on molti ‘prot nisti
ft_-mimmi imparentat dell’4merjca c'ddi
I'Europa. Cosl, ad pi membri de

ro alla mostra « In-

: i McSchine al-
formatign » che Kynaston
lesti .]:.1 1970 al M di Arte Moder-

: York
na_di Nuovi o per larte po-

ra o tALO ne :
WF:.I:“ -'senw struale  « Information docu-
YOIa e O e o che Germano Celant

gruppo OHO es
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- Tendenze post-oggettive nell’arte jugoslava

di Jesa Denegri

Gli ultimi cinque anni, in Jugoslavia,
come del resto negli altri paesi europei,
sono stati caratterizzati dalla comparsa
di un nuovo genere di arte, contraddi-
stinta dall'impegno di impostare i suoi
« modus comunicandi » non pil per mez-
zo di un oggetto plastico fissato, ma
attraverso avvenimenti o situazioni nel-
le quali la personalith stessa dell’artista,
nella sua totalita, & diventata la sede
fondamentale della volonta espressiva.
Servendoci della terminologia critica in
uso potremmo classificare questi fenome-
ni in categorie note quali sono « Arte
povera», «Land art», «Body art»,
« Conceptual art» ed altre simili, anche
anche se & necessario precisare subito che
queste tendenze, a causa di circostanze
sociali e culturali specifiche, in Jugosla-
via hanno subito alcune modificazioni in
rapporto ai corrispondenti modelli ame-
ricani ed europei.

Visti nella loro successione cronologica,
i primi sintomi di questo modo espres-
sivo comparvero a Lubiana nel 1966,
anno in cui fu costituito il gruppo OHO
(M. Pogaénik, M. Matanovic, D. Nez,
A. e T. Salamun), la cui attivitd inizid
dapprima nell'ambito della poesia visiva
e concreta, per passare, all'inizio del 1968
all’arte povera ed inoltrarsi, poi, alla fine
dello stesso anno, nel campo di un tipo
originale di arte concertuale. Alla metd
del 1971, i membri del gruppo OHO
abbandonarono ogni attivitd artistica pub-
blica, continuando, perd, in un primo
tempo, la vita comunitaria nella comune
di Sempas; in seguito si separarono de-
finitivamente, muovendo ciascuno per la
via indicata dalle loro scelte personali.
Sebbene essi conoscessero bene anche al-
tri fenomeni simili al loro che avveni-
vano in altre parti del mondo, i membri
del gruppo OHO non identificarono mai
il loro lavoro con la prassi artistica in
senso stretto e professionale; in questo
essi videro, piuttosto, soltanto una pos-
sibilitik efficace di spiritualizzazione della
loro vita di ogni giorno. Cessata Vartivi-
ta del gruppo OHO, a Lubiana furono
Nufa e Sreo Dnim che svilupparono
ulteriormente le idee suscitate da quel-
I'esempio. Contemporancamente, a Zaga-
bria, la situazione appariva sostanzialmen.
e differente da quella di Lubiana. In
sostanza, siccome in questa cittd esiste.
va una forte tradizione, quella del movi.
mento « Nuove tendenze », i giovani ar.
tisti da una parte reagirono contro gl
cuni presupposti  fondamentali di que-
sta estetica, accettandone, perd, dall'al
tra, le tesi sulla democratizzazione del.
Farte e, in questo senso, si decisero per
azioni che essi definirono « interventi

Gruppo OHO e Walter De Maria, 1970.

nall’ambiente umano e naturale ». Ac-
canto a questo atteggiamento che adot-
tarono B. Buéan, S. Ivekovié, D. Mart-
nis ed altri, a Zagabria si sviluppd an-
che un'altra corrente della quale erano
esponenti B. Dimitrijevic e G. Trbuljak,
la cui attiviti aveva un’impronta chiara-
mente concettualistica, espressa nel pro-
posito di indagine preliminare delle con-
dizioni nelle quali sorge il fenomeno arti-
stico e del ruolo che in questo processo
svolgono non soltanto 'azione cosciente
dell’artista, ma anche le circostanze ca-
suali ed imprevedibili. A Novi Sad, nel
1970-71, vennero formati i gruppi KOD
e (E. Oggi la loro attivita si svolge per
lo pit nel campo del puro concettua-
lismo linguistico ed & influenzata dai
presupposti di Joseph Kosuth ¢ del grup-
pa « Art-Language », mentre il gruppo
« Bosch +Bosch », fondato a Subotica nel
1969, ha adottato procedimenti  diversi,
orjentandosi tra il « fluxus » e la poesia
visiva, da una parte, la « Land-art» ¢
il «video-tape » dall'altra. A Belgrado
i primi sintomi di questo l'cnurm.:nu ap-
parvero soltanto alla meta del 1971, tut-
tayia, in questi ultimi tempi si & giunti
gia ad un’ampia ramificazione grazie al-
Pagpivita di un l_auun ﬂumFm_\dI rnu!t)rl
(M, Abramovié, Z. Popovic, G. Urkom,
4 Mﬂivuic\-‘if‘ R. Todosijevic e [1-L|n::|5u-

A?) il lavoro dei quali, considerato nel
su0 complesso, pud essere compreso nel
concetto degli « extended media». Nel
contesto di questi fenomeni bisogna con-
siderare anche gli ultimi cicli concettuali
« Proposta per il godimento mentale del
colore » e «In onore dci['avapgqa}'dla
sovietica » di uno dei pittori di rilievo
della generazionc precedente Radomir
T)amnja_novic-Damnim‘ . L
La nostra breve illustrazione dell'attivita
di questi artisti € del ruolo svolto da
un cergo numero di critict e d1‘ organiz-
zatori che appoggiano la loro smvgta non
sarehbe completa s¢ non mettessimo in
rilievo anche il lore legame, . stretto e

tempesgivo, con molti tagonisti  di
fenomeni imparentgtifdellmerica e del-
'Europg, Cosl, ad ffergpi membri del

ro alla mostra « In-
i McSchine al-

ormatign » ¢he Kynaston

lesti pe] 1970 al di Arte Moder-

m"wlolﬂ‘m P'art
raAPpresentato NE! per l'arte po-
\‘J;: {:cummcnunlc « Information docu-
mentajon archives » che Germano C_glm]t
dirige o Genova; inoltre B, Dimitrijevié
= | « Document 5 » di Kassel

gruppo OHO es

c"(;tls;-);-f;ﬁ;i:k fu invitato dagli organiz-
zatori 5 Paﬂccipare all'VIII Biennale dei »

giovan; a Parigi. Allo stesso rnodo'sona
Statj gypepti molti contatti personali con

3
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autori come Walter De Maria, Daniel Bu-
ren, Jannis Kounellis, Michelangelo Pi-
stoletto, Giuseppe Chiari ed altri, fra
gli artisti, Germano Celant, Tommaso
Trini, Achille Bonito Oliva, Catherine
Miller, Willoughby Sharp, Jorge Glusherg
ed altri, fra i critici, i quali, nel periodo
1970-73, sono venuti in Jugoslavia ed
hanno partecipato e collaborato a nume-
rose manifestazioni.

La posizione degli autori esponenti di
questi fenomeni artistici nell’attuale si-
tuazione socio-culturale jugosliva & ca-
ratterizzata da alcune circostanze speci-
fiche. Da una parte non '@ dubbio che
gli scopi della loro attivitd siano stati

Aree di ricerca

posti come antitesi alla produzione arti
stica ufficiale, stimolata dal mestiere, an
che se non si pud dire che, per questo
come avviene nei paesi dell'Europa orien
tale, essi siano stati trattati come ver
¢ propri « underground », in quanto han
no conservato pienamente la possibilita
di un'espressione pubblica libera, D’altyy
parte, perd, l'attivitd di questi autori ha
evitato il pericolo di essere inclusa in
quei meccanismi di commercializzazione
nei quali ogni posizione artistica di avan-
guardia viene presto assorbita da parte
degli strumenti della « consumazione cyl-
turale », che & particolarmente sviluppa-
ta nei paesi dell'Occidente. E proprio que-

Pittura come progetto

di Gianni Contessi

« Pittura senza quadri », « pittura come
metodo » 0 « pittura povera » potrebbero
essere, nella migliore delle ipotesi (cio
nei casi pertinenti), I'insegna della ten-
denza di cui intendiamo occuparci. Ma,
4 questo proposito, sono necessarie delle
distinzioni. L'esistenza di una « pittura
senza quadri» non & certo un dogma,
ma semplicemente un dato  desumibile
dalla analisi dell'opera di molti pittori:
Baer, Ryman, Mangold, Tuttle, Rockbur-
ne, Marden, per gli Stati Uniti; oppure
Patelli, Battaglia, Griffa, Louis Cane.
Palermo, Edda Renouf, Marco Gastini o
Ulrich Erben. Questi molti artisti, perd,
non sono certo tutti i rappresentanti della
nuova pittura. Esistono cioé anche altri
autori che, pur continuando a fare qua-
dri, non hanno per obiettivo le singole
opere ma il loro contesto; non il signi-
ficato, ma la struttura. A questo secondo
filone si potrebbero ascrivere Kelly, Stel-
la, lo stesso Barnett Newman, Verna,
Bernard Cohen, Guarneri, Alf Schuler.
Esistono anche molti pittori che non
rientrano in alcuno di questi due gruppi,
e che sono gli eredi diretti di una tra-
dizione storica non remota (gli anni del-
l'informale, o il concretismo pitt © meno
geometrico  dell'immediato  dopoguerra,
il filone néoimpressionistico discendente
da Rothko): Marcia Hafif, Poons, Jochims,
Vago, Olivieri, Hoyland, Leverett, op.
pure Gaul, Denny, Ciussi. Esistono poi
_autori che per ragioni anagrafiche (Cal-
detara, Scialoja, Nigro, Dorazio) € per
l'obiettiva difficolta di classificazione del
loro lavoro (Marco Cordioli, certo Piat.
tella, Rodolfo Aricd) restano « confinati
m un limbo dell'imprecisato. Oghuno dj
quest, tuttavia, ¢ in qualche misura par.
tecipe delle nuove esperienze, Sicché
ormai difficile — ponjamo — patlare, 5
proposito di un Cordioli, di formalismo.

Parlare di pittura come metodo, perd, al-
le volte pud diventare un alibi. Intanto
perché nulla vieta ad un artista — e lo
si pud constatare facilmente nell’area ita-
liana — di fare un Quadro-Quadro, ben
rifinito, ciot di predicare bene e razzola-
re male; oppure in quella inglese dove,
alla fine, parlare di pittura radicale o di
pittura effettivamente nuova appare per
lo meno azzardato. Ma la cosa non si
esaurisce a questo Quando si parla di
metodo, a che cosa ci si riferisce? A
regole interne ad un certo fare privatis
simo, in sostanza al linguaggio sc non
addirittura allo idioletto di un singolo
artista, o ad una vera e propria Weltan-
schauung? Oppure, semplicemente alla
sola processualiti, meramente tecnica, del
fare pittura, di cui facciano parte la
tela, i colori, il telaio, la pennellata, ciod
i dati materiali. Per non dire di quella
specie di rituale dell'approccio con gli
strumenti di lavoro e con il lavore stesso
rilevabile, per quel che se ne sa, nel-
l'attivita di Newman, Stella, Noland
— tanto per fare qualche esempio.

E chiaro che non si pud mettere sullo
stesso piano la processualitd della pittura
di Claudio Verna ¢ quella, poniamo, di
Ryman o FEdda Renouf. Esistono in
sostanza una metodologia, una processua-
lita intesa come dato teorico, ed una
processualiti intesa quasi in senso fisico,
che serve a dimostrare un certo punto di
contatto (si & parlato prima di pittura
Fﬂ\‘crn] della pittura (radicale) con quel-
¢ tendenze — certamente antioggettia-
li — che a partire grosso modo dal 367
hanno tentato di trovare un puntd di
sutura non mediato fra arte e Vit

Dialtra parte credo non si possa pegare
che se da un lato certa pittura Si ?"’i"‘
come (pura?) processualird, ne L
qualche modo quella che

AL s LEOCEASE W ulia JuLaLa LU
cezione del comportamento dell'artista;
¢ questo, sia dal punto di vista ideolo-
gico, sia dal punto di vista morale sot-
tintende la necessita di una lotta per la
realizzazione di condizioni per gli arti-
sti il pitt possibile indipendenti nei con-
fronti di quelle strutture sociali che nel
mondo attuale cercano di controllare i
canali di funzionamento dell'intero di-
venire della vita culturale.

zoli chiama « fondazione del progetto »,
in favore di una creazione continua del
significato che si esplica nella guotidia-
nita dell'agire, dall’altro & proprio l'agi-
re che, in quanto intenzionalita, diventa
una sorta di progetto, per cui si ha ap-
punto una opera-progetto. Ma non solo:
esistono anche i casi assai pregnanti e
per certi versi paralleli di opere che,
proprio sul piano dell'immagine, tendo-
no a fornire (allo spettatore) il progetto
e la struttura di sé stesse. Si pensi per
esempio ad una delle prime opere (1960)
di Giulio Paolini, autore certo lontano
dai fenomeni della pittura, ma non della
ricerca sull'immagine. Tale opera & co-
stituita semplicemente da una tela, squa-
drata secondo il procedimento elemen-
tare che ogni ragazzo impara nell'ora di
disegno in prima media. Oppure si pen-
si a certi quadri di Verna con il motivo
del quadrato, dove I'immagine riprende
la medesima struttura del telaio. Anche
se poi, nel caso di Verna, non sempre
& possibile lidentificazione del quadro
con limmagine geometrica rappresenta-
ta; per cui la struttura od il progetto
visibili non vanno riferiti al quadro, ma
proprio. all'immagine geometrica che &
oggetto nel quadro stesso. Creando una
equazione spazio-immagine e citando Mer-
leau-Ponty si potrebbe dire che chi ri-
flette riafferma lo spazio alla sua fonte,
pensa attual le relazioni che sono
sotto questa parola, e si accorge allora
che esse non vivono se non in virth di
un soggetto che le descrive e le sostiene,
passa dallo spazio spazializzato, allo spa-
zio spazializzante.

A questo si potrebbe aggiungere che nel-
la nuova pittura si pud rilevare un aspet-
to facilmente riscontrabile in altri settori
della cultura, come nella letteratura ed
in certo cinema (nouveau roman da un §
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Waiting for Kynaston:

e

£

an art chronicle
by Hilton Kramer

Sumc ume in the month of May—barring,
of course, yet another postponement —the
Museum of Modern Art will reopen its
doars and give us a firse ghimpse of what our
“new ™ MoMA s going to look like for the
remaining vears of the twenneth centuny
The museum has been dosed to the pubhe
sinee Januwary. For a longer time than that
since the “old™ muscom on West Biny thid
Streer was pretty much shut down an 1980
—it has survived as hinle more than a shadonw
of 1ts former existence Trs preat collections
have been out on loan to other institunons
or clse locked up in storage, and s program
of exlubioions devoted 1o comtemporary art
has been radically cortmled. For the youn
gest generation of artists, therefore, MoMA
has been more a mvth than a reality, and a
significant segment of the art public, too,
has come of age with hetle Arst hand knowl
edge of the muscum’s collecnions or of the
role they have played i shaping our under
standing ot modern art

No one doubts that MoMA is going to
regain an important place on the art scene
once 1ts operanons are restored to a il
schedule. Its collections, atter all, arc unn
valed in both quality and namber, and if the
advance publicity is to be behieved, the new
MoMA will have a lot more space in which
to keep them on permancent exhibition Yer
it 15 also true thar the art scene bad already
begun to change and cxpand, even betore
the shutdown on West Fitty third Street, in
ways that challenged the museum’s former

ascendancy, and the momentum of these
cianges has greatly accelerated while MoMA
has been mamly occupied with irs internal
problems and future plans. As far as major
evlnbinons of modern art are concerned, the
tume has long since passed when MoMA's
were the only shows in town; and as far as
defimtne exlibitions of new art are con
W ti. I!“' center of g'l\ iy ]'IJ\ III\llllt'\“liI'I
ably shitred roats eval mstrutions —not only
m New York, but elsewhere both in thas
country and abroad

Ihe new AMoMA will thus have a lot of
carching up to doafat s going to recover
ansvthung ke s former postion of leader
ship. and not only i the arca of panting
and sculprure The recent design show at the
Plhiladelplua Museum of Art' has alreadv
senved nonee that MoMA can no longer ex
peat to dommate another ficld in which it
long enjoved avirmual monopoly. In photog
raphy. too, the momentum—not only in
mounung major exhibinons of the dassic
figures and e aluating new talent and new
trends but also m setting (or abandoning) co-
herent standards—is now clearly elsewhere
As tor architecture, much will depend on
the quahy of the museum’s new building It
that should tuern our to be a chinker, then it
will be ditlicule, if not impossible, for the
muscum to regain the voice of authonty

I For a review o thic exhibinon, *Design Since
twat,” sce William 1 Joedy's article in the January

tsaie ol [he New Crirerion.
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with which 1t once 1ssued its pronounce
ments in this field. Even bevond thar consid
cration, however, the current debate in
architecrure over the runawav vogue of post
maodernism 1s not ane in which MoMA has
been heard to speak wath clann or cogency
The same holds true for film. The museum
will always be a pleasant place in which to
sce old movies, but when was the last nme
amvone looked to MoMA for 1deas or stan
dards or revelanons in thas held? Or, tor that
marter. 10 any held of current endecavor?

