CONDITIONS OF USE FOR THIS PDF

The images contained within this PDF may be used for private study, scholarship, and
research only. They may not be published in print, posted on the internet, or exhibited. They
may not be donated, sold, or otherwise transferred to another individual or repository without
the written permission of The Museum of Modern Art Archives.

When publication is intended, publication-quality images must be obtained from SCALA
Group, the Museum’s agent for licensing and distribution of images to outside publishers and
researchers.

If you wish to quote any of this material in a publication, an application for permission to publish
must be submitted to the MoMA Archives. This stipulation also applies to dissertations and
theses. All references to materials should cite the archival collection and folder, and
acknowledge “The Museum of Modern Art Archives, New York.”

Whether publishing an image or quoting text, you are responsible for obtaining any consents
or permissions which may be necessary in connection with any use of the archival materials,
including, without limitation, any necessary authorizations from the copyright holder thereof or
from any individual depicted therein.

In requesting and accepting this reproduction, you are agreeing to indemnify and hold
harmless The Museum of Modern Art, its agents and employees against all claims, demands,
costs and expenses incurred by copyright infringement or any other legal or regulatory cause
of action arising from the use of this material.

NOTICE: WARNING CONCERNING COPYRIGHT RESTRICTIONS

The copyright law of the United States (Title 17, United States Code) governs the making of
photocopies or other reproductions of copyrighted material. Under certain conditions specified
in the law, libraries and archives are authorized to furnish a photocopy or other reproduction.
One of these specified conditions is that the photocopy or reproduction is not to be “used for
any purpose other than private study, scholarship, or research.” If a user makes a request for,
or later uses, a photocopy or reproduction for purposes in excess of “fair use,” that user may
be liable for copyright infringement.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Moderl‘l Art mhives, NY PI/‘COM MS IV.A. 18

WTM wd 10/5'/“/

enes, the lantern-bearing Greek, m
mmmmemw.mm o
The letter from “Black Mask" {s a much L
mmsmammammm__
the Establishment.

of
“A new spirit i rising” the letter begins, "xibthﬁ;_s
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n-bearing Greek, Implying
; n's strongost LT
“Desiroy the muscums, s ! tallying cry, has o “Black Mask"” {5 a much miorg wides
been raised by a group ealling Itself “Bl Mask,” 5} ack, a broadside against the art, culture and science
_ of the Establishment.

the s i s Lising,” the letter begins. “Like the

* 10 1u-; u.d SR 04 'n with revolulion. , , . Tha industrialist,

Wit did the the bank } wourgeoisie, with ll!tur n.ﬂimltnq protense

=0 e g e and vulgarity, continue to stockpile apt while they slaughter
Vandals ever sa; 1se o Rome? Bumanity, o -

Spokesmen for the mu . Wesk of Fifth “Sounds like a bunch of kids, said a member of the
Ave., sald lhe threatened cle Wis news to them, vsodid e tellinence. “Black Mask—nover heard of them. I
the police. Nelther had recelved the Ietter from “Black {oi0nt we had a line on most groups, but, {t scems that
Mask." every day there are new ones ]

The }Muzoum of The Maskers sald the closing of the museum would be
two occas nce & ..{--.p L.wnndrrl .umn Ai?bll:‘lct art, symbolle action , , , when America Is on a path of total
More recentiy, demonstrators protested they had had enough, drsllUCﬂO'l " It 15 intended to mark “the opening of another

t thc«ud'.i 8 strugg i
“WE BURN WITH REVOLUTION' fou: in rld-wide strugsle sgainst suppression,” the
letler said.

Individual show up from time to time carrying "They talk of vulgarity” a museum spokesman sald.
p]n(‘.ldt complalning of theic own neg lect, Ona artist ap- “But who s belng vulgar now?"

In a leiter
release,” the 2
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"SABBATH," BY MAX WEBER
"The Lower East Side: Portal to American Life"

Journal of Art

Crowds See J

ewish Museum'’s

Exhibit on East Side Life

By EMILY GENAUER

Wortd Jowrnal Tribune Staff
What the girls in thefr mini-
mini skirts (up to here) and
their escorts (what do they call
the bearded boys in Edwardian
jackets and gray spats?) could
have thought as they jammed
the opening of the Jewish Mu-
seum’'s new exhibition, “The!
Lower East BSide: Fortal to
American Life,” I cannot im-

Because the Jewish Museum
has become the city's “in” mu-
seum, as the

by aed
Mﬂw 20 years. Its

shows, almost Invariably the

first *official” presentation
hereabouts of new art forms|

magnet for all the with-it kids.

And there they were at the
opening—possibly because they|
hadn't stopped to read the
invitations—of an exhibition

ompletely removed from the
museum's usual fare, intended,

\instead, through photographs,
sound tracks, movies, posters,

paintings, to recreate nostalgl-
cally, sentimentally, compas-
sionately, respectfully, a grim
and gone way of life with which
their connection, if any exists|
at all, couldn't be more re-
mote, and to whose values (tra-
dition, family, togetherness,
all sorts of orthodoxy) they
couldn't be less sympathetic.
Maybe they turned up out
of simple geographical curios-

ity as people come to shows of,
old New York prints, to
what the town looked like in
the Old Days. Because the phys-
ical area whose life, during the
period from 1870 to 1924, when
the Immigration quota system
went Into operation, ‘Is ex-
amined in depth in the exhibi-
tion, covers precisely the dis-
trict by Brooklyn
Bridge on the south, 14th 8t.
on the north, Broadway on the|
west, and the East River on
east where many young peo-
ple, among them hundreds of
artists, have recently moved
|because of low rents.

too general, too organized, too
devoid of distracting detail (as
paintings should be) to have
the immediacy of !

'
ks

CROWDS ARE COMING

| For whatever reasons the
lcrowds are coming, maybe some
understanding of the relentless
struggle, the ambitions, the
straining for education, the
need somehow to meld ancient
falth, ethical ideals, and strict
disciplies with vislons of a dy-
namic and limitless future, will
rub off on iconoclastlc young
visitors.

‘The 50 paintings in the exhi-
bition are, on this level, rarely
as effective. The work of well-
known American artists drawn
to the East Side because of its
\color and vitality (like Edward
Hopper, Childe Hassam, John
Sloan, George Bellows, Maurice
Prendergast, George Luka, Wil-
liam Glackens), or by artists
who were part of it (Gropper,
Jacob Epstein, Chaim Gross,
Max Weber, Raphael and Isaac
Soyer, Walkowitz), are mostly
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‘Chasins feels, is a new situation

'ways before the artist has felt a de-|I

e wants to be understood eventually, The

classic attitude of the artist is: “Maybe !011 ogmize

understand my work but your grand-

should not take all, We're
terms of championship as if this were a

ing contest. There are plenty of artists
dms’p!m-hl-m' peie ‘gﬂ:‘ 1o!
champions." 4 :

Johin Crosby's column also appears in 1

Sunday Herald Tribune's Lively Arts Se

LS
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Crosby’s Column

Do You Know What You Like?

By John Crosby | never happened to men whose music had the
1t has been my convietlon for w long tims | 9PROrtUnity to be heard” :
that the aversgs man has embraced much in | Bub this sort of timidily, this fearfuiness

modern art and modern music that he dossn't | Wt one ought to understand what one doesn't
understand but, even worss, that he doesn't [ underastand and that ona should like what one

even like, and that this is & terrible thing, 1o | d0ean't like, has had the effeet of placing the
does seem to me that the gull between Lha i 'xi"!:!l.'nrnll. or the difcult or the downright|
public and the artists has never been wider, | Uidecipherable artist—whether he be composer
but thiz ia one of Lhose subjects that is un- |9 Peinter—out of the Mnge of criticlsm or of

mentlonable, It's one of the strangenesses of
modern times that incest Is perfectly proper
dinner table conversation Yut thai the com-
patence of de Koonlng would be s socin) gaff
of eoloasal proportiona,

The other day I had lunch with Abram
Chasing, planist-composer-critic-auther, and
he said some things about the public attitudes
that are {lluminating. “What s so bad is that
the average man, who Is more tolerant of art
than at any other time in history. finds himself
farther away from it rather than closer,

The sverage man is educated or was bullled
into thinkin sponsibilily toward
modern a the artist (and here Mr
Chasina is speaking of composers) is di
garding how he's used to using his ear
ariist feels pol nearly so obligated
this average man as the average man
responsibility Lo resch the artist.”

This. Mr. Chasins feals, is a new sltuation
in art. Always before the artist has felt a de-
sire to eommunicate to others, not simply the
deelre %0 express himself, and while IL Is tra-
ditional for artists to be ahend of ths publie,
he wants to be understond eventually, The
clasme attitude of the artist is: “Maybe ¥you
don't understand my work but your grand-
children will." But today's artists are not even
interested In communicating to cur grandehil-
dren or to their grandchildren.

“The trouble {2 that the art of music and the
art of painting and the business of m
the business of patnling are lwo d
things. The business af art has foun
new scademy, The individual (s ver
of making mistakes for which h Ty
hold him sscountable, There s & myth
ATeAL men were not apprecialed In thelr Ume

:*ar.’;
feels

Lo

This b the mythology of mualc. Actuslly, it

anld |
Mr, Chasins, “He can't respond emotionally. |

disspproval
| “The men mugic * maid Chasins
. A the theary in the|
| minds of bath the iblic. ‘Be
[ wery eareful. Just | ! u don't ke 1t
| doesn't mean It's not great’ The complextiy|
| of modern musie frustrates the average m sie

ver who llstens, grins and bears it and ssye,|
I don't know. Maybe it's great' He's never|
been more tolerant because he's besn intel-|
lectually conditloned to be eareful”

This attitude, too, has tended to push both|
composer and artist toward the experimentall
and away from the traditionsl It takes fari
more courage for an artist to traditional
because then he lnvites invi COMDATISONS
‘Whereas if he comes up w something lks
nothing that's ever been heard before, he's

| Ira

| unique." sald Chaslns. “Of course, great men|

of

greal talen! have traditionslly felt they,
must explore new tachnigues., But thiz i3 thel
professional’s business. not the poblic's tmsl-
ness. Experimentation s the bathreem of art
It shonld not be done in public.”
both eritics and
d mwusie i3 8 lack
of confidence in what they like. "Our peapls|
must get to the point where they have to rec-|
| ogr artistie excellence without a gimmick"|
asins. "Contests are becoming the mnjor|
st of our time. Portunately, many of thei
teats lke the Nobel Prizes are in the|
excellent people, But the winner|
: take all. We're all thinking inl
terms of champlonshlp ae If this wers & bax-|
Ing contest, Thers ars plenty of artists whol
deserve & place In our soclely who are not
champlons."
| 0 1981, Mew York Marald Tribuns Ine

‘ John Croahy's column alse appeers in the
Sunday Herald Tridune's Lively Arts Section.

Mi’mg‘#«n.{.,
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ALEXANDRIA, LA,
DAILY TOWN TALK
— D. 24,093 —
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Myseum of Modern Art at Age 37

Dowager Instead of Daredevil?
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NEW YORK (UPI) —

Museumn of Modern Art
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Its “'op art” show was staged
last year after the movement
reached its peak. Kinetic art—
sculpture and paintings that
wiggle, squeak and flash lights

i

upo! .
he uses that point to ward off
occasional attacks that the mu-
seum is a dictator that force-
feeds the American public with

pop and op.
.ﬁ_m public rather
" he said. “We show -

o that their work can be eval-|
pated, and let the public make
up their own minds. It's not
our job to discover new arlists
but to report to the public what | .
artists are doing.

He said he museum was con-
tinuing to buy “pop art” which
will be shown in an exhibition
of “new acquisitions” later |
this year. |

European Feorerunner

The museum elected to show
Turner, he said, because Turner
“is a modern artist in our view. |

He was the greatest European

| forerunner of the modern move-

I

ment."

“Prehistoric cave paintings |
and the art of the South Seas
are far older things than Tur-
ner's which have an affinity to
today's arl,” he added.

Stolid or not, the Turner show
has drawn the highest average
daily attendance (5300) in mu-
seum history. It has been such
a success that the exhibition
was extended lo accommodate
tourists. 3

Critics have sniped at the
museum since its first exhibi-
tion—of Van Gogh, Seural and
other Post - Impressionists and
Impressionists—on Nov, 7, 1929. £
President  Franklin Roosevelt
dubbed the museum “‘a liv
museum, not a collection of 8

objects. B

curios and interesting

seum caused a

mm&em;y_mig.
industrial

such as typewriters and
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Lets look at the record

In 1939 the Museum profossed to show ART IN OUR Tik

Whese time Sargeat, Homer, La Farge and Hartnett?

Or Picasso, Braque, Leger and Mondrian? Which time?

If the descendants of Sargent and Homor, what ebout the descendants of Picasso
and Mondrian? What about bstract art?

If he had been in America, for Rapin? Even for Meissonier?
Or J. L. Gerome? W \-"r'.J rd—British cattle Clul wtare—
turned loose on & Misso 4 ) ain elevator inted by
Daubigny? Bellows' 'Stag ' done b {enri ul"’ The Nebrazka
prairies by Eugene Boud

And MODERN MASTERS [fo
from & great pericd

Gauguin,
Europeans represent

ITALIAMN MASTERS|l — Caravaggi

NEEK B8 oz
Z'aﬁ}"i afimtdern

w York City

~JOSEP ALRERS FLORENCE SWIFT
ROSALIND & : SWINDEN

SCHNIEWIND

~ILYA BOLO
EYRACON BROWHNE
S CARLES

i L
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= IS the Artist a Keporter 7
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I8 772 museum 4 BUSINESS

&

P

What about the P.M, contestdbnd exhibition? What is journalistic art? Why should
ihls. avening fabloid P.M. try fo revive it7 What is the Museum trying to
ravive? Will the Muzseum ¢ponzor the Police Gezetic? What about Eastmen,
Leica, and Pathe News?

Why am':! when a'?es a modarn museum depart from prosenting “the Art of Today'
10 promoting the art of yesterday?

Why, not dd}:‘-bﬁfﬂm-\‘eﬂ‘ﬁrdw? Why not Resurrections, Aderations and Madonnas?

Why not build Pyramids? Why not tear down the Museum and bulld a pyramidl
As big as Radio Cityl With 100,000 slaves! Think of the publicity!

A Y e

A ‘

f/»/,/g ,,/ ny (-.’?- . Sk /' \ { ART DEPY.: Nelson Rockefeller; head
VL

2 % — o } I Mureu of Mod A 1 3 1 i
o Tied ¥ Nt that-Thd ATORE : i s b Leonard Lyons

7Y

inn It 18

y first time ‘he ¢ -' : Tt ‘ MARCIH 21, 1940
wehusiness, Dbut I

worrving hi Y T

Tk T e HEhe NEW YORK POS
geioiler as nn L aNGW.

W ingm ot oy i a man In Washinglon x .

"‘ <<veriy on the same principle.

How about Bi,'Jll,i |Aquacade) Rose as the next trustee?

Shouldn't "modern” conceivably i
Why not a show of the E
How about the younger Eure
Hartung, Gorin, Magnelli
Schwab, Nebal, Si Ma
What about the hundrads (literall

April 15, 1940 S
sddivaivide, Aol Gl
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DETROIT, MICH.

FREE PRESS
D. 512,259 —

S. 567,017

ART IN DETROIT

' BY MORLEY DRIVER
g _ Frea Press Arf Criflc

Mrs, Driver
some_way by
the Muggum of Modern AR,

get a = S
York Gallery.
oty deliery. 3

The J. L. Hudson Gallery
is now considered one of the
top Fine Arts galleries in the
United States. We certainly
‘needed such a gallery. What
we do not need is a geries of
more or less r ble fac-

: mng}d: in

Copy-Cat Galleries
ind a Free Spirit
Named Zubel |

Art on View

And Upcoming
EXHIBITIONS — :ﬂm from In-

Arts throvgh mid-June. (Permanent

Road near Westiand, April 1417 . . .
Recont prints and drawings by Harold
Altlmsn st Franklin Siden Gallerv,
David Whitney Bido. Monday fhrolgh
Apr. 30 , . . Paintinos #nd drawinos
Zubel Kachadoorian at Delroit
Artists Marke! through Apr. 33 . . .
Painted concave constructions by Rich-
and  Hackett at Gorfaude Kasle
Gallery, Fisher Bidg., through Apr. 10
. . . Graphics by Desn Metker at
Little Galiery, Birmingham, through
Apr. % . . . Paintings by Willlam
House at Rubiner Gallery, Royal Oak,
throush Apr. 20 . . ., Watercolors
by Anatel Girs at Art
Cenfer through Tuesday . . - The
Canadlan  Society of G Art st
Willistead Art Gallery, \Windsar. throuah
Apr. 28 . . , Recent graphlc Work by
Picasse at Donald Morris Gallery
through Saturday . . . “Arl Across
America,” exclusive Michigen showing
at Flint institute of Arts fhrovoh Asr.
24,
EVENTS—Lecture on Petar Paul Ru-
bens by Michasl Jafts st Detroit in-
stitute of Arts, Apr, 14 at 815 P
Admission §1, students 50 cents-

similes of it. The idea that
might well be emulated is
quality and an eéye for
excellence.

series of “big” pictures from
small nomes and “Nite"
pletures from bLig names.

It is time that petroit gal-
leries began to thinj seriously
about Michigan argists. The¥
could also get husy
artists from the syrrounding
states, What's happening

in
Ohio, Tlinois, Ind Ne-

Zubel Kachadoorian: Just
being his distinctive self.

braska, Tows, Colorado, Mis-
souri ete., and ete.?

tional reputation, Zubel Kach-
adoorian, is now at the
Artists Market — where he
started — through April 23.

This fine collection of draw-
ings and paintings is not
New York School nor Paris
8chool. This is the work of an
uncommonly fine draftsman
and a painter with a vivid
fmagination and a fluld, hint-
ing line. Zubel's painting has
the purity of mental intention
and the mood of creation
This is a glowing, emotional
and handsome exhibition that
shows genuine artistic
development.

The distinctive aspect of
Zubel's work is that none of
it glves one the Idea that he
is ned with fashion. Nor
is he trylng to find a serlous
“looking” formula,

I think some of the olls are
overworked as though the
artist 18 never satisfied, No
good artist i= ever satisfied,
but it is sometimes more use-
ful to start over again than
to rebuild.

Al this work shows the
understanding thal the price
of freedom is discipline as
well as the fact that no art
can live that is divorced from
life.
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NEW YORK CITY, N. Y.
WORLD JOURNAL-TRIBUNE
— 5. 800,306 —

NEW YORK CITY METROPOLITAN AREA

OCT 5 1966

anannommm but ﬁmm
mmmmmm"
The Maskers said the clasing of the museum would be
-.m . when America is on a path of total
2 1t 15 intended to mark “the opening of another
hm-mmm

‘Individual artists show up from tims to time carrying ‘Mﬂtdm nmmuﬁ.
mmmuum”nm One artist ap- “But who is being vulgar now?"
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down a piece of canvas 40
feet long and 14 feet wide,
scattered several dozen
tubes of assorted oils and a
couple of gallons of liquid
paint on it, and then drove
around on the mess with his
sports car?

But he was topped! By
the wealthy art dealer who
paid $440 for a two-square-
yard piece of this joke.

S o0

LAST YEAR the Pasade-
na, Cal., Art Museum dis-
played a collage consisting
of a dirty, crumpled up
American flag on which was
thrown a punctured inner
tube, a rusty door lock, an

flag the museum directors
huffily defended *“freedom of
expression.”

And the art critic of l;lm-
dena Independent Star-News
pontificated: “The aims of
the artist may be shock, to
which the viewer may add

G
§
3
2
§
-3

z
:
g_.
3

City, Iowa
Morning Journal

ved with not merely

omies made of
boiler and machine p;

‘ognize its material splendor
and squalor as a spiritual
extension of itself, These
lilate the 19th century
posture of art appreciation.
In conte mporary terms,
there is an element of exis-
tential risk, a good deal of
sheer nerve in these works."
L= - -

WELL, YOU CAN say
that again! But get the ar-
rogance and the effrontery,
The *19th century posture
of art ap preciation” has
been “annihilated” By
whom? Who has destroyed
the masters of the last cen-
tury? Who has obliterated
Copley and Constable, Turn-
er and Toulouse Lautrec,
Daumier and Degas, Renoir
and Rodin, Gaugin and Van
Gogh? Not the public.

Al Capp, the comic artist
who creates Li'l Abner, has
wryly suggested that the
comics are the last refuge

old. There are no prizes
American artists who still
think that beauty and com-
munication are legitimate
artistic objectives,

IR - f

CLASSIC traditions are
laughed at by an inbred
cabal of art professors, mu-
seum curators, paint throw-
ers, amateur welders, junk-
gluers and assorted beatniks
who have tried to drown out
the voice of common sense
by the thunder of their self-
congratulation.

The tyranny of the Ameri-
can avant garde is as vi-
cious as the tyranny of
Khrushchev.

And so we have de-
scended ad a b s urdum,
And a few people —

(General Features)
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THE LIVELINESS OF POP

WEET DREAMS, BABY indeed. That
sock in the head in the Roy
Lichtenstein print is what most

people thought Pop Art had given the
world when it began way back in 1962.
Pop Art, they said, was banal and
brutal, it was coarse and wvulgar. It
wouldn’t it wasn't
art.

Four years later, it turns out the
1962 pundits were right and wrong.
They were right in saying Pop is blunt
and blatant, but that same directness
has been liip ."_\rt's glory.

last and anvway

They were
wrong in saying it wouldn’v last, It's

By Harry Malcolmson

soon recede from our attention and
leave us conscious only of the formal
values of the painting.

Well, I suppose it is possible not to
see the girl in Mel Ramos® “Chic” at
all; w note only the structural ele-
ments of the two rows of the letter C
set in unison down the sides of the
painting; to see the way the other-
wise negative space between the arms
of the letter C becomes positive be-
cause it is echoed by the shapes of the
girl's eyes and by the silhouette of her
left shoulder. Yet before the art his-
torians emasculate Pop Arr complerely

“nb“_u_“_mil and, nlrh:mw_h\ dragging it screaming into art his-
M

'“ & 0
s consistently refused it a show, 1.;.5

..}?-‘m.;lgcngga_._ As for the rest, the cry
“it isn't art”

novator; any new style has always to

will forever greet the in-

convince us that it's art before we will
look at what we see.

The pace of this particular style
change has been remarkable: the move
from outcast to sainthood made with
tremendous  alacrity. It
since Warhol stupefied us with his
paintings of Campbell Soup Cans or
since the National Gallery of Canada
refused to certify that Warhal's Brillo
Boxes were sculpture. And it
just the art world that has relaxed its
hostility. Benson & Hedges have now
put together a large travelling show
with some of the best Pop artists
commissioned to do works for them.
If they, dealing in
wide community contact, are prepared
o stand behind Pop Art coast-to-
coust one must assume that the public
cannot be antagonistic,

Meanwhile, the
critics and art historians have their
teeth into the style and if left alone
will shake it to death. Ellen Johnson
in a recent cotigue on Pop Arr in
Canadean Art magazine says the dots
of Roy Lichtenstein's comic book style
should be compared with the pointil-
lism of Seurat, while Andy Warhol
should be coupled with Maner. She
also says the advantage for the Pop
artits of wsing readv-made images s
thar these images are so obvious, they

SEEMS  Vears

isn't

4 product with

on another front,

tory, and while [ can, thank God, still
see the chick in Chic, 1 want to men-
tion at random some reasons why 1
rejoice and marvel at Pop — now.

Politics. A fascinating paradox. The
Pop artists as individuals have virtu-
ally no interest in politics whatever,
vet even without conscious intent their
work is the most political art since the
great. Mexican muralists,

The imagery of Pop Art represents
an innocent, loving acceptance of the
Pop sug-
“real” of
humans in this
society together, but the shared visual

visual tinsel of advertising.
isn't the
brotherhood that tie

gests it values

stimulation of the ubiquitous ad. With
Pop, the whole business of culture as
a  judgmental exercise disappears.
“The programmes are getting worse”,
“but the
And

they consider that's not such a bad

people say about television,

commercials are getting better”.

saw-off.

Pop Art isn't the only force that's
put to death the widely based doc-
trinaire distrust of business and adver-
tising technology of half a generation
ago, but Pop has been a prime ex-
ecutioner. Pop Art is the cultural wing
of People’s Capitalism. The style s
hound o be incomprehensible in some
cultures. My puess is it will Iikely be
dismissed  (partigularly when its Ex-
hibition 18 ‘[N>M'Il"'.'d by 4 cigarette
company ) Arrives, say, in
People there
will think it not art but propaganda,
in exactly the same way that we dis-

when it

Spain or  Yuposlavia

miss #s propaganda the earnest work-
ers of Soviet Social Realist Art.

Andy  Warhol. Another
why I like Pop. All right, he's not an
artist the traditional sense, bur
a figure who has art a
wrench from which it is not going to
recover. His print, *Jacqueline Ken-
nedy #2,"" is not about a widow’s sor-
row (as it seemed it must be) but
about McLuhan calls electric
circuitry, about communication. The
image of Mrs. Kennedy which Warhol
uses was taken one morning by a press
photographer, Then it repro-
duced for transmission on a wire serv-
ice machine. By nightfall it had been
reproduced in eighty million newspa-
The same day,

reson

in
given

what
wils

pers across the globe.
the same image had been reproduced
on the evening newscasts of three
1. S. television networks, representing
the flash of say 20, 25 and 30 million
reproductions at a crack.

Warhol's print isn't a memorial of
the President’s tragic death, but a
memorial of that incredible photo-
graph. How else then can Jacqueline
Kennedy's image appear in Warhaol's
print other than itself: blurred, off-

centre and coarse-grained.
r [‘ HEN THERE are the images, What
Hasn't the painted orange

of the Sunkist ad become more real

is real ?

than the blemished orange vou take out
of the refrigerator and hold in your
hand ? How else was Warhol to con-
1ipbell
cans other than as stacked in a super-

vincingly  represent s soup

market displayv; one soup can s ri-
diculous.

The English artist,
his print “Miss America” tells us about
his to the American West by
means of illustration and postcard. At
first the two coalesce, but then,
the print shows, the posteard is de-
tached from the scene. Gradually, he
tells us, the reality of the postcard
will erase the recollection of the real
countryside he visired.

Such is the whimsy as well as the
profundity of Pop Art. The Benson
& Hedges collection, which includes
virtually all of the rop Pop artists is
hoth a delight and first-class Pop Art.
1§ vou wish to be hewildered and be-
mused. but most of all, bewitched, see
it @ it moyes scross the country.

Allen Jones, in
visit

s

SATUNDAY
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"SABBATH," BY MAX WEBER
"The Lower East Side: Portal to American Life"

‘Zoo's Who'

gave birth to seven young—
every one a male—before the
birth of the first female an-
nounced yesterday. She'll be
named Annie,

Not Unexpected

LONDON, Sept. 22 (UPI—

4 The Soeclety of Civil Servants

. Oryz, & type of ante- |polled its members on work-
- of eight was es- |ing conditlons and found that

J more than half of the younger

animals aincs lcivil servants hate their jobs.

Annie Makes

PHOENIX, Ariz, Sept, 22
(AP)—The birth of a female
oryx has brought rejolcing at
the Phoenix Zoo, which says

- kind In captivity out-
side Saudi Arabla,

land gone way of life with which

s’

Joui*nal of Art

Crowds See Jewish Museum’s
Exhibit on East Side Life

By EMILY GENAUER

World Journal Tribune Staff
What the girls in their mini-
mini skirts (up to here) and
their escorts (what do they call
the bearded boys in Edwardian
Jackets and gray spats?) could
have thought as they jammed
the opening of the Jewish Mu-|

American Life I cannot im-
agine,

Because the Jewish Museum
has become the city’s “in" mu-
seum, as the Museum of Mod-
ern Art used . hasn’t
been now for 20 years. Its
shows, almost invariably the
first “official" presentation
hereabouts of new art forms
and {sms still in the making|
and testing, have become a
magnet for all the with-it kids.

And there they were at the
opening—possibly because they
hadn't stopped to read the
invitations—of an exhibition
completely removed from the
|museum’s usual fare, intended,
instead, through photographs,
sound tracks, movies, posters,
paintings, to recreate nostalgi-|
cally, sentimentally, compas-
slonately, respeetfully, & grim

1

thelr connectlon, if any exists
at all, couldn’'t be more re-|
mote, and to whose values (fra-
ditlon, family, togetherness,
all sorts of orthodoxy) they
couldn't be less sympathetic.

Maybe they tarned up out

of simple geographical curios-

ity as people come to shows of
old New York prints, to see
what the town looked like in
the Old Days. Because the phys-
ical area whose life, during the
period from 1870 to 1824, when
the immigration quota system
went into operation, 15 ex-
amined In depth in the exhibi-
tion, covers preclsely the dis-
trict (bounded by Brooklyn|
Eridge on the south, 14th Bt.
on the north, Broadway on the
west, and the East River on the|
east where many young peo-|
ple, among them hundreds of
artlsts,
because of low rents.
CROWDS ARE COMING

For whatever reasons the
crowds are coming, maybe some
understanding of the relentless
struggle, the ambitions, the
straining for education, the
need somehow to meld andent
faith, ethical ideals, and strict

have recently moved

too general, too organized, too
devoid of distracting detall (as

paintings should be) to have
the immediacy of photographs,
where identifiable and seem-

ingly petty detail may be pre-
cisely the jog which heart or
memory needs. Paintings work
on another level, ‘whers fact

is made symbol of something
not deriving from a very special
event or time in a very special
place, but touching all human
beings in all times and places
In a documentary show it must
suffer in comparison with pho-
tographs.
BOTH WAYS

The show's sound - tracks,
however, magically serve to
work both ways. There are old
tapes by Tony Schwartz, recre-
ating the street noises of New
York's East Side; a recording
by Stella Adler, recalling the
days when the Yiddish theater

disciplies with vislons of a dy-
namic and lmitless future, will

was In its prime, and, best of'
all, & tape and movie of Zero

jcolor and vitality (like Edward

rub off on iconoclastlc young Mostel reading, in translation,
visitors. |letters-to-the-editor sent over

The 50 paintings in the exhi-/the years by readers of the
bition are, on this level, rarely Jewish Daily Forward, pouring
as effective. The work of we!l-:ﬂ‘-“- their problems in love,
known American artists drawn SWeat shops, housing, echild
to the East Side because of its| fearing. All these are universal.

But these are also, specifi-
cally, New York. And this is
iwhat will give them. their spe-
clal appeal their special mean-

Hopper, Childe Hassam, John
Sloan, George Bellows, Maurlce
Prendergast, George Luka, Wil-
llam Glackens), or by artists

who were part of it (Gropper,
Jacob Epstein, Chalm Gross,
Max Weber, Raphael and Isaao
Boyer, Walkowitz), are mostly

iing for countless New Yorkers
who may have no connection

\whatever with the Lower B4
Side in the period '
turn of the century.
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IN MY OPINION

 An ‘Astonish

* painters, who began by giving

f *‘Photography” and de-
a much wtder circulation
- magazine

ppe

by saying that he did mot ex-
ped: to talk about religion, that
he wanted to talk about art
and, in his discussion of the
that face an artist,

he clarified many of the ques-
tions that the average man has
been asking himself ever since
the ‘“nouveau art” came into
being. Like hundreds of other
people, 1 have asked myself
why the world of art and, this
includes painting, sculpture,
musie, writing, as well as the
many crafts that have been
coming to the surface, why the
distortion, the emphasis on de-
cay, the miserable results
which we have been asked to
accept as art have come about

Mr. Halsman explains th

the problem of the artist is one
of choice. He must choose, out
of all the material that he has,
whether his tool is canvas or
a typewriter, which he will per-..

Me Sien |

and consists of a few recorded| '

moans of inarticulate grief.
s !
Tn this class come the Tatest

and ftriangles of
wentmwM

squares
color,

“to follow the critic.”
But, since astonishment needs
more and more stimulation, the
time will come when literally
nothing a man can conceive
will be g.

Then the artist will be forced
to return to the choices former
generations have made, A pic-
ture of a pure black square,
onge it is seen, has litlle last-
ing value, It's rather like set-|
ting up the insides of a compli-
cated machine with its wheels
and bars and nuts and bolts
and expecting continued ad-
miration, Such a machine, like
a printing press, is a hand-
some thing that does its work
rema.rkably well, but its place
is in a museum of mechanics
and there is the only place it|
will' have permanent value.

——

e -

petuate. Because Mr. Halsman

is a photographer, his exam-|.

ples were largely taken from
that department of art. The
photographer begins his choice
with the kind of camera and
the kind of film he can use.[;
When he has chosen his sub-
ject, he must decide — if it is
to be a portrait — his lighting,
the position of the figure,
standing, sitting, leaning. And,
when the position is deter-
mined, his choice is the speed
and the opening of the lens, and
after the picture is taken the
matter of developing and print-
ing and mounting and the final
choice is shall he show the pic-|
ture or shall he throw it away,
The matter of choice, says
Mr. Halsman, has- changed
through the ages. In ancient
Rome and Greece, the first
purpose of art was to find abnld
Cha narbie

5 ¥
"ld’ dod
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paint can be sing  any
more. Either the topic of a
painting must be so revolting|
that the viewer is shocked or
some trick of dangling a spoon
in front of a painting is resort-
ed to to surprise the viewer.
@ The Museum of Modern Art|
in New accepting this
version of art, that it must be
astonishing. They offered in a
recent exhibit a mattress part-
ly burned by a blowtorch. One
has only turn the pages of the
modern magazines, who spend
thousands of dollars on their
reproductions, to understand
the attempts of the producer to
astonish his audience. Bul
astonishment is quickly sated
and, since a modern painling
is no longer expected to give
continued pleasure, the strug-|
gle for art that is contemporary|
descends quickly into the
realm of the objectionable.

Halsman says, regarding the
matter of choice of the artist,
he is being seduced to the form!
rather than the content. A mod-|
ern composer, John Cage, has
composed a silent piece called
433 in which an orchestra sits|
in complete silence for 4 min-
utes and 33 seconds. There Is
amother musical composition, |

|

g yet performed, which is 60
long, has mo actors|

B
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of the situation in Blankton,
~ where a new and really small muse-
Tiim is lift itself by its boot-
cent of the pop-

an Old Master, where
don’t care whether they
see one, and where most sen-

sible people think of art as a stopgap
“"hobby for misfit kids and fading gen-
“tlewomen,

% k%

ANO’I‘HER group of objections came

from friends of small museums
in colleges. But these museums. to0,
have mnothing in common with the
problems that Blankton must cope
with. As a single primary difference.
the staff of the college art museum
is integrated with the artists and
scholars of the art department and
with a full program in the humani.
ties, while Blankton's harassed direc-
tor is likely to have to make do with
Volunteers whose only qualification
for museum work is 2 willingzess to
take a crack at it without pav

b Apparently not many, people who

3

e . . Collection: Series.Folder:
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THIS WOULD BE as good a state-

ment of aims as a small museum
could make, It is subject, however,
to one great difficulty, in that “works
of other times and cultures” are too
valuable and too fragile to be shipped
around in the rental exhibitions upon
which small museum must depend.

As a result, the small museums
across the country have become part
of one mammoth tastemaking cireuit
radiating from New York, giving dis-
proportionate emphasis to the stand-
ard table of esthetic values formulat-
ed by the Museum of Modern Art
and pmseiﬂimi In its rental shows.

The quarrel is not with the table |

the museum
with its lack

has set up, but only
of competition. It has
been sold so successfully that it is
echoed in the greal majority of trav-
eling shows available elsewhere and
oo often echoed at a shoddy level.
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somehow succeed in convey-
ing the opposite impression.
ASSIST

In 1959 and 1860, with a
great assist from the Uni-
versity of Illinois and the
New York M -
£ ong w some
sotner long-fingered manipula-
Jors, curators in art museums
and such, a wide and deter-
mined movement got under
way to try to show the art
world that not only had ab-
stract expressionism run out
of steam, but that misguided
experimenting artists were fi-
nally coming home to woof
with venuses and such. It
never happened.

Artists, peculiarly enough,
have been carrying on like
individualists, Refusing to be
shepherded. What has been
happening? Instead of follow-
ing siren wails, artists for the
past five years have been
creating whole new series of

messes called pop and op and |

junk and stuffings and mobiles
and tinkles and melted drips
and floating sculptures.

Is this good? Who knows?

Yet Cezanne's enormously
fruitful principle of form-or-
ganization, of pure composi

tion, freed the
{orever fcom

reative a

e tyranny

with soft lights and luminous
darks

ﬁn. ‘29. has a dramatté de-
sign of the white limbs of a

abrac.

Everywhere, subject matter,
the stuff of illustration.

Practically every print (ex-
cept No. 33) makes you think
of some one or some thing,
rather than of composition
first.

The fact that Diebenkorn
has very little artistic com-
pany (although admittedly a
wide public) may be a sign of
great individualism. It also
may mean a cut-off from his
fellow craftsmen, For the rest
of the pack has gone baying
off into some other more en-
ticing and possibly riskier
bayous.

The Diebenkorn exhibit will
continue through Sept. 25 It
may be seen in conjunction

with Faralla’s wood sculp- [

tures, which were reviewed p
in last Friday’s edition of the
Times.

- o
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What is design? Cezanne spent most of his adult life
trying to dig out the answer to that question from his-
tory, the old masters and his own internal sensitivities.
And he succeeded; he became a modern master. Today,
we read a magazine named “Design,” call ourselves design
students, interior decorators and designers, but—do we
know what the term really means? Can its implications
be learned in less than a lifetime of painful searching?
Is it important that they should be, and if so, why?

few years ago the United States was represented at
the Venice Biennale by only two painters, Ben Shahn and
Willem De Kooning. Time Magazine's canny, and some-
times discriminating, art critic at the time, Alexander
Eliot, reproduced in color three of their paintings and,
of the De Koonings, said, “They looked like angry snarls
of tar, snow, syrup and a little blood dexterously applied
with a bent spoon.” Now, it really doesn’t matter much
‘what medium an artist uses. If he likes syrup and blood
there is no aesthetic law against using them. Nor do his
tools matter. But “angry snarls” is an eloquent way of
saying “emotional release into chaos.” And chaos is the
antithesis of design. Here was a painter being given top
honors as a representative of contemporary American art,
who had abandoned the design of the ages for “angry
snarls.” The New York Museum which
made the selections, was honoring chaos. But, this mu-
seum also honors Cezanne, Renoir, van Gogh and Kand-
insky, all master-designers in their individual ways. What
does this equal honoring of the “sacred and profane”
mean?

It must mean one of two things. Either the Museurn
considers design a transitory thing, like mood, that comes
and goes and can be dispensed with. Or it is unaware of
the presence or absence of design—from lack of experi-
ence. (Museum officials are often scholars and not practi-
tioners.)

Artists who understand pictorial form (another term
{ for design), consider this quality a constant that has ex-
| isted all through art history, even back to the Stone Age.
_50 we have an impasse. Design is not important, says our
tforemost modern museum. Design is important, say the
artists who understand it. It looks as if you and I shall
have to make our own decisions.

As an :rtisl-lurnr(l-educalnr_ and one who has made a
rather thorough study of this great design field, I believe
art museums are in no Pnsilinn to make such sweeping
decisions. And 1 believe that the artists who know and
use design properly are the qualified judges. Not being a

WHAT IS DESIGN?

by Ralph M. Pearson

neutralist, I shall try to prove this belief. You readers are
judge and jury.

Right off, let me say that no true artist-designer thinks
of design as a set of rules learned by rote and then me-
chanically applied. Each of us owns a “Department of
Interior Sensitivity” on which we can draw to make
aesthetic decisions. This sensitivity is a personal thing and
will normally produce original decisions and actions—
both in practice and the appreciation of critical opinion.
But, through the ages there has been a remarkable agree-
ment about which designs will stand the test of time!
Designs that pleased Stone Age artists when they drew
them in caves—the work of unknown primitives from for-
gotten places, still look good to us today. Design has
proven itself to be a constant, unchanging eriterion, -
regardless of the era involved. All art historians, theoreti-
cally, should recognize this constant, but, some do and
many do not. The many get involved in personalities, likes
and techniques, and overlook the constants,

Many people when they see or hear the word design,
think of “decoration”—a pleasing pattern added to a
textile, rug or tea-pot to make it “pretty” or beautiful.’
They get interested in periods or styles of designs. But
design that is used should be indigenous; it should ex-
press us. To the genuine artist-designer this is the credo
he lives by his designs must be a personal expression of
his own life and time. This applies whether he makes
vases or skyscrapers, or produces “fine art” with pro-
found meanings.

In pictures, design plays one of two major roles. In an
abstraction it tries to play pure visual music; in realistic
art, the design may be absorbed into the subject to in-
crease its dramatic power. Realism—the creation of the
reality of a subject—can be designed, whereas naturalism
—the copying of actual surface appearances as seen in
nature—cannot. Its parts may be “composed,” or pleas-
ingly arranged, but this is only a first step toward the
complexity of pictorial design.

So, now we have set the background and can return to
the basic question: What is {]trsi.gn? To test our sensitivi-
ties, suppose we take a slow look at three pictures, Two

of them—20,000 years apart in time—are of :|e-.=ig|md
realism. The third is a current, designed abstraction. The
test will be to decide if there is a tie-up between the three
in this matter of design. Can they prove that design is a
constant, untouched by time or type?

Design means the organization of all elements into a

unified whole—to gain dramatic power and gi\'c aesthetic
p]l.‘mnr-.' Ihruu‘uh the sense of sight. Paintings and &r‘ulp-
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tures have many elements open to such controls, the most
obvious being subject (if any), form, color, space, tex-
ture, line and movement.

The Stone Age cave painting (page 23) in its direct and
simple way, translates subject into a symbol (rather than
a replica) —a symbol that is an intriguing shape. Turn it
upside down. It still retains its honest appeal even when
the subject matter is lost. It still suggests form, rather
crudely in the body, but masterfully in the far hind leg.
And note the linear motifs, delicate in horns and tail,
bold in the legs, that add the spice of variety. There are
no angry, or placid “snarls” of chaos in sight; all parts
are built in a unified whole. It is good design.

LR T ¥, S 3

(Above) “Twentieth Century Ba
Preusser.

The Cezanne painting is not naturalism; it swirls with
sensitive thythms and counter-movements. Let your eves
play over its dominants of trees and branches. Do they
respond to the subtle control? Do you sense visual chords
almost like musical chords? Note the tangibles—the hori-
zontal of the long wall ending with the slightly accented
planes of the building (a foil to the off-verticals of the
trees), the interval of rolling hill, the climax of the deli-
cate triangular in, which b the focal point
of the whole. Or are the two dark windows the major
focal point? Our intellect can see these items but it is our
senses and feelings which respond to them.

Let’s stimulate our senses if they are lazy. It helps to
segregate several items at a time (as in the sketch), and
study them. Note that tree “A” is vertical and slender
while “B" is vertical and heavier; that “F,” “C” and “D”
tip inward and “E” outward; that at “J” are rhythmic
repeats, and at “G” and “H” opposed movements. Note
the different types of trunks and how they have been
emphasized—in a row of trees presumably all the same.

(Above) "Chestnut Trees at Jas de Buffait” There is no sameness here, no monotony. Good desi'gn is
by Paul Cezanne no accident. Color, of course, is Cezanne’s master tool.
Even in black and white, you are aware that this artist is
playing upon your sensitivities a half century after he
painted the picture, just as a musician would play upon
them.

,ﬁ The contemporary painting illustrated here is an ab-

- » . . . .
= straction that gains the same end—without the distraction
! < of subject. Here space-forms, with textures added to en-

rich the surface, play their interlocking rhythms to delight

eyes that are open, Space-pattern is dominant, but it
grows more subtle by the advances and retreats of three-
( dimensional interplay. Contrast between large and small
e ¥ ~I- elements gives variety, as do the many texture changes.
K P s The title is “Twentieth Century Buruqur." It is only an
identifying label, but it is aptly chosen for the main
——— function of the painting is to play pure visual music.
F 8 A C D 13 S0 as Attorney for the defense of Design, T have stated

the case briefly. Is fh'-ign a word without me;ming,

subject to every blow ing wind of current taste? Or is it an

A diagram of several parts of the Cezanne Imrh.ul;lu_;: constant—as true tml'.:_\ as it was on a cave

painting. wall, two thousand generations ago? You be the judge. B
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. By John Canadlay, from the (¢) N.Y. Times

Now that the current offerings have expired, M€  hetter w

New York art season can be put into some kind of per-

During (he nine months from October 10 June, 2,162
shows opened in the New York galleries, not counting
the museums. More than half of these were one man
shows, which means that about 1,200 artisis offered
their wares. X

The numbers mean only that standards of both crea-
tion and acceptance are sinking year by year. Last sea-
son the amateur-as-professional was with' us in larger
pumbers than ever, and the entertainment - secker-
asartlover kept right vp with him.

The confusion between art and show biz increased to
such an extent that a large percentage of the shows (a
more appropriate word than exhibitions) should have
been covered as news notes in Variety instead of by
crities in art publications. This was most specifically
true of the happenings, which increased in number, ap-
parently absorbing the energy that was once expended
on the more demanding playground of amateur theatri-
cals.

THE MAJOR VICTIM of .art as vaudeville
was Pop Art. The 1965-66 season may very well 89

Cuggenheim
Museum

as known in this conniry 1o
asts a mere three years ago, an
¢ a downright patriarchal figure
ih of primary sculpture.
SEUM OF Modern Art 100k
numa of middle age, New yorl
Tnoaern art, the Jewish i
4 up their undeclared bautle for the
date. The Jewish Museum came off
<ful shows of kinetic art and primary
at the expense of a great deal of at-
s theatricality. Last scasan the open-
Museum hecame the best promenade.
display.
e Guggenli#im, weakened by internal dissensions,
aggr seemed guite certain of its direction, and alang
with its its big shews continued an error of policy with a
number !ul' appdfently improvised small grab-bag fillers
e hibitions and presented under titles
been justificd only by carefully re-
ns.

5 0

title of

struct

tendant
ings at th

in town

of Modern Art, although it loo seemed

week pass without announcing some-
he paying customers, never offered a
o matter how small. This grande dame

her imitators taking some of the best
ping up shows at half the scale that
d for a truly first-rate treatment. But
100 high — not as high, at any rate, as
price of compromise. :

sThe Musis of Modern Art Tast scason WaS jna
state of Cfte of o s hul seemed determined to make 1bg gif-
Trom  young matron to _dowa s

This

,.I‘?n.» Wiliney, as the fourth-rater after the Modern -
Jewishs (‘1 vish

Gugganheim combination ever since it sold ils
all- Anjguied-Auer ican irthright by deciding that nothing hap-
pened § in 1sis @ountry until the armory show, spent the
SOAS( .i.;}if:n r_l-uing‘i:rondy for the move to ils new building.
Tne Wiiline Whitney’s well-wishers, this department AMONg
them, haygm: have been holding their breath and keeping their
fingers cr(ii!""ﬁ crossed to see whether the new building will re-
vivify lhi‘?:f\' the in«l}ilulinn or turn oul to be ‘amther dog.

THE P_THE “lscb['“.-\ﬁ“\'ﬁ IMPRESSION is that the sea-
son |u wrned ap & lot of trash and {hat sensationalism and
vanity st 1y stolesthe scene. But from Jacques Lipehitz on
down (Hq‘ i (chronologically) the reputations that have man-
aged o g M 10 supvive on a combination of quality and good
manngeme oagement by dealers prov ided enough good shows (o
justify (g &y the season.

Ot
cludoddy

which m
values ang
gus artights

"

P

S the 1o, the least conspicuous gallery shows in-

W the™ajority of the most rewa ding ones —
=, means that in spite of souped-up entertainment
and (e smothering bus den of amateurism, s
{sts are managing somehow to syrvive — s0 far.
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By JOHN CANADAY

: HE GREAT difficulty in reaching
3 an evaluation of the Museum of
Modern  Art's contribution to
American culture is that no state-

ment, £ ble or unf: ble, is with-
out legitimate rebuttal supplied by the
ramifications of the museum'’s, all-per-
vasive influence since its founding 39
years ago. If you object that it has pro-
duced across the country a public for
museum and “art center” programs
. where art is confused with light enter-
tainment, you must also remember, that
when Alfred H, Barr, Jr,, created a new
kind of museum in 1929, he created it

which an art museum was a form of

mortuary.

. Mr, Barr was a young scholar who
' had somehow reslsted the premature os-
sification that afflieted so many mu-
seum people at that time, He believed
that art could come alive and grow in

ism. If he had been named director of
the Metropolitan instead of the fledg-
ling Modern, he would probably have
revitalized that sleepy Institution in the
_way Francls Henry Taylor revitalized it
- in 1940 to make it an instrument of
‘public service instead of a repository.
If the example of the Museum of
Modern Art did not supply Mr. Taylor
with some of his ideas, it must at least
have reinforced ideas independently ar-
rived at, And the success of the new
‘museum, which in its eleven years had
attached to {tself some of the biggest
money names and collecting names in
the ¢ lever for Mr.

d THE NEW,YORK TIMES, SUNDAY, JUNE 11, 1967

against the graln of a tradition by. |

a museum concelved as a living orjans | -

world, It is difficult to remember, now-
adays, how somnolent a place an art
museum once could be, until your mem-
ory is-jogged by a visit to some pro-
vinclal Buropean: collection where no ef-
fort is made to attract a public or to
edify a visitor by so much as a gulded
‘tour, where paintings and sculptures are
available for seeing by anyones who Is
interested in seeing them, and that is
that,

ul -

Such a palicy may not be progressive,
but it still recognizes art first of all
as art, and such museums come as a
rellef, lately, after the Amerlcan surfeit
of ladies' art classes, kiddles' art classes,
business men's art classes, Art Can Be
Fun evenings (Giggles with Giotto,
Pranks with Poussin), dances, fashion
shows, treasure hunts (a clue in every
painting, if you can find it), members’
cocktail parties, lectures on the latest
(thing (“After Minimal Art—What?")
and all the general coddling, cossetting,
" baby-sitting and competition for atten-
tion that has given American museums
impressive attendance records at the
price of giving the public the idea that
the first function of a museum, the first
function of art, i3 to supply a succession
of sensations, j
If the Museum of Modern Art cannot
be blamed for the fact that other mu-
soums have reduced its premises to
absurdity, nelther can it be absolved
from its fallure to discern the cancerous
spot in those premises when it began
to spread through the muscum's own
organism. One ominous symptom was
the.museum’s adoption of the word “ex-
citing” as an adjective of esthetic de-
scription, and once it had been_legitimi-
tized in the 's announ ts
and catalogues, it became the ultimate
laudatory word in talic about the muse-
um's shows in circles where “the Modern'
and “Bergdorf's” were tossed off alter«
nately and all but interchangeably.
There ’s;l

Art 39 Steps fr’éiﬁ Missidn’Eou'SQ' to Boutique

God knows, nothing much

more profoundly exclting in a non-Vogue
and non-Harper's Bazaar context than
great art, But under the obligation to
supply excitement after excitement
month after month and year after year,
while genuinely exciting material be-
came exhausted, the muscum began to
put its premium on excitement first and
significance sacond. The superficial
acteristies of Innovation and experi
were validated by the museum's
Art Seal of Approval in works of art
that lacked hopelessly and forever the
truly innovational concepts that oceur
not month after month and year after
year but at intervals of many decades
or centuries in the development of art.

The Museum of Modern Art, seduced
by its own image and backed up by s
early record, has sponsored, in recent
years, one superficial talent after an-
other. By giving the ukase of the mu-
seum's Czaristic authority to i S
quential works of art it has stimul ited
new excitements in a cat-chasing-its-
own-tall eycle of discovery, support,
stimulation, discovery, support, and re-
stimulation and around and around in
response to a pseudo-growth that has
not allowed time for even the most
promising movements to strike Toots
deep enough to feed them.

-

Among the revolutionary coneepts in
the museum’s formatlon, the one poien-
tlally most significant to the widest
public was that of unifying within a
single framework all the visual arts,
including the movies, which at that time
were recognized by only a handiul of
intellegtuals as worthy of critical and
historical attention; photopraphy, which
in 10290 was just cmerging from its
ambition to be & second-rate form of
painting, and architecture und industrial
design, the two arts that for undefeat-
able practical reasons hiuve

contemptuous of intelicctualized evalu-
atlons, including the TuSeUm'S.
significant in the history

It is
of the Museum
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3 = o Afetropolitan instead of the fledg- 1t
. ; ling Modern, e would probably have
ol 5 reyitalized that slecpy fnstitution in the P
" | way Frencis Henry Taylor revitalized it the
- in 1040 to make it an instrument of functh
- | public service instead of a repository. of s
- It the example of the Museum of Uthﬂ
. Modern Art did not supply Mr. Taylor be mmha
"1 \vith some of his ideas, it must at least ~ seums

h inforced ideas independently ar- i
; ﬁ.\lfv:ir:t. And the success of the :m; I::.Tii::”
% museum, which in its cleven years ha b oeea

3 ! attached to itself some of the biggest
Gk . money names aud collecting names in organism.
AP " | ihe country, supplied a lever for Mr.  the.muscur

r any other director who citing”
Tva:ul?:do:rno?ey frim his board for the scription, 2
expansion of his museum’s activities, tized ’:al o

Hence the Museum of Modern Art,  and cta 4
quite aside from its concern with bring-  laudatory
ing 20th-century art to a 20th-century, m-;; oy
public, transformed our ideas of what a smt Bt
museum should be, and made American  na‘e y :

museurns the most progressive in the There

I
! L
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\ .
of Modern Art that Its architecture
.- S and design program has not grown;
b while the program fn general has multi-

plied many times. At the museum, noth-
i ing succeeds like a sales record. You may
i excite collectors and donors with your
latest line of paintings and sculptures;
but you cannot excite General Motors
or the Uris Bullding Corporation with
your ideas on how thelr automobiles and
skyscrapers should look. The best you
can do is to give a pat on the back to
those designers and bullders who have
managed to produce and sell a product
you approve of. And the museum is not
greatly interested in post-sales values,
What it is interested in is selling,

it .

From the beginning the museum has
been interested in selling. But selling,
like excitement, has different levels of
meaning. Modern art had to be sold to &
laggard American public as a kind of
i missionary work, an idealistic pmjcct,
i . years after that art had been accépted

in Europt. The museum, to its eternal

credit, mide that sale, But in the proe-

i : ; : ess it oversold itself on itself to such an
e : 3 1 extent that the whole place, now gro\\'n
. : i ? At : to ;rmt alze, is one enormous boutigue.
e ; There ¢ the main sales rooms and the

- sub salés rooms and something lilke the

mrgal" spec
keep the anr
new comi

ls—the little shows?that
ncements of sameihiug
belween the big shows;, The
5 not that of a place where
d for contemplation with

i |
“. i _;.‘_3,. i

the of personal response,
Lo accept the offercd
only acceptable . one.

istrators
long that,
vare of the

1 whose
lose to it for

This 48 the scoond of three articles on

o Mt of Modern Art.

At the Museum of Modem Art—

— @ terrible gap between the ideul and the fact.
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_ ' By MILES A, SMITH
i T —s ~ New York @
F UR ferse compass readings on

s we stand in the visual arls to-

' ‘I'hg period of “modern art” is over.
!BF?!‘@ in a d“ stmodern” period. It
“open-ended,” so we can't be s
where it wil lead. . o
Here in the late 1%50’s there is a tem.
pﬂréry 1ull in “new things" in the visual

-~ arl £

_ This Is a rathey difficull time for the
layman interested in arl. Parlly this is

“he is confronted with “a lot of
hard work” in trying to understand and
appreciate the art of today, Partly it is
because there aren’t very many places
where the best—emphasis on *best”—
of today’s art may be seen.

Key Figure

These four assessments of loday’s art
scene come from Henry Geldzahler, who
at 32 is one of the key figures in evaluat-
ing and interpreting contemporary
painting and sculpture.