All of which 1y very sad, for what mam
ST r‘ﬁ”r‘ﬂ' are \Ct‘h.il‘p In fNe ares foaday
15 some sense of intellecrual comaction and
leadershap, the cicar artculatton of 3 stan
dard of quain ngorousiy indepemdent ot
boen commeraal and deologcal hvpe. and
1t 11 15 not the tunction of an instituton ke
MoMA to provide it, then the veny reason
for its existence must be regarded as prob-
lemanic. More space. more blockbuster scale
exhibitions, gger catalogues and expanded
sales rooms. longer lines ar the box office,
and floods of fancy publicin—all of which
can conndentiv be expected trom MoMAn
the near tuture —wall not avanl if there s no
serious crtcs! rhonglr ar the center ot the
mu"k‘\"“.\ mivridd achvitics ‘I.&': i ans pfl#\l
s has becn niade to meet thar necd in the
MUSCIM s TULUre. if Das Jertamh been adpt 4
sweoret

Whar sene
UrCiv 4 sCCrel. JnMay ==i1a the cammition
which the museumn s counting on to recoup
s authoneyin the teld o comemporan an
This 1s the ambitious cat least in scale . ~In
ternanonal Suney of Recent Panong and
Scuiprure,” which the curator  Kyvnaston
MaShine is orgamzing 3y one of the major
cvents Inauguranng the muscum’s new
bulding. (Assuming thar the new building
will apen, as planned, around the middic of
Mav, this exhibinion 1s scheduled to remain
onview through the month of August.: Few
outsiders are in a posinon 1o know exactly
what Mr. MoShine has selected tor this
mammaoth suner. [t scems sale 10 assume
that the internanional brotherhood of Neo:
Expressionist pamters will nor be over

4 SCCTEL, howerer—or it on
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looked. but bevond that there are few cer
tainties. Yer despire this lack of hard infor:
manon (or—who knows?—because of it)
the prowing suspense and anxiery prompred
by this event—most parucularly the ques-
non of who s n ln\i who s not, and \Ihll
role the new generanon of dealers and col-
lectors 1s hikely to play in determining the
final selection—has for some time now taken
vn the character of an offstage, Beckerr-like
drama that mught appropnarely be dubbed.
“Wanne tor Kvnaston ™ Ir s tius drama,
rather than whar has actually been exhibited

i rhe galieries. Wnich van truiy Be sdid to be
the dominant albeir omstage! event ot the
current art season. By now ., | suppose, all the
JELISIMN Are made Abour a month 40 the
pnones began nnEing in vanous dealers’
urhees and armists’ studios wath the good
ior badi news. The catalogue must now be
in production, and the panungs and sculp-
tures slated to arrve for installanon. Wheth
cr the exhibimon wself will succeed 1n al-
laving the Beckeruan anxienes which have
surrounded this evenr from the ourset, or
onlv 1n adding another laver of absurdiry
ta the situanon, remainy to be seen. Mr
AMoShine 1s a curator who savs hurle and
writes nothing. Like Gouot's, hus intentions
can oniv be interred on the basis ot ambign
oy evidence, and dre theretore unithely to

I known gven winen e cviitinon 1s

e
nnally revedied (o us.

Meanwhile, it is a sign of the umes thar
maror exhubinions of the kind which it was
unce the exclusne prerogative of MoMA ro
imniate have this scason been seen clsewhere
i New York. As it happens, two of these ex-
hibstions—rhe Balthus retrospectve, which
has just opened ar the Merropolitan Mu.
seum of Art.? and the Willem de Kooning
retrospecnive, which has just closed ar the
Whitney Museum of Amencan Art—are de-
voted to subjects which MoMA has already
given its artennion to. But the Balthus show

2 The Halthus retrospecnive opened at the Metropoh.
ran Muscum on February 19, and remans on view
through Mav 11

- p————

-
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which the late James Thrall Soby organized
at the Modem took place as long ago as
1956, and it was clearly ume for another,
more €Omprehensive look at this strangely
elusive figure. Not only has Balthus pro-
duced 2 great deal of new work in the in-
tenm, but the amsnc conrext in which 1t wall
now be scen is very different from what it
was in 1956, 1n the hevdav of Abstract Ex-
pressionism. Balthus was then an armst un-
known 10 New York, whereas roday he is the
object Of aninternanional cult. and 1t wall be
interesnng to see how well the work holds
up I an amsuc environment tar maore favor
able to tne kind of representanional panung
he has aiwavs pracniced. | The Balthus exhi-
ition wall be discussed 1n a furure 1ssue of
The New Creenon *) MoMA's de Kooming
retrospective took place more recentiv. 1n
1968, and the reason for mounung yet an-
other retrospective has more to do, in this
casc, with the qualiry of the artist’s reputa-
nion than with the qualiry of the work he has
produced since the late Sixnies. De Kooning
15, Of course, widely regarded as a lmng mas-
ter—w tuch, in mv view. 1s a woefullv mus
taken judgment. Before gong into that,
hewever. let us first conmder a mare impor
tant event—the Kandinsiv show at the Solo-
mon R. Guggenham Muscum *

This was devored 1o Kandinsky's * Rus
s1an and Bauhaus Years,” the penod trom
1915 10 1933, and was thus the second in
the series of three exhibinons which the
Guggenherm has planned as a comprehen-
sive survev of the armist upon whose work
(and spurit) the muscum irself was founded
in the goios (The first exhibinon, “Kan
dinsky \n Munich,”™ took place in 1982, the
third, ¢ovenng the arist's Pans penod, 1s
e

3 ur 4 peographical sccount of Ralthus, wee lames
Loed's = Balthus: The Cunous Casc of the Count de

Rola® ia the December, 1983, e of The New
Crveermes

4 “Rapdipeky Russan and Rauhaus Years™ was ex
ibiged ot the Guagenheim Museum trom [decem
ber g, 1983 ™ February 12 It will he seen ar the
Hign Muscom of An, Atanta, Georgia. trom

Marcp 1t Apal 20

scheduled for 198%.) This second install-
ment on the *Russtan and Bauhaus Years™
was organized by Clark V. Poling, who aiso
wrote the superb, book length catalogue
accompanving the cxhibinon. [t was hardlv
to be expected that esther the exhibinun or
its catalogue would bring us much in the
wav of tresh revelanons, for Kandinsky's 1s
an ocuvre we feel we know (thanks largelv to
the Guggenheim’s many carher etforts un
the armst’s behalf ), and both the Rusvan
avant earde and the Baunaus—which torm
part of the subject of this exniton —nave
Lixewise neen lavished with mudh dttention
In recent vears. Yer eventhing about this
exhibinion was freshlv conudered, and one
was otten made to teel, even wath picrures
one thought one knew well, that onc was
STUdVINg these objects for the first nme—
maniv, 1 think, because so much senous
thought (and rescarch) had gone into trac-
ing their indmidual development and relar
INg 1t not only to Kandinsky’s arustic growth
i this penod but also to the intense and
frucntang intellecrual atmosphere in which
he waorked

Contesrual exhibitions, tn which attempts
are made o establish vital connections be
mween an armst s work and the socidl and
cuitural history of his penod. are all oo
otten prem shoddy attairs, tull or guestnion
begming assumpnons and unacknow ledged
wdeoioeical agendas that have littie or noth
ing to do with the work 1n quesuon. The
Guegenheim’s own “ Kandinsky in Munich™
exhiminon was by no means exempt from
this cnincism: one of the essavs included in
the catalogue of that show —a fantasia on
the theme of “Munich as Cultural Center
Polines and the Arts“—wans a pertect example
of the wav such attempts can go complerely
wrong It was onc of the great ments of Dr
Poling’s exhibinon and catalogue that they
redeemed this use of a comexrual perspec.
tve by keeping of firmly focused on the
development of Kandinsky's arr, and our
understanding of this arr was greativ en
hanced as a result. Much else was brought
nto consideration, of course —including
Kandimky's personal phght 1 naviganing

The New Cnrernn Mands 1084




the treacherous polincal shoals of the Fiest
Warld War, the Russian Revolution, and
the Weimar Republic. Yet nesther in the
exiubitiun, which included eventhing from
cxamples of Russian avant garde painong to
turmiture and classroom cxercises lmm-mc
Bauhaus, nor in the caralogue, wihich scru.
pulousiy traces the theorencal, pedagogical,
and pohitical developments of this penod,
did one encounter anvthing that led one
away trom the armst and his work W3
une turned, 1ac Jmmatmg SPINT O IR Work

was directiv amphined

kandinsky emerges trom this survey as 3
ar morc Interestng 4nd complex nure than
he was heretotore thouent to be | must con
tess that 1o ar deast. haa alwavs thouwent o
Kanainsky in this penod as a codiner rather
than s an INInAor of amsuc 1deas, and this
extubition has done much to change mv
mind abour that. It 1s true thar the grear
proneenng work he did in creaning his firse
abstract paintings in Germany was already
behind him when the onser of the First
Woaorld War forced um 1o rerurn 1o his na
tive Russia. Yer | realize now thar [ hadn't
quite appreciated the degree 1o which the
mvention ot sbatracthion marked. lor han
dinsks, only the rude begiamnge ot an arms
tic and spiritual quest taar migne ver well
naww heen ADrUptL rerrndied M _:"‘li“ndl
events it he had not peen o deternmined
to see the mateer throuen. In Kuswia, in
the turmoil ot the Revolution and the cul
tural upheaval it brought in irs wake, and ar
the Baunaus, where he was at once 2 commut-
ted teacher, an cager participant., and a spr
iudl exile, Kandinsky was both an insider
and an utsider—acurely responsive 1o tne
ferment of artstic wdeas he tound usetul o
hus own aesthene purposes, vet largely aloor
trom the sowial purposes they were intended
thy others) to sene. An artist who parmici
pates so encrgencally and even creatvely in
group endeavors, 1o the point of becoming
mrncarely anvolved in therr histon and
OWINE 3 gexnd deal o therr adeas, and ver
keeps his inner spinit so complerely tree of
distracion and entanglement 1n order to
pursuc the intellecrual punn of his own aes

The New Crtenan Mank Tuly
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thenc interests, is not an easy figure ro wnire
tor think) about with clanty and precivion.
We are theretore all in Dr Poling s debe tor
Eving us our first reallv persuasive and de
tatled account of Kandinsky in this penod.
For this and orher reasons, his catalogue
essav must hencetorth be considered an in-
dispensable contribution 1o, among much
clse, the history of abstract ar

It was in tris penod that Kandinsky ahan

| Expressionism as the snlisti 1o

Hin o aDstract 1 tavar of 4 M
SITUCTINIST wdiom —no doudt 10 respo a
me work of the Kussian modernmists ne now

CamMe INfO CONLaCt with tor the nrst time
The changes wh

h occurred
dunng fis Russian penod paral
m

changes rtakung puace at that ven ¥
the Baunaus—wnich was onc reason whn
Grupu.-\ avcorded th such an enthusiasiic
welcome to s reaching staff. Whar 15 im-
portant to note about this histone shuft s
that it involved somethung more than a sim.
ple shuft of “sovle ™ Kandinskv's painung was
alwavs nrmiv based on a2 phidosophical atm
tude, he was scarcely able to appiv has brush
to the wanvas without having s “ideas”
advance, Panting was

clearls tormuiare
Tor mm a jand of dialogue bemacen the vis-
1ble and the imvasible, and 1t was preasely

Micas wneh senved 3y Janessential bridee
nnune metapniusicd) speculainam, iin the onc
hand. and the matenal reabizanon of pant
g, on the other. And whereas in the initial
stages of abstraction, in the vears prior to
101§, the ndeas 1n guesnon were mainiy
denved trom the owcult—trom the doctrines
of theosophy —beginming in his Ruswian pe
nod and rapidhy developing dunng the Bau
haus vears, this interest in the occult was nog
MImuLh .lf‘lﬂlJlll'lCt.l 4% \uh'\umcd in theorics
of 2 urtopian sowial order. Kandinsky was
never much of a social thinker, however. His
interest 1n utopian ideology was fundamen.
tally metaphysical and mysncal—and i was
tor this reason, | chink, that he was able to

5 Ranaimiry Human snd fassan Tear, published by
the Sluman R Gugy b
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function 30 well in the Bauhaus program
and Y€t remain 2 completely independent
spint. When he left Germany for Pans in
1931, he hid no need to revise or recon
struct his amisne thought, for he had never
abanduncd the spinrual basis of his are.

'I-“ rurn from this momentous chaprer in
the history of abstraction to the de Kooning
retrospecnve ar the Whitnev*—acruallv two
rerrospectives: one devored to pannngs and
SCLIPTUTSS, and the other o drawings—Is
not. trankly, a rewarding task. D¢ Kooning
mav nut be the most UlfolzL'\i pamnter on
the current art scene —the competition, atter
all, 15 nerce—bur he must cerramniv be re
garded as the most overrared armsc of hus
own p:n:utmn T}]I\ iarest n:‘:r:npc(ll\'c_
like all ot the amst’s recenr exhibinons, was
largely a shambles, full of empry gestures,
vacuous feeling, and dead ideas. Even in the
drawing retrospecuve, which (at least in
work from the earlier vears) 1s far stronger
than the painting and sculprure exhibition,
we were I'I'l]d( witness to a steady course of
disintegranon that was fnghtful to observe
As a painter. de Koomng had nve good vears
—igan to 19s0—and 1t was n this penod
that he produced the onlv work likely to re
main o} permanent interest.

It will rake a whale, I suppose. tor the ant

& Atrer s showang at the Whitnes Museum  Decem
ber 14 bebruary 26). the de Koomng retrospective
travels 1o the Akademie der Kanwse, Rerlin ( March
11 Apnl 29}, and the Musee Nanomal d'An Mo
dermne, Centre Georges Pompidou, Pans «lune 16
Sepember 14}

ist’s reputanon to catch up wath the real-
ity of the ocuvre on which it is ostensibly
based. but 1 have the impression thar a
change in this respect has already occurred.
Even the more favorable press nunices of the
Whitney shows had a vertain air ot deten-
siveness and bad faith about them, and the
press notices were by no means wholly
favorable. For the first ime 2 major showang
ot de Kooning's art was obbged to make 1its
wav in the world unaccompamed by the tan.
tares and puwie calls which tor vears had
been carcrully orchestrated by thar Practo
nan Guard of cangs—Harold Rosenbery,
Thomas B Hess, and Farneld Dorter—tor
whom de hooming was not smply a painter
but a xing ot cultural deirv. Even though
there was no \ﬂ(ll"fl!.{f ot \I)h.lnfcc[\ o take
up the instruments and blow on them as
hard as they could, the result was unconvine
ing. At the Whitney, the emperor looked
pretoyv naked. 1 know of several artists who
left these retrospecnives freeling absolurely
shartered ar what they found in them. No
dowbt 1r wall rake another generanion betore
such techines are rranslared inta 2 revised
awcount of exactly where de Koomne firs
e the achwevements of the New York
School—and of moadern paintng as a whole
—bur it will come. and the place accorded
NIM Wil De 3 MURIEST one

It wall beanreresting. in this connecnion,
to sec w nar place 15 accorded his work in the
ranstalianon of MoMA's permanent collec-
non. 1t may be there, in the space given to de
Roomng in relanon to his contemporanes,
that we mav see the first immediate sign of
the revisiomist history to come.

The New Critcrion Mamrs 1085a
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Waiting for Kynaston:

an art chronicle
by Hilton Kramer

Some time in the month of May—barring,
of course, ver another postponement—the
Museurn of Modern Art wall reopen its
doors and give us a first ghmpse of what our
“new™ MoMA is going to look hke for the
remaining vears of the rwentieth century.
The muscum has been closed to the public
since January. For a longer time than thar—
since the “old™ muscum on West Fifty-third
Street was preery much shut down in 1980
—it has sunaved as hrtle more than a shadow
of its former existence. lrs great collections
have bern out on loan to other insutunions
orelse locked up 1n storage, and its program
of exhibinons devoted to contemporary an
has been radically curtailed. For the voun
gest generation of artsts, therefore, MoMA
has been more a myth than a reality, and a
significant segment of the ant pul\ln. oo,
has comie of age with ligtle first hand knowl
edge of the muscum's collections or of the
role they have played 1n shaping our under
standing of modemn art

No one doubts that MoMA 18 going to
regain an important place of the art scene

ONEE its operations are restored to a full
schedue. Tts collections, after all, are unri
valed jn both quality and number, and if the
advance publicity 1s to be believed, the new
MOoMA will have a lor more space in which
to ktep them on permanent exhibinon, Yet
it 18 also true that the art scene had liw‘ﬂdi'
begun o change and expand, even before
the shurdown on West Fifty-third fl‘mm' in
ways that challenged the museum’s tormer

ascendancy, and the momentum of these
changes has greatly accelerated while MoMA
has been mainly occupied wath its internal
problems and future plans. As far as major
exhibitions of modern art are concerned, the
nme has long since passcd when MoMA's
were the only shows in town; and as far as
definmitive exhibinons of new art are con
cerned, the center of gravity has unquestion
ablv shifted to 1ts rival insnrunons—nort anly
in New York, but elsewhere both in this
country and abroad

The new MoMA will thus have a lot of
catching up to do if 1t is gong to recover
amything hke its former posinon of leader
ship, and not only in the arca of pantung
and sculprure. The recent design show at the
Philadelphia Muscum of Art' has already
served nonce that MoMA can no longer ex
pect to dominate another ficld in which
long enjoyed a virtual monopoly, In photog
raphy, too, the momentum—naot only in
mountng major exhibitions of the classc
figures and in evaluating new talent and new
trends but also in serning (or abandoning) co
herent standards—is now clearly clsewhere
As for architecture, much will depend on
the qualiry of the muscum’s new bulding. 1t
that should turn out to be a clinker, then it
will be difficult, it not impossible, for the
museum to regain the voiwe of authoney
1 For 2 revew of this exhibinon, “Design Since
Toat.” see William H. Jordy's article o the Taraan
swause of Tiw New Croversim.
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with which it once issued its pronounce-
ments in this ficld. Even beyond that consid
cration, however, the current debate in
architecture over the runaway vogue of post-
modernism is not one in which MoMA has
been heard to speak with clanty or cogency.
The same holds true for film. The muscum
will always be a pleasant place in which ro
see old movies, but when was the last time
anyone looked ro MoMA for ideas or stan-
dards or revelarions in this field? Or, for that
marter, in any ficld of current endeavor?