Geldrahler, who joined the staff of the
Metropolitan Museum of Art in 1960, re-
cently was named curator of the mu-
seum’s newly formed “Department of
Contemporary Arts,” which will concern
itself with all the arts of the 20th Cen-
tury.

He also is consultant and program di-
reclor of the visual arts for the Nation-
al Council on the Arts, and in that
capacity is in touch with what iz de-
veloping all over the country.

Tenporary Lull

“Compared with the feverish activity
of the early Sixties we're in a temporary
Jull so far as something new is con-
cerned,” Geldzahler said in an inter-
view.

“People whose names have been fa-
miliar for,a while are still working. But
no new Pop Artist of the first i
has arisen, and the ahstractio
today are pretty much ‘the abstra
ists of the early Sixties."

Geldzahler said he is v
terested” in “that kind of s
the abstract” which has been
several names, such as “mi
y structures™ or

f this

ductionists in
tempt to create 2
least possible me

An Open Question

“Minimal art'” often consists of a

large geometrical shapes that contain
wide color bands and siripes.

Poons is known for his subtle, com-

lex systems of spots (often elliptical
n shape) floating through a tonal back-
ground. Sometimes he is grouped with
the Op Art painters, but he is not really
one of them.

Oldenburg Is associated with Pop Art
and is best known [or his enormously
enlarged hamburgers, houechold fix-
tures and melting typewriters, construt-
ed of plastics.

Warhol, a Fop Arlist whose soup cans
and boxes of scouring powder made him
a fopic of conversation, has been
making “underground" movies,

Geldzohler made his point about the
postmodern period by referving to the
Museum of Madern Art,

“®The modern period is over,” he said.
"We're in the postmodern period. There
is still the Museum of Modern Art."”
Extensive Admiration

By using such terms as “greal" and
“excellent,” he made il clear thal he
has extensive admiration for the Mu-
seum of Modern Art's collections.

“Their great sirength lies in the
perlod from about 1800 fo about 1940,
he said. “Their masterpieces of this
era—their Matisses and Pic 5
can be matched again in a mus

“But in the years after the last
they haven’t done as well. They
have a2 space prohlam. Their galleries
were designed for hangi 1
paintings,” he continued.
works of art often are of great size. If
they want to hang one Stella they have
fo take down two or more earlier
works."”

In declarving that “modern art” is a
thing of the past, the curator saic
was referring to such mao
cubism, fz n rreali
turism—""r
a beginning, a middle ar
Sympathetic Note

? postmodern

A e A i B

BALTIMORE, MD.
MORNING SUN |

D. 190,628 — 5 339,420

BALTIMOZE METROPOLITAN AREA

DEC 12 1967




Sixties”

A Los Angeles ‘Super Show’

By FREDERIC TUTEN

Size. Maurice Tuchman's exhibition, “American Sculprure of
the Sixties,” ar the Los Angeles County Museum of Are openad
April 28, A garganman Californian culture epic two years in
the making and with a cast of Himds&dsT T Vou include, among
the eighty participating artists, carpenters, elecericians, neon
specialists ( Antonakos’ light sculprure was accompanied b
seven pages of assembly instruction), shippers and movers
Top: The unloading of works by David Smith, Alexander assorted assistants, boat builders, steel workers, mirror makers.
Liberman, Mark Di Suvero and Reuben Nakian (foreground), glaziers, and more, many more to do the job of disensembling,
Above: Installing of Mark Di Suvero's Elohim Adonai, 1966, ; ; I
Below: Richard Tuttle working on Tony Smith’s Cigaretfe,
wood mock-up.

assembling, constructing, and bringing all of the hundred und
sixty-six pieces of sculprure rogether.

Mr. Bob Sinko, fine arts consultane of Santini Brothers
Movers, who shipped over everything from the East—abour
one half on the exhibition—says it is the largest sculprure ‘move
he ever managed. Occupying three vans; cighty pieces, weigh-
ing over 40,000 pounds, traveled over an aggregate of 276,000
miles, ar a cost of over $15,000 ONE WAY, The return trip
will be more costly and will require perhaps four to five vans
since sculprure is being made in Los Angeles especially for
the show and, unless boughe by the museum or by collectors
will be returned to New York and ]‘Uill.’\ cast, It reguire |
seven men Jli\l{l' o [,Iki' ]ll!hl'l’:’ (lr”'\\ l_'”l?].\' hid ||||‘II||'I tronmn phi
rop of Loeh Student Center and into che van, and several mcr
were needed to disensemble Di Suvero's huge piece in
Brooklyn junkyard. About one half of the costs of the show
went for shipping and packing. At least twenty other trucks
and vans brought sculpture to Los Angeles from all over rh
NATION.

the ¢x

Kozloff
alone cost 535.0000 Ty
ind copies of the book will be distribuced an

wsenm, Four thousand bardcover copres wi
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Top: The wnloading of works by David Smith, Alexander
Liberman, Mark Di Suvero and Reuben Nakian (foreground}.
Above: Installing of Mark Di Suvero’s Elohim Adonoi, 1946,
Below: Richard Tuttle working on Teny Smith's Cigarefts,
wood mock-up.
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culpture

of the
Sixties™

A Los Angeles ‘Super Show

By FREDERIC TUTEN

Size. Maurice Tuchman’s exhibition, " American Sculpture of
the Sixries,” ar the Los Angeles County Museum of Are opened
April 28. A gargantuan Californian culture epic two years i
the making and with a cast of NindeedsT 1 vou include, among
the eighty participating artists, carpenters, electricians, ncon
specialists ( Antonakos™ light sculpture was accompanicd |
seven pages of assembly instrucrion), shippers and movers
assorted assistants, boar builders, steel workers, mirror makers.
glaziers, and more, many more to do the job of disensembling.
assembling, construcring, and bringing all of the hundred and
SIXTy-six pieces of sculprure together
Mr. Bob Sinko, fine arts consultant of Santini Brochers
Movers, who shipped over cverything from the East—abou
one half on the exhibition—says it is the largest sculprure 'moy
he ever managed. Occupying three vans, eighty pieces, weigh
ing over 40,000 |'-[1L:!1\1~._ traveled over an aggregate of 276000
miles, at a cost of over $15,000 ONE WAY. The rerurn trip
will be more costly and will require perhaps four to five vans
since sculprure is being made in Los Angeles especinlly for
show and, unless boughr by the museum or by collectors

be rerurned to New York and points case. It require

will
seven men alone to rake Robert Grasvenor's sculprure fron
top of Loeb Student Center and into the van, an
led 1o disensemble 1N Suvero’s
kyard. About one half of the cos
nd packing. Ar least ow
ire 0 Los Angeles I




David Smith, Circle lll, 1962, painted steel.

be printed by the New York Graphies Socicty and sold publicly.
An event.

Probably the most expensive single show of modern Ameri-
cin art by an American museum, Probably the most extra-
ardinary sculprure show of che decade, perhaps the larf
sculpture show ever presented west or east of the Mis issippi.
Bur whar differentiates ir—aparr from considerations of quality
—from the Whitney Museum's 1966-67 Annual Exhibi
Sculprure, which offered only ¢ighteen works less than I
man's show? Thar the Los Angeles show was selected by on
man rather than by a commirtee, thar often each artist is
represented by more than one of his sculprures (in Olden
burg’s case, ten), that ir accounts for a span of seven years
nac one, are all "'..'ycr!-lci.\l considerations beside the mose
parent, the sizes of the sculprure. An entire building, plazas :

even ]‘o(][-fnnnr;lin areas sprawl and spill over with some of
the [argest and most beautiful sculprure ever made in America
The wood mock-up for Tony Smith’s Cigarette stradles the

plazg over twenty-six feet high; Grosvenors fiberglass, sreel

wood piece, about the same height from the ground; Alcx

I::L:‘, l_]%\{fl'].l[l..\ black |:\;11n.(c\5 steel tr\r¢-|1_1.|' Ril I
Mmere eighteen feet h half rl!r‘lu ghe n!. (;u:rgc-.ﬁu key's
red el needle-prongs nilrzns; and :Ju'm_-.;.m the wind. Von
\thgu'l\ _1i|||'.|:|lll|.:- airplane-wi ’.".III_‘{L' piece measures Over
ix In.l' in heighe, forty-two feer wide, and five feer decp. A
~ qore will s st the rest: e Segal's rablean T

. Stazion is approximately twenty-live fect long

1 LT and steel harched girder juts o .

e I. he museum’s face and Di Suver iron and wood
O n Flobim Adonas, rests on a thirty-foor base and
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Alvin Light, November 1964; center: Forrest Myers,
Owls Pipeline; background: Tom Doyle, Unfitled and Over
falst Creck. 2. Foreground: Robert Hudson, Space Window;
ef: Uoyd Hamrol, Five by Nine; right: Tony Berlant, The Mar-
;“’h‘.ﬂ New York and Athens. 3. Left: Peter Agostini, Bur-
Ta Queen; right: Dan Flavin, Untitled. 4. Left: Michael
w, Weehawken; right: Anne Truitt, Thirtieth and Shrove.

tWenty-two feer in heighe: there would be problem finding
Aspar for it at any museum.

In the excellent introduction to his book-caralogue, Tuchman
says: “Scale is of foremost concern to sculprors now—and the
@traordinary sensitivity to it reveals how limited older sculp-
Mhire was in this regard, Even Constructivist sculprures, probably
{with Brancusi) the most salient point of origin for the new
stulpure, now look unhappily like maquerces racher than full-
fledged constructions. Scale in the past was 1o often arbitrary
or obviously influenced by restricting conditions of process.”

Apart from the sheer spectacle of si and number, the
giantism of the show (therc are small objects in the anthology.
eight boxes by Cornell, and small picces by Larry Bell and,
comparatively speaking, minuite sculpture by Kenneeh Price),
there are considerations which distinguish this exhibition from
any of its kind in recent years and which have reverberations
beyond the scope of a museum show, entering into arcas of
not only the theory of the function of muscums bur. in one
or Two instances, into the very aesthetics and philosaphy of art.

When Tuchman envisioned this show twa years ago. he had
in mind an exhibition of seven or cight major sculprors, “This
number grew until he realized that noching short of 4 major
show would be reasonable in terms of giving an accurate
representation of American sculpture of the sixties and in
meeting the needs of the Los Angeles and California com-
munity, both audience and artists. For onc. there was the
matter of bringing rogether what he thought was the best and
most indicative of the nation's sculpture to a community which
perhaps would never have the opportunity of secing such a
representation unless it went East. And natrally, even then
there would be a problem of secing so large a body of work
at one time, The public function, then, is didactic, heuristic—
the museum performing a community seryvice, Henry Hapkins.
Curator of Exhibitions and Publications ar the museum: sad
thar he hoped “the museum would bring the bigness of Cali-
fornia culture to arr, as well as to Disneyland: 4 responsible
awake community through are” For this reason alone the
exhibition would have to be an anthology, not a trend. show
The exhibition would have to cut across “lines of diredtion
would have to play the role of sampler, not pace-serrer or tren
maker or symprom definer, unlike such shows as Willam
Seitzs “The Responsive Eye,' or Kynaston McShines “Pri
mary Structures” ar the Jewish Museum, or Lawrence Alloway
V,yn.ru":il Art” at the (‘uuj_:ll_:t-lﬂul.'l:. in 1966

Of course, to say this is ro obscure for a moment
that thirty of the eighty sculptors roreghly fall nm
fication of primary structuralists or A B O ar Or e
ists: men like Judd, Morris, Andre, De Lap whil, Bladen
Gray, Myers, Kipp. McCracken; that five ar ¢ sculpd
Marrtox, Benton, Lye {with !"".EF-'I"““\! mioton. and souod
Rickey ( motion by wind and gravity), and Von Huene

Al only three are light-peaple:  Anotonakos, FL

that eleven, or abour one eighth of the

o peneration’ argists:  David  Smich Naknar
{ three picces trom [962), Calder, N

he sixtl
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ace Wrap With a Western Cut; right:
‘No Title. 6. Richard Randell. Blue
acker. 7. Stephan Von Huene, The
k Rider. 8. Alexander Calder, Octopus.

proximately thiry of the remaining artists belong 0 no
camp, to ther own arena: Keinholz, Chamberlain, Oldenburg,
Westermann, Segal. Trova: A trend or a cross-section of whi
is today? OF the cighty, av lease thirfy are from California
Tuchman belicves they are among the best and most repre-
sentative of the country—several are well known, orhers are
comparatively brand new o the East—and 50, the second
community funcrion of the muscum, w take California artises
our of the status of regional artists by exposing or showing
them with nutionally and internationally known artists, in
shore, to bring the Wese ro the East.

And, of conrse. there s the wish thar a show of this nature
will do for the museum whae it hopes to do for California
arrists: place it on ehe map of sazromad importance. Incidentally,
the Los Angeles County Museum is #or a museum of modern
art, yer thiscas well as other recent shows (New York School.
a Man Ray retrospecrive, Albers and Kirj exhibitions ) would
sufficiently qualify ic for thar role. This show represents an
intense effort ro establish the museum as a center for modern
art on a national basis.

The story goes thar when William Seitz began o organize
his "Responsive Eye” show ar the Muscum of Modern Are,
there sprang up vvernight an :-mir;m[nisrs t0 meer
the occasion, a bartalion of Op converts closed ranks abour
MOMA. What this means in the history of the arc of this
period is speculative, bur the implications for our time are
interesting enough and can be interpreted as an example of
the insidious nature of museums whose function appears o be
the making of instant arc history, and in thar role decried as
the betrayers of values, the handmaidens of the commercial
galleries und the servers not of the concerns of ar bur of Show
Biz. From another perspective, the museum's funcuon, in this
regard, is thar of a vial farce in the encouragement and stimu-
lation of new creative life.

In the case of the Los Angeles show, where there was no
trend to discover or to promulgate (although the inclusion of
rhir[)’ (,.1]ffclrnl;l ATrnsts 1§ \lln'u.'l'.mf_’ of a statement of post

tion ), the museum has encouraged arnists by inviring twenry

three of them to create work specifically for the exhibition
This and the matter of the ransportation of the sculprure,
logistic and economic problems of the show, have given rise o
considerations of the nature of are which, while not necessarily
new, have decidedly been rephrased in pragmatic rerms. The

asked to make sculprure for the show were invited
work in any mode or scale they desired. Artists who mughe

have always wanted to work in & scale than what was

conceivable to them in terms of showing their work in gal

leries, or artists whose large work was unable to be shown
. =

before, were libeérared from space dicrates. In the case

artist like Harold Paris, whose wo

shown in the East has

m he construcred tor «f

been of a reduced scale, the larg

exhibition requires thar we examine him again fre G
Andre was flown from New York to Los Angel on (
his Lock ( made up of eight sheets of four-by-¢ chiy
boards raised one half inch off the gr .’I]l‘:".'.llwl-':"'-'\ to th
requirements of the environment—the museum

in which it would be seen. Snelson also cami

seum to construct and put up his (

In some instances the artses did no




Top left: Lucas Samaras, drawing for Corridor. Top right:
Assembling the Harold Paris room. On ladder, Ed Kein-
holz and Harold Paris. Below: W. R. Geis, I, “Want
Not . . . (foreground); Reuben Nakian, Goddess of the
Golden Thighs. Peter Youlkos, Firestone. Carl Andre, Lock.
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'of Donald Judd—bur left the construction or the supervision
of the construction to assistants whom they had delegated.
And in one case, the musenm irself made the sculprure,
Tony Smith’s huge Cigurette was built by the artist Richard
Tuttle who came from New York to constrice it. Cigaretre s
truly a piece made for the occasion, for unless the wood mock-
up is rendered in steel and is bought, ic will be destroyed once
the show is over. (Because it is so closely identified with the
occasion, the work has an almost ritualistic aura—the death
of 2 work of arc coinciding with the termination of the event
for which it was created also gives the work itself the quality
of an event.) Tutcle also supervised the construction of Smith's
Die 11, a steel cube which was less expensive to have made in
2 California steel foundry than to have shipped out its castern
counterpart Die. In both instances the artist does nor even see
the construction (or reconstruction) of his work; in both in-
stances a work is either destroyed or created or re<cred ed
(duplicated) on the basis of costs, on the basis of transport
charges. Lucas Samaras' Corridor, a room ¢nvironment of mir-
rors, was created withour benefic of either his supervision or
that of a guardian appeinted by him. Samaras merely senc
scale model of the structure to the museum and lefe the rask
of irs construction to the museum itself. The nartions of
permancnce in art, the value of the unique, single work of arr
and of the importance of the artist’s signature or handiwork
as a value in art, have again been fruicfully assaulted, Morcoves
at Los Angeles the funcrion of the museum scems to have
extended itself to that of creator as well as exhibitor of art
For those who feel that museum shows in New York hay
reflected mainly the tastes and intereses of Fifty-seventh Street
this show will seem fresh. A point of view Is being change!
1 |

one that must include a view of the West us p

enia
of our national art, If nothing else, the sheer encr A
enthusiasm that made this v (apart from the vase suppe
the museum eave Tuchman, the Contemporary Arts Counc
a private organization of fifey-five people dedicated o makin
the museum a vital art center, gave substantial sithsidy

project) is in irself a sociological event,

Maurice Tuchman's signature, ironically

s more clearly on the project than the artist

- .II!\I. l‘L'.‘- LSty
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med er noe vesentlig . Mu-
Beet er | stadig ekspansjon —
man arbelder med et storstilt ut-
:M:}lsespms?m wt:: kommer til
museet en del mer
utstillingsplass enn uﬁle na har.
. Nar man kommer inn i den
‘enorme hallen med et ocean av
’v. marmorguly, som er flankert
 av plamer og andre eksotiske
treer, og oyet deretter folger den
‘bersmte rundgangen som snor
seg oppover, stadig oppover, for
til slutt 4 fortape seg | svim-
lende heyde under glasskuplen,
er virkningen sjokkartet. Bygg-
verkets indre dramatikl, dets
rytme og storlinjete bevegeiser
kan umulig annet enn begeistre.
Men nir man tar heisen til evers-
te etasje og begynner <nedstig-
ningens til fots gjennom rund-
gangen med sine 30 <béser> som
tjener som utstillingsrum | den
buete veggflaten, blir man be-
tenkt. Er dette god museal ut-
forming ? Neppe — selv om mes-
ter-arkitekten Frank  Lloyd
Wrigth hevdet at byggverket

|8+ representerte «det forste trinn i

retning av organisk arkitekturs
— ber ikke all arkitektur verdig
navnet veere det? Vel og bra at
han! ikke ensket 4 lage et muse-
alt rutinebygg, vel og bra at han
ville tvinge fram stadig nye les-
ninger ved montering av f or-
skjelligartede utstillinger, men |
all mrbedighet: Er ikke dette et
genis fellgrep?
Det skal mot til & begynne ph
den endelose rundgangen, Ik-
ke for har man begynt & betrak-
te et arbeid, for eyet uvilkarlig
trekkes nedover mot nabo-¢bé-
sens og videre nedover, eyet fin-
ner ikke hvile 1 betraktning av

¢l kunstverk, det tvinges auto-
dette

matisk mot det neste 1
rundhorisontale arrangementet.
Og all denn oversiktlighet wvir-
T
ker pn"l'.l.—k JaImmne _1.1_‘ ,\"r‘lt_’_l‘-r‘:‘.‘.ﬁa
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at vigse sider gv kunsthandelen
og alle de kampliserte elementer
som omgir kunsten har skiftet
vekl fra Papis til New York.
Muligens er New York i dag ho-
vedsetet, jeg vot ikke — det vil-
le { s& fall ikke veere forste gang
at kunsten skifter hovedsete —
men hvorfor alt snakket? For-
holdet kan vare interessant po-
litisk eller som ekonomisk feno-
men, men hyilken betydning har
det vel for kunsten ? Eller for
dette museum? Det er likegyl-
dig for oss hvor et kunstverk
oppstar, bare det er godt.

Jeg prover st nytt tema:

— Mr. Messer, den internas.
jonale kunsthandlervirksomheten
blir mer Og mer global og antar
karakter av kartell — en ny ty-
pe kunstnere oppstdr i kjelvan-
net, han deltar i ambassademot-
takelser og endelos selskapelig-

r - g —
4. dr00

NPT

— Det var en tid da pesten
alle malere folte det som en
tvingende noedvendighet § ut-
trykke seg abstrakt. Kupst er
ebbe og flo — og reakgjonen
kom, mange av de sammg ma-
lere vendte lhvertfall tilhgjge en
stt_md til det figurative, ar-
held-‘.f_ parallelt med de emnulv
ge figurative malerne, Jag kan
ikke &2 noe |nu1sn=L1n’ngsr-',rhold.
de utfyller hverandre, — 5. Gug-
genheim-museet er ﬁr‘l\-’!-:u;tt ver-

ken for eller imot.

Mr. Messer har snakie; jpollg
hele tiden, uten & heve atepgmen.
Giennom florlette gardinep for-
nemmer jeg lyset gienngp tre-
kronene | Central Pyupy | gom
strommer mot tte Unge mu=
seet et 1 CUm som "o‘..._r.
skuelig fremtid vil vars samts-

le-emne | kunstens

verdogy 8

— Og Guggenheim-mr —
B ggenhe 1ugeet ot et

Frank Lloyd Wright har jo skapt o]
et helt lukket rom? 'l:h!! win- |
— Jeg uttaler meg selvsagt Jicies 1o
{kkke om en konkurrerende lnsti-k'rem‘:‘ﬂ{

tusjon. Men for 4 ta prinsippene: s

Det finnes moderne musect
som er si personlig utformet, si
gterke, at ronumene tar kveler-
tak pa kunsten. Fordi arkitekten,
hvor begavet han enn mhtte ve-
re, ikke har kunnet underkaste
seg kunstens krav Jeg

har sett
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Bhen. It is the
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9¢daeloh,elp ﬁor moderne lau

Hn-um | blitt s
gim-

hﬂlnt p‘ m Avenue der det
vokser frem mellom wmrverdige
leieghrder som et fremmediege-
me fra en annen klode, Man be-
“haver baro kaste et blikk nedover
avenyan til Metropolitan Muse-
um med sin tradisjonclle, palé-
lignende fasade for & bl kiar
over byor radikalt Guggenheim-
bygningen bryter mied vante be-
ETeper om museums-arkitektur.
Of selv om stormen omkring
dets utforming og diakusjonene
om dots honafktsmessighet som
museum har stilnet av, sk hers-
ker der neppe tvil—: Det store
Ppublikum har lkke tatt dette
monster £l site

cmwm

nEspunkter

4 av jdeer. S4 8
fortsettor hv.
Itwileling |ar
ik gruppe blir
omgivelsene,
samtidens Imhjy.
issuma mkl or det
't ulithd har vaert:
Mﬂ" v modor-

— Og OCuggenhelm-miseet —
Frank Lioyd Wright har jo akapt
ot halt lukket rom?

— Jeg uttaler mog nolviagy
ihkke om en konkurrorende insti.
tusjon. Men for & La prlnﬂpml

— Det finnes moderna n

mom er &4 personlig utformet,
mrk». b rommeny
tak pd kunsten. Fordi u-ld@

hmlxnmthmmmuu
nglmutmknr Jeg har

moderne  gunstverk, namiske
Of  voldsomnie kunstverk, som
nesten or blitt mert under
trykket fra omg s »
lerf lean faktinke egh | stykkers
under proaset
= Museum of Modorn Art kan
w gllor knuse on kunst-ret-
T
— Man sicr sA, javel. Men Jog
g tar fel) Det er kum‘.
mhkaper retninger, i
musoens — o talentel. det vir.

© The Muoseom ol Art,
tra hablen med blikk inn @ skuip-
turliiven. Foto: Alexandre Ge
oTEes.

kellg® talontet, lar seg kke rok-
ke BAr sine egne veler. Jo,—
misumalolk og kunsthandlere
sillelr viagt summen | ot edder-
wepPaett og konsplrerar om A
skupe eller drape <retningers og
sh Nala inn gevisten. | | . del er
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het, stettet av public relations
og reklame — ¢r {kke alt dette
til skade for kunstneren og hans
verk ? Manessier snakker om da-
gens van Gogh'er som kjorer |
Cadillac og har tre badeverel-
ser. Er ikke kunsten iferd med &
bli et eneste stort cocktail-sel-

skap?

irettesettende

likegyldig hvordan utviklingen
ar seg. Sant nok. Forholdet

De nevner er blitt en ikke

ta skade
som_lkke
olde seg

TRMAUEE Ly

gelse.

stilfullt og stiliferdig enn Gug-
£ , men mu er ikke
mindre dynamisk — ettpr sti.e
ombygninger og med tilfpyelse
av en skulptur-park fremstir det
som et praktmuseum, uten sam-
menligning det betydeligste og
mest innflytelsesrike | verden
nar det gjelder moderne kunst.
Det fungerer pad tre samarbei-
dende plan: Som et senter for
aktiv utfoldelse gjennom utstil-
linger, kurser og publikasjoner,
det har utgitt over 100 boker,
og i selve huset holdes der ukent-
lige klasser for 800 voksne og
1200 barn. Det fungerer som et
internasjonalt studiesenter, et
verksted, der museets arbeidsma-
teriale stilles til disposisjon. Og
selvfolgelig som et lager, ot mu-
seum som omfatter ikke bare
maleri, skulptur og grafikk, men
arkitektur, design og fotografier.
Det forste internasjonale film-
arkiv ble grunnlagt her. Og in-
tet annet museum har en tilsva-
rende samling moderne kunst. I
tillegg til den permanente sam-
lingen, holder museet Arlig 20 til
25 nye utstillinger, samt sender
ca 100 vandreutstillinger pd run-
de | Amerika eller til utlandet
Og enda er det fkke lenger si-
den enn 1020 at museets forste
utstilling ble holdt i leiede loka-
ler, — i sannhet en eruptiv eks-
‘pansjon!

3] s
Herskeren over dette mektige
kunst-tempel er osterriker ay
fodsel med det fransk-klingende
navn Réné d'Harnoncourt, — en
kjempe av en kar som stir ved
vinduet og skuer ned pd skulp-

_ turhaven og glassveggene ut mot

5
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Milaren Rune Jansson ¥
it detta. Inte i KRO:s m
blad som man skulle ir
§  Arkitekten, SAR:s m
blad, Det ir eft helhjir!
4t den svenska off-konst
|ndr off-konsten stir i bl
Han stiller var konst

i den amer

1yp,

I ; "
firbrukade monument ¢
linnehallslas folkbildnir
tion, dar publiksiffrorna
forljugen bild av konstin}
Hellre dd, menar Rur
son, konst som omnamen
sel, i all beskedlighet.
Debatten om off-konst
{ade denna ghng med ul:
en ph Svensk-Franska:

mulans — de

"Hej stad”.

,!I Chicago

[ keglingen

I

konstndrer gav ett alternativt for-
slag till vir nuvarande off-konst.

Alternativet bygger pa tvd for-
lutsdtningar. Den ena dr att Sta-
lden dr ett enormt flade av sti-
har alltsd helt
apammat tesen frin utstillningen

Eftersom Staden | detta fall gi-
gelvis #r Stockholm, verkar tan-
patetiskt romantis

VAZ DIAS INTERNATIONAL 5o tho o t-lﬁti fe of Sweden

WMM becBMe strength and proiile
39 Cortlandt St. N.Y. 7, NY. Tt is an enthousiastic suppoT?