All of which is very sad, for what many
senous people are secking in the arts roday
1s some sense of intellectual conviction and
leadership, the clear articulanion of a stan
dard of quality nigorously independent of
both commercial and ideological hype, and
if it 15 not the function of an institurion like
MoMA to provide it, then the very reason
for its existence must be regarded as prob-
lemartic. More space, more blockbuster-scale
exhibitions, bigger catalogues and expanded
sales rooms, longer lines at the box office,
and floods of fancy publicity—all of which

can confidently be expected from MoMA in
the near future—will not avail if there 1s no
serious cnncal rhowghbr ar the center of the
museum’s myriad actviries. Yet if any provi
sion has been made to meet that need in the
miuseum’s future, it has certainly been kept a
secret
Whart isn't a secret, however—or not en
urely a secret, anyway—is the exhibition
which the muscum is counting on to recoup
its authonity in the ficld of contemporary art.
This 1s the ambitious (at least in scale) “In
ternational Survey of Recent Paintng and
Sculprure,” which the curator Kynaston
McShine 1s orgamizing as one of the major
events inauguraning the museum’s new
building. (Assuming that the new building
will open, as planned, around the middle of
May, this exhibition is scheduled to remain
on view through the month of August. ) Few
outsiders are in a posinon to know exactly
what Mr. McShine has selected for this
mammoth survey. [t seems safe to assume
that the inrernational brotherhood of Neo
Expressionist painters will not be over
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looked, but beyond that there are few cer-
raintics. Yer despite this lack of hard infor-
manon (or—who knows?—because of it)
the growing suspense and anxiety prompted
by this event—most particularly the ques.
tion of who is in and who is not, and what
role the new generation of dealers and col
lectors is likely to play in determining the
final selection—has for some time now taken
on the character of an offstage, Beckert-like
drama that might appropnately be dubbed,
“Wainng for Kynaston.” It is this drama,
rather than what has acrually been exhibired
in the gallenes, which can truly be said to be
the domunant (albeir offstage) event of the
current art scason. By now, | suppose, all the
decisions are made. About a month ago the
phones began nnging in vanious dealers’
offices and armists® studios with the good
(or bad) news. The catalogue must now be
in production, and the paintings and sculp-
tures slated to arnive for installanon. Wheth-
er the exhibition itself will succeed in al-
laving the Beckermian anxieties which have
surrounded this event from the outset, or
only in adding another laver of absurdity
to the situanon, remains to be secen: Mr
McShine 1s a curator who says lirtle and
writes nothing. Like Godot’s, his intentions
can only be inferred on the basis of ambigu
ous evidence, and are therefore unlikely to
be fully known even when the exhibition is
finally revealed to us.

Meanwhile, it is a sign of the times that
major exhibitions of the kind which it was
once the exclusive prerogatve of MoMA to
inittate have this scason been seen elsewhere
in New York. As it happens, two of these ex
hibitions—the Balthus retrospective, which
has just opened ar the Metropolitan Mu
seum of Ar,* and the Willem de Kooning
retrospective, which has just closed at the
Whirney Museum of American Art—are de-
vored to subjects which MoMA has already
@iven its attention to. Bug the Balthus show

2 The Balthus retrospectve opened at the Metrapoli
tan Museum on February 29, and remains on view
through May 13
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whiich the ke James Theall Soby orgamzed
at the Modern took piace 3 fong ago as
1956, and & was dearky mme fOr another,
more ¢ ook 2 this strangely
clusne Bgure Not osiv has Balthus pro-
duced 2 great deal of oo work in the in-
m-m..hu; the arnsoc coasext m which 1t will
now be scen is very dficoret from what 1t
was & 1956. in the hovdas of ,»\bst:::: E:
Irhvos was S0 an artl .
?NW_CTH“SNEZ—::LS = :-r:n today heis the
t:;\:‘:::—j: J -—'..m.'v-.- iz, and it will be
interosang 1o soc how W= ¢ work holds
up man a‘m»:u emroamxnd far more tavor-
able to the kind of represcofanional pantng
he has atwavs pracoced The Bx!thm t_‘(hlr
binoa will be discussed m 2 furure .Issuc o
The New Cruzrruom.” woMA's de Kooning
nun;;mﬁ\c ok plac more recently, in
i the reason foc moUnting yet an
s ra has more to do, 10 this

other retrospecne : . .
casc, with the quality of the artist’s reputa
ﬂm‘dnn with the qualey of the work he has

produced since the \ate Sexpes. De Kooning
sarded as a hving mas:
fo _wadely reganded 2 : !
:&d:mhlf My e, 183 woefullv mis
ten fodo Be hat
et roing Nto - that,
jdgment. Betore &
::km “‘“‘E:-; us first coosder 3 more iImpor
'3;.:0‘. Itl the Kandinsky show at the Solo
evenr—tf 17 ;
moa R Guggenhaim Museum
This was devoted t©
sian and Bauhaus Years.

1915 to 1933, a6 ¥
the senics of three €8
Guggenheim has plannc
sive sunvey of the 2
It
t) the muscum
tmj‘::”‘-\ (The first exhibinion,
dinsky in Munich.”
thind, covening the 3
3 Fora Mg:;phl.;! scconant
Lord's = Ralthus The Cumis
Rola® in the December. 1983,
Critrram
4 “Kandinsky Russan
hibured at the Guggenhe ;
ber o, 108319 fehruary 1zt
High Muyscum
Magch 16w Apnl 39

J as a comprehen

Kandinsky's “Rus:
= the penod from
1 was thus the second n
sinions which the

ot upon whose work
wlf was founded
“Kan-
rook place in 19825 the
s Paris period, 18

of Balthus, scc James
Case of the Count de
jssue of The New

and Bauhaus Years™ way £X
m Muscum from Drecem
will be scen an the

o Am Aglanta, Georgia, from
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scheduled for 1985.) This secams uu«r:ii'-‘
ment on the *Russian and Baures ‘“l ’
was organized by Clark V. Poling qm;: S0
wrote the superb, b‘-“’k-lltngﬂ _nmf;tml
accompanying the exhibition. T o)r
to be expected that cither the © "-"'“““mc
its caralogue would bring us m";ﬂ..‘ &
way of fresh revelations, for Kanar \l\‘ =
an oeuvre we feel we know ( tham :gc yun
the Guggenheim'’s many earis = ;\m{lm
the artist’s behalf), and both % u:.1 2
avant-garde and the Bauhaus—" ‘“" ;‘;w
part of the sulyect of this extihire—
likewise been lavished with mis :
in recent years. Yet cvervthing pxout this
exhibition was freshly consdemi m\.l one
was often made to feel, even et ‘:“t““'_"-‘-‘
one thought one knew well one was
studving these objects for the st ume—
malrl\l\_'. I think, because so ms® scrious
thought (and rescarch) had gar m:;v tT:'-_
ing their individual developmert At ::‘ .
ing it not only to Kandinsky s a=0< g..r .
in this period but also o ™ '-'fﬂ“c_h 2
fructifing intellecrual armosphes mn whic
he worked

s JrTCNDION

£ ) attempts
Contextual exhibinions, inwhs artemp
< ansn TS be

are made to establish vital el
. iy t
oween an artst's work and st SR e
1 a 00
cultural history of his penos. 25

jucsnon
often prerry shoddy affairs, \r‘“ dged
wowle
gging assumptions and wne
e ¥ i or noth-

ideological agendas that have ¥ o
ing to do with the work ““l:':“mch“
Guggenheim's own “ Kandinss & © u <
exhibinion was by no means sempt from
this cnticism: one of the css™ wiladed |:
the catalogue of that show—2 tantasia 0 .
the theme of “Munich as C¥ maral € cnt::r
Polinics and the Ams™—was 2 rortent 1‘\‘\:1.‘]"1(
of the way such attempts can & womp :'llch\
wrong, It was one of the gres "‘-\f'ﬁj[‘ ‘h“-.
Poling’s exhibition and cara bR .
redeemed this use of a cmn'\“”li'f‘c“:':thc
tive by kecping if Grmiy '_““‘n :11 our
development of Kandinsks ‘ﬂ.r:.at‘lv s
understanding of this are was I!l sndleen
hanced as a resule. Much eis \-usm:i‘udi\:lg
into  conmderanon, of coure = s
Kandinsky's personal plight w ot
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Waiting for Kynaston: an art chronicle by Hilton Kramer

the treacherous political shoals of the First
World War, the Russian Revolution, and
the Weimar Republic. Yer neither in the
exhibinon, which included everyvthing from
examples of Russian avant-garde painting to
furniture and classroom exercises from the
Bauhaus, nor in the catalogue, which scru
pulously traces the theoretical, pedagogical,
and political developments of this period,
did one encounter anything that led one
away from the artist and his work. Wherever
one turned, the ammanng spirit of the work
was directly amplified
Kandinsky emerges from this survey as a
far more interestng and complex figure than
he was heretofore thought to be. I must con-
fess that I, at least, had always thoughr of
Kandinsky in this period as a codifier rather
than as an initator of arustc ideas, and this
exhibition has done much to change my
mind about that It is truc that the great
pioneening work he did in creating his first
abstract paintings in Germany was alrcady
behind him when the onset of the First
World War forced him to return to his na-
tive Russia Yer I realize now that I hadn’t
quite appreciated the degree to which the
invention of abstraction marked, for Kan
dinsky, only the rude beginning of an artis-
tic and spintual quest that might verv well
have been abruptly terminated by pohitical
events if he had not been so derermined
to sec the matter through. In Russia, in
the turmoil of the Revolunion and the cul
tural upheaval it brought in its wake, and at
the Bauhaus, where he was at once a commut:
ted teacher, an eager participant, and a spir-
itual exile, Kandinsky was both an insider
and an oursider—acutely responsive o the
ferment of arnstic ideas he found useful 1o
hus own aesthentic purposes, vet largely aloof
from the social purposes they were intended
by others) 1o serve. An artist who partici
pates so energetically and even creatively in
group endeavors, to the point of becoming
intricately involved an their history and
owing a good deal to ther ideas, and yet
keeps his inner spinit so completely free of
distraction and entanglement in order to
pursue the intellectual purity of his own aes

The New Cntenion Marchk 1984
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thetic interests, is not an easy figure to write
(or think) about with clanity and precision.
We are therefore all in Dr. Poling’s debt for
giving us our first really persuasive and de

tailed account of Kandinsky in this period
For this and other reasons, his catalogue
essay must henceforth be considered an 1n

dispensable contribution to, among much
clse, the history of abstract art.*

It was in this penod that Kandinsky aban.
doned Expressionism as the stvlisnc founda
uon of Jli"‘\U'.!L'tl(iﬂ in favor of a more Con
structivist idiom—no doubt in response to
the work of the Russian modermsts he now
came into contact with for the first time.
The changes which occurred in his painting
during his Russian peniod parallel similar
changes taking place at that very moment at
the Bauhaus—which was onc reason why
Gropius accorded him such an enthusiasnc
welcome to its teaching staff. What is im
portant to note about this historic shift is
that it involved something more than a sim
ple shift of “stvle.” Kandinsky's painting was
always firmly based on a philosophical att
rude; he was scarcely able to apply his brush
to the canvas wathour having s “ideas™
clearly formulated in advance. Painning was
for him a kind of dialogue between the vis
ible and the invisible, and ir was preciscly
ideas which served as an essenual bndge
linking metaphysical speculation, on the one
hand, and the matenal realizanion of paint
ing, on the other. And whereas in the ninal
stages of abstraction, in the vears prior o
1915, the ideas in question were mainly

denived from the occult—from the doctnnes
of theosophy—beginning in his Russian pe
riod and rapidly developing dunng the Bau
haus vears, this interest in the occult was not
s0 much abandoned as subsumed in theories
of a utopian social order. Kandinsky was
never much of a social thinker, however. His
interest in utopian ideology was fundamen:
tally metaphysical and mystical—and it was
for this reason, 1 think, that he was able to
5 Kandinsky: Human and Baubaws Years, published by
the Solomon R Guggenheim Museum (paperback,
S19.40)
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function so well in the Bauhaus program
and yet remain a completely independent
spint. When he left Germany for Pans in
1933, he had no need to revise Or recon
struct his artistic thought, for he had never
abandoned the spiritual basis of his art.

To turn from this momentous chapter in
the history of abstraction to the de Kooning
retrospective at the Whitney*—actually two

retrospectives
sculprures,

one devoted to paintings and
and the other to drawings—Is

not, frankly, a rewarding task. De Koomng
mav not be the most overrated painter on
the current art scene—the competition, after
is ficrce—but he must certainly be re-

all,

gardec

own gencranon .
like all of the artist’s recent exhibitions, was

large!

{ as the most overrated aruist of his

This latest retrospecuve,

v a shambles, full of empty gestures,

vacuous feeling, and dead ideas, Even in the

drawing retrospectve,
work from the

which (at least n

carlicr vears) is far stronger

than the painting and sculpture exhibinon,

we were made witness 1o -
disintegration that was frightiul

As a painrer, de Kooning h
16 1950—and 1t was in this period

thart he pmdmcd the onl

main of pcrm.mcm interest

It will take a while, 1 sup
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' 16, the de KoOmng retrospecnve
Berlin ( March
al d'An Mo

ber 13 February
travels
11-Apnl 291

demne, Centre Georges P
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Wiiting for Kvnaston: an art chronicle by Hi

irom Kramer

ist’s reputation to catch up “‘:Ilh the r_cal-
irv of the ocuvre on which it is ostensibly
based, but 1 have the impression that a
change in this respect has already _m‘mrrcd.
Even the more favorable press notices of the
Whitney shows had a certain air of defen-
siveness and bad faith about them, and the
press notices were by no mecans wholly
favorable. For the first ime a major showing
of de Kooning’s art was obliged to make its
way in the world umccr}mpam_cd by the fan
fares and bugle calls which for years had
been carefully orchestrared by that Practo
rian Guard of critics—Harold Ruwnhcr.g.
Thomas B, Hess, and Fairficld Porter—tor
whom de Kooning was not simply a painter
but 2 kind of cultural deiry. Even though
there was no shortage of volunteers to take
up the instruments and blow on them a_s
hard as they could, the result was unconvine:
ing. At the Whitney, the emperor looked
pr}m naked. T know of several artists who
left these retrospectives fecling ahmlutcvl_r
shattered at what they found in them. No
doubrt it will take another gencration before
such feelings are translated into a rt\'u.f:d
account of exactly where de Koomng hts
mto the achievements of the New ‘l.nrk
School—and of modern paintng asa whole
_ but it will come, and the place accorded
him will be a modest onc.
It will be interesting, i this connecnon,
o see what place s accorded his work in the
reinstallation of MoMA’s permanent o llec
tion. It may be there, in the space given to de
Kooning in relatuon to his contemporanes,
that we may see the first ymmediate sign of
the revisionist history to come.

The New Cnrenon March 1084
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KYNASTON L. McSHINE, right, as-  Musueum of Art last week. Shown
sociate curator, painting and sculp-  with Mr. McShine is the museum’s as-
j;lr.e. = of Modern Art, New sistant to the registrar, Brad McCor-
York, ed entries in the Maryland  mick. The Maryland Annual Exhi-
Annual Exhibition at the Baltimore  hition will be open from May 24
threugh July 5.
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BALTIMORE, MD.
EVENING SUN

D. 211,483 — 5. 345,601
BALTIMORE METROPOLITAN AREA
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Biennial
Kynaston McShine,
curator at the Muse-
um of Modern Art in
New York City,
locked over some of
the entries for the 6th _
Minnesota Biennal
art exhibit at the

Minneapolis Institute
of Arts. McShine will

Ilhnwn from May 7
" through June 7.

|
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the current exhibition at the
Museum of Mdoern Art I8
taking a new look at men who
communicate about life.

NOW TO GET BACK to
MeShine, He reminded me of
the Modern's early purchase
of an entire series of work by
Jacob Lawrence and accord-
ing him a one-man show. I
could not help observe that
the hiatus in one-man shows
by black artists had been con-
' siderable. Black sculptor Rich-
“ard Hunt and painter-collagist

separate ex- Romaire Besrden have just
! uring of S hihite ar ot handiran  hesn neasaried inosgeere
BAET P {"- 3 3‘““;:; ‘:‘ to mature artists, She was  exhibitions.
Pue of the wlllaolew black quick to volunteer that reco3-  Tnis curator’s Jitest exhib-

nition haid come early to her
and that one of her works
was bought by a curator of
the Museum of Modern Art
while she was still in high
school.

it, "Ways of Looking," has
just opened and will remain
on view at the New York in-
stitution until November, The
intent of the collection drawn
entirely from the museum's
Incredible storehouse is to
give children and their par-
ents an elucidation of modern
art as observed through the
Juxtaposition of work of dif-
ferent artists; each pursuing
the same theme,

The window was selected
because it has been a favorite
device of artists for eenturies.
Almost everybody has had a
go at telescoping the mys-
teries on the inside or the out-
side of a pane of glass. Now
passershy on 53rd Street look
through a vast window to see
other windows created by
Magritte, Redon, Sheeler, Ma-
tisse, O'Keefe, Porter and
company in styles represent-
ing a suceession of isms.

Visitors confront all manner
of heads in a sort of pedes-
taled hall of fame — Bran-
cusi, Modligiani, Smith ant

THE ECONOMIC rat race
has exhausted and drained
many creative spirits, both
black and white. It is only in
the last few years that the
universities have  offered
teaching sanctuary to black
men and are actually seeking
them out, thus affording them
time and money to pursue
their own thing. The heyday
of the first and second gener-
ation of the abstract ex-

other categories of like &
unlike are Included.

lern Art, modern realities

reflections on color-blindness in the visual arts

i
E Ea?sg
duli

g

the viewer “to participate,
quite often as in a game; at
other times it seems almost
therapeutic, making us ques-
lion ourselves and our respon-
588 to unfamiliar stimuli, The
constant demand is a more
aware reaction to our natural
u::d. artificial environments

The financial crunch on mu-
siems is hecomig increas-
ingly acute, “‘Art in America’
devotes its entire summer is-
Sue to the complexities of the
challenges 1o museurns today.
Whi_le MeShine and I were
talking, he 10ld me of a series

avant-garde shows he is
staging. “Projects” will be
Presented in an informal, not-
100-estahlishrent way to ap-
peal to a different type of au-
ence, and one of the advan-
tages will be that they can be
done without too great a
strain op fthe budget,

McShine foresees a cutting
. oﬁ'e of programs unless

money is forthcoming.
Present situation is that

s He also mentioned
Ut curatorial salaries were
_;ﬂaue_iy the equivalent of a
.N’gt school teacher i the
m:e}l';rke:s'tem. A tmion of

has
been fmnedl::w'laﬁ‘: mmel;j‘;

has virtunlly . :
n ¥ no accessions
- ? Wlel,i and no endowment for

tons, &nd thus It has

“IE*‘W 'exj"m:‘!griﬁéé" i

‘Mother and Child" by Jacob Epstein at the Mu-
seum of Modern Art (gift of A. Conger Good-

year)

to depend entirely om gifts.
The cost of insur:mwhmlny_is
staggering and was the major
ex;e‘gni in the recent Stein
exhibition.

A RECENT letter which I
received from Elizabeth

o

vl
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City Art Policy
In “Why I Work For The City” [Sep-
tember 21], Barbara Rose makes sev-
eral misleading statements and one
which is entirely false.

How can Miss Rose be so misin-
formed as to say the artisis whose
works were exhibited by the city “had

not been selected by the city at all; the
city had no policy with regard 1o the
visual arts, The artists who had been
given public exhibition space simply ...
approached Mrs. Freedman. No one of
professional standing in the art commu-
nity had ever been consulted . . "7

The facts are that [the policy of] the
Department of Cultural Affairs required
that all artists invited to exhibit sculp-
ture in the city first be reviewed and
approved not only by my Special As-
sistant Tor Visual Arts, Mrs, Ellic Amel,
but also by an Adyisory Committee of
eminent professionals in the art world.
The city's fivst Sculpture in Environment
program was selecied by: Lloyd Good-
vich, then Director of the Whitney Mu-
seum; Ruth Bowman, Curator of the
New York University Collection; Mrs.
Albert List, collector and art pub-
lisher; Kynaston McShine, Curator, Mu-
seum of Modern Art; Paul Rudofﬁh.
Architect, and Mrs. Burton Tremaine,
collector. As the sculpture program
continued, we were guided also by: Rob-
ert Doty, Curator, Whitney Museum;
Campbell Wylly, then at the Museum
of Modern Art, and Robert C. Scull,
collector. Professional advisers also
guided our other visual arts pro-
grams.

Miss Rose also seems to be disturbed
about the quality of the art exhibited
publicly and makes a rather sweeping
judgment of a three-year visual arts pro-
gram which included such artists as
Robert Murray, Niki de Saint Phalle,
Clement Meadmore, Barnett Newman,
George Rickey, Bernard Rosenthal, Jean
Tinguely, Tony Smith, Alexander Cal-
der, Chryssa, Charles Ginnever, Tal
Streeter and Antoni Milkowski. This is
only a partial list, but should be suffi-
cient to indicate that a cross section of
established and less-known artists was
included and that to dismiss them is
unconsidered and misleading.

That Miss Rose feels so strongly the
importance of her involvement with the
city is understandable, but that she
chooses to discredit the Department of
Cultural Affairs and discount the time,
effort, and commitment of professionals
who paved the way is disappointing.

Doris C. Freedman

Former Dir., Dept. of Cultural Affairs |

Miss Rose replies: I am sorry if Mrs.
Freedman took my criticism of the
city’s lack of interest in esthetic values
as a dismissal of her good work. In-
deed it was her openness to the needs
and interests of artists which opened
what sporadic dialogue does exist be-
tween the city and the art community.
However, | hold to my point that the
city has no policy with regard 1o the
visual arts. The existence of the Ad-
visory Committec does not constitute a

policy, as the uncontrolled, pointless
upliness of our public places testifies.
The artists involved in the outdoor
wall-painting project approached the
city—not vice versa. Indeed, the city has
been entirely passive in its relationship
to the visual arts; and it is this passivity
which accounts for what, I feel, is the
peor quality of most of the large-scale
paintings decarating city walls. |
As for Mrs. Freedman's Adyisory
Committee, it lacks only two elements:
anyone who makes or judges art. There
is an American section of the Associa-
tion Internationale des Critiques d'Art,
and at the risk of sounding partisan, |
think one of its members might have
served better than Mr. Scull—a collec-
tor whase involvement in art has not
proved entirely disinterested.
Moreover, it is probably because of
his membership on the committee that
M. Scull was permitted 1o erect a turn-
pike-modern travesty of contemporary
minimal sculpture on Park Avenue by
an artist he patronizes. This is exactly
the kind of thing I'm objecting to.
Additionally, I would like to correct
one thing in my article. Barbara Lee
Diamanstein, Director of Cultural Af-
fairs under Thomas Hoving, was the
originator of the city’s outdoor sculp-
tures shows, which started in 1967.

-~
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Where it's going: Art JuLy 19, 1'5’7‘f |

While the art world slumbers in its annual
summer doldrums, “'Scenes™ thought it was a good
time to make another of our informal oral surveys.
Before the fall season’s scramble could begin, we
called on various authorities involved in the busi-
ness and display of fine art and asked them all the
same question: what do you think is going to

Wﬁﬂd of contemporary art”
- re their answers.

HENRY GELDZAHLER (Curator of 20th Centu-
ry Art, Metropolitan Museum ). I think figurative
art is having to learn to draw all over again The
reliance on the camera is looking less and less
Interesting. The most innovative recent abstraction
Is moving away from cool to rococo,"

SUSAN GINSBURG (Curator. New York Cultur-
al Center): “'New realism will probably see more
and more people adhering o it; it makes a lot of
money for them. Perhaps in the wake of that there
will be new realist painters—and that’s interesting.
Real realism, figurative painting is interesting, but
the other stuff is just quite boring. | don’t see any
great undiscovered l.mdergm\md right now that will
lead to the art of the future. ™

MICKEY RUSKIN (owner of Max's Kansas City,
watering hole to the arts) : *'It’s going straight. I've
never seen a trend in art. The only trend in art is to
make more art. "

KYNASTON McSHINE (Curator of Paintings
and Sculpture, Museum of Modern Art): I don't
really ever answer that question because I think it's
always up to the artist. | have no opinion on the
matter. 1 refuse to answer that question. If that
were so, 1'd really be in the fortune-telling business.
I'm one of those that prefers to keep my mouth
shut.™

MAURICE TUCHMAN (Curator, Los Angeles
County Museum): ““The video and performance
thing has come to a peak. The photo-realist affair is
not a very important artistic phenomenon. The only
other tendency is toward a rather tame revival of
early 1950s abstract expressionism. But it's a good
time for individual character to come through.
There will also be much more internationalism
‘than ever before, much more give and take be-
tween the Parisians and the Germans. This trans-

3M£miﬂgof&meriuandEumpewﬂlbea

very healthy development. "

IVAN KARP (owner of O. K. Harris Gallery):
“In painting, | see a broadening and expansion of
concerns with the aspects of the American urban
culture, treated in a precisionist and dispassionate
way, objectivized, cool. Probably closing in on
more intimate things than the actual urban land-
scape itsell and its features, and probably reveal-
ing a new kind of industrial still life.

“In abstract painting, a broadening of introspec-
tive abstraction: very quiet muted tonal painting
concerned with textures and monochrome and very
minor events over surfaces.

“In sculpture. a growth of what I call the heroic
American style of symmetrical and frontal sculp-
ture dealing with very honest materials like cast
iron, steel, wood, and so forth. Very straightfor-
ward. massive, monumental-sized sculpture.”

CHARLES COWLES (publisher of Artforum
magazine): "I think it's very fragmented. But I
think that's good. It frees a lot of people to do their
individual thing. I don't see anything on the horizon
or any particular trend« We have several distinct
things going on. We have the new realism thing,
conceptual art, a lingering color field thing, and a
lingering scene from the '60s. But 1 think the scene
of the '70s has not yet emerged. "

BARBARA KULICKE (president of Kulicke
Frames): “In my experience, art is beooming
more international. Original art is

rare. Art is being increasingly duplicated, whether
by limited editions, reproductions, or any of the
mass production techniques. Consequently people
know more about art than ever before. It's like the
advent of television. When an artist works in his
studio it’s ajmost lmmdiahlylnunllvhgmnd
someone in Japan, and vice versa."

ROBERT C. SCULL (art colleetor): “The gap
betweennnmdmelsupulym
Conceptual, minimal, earthworks, and every other
kind of art are only space/time stops to a
where an artist can make every experience
her life a masterwork continuum. Art
a!wmtheﬁmmpmhemomer und
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"hazadas o
ores "Fa

ra la Historla Fxtensa, Tomo IT"
| Armando Vi Luls F. Ro-
Sa. |bles, Manuel Esirada. Ans
es, eedes  Hoyos, a%num-
fur, figuran tam entre 108}
rechazados. Alicis Tafur ha obte-
nido premios naclonales en es-
sultura y cerdmica, tel
Estudiantes y egresados
Dirz estudinntes de lns escuplas
de bellns artes de Tn Universidad %

ate. -
o T S B
cuenta ¢ o
» ooasio; mn“ Eduardo Ra 101 3
"y otro de |Villamizar, Omar Rayo, Bernar-|ma gpo
on del o SHlits, NI RO AT Mt
obras Y& |1 Fyrurrin, Pedro Alcantars, m-}u,
maemindﬂ ¥ Marlene Hol-\g "
quien envio tapices elabo-| Nueva
‘rados & mano.

; e mayorie. 0a. Jea scultirex whet®
o {la mavoria de las escu B Lot
de la mﬁni #%Bw“ﬁ:ﬁ% {fueron enviadas al salén, son dﬁl
¥ Pedro Meléndez y Pl |bastante baje calidad. Encontre HE
Greiffenstein, de Aser muy debil ln obra™
blicidad. CaIll:s anotar aue m‘l;;x;;u g;: ;
nadas escullores fueron nce s: Ri= g
S .h"- ‘.r““ mires Villamizar, Carlos Rojes ¥ j
La mayoria de los artistas que|Bernardo Salcedo. !
anuyalmente ocupan loa primercs| g| colaborador del Museo delX
nombres, no s0l0 en el Salon de|arte Moderno de Nueva York, di-{#oqu
Artistas Naclonales, sino en 188 jp que notaba también la falts de
mmdg ;-lnrﬂ:'l,ull.du al exterior de los artist
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_EI artists
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It 5 t-wre_l;%_a mlowayda ' u':i
tario y director la
' Castelli,

" colorear el agua de] p!;spiu r[oy
que ese color participe de]
paisaje ﬂ llegue a l_m;mdnnlr al

no i
arte 1 manera tradicional” -
€ parece fascinante
trabajar con la naturaleza y la
geografia en sus mismas esc s
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State’s 6th ‘gongs to goodest’ art show ‘zingiest, splashiest’

Reviewed by DON MORRISON

— an unusually highnum- received merit awards have a masonry concept, tion” and “A Definitive

Minneapolis Star Staff Writer

The Sixth Minnesota
Biennial exhibition, at the

Minneapolis Institute of ,

Artg through June 7, has
to be the zingiest, splashi-
est, most upbeat show of
regional talents (thus for-
mally assembled) it has
been my pleasure to see.

The Biennials (both the
institute’s and those on al-
ternating years at the
Walker Art ter) are
meant as showcases of
creative activity in the
territory and as serious ef-
forts to hand around some
gongs to the guys who
have done gosdest.

hesm all shows have to
judged by someone and
since those someones have
their own tastes, the
awards are not absolules

- the 920 works submitted,
or ultimates. But, the com-

petition gives weight to
the pursuit of excellence,

I do not envy this year's
jurist in the Institute
Biennial, Kynaston M c-
Shine, associate curator of
the department of painting
and sculpture at New
Iork's Museum of Modern

rt. et —

He may not have been
confronted with a choice
solely among master-
works, but it is plain he
found himself in a wealth
of sheer exuberance and
action and ideas and nifty
stuff so attractive that it
must have been agonizing
to pick and choose,

Allowing for a lot of
forlornhopefuls among

the fact remains that 11

ber in & show juried by a
tough chap from out of
town. I would hazard the
guess that McShine got
turned on by the sparkly
qualities of the works and
was enjoying himself too
much to be stingy and
narrow in his acceptances.

To dwell on the cheery
feelings I got from the
collection is not to dero-
gate serious intentions by
the artists or imply that it
iufrlwla’nssb%w.

But, I sense in all the
thought and hard work
represented here a kind of
gutsy freedom and zest
that is refreshing when so
many artists are
solemnity and formalism
with deep significance —

or else chasing their own
tails in lightweight experi-

mentation,

with cash attached — a
total of $5,500.

Top awards ($750) went
to Zigmunds Priede and to
Bigan Dowlatschi (who
also received a State Arts
Council purchase award of
$500).

I:;?;ﬁ has two ealgrvasesu.
in c, watercolor, o)
pastel and chalk. “Wall-
Out” is a pattern of mor-
tar joints; “Dall-In” is a
kind of x-ray look at ma-
smry‘:hockn posing their
mass ngth against
each othe_rﬁ;ey are good
paintings because they are
good paintings — that is,
t'::iy do and say more than

r obvious subject mat-
ter suggests.

Dowlatshahi has two
untitled works, again fas-
cinating in a way that un-
illustrated words cannot
convey. One happens to

also, Hand-sewn squares
of grey muslin that are
ha with fine ink-
strokes make up a pattern
like Inid brick. The bigger
work is dull-mustard mus-
lin ‘with parallel strata of
inked lines which, in the
lower reaches, include odd
fossil shapes.

Michael O'Neill (like the
other winners) received a
$500 merit award for his
“26th St., Harriet South,”
an unusually grabby

spective  exercise that
00ks out an old-fashioned
bay window and across a
street. Without photo-
graphic realism, it puts
you inside a room A
: roo:::t:ll(.:sho'st_l'
against a i5 a sem
seen nude woman,
Dennis has two

Statement,” both of which

e
a ashy

m&g brigltl? color. 4

D. Marjorie Johnson has
big, strongly colored
acrylic canvases that as-
sert masses and intrude
upon them with abstract
amoeba-ish shapes,

Paul Jasmin got the
First National Bank donor

printlikea schematic
drawing of the World War
II German Fighter plane.,

Karl Bethke has two
very int . .lﬂ:lotc‘r':[!;:-
0 comt The
Gotham City .gi?;‘" and
“Crucifixion — Detail
#2," tEolmr; add commen-
m o camera image,
photography win-
mStBVGnJmsat};{“mg-

that turn out to be wery
arresting: nudes and child-
ren in sort of decadent
rustic settings with cars
and auto trailers, Both are
painted with deceptively
simple flat modeling.

I liked Jonathan Waite's
ideas: Grids of severe par
allel stripes in muted
shades invaded by odd
darting, slashing splats of
strong color. Frank Gaard
has a great thing called
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(383)
LA CAPITAL

ROSA
0. as.R al:eg’s.*Fr%.Eyagl bl
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argentine sigue
' “pintande” aguas del munde
Nueva York (UPI) — El ar
s 0 Nieo{:l G.lrliull
ru. repitiendo ue ‘
g o e 5. Vg
" e t River (rlo
Esle) de Nueva York. {
Acompafiado por o] disefia
ﬁg de mumG:l l'n?
, embarcy muelle de|
la calle 60 y el East End en un
pequefio remolcador: en ol que

cargh sels grandes ientes
mﬁnwdo pintura  fluores
cente.

Desde la costa le vieron par- |
tir 40

unas personas. Entre
ellas, estaban o] director del
Musgeo Gu

por el movimiento de las
fue tomando tonos ver
i ey
ue ! e por la
bajante, siendo vista en loda
su luminosidad dasde los gran
des edificios de la costa J: por
el personal asombrade las
aciones Unidas, que no atina-
ba a entender de qué se tra-
Poco a poco, ¥ empujada por
ia lluvia que comenzd a caer,
la mancha se fue diluyendo
llevada hacia el mar.
Asl comenzd el trifngulo que
arefs Uriburu intenta hacer

Sena, en Paris, el 15 de junio:
nuevamente los canales de Ve
necia, cuando se celebre la
Bienal, el 27 de junio, y, finak|
mente. el Riachuelo, en Bue-
nos Aires, el 15 de julio.