Digby 9-2287 of the Swedish ofi-ert, jusdt

HOWtKhere thelofr-art ig in stormy

= weather. He places our ert-milieu 1in
]gxpin’;g.?e";m opposition %0 the Americen erf-milieun,
. which experienced the mastodofish cul-
R ture-houses, of the type of fhe lNuseum

of Modern AL

cts — konstverkets — ad
fir helt legitimt. |
fen lingre driven blir
tionstanken orimlig, Kon
' inte programmeras av

annat in pa det besk
Lpﬁ sitt sdtt helt legitimi

Rune Jansson avser me
n ornamental trivsel. &
dukter skall rivas ph &
{g som den miljd de be
§ — det var en sidlvikla
npeji och ir det viil ock
nska er, far man

sten

fonstverk som syftar
n inte bindas vid miljd
egreras, Det skulle fori
miljon — och diirmed £
ir garanterat statisk, vill
orimlighet, Men diirfor
in inte avstd frin konsty
pjekt som integrerar
ljon. Dir har det s
inga glnger: man har vi
mindre  betydande kor*
framfor ett mera betydande
for att det mindre bety
integrerat i miljén. i

Sjoguden
e —————

P ulstillningen finns et projekt
som accentuerar detta: ett akva-
rium for delfiner avsedda att be-
skddas genom vattnet, Dessa adla
varmblod #&r |1 rorelse mer
konst éin konst, menar man. For
hundra ar sedan preciserade Bau-
delaire tankegkngen i essin om
Degas och dansen, men hap gick
mycket lingre. Han tog fasta pd
! et forpkiade av arganis-

CLAS BRUNIUS

Det 4r kortsynt. Miljon f
ras alltid, det dr det enda
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of Modern

it ‘den svenska off-konsten, just
off-konsten star i blasvider.
n sllilm- vir konstmiljs i

Milles hirliga 8jogud — men sitt
of Modern Art, zom den i forsem medanfér Operan!

Wldl: monument over en i det ugonhti?x kansten blir stér-
innehallslts folkbildningsambi- re i format fin den kommersiella
k de ¥ i
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_ g gth and profile

”WI St NY. 7, NY. 1% iS an 4:;'[tnou siae 1‘ic sup')-ul"\..
Bighy 9-2267 of the 8Swedish off-zrt, just

now where the ofrf_grt is
vweather. He Pplaces our ert-milieu in

Exp?;p:"f::n 0;:u.¢:ition 0 the American art— nilieu,
8 which e*ge‘fi&%%’i@ the mastodopsh cul-
Stockholm ture-houcesgi@iihe type of the Nusecumy

Leve 0ﬁ-k0nsten

in stormy

och pé sitt sitt helt legitimi
som Rune Jansson avser me
men ornamental trivsel. §
produkter skall rivas pa 4
ghng som den miljs de be
rivs — det var en sjilvkla
Pom-pe;l och dir det wil ock

Svenska bostider, fir man

Konstverk som syftar
kun inte bindas vid miljc

tion, diir publiksiffroma ger en rekl i
forljugen bild av konstintresset. ella intressepa att hegiira #dnnu

Hellre di, menar Rune Jans- stirre plats, I ett av kommersiella
som, konst som ornamental triv- intressen styri samhiille som virt
sel, i all beskedlighet, méste striden om formatet alltid

Debatten. om off-konsten star- vinnas av kommersialismen.
tade denna ghng med ulstillning- Utstillarnag gndra forutsitining
en ph Svensk-Franska: en rad @r att konst = sensuell stimulans.
konstniirer gav ett alternativt for- Pa utstillningen finns ett projekt
slag till var nuvarande off-konst. som accentucrar detta: ett akva-

Allernativet bygger ph tvd fir- rium fiér delfiner avsedda att be-
uisdttningar. Den ena ir att Sta- skidas genom vattnet, Dessa Gdla
den dr ett enormt flode av sti- varmblod ¢ | rbrelse mer

mulans — de har allted helt konst @n konst, menar man, For
anammat tesen frin utstdllningen hundra &r sedan preuueuade Bau-
"Hej stad”™. delaire tankeghngen i essdn om
g Degas och dansen, men han gick
‘_.hl(!ﬂgl) mycket lingre, Han log fasta ph
—— de mest firaktade av organis-

Eftersom Staden | detta fall gi-

vetvis Hir Stockholm, verkar tan-
keghngen patetiskl  romantizk CLAS BRUNIUS

ganska idyl-

ganger, Silualionen nu
om den glngen dé

I"" hdstregnet |
|#en som var ree

| Om konsten akall hivda

deana, om ulstillama m
iuﬁiri-.un- stimuler
mésie den ha sammg
|uxm sladen | dvrigl. Hela husfy
sader som PUB:s skall klis i konst
niicliga losfusk, anoars "fungera:
inte konslen. Det dr en utopi

vitre form

Br In crist i
D tillkommer andra
magiska, intelleltu-

glon gammall en

Det skulle fén
att nn],]dn och dirmed £
— &r garanterat statisk, vill
en orimlighet, Men dirfor
man inte avstd frin konstr
projekt som integrevar dd
miljon. Didr har det s
ménga ginger: man har vi
mindre  betydande kon
tramfér eft mera betydande
for att det mindre bely
integrerat § miljin.

Sjoguden

Det &r kortsynt. Miljon fims
ras alltid, det &r det endal
1 Stockholm finn: en Ty,
ur av Milles, "Sjoguden™
thr ph Skeppsbron, pa
vid Slussen. Det var en gi
miljomissigt  forstklassig
ring, trots att "urukuden' i
finner
;jon, Den -Jnd mtill den
dande sjoleden; Slussen, &<
lare ll{lvr, fir att anfEEs
franska ordel, som™en b %
pallare och manslengs

gira "Sjbg
ar han wiird: nar
rivi m den
man 5
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néamnderna har inte prutat —som
mecenaterna och de berimda
samlarna, Det dr bara Moderna
museet med sitt anslag
som miste tigga sig till et Ihge
pris, i utbyte mot dran.

Det hoga prislaget har givetvis
miénga konsekvenser, Jag vet att
v etablerade  konsthandlare

er Gver det — men konst
gbrs ju inte for konsthandlare,

En visentlig vinst har det higa
prisliget givit oss, allmiinheten:
Sverige har ph de senaste {emton
aren blivit en frin internationgl}
synpunkt ekonomiskt intressang
konstmarknad, Det betyder aig
konstniiver frén hela virlden vil]
komma hit och stilla ut. De gbr
det ocksd. Fir bara ett par
decennier sedan var det ovanligt
att f4 se original av en aktuel]
utlindsk konstnir. Sverige var
konstniirligt sett en 6, med en
liten spAng till Paris via Svensk-
Franska, Numera behéiver en
kenstintresserad svensk inte kiin.
na sig desorienterad négonstans |
i Sverige. Han har — om han J
velat — kunnat se oiindligt C

8 ket mer &in den fiérra generaf
L nen hade majlighet till,
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WINSTON-SALEM METROPOLITAN AREA

JUN 21 1867 |
Modern Art: What Now?-111

the faith that modern art has
a historical rationale—as in-
deed it has, No art, ever, has
been more conscious of its

s 2 > " Eﬂhar
as something to be revered or
—a more vehement form of
maﬁﬂﬁ-us something to

have to look twice to he sure
whether that color-field paint-

“gnm — The tsmrs-
es (and rings true) that If this puts the case in terms
. Alfred J. Barr Jr. i of burlesque, it is not far re-
 Stein moved from the demonstrat-
of the museum’s re-
confusions. The

Museum Exhibits Acute Schi

z0phrenio

yesterday is bound fo explain
why something else happened.
today, which in turn must tell
what is waiting in the wings
to happen tomorrow. But the
eccentric course of contempo-
rary art since the decline of
Abstract Expressionism has
made the past less and less
an area where the museum
may discover the roots of the
present, and more and more
just a great bin of miscella-
neous material where it must
rummage to salvage a crutch,

The Manet show in 1960 was
the museum’s last demonstra-
tion that without bastardizing
one half or the other of a
hybrid personality you can,
indeed, be a museum and
modern too. But things have
moved so rapidly that the mu-
seum’s recent Jackson Pol-
lock show was all museum,
not at all modern in the sense
of something immediately con-
temporary and still growing.
It is here, in art that is im-
‘mediately contemporary and
aﬁnmwhia. that the muse-

1eets its troubles hlﬂd ex-

vate fantasy that
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| U The Whiney Miuseton, which is the city's
Hewest are showcase and taking the edge off

. the populurity of the Museum of Modern

Art. will be the site o“yome scenes from
Paramouni’s  new  James Coburn  starrer,
WP A The title means “The Presidenr's
| dnalyst” Another Paramount locarion team
coming in next week will he Jack Lemmon
and  Walter Marthan to shoot some se-
quences in the picturesque upper West Side
for the maovie version of “The Odd Couple,”

l Neil Simon's Broadway smash,
I ]
-
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ART LOVERS IN THE GARDE?

By JOHN CANADAY

LUB, sthodl, playroom, public park
restaurant, movie house, so 1=
WTOO
fashion center, tho
of Modern Art, an institution
housed at 11 West 53rd Street but with
tentacles that have enveloped the United
States and have extended arcund the world,
is in & bad way.

“A bad way" of course, a relative term.
The museum has no real money troubles,
in spite of its reiterations that it scrapes
alang by observing Spartan economies, It
is popular, one of the most popular enter-
tainment palaces in town, having survived
an early competitor, the Ro
recantly its attendance figures have been
eut down by a duckling so ugly that nobo
ever thought it could become a riv
‘Whitney Museum of American Art. And
without any question at all, the Mus
of Modern Art has 'I'.\P-‘n 50 po 1
on the whole so be
jean cultural lUfz
a long time before d
it was approaching a d_suli But it
been coasting. And when you are mide
Aged, you coast a lot maore
used to,

Middle age is p disastrous «

enade, trysting place, trade sh
and

#f Modern Art) drn;nng
Mussums as storehouses of antiqu
Baking on all the immediate associati
expériment, adventure and disco
'Eh.m :- that since its organiza
Was a long tlme ago—the
has achieved ita goals so con-
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having bred a ty t

{s befter courted through the

Andy Warhol at a reception than by the
n of & Leonardo.

The museum'’s popularity wi
d public is indicative of a cultural
. which, although & f0rma «
‘1, is not & d#qirablﬁ one, T
but it
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A1l ages, all economic brackets and all degrees of intelligence above those that require institutional care.”

me there, But this impl
on a broader
Modern Art

You can talk

take the cur-

forever without getting much
> k. To relate him to
an understanding of art in general for any-
thing but a speclalized audience is like
trying to explore a city by the exhaustive
analysis of a single roam.

When the museum first opened, Mr. Barr
had great territories to explore for his public,
and his success Is apparent in the general
knowledge of those territories today. Even
for anyone who was around at the time,
it is difficult to remember that the opén-
ing uhibmm—mmm:\m: Cézanne, Gauguin,
{ Gogh and Seurat—was an introduction

+ men for a section of the public
ths vy would take them for granted.
At LhnL time, too, you Id introduce the

1 ol '} of understand-
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ling posters

 at Monroe Museum

MONROE
_people are familiar with the poster art of Toulouse-Lautrec,
by way of Jose Ferrer, Few know that there was a so-called
- ¢raze” in America which swept the country for one wild year
in 1895, An estimated 6,000 collectors got into the act,
that time, illustrative art was bland, innocucus, and repre-
well-suited to children’s books about good little boys
ils. In the 1890's, an international style known as **Art Nou-
‘developed, It encouraged a free, natural, flowing design with
‘and influenced art, furniture and wallpaper designs, and
i Arabic motifs were particularly strong, Inthe United
ates, the style was mainly used by young artists for poster work,
‘Currently on view at the Village Hall in the Museum Village of
s Clove, Monroe, are 70 American art nouveau posters on
from the Smithsonian Institution and the Library of Congress,
4 , D.C, The travelling exhibit will continue through Sun-
Aug, 7.
i” mu:omrs exhibit a wide range of styles, There are the billowy
dines and flowery backgrounds of Will H, Bradley’s works; the slightly
I'morbid touch of William Carqueville and Frank Hazenplug; the bold,
‘beautiful line and flat colors of Edward Penfield; and interesting ex-
‘amples by the American painter, John Sloan,

The craze wore itself ow by 1897, but the art form laid down the
‘beginnings of modern advertising art,

The show may be viewed about every hour at the Village Hall, follow-

the hourlylecture,

. Art calendar

& Rosen on view

* and one’s attention is notdistract-
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By JOAN MICHEL
NEW YORK CITY

How are museumns like homes?
A parallel seems far-fetched but it
is a comparisonthatleapedto mind
when this viewer recently visited
two New York City museums
devoted to modern art, One was
the M of Modern Art on
53rd Just off Fifth Avenue,
and the other, the Gallery of Mod-
em Art at Columbus Circle,

Huntington Hartford's labor of
love, the gallery, has an air of
chaste, understated elegance,
Richly panelled and carpeted, with
parquet floors, concealed ceiling
lighting, and a few modern sofas,
it had a minimum of visitors,
And paintings, which are
decorously hung on the walls in
single rows, The nucleus of the
museum is from Hartford's pri-
vate collection, The air of spac-
iousness reminds one of theapart-
ment of well-to-do newly-weds.
What there is, is in good taste--
sparse but well-placed, Each
painting dominates its small area,

the draperies, and the flowing
chiffon dress,

The gallery seems the result
of a basic decision: with a limit-
ed budget, should the money go
into the buflding and furnishings,
or into the accessories, that Is
to say, the art collection? In
this case, the decision seems to
have favored the first choice.

The  Museum of Madern Art,
on the other hand, has become the
granddaddy of establishments hous-
ing contemporary works, In its
three decades or more, its own-
ers have collected and collected
and collected, like a magpie mar-

coup,
*s and 40%s, when this review-
er haunted the place, it is a
shocking sight after a hiatus of
nearly 20 years, The once chaste
atmosphere, Wwhere individual
paintings nearly sprang out of
the pristine purity of the white
walls with a startling clarity, is
gone,
' Now the walls are literally
crowded with paintings: excellent,
good, and indifferent, each one
)l’ighung for attention, The impact
on the eye is overwhelming and
(eventually numbing, How much
'can one absorb in an afterncon
‘of viewing with any discernment?
The walls have a Victorian clutter
about them, much like the Metro-
politan Musewn of Art, where
| every inch of space is covered, |
Epstein of such notables as Paul 'Gone are the days when a single
Robeson and G.B, Shaw, Thereare |Mondrian, like a vividly painted
third and fourth rate works by |nabisco cracker, dominated a dis-
such artlsts as Frederick J. | play room,
Waugh, Gericault, Edgar Degas, The sculpture suffers even !
Marie Cassatt, Edward Hopper, ' more, For instance, Lehmbruck’s |
and Salvador Dali, A portrait of lovely nubile girl is almost cheek-
James Baldwin, the Nesro writer by-jow! with welded, spiky stuff.
and spokesman, by Marjorie Ste- | it's impossible to back off to get a
ele, Hartford's former wife andan )goﬂd long squint at a single work
amateur painter, is one of the | of sculpture--the chances are
more competently done pleces. | rigky that one will knock over &

In all justice, the collection has| couple of nearby stands, The
two or three good paintings: 4 viewer falters, not only knee-
moonlit lake In eerie greens byl deep in sculpture, but in audience
Ralph Blakelock; a large canves as well, The museum isalmostas
by:Claude Monet, “The Jetty of| crowded as the Central Park Zoo
Le Havre" which is flooded with on a sunny Sunday,
light; and a portrait of Mrs, Kate The exhibition roomis in theold-
Moore by Jolin Singer Sargentwith er part of the museum give the
exquisite touch for texture jmpression of a thoroughly used
as manifested in the flesh tones, arttic, As for the basement, with
its theater for presenting films for
historic note, it has deteriorated

ed,
Unfortunately, the permanent
collection, in my opinion, does not
warrant the attention one can give
it, Perhaps even mediocre art
deserves at least a quick look,
One cant feast on masterpieces
alone,

The outstanding worksarea ser- |
ies of portrait busts by Sir Jacob

e e

his

. '
Three centuries !

badly, It is, in fact, downright | EEEEEE.
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Museum of Modern Art at Age 37

" Dowager Instead of Daredevil? ?

By Aline Mosby

NEW YORK (UPI) — The
Museum of Modern Art jolted
Americans 30 years ago by dis-
playing dangling bits of metal
and a solid black painting. But
its last major exhibition was
the work of an arlist who has
been dead these last 115 years.

The only people shocked by
the show of English 19th cen-
tury painter J. M. W, Turner
were those art fans who claim
the New York museum has
abdicated its original aim to
show the new and the daring.

They contend the museum at
age 37 has become a dowager
instead of a daredevil. The old
girl of 53rd St., they say, has
slowed to a piaCid walk.

Noted art critic Emily Gen-
auer accuses the museum of
coming down with hardening of
the arteries.

Modern artist-architech Ri-
chard Baringer charges that it
is a doddering conservalive that
lets other museums beat it to
the latest art movements.

No ‘Pop Art’ Show

The Museum of Modern Art
never has held an exhibition of
“pop art” although it included
several examples in shows on
current U. S. art.

Its “op arl” show was staged
last year after the movement
reached its peak. Kinetic art—
sculpture and paintings that

wiggle, squeak and flash lights

| but to report
| artists are doing.

e e oo

—was hailed at a San Francisco
exhibit as the *most powerful
new art movement today. Ki-
netics probably will be pre-|
sented at the Museumn of \Iod-
ern Art “in a year or two,’
a spokesman said.

Baringer recalls that “in its
early days the museum was the
first to give shows to a lot of
new artists such as (Alexander)
Calder and (Jackson) Pollack,
thus affecling the whole art
scene.

“Now the museum is showing
things that have happened.
Leave that to the Metropolitan
Museum. The Modern Museum
should exhibit things that are
happening today,” he said.

“The best show today in New
York is at the Jewish Museum,
Sculpture that overlaps into
painting and vice versa, A new
movement. The Museum of Mod-
ern Art should have done it.”

‘Create a Stir

Other critics fire from the
opposite side. Noted New York
art gallery owner John Lefebre
thinks the museum ‘*‘probably
shows too much pop art."

“But I won't quarrel with
their right to create a stir,”
he said.

“They don’t neglect the other
side, either, and the Turner
show is proof—they went back
{o the roots of modern art.”

The director of the Turner
exhibition, Monroe Wheeler, con-
firmed in an interview that
the museurn does not show art
movements as soon as they
burst upon the scene. In fact,
he uses that point to ward off

| occasional attacks that the mu-

seum is a dictator that force-
feeds the American public with

|pr and op.

“We follow the ,)ubhc rather
than lead,” he said. “We show

| what seems to us significant,

after artists have done enough
50 that their work can be eval-
vated, and let the public make
up their own minds. It's not
our job lo discover new arlists

He said he museum was con-
tinuing to buy “‘pop art”
will be shown in an exhibition
sk linau i

! sibly pushing acceptance of mod-

rand 7,000 prints. Two years ago

| mreanm_nf modern art

!
In 1934 the brash, young mu- |
seum caused a furor by dis-,
| playing well-designed industrial
objeets such as typewriters and
ball bearings. Another shocker |
was the hanging of an all-black |
painting by Ad Reinhardt (still
in the museum, with a sign |
advising the viewer to watch }
long enough to see the various |
shades of black).

Public Knowledgeable

Wheeler hinks the museum
may not seem so punchy today |
because it's not easy to shock
the 1966 public. They see ‘“more
shocking things every day in
the newspapers,” he says.

Although he insists the mu-
seum has followed, not dictated,
movements, critics credit it with
being more of a trend-setter in
past years. It was the first
museum to give architect Mies
Van Der Rohe recognition, pos-

ern architecture throughout the |
nation. Its 1960 collection of
1900 furnishings and paintings
was said by some to have
launched the fad for “‘art nou-
veau' decor.

Without question, the museum
has grown rich, with a per-
manent collection of 1,800 pieces,
a depariment of architecture an
design, 7,000 photos, 3,000 films

it raised $25 million {0 more,
than double its exhibition space. |
A change in direction may|
be in sight for the middle-aged
museum. Its guiding director,
Alfred Barr, retires soon. Mu-|
seum directors have not yet
picked a successor but the win-
ner may bring new policies to
the world's first and foremos

e,

to the public what | -

which |}

E
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instead of a daredevil. The old
girl of 53rd St they say, has
slowed to a placid walk.

Noted art critic Emily Gen-
ater accuses the museum of
coming down with hardening of
the arteries.

Modern  artist-architech Ri-
chard Baringer charges that it
is a doddering conservative that
lets other museums beat it to
the latest art movements.

. No ‘Pop Art’ Show

The Museum of Modern Art
never has held an exhibition of
“pop art” although it included
several examples in shows on

. . current U. S. art.

Its “op art” show was staged
last year afler the movement
reached its peak. Kinetic art—
sculpture and paintings that
wiggle, squeak and flash lights

.

SAOLUE WALMUIL " WHngD e ees
happening loday,” he said.
“The best show today in New

Sculpture thal overlaps

movement,
ern Art should have done it
‘Create a Stir

thinks the museum

York is at the Jewish Museum,
into
painting and vice versa. A new
The Museum of Mod-

Other critics fire from the
opposite side. Noted New York

art gallery owner John Lefebre
“probably

e 'iioii:;.-r -y o
Although he insists the mu-
seum has followed, not dictated,
movements, eritics credit it with
being more of a trend-setter in
past years. It was the first (8
museum to give architect Mies -
Van Der Rohe recognition, pos- | |
sibly pushing acceptance of mod-
ern architecture throughout the
nation. Its 1960 collection of .
1900 furnishings and paintings
was said by some to have |
launched the fad for “art mou-

| occasional attacks that the mu-

shows too much Pop art.”
“But 1 won't quarrel with
their right to create a stir,”
he said.

“They don't neglect the other
side, either, and the Turner
show is proof—they went back
to the roots of modern art” |
The director of the Turner
exhibition, Monroe Wheeler, con-
firmed in an interview that
the museum does not show art
movemenls as soon as they
burst upon the scene. In fact,
he uses that point to ward off

has

museum.

p
soum is a dictator that force- | ner may
feeds the American public with
pop and ©p.

‘“We follow the public rather
{hat lead," he said. “We show\

what seems lo us significant,
!|after artists have done en{mgh~
|| so that their work can be eval-
uated, and let the public make
up their own minds. It's not
.| our job to discover mew artists |

but to report to the public what | -
artists are doing.
He said he museum was con-
| tinuing to buy “‘pop art” which
will be shown in an exhibition
of “new acquisitions” later |}
this year. \
European Forerunner i
The museum elected to show
Turner, he said, because Turner
“is a modern artist in our view.
He was the greatest European
forerunner of the modern move-
ment.”
“Pprehistoric cave paintings |
| and the art of the South Se331
|arc far older things than Tur-
ner’s which have an affinity to\I
e| today's arl,”” he added. 4
Stolid or not, the Turner show I
has drawn the highest average|
daily attendance (5,300) in mu- |
seum history. It has been such |
¢la success that the exhibition |
was extended to accommodalc|
tourists. |
Critics have sniped at thel
| museum since its first exhibi-
.| tion—of Van Gogh, Seurat and|
other Post - Impressionists and |
| impressionists—on Nov. T, 1929. |
President Franklin Rooseveit |
| dubbed the museum *a living
| museum, not a collection of|
« curios and interesting objects.” |

d

veau'" decor.
Without question,
grown rich,
manent collection of 1,800 pieces,
a department of architecture an
design, 7,000 pholos,
' and 7,000 prints. Two years ago
it raised $25 million to more
than double its exhibition space.
A change in direction may
be in sight for the

Alfred Barr, retires soon. Mu- |
seum directors have not yet
icked a successor but the win-

the world's first and foremos
Im--emm.nf modern art
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Museum of Modern
Art Hires Guards to
Keep Swenson Out

by Gregory Battcock

One amazing thing about the
Museum of Modern Art is how
loyal its employees are. There
aren't many major institutions
around nowadays, that can de-
mand such obsequious behavior
from its hirelings. At any rate,
one would have thought the
chattel slave of old completely
out of the modern picture, parti-
cularly at the Modern Museum.
I approached several acquain-
tances at the Museum for some
inside information on the
“Swenson"" affair. Nobody
would talk. They all said they
didn't know anything.

This is the story. The art cri-
tic., Gene Swenson, has been
picketing  the Museum of
Modern Art from 11 to 10 ‘elock,

MU to have Il!x men
m Swenson out of the Muse-
mp@oyeu of the Museum

at this time, being barred from
the Museum.

Swenson claimed, in a printed
statement, that he would per-
form an “‘act of melodrama' at
the Museum during an evening
symposium held last week. This
frightened the Museum people
to death. The “act of melo-
drama'" consisted of Swenson
dressed in a paper vest, Written
on the vest were the words,
“VIRTUE IS ITS OWN RE-
WARD." Swenson carried a tin
beggar's cup, and begged in
frant of the Museum. The Muse-
um people don't know what
Swenson wants from them.
Swenson, an art historian, art
critic, collector and connoisseur
would like to go into the
Museum to view the paintings
he loves,

We find ‘security’ guards in
several types of institutions to-
day, They are in housing pro-
j‘e(s{l to keep people from
peeing in the elevators. Unfor-
tunately, it isn't guards that
keep people from peeing in ele-
vators, It's better houses,
school teachers who aren't fru-
strated cops, cops who aren't
Nazi Storm Troopers, etc. We

_Mmmtnaupmrketuw

from shoplifting. Larger wel-
fare checks, equal protection
for the poor, an end to discrimi-
nation may stop them.

We find guards in subways
who are there to reassure the
white and the complacent. The
security forces at colleges re-
assure the bewildered and sus-
picious outside world that every
thing in academia is in order,
and on the level. The guards in
banks impress upon us the val-
ue of money.

The guards in museums pro-
tects us from the art. Swenson
doesn't need protection from
the art. Therefore, he doesn't
degerve entry to the Museum.
The museum today is an art
bank. Some banks today are art
museums. If there were more
people like Swenson around,
there would be fewer places for
museum guards, and then,
where would Pinkerton and
Willmark be?

Since Swenson does not need
protection from the art on dis-
play at the Museum, the in-
ference to be found in
the ruling by the Museum
barring the art critic, is that the
Museum feels the art needs pro-
tection from the critic. Guards
are in museums, we are told, to
protect the art. ‘Actually, they

A

rarely get that opportunity. As
a rile, they protect the viewers
from the art, which is often
threatening, frequently prova-
cative and sometimes shatter-
ing to the prevailing value
structure.

Mr. Bates-Lowry, the new di-
rector of the Museum, is guoted
in Thursday's Times as follows:
““All these people coming here—
Are they really going away with
something?"' (not any of the

=8

Free Press Photo
by Elliot Lam

haw

paintings, I hope). "I
freling we're not doing enough]
says Mr. Lowry. Swenson ap-
parently agrees with Lowry's
remarks. He has suggested, to
at least one art critic, that a
meeting should be set up bet-
ween himself (Swenson) and
Mr. Bates-Lowry, in order to

discuss the wvarious problems
(Continued on Page 10)
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to & crisp, being taken away in
an ambulance. Very appropri-
ﬂaly, and with profound exist-
entinl humility, he concluded
his article with:
Nor could we find out where
‘they had been taken from.
Neither, really, matters
very much. -
Nor, of course, does it matter
when the mother died.

In the collection of the
Modern Museum there hangs a
painting by Barnet Newman.
The pleture contains a single
stripe down the middle. In a
plece of interpretive eriticism
by Nicolus Calas, the single
“stripe’ ig seen as follows:

Newmnn's crosses have not
been contained in the Hore
by lines stretching out like
arms across the horizon.
Newman's Crosses are
crossless  since the cross,

the quality of painting
how it relates to I.hu gocle- |/

y that produced It. People

to be uttnrpretern of

‘to_the public have had  ©

their a@hta turned away £
from the important areas.

It's all description, and no
interpretation.’

Swenson agrees with every
word of the above. Former He-
rald Tribune critics probably
wouldn’t understand it. Art
News eritics wouldn't accept a
word of it. Swenson remarked:
“I'm not agninst  interpreta-
tion.”” He claims that he can
teach the descriptive critic how
to interpret.

While picketing the Museum,
Swenson carries his  question
mark sign. A literal interpreta-
tion might find the question
mark an indication of uncer-
tainty. Actually, the gquestion
mark is itself the prime symbol,
in writing, of existential man.
BEverything is question, and in
question.

The Museum won't let Swenson
in, because they don't know
what to expect from him. They
don't know what he wants. To-
day, nobody knows anything.
We are not satisfied with an-
swers anvway. It is not the Hell.
{nistic Hermes that delights us,
but the mysterious, unfinished
Korous. Answers alone do not
exist.