“Ya no se trata de pintar un
paisaje”, dijo mis tarde Gar
cia Uribury. “Ya no es cues
tién de llevar a la tela un rio
sino colorear ¢ agua del pro-
plo rio ¥ que este color par
ticipe del pt.lfl}e ¥ legue a

ctador no

especializado en arte a la ma
nera tradicional”.

parece fascinante traba.
Jar con la naturaleza y la

; en sus erva-
las"  concluyé e} n'tl.sl,:. "“Me

(136)

EL VESPERTINO

BOGOTA, COLOMBIA ¢
0. 45,800 @

W 3owrg

Nicolds Garcia
meg&'l!fo Este’
argen %
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BILL ROSLANSKY, LEFT, AND STUART SWARTZ LOOKED OVE '?EMGDEUNG WORK FOR THEIR NEW DINMER THEATER
‘Food and light plays will be offered in former 4th Av. night club, with satirical shows in the downstairs room AFTE

f‘k y

=)L ownfown Will Get Dinner Theafer®®%

The former FDR Mem-
orial Hall, which has had
more downs than ups since
it was bought and changed
into & night club four years
ago, is now being turned
into Minneapolis' first
Downtown dinner theater.

It will be known as The
Friars and will open March
16 with a Broadway or off-
Broadway musical comedy
or light play vet to be an-
nounced. opening on
or about April 1 in the
downstairs room (most re-
cently Lil' Al's featuring
ﬂmlst Dave Rooney) will

The Deep Friar, This
toom will feature topical
satire produced by Irv Let-
ofsky, television writer for
The Minneapolis Tribune,
who was formerly associ-
ated with Dudley Riges'
Brave New Worlkshop.

The bullding, at 724 4th
Av. 5, was originally a
meetinf hall for labor un-
jons. In1966itbhecame
Diamond Lil's, a private
club, A year later It be.
came Diamond Lil's, a pub-
lic night club. Neither of
ihese worked, apparently
because the public no long-
or cares for big dance
bands and showgirls. Most
recently the place falled as
Times Square, which had 2
rock policy direcied by
Danny Stevens of Danny’s
Reasons,

._G What's doing? ®

& entertainment news -
Ny

Allan
Holbert

In the meantime Rooney
moved out and set up his
own place in the basement
of the Roaring Twenties
Club on Hennepin Av. And
there was the premature
announcement by Dick
Shapiro of Central Booking
Alliance and Bill Semans,
head of the former Cricket
Theatre, that they would
be sponsoring theater pro-
ductions in Diamond Lil's.

Now the hall has been
taken over on a long-term
lease with an option to
t!uy by Bill Roslansky and
Stuart Swartz, Roslansky
is président of the Young
America Stores. Swartz s
an a_dwmﬁing account ex-
deutive at KMSP-TV,

It"Wc were  negoliating
With Semans und Shapiro,”
sild  Roslansky  “put m
had a4 disagreement about
the way the theater should
go artistically, They us-
sumed we would got 1o
gether and made their an-

e

‘will be

nouncement. Lf_hfurtunntuly
we never did.")

The club i8 being “com-
pletely remodeled and re-
decorated” and will have
an “arena-typeé stage” and
seating capacity for 425
people, Roslasky said.
Stockton BrESle, who is
now doing for g din=
ner theater N in Texas,
cer-director
for the Friars Shows, which
will have NeW York casts
and a star Performer in
each one.

Gary Schulz Will be an
adviser on SHFS and show
selection qu‘, Temaining
as director the Edge-
water Eight 8t the Edge.
water Inn. H88 Megdows,
perhaps the A%in Cijes!
best-known w v \Ii"lll pre-
pure the f Which Ros-
lansky says © U gour-
wet buffet P OF affyir"

working Wb Letorsicy
in the do S room

under the name of Cabaret
Productions Inc. will be
Dick Guindon, The Trib-
une's cartoonist, as artis-
tic director; Bill Sowden as
music director and com-
poser Bill Eden. Members
of the company, to be
called Cheek, will be Tom
Sherohman, Pat Proft,
Binky Wood and Judy
Simpson.

Letofsky says the show
will be a mixture of topical
music and comedy, and all
the material will be org-
inal, “Writers from all over
the country — including
two from ‘Laugh-In'—are
already submitting mate-
rial,” Letofsky said.

In addition to the 350-
seat theater in the base-
ment, there will be a piano
bar that will hold about 60
people, Roslansky said.

wpoar Bitos,” the tragi-
comic political play by Jean
Anouills, will opea Thurs-
y 10 performances
ter in the Round,

245 Cedar AV.. directed by
James Wallace. The gast
includes Lewis sapko,
Sandra Buciénlu. Mu;:!ce
Weinblatt, dolm'"m ﬂ:’e

. o
0% pm. Friday, gaturday

and Feb. 20, 21, 27, 8
March 6, 7 and 8, - |
L]

Bloomington Civic The-
ater will open “The Fantas-
ticks” on Feb. 20 at Oak
Grove Junior High Schoal,
1300 W, 106th Si. Direct
ing will be Bill Murray,
who is doing it for the
third time. Hewill also
play El Gallo. Others in
the cast are Nei] Von
Busch, John Brunsberg,
Colleen Wold and Robert
Buteau, It will play at 8

'p-m. Feb. 21, 27 and 28.
Ll

Shakespeare in the
Streets will hold auditions
again from 5 to 11 pm.
today in Dania Hall on the
West Bank, Men and,
women are needed for

Wife.” Actors are

re something
om two to three m?m l
for auditions, The season

apens June 5 and runs {€
nearly 100 performances,
. ——

“The Zoo Story” ‘and
“The American Dream™
being held over for o
at  the th'ITﬂ Suwm
Community Thealer, The
ran be seen at B:30 pm,
Salurday and next Sunday

What's Doing -
Continued on Page Seven
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) kynasfon McShine, Associate Curator, Department of Paint-
ln? and Sculpture, Museum of Modern Art, New York, was the
sole

judge in the nnesota Biennial, in which nine state
artists have won awards fotalin $5,500. McShine, 35, born in
Trinidad, was graduated from gDarhnou‘lb University and the
Institute of Fine Arts at New York University. He served as
curator of painting and sculpture at the Jewish Museum in New
York and as the museum's acting director for a

nized numerous influential exhibitions,
m of contemporary art. The Minnesota Bienn 1
opened with |15 werks by 79 arfists .
Minneapolis Institute of Arts and will continue thro
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arts

> area

he structure will be adequate
1 size for many years.
mm_m.us_m
! rters as the ‘‘most
citing bullding" in the area.
A nlhnt feature of con-

uction is the use of precast
te,"” he said.

Nine Minnesota artists have
won awards totaling $5,500 for
works submitted to the 6th
Minnesota Biennial exhibition
which opens with a members'
and artists' preview at The
Minneapolis Institute of Arts
today. A total of 115 works by 79

Merit awards of $750 each

'+ were won by Bigan Dowlatshahi

and by Zigmunds Priede.
Dowlatshahi also received the
Minnesota State Arts Couneil
Purchase Award of $500. Merit

‘awmla of $500 each were

' received by Thomas Arndt, Karl

Bothke, Dennis Flynn, Steven
Jensen and Michael O'Nelll,

The First National Bank of
Minneapolis Donor Award of
$500 was won by Jasmin,
D. Marjorie J recelved
the $500 Northern States Power
Company Donor Award.

The jurying was done on
March 27 and 28 by Kynaston
McShine, Associate Curator,
Department of Pa and
Sculpture, M of Modern
Art, New York,

The exhibition
acterized by its di
styles and media.
disregard the
gories demonstra
the visualarts as
only constant
The 1970 Biennial

best char-
ty of
works
cate-
tlll,hl

elnm

worked in many udmmlle h

lacquer, mustin, formica, nylon,
photo - intaglio, plexiglas,
mylar and even mosquito

4 Minnesota show to open

and other graphics whose one
common denominator s
originality.

‘The exhibition reflects both
the national resurgence of
painting and the breakdown of

type. A three dimensional
shaped - canvas by Peter Busa
and a formica construction by
Joseph Aiken have painted sur-
faces but are primarily sculp-
tural concepts.

This competitive exhibition
gives the state's M‘

; recognition, mmlm

MISSES’ SHIFTS
FOR CASUAL WEAR
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Folk fiddling survived,
however, in Sweden's “faolklore

the only province in which the
fiddle tunes have been passsed
down from ear to ear and have

il
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Milwaukee

Exhibits at Art 3

Two  widely diverse
exhibitions will open con-
currently at the Milwaukee Art
Center Friday. “‘Alberto
Glacometti: The Complete
Graphics” and “Art of the

"

The Giacometti exhibition

conversations with the artist's
brother, Diego.

The exhibition will be cir-
culated by the Art Center for
two years to major museums
throughout the country:
Albright-Knox Art Gallery,
Buffalo, N.Y.; Joslyn Art
Museum, Omaha, Neb.; the
Museum of Fine Arts, Houston,
Tex.; San Francisco Museum of
Art, San Francisco, Calif.;
Grunwald Graphic Arts
Foundation, University of
California, Los Angeles.

The second exhibition, “Art in
the Decoy," is made up of 130 of

cache of Indian decoys that date

assemble Sunday, June 7, at
Marshfield for the seventh
Marshfield Art Fair. The fair
will be held at Marshfield Senior
High School Fieldhouse, 1401 E.
Becker Rd., Marshfield.

. Admission will be free and is
open to the public for browsing

to about 100 A.D, were found in  “*

a cave in southern Nevada.
North American Indians con-
tinued to make and use wildfow]
lures and taught their craft to

the first European settlers in -

the new world.

The decoys assembled for this f

exhibition are among the rarest
and most beautiful of those that
are known w . Most of them
are 19th century creations but
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! Gesprach mit Kynaston McShine

de Kuratnmn den
Mo n Art eum von New ‘{91‘]: in der Ab-
Malere d Skulptur:
zghn Jahre, t er, arbeitet er schon im Mu-
seum in New Y':gl(. Snd a0 b mi:m'.ll :: rcdmanu genommen}) foﬂﬂt und w
weil er so jung aussieht, Dabei y Abend.
v Dm:h auch rosa Zeiten haben ihre sdntwuﬂ-
: : Die amerikanischen Museen werden Zum.
groﬂen Teil von Privatleuten finanziert, den Rest
?ﬁsunusic &uu:lt:n gi?aiiddtitsaoldn a Die
onsequenzen s t
trittsgelder nur eine davon. i e
Die Kardinalfrage stellt sich, hért sich ungemein
schwer an: ,Was ist fiir Sie die Aufgabe des Mu-
seums?* Mister McShine schieBt gleich drei De-
finitionen ab: Erstens sei sie ein Bildunﬁmra,
%m gy g "“"sun.“‘
ernen e. An zweiter
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How to be an optimist now

f(-ynaston L. McShine

“The world needs
and hungers for
those unique things
art can provide”

An outstanding leader, daringly ow
front of other art-trenders of the
last decade. Kynastion L. McShine
was one of the first 1o place his in-
terest behind avant-garde Concep-
tual art. Curator of the department
of painting and sculpture at The
Museum of Meodern Art in New
York, Trinidadian McShine served
in the same post at New York's
Jewish Museum, teaches art history
at The School of Visual Arts.

There’s a great deal to be pessi-
mistic about; and, even if one is
involved in art, one would be a
fool to ignore the problems of the
world at large. However, it is also
the time when the world needs and
hungers even more for those
unigue things that art can provide.

One has to hope that a larger
public acknowledges the poverty
of many artists, muscums, and
their workers, the increasing prob-
lems of collecting and exhibiting.
Beyond that one also has to hope
that original works of art are con-

stantly made more available to a
larger public, that fewer footnotes
and art magazines be read, that
more art is looked at and more
profoundly thought about.

At this crucial point, one has to
be optimistic that more eyes will
become attuned to the beautiful
objects that already exist in the
museums, galleries, and studios.
One must also hope that the al-
ready attuned eyes become even
more receptive to what to them
is unfamiliar, particularly to the
great works of younger or lesser

known artists, and more attentive
to the lesser known works of the
familiar and the great.

One has to insist on optimism
that, as the appreciation of art
grows, our responsibilities will in-
crease proportionately to insure
its internationalism, to insure its
care and its availability.

Curiosity and enthusiasm must
increase, love of beautiful things
must grow, and love of the extra-
ordinary creativity of the past and
the present will perhaps strengthen
the future.

~Grace and Fred M. Hechinger

“Colleges
have sent bouquets
along with
acceptance letters”

The writing team who tell how
school keeps—all over America—
Grace and Fred M. Hechinger put
parents wise o Teen-Age Tyranny
(William Morrow & Company, Inc.)
in [963, know much and write often
about classroom marters. Mr. Hech-
inger has been the education ediror
of The New York Times, is now a
member of the paper's editorial
board. The Hechingers' next book:
Growing Up in America (McGraw-
Hill), examining the impact of edu-
cation on our society.

Inflation and Dow Jones averages
may still dampen American
spirits, but news from the educa-
tion front—for women in particu-
lar and people in general—has
many silver linings. For a start, if
you want to go to college, or have
a child who does, you can forget
about the College Admissions
Blues. Next fall, there will be well
over a half million unfilled places
—and no dean of admissions in
his right mind will discriminate
against a female applicant. To
woo desirable applicants, some
colleges this year have even sent
bouquets of flowers along with
their acceptance letters.

In 1783, authorities at Yale ex-
amined a twelve-year-old girl (col-
lege students were younger then)
and ruled her fully qualified “ex-
cept in regard to her sex.” She
was, of course, rejected. Today,
women are more than welcome at
Yale—one of the first all-male
colleges to surrender.

Princeton University is so firm-
Iy convinced that full equality
among the sexes brings no risk
of giving women “monstrous
brains and puny bodies™ (the Vie-
torian view) that it has now agreed
to admit men and women on a sex-

blind basis, without a male-female
quota. Most experts see this as the
beginning of a trend for the na-
tion’s co-ed colleges and univer-
sities.

The consequences of recent
revolutionary changes are clearly
visible in the professional schools.
A postage stamp last year com-
memorated Elizabeth Blackwell,
who became the nation’s first fe-
male physician in 1849, in spite
of the calumny heaped on her by
both public and profession which
dubbed her “either mad or bad.”
No such stigma attaches to the
growing number of women medi-
cal students. During the past three
years, their number has doubled.
This year, more than 20 percent of
all first-year-medical students are
expected to be women, compared
with fewer than 8 percent a decade
ago. The proportion of women en-
tering law schools next September
will be even higher.

While it is no secret that the
job outlook is far from rosy, the
lessening of past discrimination
makes women's prospects slight-
ly brighter for those in search of
what are now called “nontradi-
tional™ careers for women. For
example, more than thirty-one

thousand openings for account-
ants are expected this year—and
every year for the rest of the dec-
ade. Still women remain under-
represented in preparatory courses
for that career and many others.
In civil, electrical, and industrial
engineering, as well as the life
sciences, the chances are even bet-
ter. Ditto for a wide variety of
fields from computers and archi-
tecture o carpentry. Women
planning to enter graduate schools
of business this year may take ad-
vantage of a new special loan fund
—35$70,000 for the 1975-76 aca-
demic year—made available to
the National Federation of Bus-
iness and Professional Women's
Clubs by the Sears, Rocbuck
Foundation.

Finally, if your daughter has
been complaining about being shut
out of her brother’s shop class,
1975 should open the door to that
sexist bastion, with some prodding
from the latest Department of
Health, Education, and Welfare
guidelines. And liberation cuts
both ways; boys will have to be
welcomed into home economics
and cooking classes. Not a bad
record for progress toward equali-
ty in education.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY PI/COM MS 111.178

TRINIDAD GUARDTAN ¢ i
PORT OF SPAIN, -

TRINIDAD < 3 el
g e THE NEW YORK TIMES, TUESDAY, SEPTEMBER 7, 1965.

JU : -
Museum Names Curator |

— i

|
.
§

¥

i
B




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art ﬁl’ChthS, NY pl/COMMS 11.178

Memorandum m N
Jeanne Collins ‘) T{- @L‘am
n~ Y. /7.

Anita Peduto

2/1/88 er Murray ﬁ/

Came across the attached =
After as I was reading IRELAND gain p]ays host
to the OF THE WELCOMES magazine~ iition
“Jek 1967 iraves

ROSC (a g rt exhibition that happens
every foul er the aegis of

distinguis| es |. Sweeney, curator at
MOMA in ibitions in Ireland,
bringing a a new awareness of the
quality of rld audience.

ROSC is g he first, and major part,
concentra d. This year, as in 1984,
this sectic znormous Victorian
warehous fi into an art gallery for the
last ROSC creet triangular steel
sculpture et into the cobbled street,
contrastin ese narrow laneways. The
great woc Fw with the footsteps of
an estima of the most exciting and
iNteresting wes v wges

Not too far from the Guinness Hop Store is another building which has also been
recently restored, and will be housing the second part of this year's ROSC. This is the
magnificent 17th century Royal Hospital Kilmainham; a large quadrangle surrounded
by a colonnaded three-storey classical building, which served for many years as a
home for retired soldiers. Now restored (at a cost of £27m), and soon to be the
home of a Museum of Modem Art, the RHK will be in August the home of the
George Costakis collection of early Russian avant-garde art. Costakis is one of the
most extraordinary art collectors of the 20th century. Born in Russia of Greek parents,
he trained as a motor mechanic, and for several years worked as a chauffeur at the
Greek Embassy in Moscow. Untrained in art, he recognised in the 1930’s that the
heritage of art from revolutionary Russia (despised in the Stalinist era) was something
that should be preserved and collected. He collected thousands of works; by
Malevich, Rodchenko and others; and a selection from this collection will be shown
at the }RHK (causing the old soldiers of Imperial days to turn in their graves, no
doubtl).

And who is responsible for putting this extraordinary exhibition together? The smell
of hops, which (not surprisingly) surrounds the Hop Store can also be detected at the
nearby headquarters of Irish Malt Exports, whose director, Patrick ). Murphy, has been
ROSC chairman since 1981. An avid collector and promoter of Irish art, Murphy has
used his frequent travels, including a stint in the Far East, to build up a knowledge of
international art that is the envy of many a curator. Working alongside the two other
members of the jury, Kynaston McShine (Senior Curator at MOMA in New York) and
Olle Granath (Director of Sweden’s Museet Modere), Murphy and ROSC's
administrator Siuban Barry have put together an exhibition that reflects their
awareness of what constitutes the best of contemporary art.

For Kynaston McShine, who curated the recent Berlin Art Exhibition at MOMA, his
recent visits to Dublin — his first — have been especially poignant: McShine has a
degree in literature from Harvard . . . and his subject? James Joyce.

*Adts 15 the gaelic word for ‘again’

e eepermeos

Peter Murray is curator of the Crawford Municipal At Gallery in Cork.
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After a gap of four years, Dublin again plays host
to the great international art exhibition.

ROSC (a gaelic word meaning ‘poetry of vision’) is a major art exhibition that happens
every four years in Dublin. Since its inception in 1967, under the aegis of
distinguished lrish architect Michael Scott and the late James ). Sweeney, curator at
MOMA in New York, ROSC has been the flagship of art exhibitions in Ireland,
bringing a new international sense to the Irish art scene, and a new awareness of the

quality of Irish art, both ancient and contemporary, to a world audience.

ROSC is generally composed of two separate exhibitions. The first, and major part,
concentrates exclusively on recent art from around the world. This year, as in 1984,
this section will be housed at the Guinness Hop 5Store, an enormous Victorian
warehouse in the centre of old Dublin which was converted into an art gallery for the
last ROSC. Visitors to the Hop Store may pause to see a discreet triangular steel
sculpture by American artist Richard Serra (from ROSC '84) let into the cobbled street,
contrasting with the old tram-tracks which still criss-cross these narrow laneways. The
great wooden floors inside the building will, this August, echo with the footsteps of
an estimated 100,000 visitors who have come to see some of the most exciting and
interesting art of our age.

Not too far from the Guinness Hop Store is another building which has also been
recently restored, and will be housing the second part of this year's ROSC. This is the
magnificent 17th century Royal Hospital Kilmainham; a large quadrangle surrounded
by a colonnaded three-storey classical building, which served for many years as a
home for retired soldiers. Now restored (at a cost of £27m), and soon to be the
home of a Museum of Modern Art, the RHK will be in August the home of the
George Costakis collection of early Russian avant-garde art. Costakis is one of the
most extraordinary art collectors of the 20th century. Born in Russia of Greek parents,
he trained as a motor mechanic, and for several years worked as a chauffeur at the
Greek Embassy in Moscow. Untrained in art, he recognised in the 1930°s that the
heritage of art from revolutionary Russia (despised in the Stalinist era) was something
that should be preserved and collected. He collected thousands of works; by
Malevich, Rodchenko and others; and a selection from this collection will be shown
at the RHK (causing the old soldiers of Imperial days to tum in their graves, no
doubt!).

And who is responsible for putting this extraordinary exhibition together? The smell
of hops, which (not surprisingly) surrounds the Hop Store can also be detected at the
nearby headquarters of Irish Malt Exports, whose director, Patrick ). Murphy, has been
ROSC chairman since 1981, An avid collector and promoter of Irish art, Murphy has
used his frequent travels, including a stint in the Far East, to build up a knowledge of
international art that is the envy of many a curator. Working alongside the two other
members of the jury, Kynaston McShine (Senior Curator at MOMA in New York) and
Olle Granath (Director of Sweden’s Museet Moderne), Murphy and ROSC's
administrator Siuban Barry have put together an exhibition that reflects their
awareness of what constitutes the best of contemporary art.

For Kynaston McShine, who curated the recent Berlin Art Exhibition at MOMA, his
recent visits to Dublin — his first — have been especially poignant: McShine has a
degree in literature from Harvard . . . and his subject? James Joyce.

*Aufa is the ganlic word for ‘again’.

Peter Murray is curator of the Crawford Municipal Art Gallery in Cork.
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- The Jewish Museum

415"
By GRACE GLUECK

alot “We're nol a

but a cultural

the other day. “Al-
everything we do 1s

»me aspect of Jewish life, we
museum for all interests. We
effort to serve a general

. Under Ms. Rosenbaum's leader-
" ship, the B5-year-old institution — in
- -the mid-1960's one of Lhe city's prime

showcases for avant-garde arlt — has

m! , Deliverance and
Art,” dealt with the legend of the
. B0 — in medieval Jewish lore a
fashioned o‘h‘l

given life by a charm — wi
focus on interpretations by 20th-
century artists. Currently, the mu-
' seum on upper Fifth Avenue is exhib-
* iting the work of Frank Stella in a

show about art devoted to Passover.
*1 feel strangly that the Jewish Mu-
different from what it
: 's, still has to be part of
the present,” said the 46-year-old Ms.
~ Rosenbaum, "Nlm‘!feell;emdw
not interested in. o
i Vel . But T am interested
" in the context of contemporary art,
~ and so contemporary shows are very

much part ule."

_museum & cultore, not j
tory or art, we have the possibility of
- a very broad view,” she said.
“We can consider the political, art
ical and societal aspects all at

once. at everything, you

mm more interest-
ing to a wide audience.”

direction of the mmemg.emsn

il

T

-'?

Joan Rosenbaum, the director of the Jewish Museum, sees it as “a museum for all interests.”

archeology, who served as its direc-
tor from 1972 to 1980. She shifted the
focus from art to Jewish culture, in-
stituting a strong education program
and creating popular exhibitions on
the subject of Israel and biblical ar-
cheology. From there, Ms. Rosen-
baum developed history- and issue-
orienled exhibitions that have be-
come the museum’s strong point.

Exhibit on the Dreyfus Affair

An example is the 1987 exhibition
““The Dreyfus Affair: Art, Truth and
Justice,” which dealt with the re-
sponse — seen in the art and popular

An institution
provokes thought
about individual
cultural identity.

culture of turn-of-the-century France
— to charges that a Jewish army offi-
cer had betrayed French military se-
crets. Forthcoming ventures are
“Blacks and Jews: A Struggle for
Justice," examining the Jewish role
in the black civil rights
tentatively for 1991 — and
" and Ghettos: The Art of
Jewish Life in Italy," with
more than 2,000 years of Ji influ-
ence on [talians and vice versa. It is
o appear in mid-September.

G:mlﬂw imCaﬁlorm- me
t useum in b ts
mr‘auhmm with “'not just mak-
% the museum interesting for peo-

involved with Jewish life, but

reviving the great tradition of the
shows we all went to see at the Jewish
Museum in the 1960's."
. Not unly‘have the cxhibili%nys and
educational programs begun by Mrs.
Ungerleider-Mayerson  been  ex-
) since Ms. Rosenbaum took
the job, but attendance has also in-
creased by a third, to 150,000, and the
annual budget has rupled, to its
current $4.2 million. The has
been considerably stren as
well. And now, with $15 m raised
*ar:r tl:leu;:sl three months toward a
m campaign goal, the mu-
seum is to undertake a building and
renovation project that would more
than double its exhibition space.

A Seven-Story Addition

 Ms. Rosenbaum — who credits at
Jeast part of her success at the mu-
seurn 1o her seven years' experience,
{rom

1972 to 1979, as director of the
museum program al the New York
State Council on the Arts — has taken

chateau style as the Warburg man-
sion that now houses the museum.
"‘Ever;nhing about the museum
will be better,”” Ms. Rosenbaum said.
“we've bﬁ a ldnlg qf“mlke-do
operation years, in part because
we're existing in a house. We've
pever had complete environmental
c and we've lacked su

said of Ms. Rosenbaum, Mrs. Rodg- |
ers has been the inspiration — and
financial donor — for an educational
exhibition to be on permanent display
years of Jewish life and history, it will
make use of the museum's :
collection — one of the world's.

est — of more than 14,000 obje :
ranging from biblical artifacts to
documentary videotapes. Mrs. Rodg-
ers has pledged $1 million toward its
realization and $200,000 a year for 20
years for operating support.

Making People Think

“In it, we want 1o deal with the
complex subject of Jewish identity;
trying to define a peoplehood in reli-
gious, cultural and historical terms,"
Ms. Rosenbaum said. “We'd like to
ge}wpe%pleidlhinkins about their own

ultura entity, whethe .
Jewish or nat." W e

In eight years as director of the mu-
seum, 1108 Fifth Avenue, at 92d
Street, she has learned a lot about her
identity, Ms. Rosenbaum said. Born
in Hartford to “Jewish parents who
were much more interested in the
ethnic and cultural aspects of Juda-
ism than the religion,” she now at-

and celebrates

“1 had to learn more,
learning,” she said. “If
to be director of the J
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The New Criterion March 1984

Editor Hilton Kramer

Publisher Samuel Lipman

Managing Editor Erich Eichman

Assistant Managing Editor Eva Szent-Miklosy
Poetry Editor Robert Richman

Oftice Manager Kimberly Obnemus

Contributors to this issue

Jacques Barzun is the author of Berlioz and the Romantie Centwry. His most recent book, A Seroil
with William James, was published last May by Harper & Row.

Bruce Bawer reported on the annual meeting of the Modern Language Association in the February
issue of The New Criterion.

Creighton Gilbert teaches art history at Yale University.

Herb Greer is an American playwright and author living in England.

Roger Kimball is a free-lance writer. He has written for The Thomust and The Bennington Review.
Mimi Kramer is the regular theater critic for The New Créterion.

Samuel Lipman is the music critic for Commentary. A new book of his essays, The House of Music,
will be published by David R. Godine this spring.

Cynthia Ozick’s most recent books are The Cannibal Galaxy, a novel, and Art and Ardor, a collection
of essays.

David Paul has published poems, stories, and essays in a varicty of periodicals, English and American.
His essay, “The Two Flauberts,” appeared in the September, 1983, issue of The New Crizerion.

Jed Perl, a painter and critic, teaches at the Parsons School of Design. His essay on the Manet
retrospective appeared in the November, 1983, issue of The New Criterion.

The New Criterion is published monthly except July and August by The Foundation for Cultural
Review, Inc., 850 Seventh Avenue, New York, NY 10019. Publication Number ISSN 0734-0222.

March 1984, Volume 2, Number 7. Subscription rates; $27 for one year, $50 for two. Application to
mail at second-class postage rates is pending at New York, NY and additional mailing offices. Post-
master: send changes of address to 850 Seventh Avenue, New York, NY 10019. Copyright ® 1984 by
The Foundarion for Cultural Review, Inc. Distributed in England by Peniodicals in Particular, 1 Prince
of Wales Passage, 117 Hampstead Road, London, NW1. Editorial/business correspondence should
be addressed to The New Criterion, 850 Seventh Avenue, New York, NY 10019. (212) 247-6980.
Advertising representative: Catherine Shanley, 521 Fifth Ave, NYC. (212) 268-2162; 757-6454.

The New Criterion is designed by Alvin and James Eisenman and printed by the Eastern Press of
New Haven, Connecticut.
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Waiting for Kynaston:
an art chronicle
by Hilton Kramer

Some time in the month of May—barring,
of course, yet another postponement—the
Museum of Modern Art will reopen its
doors and give us a first glimpse of what our
“new” MoMA is going to look like for the
remaining vears of the twenticth century.
The museum has been closed to the public
since January. For a longer time than that—
since the “old” museum on West Fifty-third
Street was pretry much shut down in 1980
—it has survived as little more than a shadow
of its former existence. Its great collections
have been out on loan to other institutions
or else locked up in storage, and its program
of exhibitions devoted to contemporary art
has been radically curtailed. For the youn-
gest generation of artists, therefore, MoMA
has been more a myth than a reality, and a
significant segment of the art public, too,
has come of age with little first-hand knowl-
edge of the museum’s collections or of the
role they have played in shaping our under-
standing of modern art.

No one doubts that MoMA is going to
regain an important place on the art scene
once its operations are restored to a full
schedule, Its collections, after all, are unri-
valed in both quality and number, and if the
advance publicity is to be believed, the new
MoMA will have a lot more space in which
to keep them on permanent exhibition. Yet
it is also true that the art scene had already
begun to change and expand, even before
the shutdown on West Fifty-third Street, in
ways that challenged the museum’s former

ascendancy, and the momentum of these
changes has greatly accelerated while MOMA
has been mainly occupied with its internal
problems and future plans, As far as major
exhibitions of modern art are concerned, the
time has long since passed when MoMA’s
were the only shows in town; and as far as
definitive exhibitions of new art are con-
cerned, the center of gravity has unquestion-
ably shifted to its rival institutions—not only
in New York, but elsewhere both in this
country and abroad.

The new MoMA will thus have a lot of
carching up to do if it is going to recover
anything like its former position of leader-
ship, and not only in the area of painting
and sculpture. The recent design show at the
Philadelphia Museum of Art! has already
served notice that MOMA can no longer ex-
pect to dominate another field in which it
long enjoyed a virtual monopoly. In photog-
raphy, too, the momentum—not only in
mounting major exhibitions of the classic
figures and in evaluating new ralent and new
trends but also in setting (or abandoning) co-
herent standards—is now clearly elsewhere.
As for architecture, much will depend on
the quality of the museum’s new building, If
that should turn out to be a clinker, then it
will be difficult, if not impossible, for the
museum to regain the voice of authority

1 For a review of this exhibition, “Design Since
1945,” sec William H. Jordy’s arucle in the January
issue of The New Cricerion.

The New Criterion March 1084
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Waiting for Kynaston: an art chronicle by Hilton Kramer

with which it once issued its pronounce-
ments in this field. Even beyond that consid-
cration, however, the current debate in
architecture over the runaway vogue of post-
modernism is not one in which MoMA has
been heard to speak with clarity or cogency.
The same holds true for film. The museum
will always be a pleasant place in which to
see old movies, but when was the last time
anyone looked to MoMA for ideas or stan-
dards or revelations in this field? Or, for that
matter, in any field of current endeavor?

All of which is very sad, for what many
serious people are secking in the arts today
is some sense of intellectual conviction and
leadership, the clear articulation of a stan-
dard of quality rigorously independent of
both commercial and ideological hype, and
if it is not the function of an institution like
MoMA to provide it, then the very reason
for its existence must be regarded as prob-
lemartic. More space, more blockbuster-scale
exhibitions, bigger catalogues and expanded
sales rooms, longer lines at the box office,
and floods of fancy publicity—all of which
can confidently be expected from MoMA in
the near future—will not avail if there is no
serious critical thought at the center of the
muscum’s myriad activities. Yet if any provi-
sion has been made to meet that need in the
museum’s future, it has certainly been kepra
secret.

Whar isn’t a secret, however—or not en-
tirely a secret, anyway—is the exhibition
which the museum is counting on to recoup
its authority in the field of contemporary art.
This is the ambitious (at least in scale) “In-
ternational Survey of Recent Painting and
Sculpture,” which the curator Kynaston
McShine is organizing as one of the major
cvents inaugurating the museum’s new
building. (Assuming that the new building
will open, as planned, around the middle of
May, this exhibition is scheduled to remain
on view through the month of August,) Few
outsiders are in a position to know exactly
what Mr. McShine has selected for this
mammoth survey. It seems safe to assume
that the international brotherhood of Neo-
Expressionist painters will not be over-

The New Critcrion March 1984

looked, but beyond that there are few cer-
tainties, Yer despite this lack of hard infor-
mation (or—who knows?—Dbecause of it)
the growing suspense and anxiety prompted
by this event—most particularly the ques-
tion of who is in and who is not, and what
role the new generation of dealers and col-
lectors is likely to play in determining the
final selection—has for some time now taken
on the character of an offstage, Beckett-like
drama that might appropriately be dubbed,
“Waiting for Kynaston,” It is this drama,
rather than what has actually been exhibited
in the galleries, which can truly be said to be
the dominant (albeir offstage) event of the
current art season. By now, I suppose, all the
decisions are made. About a month ago the
phones began ringing in various dealers’
offices and artists™ studios with the good
(or bad) news, The catalogue must now be
in production, and the paintings and sculp-
tures slated to arrive for installation. Wheth-
er the exhibition itself will succeed in al-
laying the Beckettian anxieties which have
surrounded this event from the outset, or
only in adding another layer of absurdiry
to the situation, remains to be seen. Mr.
McShine is a curator who says little and
writes nothing. Like Godot’s, his intentions
can only be inferred on the basis of ambigu-
ous evidence, and are therefore unlikely to
be fully known even when the exhibition is
finally revealed to us.