Mersault, Camus’ existential
hero, was executed because he
did not seek an answer, and
not because he was incapable of
love or emotional involvement
with hig physical or metaphysi-
¢al environment. Mersault did
not attempt to understand or ex-
plain his actions or what was
happening to him. It didn't mat-
ter,

In anarticle in last wek's
Free Press, Dale Minor wrote
the following. from Vietnam
He had seen three babies, burnt

Thursday

ps Swensan' Out

Februar

besides being the symbol of
the crucified, is also the em-
blem of a God. Barnet
Newman  identifics  him-
selfl with the agony of a
compassionate man who
was crucified, not with
the transfiguration of a mo-
tal being. Acephalous cros-
ses are for those who have
been cut off from the hope
of immortality. In the Now
man is alone.

Swenson has bent Newman's

acephalous cross: it now forms
a question mark. Alone, Swen-

son pickets, itselt an existential
gesture as it provides con-
frontation in  Isolation. What

does he want? Who could ever
know, Will he achieve his goal?
In as much as there is a goal,
it has uiready been achieved,
Equally, we have already lost
the war.

- - we L
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Easter will be early this year and
let us hope that the Resurrection will
be too. The Christian world will not
be the only ones enjoying the ameni-
ties come April 12th, 13th, and 1l4th.
In New York, the underground and
artist communities have two specific
events planned out for the masses
“yearning to be free."

A group calling themsclves “The
Transformation” has demanded an
EASTER UPRISING-HOLY WEEK,
1968 which they term A CALL TO
CULTURAL REVELATION: “We call
on all groups to join us on the steps
of the Museum of Modern Art, from
7-11 p.m."IHis evening will be dedicated
to the ritual dis-establishment of Dada
and Surrealism. MOMA 1S DEAD. DA. -
DA IS DEAD. Les enfants du parody
celebrate the rites of spring. Recreate
with us the first ritual act.”

On April 14th, Easter all
day, a Human Be-In, a joyous reunion
of the Tribes will take place at Central
Park's Sheep Meadow. Unlike Mareh
17th's Be-In which was called on ae-
count of rain, April 14th's will be the
big one. Let us hope that He will ve
there too,

The west coast has its own
planned for the coming hol
Easter-Saturday, April 13th,
pam. on Wilshire Boulevard

Sunday,

thing
5. On
T:30
Los

at
in
Angeles, they will celebrate The Fes-

tival of CIHAULI (SHOW-0O0-LEE).
The theme of this parade — Theatre
in the streets — will convey the spirit
of Chauli: a coming together with joy.
which will enrich the world of man.
Anyone going west for the Resurrec-
tion can contact Michele, week day
afternoons, 213-653-9341.

These then are the plans for the
coming freakout. If you have spiritual
hives, I suggest you join everyone at
the cave when they push away the®
rock.
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An
‘The Door Count

RUTH BERENSON

W HEN MY REPORTORIAL duties last
took me to the Kunsthistorisches
Museum of Vienna, it was the Christ-
mas season, a time when in this
country museums are hives of frene-
tic activity, when it is nearly impos-
sible fo see anything without bump-
ing into somebody. The Vienna mu-
seum was, however, almost complete-
ly deserted. As I made my way slowly
through the vast galleries, my feet
echoed hollowly on the polished floors;
my every step was noted suspiciously
by the rheumy-eyed guards, their
fraying uniforms bulging over layers
of sweaters to keep out the pervasive
chill. I couldn’t decide whether to
linger so as to give them something
to look at besides the pictures, or to
hurry and.leave them in peace.
As I entered and left each room,
they carefully put the ceiling lights

_on and off. Most of the pictures. were

covered with glass which reflected the
light bulbs and made viewing difficult,

_ but after a few minutes I was con-

scious only of what I had come to
see: the Diirers, the Rembrandts, the
Titians, the Breughels—and the fact
that, incredibly, they were all mine
and mine alone. I could look at each
as long as I wanted; I could step
backward without stepping on some-
one's toes; I could get up close with-
out blocking someone’s view; I could
think what I liked without a lec-
turer’s half-heard promptings or the
distraction of another visitor's com-
ments, It was an unhoped-for luxury
—and one which the American mu-
seum-goer can scarcely hope to ex-
perience at home.

It is true that if one knows one's
way about, there are a few empty
corners in American museums which
only the guards seem aware of. They
are usually pretty hard to find, like
the two rooms of wonderful Italian
in the basement of

«304 - ‘Nartowan Review

' papers as if they were stockholders’
reports. If they don’t show a rise, {
! the museum director is in serious 'l
trouble. The fact that, last year, at-

. » tendance at the hitherto fabulously
successful Museum of Modern Art in

New York dropped by an alarming

200,000 may have had nothing to do

= == with the retirement of its long-time

- director, Rgni JHAMCONR" ey
g ertheless, new director Bates Lowty

is doubtless expected to reverse this

every American mu

director has as. much to do with
public relations as with art, if not
more. This has been true ever since
painter Charles Willson Peale opened
America’s first museum in Philadel-
phia in 1785. Starting from seratch,
with little of value to show (his ex-
hibits consisted of Indian relics, the
reconstructed skeleton of a prehistor-
. ie mammoth, portraits of the Found-
ing Fathers by himself and his sons),
unable to look to the government for
help, Peale’s museum, like ours today,
was a private enterprise dependent
on public support for survival. Since
art in the young republic was looked
on as a bit sissy, Peale tried—unsuc-
cessfully, as it turned out—to build
attendance by stressing its education-
al value; his museum aimed at “the
improvement of the public taste” In
the 1840s, P. T. Barnum went into the
art-showing business. He got better
results than Peale by pitching his
sales-talk to the social climbers and
the average person's interest in self-
improvement. His museum on New
York’s Lower Broadway, said Bar-
num, was “nightly crowded with the
elite of the city” seeking “instruction
. . . blended with amusement.” They
kept on coming till the building
burned down some ten years later.

Washington's National Gallery, or the
so-called “Treasure Room"—also in
the basement—of the Metropolitan.
The average visitor's feet seldom per-
mit him to get this far; instead, he
follows the crowds and the electronic
guided tours to the more easily ac-
cessible galleries where peace and
quiet, though devoutly to be wished,
are nearly impossible to come by.

Aumn’:m Museums, today as never
before, are crowded to the rafters.
Chicago’s Art Institute, Washington's
National Gallery and New York's
Metropolitan all reckon their atten-
dance in the millions, and other ci-
ties are not far behind. This has been
widely hailed as evidence of our
much-vaunted “cultural explosion.”
The museums make every effort to
ensure that the attendance figures
will keep on rising, like the Gross
National Product. They are also, of
course, concerned with money for
new acquisitions, but in a sense this
has become a secondary matter—
since what good is the greatest work
of art if no one sees it? By this
reasoning, the success or failure of a
museum, like that of a movie or a
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Broadway show, is rated by the size
of the audience—the “magic of the
door count,” as Russell Lynes put it.

Indefatigable publicity departments
of even the newest and
galleries and art centers regularly
release annual figures to the news-

Museums today appeal to the pub-
lic in terms not very different from
Barnum's. , They attract members
with black-tie openings of special ex-
hibitions, glittering social affairs
which are covered by society report-
ers. Members also receive expensive

smallest
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illustrated catalogues, often unread-
able, but eminently suited to coffee
table display. And there are continu-
ous special concerts, lectures, chil-
dren’s classes, which they alone may
attend. So much for snob appeal.
Even more energy is put into luring
the masses with bus advertisements,
radio and television programs, school
classes, teen-age classes, electronie
| guided tours “explaining” the works
i of art. Last but by no means least are
1 the rapidly proliferating museum

shops, often staffed by comely veolun-
teers, where merchandise ranges
from Christmas cards to Polish toys
to folk art from Afghanistan. Though
supposedly non-profit-making, they
not only manage to turn over tidy
sums each year but—even more im-
portant—they raise the door count,
since many people persist in going

! to museums once a year, to do their
|
|

. Christmas shopping. 5
It all mounts up. Last year the

Metropolitan' played host to 6,141,601

| people—nearly as many as the popu-
lation of greater Los Angeles. These
included babies in strollers, school
classes, harassed fathers ordered to
take over the kids on a Saturday af-
ternoon, interior decorators, Seventh
Avenue designers seeking inspiration
for next year's bikinis, tived shoppers,
and young secretaries hoping an
eligible young executive will turn up
in front of a Rembrandt. They also
doubtless included a goodly number
of people who came to look at the
art—though some of them may have
found it pretty hard to see anything.

Art in America has, in fact, become

another form of mass entertainment,
like watching television or going to
the movies. Madison Avenue tech-
niques are used to tout museum mer-
chandise, with the predictable result
that the premises are jammed. But
when all is said and seen, it is for-
gotten that art is something more |
than fun, something more than a
stepping-stone to self-improvement.
Museums are loath to admit the
simple fact that appreciation of
paintings and sculpture is the result
of long hours spent in looking, in
training the eye, in thinking about
what one is seeing. Of all the forms |
of art, painting and sculpture are |
perhaps least suitable for a consum-
er goods' mass market. By making
their indtitutions inte arenas for yet
another spectator sport, American

ling the public

they claim to be serving.

museums are deh
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+ 7 OTWITHSTANDING the criticisms
.%, that are frequently and legiti-
mau:ly directed at the Muscum of
Modern Art, including those made
recently in  these pages (“The
MoMA of Us All" May 25), the
areat strength of this institution has
always consisted of its permanent
collection of painting and sculpture.
Elsewhere—at the Barnes Founda-
tion in Pennsylvania, say—one
might have a more varied and pro-
found glimpse of particular artists
(parucularly Cézanne, Rousseau
and Soutine). But nowhere in the
can onc take in under a
..ngle roof so .clear and compre-
view of the whole vast
nmry of modern art as
¢ Muscum'’s per-
collection. The collection
remains the Museum’s chief g[ory
and principal raison d'éire—a fact
ilv lost sight of in the swirl of

world

hensive a

ci

publicity that envel

apes its unabated

.u..amm of temporary exhibitions,
showings, symposia, jazz con
certs and other box-oiflice attrac-

[here are, to be sure, some sig-

ant

tiie colicct

unae in

lacu

the Museum’s dircctor

itinues to show a curious

ion to fill.
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this theme, and one that in no way
conveys the breadth of his accom-
plishment.) By and large, however,
the Muscum can boast an extraordi-
nary assemblage of masterworks
covering the 50 years (more or
less) from the late 19th century to
the middle '40s. It is the virtue—
perhaps the only virtue—of the
Museum's new, enlarged galleries
that they provide an ampler instal-
lation of this collection than has
been possible hitherto.

A number of these galleries would
in themselves, simply because of
the crucial role their contents have
played in shaping course of
modern esthetic thought, be more
than cnough to sustain
which the Museum now enjoys the
magnificent room
, sculptures and
by a
Red Studio,

the

the eminence

world over. The

of Matisse painti

trio
The

presided over

draw

ol canvases—The

Pieno Lesson and The Moroccans
I imong
of an
INOre and more

oL Our Consl

Picasso collection; {h
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18 Sl of  is
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tion, of course, these gallerics—and
not these alone—are only the gems
in a huge and wide-ranging an-
thology. Arranged, as formerly, in
historical groupings, the new and
enlarged installation is especially in-
teresting—more perhaps to habitués
of the collection than to newcomers
—for the additions which ampler
space has now made it possible to
include. Many of these additions
are, necessarily, minor works; some
are simply period pieces of no artis-
tic consequence, Others, however,
reflect a slight but distinct change in
the esthetic weather. It is thus pos-
sible now to see more Beckmanns
and Derains than the Museum has
ever before admitted to permanent
view. Both these artists are due for
critical revaluation: This fall the
Museum itself will house a large
Beckmann retrospective that is cer-
tain to establish him among the
major painters of the century, @nd
a comparable Derain show is said
o be in preparation elsewhere. The
with ic “in-
(in this case, onc uses
tiie word in its military sense), has

Viuseum, its characterist

lehigence
appéarently decided to cover its bets
on both these eventualities.

V. S.

Py

Pritchett recently rema irked

xre has been no

period in

rich in works of
first 30 years

this century so

ymagination as the

”. Ty torv of the
’ and it is as a repository of the

An1cas
AUSCH

period that the J

arl of that

remains unrivalied anywhere in the

world. Its distinction in this respect

owes a great deal, 1 believe, to the
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sealine conjunctions of history and
£ Fovaded in 1929, the Muscum
wk up its principul muscological
1]+ assembling of such a col-
n—-at the very moment when
ae “outbursy,” as Pritchett called it,
s succumbing to political pre
uzes ard natural exhavstion.

The “wik of the Muscum’s most
ipanicoat holdings thus antedate
he 1 arope of Hitler and Stalin, A
wod nany belong to the belle
spoggite bufore World War 1. To say
Jis ia a0 way diminishes the re-
wurkabie judgment and taste that
~ont into the making of the collec-
fon, bui it does underscore the fact
{hut th> Muscum has, in the 35
yeats s ae2 its founding, stood in a
comale 2ly different relation to' the
net of s tme, and has not always
proved o be equilly shrewd in dis-
chargine ils functons under these
totally vbanged conditions.

For he Museun's collection is, if
anythir 2, far foe up-to-date. Where-
as its icquisitions from the carlier
decriies of the century could be
Jeliberated with the leisure and Wis-

dom which only a certain distance
and historical hindsight permit, its
acquisitions from the art of recent
cecades—indeed, of recent weeks
—huye been made in a breathless
racc with the art
These acquis
point up very clearly, moreover, 1
Mussum’s mc :

teristic: its vulnerability to put

most alarming

and fashion-mo

chronic

values in the face

ne the noisiest claim

ens 1ol 1

ziven

mo-

ons from the cur-

lense and

unhealthy inifluence on

the
tne

arket as well

1as thereiore been,

n of its own

e B

s ns, naving 10 scoop up
al W evel morc L-"\l‘u.'i])l\"c
Tule 5. 1964
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handfuls of the kind of dublous
artistic and  pscudo-artistic  Work
that its own policies have often
played a major role in generating
in the first place. Walking through
the galleries now devoted to the art
¢ past two decades, one has
the impression that the chief
muscological concern—or mose ac-
curately, the chief unxicty—has
been to avoid missing
thing that fashion and publicity
have certified as “in'; that con-
formity to adveniitious fads has
played a far greaict role than dis-
interested esthetic. judgment in e~
cisions affecting the sclection.
Despite voluminous evidence 10
the contrary, the Museum still pro-
ceeds on the dssumption that the
hoopla of the moment is a reason-
able guide to authentic achicvement.
Because of this disposition 1o wel-
come whatever happens 1o be
making the headlines, or the ZOSSIP
columns, the Muscum's permanent
collection is actually two collec-
tions: one—the
which embraces the work of atlists
whose principal achicvements ante-
date the foundi
and another which refiects—some-
times accurately, oftentimes not—
the art history that has unfolded

concurrently with the M

W G adiy=

Vailuuoic—

more

of the Museum,

influential career. 1ae {irst

own
continues to be a source of endless

pleasure and instruction; the second,

3 » 1 b
a p;.r;.aic on the vanities ana pre-

tensions of the age.

- RCHITECTURALLY, necilael 1he
= Museum's new galleries nor
ot - = 3

the alterations of 1is OIlG

er is capable of. At their best, in
the painting galleries, they provide
clean, serviceable spaces in which
to view the works at hand. At their
worst—in those windows the shape
of giant Tv-screens; in the galleries
devoted to the design, photography
and drawing collections, which have
all the atmosphere of a very posh
millinery salon; and in the vast
Maln Hall, whose re-design has
rendered it about as cozy as Grand
Central Station—they are the work
of an unremarkable duffer who has
grown used to lavishing all his at=
tention on the icing for a cake
already slightly stale.

Johnson's one great architectural
contribution—to New York as a
city as well as to the Museum—
is the sculpture garden which he
designed some years ago and 1o
which he has now made an addi-
tion. The latter is in the form of
a large upper terrace overlooking
the main garden, which, with its
outdoor café, its trees and fountains
and magnificent scuiptures, remains
the loveliest outdoor space in Man-

“Lattan. The new terrace is rather

bland by comparison; onc wonders
if it is quite finished. But it is all the
same a triumph of taste, and unlike
almost everything else Johnson puts
his hand to nowadays, seems actual-
ly to have been designed with its
function—that is, with the people
who are going to use it—clearly in
mind.

sously indif-

ferent to public amenties of any

In a city so €g

sort, Johnson’s sculpture garden is
a real oasis. But then—such are the

contradictions of art—it is also an

oasis from the coid-blooded chaos

ch Johnson has transformed

the Muscum’s own Main Hall. One

is left wondering if landscape arc

tecture may not be Johnson's real
forte, @ ll, The problem al
provic the public with felicitous
indoor space in which contemplalc
works of art—a problem 10 which
he has devoied a great deal of
energy, if not thought, in recent

years—continues o clude him,
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{7 uNpits and ideologues who
i: cnjoy delivering themselves of
knowing generalizations about the
308 rurcly, if ever, mention the
Muscum of Modern Art in New
York. Yet MoMA (as it is fa-
miliacly known in some quarters)
has cerizinly had a greater impact
on American culture than any of
the Left-wing groups and publica-
tions so often mentioned as the
salient infiuences of the time. Per-
haps our notions about the '30s are
still too ideologized, still too thor-
oughly hostage to the political im-
peratives of the present moment, 10
permit a view of that decade which
crants fuil reco

to its true
complexity. When the complete
shronicle of this multifarious period
cones to be written, I suspect it
vill beur very little resemblance to
the casy histerical caricature most
of us carry around in our heads.

Fer m ad n 1o the intensc

its and so

which we have

been told—in

-»0 littie), there also

405 what can

modernist ar

Loaeng 5t,
were sipposed i« nave been
wanniped by the

comnien

It was

sure ol rienry
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And it was in the "30s, too, that
art in all its forms was
cimatur of an institu-

modernist
given the in
tion equipped to clucidate its his-
tory and disseminate its influence.

There are, indeed, some re-
markable parallels between the in-
fluence enjoyed by the Museum of
Modern Ast since its establishment
in the fall of 1929 and that of the
New Criticism in the same period.
Tradiii the art museum had
exisicd at & great intellectual dis-

QnaY,

tance noi on
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assumptions of politics and eco-
nomics. But of even greater im-
portance to the change was the
fact that the great modernist move-
ments in both literature and the
visual arts had largely run their
course. Major ligures like Picasso
and Matisse, Eliot and Pound and
Joyce, continued to produce, but
their past achievements, together
with those of their like-minded con-
temporaries, already constituted a
heritage that had not yet been ad-
mitted to the cultural mainstream.
In effecting that admission—a
task begun in the '30s, but only
completed in the aftermath of
World War li—the New Criticism
and the Museum of Modern Art
changed utterly the face of Ameri-
ceforth the estheti-

cism that derived from modernist
accomplisniments, and that had fer-
merly been the private possession
of the initiated few, passed into
i ire, secured a place for
zic theory and popu-

can culture. Then

d vested interest cven

emme ity 15

wwerlul than the genteel sen-

18 wiapy | o [ tr ol
CCi IS NT e Das LNOorduiiny G

fuseum of

Criticism, how-
relaticn to what

mey egitanuely be regurded as

ever, was in its

of moddern ¢ul-

10 mass cultare. The

tics. with their  literary

Olst movement,

social and jc-
s and their animus
scicnee, took as essentially

aristocratic view of culture. For

The New Leacer

May as, z%f’
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tliem, poetry existed at the farthest
possible amove from the corrupt
liaguage ol mass culture, and their
o critical methods were designed
precisely 10 preserve poctry from
the onstaught of democratic vil-
garity and scientific barbarism,

The Museum’s relation to mass
culture has turned out 1o be quite
the opposite. By combining in a
single institution and under a uni-
fied burcaucratic impulse both fine
art and applied art—the most
exalted artistic achievements of the
century side by side with workaday
household objects and industrial de-
sigh—the Museum has, from the
beginning, been commitied to a fun-
damental  rupprochement between
the clite art of the avant-garde
studio and the mass-produced arti-
facts of the factory.

The consequences of such a pro-
gram ot immediately ap-
parcnt. In the depressed economic
15 of the '"30s, the Mu-
udyocacy of the Interna-
fional Style in architecture and of
“good in general could

ware

condit

seums

(¢{5L 03 i

te impact in the

oractical sphere. Where its exhibi-
icns,  publications, and general
T izing made themselves felt

in cducation and criticism,
succeeded in putting tradi-

anti-modernist taste on the

oui its . evang

Ol Modern arcini-

crmisade on be
weciure and design, morcover, the

the sanction of

miovemenis

N Ba 3
v Sauhaus

1/l in the Netherlands—which

tiesized advanced ideas
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cconomic situation of the postwar
years permitied a full-scale realiza-
tion of these “Utopian” designs that
some aficionados of modern art
came o realize this such designs,
if exploited by canny speculators
and massive advertising campaigns,
lent themselves only o casily 1o
a monotony, vulgarity, and Philis-
tinism not cvidently superior to
what they were displacing.

It was only then, in fact, that
it occurred to many purtisans of
modernism that the Museum had
made a with culture
which threatened the very existence
of art in its pure and autonomous
forms. Thercalter, these disaifected
spectators continued to attend the
Museum's splendid  exhibitions of
the modern masters, but at the
same time directed inereasingly
bitter smiles at all the commer-
cial flim-flam—automobiles, spori-
ing goods, Hollywood
movies—whose presence under the
same roofl promised to blur the
very distinctions of ing upon
which the great modern painters
had founded their art.

et THHSS

GrOCIous

feelin

EHE Museum has thus moved

Ll ever closer to mortgag its
double role as curator of past
artistic achicvements and arbiter

of new esthel alucs to its pro-
gram for accommodating the gross
impedimenta of mass culture and
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Whereas the reader of R. P. Black-
mur, Allen Tate, and their follow-
ers has a sense—despite the an-
noyance he may feel over their
incidental  pretensions—that  they
have kept faith with the writers
whose works first stimulated their
cllorts, the visitor caught up in
the hurly-burly of the Muscum’s
show-business atmosphere must of-
ten feel himself at an irretrievable
distance from the ateliers which
produced the masterworks of mod-
ern art.

This distance may be explained,
in part anyway, by looking at what
the Museum—considered purcly as
a social institution—has become.
And at no lime in recent history
will its institutional profile have
been more vividly dramatized than
in the ceremonies which mark the
Museum’s reopening this week after
five months devoted to building new
galleries. With an opening address
by Dr. Paul Tillich, the theologian,
and the guest of honor no less a
personage than Mrs. Lyndon B.
Johnson, heretofore unknown for
her contributions to the artistic life
of our time, the Museum demon-
strates once in its curious pro-
clivity for pl art at the dis-
posal of both God and mammon.

I Il the Museum’s
exhibitions in a
arlicle. For the mo-
ment, its gala opening ceremonies
may suflice to suggest the social
role which the Museum itself has
now assumed. Far from preserving
art against the encroachments of
modern life, it has transformed it-
self into a culural bazaar and a
community center, fully integrated
into our commercial and tech-

discuss

nological civilization and quite help-

less, really, to

resist the al

t civilization. To the

values of

extent that this transformation re-
lleets @ pencral decline in artistic
SUriou .ne-s, the Muscun re Wesenls
Ioansituion il orpt a4 compronuisc

SILdiier, 1CSy

ria ¢ uciectin

but oo loss culpable ways.
I 2




MOMA'’s Middle-A

by Emily Genauer
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4 New York [ Herald Tribune / January 23, 1966
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! ivi o ETOW dlle-aged.
| ) 'rwise known as the B@':w&oi Modern
Art, is only in her 37th year, and Tar too young to
suffer from that endemic affliction of muscums one
might call art-thritis.

Still, there's no question but that she’s lost the
pliancy, the bounce, the rapturous enthusiasm of her
youth. She has grown a little cautious. She worries
about mistakes. She stays home showing off her increas-
ing hoard of increasingly valualle possessions to an
i ing I f guests, where once she sought to
B0 out more among young and venturesome artists,
gayly bringing them home even when her house was

re.

The latest invitation she's sent out, for instance,
is for a big one-man exhibition she will give of the
art of J. M. W. Turner, beginning March 23. Turner !
He's been dead for 115 years, Even the “rediscovery™ of
that most fascinating of British 19%th-century painters
has been going on for almost two decades. Back in
47 the Metropolitan Museum did an English show
which made clear Turner's influcnce on the French
impressionists. Only two years ago the Brooklyn Mu-
seum did one pointing up his kinship with the abstract
expressionists. So what else is new? And what will
the Museum of Modern Art be proving now ?

Precisely what those who have watched her from
the beginning have always known. The museum will
be saying once again, (‘I ¢an do anything yon can de
—better.” It is why she hoii off on her op show—“The
Responsive Eye"—until the whole idea of retinal art
began to seem exhausted, and then, last season, pre-
sented the brilliant survey of the ficld which drew the
largest attendance in the museum’s history. Tt is why
careful plans are now under way for a large historical,
analytical, comprehensive examination of kinetic art
that won’t be presented for another year and a half,
although other museums have been filling their gal-
lcriﬁ-r for scveral seasons now with structures that
sizziv, grind, bump and saw.

71-1; Turner exhibition, when the museum presentis
it in March, probably will e, as predicted, the biggest,
best, most provocative ever, The fact that Turner is
an old master will he of no significance.

What the muscum’s eritics forget—or never knew
—is that MOMA has always been keen for old men
as well as young. [ts very first show consisted of
paintings by Cezanne, Gaugyin, Seurat and Van Gogh,
works done, for the most part, some 30 to 45 years
carlier. The large general public wasn't familiar with
them, to he sure, hut artists, eritics, collectors, the art
public around New York h’;..] known them or about
them since the famous A rmory show back in 1913,

A few months lager the muscum presented an
exhibition of those three 19th-century masters: Homer,
Ryder and Fakins, Shortly thereafter came a Coroi-
Daumier show.

What next to "Q'[xni}. rcrll'-""l“'rf‘ Or can even
imagine is that for two months in 1940 the Muscum of
Modern Art's shining, brand-ncw, glass-facaded !_nul:_l-
ing was hung with Raphael's Madonna of the { hair,
Botticelli's  Birth of Venys Mantegna’s St George,
Michelangelo's circular marple bas-relief of the Ma-
donna and Child, Plus & pymher of Of her early Italian
masterpicces. They had heeyy foancd by the muscums
u_[ Italy for showing ot the San IFrancisco Crolden
Gate |',s.|lu:illiun. and were diﬁpl-'l_“'d at the Modern

Museum on thejr wiy home 10 the Uffizi, the Pitti

“. .. Some of the Modern's greatest
treasures are 85 years old. Are they
Yill modern? Will they still be when
r:!rey're a hundred? ...

Palace, the Venice Academy, the Bargelio, the Srera.

This, to be sure, was a very special project, The
museum's ordinary, continuing policy has from the
beginning heen to show works hy insufficiently known
masters of the past which throw some light on eon-
temporary art, plus those which ean he re-evaluated in
the light thrown on them by contemporary art,

It was, in fact, just this continuing cmphasis on
the past that some carly critics of the Modern Museum
toak exception to. A long time ago (in Harpir's Maga-
zine, back in 1944), | wrote a piece called “The Fur-
Lined Museum” in which | sharply chided the museum
for consistently presenting what 1 called “sure things
and shockers.”

The sure things, of course, were the established
figures: Homer, Ryder, Cezanne, Van Gogh, ete. This
was no pioncering joli, | complained. The shockers
were even worse. Neglecting the large body of con-
temmorary art that was earnest, searching and wital,
without being outrageons or even spectacular, the
muscum was turming to the precious, Inzarre, outre
things that pull in the crowds, hut then pot them off
maodern art altogether.

Q/ﬂld I cited the fur-lined-cup-and-sancer Tiy
Oppenheim, which had been included in a 1936 show,
“Vantastic Art, Dada, and Surrealism,” as well as
Marcel Duchamp's Ihy Not Sneese?. 4 small hird-cage
containing lumps of sugar, parrot food and 2 ther-
mometer, in the same show. Another shocker | men-
tioned as having no place in a4 muscum presumably
dedicated to art was a shoe-shine chair claborately,
proudly, pathetically decorated  with  tinsel by the
boothlack who owned it

Oh, how simple, how mave we were in that dis-
tant day just hefore and durmg World War 11, when
life was real and carnest, il high-jinks were for
hored or dull-witted kids, Shockers, we called those
silly toys! Today it is impossible even to imagine
something that would shock the New York public. In
the old days the wlea of the muscum (more important,
of the dadaists whose work it showed and who made
this part of their esthetic) was to shock a bland, con-
ventional-minded public nto sensibility. Now it has
been shocked inte 1sthility

A moot question is whether the Muscum of Mod-
ern Art is not itself largely responsible for the pres-
ent situation, whether ils continuing presentation of
deliberately irrational dada, under its mmensely presti-
glous auspices, didn’t enconrage the avalanche of
opportunistic Tatter-day  dada, the ubinitous “hap-
penmgs,” for instance, the undergrommd movies, the
billboard-size obscemitios that the general palilic appears
to accept as amthinkingly today as once iU rejortod
unthmkimgly much milder things, (One can’t, of course,
blame the muscum for all of o
tionality 1w art has been narrow but deep for ce
a valid refleetion of erationality in 1ife)

In any case, the mus (Continucd on page 6)

I'he stream of drra
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ers, if such things can he saidto exist at all a y more.

| But, insists Rene o'Iarnoncourt, its director, this is

! less & change in purpose than in method. To bear him

j out he cited, the other day, the museum's original

Program, which states its function as being “to help
people enjoy, understand and use the visual 'arts of
e ! : ,.

Only people have changed. Their notions of enjoy-
ment, of understanding, of use, and even of what's
‘art have changed. Today the museum must function

- in a2 world it certainly did make. The year it was

| opened, in an office building at 730 Fifth Avenue, it
attracted an attendance of just under 190,000, "During
the complete year (1963) before it closed for'suveral
months of extensive expansion and alteration, its
attendance reached 650,000, In the first yedr since

i 1964, the figure exceeded a

Y o,

its reopening in May,
million.

But Mr. d'Harnoncourt believes that the new
public is less informed than the old one, and needs
more help. In the carly days audiences at the M
of Modern Art were composed of people who knew
about modern art and were passionate to see and
lezrn more about it, along with those who just came
to see what all the excitement was about, hut left
either amuscd, untouched, or even scornful, |

i Today’s vast audicnce knows less than the inter-
ested visitors of the old days, and cares much more
than the sensation seckers of that time. It has been so
steadily confronted with hizarre new “images” in mass
media, it is confused. Still, today it is unthinkable that
anybody would boast about know-nothingness in mod-
ern art. Thirty years ago this was commonplace—even
in high places (like Capitol Hill, in Washington, where
Congress voted a $2.6 million appropriation for the use
and promotion of living arts this year alone).

7;: museum, therefore, must undertake, Mr.
d'Harnoncourt believes, a job of serious and deliber-
ate public education that it had not previously en-
visaged as its special responsibility. That the museum
itself may dircctly and indirectly be responsible for
many of the public’s misapprehensions (art needn't
be “understood” at all; it can b “enjoyed” on the level
of sensation alone: one of its significant “uses” is as
a status symhol; anything can be art, even if it’s a
tinselly shoe-shine chair) is not important now. Indeed,
he insists that the press, and the space it has con-
sistently given to art that is merely sensational, is most
responsible. The answer is, of course, that we don't
make or exhibit it; we just reproduce and talk about it
Pollock and the other abstract cxpressionists the Mu-
seum of Modern Art gave such importance to in the
late '40s and carly '50s were, of course, a lhonanza
to editors and writcrs Where else could they find
material at once so mystifying and so photogenic ?

The point is that there is an enormous, interested,
excited audience, not Out There, but crowding the
museum halls right now, waiting to learn. And the
museum’s plan is to help it, in a way in which it alone
is equipped to perform.

When it was founded, Mr. d’Harnoncourt reminds
us, it was not a museum, really, but a gallery, an art
center. It had no permament gollection, Its resources
were great financial lLacking and- potential (“this js
the house that jack Luilt,” some of us used to say,
reading of the enormous cohtributions made by a
board of trustees bearing mames like Rockefeller,

6  New York / Herold Tribune / January 23, 1966

b

-

“...The Museum of Modern Art does
not see its function as ‘ary fournalism,
says its director, or ‘discovery’ as a

necessary part of its job . . . Time is

”

no longer of the essence . . .

Whitney, Ford, Field, Clark, Lewisohn, Goodyear,
Bliss and Dale), the dedicated, active personal interest
of knowledgeable trustees and other collectors, and
the brains, imagination and taste of its staff,

These have been parlayed over the years into what
now, even when compared with the Louvre's vastly
enlarged modern ‘collections opening this very day
in the rebuilt Musce de 'Orangerie in PParis, is the
greatest panoramic assemblage of modern art in the
world. The first and most important work the museum
can do, then, is to keep as much is possible of that
assemblage on continuing exhibition all the time. At
the moment it occupics about two-thirds of the mu-
seum's exhibition space. Up until 1942 there wasn't
any provision in the museum' for permanent showing
of its collection.

Lven more important—and this too has generally
heen forgotten—the museum wasn't sure for a long
time that it even wanted any “permanent” collection.
The big question was, how long does a work of modern
art remain modern? In 1947 the museum was party
to an agreement between the Metropolitan, the Whitney
Museum and itself in which cach Laid out its own area
of operation. The concern o’ the Whitney, which, it
was planned then, would put up a new building adja-
cent to the Metropolitan, was going to be with pres-
ent-day American art; the Modern's with all art
after 1900 and the Metropolitan's with earlier works.
Between 1947 and 1953, under this pact, the Muscum
of Modern Art sold 26 wore-1%0 works to the
Metropolitan, including twe great Cezannes, and other
works hardly less important, The money realized from
their sale (as well as from the sale of additional
works the Modern disposed of at auction) was to be
used for the purchase of works by younger artists.
The agreement  was abrogated for several reasons,
the most obvious licing that collectors grew reluctant
to leave their great pictures to the Museum of Modern
Art. They decided, instead, to leave them directly
to the Metropolitan, which would eventually receive
them anyway. Tn the end the Modern actually bought
back two carly Matisses it Lad sold the Met.

The question is stil] germane. Some of the Mod-
ern's greatest treasures are 85 years old. Are they
still modern? Wil they be when they're: 1007 The
museum's answer js that even if they aren't, in the
strict sense of the word, knowledge of them will be
essential for a rey) understanding of what s modern.,

Its task now is o promote that understanding.
It has a three-pary plan. First, as already stated, it
will keep a larger part of its masterworks on view,
for museum regulars and for the increasing number
of persons who come from all over the world expressly
to sec them,

Second, it will in
ening public educy
it, to “assist peoy

troduce a “new concept of hroad
10n," a5 Mr. d'Harnoncourt descrilics
ety form their own opinions ; its guid

ance we'll give, not brain-washing. We don’t want to be
taste-makers, We can only hope to contrilute to the
making of certain preferences” This will be done
through & continui g series of changing shows in 4l
the arcas—painting, sculpture, architecture, design,
movics, photography—that the museum has coverod
from the beginning. Tn the film and photography de-
partments, Mr. d'llarnoncourt concedes, the museum
has not up to now kept on top of new developments,
This, with the recent appointment of new department
heads, will, he is certain, he changed.

In painting and sculpture it has remained abreast
of developments, but the program here will also change,
The reason is the disappearance of the time lag which
used to exist between creation and exhibition in New
York. The city is filled with commercially operated
galleries and with several new museums cager to
show works—any works—hot off the artist’s easel or
floor or junkyard or mechanical workshop. The M-
seum of Modern Art does not see its function as “art
Jjournalism,” says its director, or “discovery” as a
necessary part of its joh. Its concern will be to put
on the best possible shows, examining individuals’
works, or new or old ideas and themes, even if they
have already been picked at by other museums. Time
is no longer of the essence. ence the delayed op show,
the upcoming kinetic show.

‘u}iﬂ MOMA show pop? “Pop is a misnomer,” says
Mr. d'Harnoncourt, “a trade name for varions kinds
of*art that have no basic relationship. The ‘movement,”
if it is one, is incoherent and negative, a catch-all for
4 variety of expressions devised chiefly in opposition
to abstract expressionism.”

But aren't all the new isms partly “negative,” in
that they're rebellions against the existing hicrarchy,
and is it just possible that sinve the hierarchy that pop
is opposed to is indeed abstract expressionism, so
staunchly supported by the Museum of Modern Art,
this may be an explanation of the Museum’s coolness
to it? :

Mr. d'Harnoncourt's reply is that many artists
labeled “pop”  have already  had  early showing  at
the museum, within differen categories. 1 anyone, on
the muscum's staff, or even outsile the museum, can
make a really convincing case for pop as an esthetic
rather than a socivlogical expression, the m i, he
says, might still put on a survey of the field. If i
should, the curator or invited outsider eommissioned
to present it, will, as always at the Muodern, be given
his head.

Here, he says, is why the muscum won't cver ETow
middle-aged. Antonomy and creatis 1y g hand in han,
Onee the museum’s exhibition comnultees and board
are convinced that an exhibition is a good wdea, the
person commissioned to present it is left strictly alone.
The result may be occasional shortcomings in indi-
vidual projects. However, the freshness and igor of the
ideas and techniques which autonomy stimulates more
than compensate.

There are other new aspeets of the “cducational™
program the muscwn s about to embark on. For in-
stance, the muscum owns an cnormous collection of
what it calls “ephemera,” which has never been or
ganized for use. Tt has put on 785 exhibitions in ils
carcer, published 200 books, asscmbled some 16,0000
photographs of works of art. In the conrse of present
nd hooks it has aconmulated vast
co with virtually every
(Contimucd on puge 25)

ing its exhibitions

e Licanl

files of correspondi
figure i the art of our
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time. Al this must be corre-
of a great inter-
lel in the world,

re will be the insti-

¢ and mteresting labels, slides, reprodic-
ete, will be arranged to afford visitors
background for what they will seelin
collection and in special shows, Never,
1l original works of art be shown. The
m's is that a pamnting or sculpture must

d as an illustration of anything, ecven itsclf.
sblic has absorbed all it needs in the edu-
lery, it will proceed to the originals, wligrv
oyment and contemplation will not be disturbed by
srpolated reading matter. |

Part three of the new program is that it will he
more closely mvolved than ever with “what’s happening.”

|
nly where “what's happening” in the museum's
early days might have heen read to mean what's hap-
pening that's new in the studios, today it signifies
what's happening in the community, the city, the state,
| the country. Mr. (’Llarnoncourt and the museum are
E constantly being consulted hy the administrators of the
~ cnormous projects for the promotion of the arts al-
i ready under way on the city, regional and national
level. He works with Roger Stevens' National Council
of the Arts, with the New York State Council, with
‘ the New York City Beautification Committee, with
many other agencies who will be responsible in 1966
alone for spending millions already voted for the
national program, as well as for the use of art in New
York City buildings.

“ .. Alfred H. Barr Ir. (the Curator
of the Permanent Collection) will
reach retirement age next January.
Myr. d’Harnoncourt (the Director)
will reach it even earlier. The two top
curatorial posts at the museum are
presently vacant. An administrative
re-organization  plan .wﬂl provide
that the museum will combine the
curatorial, exhibition and permanent-
collection directorships . . . under
a single figure . . . potentially the
most powerful job in the modern art

world ...”

1t’s all incalculably important, and the museum,
insisting that the true mark of youth is " ]
right. “It is fatal,” as Mr. d"Harnoncourt says, “to eg-
lect the facts of your biology, your capacity, your en
dowments, your environment. When you face up
them, you can be freer than ever hefore” i

© sounds like a Iriendly famnly Jdoctor talking to

mama as she faces menopause. The point s
you can't negleet the facts of your biology. Alfred 11
Barr jr., the musewn’s first director and, sinee 1947,
the director of its permanent collections, will reach the
65 year retirement age nest Januvary., Mr. d'Harnon-
conrl himsell will reach 1t even earlice The two top
curatorial painting and sealpture posts al the muscim
are presently vacant An admstiative reorgamzatun
plan is in the works, which will provide that the mu
seum will combing the curatorial, exhibition and per
manent-collection directorship of the paintings and
sculpture departments under a single  figure, with
assistants, in what is potentially the most powerful joly
in the modern art world,

Applications have poured in for the job even from
Furope. The requirements, says Mr.  d'Harnon.
court, are scholarship, of course, a record of past per-
formance, the ability to make value judgments as well
as to respect the judgments of other people, the ca-
pacity to work under pressure in an environment which
is neither an ivory tower, @ post in a reviewing stand,
nor the head of a parade beating a drum. He stresses,
above all, professional integrity, which, among other
things, means not using the muscum to promote your-
self.

Applicants, come to MOMA at once. &

New York ) Herald Tribune / Jawwary 23, 1966 2%
_ /‘-
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VAZ DIAS INTERNATIONAL
Worldwide Clippings

39 Cortlandt St. N.Y. 7, N.Y.
Digby 9-2287

Clipping from

The Mainichi Daily News, |

JAPAN

" LONDON — History has

al question with its

‘problem,” to a great extent
‘a Commonwealth one. And
‘the emergence of “Afro-
‘Asianism” as a political
i-fome, intensely self-aware
‘in its outward relations if
often at conflict within it-

volve some part of the
Commonwealth in political
dilemma, as between devo-
tion to the concept of Afro-
Asian solidarity — closely
bound wup, especially in
Africa, with the question of
race — and the value of
the Commonwealth asso-
ciation,

Shrewd, Fragmatic national
statesmanship may often side-
step this dilemma. The strong
|all-party political sentiment in
Britain against the evil of racial
discrimination is a salient fact.
The exclusion of South Africa
from the Commonwealth was a
unique manifestation of the lat-
ter's potency in a matter of
moral principle of immediate
concern to the Afro-Asian bloe.

But, in America and else-
where, the color problem re-
mains one of potential danger
in the free world, and not least
because of the cynical readiness
of the enemies of democratic
freedom to exploit it in their
own political interest. Can the
Commonwealth of itself do any-
thing to solve the problem on
a global scale?
Derek In

hook _just g

- Aeipigle
orld's looming |
looge connotation of “color | i

self, may at any time in-|%

S LA L Sofs
b Y

ention is that the Common-
to reduce jracial

tensions

Ingram looks forward to a
“color-blind world"—a world in
which d Cof ;

For Color—Blhcll World

“Eventually,"” he writes in,
his conclusion to & survey which |
ranges over the whole Common-
wealth (and which incidentally
deals frankly with persisting
color prejudice at certain social
levels in Britain), “the peoples
of the world must be color-
blind. Otherwise the inevitable
predominance pf non-whites
over whites holds the seeds of
terrible strife,.., The Common=
wealth is there as an instru-
ment to this end, and all of us
must try to use it.”

“In the Commonwealth we
have almost every permutation
of color and racial problem,
Ingram writes elsewhere, "This
is why its continued existence
can play such a large part in
smothering political attitudes
which are being struck up along
racial-lines.” His strongly em-

phasized theme js that closer
relations among its members

monwealth js to play this sol-
vent role. Mistgken pressures
to split the Commonwealth over
the race issue must be resisted.

“A common argument about
the Commonwealth is that there
ly no difference between

3

L
Bl what is going on inmany.Cota,

monweunlil countrios i

LAt

must be cultivated if the Comi-|
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t | within the C

er for
(or bad,

ommonweal
if the Republic formula had
ted | not been worked wut in 1949, the
ch there

would merely be a up of
five white oul.mtnes bag!fgeg to-

at

n good
likely to

Wea!th is about people, beca
it will consist as time passes ot '
more and more

of people operating

array of everyday ﬁelds. that
it has such an opportunity to |

wear down these barrviers of
race and color.”
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=

OUT OF DARK — Like Greek philosapher Diogenes who
roa_m--:] with lamp looking for honest men, Buffalo ‘\ g
artist Louis Dlogosz, roamed steps of New York .‘Gt'm: (4 i ;
in Albany, secki honest art and protesting \th';t he I-)'"?‘
Junk  art gt VMuSeum of Modern  Ari in \l'vu '.'(u::-ll.l‘
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E Art:
-~ We must overthrow

New York Free Press CRITIQUE, )

the administrators
.of art museums

by Gene Swenson

(The following notes by Mr. Swenson
are in reply to a letter to the New
York Free Press from Mr. William
Rubin, Curator of the Museum of
Modern Art. Mr. Rubin expressed
interest in new ideas about problems
facing the art museums today . G. B.)

As a junior in college, I participated

in a radio symposium on government’

aid to the arts. (Lillian Gish, a big
Eisenhower supporter, was the
“guest.’”) Although 1 was the most
politically radical member of the
panel in every other respect, I
opposed government aid to the arts
in any form whatsoever. [ was
: opposed to the government even
being interested. (Those were the
days when Fred Waring and his glee
club serenaded foreign dignitaries at
the White House) Aid meant
interference, and “‘arlist” was the
only occupation that did not and
should not have to deal with any
public whatsoever. (Miss Gish was in
the theater, and that as well as
architecture were for me “special”
- cases.) The one thing an artist should

imperial phblishers and more upon’

intrinsic merit)-our first
responsibility is to correct present
deficiencies where they are most
glaring. In doing so we will
undoubtedly create new problems,
but this must not be an excuse for
continuing the old policies which
have proved so unsatisfactory if not
altogether unworkable.

Recently 1 suggested that two
curators be fired. | did not go far
enough. The entire stafls of almost
all cultural institutions above the
“worker” level should also be swept
out. Nothing they can offer us will be
satisfactory (their employment now
proves, il proof were necessary, their
status as toadies for the rich). As the
system is now set up, new policies
must meect the approval of
mysterious and anonymous boards of
trustees who inevitably base their
decisions upon the business
philosophy which put them in those
positions in the first place (how they
must love Neo-Modern), The great
problem in America today, aside

from the abysmal state of our arts, is

f&ua, / 1969

art. Even in periods when its hiring
policies are most debatable, it
maintains the right atmosphere for
fellowship among students; and
contact among students is morc
important to a budding artist than
the maintenance of certain income
levels for the instructor (the only
excuse ' for the present grading
system).

Since the guarantced annual wage is
already assumed by most politicians,
we ought to take it into our
consideration. Let us assume that it
will be on a “poverty™ level. That
should (if the government of the
country changes and returns to
humanitarian traditions) be sufficient
to take a young artist through school
and his twenties as well, giving him a
traditional and highly beneficial
contact with the unfortunates of
society (the best education an artist
can have). After he reaches the age of
thirty, with his apprenticeship in life
behind him, he ought to be in a
position to decide whether or not art
is the discipline to which he will
submit himself He ought by that
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no'tv’havu to do was fill out forms
about his art.

Any re-thinking of conditions in
the art world now, twelve years later,
must take into consideration present
conditions. My college notions were
not merely paive and hopelessly
optimistic; they did not take into
consideration the extant nature of
“free enterprise.” My father had run
& small filling-station in the mid-west,
and | thought that an artist who
worked as hard as my father could be
assured of at least a poverty level
_income~for there is always virtue in
hard work, although not necessaril

then, could make a living and the
great masters could at least pass as
competent—as they had done even in
the days of the French Academy
(neither Courbet nor Manet went
hungry).” Add the government to
these ideal conditions in America, 1
thought, and there will surely be
some kind of interference somehow
in some fashion.

Year after year [ filled out forms,
for ‘“private™ foundation grants
(never getting one becouse my
thinking was not orthodox-capital-
ist). Year after year 1 saw the

“*private” museums open their doors

on X BT o
4

Lo sp who
fitted their norms until finally I was
barred from even entering  the
Museum of Modern Art (a
banishment which, it appears, is
permanent). The more exclusive
galleries are not run like the muscums
‘by ittees of | i they
are run by individual capitalists who,
g wibenos @md conning and pay-offs
“(that, it appears, is how one is
.groomed), have learned to make or
break the general run of artist,
Superstitions die hard, and
Capitalism (or “free" enterprise) has
become the biggest bogey-man ‘of
them all. -

On the basis of these present
conditions we can begin planning a
new approach to the economic
troubles of the individual artist,
which, after all, is the only excuse for
government interest in the arts of
painting and poetry according to the
non-Confucianists surrounding us
these days. Although we may
eventually want to discuss the means
of making the artist’s work public-if
only to fellow artists, in the form of
city-owned storefront galleries (to
take the cconomic burden off the
co-operative galleries) and
government-financed publications (to
make consideration of first novels,
for example, less dependent upon

nol whether we will preserve “free™
enterprise against the encroachments
of government but whether or not
government can protect individual
enterprise against the autonomous

" and imperial ambitions of a faceless

interlocking  directorate. This has
been very much of a losing battle,
with the exception of those th d

time to have discovered his muse or
muses  (although, as we know,
Sherwood Anderson did not truly
begin to write until he was in his
forties). ; .
Now we come to the greatest
problem: the museum and gallery
system. The galler''s should be a

days early this decade,

Like it or not, the artist in a
democracy is also a citizen, He is very
often an apathetic citizen and, at
certoin periods, this might even be
beneficial (although, at the moment,
I cannot think of such an exception),
A certain link to the people as a
whole, through the men who govern
us all, is inevitable even for the rich,
A certain system of exhibiting,
publishing, earning a living, and
educating ourselves is inevitable (one
hopes). What are the chief defects of
the present system and how can they
be corrected?

In the visual arts (which 1 know
best), the need for a separation of
functions has become essential. Art
History in a school is not Design
(that is the meaning of “having a
discipline™). Nor is Art History the
same as Criticism (not that one man
cannot know about several disciplines
at the same time). In the past
curators  have been closer to art
historians than to painters and, as the
last few years have shown, the
advantages of the classical system
Probably outweigh ijts
disadvantages-at least insofar as
“olficial™ encouragement of certain
attitudes  (like “avantgurde™) s
in our “establish -
mixed-media argument,

o)

(The
certainly cogent, is better discussed
in connection with theater in my
opinion.)

Art historians take courses that lead
to a degree. They are, while still in
school, graded according to a scale
which thus links them to standurds of
the past and their teachers. That is as
it should be. (The august Institute of
Fine Arts is world-famous for its
difficulties in the area of “modern”
and contemporary art.) Artists, on
the other hand, ought ncver to be
graded. Although design  schools
might be affiliated with universities
for expedient reasons
space and salaries, design courses
ought never to be graded. And design
teachers ocught nover, never to be
hired uccording to any degrees they
hold in “art. The Art Students
League s the Finest exemplar that

could be found For the instrig ton of

of finding

p 1g ground for the {not
the otfier way around, as for the last
five years), and the museums in turn
should be the bridge to the larger
public. (This formulation assumes,
perhaps incorrectly, that art is a
peacetime enterprise for the most
part and that Henry Adams'
‘*dynamo’" theory of
history-acceleration has its limits)
The museum, then, is a public
institution and should not be left in
the hands of individuals whose only
identification with the public is as a
salesman (or saleswoman, as is the
case with that great cultural
“arbitrator,” the New York Times).
The public cannot consume art, In
fact only individuals can savor true
taste-intellectual and moral as well
as gustatory., We need more
museums, smaller museums,
de-centralized museums (why not
make that state office building
proposed for Harlem into a
museum?); and we need to limit the
number of viewers permitted into a
museum at the same time, a most
sensible approach already in
exemplary practice with
Shakespeare-in-the-Park and  at
Russian museums. Certainly this can
only be accomplished if we change
the men who make general policy,
especiully those who now fill the
seats of power—the clean sweep |
suggested carlier. The present system
(continued on page 11)
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‘New York Free Press CRITIQUE, 1 August 1968

“We must overthrow
the administrators
of art museums

(continuéd from page 10)

favors the social butterfly (who can
see, let alone think about painting in
present  over-crowded conditionsy

whereas the limited entry systems
favors the art lover, who may not
have the money to get into the
Modern Museum but who would be
willing to stand in line to see what he
(or she) loves.

This change-over will not be simple.
After the war in Germany, so many
Nazis were swept out that vacuums
occurred which gave neo-Nazis more
power than would have been the
more democratic case with a slower

Chinese examples of killing
recalcitrant wrong-doers do not—at
least yet—seem necessary. (1 am, in
fact, for abolishing capital
punishment as are, it seems, the men
who astassinate American political
leaders at present.) If Rubin and
Geldzahler were simply fired, they
might become operators of the
suggested storefront galleries through
their political connections. Some
such similar disaster might occur with
the trustees, if they were forced to
become useful.

I suggest-and it is only a
suggestion—that mild reforms should
occur first. The first, the mildest and
the easiest reform would be to add an
artist elected by the artists, an
employee elected by the employees,
a scholar elected by the scholars and
an official either appointed by and

change-over. The recent Cuban and -

responsible to the governor or elected
by the public to the boards of
trustees of every museum . and
foundation in our country, This
would undoubtedly be a little
unweildy at first, but as the senile
trustees dropped dead onc by one
they need not be replaced until
finally the number of people on each
board becomes once again
manageable. In addition the idea of
multiple, de lized
should soon catch hold if the decent
opinions of mankind are taken into
consideration again by America’s
“leaders.”

Artists, being human, would
undoubtedly desire a series of
rewards after they reached the age of
thirty. This would be difficult since
rewards inevitably take the form of
encouragement. French history
painting and American absiract
painting are two supreme examples
of failure to encourage what is best in
art. The sytem [ hve thus far
described at least has the advantage
that, even if the worst are the ones to
reccive the rewards, at least the best
won't be forced to live on as bestial a
level as has been the case under the
tyrannical demands of Capitalism, A
progressive  income-raising = program
such as has become standard union
practice certainly should be expected
as one of the demands artists will
make as a group.
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- Art:
We must overthrow

New York Free Press CRITIQUE,

Alads o 1990 €

the administrators
_of art museums

by Gene Swenson

(The following notes by Mr. Swenson
are in reply to a letter to the New
York Free Press from Mr. William
Rubin, Curator of the Museum of
Modern Art. Mr. Rubin expressed
interest in new ideas about problems
facing the art museums today . G. B.)

As a junior in college, I participated
in a radio symposium on government
aid to the arts. (Lillian Gish, a big
Eisenhower supporter, was the
“guest.””) Although I was the most
politically radical member of the
panel in every other respect, |
opposed government aid to the arts
in any form whatsoever. | was
opposed to the government even
being interested. (Those were the
days when Fred Waring and his glee
club serenaded foreign dignitaries at
the White House.) Aid meant
interference, and “artist” was the
only occupation that did not and
should not have to deal with any
public whatsoever. (Miss Gish was in
the theater, and that as well as
architecture were for me “special”

 cases.) The onc thing an artist should
not have to do was fill out forms

imperial publishers and more upon '

intrinsic merit)-our first
responsibility is to correct present
deficiencies where they arc most
glaring. In doing so we will
undoubtedly create new problems,
but this must not be an excuse for
continuing the old policies which
have proved so unsatisfactory if not
altogether unworkable.

Recently [ suggested that two
curators be fired. | did not go far
enough. The entire staffs of almost
all cultural institutions above the
“worker™ level should also be swept
out. Nothing they can offer us will be
satisfactory (their employment now
proves, if proof were necessary, their
status as toadies for the rich). As the
system is now set up, new policies
must meet the approval of
mysterious and anonymous boards of
trustees who inevitably base their
decisions upon the business
philosophy which put them in those
positions in the first place (how they
must love Neo-Modern). The great
problem in America today, aside
from the abysmal state of our arts, is
not whether we will preserve “free”

art. Even in periods when its hiring
policies are most dcbatable, it
maintains the right atmosphere for
fellowship among students; and
contact among students is more
important to a budding artist than
the maintenance of certain income
levels for the instructor (the only
excuse  for the present grading
system).

Since the guaranteed annual wage is
already assumed by most politicians, §
we ought to take it into our
consideration. Let us assume that it
will be on a “poverty™ level. That
should (if the government of the
country changes and returns to
humanitarian traditions) be sufficient
to take a young artist through school B
and his twenties as well, giving him a
traditional and highly beneficial
contact with the unfortunates of
society (the best education an artist §
can have). After he reaches the age of
thirty, with his apprenticeship in life
behind him, he ought to be in a
position to decide whether or not art
is the discipline to which he will
-submit himsell. He ought by that
time to have discovered his muse or

diobibna " "




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

PI/COMMS

IV.A.18

+ about his art.
Any re-thinking of conditions in
the art world now, twelve years later,
. must take into consideration present
conditions. My college notions were
not merely naive and hopelessly
optimistic; they did not take into
consideration the extant nature of
“free enterprise.” My father had run
- a small filling-station in the mid-west,
and 1 thought that an artist who
worked as hard as my father could be

_income—for there is always virtue in
hard work, although not necessarily
notable | The tent,
then, could make a living and the
- great masters could at least pass as
competent—as they had done even in
the days of the French Academy
(neither Courbet nor Manet went
hungry). Add the government to
these ideal conditions in America, |
thought, and there will surcly be
some kind of interference somehow
in some fashion,

* Year after year | filled out forms,
for “private™ foundation grants
(never getting one because my
thinking was not orthodox-capital-
ist). Year after year | saw the

to specially groomed individuals who
fitted their norms until finally I was
barred from even entering the
Museum of Modern Art (a
banishment which, it appears, is
permanent). The more exclusive
galleries are not run like the museums
by ¢ ittees of b they
are run by individual capitalists who,
. by chance and cunning and pay-offs
" “(that, it appears, is how one is
.proomed), have learned to make or
break the general run of artist.
Superstitions die hard, and
Capitalism (or “free” enterprise) has
become the biggest bogcy man ‘of
them all.

On the basis of these present
conditions we can begin planning a
new approach to the economic
troubles of the individual artist,
which, after all, is the only excuse for
‘government interest in the arts of
painting and poetry according to the
non-Confucianists surrounding us
these days. Although we may
eventually want to discuss the means
of making the artist’s work public—if
; only to fellow artists, in the form of
city-owned storefront galleries (to
take the cconomic burden off the
co-operative galleries) and
government-financed publications (to
make consideration of first novels,
for example, less dependent upon

assured of at least a poverty level

“private” museums open their doors

Gl‘l‘lé‘l‘[)l“l‘iﬁ nsmn-u L e P e
of government but whether or not
government can protect individual
enterprise against the autonomous

" and imperial ambitions of a faceless

interlocking directorate. This has
been very much of a losing battle,
with the exception of those thousand
days carly this decade,

Like it or not, the artist in a
democracy is also a citizen. He is very
often an apathetic citizen and, at
certpin periods, this might even be
beneficial (although, at the moment,
I cannot think of such an exception).
A certain link to the people as a
whole, through the men who govern
us all, is inevitable even for the rich.
A certain system of exhibiting,
publishing, earning a living, and
educating ourselves is inevitable (one
hopes). What are the chief defects of
the present system and how can they
be corrected?
¢ In the visual arts (which | know
best), the need for a sepnratinu aof
functions has become essential. Art
History in a school is not Design
(that is the meaning of “having a
discipline™). Nor is Art History the
same as Criticism (not that one man
cannot know about several disciplines
at the same time). In the past
curators have been closer to art
historians than to painters and, as the
last few years have shown, the
-advantages of the classical system
probably outweigh its
disadvantages—at least insofar as
“official” encouragement of certain
attitudes (like “‘avant-garde™) is

Wiarea il

Sherwood Anderson d:d nol trnly
begin to write until he was in Ilh
forties).

Now we come to the mlul
problem: the museum and gallery
system. The galleriss should be a
proving ground for the muscums (not
the other way around, as for the last
five years), and the museums in turn
should be the bridge to the larger
public. (This formulation assumes,
perhaps incorrectly, that art is a
peacetime enterprise for the most
part and that Henry Adams'
‘*‘dynamo’ theory of
history-acceleration has its limits.)
The museum, then, is a public
institution and should not be left in
the hands of individuals whose only
identification with the public is as a
salesman (or saleswoman, as is the
case with that great cultural
“arbitrator,” the New York Times).
The public cannot consume arl, In
fact only individuals can savor true
taste-intellectual and moral as well
as gustatory. We need more
museums, smaller museums,
de-centralized museums (why not
make that state office building
proposed for Harem into a
museum?); and we need to limit the
number of viewers permitted into a
museum at the same time, a3 most
sensible approach already in
exemplary practice with
Shakespecarc-in-the-Park and at
Russian museums. Certainly this can
only be ac plished if we changs
the men who make general policy,

1

concermed in our “‘establish ts.”
(The mixed-media argument,
certainly cogent, is better discussed
in connection with theater in my
opinion.)

Art historians take courses that lead
to a degree. They are, while still in
school, graded according to a scale
which thus links them to standards of
the past and their teachers. That is as
it should be. (The avgust Institute of
Fine Arts is world-famous for its
difficulties in the area of “modern™
and contemporary arl.) Artists, on
the other hand, ought never to be
graded. Although design  schools
might be affiliated with universitics
for expedient reasons of finding
space and salaries, design courscs
ought never to be graded. And design
teachers ought never, never to be
hired according to any degrees they
hold in “‘art.” The Art Students
League is the finest exemplar that
could be Found For the imsired tion of

pecially  those who now fill the
seats of power—the clean sweep |
suggested earlier. The present system
' (continued on page 11)
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Art:

(continuéd from page 10)

favors the social butterfly (who can
see, let alone think about painting in
present  overcrowded conditions)

whercas the limited entry systems
favors the art lover, who may not
have the money to get into the
Modern Museum but who would be
willing to stand in line to see what he
(or she) loves. -

This change-over will not be simple.
After the war in Germany, so many
Nazis were swept out that vacuums
occurred which gave neo-Nazis more
power than would have been the
more democratic case with a slower

Chinese examples of killing
recalcitrant wrong-doers do not—-at
least yet—scem necessary. (I am, in
fact, for abolishing capital
punishment as are, it seems, the men
who assassinate  American political
leaders at present) If Rubin and
Geldzahler were simply fired, they
might become operators of the
suggested storefront galleries through
their political connections. Some
such similar disaster might occur with

become useful.

I suggest-and it is only a
suggestion—that mild reforms should
occur first. The first, the mildest and
the easiest reform would be to add an
artist elected by the artists, an
employee elected by the employees,
a scholar elected by the scholars and
an official either appointed by and

‘We must overthrow
the administrators
of art museums

change-over. The recent Cuban and

the trustees, if they were forced to

responsible to the governor or elected
by the public to the boards of
trustees of every museum and
foundation in our country, This
would undoubtedly be a little
unweildy at first, but as the senile
trustees dropped dead one by one
they need not be replaced until
finally the number of people on each
board becomes once again
manageable. In addition the idea of
multiple, de-centralized museums
should soon catch hold if the decent
opinions of mankind are taken into
consideration again by America’s
“leaders.”

Artists, being human, would
undoubtedly desire a series of
rewards after they reached the age of
thirty. This would be difficult since
rewards inevitably take the form of
encouragement. French history
painting and American abstract
painting are two supreme examples
of failure to encourage what is best in
art. The sytem | hve thus far
described at least has the advantage
that, even if the worst are the ones to
receive the rewards, at least the best
won’t be forced to live on as bestial a
level as has been the case under the
tyrannical demands of Capitalism, A
progressive income-raising program
such as has become standard union
practice certainly should be expected
a5 onc of the demands artists will
make as a group.
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Bateau

to help make it more excit-

for the Met,” notes
Virch. Though the French
government

“It's an official French
idea of what French art
should look like,” he says.

masters of the past, who are
also some of the great paint-
ers of all time”

Nor could Martial Raysse,
a young “new realist” who
says he is a ‘“captive ex-
hibitor” in the show (the
French government owns
his work) find kind words
for it the other day. Here on
a visit, he said he objected
to the

L ocklng,

on “tach-

W Tuas  4/5/8

Y

Andrew Bolotowsky
Ilya Bolotowsky
The wingspread measures 1414"

French painter Fernand Le-
ger joined. Mondrian insisted
on paying the $4 annual
dues, but Leger refused, and
quit.)

Bolotowsky remembers the
1939 AAA demostration be-
fore the up-and-coming
sguseum of Fpggm Art, then

ot noted for ‘its attention
to domestic abstract paint-
ing. "We were irked, for in-
stance, by the shows they
gave to Eugene Speicher,
a society portraitist, and.
another one of drawings for
the newspaper PM,” Bolo-
towsky recalls, “So we pick-
eted. The mutual politeness
was almost Victorian. Ad
Reinhardt — an ace PM car-
toonist—had designed some
nice leaflets for us to hand
around. Instead of calling the
police, the museum sent out
some cute secretaries to
gather them up for its library
collection. That's not the
way things happen today,
eh?ll

istes” (abstract expression- | .
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James as well as with lines
n}d in the more traditional

t even more noticeable—or, let me
prusive—than Calder's.

chi machines and bevels his

¢ slate into clean-shaped, glass-

plates, rods, and cusps which

together into compositions that

often to the vertical scheme

figure, There is in general

ic regularity in the exactness

ape and in the repetition of a lim-

{ sot of ovals, curves, and straight

a5, Sometimes, however, he works

bas-relief and manipulates his forms

inst the naked wall as a background

5 in the black-slate “Open Window,”

of the finest pieces of the show;

y. The astist who
dimensions is mote easily hyp-
4, it would seem; by his owa facil

. than is the one confined to & fat
A that repetitiousness of
often goes with exces-

- T icker to Mm

surzender (o QECDTRvERSS:
Symmetry is not as dis-

otare as it I8 in painting,

a1 or not, does
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MASON CITY, IOWA

E-GAZETTE
G“_og. 26,555 —

By RICHARD LEET
“What is coming next?" and “Why?"
are Lwo questions that today might be heard
- often in any art gallery.
: Robert Rauschenberg, noted contempo-
Tary artist, gave the following reply to the
. first question . . . “I don’t know, but 1 hope

auschenberg’s  statement indicates
that there is real interest in the rapid
change in art styles foday. His statement
was related lo a Grinnell audience by Henry

Geldzahler, curator of contemporary arts
for the itan Museumn of Art in New

York. He spoke at a Grinnell College spon-
sored ce on “The Museum as
Tastemaker in Contemporary Art.”

At this conference, which I attended,
several speakers projected numerous stim
lating and , perhaps, argumentative

s 4 3
Geldzahler opened discussion by stating

that some observers hold that a few people,
mostly on the east coast, are trying to con-
trol our minds. He suggested that museums
may influence taste as they designate var-
ying amounts of space to different kinds of

il

wil%

oy

exhibit materials, But he noted that
museums make no dtlempt to “foist™ tastes
on the public, Museums can encourage

trends, but they do not start them.

WORKSHOP STARTED

DUBLIN (AP) — The Abbey Theater i
starting a workshop for playwrights in A
gust, with the aim of stimulating more crea
tive activity,

Some criticism has been directed at
Abbey recently for over-reliance on adap
tions of books, Announcement of the schoo
was made by Thomas MacAnna, artistic di-
rector of the theater.

Sam Hunter, visiting critic from Cornell
University, New York, said museums offen
are thought to serve ony in the role of cus-
todial repositories, Th Museum of Modern
Art, focusing attention on contemporary art,
has been instrumenty in bringing about
some change in this regard.

Hunter believes that museums, dealer
galleries, artists, and our__publicity and
communications systems bring innovations
to our atfention, byt they do not necessarily
make taste by showing these innovations,
What they do js make the work accessible,

‘tastemakers, who

pressure as it
experiences.”

All speakers agreed that re.defin ition of
art is a constant phen
tory reveals

In the last five Yyears, contrary to it's
usual leading and open-minded position, it
has been very laggard. The Museum missed
pop art; missed primary Structures;

the Guggenheim and the
Jewish Museum, in particular, in New
York,
Geldzahler, objecting to the connota
of taste-making as brainwashing, suggested
that it was inevitable that someone would
influence taste . “jf not the museums as

then . - @ NEC,
Time, Life . , . 2" o

It became very apparent before the
conference ended that the key factor in the
total picture was the artist. The artist's
work is the reflection of an age, expression
of our time, and a look at tomorrow,

=Se==SiC =
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Art:

We must seize
the Metropolitan
Museum this summer

by Gregory Battcock

*Arst of the Real,” Museum of Modern Art.

“New York CoBects,” Metropolitan Museum of Ast.
Until Labor Day. -

“Mew York Collects,” summer
exhibition at the Metropolitan Museum of Art,
is the 14th in a series of exhibitions of paintings
and sculptures from private collections in the
City of New York. The exhibition is an
bomination and a y. It is a hoax and, as
such, has proven a brilliant success. The
Museum’s own catalog admits: “This year's
‘New York Collects,’ ... proves to be one of the
Museum’s most successful and popular events.”
Mr. Guy-Phillipe de Montebello, Associate
Curator at the Museurn, has the gall to write in
the catalog for this appalling insult: “When the

pproaches and the fus from the
hot, humid city begins, many paintings which
decorste favored spots over sofas and
sideboards in New York houses, are removed
and trucked to the Museum where they are
placed on exhibition until Labor Day."

We might paraphrase these remarks to
read: “When the Rich are Away, the Poor will
play.” And, pay, since admission to the show
costs a dollar. On top of it all we are supposed
to be grateful for the of the d
on display for their generosity in lending the
works to the museum, so that the public may
have the opportunity to enjoy them. Enjoy
them indeed. The public that cannot afford to
participate in the summer exodus from the hot
humid city, so aptly described in the catalog,

are not, you can be quite sure, going to end up -

spending their free afternoon in the tropical,
non-airconditioned galleries of the Metropolitan
Museum, admiring those inspiring works that
normally grace the sideboards in the dining
rooms of the Henry Pearlman’s and the Harry
Payne Bingham's.

The sociology of this exhibition is
much more important than the exhibition
itself, This is true despite the fact that the
exhibition is of truly monumental proportions,
and includes many of the greatest masterpieces
that Western Man, or rather a handful of rich
Western Men, have endowed. It is, even though
some modern works have been included this
year, an old fashioned type of exhibition. The

. question is, why Is it allowed to happen? There

are perhaps more impressionist paintings in this
show than there are in the Museum of the
Impressionists in the Tuilleries.

It's difficult to look at these works
without thinking about their year-round
settings. One imagines the dining rooms on Park
Avenue with the plastic chair coverings. The
dowagers and their poodies, English prams with
English nannies and French mademoiselles
come to mind. Votes for Rockefeller and

private sympathies for Nixon are written all |

over these lovely paintings. The people who
own these works are the ones who say: “Don’t
over-tip dear. They won't have any respect.”” In
the catalog to this exhibition the names of the
owners, except in only one instance, are listed
along with the sitles and artists. At the very
Jeast you'd think that the vacationing owners
might have felt a slight embarrassment at having
their names used, but there is no end to the
pride of the monied classes

In effect, what the Metropolitan
Museum, and the rich of New York are saying
1o the people of the city is a loud and righteous
gt Them Eat Cake.”" |t's amazing that we still
ingest this attitude without the slightest
indigestion, On the other hand, the exhibition
is perhaps a very good idea. It will possibly go a
jong Way to polarize views conceming the
visbility of the art institution within the
modemn culture. What is amazing is that the

' Tolstoy’s "War and Peace?” Or Camus' ‘The

museum despite all the warnings, still considers
itsalf free from the protest and turmoil that is
beginning to chip away at the bastions of other
contemporary inst

A great many works on exhibit in the
current show are, without any doubt,
important documents in the History of Western
Man. As such, they cannot be “possessed’ by
private individuals, no matter how wealthy.
They are not simply “Things” hanging there, to
be judged by ordinary material criteria, but
rather they are ideas, provocations and
They are communicative documents,
of simply astonishing potential. Surely, at this
stage of the game, nobody would disagree with
the idea that these major art works belong to all

men; wa would all subscribe to a theory that
suggested the pl of thesa d s in
readily ible locations, for the benefi

of all the people. Then why on earth will we
tolerate their being removed, come Labor Day,
back to the empty walls over the sideboards in
the private apartments of the very rich?

Perhaps it might be put this way.
Would we allow a single person to privately
control the printing and distribution of

Stranger?” Or indeed any work of literature?
Certainly not. No person has this right. These
books are not the private property of one
person, One person cannot decide whether the
rest of humanity may or may not know them.
Well, with paintings we have a special problem.
There is only one of each. If the paintings have
the intellectual content, the historical, artistic
and sociological validity that the works of
literature have, then the rich individual may not
own them—he may not keep them from us.
But, he does. Apd he jealously guards this
“right.”
There are signs all around the
exhibition at the Met prohibiting photography.
And the catalog itself includes no illustrations.
And, no press photos from the exhibition are
available. Why? These are privately owned
pictures, and the rights of the owners must be
respected. This is an astounding attitude. It is
Medieval and hypocritical. As far as | can tell,
there is no argument that can legitimately
support this robbery.
What can be done? Firstly, all art
works in private ownership must be registered
with a central art authority. (This might be
modified to read all art works over 25 years
old, or something.) The rich should be urged to
continue support for new, live artists. Not that
they give these artists much support anyway.
They don't. Those art works in private
ownership that are considered of general
interest to_the larger culture, will simply be
impounded by the government. Whether or not
retribution will be made to the owners is not
clear. Perhaps, as punishment, the rich should
be made to pay fines that would then be turned
over to artist relief agencies.
Current tax relief which is
scandalously offered the rich in their art
dealings will, of course, be abolished. Under the
“art,”” or “‘culture’” the rich are
awarded substantial tax deductions in certain
types of “"buying’” and “'donating” of art works.
Thus, anything from Keane to Wyeth, from
Washington Square Art Show to Scarsdale
Women's Club Modern is called art, and
a tax b i And, even if it
were all an honest little gimmick, should the
rich be réwarded, or encouraged 10 hoard
public cultural documents in the first place?
Metropolitan Museum officials will
probably point out that many of the works lent
to these summer exhibitions would otk

guise of

never gt on public view, and we should be
((‘onlim?:d on ﬁll 121

o e
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fermann,” Bentley himself i the | are—it's at 701 Seventh Avenue. Sec |
, Allan Miller plays the guitar, jyou in the fall.

the Metropolitan

Mﬁil.Tﬁs‘l’sameﬂlaﬂdwa :

ll.lmhﬂ of the paintings will eventually pass on
to the Museum itself. So what? Eventually isn't
Someone is bound to bring up’ the
question of reproductions. As the rich

 themselves know, reproductions aren’t the

same. As a matter of fact, they aren’t at all
acceptable, except perhaps as reference material
for the scholar. Sticking reproductions all over
the place is stupid. If they want, let THEM

_ hang the reproductions over the sideboards, and

give us the art works.

One effect of this exclusive policy to

painting as an art form may be an unexpected

_ one. We know that when an art form is isolated
a.lﬁlﬂsmlv from the culture at large it,
curiously, ceases to have meaning. It becomes
drained of profound content, and becomes
: awkwardly decorative. One good example of
this development is opera. It was kept out of
the hands of the people for so long that, no
matter how many free Carmens they do iqﬂw
Bronx Botanical Garden, it no longer contains a
shred of vitality. We can, quite simply, get
along fine without it. Will this be the fate of
seems unnkely that the

v hange its attitudes

toward the paintings owned by New York rich.
They will probably return the paintings, come
Labor Day, as promised. Of course, the
museum should just keep them. What this will
mean then, is that the Metropolitan Museum
itself will have to be changed. Change will not
come from within the established burmy.
The appointment of new trustees, announced
this week, assures the continuance of prevalent
attitudes. These new Metropolitan trustees
Jinclude Mrs. McGeorge Bundy, Arthur Ochs
,Sulzberger, Peter H.B. Frelinghuysen and Andre
Meyer. Mrs. Bundy is the wife of the Ford
Foundation President. Mr. Sulzberger owns The
New York Times. Mr. Frelinghuysen is a
politician, bank director and vice president of
the American Bible Society. Mr. Meyer is a
banker, owns loads of French Impressionist
paintings and ,is a director of the National
Broadcasting Company. Thus all are directly
involved in the control and administration of!
communication. It is entirely appropriate that
they help control the Metropolitan Museum
and the archaic views on totalitarian control of
communication that the museum represents.

The Metropolitan Museum is
surprisingly blind to the new social
erwironment. There is absolutely no indication
that the museum will change its views. But,
clearly, they will have to be changed.
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and, equally important, has beei
supported ly.

Funds from the city, 8 modes
$35,000 per year plus mainte
nance service for the museur
property, do little other than pay
staff salaries. Memberships

bers, putting it on a par in that
area with Dallas and Houston),
bring in another §25,000.

With so modest a budget for
operations, it is significant to
ask why Henry T. Hopkins, for-
merly curator of exhibitions and

at the Los Angeles
County Museum, agreed to take
the job as director of a museum
that was, just two years ago, not
only struggling but which had
Jost much of its excitement for
the public and no doubt for the
trustees as well.

CERTAINLY THE MU-.
SEUM'S annual $70,000 endow-
ment for the express purpase of
accessions (left as part of the
Benjamin J. Tillar Trust), and
made available to Hopkins for
the purchase of works of art in
the modern vein, must have
been central to his decision. A
young museum such as the Art
Center, buying new art, has pro-
portionately more potential for
acquisitions with even so modest
a sum than museums aiming for
basically more established and
therefore more expensive works
of art. Another part of the at-
traction for Hopkins was the
promise of §100,000 annually for
three years in art donated or
money given putright.

Foremost in the operating
schedule of the museum have
been exhibitions and acquisi-
tions, The museum had an al-
most unbelievable 14 shows last
year, which no doubt accounts
for the increase by 15,000 in its
attendance. Trailblazer shows
for the Fort Worth — Dallas
area in general have included
the disc paintings of Robert Ir-
win and Doug Wheeler (1969)
and contemporary American
“Drawings” (1869). Proceeding
as ﬂ'ﬂ#.l;;hingwkl and im-
portant on in art today
need be overlooked simply be-

& Collection: Series.Folder:
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or like it, the rmm had al-
ready had shows including al-
most evey phase of the latest art
forms: Environmental, minimal,
optical, light sculpture and
others.

Accessions since Hopkins' ar-
rival range from Sam Francis,
Ellsworth Kelly and Wassily
Kandinsky oil paintings to Peter
Alexander's cast polyester

seumn has an extensive collection
of prints and drawings and is
now concentrating on building
up its collection of suites not
only for its own use but for loan
to smaller museums and
schools.

THE COLLECTION.is strong-
est in the newer areas, lacking
in the Abstract Expressionists

such as Kline, Pollock and De-

Kooning (which are well repre-

sented in Dallas Museum of Fine

Art’s collection with good exam-

ples in each case), and leaving

for now the collecting of some of

the more recent artists to sever-

al young collectors in Fort

Worth wha will hopefully make
them available for loan so the
museum can buy in areas not al-
ready represented in the

community.
Lke the other Dallas and Fo

V
Worth museums, the Art Center

depends heavily on other mu-
seums for loans to the shows it
originates and in return loans
from its permanent collection
when requested to do so. The
Museum’s Eakins (part of the
collection before the new direc-
tion of modern concentration
was formed) is now at the Met-
ropolitan Museum in New York
for the America 19th century
show and will go from there to
the Whitney for its Eakins
show. The Feininger, now in the
big Bauhaus show in Canada,
goes to Pasadena and South
‘America. The Clifford Still is on
its way back from an Abstract
Expressionist show in Corpus
Christi.
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EVA COCKCROFT

Vo understand why ali panticular art movemerit becomes successiul under a given
sét of historicaliire mg lancks requires an examination of the specifics of pafranage
and the ideological ndeds of the. powertul. During the Renaissance and earlier,
patronage of the arts wernt Kind in hand with official power. Art and artists occupied
aclearly defined placel n the social structure and served spedific functions in sox oty
Alter the Industrial Reversltion, with the detline of the academios developmuent o
the gallery system, and nse of the migseums, the role af artists becme liss ¢ levarly
defined, and the objects: artists fashioned increasingly became part of o general fow
of commodities in a mairtkel eConomy - Artists, 1o longer having direct contact with
the patrons of the arts, restained Hittle of ne control over Hhe disposition of their works

In rejecting the materiialistic values of bourgears sociely and indulging in the myth
that they could e\ds[-et'nl-'nl\ arlsiche the daminant culture in buhemian enclaves
avant-garde artists geneallv retused W rocognize of e et their ro
o cultural commedity, (s b result, especially i the United States, miany artists
abdicand rosponsilitlitngg Both' (o their own econornim iriterests and 1o the uses 1o
swhie b their antwork wals put after it entered the markeiplace

Museums. tortheir pait. ealarged their role to become more than mere ris
of past an, and began W exhibit and collect contemporany art. Particularly i the
United States, museumss Becaimie o domimant torce on the an scene In Many ways
American museums catr t fulfill the rate or otic al patronage hut without
accountability 1o anyente ot themacloes. The LS v
counterpart. developed geimantly a5 o privdte institution. Founded and supported by
the grants ot industry andd finance. American museuins were sot up on the model of

s Producers of

POsItares

im, unlike its Eurapean

thewr Corporate parents this day they are governed Largely by self-pe rpetuating

boards of trustees confposed primartly of rich donors. 11 s thes boards of

trustees — olten the san pwminent vitizens  wha control banks and corpora
tions and help shape thes ' emulation of fdreign palics which ultimately deter
ming museum palicy. his and S0 direclors, and 1 h the profossion! staf i
held accountable. Exambimation of the Fising succo Aostract Fapres m

America arter World Wair 1L themone. entails consideration of the role of the i ieding
miuseum of contemporary art The Museum of Modern Art IMOMA I

the ideclogical needs of B officee diring 1 genod of tenl anticarmi

an intensity ing Ccold we
Iran artic le entitled

May, 1971
American cold war rhe i

neriean Panting During the ¢ nld War

out the similarin

nub

ISsUe oF Apt Max Kozlplf pointer B o0

el the wav many Absiract Exprossionist at
phrased their existentialisl individualist credos. However Kozloff failed to examine
the full impaort of this senidal insight, claimjng instead that “this was a coincidence
that must surely have gone unnoticed by rulers and ruled alike.”" Nat s,

Links between cultural £old war politics and the success ¢ f Abstract Expressionism
are by no means coincidental, or unnoticeable. They were consciously forged at the
time by some of the most influential figures controlling museum policies and
advacating enlightened cold war 1actics designed to woo European intellectuals

The palitical relationshig betwoen Abstract F xpressionism and the cold war can
be clearly perceived through the inte national programs of MOMA As a tastemaker
in the sphere of contemporary American art, the iipact of MOMA @ major
supporter of the Abstract Expression st movemen| can hardly be overestimated
In this context, the fact that MOMA has diways been a Rockefeller-dominated
institution becomes parf cularty relevant (other familie
although to a lesser extent than the Raocket
Blisses, Warburgs. and Lewiiohng)

MOMA was foundedin 1929, mainly through the efforts of Mrs, John D, Rockefel-
ler, Jr.In 1939, Nelson Rockefel|or became president of Mc I8 lthoggh 2500

[ MA. Althouph Nelst
vacaled the MOMA presidency in 194 (, bedci 1
dinator of the Office of Iner- Americ 2, Affairs and |
Latin American affairs, he domingted the mus
returning to MOMA's preidoncy, in 1946, Iny
lerand Mrs. John D. Roe betellier, 3rq
the family. At the same time, dlmost ¢
War I, right up to the peesent, has be,
various foundations and 1gencies

S tnancing the museam
ellers, include the Whitnevs, Paleys

President Roosevelt's coor-

dler assistamt cpcretary of state fof

eum throughout the 1940 and 19508
the 19605 and 19705, David Rockefel
dssumed |he responsibi
~VErY Secretary of state after the end of World
enan individy
ntrolled o m

lity of the museum 10!

altrained and groomed by the
anaged by the Rockefellers. The

TRACT EXPRESSIONISH

e
o 2 ‘_ q‘ T -m
SRR [0 S5

WEAPON OF
THE COLD WAR

*Velopment of Americ an cold war politics was directly shaped by the Rockefellers
Particy Thy expanding « orporations and banks in general (David Rockefeller

150 ¢hairman of 1 board of Chase Manhattan Bank. the financial center of the

Rockef

g

Mer dvnasty
Involvement of The Muoseum of Modern Art in American foreign palicy
ame unmistakably clear duri ni World War Il In June, 1941, a Ceniral Press wire

:"” Claimed MOMA as the “latest and strangest recruil in Uncle Sam’s defense
;IIHI‘\"l\i‘"_ ted the Chairman of the Museum's Board of Trustees, John

Y Whitney, ‘on how the Museum could serve as a weapon for national defense to
i \-rh“ e, Inspire, and Strengthien the hearts and wills of free men in defense of their

" freedom Whitney spent the war years working for the Office of Stralegic

Yoy i :

W |: SO LOSS, predecessor of CLA), as did many another notable cold warrior eg.
! Whitm Whitney's charity trust was exposed as a CIA

) an Rostow). In 1967
M (New York Times February 25, 19671, Throughout the early 1940s

Mt A
f A engaged in g number of war-related programs which set the pattern
O it

Ong

colater activities as a key institution in the cold wat _
LMarily, MOMA beg ame a minor War eontractor, fulfilling 38 contracts for
Nura) materials totalling $ 1,590,234 for the Library of Congress, the Office of War
MMation and s pe |.||.!'\.- Nelson Rockefeller's Office of the Coordinator of Inter-

Nelson's Inter-American Affairs Otfice, “mother’s museum”’
el T

Cu

Ing

'Can-Affairs

Sther 19 exhibitior of conlemporary AmMencan painting w hich were shipped

r
P i,
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around Latin America, an aredin which Nelson Roc\kgful!er had develaped his most
fucrative investments — e, Creole Petroleum, a subsidiary of Standard Ol of
‘New lersey, and thesingle most impartant ecanomic interest in oil-rich Venezuela,

After the war, staff from the Inter-American Affairs Office were transferred to
MOMA' fareigh activities, René d'Harnoncourt, who had proven himself anexpert
inthe organization and installation of art exhibits when he helped American Ambas-
sador Dwight Morrow cultivate the Mexican muralists at the time Mexicuo's ol
nationalism threatened Rockefeller oil interests, was appointed head of the art
section of Nelsan's Office of Inter-American Affairs in 1943, A year later, he was
brought to MOMA as vice-president in charge of foreign activilies. In 1949,
o Harnoncourt became MOMA's director, The man who was to direct MOMA's
international programs in the 1950, Porter A. McCray, also worked in the Office of
Imer-American Affairs during the war.,

McCray is a particularly powerful and eftective man in the history of cultural
imperialism., Hé was trained as an arc hitect at Yale University and introduced to the
Rockefeller orbit through Rockefeller's architect Wallace Hatrison. After the war,
Nelson Rockefeller brought McCray into MOMA as director of Circulating exhibits.
From 1946 to 1949, while the Museom was without a director, Mo Cray served as a
member of MOMA's coordinating committee. In 195 |, McCray took a year's leave of
absence from the Museum to work for the exhibitions section of the Marshall Flan in
Paris. In 1952, whien MOMA'S iniernational program was launched with afive-vear
grant of $625,000 fcom the Rockefeller Brothers Fund, McCray hecame its director
He continued in that job, doing on to head the program’s expanded version, the
fternational Council of MOMA (1956), during some of the most crucial years of the
cold war According to Russell Lynes, in his comprehensive new book Gooad Old
Modern: An Intimate Portrait of the Museam of Modern Art, Thé purpose of MOMA's
international program was overtly political; “to let it be known especially in Europe
that America was not the coltural backwater that the Russians, during that tense
petiod called ‘the cald war,” were trying 10 demonstrate that it was.”

MOMA's international program, under McCray's directarship, provided exhibi
tions ul contempaorary Amerncan ar primarily the AbStract Expressionists — tor
international exhibitions in London, Paris, Sio Paulo, and Tokyo (t also brought
foreign shows to the United States), It assumed a quasi-official character, providing
t'h(-_ MUY r'(--r!r(lur-m.;lmn *in shows where most nations were represented by
g:nvrrll'r!'l'wll-qmnn.ure_nll exhibits: The LS. Government's difficulties in handling the
delicate issues of free speech and iree "ﬂl""* expression, generated by the McCar
thvist hysteria of the early 1950s, mad@ it necessary and convepient for MOMA to
assume this fole of Intérnational representation for the United States. For example
the State Department refused to take the responsibifity forL.S, representation at the
Venice Biennale, ill‘rhnl[l'\- the mast important of international-c ultural-political art
events, where all the Edropean countries including the Soviet Union « ompeted for
cultural honars, MOMA bought the LS. pavilion in Venice and took sole responsi-
Bility for the exhibitions from 1954 to 1962, This was the only case of a privately

owned (instead of government-owned) pavilion at the Venice Biennale

The CIA, pnmarily through the activities of Thomas W. Braden, also was active in

ents Once ain the important

the cold war cultural offénsive. Braden, in tact, repr

roleof The Museum of Modern Ant inthe cold war. Before joining the CIA in 1950 to
Braden had been MOMA's

exerulive secretary from April 1948 to November 1949, In defense af his politcal

supervise its coltural activities from 195" 1o 195

cultaral activities, Braden published an article " 'm Glad the CIA s Immoral’ " in the
May 20, 1967 issue of Saturday Fvening Post. According 10 Braden, enligh
members of the governmental bureaueracy récognized in the 19504 that

opifipns within the framowork of agreement on cold-war Tur

ah etietlive propaganda weapon abroad, However, rabid anti
gress dnd the nation as a whole made offic

impractic sl In Braden's words,

14l sponsarship of many cultur

. the idea that Congress would have approved
O many of our projects was about as likely as the John Birch society’s approving
megicare " As the 1967 exposés revealed . the CIA tundtd a host of cultural P
and intellecival endeavors, fram the Natonal tudent Assocration (NSA) o
Errcounter magasine and innumerable lesser-known liber:
ih thec ultural field, for example, CIA went so tar as to fund a Pans tour
Boston Symphoany Orchestrain 1952, This was tone
the severe security restrictions imposed by the L
reguired sec urity Clearance tor every last music

and socialist'” fronts

ol the
according to Braden., to avoid
5. Congress, which would

AN in order to procur

tls
for (he Wwur. “Boes anyone think that congressmen would fo

ster a foreign tour by an

Hical fur

-~ .‘PP:'. -
S ad

artist who has or had hiid leit-wing connections?” Bradep asked in his article 1o
explain the need for CLA funding. The nioney s well spent, Braden asserted,
bec ause 'the Boston Syriphony Orchéstra waon mare acclaim for the U.S. in Paris
than [ohn Foster Dulles or Dwight D. Eisenhower could have bought with a hundred
speeches.”” As this example sugiests, CIA™ purposes of supporting international
intellpctual and cultural activities tere ot limited to espionage or estabfishing
contact with leading foreign intellectuals. More crie l.lnl\-. ClAsbught to influence
the foreign intellectual community and to present a strong propaganda image of the
United States as a iree’ wciety as opposed 1o the “regimented” communist blot.

The'functions of beth € 1A's undercover afd apérations and the Modern Miseunt's
international programs W ere similar. Freed from the kinds of pressure of unsublle
red-haiting and super-jingoism applied 10 official governmental agencies like the
Unitgg States Informations Agency (LISIA), CIA and MOMA cultdral projects could
provide the well-funded §ifid more persuasive arguments and exhibits needed to sl
the rest of the world en “he beneiits of life and art under capitalism,

I the world of dlrt, Abwtract Expressionism constituted the ideal style for these
propaganda activities. It voas the perfect contrast to “the regimented, traditional, and
narow”’ nature of "soeiadisd realism.” It was new. fresh, and creative. Adtistically
avaritgarde and uriginal, Abstract Fxpressionism could show the United States as
culturally up-to-date in, competition with Pars., This was possible because
Pallogk. as well as most 1 f the other avant-garde Atmerican artists; had left behind
his earlier interest in politeal activism This change was manitested in the organiza-
tionof the Federation of Madérn Painters and Sculptors in 1943, a group which
included several of the Alstract Expressionists. Founded in dpposition to the politi-
callymotivated Artists € mgress, the new Federation was led by artists wheo, in
Kozlofi's words, were “inverested more in acsthetic values than in political action.”
On the one hand, the eark eepolitical activism of some of the Alstract Expressionists
\-\'.l&;l_h.lhlili\- in terms of 1mming o INEreLSsic i !|||pll A8 al Hor government-sj mll-uw{]
cultlital projects. On the othet hand, from a cold warrior's point ot view, such
linkages toc ontroversial galiical activities might actually heighten the value of these
artistsns a propaganda wiapon in demonstrating the virlu
apen and fr e sotiety

Hemlded as the artistic “voming of age” of America, Abstract Expressionist
painting was exported abe sad almost from the Begimming. Willem de Kooning's work
was included in the LS. representation at the Venice Biennale as earlv as 1948, By
1950 he was jpined by Ardhile Gorky and Pollock. The U5, representation at the
Biennales in Sao Paulo bemning in 1951 averaged three Abstract Expressionists per

of “freedom ol expres-

ston™In an

show, They were also repe sented alinternatiomal shows in Vepezlela, India, Tapan
etcaBy 1956, a MOMA shivw called “Modern Art inthe LLS
Abstrict Expressionists (Baziotes, Gorky
mothirwall, Pollock,. Rolhki Stamos, Sll, and Tomling, toured eight European
cities Including Vienna and Belgrade

including works by 12
Ciuston, Hiigan, de Kooning, Kline,

IntErms of cultural propagandi. the tunctions of both the CIA Cultural apparatus
and MOMA
A diector oif MOMA’s ntemnational activities throughout the 19505, Porter A

interhationd| pragrams were similar and, in fact, mutually supportive
MeCmy In effect carried oul governmental functions, even as Braden and the CIA
“.Hcd the intérestsof the tockefellers and other ¢ oFpordie luminaries in the Ameri

lin
L an

proge™

lass. MeCray s v as one of the Rocketeller mam agents in urthering

it the export of American culture to areas considered vital ta Rocketeller

itin America diring the war Eurbpe immediately afterwards. most of the

Asfa In 196263, M

ook A Year's travel in Asty and Arnica under the joint auspic es of the State Depart

mentdnd MOMA. In October, 1963, when Asia had become a particularly crucial

area for the United States Me Cray left MOMA to become director of the Jahn D
ol

| nterets

__‘I”rh{ll-lr ng the 19504, and in the 189608 rav under

ROC er ird Fund, @ nowls ¢ reated cullural eschange program directed spedifl
callyiPWward Asia ]

LS. Government smply cauld not handle the needs ot cultural impenialism
.,.'um-l|' ring the cold war, al ledst overtly ustrative of the government's problems
et the 1956 artsshow candals of the USIA and the salution provided by
\,I[}\I,\ In'May 1956, a show of pantings by Amencan attists ¢ alled Sport (a4 Art
.I!ullm-"'ﬂ by Sports Mistr.ted for USIA, was scheduled to be shown in conjunction
\-.|.|h e Olympic Gamesin Australia. This show had to be cancelled after strong
l’m‘cﬂ-‘ in Dallas, Texas, where the show toured bl being fent abiroad, A

rluH'W“" Rroup in Dallas the Patriotic Council, had objedted 1o the exhibition on

l||l‘ﬂrl““”" thal four of the artists included had once belonged to communist-front

A1
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“In June, 1956, an even more i‘v*ﬁutﬁld.l' thought censorship hit the press. The

USIA abruptly cancelled a major smow of Amercan art, 100 American Artists.”

According tothe June 21 issue of the Ne « Yark Ties. this show had been planned as
“one of the most important exhibit: or American painting ever-sent abroad.” The
show was organized for USIA by the American Federation of Arls, a nonprofit
organization based in New York, whicl refused to cooperate with USIA's attempt to
force it to exclude about ten cunsidered by the information agency to be
“social hagérds“ and “unactepl
voted unanimously not to participat in theshow if any paintings were barred by the
Government, citing a 1954 resoluti in 1hat ait “‘should be judged on its merits as 4
work of art and not by the political or social views of the artist.”

Objections against censorship wire ;\hé' raised by the American Committee for
Cultural Freedom (which was eved-d as receiving CIA funds in the 1967 exposésh

Theodore Streibert! Director af USIN, testilying before Sepator Fulbright's Foreign |

Relations Cémmmée,'-icknuwledﬂd Wat USIA had a policy against the use of
politically suspect works in fureigni:hi'ﬁuém_ The USIA, as a government agency,
was handeutfed by the noisy and viul 1t speeches or right-wing congressmen like
Representative George A. Donderg M higan) who tegularly denounced from the
House floor abstract art and “braliw.shed artists in the uniform of the Red ar
brigade.” As reported on June 21 956, by the New York Times, Fulbright
reéplied: “unless the agency changes it palicy it should not try to'send any more
exhibitions overseas.”"! AN .

The Rockefellers promptly arranied 10n to this dilemina. Ih 1956, the
international program of The Musedm of Modern Art was greatly expanded in both
its financial base and.in its aims. It was reconstituted as the International Council of
MOMA and efficially launched six nanths after the censorship scandal of USIA's
100 Américan Artists” show. MOIIA S newly expanded role in represeénting the
United States abroad was explainediy & New York Times article of December 30
1956. According to the Times,

The government is leery of anything sa antaversial is artand hampered by the discredit-
able intéiference on the part ?I -\,'m e hcians who are ¢ nfl'r“h_-“-“ apathetic fo an
except when they encounter semeth 1 vally signiticant Some of the immediate
projects whith the-Codntil s taking v financially are Unitéd States partic ipation in
three major international an exhibitlos and 3 show ol modern pamting to travel in
Europe

This major show of American pairing was produced two years later by MOMA's
International Council as “The Nev American Painting,'’ an claborate traveling
exhibition of the Abstract Expressiguists, The exhibition. which included-a com-
é:rvhv:‘mu' catalogue by the prestig wis Altred H. Barr, Ir.,
countries in 1958-59. Barr's introdu tion to the catalogue exemplitied the cold war
propaganda role of Abstract Exprest onist art

toured eight’ European

Indeed ane often heart Existentialion |« hises in their wards, but 1heir
dreadful freedon
réject the conventional values of the oty wHich sutrounds them, but they are not
politically engagds even though their saintings have been prased and condemned as
sytibolic demonstrations of freedom | a world i which freedom connotes o palitical
aftitude

anxiety,”" ther

commitment,” thelr cancern their work primarily. They defiantly

As the director of MOMA from jts nception until 1944, Barr was the single most
important man in shaping the Mutum's artistic character apd determining the
sficcess o failure of individual Ametican artists and art movements
leaving MOMA's directorship, Barr ontinged to serve as the Mis
tastemaker, His support of Abstract Bpressionist artists plaved an influential role in

Even after

theirsuccess. In addition to his role ¢ MOMA, Barr was an artistic advisor to Peggy
Guggenheim, whose Surrealist-oriened A of This Century Gallery gave some of
these artists their first important sbws in the mid-1940s. For example, Peggy
Cuggenheim's gallery offered one-r an shows to lackson Pollock in 19 43, 1945
F947 Hans Hafmann in 1944, Rok nt Matherwell in 1944, and Mark Rothko ir
1945, Barr was so enthusiastic aboutthe work of the

Absttact Fxpressionists that hi
oiten attended their informal meeting. andeyen chaired some of thelr panel discus.
slons at their meeting place. The ClLb. 0 New vork City

Biirr's “credentials” as a cultural Ol Warior. and the political ratieiale behiid

“forpoliticalreasons. The Federation’s trustees

the promotion and export of Abstract Expressionist art during the cold war years, are
set forth in a New York Times Magazine anticle Barr wrote in 1952, 'l Modern Art
Communistic?,” a condemnation of “social realf$ni” in Nazi Germany and the
Soviet Union. Barr argued in his article that totalitarianism and Realism go together.
Abstract art, on the other hand, is feared and prohibited by the Hitlers and Stalins
(as well as the Donderos of the world, who would equate abstraction with com-
munismi. In his battle against the ignorant right-wing McCarthyists at home, Barr
reflected the attitudes of enlightened cold warriors like CIA’s Braden and MOMA's
McCray. However, in the case of MOMA's international policies, unlike those of
CIA, it was not necessary to use subterfuge. Similar aims as those of CIA’s cultural
operations could be pursued openly with the support of Nelson Rockefeller's
millians

Especially important was the attempt to influence intellectuals and artists behind
the “iron curtain.” During the post-Stalin era in 1956, when the Polish government
under Gomulka became more liberal, Tadeusz Kantor, an artist from Cracow,
impressed by the work of Pollock and other abstractionists which he had seen during
an earlier trip to Paris, began to lead the movement away from socialist realism in
Poland. Irrespective of the role of this art movement within the internal artistic
evolution of Polish art, this kind of development was seen asa triumph for “our side.”
In 1961, Kantor and 14 other nonobjective Polish painters were given an exhibifion
at MOMA. Examples like this one reflect the success of the political aims of the
international programs of MOMA,

Having succeeded so handsomely through MOMA in supporting the cold war,
Nelson Rockefeller moved on. in the 1960's, to launch the Council of the Americas
and its cultural component, the Center for Inter-American Relations, Funded almost
entirely by Rocketeller money and that of other American investors in Latin America,
the Council advises the LS. Government on foreign policy, even as does the older
and more influential Council on Foreign Relations (headed by David Rockefeller, the
CFRis where Henry Kissinger began his rise to power) The Center for Inter-American
Relations represents a thinly veiled cultural attempt to woo back respect from Latin
America in the aftermath of the Cuban Revolution and the disgraceiul Bay of Pigs and
Missile Crisis incidents: In its Park Avenue offices of a former mansion donated by the
Ruckefeller family, the Center offers exhibits of Latin American art and puest lectures
by leading Latin Ametican painters and intellectuals. Like the lohn D. Rockefeller
ird Fund for Asia, the Center is yet another link ina continuing and expanding chain
of Rocketeller-dominated imperialism.

Thealleged separation of art from politics proclaimed throughout the “free world™
with the regurgence of abstraction after World War |l was part of a general tendency
in-intelléctual circles toward Tobjectivity.” So foreign to the newly developing
apolitical milieu of the 1950s was the idea of political commitment — not only to
that one social historian, Daniel Bell
eventually was to proclaim the postwar period as “the end of ideology.”. Abstract
Expressionism neatly fit the needs of this supposedly new historical epoch. By giving

drtists but also to many other intellectuals —

their-painting an individualist emphasis and eliminating recognizable subject mat-
1er, the Abstract Expressionists succeeded in creating an important new art move-
Ment. Thev also contributed, whether they knew it or not, to a purely political
Phenomenon the supposed divorce between art and politics which so perfectly
served America’s needs in the cold war

Attempts to claim that styles of art are palitically meutral when there s no avert
Rolitical subjc et matter are as simplistic as Dondera-ish attacks on all abstract art as
Subversive,
N the CIA recognized thal dissenting intellectuals who believe themselves to be
acting freely could be usetful tools in the international propaganda war. Rich and
vy, who contral the

Intelligent and sophisticated cold warriors like Braden and his fellows

Powerful patrons of the arts, men like Rockefeller and Whit
Muiseums and help oversee foreign policy, also recogmze the value of culture in the
holitical arena. The artist creates freely, But his work is promoted and used by others
or their own purposes, Ro kefeller. through Bare and others at the Museum his

Mother founded and the family controlled, consciously used Abstract Expressionism
for political ends, 1l

hes symbol of polincal freedom

wee William

1Y ppp 48

=1




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

|

!
'\_

h’
a4
N |
1S

|

We must seize

the Metropolitan
Museum this summer

by Gregory Batteock

“Art of the Real,” Museum of Modern Art.

“New York Collects,” Metropolitan Museum of Art.
Unil Lsbor Day.

“Mew York Collects,” summer
exhibition at the Metropolitan Museum of Art,
is the 14th in a series of exhibitions of paintings
and sculptures from private collections in the
City of New York. The exhibition is an
#bomination and a travesty. It is a hoax and, as
such, has proven a brilliant success. The
Museum's own catalog admits: “This year's
‘New York Collects,” ... proves to be one of the
Museum'’s most successful and popular events.”
Mr. Guy-Phillipe de Montebello, Associate
Curator at the Museum, has the gall to write in
the catalog for this appalling insult: “When the
summer approaches and the exodus from the
hot, humid city begins, many paintings which
decorste favored spots over sofas and
sideboards in New York houses, are removed
and trucked to the Museum where they are
placed on exhibition until Labor Day."”

We might paraphrase these remarks to
read: “When the Rich are Away, the Poor will
play.” And, pay, since admission to the show
costs a dollar, On top of it all we are supposed
to be grateful for the owners of the documents
on display for their generosity in lending the
works to the museum, so that the public may
have the opportunity to enjoy them. Enjoy
them indeed. The public that cannot afford to
participate in the summer exodus from the hot
humid city, so aptly described in the catalog,

are not, you can be quite sure, going to end up -

spending their free afterncon in the tropical,
non-airconditioned galleries of the Metropolitan
Museum, admiring those inspiring works that
normally grace the sideboards in the dining
rooms of the Henry Pearlman's and the Harry
Payne Bingham's.

The sociology of this exhibition is
much more important than the exhibition
jtself. This is true despite the fact that the
exhibition is of truly monumental proportions,
and includes many of the greatest masterpieces
that Western Man, or rather @ handful of rich
Western Men, have endowed. It is, even though
some modern works have been included this
year, an old fashioned type of exhibition. The

. question is, why s it allowed to happen? There

are perhaps more impressionist paintings in this
show than -there are in the Museum of the
Impressionists in the Tuilleries.

Ir's difficult to look at these works
without thinking sbout their year-round
settings. One imagines the dining rooms on Park
Avenue with the plastic chair coverings. The
dowagers and their poodles, English prams with
Englhh nannies and French mademoiselles
come to mind. Votes for Rockefeller and

private sympathies for Nixon are written all |

over these lovely paintings. The people who
own these works are the ones who say: “Don’t
over-tip dear. They won't have any respect.” In
the catalog to this exhibition the names of the
owners, except in only one instance, are listed
along with the titles and artists. At the very
Jeast you'd think that the vacationing owners
might have felt a slight embarrassment at having
their names used, but there is no end 1o the
pride of the manied classes.

In effect, what the Metropolitan
Mussum, and the rich of New York are saying
o the people of the city is a loud and righteous
“Lot Them Eat Cake,” |1's amazing that we still
ingest this amitude without the slightest
indigestion. On the other hand, the exhibition
is perhaps a very good whea. |1 will possibly go a
long way to polarize views concerning the
viability of the art institution within the

modern aulture. What = amazing s that the 1 (s

stage of the game, nobody would disagree with
the idea that these major art works belong to all
men; we would all subscribe to a theory that

Perhaps it might be put this way.
Would we allow a single person to privately
control the printing and distribution of
Tolstoy's “War and Peace?” Or Camus’ “The
Stranger?” Or indeed any work of literature?
Certainly not, No person has this right. These
books are not the private property of one
person. One person cannot decide whether the
rest of humanity may or may not know them.
Well, with paintings we have a special problem.
There is only one of each, If the paintings have
the intellectual content, the historical, artistic
and sociological validity that the works of
literature have, then the rich individual may not
own them—he may not keep them from us.
But, he does. Apd he jealously guards this’

right.

There are signs all around the
exhibition at the Met prohibiting photography.
And the catalog itself includes no illustrations.
And, no press photos from the exhibition are
available, Why? These are privately owned
pictures, and the rights of the owners must be
respected. This is an astounding attitude. It is
Medieval and hypocritical, As far as | can tell,
there is no argument that can legitimately
support this robberv.

What can be done? Firstly, all art
works in private ownership must be registered
with a central art authority. (This might be
modified to read all art works over 25 years
old, or something.) The rich should be urged to
continue support for new, live artists, Not that
they give these artists much support anyway.
They don't. Those art works in private
ownership that are considered of general
interest to_the larger culture, will simply be
impounded by the government. Whather or not
retribution will be made to the owners is not
clear. Perhaps, as punishment, the rich should
be made to pay fines that would then be turned
over to artist relief agencies.

Current tax relief which is
scandalously offered the rich in their art
dealings will, of course, be abolished, Under the
guise of “art,” or “culture” the rich are
awarded substantial tax deductions in certain
types of “buying'” and ""donating’” of art works.
Thus, anything from Keane to Wyeth, from
Washington Square Art Show to Scarsdale
Women's Club Modern is called art, and
becomes a tax evasion scheme. And, even if it
were oll an honest little gimmick, should the

(rich be réwarded, or encouraged to hoard |

public cultural documents in the first place?
Metropolitan Museum officials will
probably point out that many of the works lent
to these summer exhibitions would otherwise
nover gat on _p hling. and we should be
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| o the Museum itself. So what? Eventually isn't

Someone is bound to bring up’ the
~ | Question of reproductions. As

| themselves know, reproductions
| seme. As a matter of fact, they aren't at all
e | for the scholar. Sticking reproductions all over
the place is stupid. If they want, let THEM
~ hang the reproductions over the sideboards, and

 give us the art works.
~ curiously, ceases to have meaning, It becomes
"I swkwardly decorative. One good o
this development is opera, It was kept out of
the hands of the people for so long that, no
matter how many free Carmens they do in the
Bronx Botanical.Garden, it no longer contains a
shred of vitality. We can, quite simply, get
along fine without it. Will this be the fate of

. painting?
It seems unlikely that the
Metropolitan Museum will change its attitudes

one. We know that when an art form is isolated
~ from the culture at large it,

| thankful. That's a scream. They will add thata |

aren't the

__ One effect of this exclusive policy to -
painting as an art form may be an unexpected

They will probably return the paintings, come
Labor Day, as promised. Of course, the
museum should just keep them. What this will
~mean then, is that the Metropolitan Museum
come from within the established burea cracy.
The appointment of new trustees, announced
Islu'dude Mrs. McGeorge Bundy, Arthur Ochs
.Sulzberger, Peter H.8. Frelinghuysen and Andre
‘Meyer. Mrs. y is the wife of the
Foundation President. Mr. Sulzberger owns T
New York Times. Mr. F

‘The Metropolitan Museum is
surprisingly blind to the new social
environment. There is absolutely no indication
that the museum will change its views. But,

clearly, they will have to be changed,
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'-eﬁ. Ntvgewsclenany
ot too a
ect, _m:hems g0

: “chunks "of hlghway
concrete dumped on the
Institute’s lawn and who
built the box containing
the recorded soundsofits
construction).

GARELICK  described
the show as a “bigfraud..
like the emperor’s new
clothes.” Demanding the
resignation of certain mu-
seum officials, it was his
feeling rthat taxpayer's
money should be used to
encourage local artists,

A few years back, he
withdrew his $500 Erlze
money from the Mic igan
Artists  Show  because
he felt rhat the New York
jurors were “‘prejudiced
against objective paint-

Abstract and non-ob-
jective art have never
ound permanent home
in Bob Garelick s gallery,
Instead, he has concen-
trated on exhibiting art
that can be universally
understood because its
subject matter is recog-
nizable, Realistic  art,
Humamsnc art, In his
words, “‘art has to com-
municate something -- not
as a Western Union mes-
sage, but with esthetic
qualities,"’

in this gallery.
m eﬁerted 1o as
l*ﬁgalfs:s ' their
intings and prints

r-!

lie;‘:ﬁril; :h he

15 on et me

aae,e, Life and Love."
rates artists
to talk about
Included are

r sub-
dued show Bur these
are artists  who have
had something important
to express, in a repre-
sentational manner, about
tiin'ne world they have lived

BOB Garelick has con-
sistently exhibited this
realistic'. type of art to

support his cause, Most «

likely, there have been
difficult times, Afrer all,
the newer artists on the
scene who fashion giant
stuffed hamburgers From
cloth or paint bright street
signs on canvas and make
neon sculpture also are

?; to express some-

g about their culture,

tient with such art,

Gare ick says, ‘‘It's al-

most a fashion world --

every season something

new, = One can become
lost,’

.ﬂmd he continues, such
1?332,%“0“5\“ tl)e Museum
of ern Art “‘wantgim-
micks -- they find real-
ism subversive.” Pretty
strong statements, But
these are the opinions of
4 man who continues to
participate in what's gu-
ing on in the world throu
the kind of art thatf‘:
chooses to exhibit.,