Mcanwhilc, it is a sign of the times that
major exhibitions of the kind which it was
once the exclusive prerogative of MoMA to
initiate have this season been seen elsewhere
in New York. As it happens, two of these ex-
hibitions—the Balthus retrospective, which
has just opened ar the Metropolitan Mu-
seum of Art,* and the Willem de Kooning
retrospective, which has just closed at the
Whitney Museum of American Art—are de-
voted to subjects which MoMA has already
given its attention to. But the Balthus show

2 The Balthus pective
tan Muscum on February 29, and remains on view
through May 13.

{at the M P i




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection: Series.Folder:

PI/COMMS

111.178

Waiting for Kynaston: an art chronicle by Hilton Kramer

which the late James Thrall Soby organized
at the Modern took place as long ago as
1956, and it was clearly time for another,
more comprehensive look at this strangely
clusive figure. Not only has Balthus pro-
duced a grear deal of new work in the in-
terim, but the artistic context in which it will
now be seen is very different from whar it
was in 1956, in the heyday of Abstracr Ex-
pressionism. Balthus was then an artist un-
known in New York, whereas today he is the
object of an international cult, and it will be
interesting to see how well the work holds
up in an artistic environment far more favor-
able to the kind of representational painting
he has always practiced. ( The Balthus exhi-
bition will be discussed in a future issue of
The New Criterion.) MoMA’s de Kooning
retrospective took place more recently, in
1968, and the reason for mounting yet an-
other retrospective has more to do, in this
case, with the quality of the artist’s reputa-
tion than with the quality of the work he has
produced since the late Sixties. De Kooning
is, of course, widely regarded as a living mas-
ter—which, in my view, is a woefully mis-
taken judgment. Before going into thart,
however, let us first consider a more impor-
tant event—the Kandinsky show at the Solo-
mon R. Guggenheim Museum.*

This was devoted to Kandinsky’s “Rus-
sian and Bauhaus Years,” the period from
1915 to 1933, and was thus the second in
the series of three exhibitions which the
Guggenheim has planned as a comprehen-
sive survey of the artist upon whose work
(and spirit) the muscum itself was founded
in the 1930s. (The first exhibition, “Kan-
dinsky in Munich,” took place in 1982 the
third, covering the artist’s Paris period, is

3 For a biographical account of Balthus, see James
Lord’s *Balthus: The Curtous Case of the Count de
Rola™ in the December, 1983, issue of The New
Criterion,

4 “Kandinsky: Russian and Bauhaus Years™ was ex-
hibited ar the Guggenheim Muscum from Decem-
ber 9, 1983, to February 12. It will be seen at the
High Muscum of Ar, Atlanta, Georgia, from
March 15 to April 29.

scheduled for 1985.) This second install-
ment on the “Russian and Bauhaus Years™
was organized by Clark V. Poling, who also
wrote the superb, book-length caralogue
accompanying the exhibition. Ir was hardly
to be expected thar either the exhibition or
its catalogue would bring us much in the
way of fresh revelations, for Kandinsky’s is
an ocuvre we feel we know (thanks largely to
the Guggenheim’s many carlier efforts on
the artist’s behalf), and both the Russian
avant-garde and the Bauhaus—which form
part of the subject of this exhibition—have
likewise been lavished with much attention
in recent years. Yet everything about this
exhibition was freshly considered, and one
was often made to feel, even with pictures
one thought one knew well, that one was
studying these objects for the first time—
mainly, I think, because so much serious
thought (and research) had gone into trac-
ing their individual development and relat-
ing it not only to Kandinsky's artistic growth
in this period but also to the intense and
fructifying intellectual atmosphere in which
he worked.

Contextual exhibitions, in which attempts
arc made to establish vital connections be-
tween an artist’s work and the social and
cultural history of his period, are all too
often pretty shoddy affairs, full of question-
begging assumptions and unacknowledged
ideological agendas rhat have little or noth-
ing to do with the work in question. The
Guggenheim'’s own “Kandinsky in Munich”
exhibition was by no means exempt from
this criticism: one of the essays included in
the catalogue of that show—a fantasia on
the theme of “Munich as Cultural Center:
Politics and the Arts™—was a perfect example
of the way such attempts can go completely
wrong. It was one of the great merits of Dr.
Poling’s exhibition and catalogue that they
redeemed this use of a contextual perspec-
tive by keeping if firmly focused on the
development of Kandinsky’s art, and our
understanding of this art was greatly en-
hanced as a result. Much else was brought
into consideration, of course—including
Kandinsky’s personal plight in navigating
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the treacherous political shoals of the First
World War, the Russian Revolution, and
the Weimar Republic. Yer neither in the
exhibition, which included everything from
examples of Russian avant-garde painting to
furniture and classroom exercises from the
Bauhaus, nor in the catalogue, which scru-
pulously traces the theoretical, pedagogical,
and political developments of this period,
did one encounter anything that led one
away from the artist and his work. Wherever
one turned, the animating spirit of the work
was directly amplified.

Kandinsky emerges from this survey as a
far more interesting and complex figure than
he was heretofore thought to be. I must con-
fess that I, at least, had always thought of
Kandinsky in this period as a codifier rather
than as an initiator of artistic ideas, and this
exhibition has done much to change my
mind about that. It is true that the grear
pioncering work he did in creating his first
abstract paintings in Germany was already
behind him when the onser of the First
World War forced him to return to his na-
tive Russia. Yer I realize now that I hadn’t
quite appreciated the degree to which the
invention of abstraction marked, for Kan-
dinsky, only the rude beginning of an artis-
tic and spiritual quest that might very well
have been abruptly terminated by political
events if he had not been so determined
to see the matter through. In Russia, in
the turmoil of the Revolurion and the cul-
tural upheaval it brought in its wake, and at
the Bauhaus, where he was at once a commit-
ted teacher, an eager participant, and a spir-
itual exile, Kandinsky was both an insider
and an outsider—acutely responsive to the
ferment of artistic ideas he found useful to
his own aesthetic purposes, yet largely aloof
from the social purposes they were intended
(by others) to serve. An artist who partici-
pates so energetically and even creatively in
group endeavors, to the point of becoming
intricately involved in their history and
owing a good deal to their ideas, and yet
keeps his inner spirit so completely free of
distraction and entanglement in order to
pursue the intellectual purity of his own aes-
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thetic interests, is not an casy figure to write
(or think) about with clarity and precision.
We are therefore all in Dr. Poling’s debt for
giving us our first really persuasive and de-
tailed account of Kandinsky in this period.
For this and other reasons, his catalogue
essay must henceforth be considered an in-
dispensable contribution to, among much
clse, the history of abstract art.®

It was in this period that Kandinsky aban-
doned Expressionism as the stylistic founda-
tion of abstraction in favor of a more Con-
structivist idiom—no doubt in response to
the work of the Russian modernists he now
came into contact with for the first time.
The changes which occurred in his painting
during his Russian period parallel similar
changes taking place at that very moment at
the Bauhaus—which was one reason why
Gropius accorded him such an enthusiastic
welcome ro its teaching staff. Whar is im-
portant to note about this historic shift is
that it involved something more than a sim-
ple shift of “style.” Kandinsky’s painting was
always firmly based on a philosophical atti-
tude; he was scarcely able to apply his brush
to the canvas without having his “ideas™
clearly formulated in advance. Painting was
for him a kind of dialogue between the vis-
ible and the invisible, and it was precisely
ideas which served as an essential bridge
linking metaphysical speculation, on the one
hand, and the material realization of paint-
ing, on the other. And whereas in the initial
stages of abstraction, in the years prior to
1915, the ideas in question were mainly
derived from the occult—from the doctrines
of theosophy—beginning in his Russian pe-
riod and rapidly developing during the Bau-
haus years, this interest in the occult was not
so much abandoned as subsumed in theories
of a utopian social order. Kandinsky was
never much of a social thinker, however. His
interest in utopian ideology was fundamen-
tally metaphysical and mystical—and it was
for this reason, I think, that he was able to

5 Kandinsky: Russian and Bauhaws Years, published by
the Sol R Guggenheim M (paperback,
$19.50).
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function so well in the Bauhaus program ist’s reputation to catch up with the real-
and yet remain a completely independent ity of the oeuvre on which it is ostensibly
spirit. When he left Germany for Paris in  based, but I have the impression that a
1933, he had no need to revise or recon-  change in this respect has already occurred.
struct his artistic thought, for he had never  Even the more favorable press notices of the
abandoned the spiritual basis of his art. Whitney shows had a certain air of defen-
siveness and bad faith abour them, and the
To turn from this momentous chapter in  press notices were by no means wholly
the history of abstraction to the de Kooning  favorable. For the first time a major showing
retrospective at the Whitney®—actually two  of de Kooning’s art was obliged to make its
retrospectives: one devoted to paintings and  way in the world unaccompanied by the fan-
sculptures, and the other to drawings—is  fares and bugle calls which for years had
not, frankly, a rewarding task. D¢ Kooning  been carefully orchestrated by that Practo-
may not be the most overrated painter on  rian Guard of critics—Harold Rosenberg,
the current art scene—the competition, after  Thomas B. Hess, and Fairfield Porter—for
all, is fierce—but he must certainly be re-  whom de Kooning was not simply a painter
garded as the most overrated artist of his  bur a kind of cultural deity. Even though
own generation. This latest retrospective, there was no shortage of volunteers to take
like all of the artist’s recent exhibitions, was  up the instruments and blow on them as
largely a shambles, full of empty gestures,  hard as they could, the result was unconvine-
vacuous feeling, and dead ideas. Even in the  ing. At the Whitney, the emperor looked
drawing retrospective, which (at least in  pretty naked. I know of several artists who
work from the carlier years) is far stronger  left these retrospectives feeling absolutely
than the painting and sculpture exhibition, shattered at what they found in them. No
we were made witness to a steady course of  doubt it will take another generation before
disintegration that was frightful to observe.  such feelings are translated into a revised
As a painter, de Kooning had five good years  account of exactly where de Kooning fits
—1946 to 1950—and it was in this period  into the achicvements of the New York
that he produced the only work likely tore-  School—and of modern painting as a whole
main of permanent interest. —but it will come, and the place accorded
It will take a while, I suppose, for the art-  him will be a modest one.
. e It will be interesting, in this connection,
6 After its showing at the Whitney Museum (Decem-  to see what place is accorded his work in the
ber 15 February 26), the de Kooning retrospective  reinstallation of MoMA’s permanent collec-
travels to the Akademie der Kiinste, Berlin (March  tion. It may be there, in the space given to de
11-April 29), and the Musée National d'Arr Mo Kooning in relation to his contemporaries,
derne, Centre Georges Pompidou, Paris (June 26-  that we may see the first immediate sign of
September 24). the revisionist history to come.
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hitch. E3

. wear tuxedos. Not lo worry. The
event went off without a stitch—er,

Weisman Awardees

Forgo Formalities

By BETTY GOODWIN

SPECIAL TO THE TIMES

erhaps next year the pre-
sentation of the Frederick
R. Weisman Art Awands
'won'tbeblack-ue‘
““- Consider that three of the five
“artists who collected “Freddies”
“Thursday night at thé Los An-
*gelest County Museum of Art
“refused to wear (uxedos as a
mattér of principle (the other
+iwo tild not come). Composer
“Johm Cage, the Lifetime
“Achievement in the Arts winner,
2 Was in jeans.

“Well, I don't have a tuxedo
~#nd lidon’t think that’s as impor-
«tant bs being present,” offered
““winner Haim Steinbach, a sculp-
“tor and conceptual artist from

~NewiYork, who was tieless and
m-lng a black suil.

The awards were established
“!his year by the Frederick R.
+Weisman Art Foundation lo
«honor achievement in contempo-

rary art. Named for the founda-
“tién :founder and art collector,
‘the national project provides
-faonelary prizes for five curators
and four artists, and one each for
“lifetime achievement and excep-
tional service to the arts.

The event was populated by a
mix of museum curators, dealers
and numerous artists who con-
sider formal socializing a form of
punishment. “Free at last,” said

award winner Kynaston
McShine, curator last year's
Andy War retrospective al
the Museum of Modern Art, as he

madehlse.scapelothegaﬂer

_the awards presentation.

“It’s weird enough being an
artist and it's definitely weird
being in a situation like this,”
allowed another winner, L.A.
artist Joe Goode.

During cocktails on the Times
Mirror Central Court, the award
sponsor was in Lop form.

“Tonight's the night,” said an
upbeat Weisman as he mingiled
with. his 300 guests. As Henry
Hopkins, director of the Weis-
man Art Foundation, pointed out,
everyone there had received
“one of the rare invitations with-
out that little card inside that
says $300 a seat.”

Among those attending were
architects Frank Gehry, Elyse
Grinstein and Franklin Israel
{who is building an annex (o
Weisman’s house in Holmby
Hills).

Tuxedoed honoree Dennis Bamie, left, director of the Contempo-

ROBERT DURELL / Los Angeles Times

rary Arts Center in Cincinnati, chats with Frederick R. Weisman.

Artists Bd Ruscha, Charles
Arnoldi, DeWain Valentine,
Tony Berlant, Terry Allen, Mi-

* chael McMillen, Guy Dill and

Laddie Dill; dealers Manny Sil-
verman, Linda Cathcart. Doug
Chrismas, Fred Hoffman, Jim
Corcoran, Sidney Felsen, Stanley
Grinstein and Kimberly Davis; as
well as Getly Museum director
John Waish, L.A. County Muse-
um director Earl Powell I1I, Car-
oline Ahmanson, Frances and
Morton Bloom (parents of win-
ner Barbara Bloom), collectors
Peter and Eileen Norton and

Julian and Joann Ganz.

After the ceremony, guests
dined on rack of lamb, grilled
chicken, asparagus and cappucci~
no torte, with the off-beal sounds
of HuGololo providing back-
ground music.

As art stars go, Dennis Barrie
was the real crowd-pleaser. He
picked up the Exceptional Ser-
vice to the Field award as direc-
tor of the Contemporary Aris
Center in Cincinnati, where he
exhibited the controversial Rob-

ert Mapplethorpe pholography
show.

NOILHANNOS NEWSI3M 2:08 16, 82 AW
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HIGHLIGHTS

ART LUMINARIES: Avant-garde
composer John Cage and museum
director Dennis Barrie won top
honors in the first Frederick R.
Weisman Art Awards. Eleven in
the contemporary art world were
presented a total of $240,000 in a
ceremony at the L.A, County Mu-
seum of Art. F1 . . . For Cage, all
sound s music. F9

John Cage
IsHonored
at Arts Gala
= Awards: The composer is
cited for lifetime achievement at
first Weisman ceremony. Artists,

curators and a museum chief
split $240,000.

By SUZANNE MUCHNIC
TIMES ART WRITER

he Frederick R. Weisman Art

Awards got off to a splashy start

Thursday night in a gala celebration
at the Los Angeles County Museum of Art.
Five artists, five curators and one museum
director won a total of $240,000 [n the first
round of the new program, designed to
honer outstanding achievements In the
field of contemporary arl.

. Two special awards offered the smallest
checks—$5,000 each—but the most pres-
tige. The Lifetime Achievement Award
went to avant-garde composer John Cage.
“He asked us to consider all things as
music” and “caused us to listen to the world
In a different way,” said singer Joan La

SATURDAY, MAY 25, 1991

Frederick R. Welsman, center, presents award to composer John
Cage, left, and Cincinnati museum director Dennis Barrie at LACMA.

- fand performed “Eight Whiskus," a
: .gork he composed for her in 1985.
«%.Dennis Barrie, director of the
! iContemporary Arts Center in Cin-
nnatl, received the other special
:‘prize, the Service to the Field
_-Award, Barrie, who was indicted
- for exhibiting a controversial show
* ol photographs hy the late Robert
‘Mapplethorpe, was acquitted of

. obscenity charges in Oclober in a

. _highly publicized trial.
2+ *In making the award to Barrie,
John Walsh, director of the J. Paul
‘ Getly Museum, noted the ironic
. timing of the Cincinnatl cause cé-
lébre. The uproar came al a mo-
;ment when Eastern Europe was
- casting off governmental restraints
>+"In pursuit of dreams of free ex-
« ;pression for which America was
the model,” he said.

Citing Barrie as a model of
-strength, conviction and good hu-
.mor when he became a larget of
ﬂghl-wmfvmnlntry. Walsh com-
.mented, “Who knows how many of
‘us would have stéod up to such
community pressure.”

. "About a year ago ] was indicted.
Now I geta Llc:l!enttcin." Barrle

. ‘‘quipped when he 'accepted the

award, which Includes a painted

. -bronze sculpture, “Yellow Brushs-

troke,”" by Roy Lichtenstein, Dar-
rie said that he hadn’t chosen the
battle but that “there is only one
right way [to aet] when It eomed 1o

.+ He thanked a largely predictable
- list of supporteri: the eight ;urors
-2'who acquitted him, his staff, his
., family and boar&,%sembers But
' Barrie also thanked "the people of
" -Cineinnati who do believe in free-
. dom, who.do beli¢ve" in museums
-and the wonderful things they do."”
The bulk of the money, four
$50,000 awards, went to artists
‘whose works were selected for
- . purchase by museum curators. Joe
.« Goode's 1963 painling, “Small
.. Space (Milk Bottle)," was chosen
by curator Lisa Phillips for the
Whitney Museum of American Art
in New York. :
. “The Reign of Narcissism," a
- roomlike installation by- Barbara
Bloom, was added to the collection
of the Los Angeles Museum of
Contem Art at the behest of
curator Ann Goldstein.
Walter Hopps, curator of the
Menil Collection in Houston, se-
. lected Haim Steinbach's “fresh,” a
1960 mixed- media construction.
" A six-part Dn;m a::lul
in 1989 by :
cholce of Laila Twigg-Smith of the
Contemporary Museum in Honolu-

fu

he curators who selected the
Tpmhsupﬂmmedum-
es for three curatorial awards of
$10,000. Two of these pﬂmhor!

g et SOOI AETTERL AT
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and Michael Compton won an
award for “Marcel Broodthaers,” a
retrospective of the Belgian artist's
work that originated at the Walker
Art Center in Minneapolis and
appearéd jn Los Angeles at the
Musetim of Contemporary Art.
Explaining that the two curators
would share the $10,000 award,
master of ceremonies Henry T.
Hopkins said, “Those of you who
k’lg:w curatorial salaries know that
| ] is something."”
tor Kynaston McShine was
honored for organizing “Andy
Warhol: A Retrospective,” the first
comprehensive review of the Pop
artist'’s work, at the Museum of
Moderri Art in New York. In his
catalogue essay for the Warhol

show, McShine stated that despite '

the artist’s flashy public persona,
he was “a monument impossible to
ignore” in the art world. "I just
accept (the award] for him in terms
:;i :eing best direclor,” McShine

The curatorial award for the best
group or theme show of 1980 went
to conceptual artist Joseph Kosuth
and curator Charlotta Kotik for
“The Brooklyn Museum Collection:
The Play of the Unmentionable.”
The exhibition examined the con-
cept of censorship in a show of
about 100 works chosen by Kosuth
from the museum’s colleetion.

“Recognition from one's profes-
sional peers is so gratilying that
this is very meaningful to me,"”
Kotik said. She and Kosuth (who
did not attend the ceremony) will
ghare the $10,000 award.

The new award program—in-
tended as an annual affair—is ad-
ministered by thé Los Angeles-
based Frederick R. Welsman Art
Foundation, which was established
in 1982 by Welsman, an art collec-
tor and former owner of Mid-At-
lantie Toyota Distributors Inc.

Hopkins, who recently resigned
as foundation director to become
chairman of the UCLA art depart-
ment, explained to the crowd that
Welsman had originally planned to
build a museum for his vas\ collec-
tion of contemporary art, He con-
sidered various ilities, in-
cluding refurbishing Greystone
Mansion in Beverly Hills. But
Welsman eventua]lf abandoned
the search for a building and put

« foundation funds into programs
such as exhibitions, workshops and
the new awards.

For John Cage, Life’s Still
a Trip on a River of Sound

By KENNETH HERMAN
SPRCIAL YO TIIE TIMES

o Hlustrate the difference be-
tween music and mere sound,
many musleologists resort lo
hair-splitting definitions. For com-
poser John Cage, all sound is musie.

"I like ambient sound. | don't
object to burglar alarms or hums
from refrigerators. I became
to the enjoyment of such ra
sound through [the influence of)
Marcel Duchamp. Instead of hating
such sounds, he taught me to think
of them as musical sculpture,”
Cage explained In a recent phone
interview from his New York City
apartment.

But the 78-year-old guru of the
avant-garde—who Thursday was
recognized for lifetime achieve-
ment at the first Frederick R.
Weisman Art Awards—confessed
that he wouldn’t consider as music
the sound of air hammers ripping
up the streel below his apartment
window during a yearlong sewer
repair.

“I find annoying the repetitive
mechanical sound emanating from
the work to repair pipes below
Sixth Avenue, Then it is irritating.”

For more than half a century,
Cage has been defining and rede-
fining music in America. Perma-
nently avant-garde, Cage invented
the prepared plano— with bolts and
spoons inserted between piano
strings—in the 1940s, discovered
chance music in the 1950s, fash-
loned the most elaborate musieal
happenings of the 1960s, turned

astronomical charts into orchestral '
scores in the 1970s and computer-
ized the “1 Ching" to construct his
g;tu& opera, “Europera,” in the

chance, I have an awareness
whole piece, the various things

“In my works that érgfloy
the

that might h n, but I am not
aware of any of the details. Those
things happen in a way that makes
me a tourist—someone who sees
everything for the first time—in
my own composition.”

“It is true that Cage’s persona is

better known than his music, Ev-
erybody knows who he is, but
nobody knows his actual mbsie,”
observed UC San Diego professor
Janos Negyesy, a violinist who
Tuesday operlormed the premiere of
Cage's “One®" at UC San Diego.

A further radical idea:; Cage
denies that composition is a driving
force in his life.

“There really Isn’t any reason to
compose music. There is plenty of
it without writing any. But I have
quite a list of pieces that people
have asked me Lo write, so I don't
see a period in which 1 won't be
doing il. For me personally, it's not
important™

Cage’s long musical journey be-
gan in Los Angeles. After graduat.
ing from Los Angeles High School
in 1928, he spent two years at
Pomona College. Following Euro-
pean travels and music studies in
New York, Cage returned o Los
Angel:a in lAilG'f,l ? take counter-

nt from Arn Schoenberg al

CLA. The fountainhead of serial-
ism did not divine the composer in
Cage, but he did proclaim that Cage
was a greal inventor.

Cage's memory of the Los An-
geles area of his childhood evokes a
faded tintype from a historical
society archive. But the picture is.
quintessential C

“As a child, I knew the area

" between Glendale and Eagle Rock,

when there were Gypsy encamp-
ments, On my way to school and
back home again | would run down
the hill among the eg and be
with the Gypsies. 1 don't think that
happens now."
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By Phyllis Tuchman

HE METROPOLITAN Miise-
um'’s new exhibition of land-
uulpie: from the Hudgo:aajv.

er Schoo conspicuously being

referred

This could have been a fresh look
familiar territory — even an eye-opener — benefiting
of A

I

: -__‘“m- is; and
i a birthright, if he can turn
unobserving eye, an unaffected heart!”
But he had more in mind than patriotic pride: the
peculiar attitude towards a vast and

£g1

der it during  season and time of day and snbe carrs
conditions that were equal to it; mm depict a
:ﬂwmdmmmﬂdh by all the

also known as “View from
Massachusetta

Frederic E. Church’s

Painters Who Sang America’s Praises

a passing storm hovers above a wild array of trees and
bushes; on the right, sunlight bathes the cultivated val-

rich with rocky ledges, cliffs and a gurgling
evoke Cole's earlier canvas, the Garden
of Eden.”

HURCH AND BIERSTADT were adventurers

who teams of i

unknown territories. A "You Were There”
quality animates their work — so much so that they
were ins ! Li Congress to form the
National . When Bierstadt painted "A
Storm in the Rocky Mountains — Mount Rosalie” in
1866 he provided a firsthand account of scenic won-
ders blended with what life in the West once might
have been like — the idyllic activities of the tribe he
rendered seem a bit too staged to be entirely believ-

able.
Church's “Hoart o the Andes” of 1850 and *Cotopaxi®

Had a fresher eye selected the paintings or a
stricter critical attitude been imposed on the material,

cluding Barbara
fessor at Barntrd College,
Columbia Ui ; John Wil-

mgn}tng' , deputy director of the
National Gallery of Art in
Washington, D.C., and Kynas-

ton McShine of the Museum of
Hod«nmh“!.:d , have

Ezhlbi&au that more cogently
shed light on the formal exce|.
lence as well as the philosophi-
cal meanings of these canvageq.
Had fewer ﬂm""m
paintings been in
show at the Metropolitan, e

might be lining UP to see
e lbloqkbum;.uuh.yhih

‘Cotopaxi,’ painted in 1862, offered a vision of the sublime.

We all might
be lining up to
see a
blockbuster. As
it is the

curator delivers
us art that’s as
and not much
more edifyi
than a film by
Cecil B. De
Mille.
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STARRING THE NEW YORK 40 Welcome, and no, you're not crazy: It's not actually
Time Out New York’s 40th anniversary (we're only 13). But to recognize our flagship
publication’s big year—that's right, London started in 1968—Time Outs around
the world are celebrating with special issues devoted to the people they love.
Inside, you'll meet New Yorkers who've made a positive impact on the city
since TONY's been around. Enjoy. Argue. And drink—this is a party, afterall.

Photographs by Ben Goldstein

®

WHO'S WHO? 1 Patti LuPone (actor) 2 Derek Jeter (New York Yankee) 3 Jay-Z (rapper) 4 Mayor Michael Bloomberg 5 MetroCard (hi in Bloomberg's
pocket) 6 Tina Fey (actorwriter) 7 Liev S iber (actor) 8 A Coop 9 Spider-Man (superhero) 10 David Cross (actor-comedian)
ight-author) 13 Christine Quinn (New York City Council Speaker) 14 Christopher Wheeldon (choreographer)
15 Tim Gunn (style maven) 16 Danny Meyer (restaurateur) 17 Philip Seymour Hoffman (actor) 18 James Murphy {DJmusician) 19 Elizabeth LeCompte

(cofounder, the Wi Group) 20 Nellie McKay (singer) 21 Stephen Colbert (blowhard) 22 Tony Kushner (playwright) 23 Lisa Phillips {director, New Museum)
24 Peter Gelb (general manager, Met Opera) 25 David Remnick (editor, The New Yorker) 26 Richard Serra (artist) 27 Sarah Michelson (choreographer) 28 Dick Zigun
{*mayor of Coney isiand) 29 Joe T former Yank g ,mnmmtuem;mmmmmmmmmnmmtwamm

{artdealer) 33 Eliot Spitzer (former governor) 34 Amy Sedarls (actor-author) 35 Jonathan Lethem (author) 36 John Zom (musician) 37 Elizabeth Marvel (actor)
38 junot Diaz (author) 39 Kelly Relchardt (film director) 40 The Upright Citizens Brigade (Amy Poehler, lan Roberts, Matt Walsh and Matt Besser, comedy genluses all)

Interviews by Molissa Anderson, Jane Borden, Bille Cohen, David Cote, Beth Greenfield, Adam Feletman f.zm.': dman, Michael Fresdson, Gabriella Gersh
Howard Halle, Gia Kowrlas, Michael Miller, Amy Piitt, Katharine Rust, Helen Shat, Steve Smith, Bruce Tantum, Drew Toal, Elisabeth Vincentolli and Allison Willams
Cover and insige photographs: Ben {Hot : Henny Garfunkel): g v:F.Wmfmmﬁnmmwmmlklm
{(Sedanis: Hair: F, Wayne: makeup: idike for Uopia Grooming. LuPane: Hair: Stacey Smith; styling: Sylvia Grieser)

FOR COMPLETE INTERVIEWS—AND THERE'S A LOT WE CUT—GO TO TIMEOUTNEWYORK.COM

" September 25-October 1, 2008 TIMEOUTNEWYORK.COM 1
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Amy Sedaris s oo

& & The future and fear is that New York
is turning into everywhere else and
street names will eventually be replaced
with corporations’ names: Meet me on
the corner of Johnson & Johnson, west
of Procter & Gamble, take the Costco

1 train, switch at Bell South. I'll be in
front of Mega Wal-Mart next to the

Pfizer Museum. Bullies always win. 77

Danny Meyer
owner of Shake Shack, etc.;
hospltallty king

What is your favorite New York moment?

That's easy. My personal favorite moment was
back in 1984. I'd just finished my last day of work
atmy first restaurant job, which wasa seafood
restaurant called Pesca on 22nd Street, where Bolo
ended up. I'dhad acrush on the woman who isnow
my wife, Audrey Meyer, who back then was
Audrey Heffernan, who wasan actress and
waitress. Wedidn't have our first date until my last
nightof work. The whole night was my favorite
night, beginning witha drinkat the Algonquinand
then going tos vs Off on Broadway and then
getting drinksat two in the morning at Texarcana
on 10th Street. But | think my favorite moment was
arthe Odeon that night; | completely ripped offa
line froma Woody Allen movie I'd seen. It was
something like: *] think we both know that
eventually weare going to have our first kiss, soit
may as well beright now.”

Shake S !a;r‘.k’ apers on the Upper West
Sidee tn October.

'Elizabeth Marvel

Ba!lgy theater actor, Lnomerfgker

As an artist in New York, did you have lean
years in the beginning? 've been a lucky
motherfucker. | don't know

window that [ sneaked into the city through,
but | came here for college and as an artist, 've
been forged on the anvil of Manhattan. I never
did a play before I came to New York, so
everything is from this environment. I've never
had anmher job, other thanactor. It's not hke it

I;ur I did ha
ing in withartistsand
TOmmunity,

good fo yriun
becoming part of

What's the future of New York? Because
of flmnn es, |hert is this phenomenon of the
¢ the only ones who

can afford to But then thereare the
ones who come here anyway, because we can
cobble it together month to month. If I could

rishanything from an acting point of yiew,
I'd wish a rep company on New York :
I'd even summon the challenge to May or
Bloomberg: Create a company of actors and
give thema living wage. Not minimum wage.
I'd lay down that gauntlet.

Marvelism
Fifty Words at
the Lucille
Lortel Theatre

PI/COMMS

Richard Serra

Superstar sculptor, man of steel

Who are your favorite New Yorkers? Louse
Bourgeois, Robert Ryman and [MoMA chief
curator-at-large] Kynaston McShine.

Why? Because all of them have been around for
40 yearsor longer and still manage to contribute

| tothecity's culture, They're survivars,

What was your favorite New York moment?
Hanging out at Max's Kansas City, where I got
to meet and know people like Andy Warhol and
Robert Smithson. It was the kind of place where

| youcould really goand havea dialogue.

Do you think there's any place like that in
New York today? [ hopeso. | think that
every generation should find its
watering hole.

#8ctober 1, 2008 TIMEOUTNEWYORK.COM 3
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THE NEW YORK TIMES, WEDNESDAY, [ANUARY 21, 2004

At 100, o

Two elderly women ware zipping tlmmgh

Still Asking
‘Why Should
It Be Easy?’

The Jewish Museum,

A Place for Art and Debate
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“Lotte Lenya,” farleﬂ,byl.om.lwobi,whmd
phobographamﬂohefeaﬂxedmthe
museum’s centennial celebration. Mae

Rockland Tupa's Statue of Liberty menorah

and Deborah Kass's “Double Red Yentl, S
(My Elvis)” are in the permanent exhibition.
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Canﬂmed From First Arts Page

orv.‘hys_mmldltﬂeliasywtmlt
Can Be Hard?" (The reading is sold
out.)

Other centennial exhibitions in-
¢lude a laser installation by Shimon
Attie in collaboration with Norman
Ballard (opening today), the photo-
graphs of Lotte Jacobi (Feb, 6-April
11), the art of Modigliani (May 21-
Sept. 19) and a celebration of Fried!
Dicker-Brandeis, a Bauhaus-trained
artist who gave art instruction to
children in the Terezin concentration
camp (Sept. 10-Jan. 9). Admission is
free today, tomorrow, Friday and
Sunday. (Information on other cen-
tennial events is available at

www.thejewishmuseum.org.)

In its permanent exhibition, **Cul-
ture and Continuity: The Jewish
Journey,”" whose reinstallation was
‘completed last year, the museum, at
Avenue and 92nd Street, offers

Hidd
:
§
:

ears of Jewish life. Serious and
, brainy and sentimental, it
Wﬂ\ebmlcsdrorahstudyaa
as, for example, the importance
Jewish life of schmoozing in cafes.
“Stmﬂa:lytheartlfacbsincludeexqm
sitely wrought ceremonial objects
.- and also kitschy pieces like a Hanuk-
~kah menorah with Statue of Liberty
branches facing in different
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:Yetﬁnznmmalgmfmd
[temﬁm r upse ary
with exhibitions like

Evil: Nazi Imagery/Re-
ﬁentm"mmmmmmfu
some people, who thought that

t’be Holocaust was trivialized by

5 pIeceser“Gﬂtgas Giftset,” a 1998
.-wurk by the American artist Tom
Sachs, which included cardboard gas
canisters festooned with Chanel and

any logos.

For Joan Rosenbaum, the mu-

. seum's director since 1981, challeng-
ing the status quo is more important

: miﬁanemAsshemdherma-

LR e
| " a’l‘n .

v
i

>
M -
-

At 100, Still Asking,
i‘\Nhy Should It Be Easy?’

common humanity we have."

The search for identity, which has
become so fashionable, has been part
of the Jewish Museum since it was
established in 1904 as part of the
Jewish Theological Seminary, As-
similated Jews in Europe and the
United States were interested in
making a break with the ghetto with-
out losing their heritage. The
founders wanted to examine Jewish
culture “'scientifically,” by removing
the Torah and other religious arti-
facts from synagogues and putting
them in museums. This would also,

urgency f
World War 11, as European anti-Sem-
itism threatened to destroy not only
European Jewry but also all vestiges
of its existence. It was able to buy
important pieces of Judaica, includ-
ing ceremonial objects from the Jew-
ish community, now extinct, of Dan-
zig, Poland, known as Gdansk since
1945. (Some of these objects are on
display in the permanent exhibition.)
For some time after the war, as an
important repository of objects from
a lost civilization, the museum be-
came a kind of Holocaust memorial,
long before such institutions began
cropping up around the world.
American Jewish life changed af-
ter the war and so, too, did the mu-
seum. Its assimilation took the form
of artistic bravado. During the 1950's
and 60's, before the Whitney Mu-

Series.Folder:

11.178
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‘tween art and the culture of identity
was beginning to take hold in the
wider world. ““We couldn’t return to
hdng ‘a contemporary art space,
‘where Jewish content didn't mat-
ter,” she said. “But 1 believe in the

Sara Krulwich/The New York Times

power of art. So we began to define
this institution as an art museum
that presents Jewish culture.”

And sometimes it is a Jewish mu-
seum that presents modern art. On
display in the permanent collection

is “Being the Light,” a menorah by
Matthew McCaslin made of industri-
al cable and naked light bulbs. “The
curatorial staff is very open and flex-
ible,” said Mr. McCaslin, who is not
Jewish and was surprised that the
museum allowed him to install his
piece in the *“Culture and Continuity"
area. “There's a very generous spirit
there,” he said.

Under Ms. Rosenbaum’s watch,
which coincided with a late 20th-
century museum boom in New York
City, the Jewish Museum underwent
a in 1993, increasing
its size to 82,000 square feet from
52,300 and adding a kosher cafe.
Membership more than doubled in
Ms. Rosenbaum’s first 10 years, but
it has remained steady at around
11,250 for the last 10 years, while the
number of visitors has steadily in-
creased to around 200,000 a year. Ina
2002 survey the museum determined
that about 64 percent of its visitors
were Jewish.

With Ms. Rosenbaum themratm-
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' Librado Romero/ The New York Times.
Rudolf Herz’s “Zugzwang,” above, was part of the Jewish Muse
controversial “Mirroring Evil: Nazi Imagery/Recent Art” exhibiti
2002. Left, the show “Schoenberg, Kandinsky and the Blue Rid:




