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Painting and sculpture in

the last 10 years have becoma

| moisier, bigger, more preten-

| tious and at the same time, it

seems o me, emptier
esthetically,

{ They have moved into
“Show Biz," demanding Lhe
same instant altention),

| depending meore wupon on
publicity technigues than

| upon quality in thought, feel-

. ing apd craltsmanship.

Abstract - expressionism

was at its height when (he
decade opened. The first art
form o originate in

the
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salirize values of life in the
Us.

Warhol's **Campbell Soup”
pointed up our supermarket
culture; Lichtenstein, the bill-
board techniques” which
guaranteed happiness to those
who bought a given car or
re{rigerator. Oldenburgh's
paper -girdles and bras
(familiar images in the mass
media); advertising lechni-
ques on TV for acid stomach
and other reminders of
hyman inperfections — “all
made an acid comment on
our times. Craltsmanship had
gone out of the window. Only

By

Florence

| United States, it brought us lo
| the attention of the arl world.
For centuries Europeans had
' looked with condescension
| upon our art and our arlisls
(as indeed we did ourselves).

With the advent of abstract-
| cxpressionism they began to
. admire and imitate the new
. art forms invented by

Pollock, deKooning, Gorky,
| Kline, Rothke — and New
' York City became the art
capital of the world.

American arlists were Sit-

ing on top of the world when
| new decade dawned. The

i of the artist before kis

in the cold attic vanish-

., The new school had turn-

the world “on” and ils

lionized by

| “Beautiful People” who paid
up to six figures for their
work.

But these 20th Century
revolutionaries were ac-
complished artists, trained in
the European tradition. They
had lechnique so well in hand
they could ignore it — which
they did.

known world and In which
| broad areas of color .or
| nervous, swirling brush

sirokes were the sole content.

But museums and the col-
| lectors began 1o boy and the
| public followed.

Pop arl took over in (he

| early 005, It wax a rejection
of the privale, esoleric world
of ab stracl-expressionism,
and in a sense the beginning
of (he revelt of the young.
| Pop ariists were out to

the ¢ t was important.

Next came op arl, lasting
only a year. An offshoot of
commerical art, it played
around with design, with col-
ors that moved back and
forth and assaulted the
retina. .

About four years ago
minimal art took oOver —
minimal in form and content.
Emphasis was on the simple
shape of a simple object — a
box, a rectangle, images that
were part of the macnine age
— heat duets, industrial
design. The minimal sculptor
became only the designer for
he sent his “idea” to a shop
or factory lo be fabricated
{here (the Tony Smith
sculpture in front of the
Wadsworth Atheneum), This
sculpture was large In Sz,
and meant to complement

Not a Grea

r
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F

MINIMAL ART, MINIMUM MEANING
... "Concord”, by Barnett Newman, was painted in 1949.

architecture which thad
become sterile in concept and
needed decoration.

In painting, minimal artists

Barnelt Newman, Ellsworth
Kelly, Frank Stella, among
others, covered huge can-
vases. Ngﬁvman uses one col-

* color;

or with one contrasting strip;
Kelly uses two large areas of
Stelia likes white
stripes on a dark background.
(This is a simplified descrip-
tion, of course.) One looks at
nothingness.

Conceplual art is now the
thing. The main purpose is
the “doing” of the works, the
sensation it affords the artist.
The work itself is not im-
portant, it's expendable. A
hole is dug in the ground and
then covered over the
artist has had his “ex-
perience’’.

Some art deals with laser
beams and moving
machinery — spillover from
space exploralion perhaps.
There are other minor
catagories. All in all, in
reviewing the decade the only
bappy note is that art can go
nowhere but up. It seems {o
have hil botlom.

" John L H. Baur, director of

the Whitney Museum in New

,-' \ York City, in a telephone in-

terview, said the present
Whitney Annual (lo be
reviewed later) shows a trend
towards “‘pure sensual beau-
ty, gorgeous color, sumptuous
surface and a lyrical feeling
inherent in paint”. Painters
are painting again, The im-
ages are different from the
past but at least artists seem
on the point of turning out
work that in some way
relates to our humanity,

The director warned that it
is only a slight indication, but
apparent enough to warrant
comment, He found the 60s
exciting because of the dil-
ferent movements and trends.
H2 feels a myslical sznse in
Newman's paintings. “1 res-
pond to something. I think the
many movements in this
decade were a revolulion to
explore new possibilities, new
baundaries, even if they seem
meaningless,"”

Daniel Catlon Rich, the
distinguished director of the
Worcester Art Museum, said
in an interview he too enjoyed

/

Dgcade in Painting

the increasing tempo of the
changing styles in the 60s,
and feels esthetic leasure in
Newman's work and the a-
arent simlicity of his work
{one color with a stri). It is
a surrounding exerience
which requires more medita-
lion on the part of the viewer.
It parallels the current in-
terest in meditation,” he said,

“The artists have antennae
— they are ahead of the--
philosophical and literary
movements. The reduction in
minimal art is not necessari-
lv a reduction in the esthetic
element.”

But a more prevailing point
of view from people involved

museums are &
comfortable position of hav-
ing to make quick comments
on new art or they may miss
a possible band-wagon build-
uwp and as the Whitney
direcor said, It is difficult fo
assess how the 60s will look fo
the 80s."

One respected person said
“Art in the 60s broke down all '
established values" Asked
why the arlists took thal
course, the reply was “Life
seems worthless 1o the young.
Arlists feel the hopelessness,
ke futility of spending vears
to become an artist when it is
so easy to become a non-
artist. (The newly acquired
Arakawa painting at the
Wadsworth Atheneum is in |
the catagory of mon-art.)

The | of Modern Art
has pma non-calendar, |

Asked' why the museums
allow themselves to become
involved, anolher student of
the art scene said, “One
senses a straining on the part
of the whale anti-
materialistie, anli-
cstablishment . revoll of ihe
voung. It is a disillusionment
with  Vietnam, pollution, -
fated art prices. The artists
are makin ‘jokes  of
passion' {o illustrate . thelr
frustrations." :
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Ifo respond to change cor wrethk on
institution mere swely fhan the spiked boots of a
hundred. storm troopers, That is one of the lossons
o be drawn from Sunday's demonstration at the
Musetm of Modern Art, A second losion s that
it 5 now abundantly clear that thera are hawks-pnd
dover ameng demenstraters and museum shaff aliko,

and that the doves en sach side will have to learn

" fo listen #o each other or be drowned out by the

batle cries of the hawks. Tha fhird losson is that

“the damonsiratoré must come up with some new idaas

of strategy soon or subfar tho fate of all movaments
of stralegy soen or suffen the fate of all move-

ments and disband. Any further confron® ** i
plote lack of communicatien. The * sators
dacide once and for " aim is to ne,

.« reforms, either direcil;
satting up a complataly al-
w and gallerias. A daci:

tiate with the m
or indirctly,
teenat-

cnanging itself er only in going through the veioal
mofions, .

The domonsteation begen pascofully wsnough,
aven in an almeosphore of modifiod joy, as the Mu-
e had at the last =% ta anenad to lat the nee

il st wm was thereo;
protost and edmuiting that the arfists concerned had
a =ghl la espenss their grievances. It wat a sunny
day, and the fesling of
Spactor swcceedad o
e louders ' ced a8 a vackground
wngs, the proof that a demont-
. wtnidly taking placa. Against this back-
yod a grovp of three or four hundred people
happidy sschanged viaws, idantity-badged museum
officials ssmeti s coming to heated werds with de-

mamsratcry and ndeckers. Black arfish were much
in e'donts wil' pedtars ausarting the rachm of the
muscum'y  qurat 1. Journalists and  photogrephers

misigod with the ceowd, and the overall feel was one
of & juint spring cuking of two rival churches, whers
fp ooe agreed byt every one felt it was necessary
tu [ Jen. The need ta bring the First International Ex-

A amall THE Bt GccuTea wmen @ greup ue are
bists decided they wanted to lsave by the musoum's
front deer instead of the back gate on Fifty-fourth
Strast through which they had entered, It must
ba admitted thet a feling did grow through the
pleassnt szchanges that the demonstralers ware roal-
ly ragpeded as somo Mnd of poor relations te ba
sagregated from the higher congrogation of musaum
visitors, Thesa wers not allowsd to jein the demons-
trators in the garden oxcept on pain of lesing their
right to re-anfer the museum, And the guards at
the doors became mora and more impatient with
thosa- trying Yo get through a3 the aftornoon wore
an, When the attsmpt was mado to forea the doars,

Jo talematn, with

s i
unally reached

suitablu to the museum, und the demonsirators m:ro'
s b4 walk 3 gauntled of mussum i

siveoh, [hay bege

the demonstratofs broks up,
oven for thematlves
sought far all.

Telavision of €ourse seized vnan tha era incidant™

10 st
artists wero profesting — i was in fack ine wrinis

ha biax: admhsiunll'hoy, had

TECEN AN canerete Bnwwer
musour siaff either asksd for or wie given 8 chanca

to spork. These thirtuen peints hawy long bean ro-
garded by impartial obaervors as rdber chvious In
thae nahurs — with the azcaption ofthe damand for
o black ariishs) wing none of them i mally controvar-
sial, and it is iffizull o cxplain why they have not
baon granted by the museum long ap — escaptia
torms of instituticnal paralysis. -
It is this last facter which mey ulffmataly
most oporative — after a lang AﬂITa‘!hy history
in which they exhibited and Jafantded the leading
madar arfisks of tho peacaading ysesration, the
staff of the Medarn Mutsum inyy smply hava be-
come too larga, wiseuiul, 4nd wdildy to be ol
?.o function cloarly sithar as a singhsentity or an in
tituton, This, tegathar with a depeddnce on clear-
ing ?\;ﬂl\dhinq vith the trusteas, me axplain why
= celsnr thair applice-

. hawe not been kp*
and faith, This is

e Pt ‘odan Museum an
instant granting of the thirteen | iets, a3 simple and
wif-avidant as thay are.
2 it e uifimataly alio the fhittesypaints and
Eroukithe Mutoum

il noh simply go
. tay¥s Bmonstrators
wore to disappear, as thay .« livitng evidence of

W15 were distributing leaflats calling for " :

e o bl on g 00, an don 17,2, ™o indrssie Snar L

whist ot | o weisly &
Lola of art w

ali ~ all of these are

aftern a3 had by evey;ine, nal ' N M, a‘

usoumn staff, and if a small task force of thirty po- ::: rﬁ’;, Jahts + rusd for sho e

Hcaman, complele ¥ih a wida pancply of weapont, i icronts of scialy. These dsmank

was hidden in the starage area bancath the cafateria ‘PP":g i, whatever the el

from oarly that moming, it wauld pechaps ba faie
not to call too much attention to thair prosence,
sines the musaum had the wisdem never o call them
into action,

The one dissatisfying aspect of the damonstration
i thet it s difficult Yo cay what was sccomplished of

illeEan

Jemanstrations may be. Anyona ntarostel
Ing a puble hearing on thate quastiont
bz own choaiing) sheuld coms le the Awditorium
the Schoal of Visual Ay, 209 East Steosh
,Thw:day.lpcﬂlﬂ!hhmlkhm‘ b

photo bys #eholi Khoasorl



@ FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

WOMEN’S WEAR DAILY
NEW YORK, N.Y.
D. 50,791

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

PI/COMMS

IV.A.19

AUG 26 1986

ART, ETC.

“1 OOK AT THIS a little while and it

starts to jump all over the place,”

Bruno Palmer-Poroner, director of the East
Hampton Gallery said obligingly.

I looked and looked and, then thinking

to Belgﬂai‘tll]&onc. I stared. But it just lay

thera ifeless and inert. It is an Op
Art painting by ene Lenore Laine. "It" is
an oil of blue and green Jozenges against
a flat, orange background. "It is a. fatal
bore ns art and. worse, a failure as either
optical illusion or a moment's entertainment.
Mr. Palmer-Poroner left me in eonfusion
and frustration and went off to finish hang-
ing the Op Art exhibition that would open
in his gallery that evening. A cocky little
lady, Grand Concourse-type, wandered in
and, mistaking me for a gallery guide,
asked:
“Hey, mister. Is this stuff called Modern
Art? It's sure modern,” she snid‘in answer
to her own gquestion. "Modern” was an
unconscious pejorative in her mouth. “Mod-
ern” means puzzling, dull, meaningless, and
often ugly to her—and to many others like
her who have been bullied by mouthy Ad-
vocates 'of Mid-Cult into going so far in the
Eunuit of "Contemporary Culture” as to

um of Modern Art.

T oiibles this woman. She would
probably eall it “dumb,” as little kids used
to eall old Margaret O'Brien movies, She
is afraid to hate it actively because she is
fearful that that would be tantamount to
admitting she lacked the intelligence or wit
to see its virtues, if any.

Qg_%-_l_lmm{u its audience just as it
ia the product of the &licnated ariist in

ccome card-carrying members of the Muse-
St

whose empty brain rattles no thoughts
beyond “It's the thing—It'll sell—Ewvery-
body's doing it—Publicity—Commercial tie-
ins—ete.""

Art is another giant step forward
towards 1h& death of art and withering of
the pictorial imagination. [f this is so, and
it must be so, then the East Hampton Gal-
lery, which specializes in this mindless stuff,
has a courageous death-wish,

Edmund Wilson, typical of the true,
testy litterateur in his distrust and contempt
for art, once flayed abstruct painters: “They
might be useful as designers of lineoleumn
if they were capable of the necessary dis-
cipline.”

I am sure that Mr. Wilson would agree
that the Op Artists have the necessary dis-
cipline.

Frank and Dino, our favorite aging choir
boys and candy-store cawboys, are bring-
ing us all a little bit of Vegas on their latest
records, both for Reprise.

Everybody will buy these new records
—blue-haired ladies with permanent pews
in Schrafft's, Black Hand sub-lieutenants,
gum-snapping secretaries, mid-town make-
out artists with swinging pads complete
with Castro convertibles and a "stereo,”
and, of course, Members of the Clan.

Everybody, including Pat Lawford, nee
Kennedy, will buy these records but only
the makeout men will play them more than
once—and that's only hecause Frank and
Dino are the Twin Muses of Makeout and,
without your Muses at your side, where are
you?

"Sinatra at The Sands™” frankly features
Sinatra standards, a number of which he
has recorded before—ofien. His portamento
glide is as slippery as sut a little sand
s crept into his fa nolo. Frank's

tessitura seems weak and wobbly and stands
in sore need of help from friendly record-
ing engineers, .

Dean Martin's latest bid for Pop Im-
mortality is called “A Million & One.” On
this record, Dino has chosen to sing a rep-
ertory of Teen-Scream numbers that in-
clude an equivocal cri-de-coeur entitled
“I'm Living in Two Worlds.” Dino strokes
his glottis and vocally phumphers in his own,
grand flatulent style, His diction isn't what
it used to be, though. | could actually make
out one or two of the words.

L]
“In Denmark we call this ‘block and fall'—
you drink it in one block and you fall in
the next!™

The waiter in the COPENHAGEN-

RESTAURANT (W. 58th St.) was talking
about Akvavit, a potent Scandinavian liquor
that competes with Slivovitz and Tequile
for fast-schnockering honors.

At the Copenhagen, the Akvavit is
served from bottles frozen in cakes of ice.
Surely, the Copenhagen must be the only
restaurant in New York that has to insure
its sommelier's fingers against frosthite.

The Copenhagen is clean, spare and
very Danish Modern in decor while being
Danish Friendly at the same time. Signs
of the old country are seen everywhere:
Blond heads on the waiters, bottles of

Tuborg, Carlsberg, and Aaaﬂ::? on the

tables (no Budweiser in sight), a groan-
ing board of smorgaasbord in the middle
of the dining area.

The Copenhagen smorgaasbord aficio-
nados keep svelte and fit while eating this
very rich food. They accomplish this sin-
gular feat by rushing athletically back and
orth between their tables and the alluring
smorgaasbord. O Happy Gluttony!

Main courses served at the Cop i
include marvelous beef tartar crowned by
a raw egg yolk and delicious roast loin of

ork stuffed with apples, prunes and lige
erries. _ |

Herring appetizers are served up with
greens, looking like flower bouquets from
the sea. At the hands of the Copenhagen
chefs, the miserable little herring “doth

suffer a sea change into something rich and

'm o .

o
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The
Taste-Making

Circuit

{
5

By JOHN CANADAY
from (¢) the New York Times

Having come to the end of a se-
ries of articles on small museums,
this reporter confesses to a discon-
certing sensation of having been
chopped off at the knees by some
letters that have come in — not be-
cause they registered objections,
which they did, bul because they
indicated that the writers had no
idea what the articles were sup-
posed to have been all about.

The most extraordinary of these
letters, from a New York art deal-
er of impeccable reputation who
can sell anything from a Rem-
brandt to a Pieasso out of stock on
hand, expressed dismay at the
suggestion that a small museum
might fill in its collection with re-
productions, Then, in an incidental

veference, the letter-writer re-
‘vealed that hi$ idea of a ‘‘small
museum’’ was the Wadswarth Athe-
naeum in Hartford, Conn., or the
Worcester, Mass., Art Museum —
two of the most distinguished mu-
seums in the U.S., whose directors
have been, and still are, among the
biggest names in the field.

THE ONLY CONCLUSION to
be drawn is that in the astral
realms in which he operates, shut-
tling betweeg New York and Ee-
rope to do his buying and selling,
the dealer camnot conceive of the
situation in Blankton, where a new
and really small museum is trying
to lift itself by its bootstraps while
keeping its nose above water in a
community where there has never
been an art collector, where 90 per
cent of the population has never
seen an original painting by an old
master, where 83 per cent don’t
care whether they ever do see one
and where most sensible people
still think of art as a stopgap hobby
for misfits kids and fading gentle-
women,

Another group of objections
came from admiring friends of
small museums in colleges, But
these museums, too, have nothing
in common with the problems that
Blankton must cope with. As a sin-
gle primary difference, the staff of

‘ the college art museum is integrat-
ed with the artists and scholars of
the art department and with a full
program in the humanities, while
Blankton’s harassed director, in
order to eke out a working group,
is likely to have to make do with
volunteers whose only qualification
for museum work is a willingness
to take a crack at it for a little
while without pay.

Apparently not many people
who are seriously interested in mu-
seums feel that the small museum

is worth worrying about. But a rep-
resentative of one very small muse-
um in the Midwest makes out this
case in a letter:

“1 am disappointed that you
find so little to admire in the
small-museum movement in the
U.S. I think we are more aware of
our limitations than you suspect,
although 1 can speak only in behall
of the one for which I work.

“WE ARE BRAND-NEW. That
makes us typieal. But during the
two and a half years of our exis-
tence, we have not striven for whal
could only be a {ourth-rate collec-
tion.

“Instead, we sirive to enlarge
the experience of our audience.
For most of that audience, we offer
the chance 1o see works of other
times, cultures and standards. In
concrete terms, that means that
we must (A) carry on a strong pro-
gram with the schools and (F)
spend our noney on loan exhibi-
tions.

“The emphasis is on stimula-
tion rather than presenting what-
we-can-own as what-should-be-
admired. We assume that the ap-
petite for quality, once born, will
demand better and better food. If
that appetite is to become the com-
mon experience of American na-

: :tl.onal the small museum has a

while job 1o do.”

This wou!d be as good a stite-
ment of aims as a small museum
could make. It is subject, however,
to one great difficulty, in that
“works of other times and cul-
tures’ are too valuable and 1oo
fragile to be shipped around in the
rental exhibitions upon which the
small museum must depend.

AS A RESULT, the small muse-
ums across the country havé be-
come part of one mammoth taste-
making circuit radiating from New
York, giving disproportionate em-
phasis to the standard table of es-
thetic values formulated by the
Museum of Modern Art and prose-
15Mzed in ity rental shows.

The quarrel is not with the table
the museum has set up, but only
with its lack of competition, It has
been sold so successfully that it is
echoed in the great majority of
traveling shows available elsc-
where and too often echoed atl a
shoddy level.

This circumstance may be irre-
mediable and may even be majes-
tically inevitable as just one more
manifestation of the nature of the
modern world, which presses the
so-called individual into a standa il
mold, whether the standard has to
do with the kind of detergent he
uses or the kind of art he feels free
1o like.
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BOSTON, MASS,
EVENING GLOBE
— D. 144,855 —

AUG 12 1955

N 2an Uld Argument Revived

- -

" Edildr for the Aris
b -

g i

-

By HERBERT A. KENNY

The furor, over the Robert Motherwell painting in the

senncdy Memorial
n March.

Thr painting, bold
lacks, yellows, some
erd and blue, on a white
urface, is  entitled
New Fngland Elepy"
nA takes as ils point of
rferenue The assassings
on af the young Presi-
onl for whom (he Iwin
wwers wre nnmed, he
ninting

lemporacy

tional  paintings

the ultimate significance
ol'l ll;nnrepm!entalinnal
paintings as opposed (o earl

the sixniﬁcnnr:pnl con- Mo oh R voen
representa-
has
heen going on for al-
most half a century.

Monreprssenlationnl

Building was as predictable as winds

ing—hut not all modes
nf it—still holds the

puhlie.
The general public is
not  without  its  sup-
porters anmong the eg-
perta somie of whem dixs
nhilracl  pxprat.
g "{lnrn

3

g I

Some facts in the contros
versy shouid be remembered:

(1) The overwhelming ma-
jority of museums, critics and
experts acknowledge the va-
lidity, the inlegrity, and the
arlistic worth of abstract ex-
pressionism.

{2) Among abstract expres-
slonists, Robert Motherwell s’
deemed a leading exponent
and one_of the countfy's
greatest artists.

(3) Even among those critics
who dismiss the ultimate
artistic value of expressionist
paintings, Motherwell would
be acknowledged a leading

I

How Latest

The latest edition of

lowing definitions of Abstract
sionism:

Abstract Expressionism: (Fine

Arts) & style of painting in
. which paint is applied in an
apparently random manner
. _producing images that may
or may not have reference
to forms exterior to the pic-
ture: thought to derive {from
furrealism and Expression-
sm. x

practitioner of the mode.

(4) In the matters of artistic
endeavors public opinion s
highly conservative.

(5) Whatever the govern-
 ment paid Motherwell for the
 painting, it has made a good
|bargain: it could sell it
promptly (as result of the
controversy) for double the
price to any number of mu-
seums or collectors.

One critic remarked: “The
public protest over the paint-

Expressionlsm: (Fine Arts) (a)
(usually Jower case) a man-
ner of painting, drawing,

the fact that not five people i
local residents that is—walk to

the top floor of the Boston
Public Library to see thé

in the country.” »

ing should not be taken too
seriously.

Another said: “Th t-
ing has already “:“1:;!1“

The people who are clamor-
in
!uge-elther glorifying Presi-
dent Kennedy or merely por-
traying him, wouldn't walk
across the street lo see an art
exhibition of the finest of rep-
resentational paintings.

“This is demonstrated by

S (AP)—The instal-
ar putting in a tele-
sace has been
drachmae

purpose. It has reminded us

Dictionary

Defines Art Terms

the Random Houge Dictiongry of
the English Language, published this month gives the fol-

Expressionitm and Expres-

sculpting, ete, I which
{orms derived from nature
are distorted or exaggerated
and colors are intensified
for emolive or expressive
purpnses, {b) A style of art
developed in the 20th Cen-
tury characterized chiefly by!
heavy, often black lines that
define forms sharply . con-
trasting, often wvivid colors,
and subjective or symbolic
{reatment of thematic ma-
terial.

IIIIIIIlIiFiIIITtII|IIIUHIIIIIIII“IIIIlI1IullIIllmlllm‘ﬂﬂiHIIII,ﬂm‘mIIIIIIIIIIIIIHlﬂiIII.I.mI‘IIIIII'III'IIIIIIHI

the piclure would have ful-
day, less, not five a week—|filled art's noblest

functions.
A generation or more can

pass before the worth of any
murals by John Singer Sargen painting can be finally deter-
which are perhaps the finest{mined. Some
of yesterday were
derided in their day; some

lworks thal won
|ceptance aie now buried in

of the masters
jgnored or

jmmediate ac-

all vigorously that President |the cellars of museums.

Kennedy was shot down jn &

nation, a ,cruel, extra
fate. The'plcture lhu\::‘:il;:
through the griel it expresses.”

any observer from for, i
Encountering the ::i::in
and having in mind the gp
disaster of that 1963 Novem
22 noontime in Dallas
dispassionate observer migh

»\well feel within him a

sophical resignation to h
day's events at the same mgo-

ment that his emotional re
ment arose. If that wu:"::

Abstract expressionism and

for a representationsl Pic-| brytal, heart-rending assassi [other modern art forms—irom

Cezenne On
time winning acceplance.

— had a

g mmm;ﬂ ’:r c;:;
om] Art in on
wpﬂﬂgr the same purpose.

interesting t‘lj]all :eb:‘nrt.:é
i 3
nism is sl eptes

come " i
“m“r\rall\fl- 4
.ndm fnal judgmen

with poﬂeﬂl?‘
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Sioox City, Iowa

Morning Journal
EEB =2 {_63

' When It Comes to Art—

The Public Knows What It Likes

TheTimearticle con-
cerned a painting by ab-
stractionist' ‘Ad Rein}

hardt
IM-DPIIGEI'I.

cided that America would
display only old primitives
or modern non - objective
paintings by artists under
40.

Thus, while people from all
the world admired the huge
Russian works, showing he-
roic fighters at the barri-
cades and happy peasants
gathering In the harvest,
they came out of the Ameri-
can pavilion puzzled. Did

of sincers art in America.
He says:
o'e o

“THERE — AND pretty
nearly only there — natural
forms |r: not perverted.
People and things are repre-
sented in the image in which
God created them; with their
absurdities exaggerated in
the funny strips and their
grace and beauty empha-
sized in the romantic strips.

“We live in an age in
which art has b&come & gro-
tesque hoax on the public.
Art dards are now large-

America have no art to show
except the hooled or the
incomprehensible?

L- - -

BUT IF YOU thought our
Brussels fiasco couldn't be
exceeded you were wrong, [
quots from the gallery
guide published at the re-

“The
ut 4 jer- €T NOW e vely
:;:JM’“ s :Ifh' Junk yard of a com-
sively advancing g
In short, §1,000 worth  The crushed automobile bod-
ot nothing ies of Chamberlain, and
Se e 3 ewicz's fantastic anat-

THE E NCO0 URAGING

thing is that human gullibil- o

Ry

ly dictated by critics who
jeer at the understandable,
by galleries which exhibit
the messers and reject the
masters."
o o0

LAST MONTH Nikita
Khrushchew made head-
lines by demanding that So-
viet artists, experimenting
with non-objectivity, should
not have their works shown,
He was wrong. There should
be room for the display of
all art attempts, even clear
berration

a }

But in the United States
it's the other way around.
Young obj epainters

ity may have

slightly since an almost
equally asinine canvass, en-
titled *“White on White,"” was

It does seem impossible
that absurdity in art can
proceed much farther. How
can top the London
“artist” who recently put
a piece of canvas 40
feet long and 14 feet wide,
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

are discouraged in every
hand. Few American mu-
seums will honor or even
hang an objective painting
that is less than 30 years
old. There are no prizes for
American artists who still
think that beauty and com-
ication are legiti
artistic objectives,

CLASSIC traditions are
laughed

tury p
of art appr eciation”
been "annihilated."
whom? Who has

Copley and Constable, Turn-

y 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

ics are the last refuge

a ag! g
of a dirty, crumpled up
American flag on which was
thrown a punctured inner
tube, a rusty door lock,” an
old wrench and several
pieces of weathered wood.
When veterans organizations
protested such abuse of the
flag the museum directors
huffily defended **freedom of
expression.’

And the art critic of Pasa-
dena Independent Star-News
pontificated: “The aims of
the artist may be shock, to
which the viewer may add
anguish or feelings of Isola-
tion or strange and unspeak-
able feelings that well from
the unknown labyrinths of
the mind." How's that for
lofty confusion? We are wait-
ing for one of the Pasadena
city trash trucks to back up
to the museum and dump in
& masterpiece.

o o 0
AT THE BRUSSELS (air
the United States govern-
ment, with incredible stu-
pidity, turned over the se-
lection of its art exhibit to
a jury of longhairs that de-

+ 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 ‘gamdo is as vi-
clous as e tyranny of
Khrushchev.
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Sioux

Morning Journal
FEB-2163

City, lowa

/ When It Comes to Art—

The Public Knows What It Likes

BY JENKIN LLOYD JONES

RECENT story in the
art section of Time
magazine was captioned
“Ad Absurdum.” This may
be a mile- 3
post, a break- g
through, a
turning point.
Somebbdy s
beginning to
whisper that
maybe the
.emperor
doesn't have
any clothes
on, after all. Jones
The Timearticle con-
cerned a painting by ab-
stractionist Ad Reinhardt
which has recently won a
$1,000 prize at the Chicago
Art Institute. It appears to
be all black. But Mr. Rein-
hardt explains it as ‘““a pure,
abstraction - objective,
timeless, spaceless, change-
1 e s s, relationless, disinter-
ested painting.”
Lo B - - 4
In short, $1,000 worth
ol nothing.

oo o =
THE E NC O URAGING

thing is that human gullibil-.

ity may have diminished
slightly sin'ce an almost
equally asinine canvass, en-
titled “White on White,"” was
received with not merely
praise but awe when it was
unveiled a few years ago at
New York’s far - out Mu-
sum of Modern Art.

It does seem impossible
that absurdity in art can
proceed much farther. How
can you top the London
*artist” who recently put
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?

cided that America would
display only old primitives
or modern non - objective
paintings by artists under
40.

Thus, while people from all
the world admired the huge
Russian works, showing he-
roic fighters at the barri-
cades and happy peasants
gathering in the harvest,
they came out of the Ameri-
can pavilion puzzled. Did
America have no art to show
except the unschooled or the
incomprehensible? ’

© 0o O

BUT IF YOU thought our
Brussels fiasco couldn’t be
exceeded you were wrong, I
quote from the gallery
guide published at the re-
cent Seattle world’s fair:

“The sculptor and paint-
er now forage imaginatively
in the junk yard of a com-
pulsively advancing society.
The crushed automobile bod-
ies of Chamberlain, and
Stankiewicz's fantastic anat-
omies made of castoff
boiler and machine parts,
may be considered redemp-
tive acts on behalf of a civ-
ilization that refuses to rec-
ognize its material splendor
and squalor as a spiritual
extension of itself. These
annihilate the 19th century
posture of art appreciation,
In contemporary terms,
there is an element of exis-
tential risk, a good deal of
sheer nerve in these works.”

< o 0

I'ELI... YOU CAN say
that again! But get the ar-
rogance and the effrontery,
The “ISth century posture
of art ap pr eciation” has
been “annihilated” By
whom? Who has ed
the masters of the last cen-
tury? Who has obliterated
Copley and Constahle Turn-

of sincere art in America,
He says: .
o o o

“THERE — AND pretty
nearly only there — natural
forms are not perverted.
People and things are repre-
sented in the image in which
God created them; with their
absurdities exaggerated in
the funny strips and their
grace and beauty empha-
sized in the romantic strips.

“We live in an age in
which art has bécome a gro-
tesque hoax on the public,
Art standards are now large-
ly dictated by critics who
jeer at the understandable,
by galleries which exhibit
the messers and reject the.
masters.”

L- - B - 2

LAST MONTH Nikita
Khrushchex made head-
lines by demanding that So-
viet artists, experimenting
with non-objectivity, should
not have their works shown.
He was wrong. There should
be room for the display of
all art attempts, even clear
aberration.

But in the United States
it's the other way around.
Young objectivepainters
are discouraged in every
hand. Few American mu-
seums will honor or even
hang an objective painting
that is less than 50 years
old. There are no prizes for
American artists who still
think that beauty and com-
munication are legitimate
artistic objectives,

© 0o

CLASSIC traditions are
laughed at by an inbred
cabal of art professors, mu-
seum curators, paint throw-
€rs, 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-
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i ana iouiduse 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

played a collage consisting COmics are the last refuge

of a dirty, crumpled up

American flag on which was

thrown a punctured inner

tube, a rusty door lock’an

old wrench and several

pieces of weathered wood.

And the art critic of Pasa-
dena Independent Star-News
pontificated: “The aims of
the artist may be shock, to
which the viewer may add
anguish or feelings of isola-
tion or strange and unspeak-

the mind.” How's that for
lofty confusion? We are wait-
ing for one of the Pasadena
city trash trucks to back up
to the museum and dump in
a masterpiece.

LB -2 -

AT THE BRUSSELS fair
the United States govern-
ment, with incredible stu-
pidity, turned over the se-
lection of its art exhibit to

a jury of longhairs that de-

e avall. gdiue IS as vi-

cious as the tyranny of
Khrushchev

And ln-we have de-
scended ad a b s urdum.
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INDIANAPOLIS, IND.
NEWS

— D. 173,170 —
INDIANAPOLIS METROPOLITAN AREA

OCT 26 1987

PEOPLE H‘»‘ Th[ NEWS
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THE NEW YORK TIMES, { UNDAY, JUNE 4, 1967

Art

 The Agony of the Museum of Modern Art
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above those that require institutional care.”

E summately that it has worked itself out ized in declaved opposition to the Muscum| the people who come there. But this implies
By JOHN CANADAY FrE ”b'ly of Modern Art, sometimes infringes on Its; an m-ulsl.urt‘lhcal }:ppmchofm a Wdﬂr*“
. . s t brilllant territary. And even the Metropolitan Mu- basis than the Museum Mndern
o e D oo . ;?asmmmbms. When Alfres B oot geum, in all its ‘majesty, hes tolerated &f shows have allowed lately. You cn talk
trysun‘gnn Jr. was director—the museum closad g,-a' jazziness in its American section that, surely, about Jackson Pollock (to take the cur-
ot Mbgesa. Axt, . JtubeL g:ﬂu:e ‘i':mtgis wuntrymsiﬁ itf:enpo::ug having bred a type of collector whose favor | beyond Jackson Pollock. To relate him to
forced a continuation of Mr, Barr's original is better courted through the presence of

Spartan economies have youth, we must simulate it with face and varied public is indicative of &
enmun lifting; by which spirited eccentricity is backfire, which, although a form of cultural knowledge of those territories today.
in the absence of significant

Waenmﬂm MM—M‘;MMW This is the first of three articles on the
of Modern Art, organ- but to make the museum mean more to  Musewum of Modern Art.

e T TY N W

0 N VLT saruarvel ] ariva )
Bl . 4961 '+ ANDL KVANDS ‘STH. L HHOX MAN THL o
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INTERNATIONAL PRESS-GUTTING BUREAU
184 STRAND, LONDON, WC2

Extraet from

a rt and artists
LONDOR

Dote—==m ALIG 1887 -
SEE OVERLEAF

Tooker; Frankenthaler;
Katz; Flemming and Ross;
Calder; Richard Lindner; Hofmann;
Morris Louis; Poons; Westerman; Liber-
man (sculpture); D"Arcangelo; Nevelson

Tapies;

(at Pace Gallery); Willenbecher. ouiic '
shows I didn’t really like that were im-

portant to the scene: Dine, Hartigan,
Jenkins, Wesselman, Bontecou, James
Wyeth, Olitski. Quite a list!

Barnett Newman Fﬂuﬂh Station
R. G

Alex |
Balthus; |

1960 Ol on canvas
New York

A big Klee exhibition at the Guggen-
heim, huge Tiepolos at the Met, Ad
Reinhardt and Yves Klein at the Jewish.,
The Guggenheim had a barch of ‘pri-
mary’ or ‘hard-edge’ boys re-christened
‘Systemic’, Sisley and treasures from the
Walters Art Gallery in Baltimore at
Wildenstein. Nolde at Knoedler’s.
Boudin at Hirschl and Adler. But no
smasheroo like the Jewish ‘Primary
Structure’ show or the Museum of
Modern Art’s great small Matisse show.
Biggest museum event was the new
Whitney. What did they have to offer?
A controversial sculpture and print
show - so-so. A Wyeth pére round-up
that pulled in 6,000 people a day and just
about clinched how much of an artist he
is mor. Handsome big Nevelson retro-
spective. That's about it.

So why ‘disaster’? You've listed some
shows you liked. Even some you found
beautiful [sic]. Yes, but it becomes
clearer all the time that the sort of pres-
sure, the necessity, the exhilaration, maybe
sometimes the hysteria that went on in the
"fifties, wasn't there. All those marvel-
lous red sales stars! Those bitchy crowds!
The feeling that more and more artists
were carning their livings as artists. Now,
going to the galleries regularly, no set
pattern to it, makes you realise that very
few people are acrively, deeply interested.
Not just in the art of the present, but in
any art. A couple of people (I'm not
counting friends and enemies at openings)
and so few red stars. So few. Fine shows
on the whole like Kelly's or Franken-
thaler’s, Bruder's, Gene Davis's, didn’t
sell nearly as much as they should (Kelly
sold only one painting — admittedly a
spectacularly beauriful 23-foot long series

8% - 607

1

NO ONE’S

(so I'1l talk

of rainbow panels, the ‘best’ thing in his
show). There were, it's true, several sell-
outs or near sell-outs: Caro, Willen-
becher, Samaras, Lindner, Isabel Bishop,
Tooker, De Rivera and Gussow. Some
others. I didn't see them all. But nothing
like ten years ago. The buyers just aren’t
there. They don't even come, And pub-
licity is misleading. Even colour pages in a
magazine like Time don't guarantee any
real money — sales measured against the
heavy cost of metal constructions, say,
and exhibition overheads.

What else? The Critical situation is
appalling. The Times no longer reviews
daily (with rare exceptions) — just another
proof of the attitude in general that art is
not news. Reviews appear lumped to-
gether in little paragraphs on Saturday -
notoriously a day when many skip reading
The Times (the excuse used to be that
there wasn't cnough advertising. Now
that there are as many as three pages on
Sunday alone, there are far fewer reviews,
let's say a dozen for the dozens of shows
that open per week). On Sundays The
Times features more pretentious ‘essays’
on some major show or whim of the re-
viewer and what can only be described as
an art ‘gossip Cdumn’. The writing of
these is entrusted o a journatist and som
time writer of whodunnits who can write
charmingly and with originality but seems
at a loss when confronted with much that's

View of Gerald Laing's ttudio on Newm York's Bowery




gt the art galleries and muse
~cw York, that
warly a tot

ithid

but noth

What am [ wlking about? A
things, I'm afraid. Well, start
Makie a list of shows that did
Ve you of

harge you

hange yo [ living

artiars? Retr

wrs; Te

w Homers;

st; Dan Fi
: Robert
¢ Rivern and Gus
Davis; lsobel I
ating. Well, there were other
h were ¢ 'eN OF NOt entire
Subjective as hell, T adr

is; Robert
Ronald

op

at were they? Let's see = Beckmann;
Ellsw y (too many paintings
hung oo ¢ together for one thing);
Richard Smith; Kienholz; Caro; Kline;
Tapie Tooker; Frankenthaler; Alex
Katz; Flemming and Ross; Balthus;
Calder; Richard Lindner; Hofmann;
Morris Louis; Poons; Westerman; Liber-
man ipeure); I'Arcangelo; Nevelson
at Pace Gallery); Willenbecher. Some
shows 1 didn't really like that were im-
portant o the scene: Dine, Huartigan,
Jenkins, Wesselman, Bontecou, James
Wyeth, Olitaki. Quite a list!

1960 Ohl ow camvan TH 607
w Yeork
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A big Klee exhibition ot the Guggen-
heim, huge Tiepolos at the Mer, Ad
Reinhardt and Yves Klein at the Jewish,
The Guggenheim had a batch of ‘pri-
mary” or ‘hard-edge’ boys re-christened
‘Systemic’. Sisley and trea from the
Walters Art Gallery in Baltimore at
Wildenstein., Nolde st Knoedler's.
Boudin at Hirschl and Adler. But no of rainbow pancls, the *best’ thing in his
smashe the Jewish ‘Primary show), There were, it's true, several sell
Strucry w or the Museum of outs or near sell-ours: Caro, Willen-

t, Samaras, Lindner, Isabel Bishop,
ker, De Rivera and Gussow. Some
But nothing

at small Matisse show

muscuim cvent was the new

3 | didn't see them all

did they have o offer?
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¥ e, there are far fewer reviews,
let's say a dozen for the dozens of shows
that open per week). On Sundays The
el featurcs MOre pretentions ‘essays’
on some major show or whim of the re-
and what can only be described as
on the whole like Kelly's or Franken- an arr ‘gossip ¢ dumn’. The writing of
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NO ONE'’S LOOKING

[so I'1] talk to myself]

going on; a good man who appears o be
yearning for some other supposedly
better time; and a reporter. Often shows
are reviewed on the last day they're open
d with snide fl ¥

*Stripes. Stripes. Stripes.’
show wasn't reviewed at alll Nor was
World Fournal
seems to try harder with Friday collective
reviews and some Sunday feature pages.
Its reviewers appear to have a bit more
goodwill, but they would hardly sct the
world on fire (maybe impossible in big
newspapers these days?). Arr News at least
prints articles on a lot of shows. But often
impartant artists not beloved by them are
covered in very short reviews. Fame or
status doesn't seem any protection. May-
be the signing on of Harold Rosenberg by
the New Yorker will help. Let's hope so.

50, besides the fabled joys of creativity
for its own sake, what clse is there in it
for the artist? Linde, or lousy, or no
criticism; few or no sales, He just has 10
go back to reaching or part-time jobs,
or hustling his girlfriends. Not new? No,

Kelly's!

not new. But still crummy

There
grumbles

been some
Several

Rothko, Newman,

ing, O'Keefe, Benton, for example

like
“arl Knath's

Tribune

interesting
artists  have
talked about maybe nor showing {quite a
few major American painters withdrew
some time ago -
Morris Graves, Stll, Hopper, de Koon«

finding a place where they could show one
or two works as they feit they were really
completed instead of the terrible pressure
to put out yearly ‘models’. Some have
talked of simply inviting people 1o come o
see their work in their studios from time
to time. Perhaps a more subtle and actual
development, possibly a revolutionary
development, is a sort of tendency o
mimal exhibi Let me
explain: no less than two group shows -
at Dwan and Feigen - consisted of
models for projected works, works too big
or costly to actually make without cer-
wminty of purchase and placement
Contributors to the shows - and they
were exciting shows — were guys like
Oldenburg, Gerald Laing, Tony Smith,
Sol Le Witt, Robert Smithson, Ronald
Bladen, Buckminster Fuller, John Willen-
becher. There were all kinds of ideas for
indoor and outdoor situations. Besides,
both Bladen and Smith held one-man
shows of full-scale mock-ups painted
black intended for execution in metal
Bladen showed only one huge wedge
which ‘stood” on one edge. Smith placed
a thrilling group of forms in Bryant Park
(they were marvellous after a snowfall)
Some other artists did similar things
Peter Forakis showed a #40-foor card-
board zigzag at Park Place. Edward
Keinholz went even further. He only
deseribed on framed typewritten pages
signed with his thumb-print, a serics of
highly original ideas he called €
Tableaux. Tronically, his ‘show’ wa
marred — except for the one actual pe
which was a disappointment to me - by
the over-glamorous, expensive-looking
bronze plaques that announced each of
the typed sheets. 1 got the idea they were

supposed to ‘justify’ a mere idea by (heir
costly ‘realicy’. Too bad. They were o
alien to his anti-clegant power

maore?

The Times quoted Park-Bernet about
sculpture the other day. Interesting, as
one of the important deslers had mld me
that he hadn't sold a painting but that
sculpture was  doing very well. The
Park-Bernet man was reported as saying
that sculpture prices have ‘gone way up’
and they were holding their thied all-
sculpture sale since 1965, He thought
that the fact that ‘good examples can be
obtained relatively more cheaply than
comparable examples of painting’ mght
account for the sales’ suceess.

And, oh yes! Add to the Green Gal-
lery's death last summer (such artists
as Segal. Rosenguist, Oldenburg, Di
Suvero, Morris, Poons, Judd, etc., etc
had their first uptown shows th s the
closing of the World House Galleries

designed by Kiesler) in December (not
noted in The Times), this spring the end
of Durlacher Bros., aged 124 yean
(first New York one-man show by
Francis Bacon), and the shutting down of
the important Ferus Gallery in Lis
Angeles tied to Pace in New York

To get an even beter picture of whar

things are like here read Amy Goldin's
articles, *Art in 8 Hairshint', in February
Art Newos, and "Requiem for a Ga
Artn M, Januar
Thom f Apes of God
in the March fra N C
ompares current Mokt Wrad
ham Lewis's description of Pars and
London circa 1929,
And have a nice summer!
RALPFH POMEROY

O | T
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Space Machines

clothes (d la Courréges?); his own clothes
are for, and only for, ‘night madness'.
These are clothes for Wonder Women,
for W ids, for barbaric mech

who, by attracting our anxietics, ‘carth’
them, and reassure us by their powerful
femalencss that there js still a place for
‘human error’, for all the weakness and
generosity of illogical, irresistible love
iven further out are such British
designers as Biddy Peppin (who turned
from painting to dress design only a
couple of years ago) and ex-Biba
pattern-cutter Alan Hoppen, whose work,
not always as immediately attractive as
Rab s, exy %8 I der re-
pudiation of the conformist element in
dress design. Biddy Peppin goes so far as
to refuse to make the same dress twice,

and energetically denies all attempts
to label her a ‘dress designer’. She makes
clothes as ‘manifestations’, as provoca-
tions, as Happenings, just as she conceived
for the Internarional Times a monster
jelly into which a man plunged nude.
There are auto-destructive overtones 1o
her philosophy, in that the unique dress
isn't made to last; corrugated cardb
clothes are perfectly conceivable. Indeed
the clothes she has created are designed
as much as catalysts to the 'amateur’ as

expressions, like Rabanne's, of a so
philosophy. They » in arenl sense,
inifestos of
They differ, too, from what one might
"psychedelic’ fashion (the silver p
between the %, the Irdian bedspre
they are tougher, more awakened; indi-
vidualistic, but not romantic,

Sometimes they suggest
bright shell, like the man's red and gold
jacket which not only thrusts a collar high
behind the head but stands up when
vacated. Or there is the coat of plasticised
American-cloth, rigid, but 1 flexib
pvc joints and a bumfreczer cutaway
For males, too, there is a two-plece suit
whose top, zipped front and back, splits
open sideways (a sharp shock to the
almost invariable m waistline motif).
The logic of the ‘she ads to its anti-
thesis, a certain vulnerability — weirdly
maxed in a pair of boots with twes of
pink foam-rubber

Similar

1-fask:

n insolently

y for the weaker sex, there is a
roomy, squarc-cut jacket  alternating
transparcnt plastic with artificial grass;
d a Courtelle car-suit, but quilted and
padded, with ‘elephant leg’ trouser

botroms, The incongraities of pop-funk-
ete, art are matched by a one-picce trouser-
suit of rransparent plastc, sprayed with
paint and trimmed with goat’s hair, The
grass-and-plastic jacket goes over a body
stocking (or painted body) and with grass
knee-boots. A fascination with rexture
appears also in Indica artist Gerry F
gerald’s improvised throwaways of paper
and foam-rubber. The sculptural becomes
kinetic with Alan Hoppen's sailcloth dress
entirely covered with ping-pong balls,
or the Peppin trouser-suit whaose padded

et it el

Tration wordel Ma

trouser-hotroms

‘where'er she walks

Current experimes

dresses of p
worn, are painted or
and contour can inter
the paintings of Dick S
I
new interest in ¥
ed cloth
and potent

vy texture and transpar

ay

as
al
Hoppen 1

green plastic
the breast and closely

Tt
inspired

1 boots

the transposit
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THENEW YORK TIMES, SUNDAY, JUNE 4, 1967

Museum of Modern Art

By JOHN CANADAY

LUB, school, playroom, public park,
restaurant, movie house, social prom-
g enade, trysting place, trade showroom,
" propaganda and fashion center, the
Museum of Modern Art, an Institution
housed at 11 West 53rd Street but with,
- tentacles that have enveloped the United
‘States and have extended around the world,
is in a bad wny.
A bad way” is, of course, A relative term,,
The museum has no real money troubles, ;

4n spita of its relterations that it scrapes::

slong by observing Spartan economles. It
13 popular, one of the most popular enter-
tainment palaces in town, having survived
an early competitor, the Roxy, although
recently its attendance figures have been
cut down by a duckling so ugly that nobody
ever thought it could become & rival, the
‘Whitney Museum of American Art, And
without any question at all, the Museum

,of Modern Art has been so powerful, and .

-on the whole so beneficlal a force in Amer-
fcan cultural life, that it could comst for
‘a long time before anybody realized that
it was approaching a standstill, But it has
been coasting, And when you are middle-
aged, you const a lot more slowly than you
used to.
Middla age is a disastrous contradiction
for a muscum that began by originating
+ thie engagingly diclory term “)
of Modern Art"” denying the character of
as storeh of antigquity and
trking on all the i ate {ations of

~ _The Agony of the

summately that It has worked itself out
of a job,

In its first brilllant years—specifically,
from 1928 until 1943, when Alfred H, Barr,
Jr. was director—the museum closed the

* gap between modern art and its potential
" publie in this country, Since then it has
forced n continuation of Mr, Barr's original
program, and in.doing so, in spite of some
high spots, has created a standard by which
youth, experiment, adventurs and discovery
. have becoma the attributes of an American
estheticism so persistent that If we cannot
have youth, we must simulate {t with face
lifting; by which spirited eccentricity is

{zed in declared opposition to the Museum
of Modern Art, sometimes Infringes on Its
territory. And even the Metropolitan Mu-
seum, in all its majesty, has tolerated a
jazziness in its American section that, surely,
we owe to the Museum of Modern Art's
having bred a type of collector whose favor
is better courted through the presence of
Andy Warhol at a reccption than by the
acquisition of .a Leonardo.

-
The museum's popularity with a large
and varied public is indicative of a cultural

backfire, which, although a form of cultural
losl is not a desirable one, This may

PP ded In the &b of ificant ex-
periment; by which artificlally stimulated
excitement passes for adventure, and dis-

covery means a race to come up first with

& predictabla novelty, The museum has been
fertile but it has not bred true: its progeny
around the country (and for that matter in
New York City) are subject tp Lhese un-
happy malformations of its original char-
acter,

.

The museum {tself has suffered in the
same way, and when It changes directorial
hands in 1068, the new men—RBales Lowry
as Director and Walter Barelss as Trustee
Chalrman—will Inherit an Institution that
not only seems to have lost the capacity
to do anything more than imitate {tself, but
also must compete with museums that have
learned to Imitate it. Both the Jewish

youth, experiment, adventure and discovery,
The trouble is that since Its org

M and the Guggenheim Museum
shifted from their original policles to model

In 1926—that was a Jong tme ago—the
museum has achieved ils goals so con-

t lves on the of Modern Art.
Even Huntington Hartford's confused and
characterless Gallery of Modern Art, organ-

ba true in all museums, but it i{s most
distressingly true in & museum whers people
pass blind before a kind of art that they
were never meant to understand and would

EAREN

bt
1= e

*J:F:l.:-,

the people who come there,

shows have allowed lately, You can tal
about Jackson Pollock (tp take the eu
rent show) forever without gelting m
beyond Jackson Pollock. To relate him
an understanding of art in general for a
thing but a specialized audience is like]
trying to explore a city by the exhaustive]
" analysis of & singla room.,

When the museum first opened, Mr, Bart
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,

offer them wvery lttle reward if they did.

Perhaps we should think only of the one
person {n a hundred or several hundred who
finds the museum something more than an

pensively d i place of entertai t
with an impressive cachet, Yet It {a diffi-
cult to look at these hordes of people of
all ages, all economic brackets and all de-

grees of intelligence above those that require

institutional care, and belleve that the
museum has really taught many of them to
make any distinetion between the great

“sculpture in the museum pgarden and the

Alice in Wonderland sculpture in Central
Park, unless Indeed they prefer the latter
for reasons quite clear to themselves,

© Fantastic Art." And
first great Amerd

with the gap closed between [t and the
. public—the decline of the Museum of Modern
Art from Its position as the most valuable
‘educational foree in the art world toward a

The first job of the mew adminl
may have to be the job that Thomas Hov-
ing set himself as a first one at the
Metropolitan—not to attract more people
but to make the museum mean more to

position now in sight—that of a hothouse
for preciosities—began.

This is the first of three articles on the
Museum of Modern Art.
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A Conlroversy over Way-Out Art:

(”ﬂ The Defense Counterattacks

The age-old argument over what is art and what is only
pretentious junk erupted again when art critic Charles Culver
assailed a piece of avante-garde sculpture at the Detroit Insti-
tute of Arts. Two men prominent in the art world took fierce
exception—New York art book publisher and collector of avante-
arde art Harry N. Abrams, and Detroit attorney 8. Brooks Barron.
Barron donated the work in question to the:Art Institute, Here are
excerpts from their letters,

i ings, het it will
/HA ZEE bv John Chamberlain: Mr. Culver wrote, among other things, "I prophesy §
2?:} n":‘y}iz _5&;‘"‘:{ 1o the museim's basement bins, just as bad art.of the past,” and the furne hese=

To the Editor:

The art column of Nov.
6 in your paper {s net art
criticiam, which s pre-
sumably the function of an
art critie. It is a violent de-
nunociation of contemporary
art and an illtempersd at-
tack on the Detroit Institute
of Arts.

The article was based on |
the Chamberiain soulpture be.
ing exhibited al the museum.
And since the materinl used in
the soculpturs conatists of old
nutomobile fenders the writer ¥
claima that since the museum
conalders this as art, “you
niust accept the inesscapable
conclusion that every maotor
accident ¢reates mri and that
svery fool responsible for &
wragk is an artiat.”’

By referring in his first sen-
tence that this sculptures was
“aoquired” by the mussum hs
suggests by innuendo that the
museum (8 squandering pub-
lle funds on "junk™ as the title
of his plece describes it,

simply etated without using
the name of the donora. ;

The writer then assures the

gated to the muoseam's bhass.
ment bins, just as bad art of
the past. acquired In haste
« « « hns been.” The ambigu-
ous word “acquired” in thus
repented. §f the museurn Is
nconsed of buying and exhibit.
ing “junk the publle should
at the same tima be Informed
that the museam is not alane
in s lack of good judgment
and perception,

In fairness the public should
‘be Informed that Chamberiain
is not only exhibited in mu-
asums but is owned and ex-
hibited in the world's greatest '
museums, including the -
ney Museum, the Mus
Modern Artof M . the
Sap Paulo Museum of Modemn
Art of Brazil, the Museum for
Contemporary Art of Dallas, |
the San Francisco Museum of
Arts, the Art Inatitute of Chis
cago, the Solomon R. Guggen=
heim Museum of New York,
the Tats Galiery of Londom,

Museum of Modern Art. 'I!JllI
is mot a complete list and

Killing stx milion Jews."
Moat peopls including newm.

paper staff conaider Hitler a

sndislle maning and not an ine

bitter point of view even ia
an arg oaluma,
~8. Brooks Barren
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T is only paint on mmmrﬁgmm.
canvas. The result o bl il s L iy
means something {0  yumble pi ol el e

you or it doesn't. But in to dying industries rather than
the world of art, with its

inner mysteries, nothing
is so simple.

picture be worth a
of a millien. But, let an

To take any kind of risk has
become regarded as irre-




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

The Museum of Modern Art Archives, NY pl/COMMS IVAIQ

@

AMERICAN MERCURY
OKLAHOMA CITY, OKIa

Communists and other leftists are conduct-
ing a wvast campaign of cultural warfare
aimed at weakening the mental and spirit-
nal outlook of the Western nations.

and Cultural

Subversion

F INTERNATIONAL, world-wide
dictatorship is the avowed aim of
Communism, then it is a simple de-

duction that the main rock on which
Communism can and will founder is
Nationalism. National liberty is an es-
sential bulwark for the preservation of
individual liberty.

While Communism seeks, therefore,
to undermine Nationalism by prognosti-
cating and promoting “class warfare,”
it also seeks to undermine the indivi-
dual’s personal and racial pride by a
campaign aimed at weakening the men-
tal and spiritual outlook of the Western

34

By PETER PERRY

nations. While Russia and China seek
to use art to strengthen the solidarity of
the socialist world, Communists and
“leftists™ esconsed within our own camp
consciously strive to destroy the ancient
forms of art, music, dance and especially
literature since these affect the mental
and spiritual outlook from which the in-
dividual’s sense of individual and na-
tional pride is derived.

Nationalism is Rallying Point

This cultural onslaught is based on
the accurate realization that National-
ism, and indeed the sense of race that

. goes unconsciously with all Nationalism,

is the only real rallying point around
which those who love freedom may unite
to guard their personal liberty against
the terrors of world-wide despotism. And
since Nationalism is rooted in a con-
sciousness of tradition, a personal pride
and self-restraining dignity and an ideo-
logical and practical belief in realism
(which springs from a love of Nature
and an antipathy to perversions of all
kinds), these three attitudes are the
prime target of all cultural subversion.
Thus Western art, from the early
days of Teutonic and Keltic romance,
through the high cultures of ancient
Greece and Rome, the flamboyant beau-
ty of the Middle Ages, the refinement
of the Renaissance, right down to the
beginning of this century, was unde-
niably one of respect for tradition, of
realism and love of the natural, and of |
the dignity of Man. |

THE AMERICAN MERCURY |
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Today, doctors have great success in
curing acute cases of bursitis with deep
x-ray therapy or with injections of novo-
caine, which are flushed into the shoul-
der bursa and then drained, taking the
soft calcium with them.

Cortisone, also, has produced drama-
tic cures, Doctors have reported cases
such as a woman who had suffered four
agonizing years with bursitis and at-
tained complete relief in one day,
thanks to cortisone. But, as in the case
of arthritis, doctors cautiously point out
that the wonder hormone sometimes
only brings relief and not a complete
cure, particularly in cases of chronic
bursitis.

Chronic bursitis, however, is in a
class by itself. It is a disease striking
specialists. For that reason, whole string
sections of orchestras have been deci-

WINTER, 1968

mated when men who play instruments
requiring bowing have succumbed to the
aillment.

Activity Agravates Condition

Occupations have given their names
to forms of bursitis, as “miner’s elbow”
and “housemaid’s knee,” Unfortunate-
ly, these people must continue at work
which constantly aggravates inflamed
bursae.

A standard cure of miner's elbow is
to cut out the offending bursa, which
has developed because of the special
strain that the miner puts on his arm.
But there is no guarantee that the bursa
won't grow back once the miner returns
to work. This is the reason why bursitis
is chronic—but usually only for a spe-
cial group of people.

In the world of sports, “glass arms”
and “tennis elbows”—both forms of
bursitis—are common. In the early
days, tennis players were always cut-
ting and chopping at the ball rather
than working it as champions do today.
Those early players developed tennis
eibow much more frequently than we
do now. In fact, some of them would
quite proudly display a great lump of
muscle which would develop on their
forearms from the tense, strained way
they played.

If you develop tennis elbow, study
the game you are playing. Make sure
that your strokes are smooth—that any
tricky cuts or chops aren’t putting an
extra strain on your arm,

Naturally, you can’t avoid an acci-
dental blow on your arms, shoulders or
legs. The acute bursitis which sometimes
results, while painful, can be cured
completely and quickly. On the other
hand, you can avoid doing everyday
tasks, such as ironing or driving a car,
in awkward positions. You can always
rest your arms, or use pillows to obtain
a more comfortable position in the driv-
er's seat. Whether you're rowing a boat
or beating an egg, a relaxed kind of
coordination will keep bursitis away.

isJ
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Perverted and Distorted Art

In direct opposition to this European
racial tradition, “modern” art forms —
which today dominate the Western
world—are consciously anti-traditional,
they oppose any and every concept of
human dignity, preferring always the
perverted, imperfect, distorted and psy-
chiatric forms to normal healthy forms,
and consistently and studiously avoid
and eschew all contact with realism.

Let us glance briefly at the various
art and culture forms, to judge the truth
of these charges, starting with painting,

Realism is absolutely forbidden in
“modern” painting and so-called “ab-
stract” art forms are regarded most
highly. These lead the mind away from
Nature, and in consequence away from
the simple realities of race, heredity,
eugenics and nationhood. The absurdi-
ties of modern “abstract” art are direct-
ly contrary to all the traditions of West-
ern art forms over the last two millenia,
which have always been realist and Na-
ture-loving even to the extent of seeing
God in every aspect of Nature.

Again, the terminology of contempor-
ary art critics is consistently “psycho-
analytic” Freudian, and art as a social
or community function has been re-
placed by the idea of art as a reflection
of the individual artist's mind—so that
the abnormalities of the artist’s mind
become more highly valued than the
normalities. Modern paintings and mod-
ern art no longer have any meaning for
the community or the Nation, it is no
longer any way a folk-product, nor even
an aristocratic-product. It is merely a
fantasy of the deluded—or at least it
honors these fantasies more highly than
it does more widely acceptable works.

Modern Art is a Fraud

common man who revolts against
these aesthetic perversions is ridiculed
as being artistically ignorant and imma-
ture, while the educated man who re-
volts against them is regarded as being
unimaginative and reactionary. Yet

WINTER, 1968

prizes have been awarded for “mod-
em,” “abstract” art comprising a few
daubs of paint smeared on a canvas by
an ape (this in Sweden), and prizes
have been awarded for “depth of vi-
sion” in an “abstract” painting by a
two-year-old, whose father submitted it
as a hoax (this in California), and “ab-
stract” works of art have even been
hung upside down in art galleries, and
admired by thousands, until an indig-
nant artist pointed out the error, which
he alone could recognize (this in Lon-
don).

The whole apparatus of modern art
“criticism” is a complete farce and a gi-
gantic fraud perpetrated on the public.
Only in architecture, where Nature still
demands some recognition of reality (if
only through the physical laws of engi-
neering), do we find an art form which
is relatively sane and “normal,”

Whereas European art traditionally
adopts a realistic approach to sculpture,
modern sculpture of the Epstein variety
has deliberately eschewed realism and
in the process has succeeded in debas-
ing and distorting the human form. In
particular, this is true of the human
face.

Modern sculpture opposes all tradi-
tion, destroys any sense of human dig-
nity, and by evading realism and re-
placing the fine Nordic features of tra-
ditional Western sculpture with faceless,
raceless caricatures of humanity at large
it flies in the face of race-consciousness,

Who, looking upon an ancient Ro-
man sculpture of Julius Caesar, or a
Hellenic representation of Alexander
the Great, cannot but be impressed by
the fine race type which these personali-
ties represent—indeed the very purpose
of the sculptor has been to bring out the
aristocratic caste of their features, and
to convey the racial dignity which char-
acterized their visage,

A love of Nature or Realism, is a
love of Truth and traditional European
art was rooted in the idea of the Good,

35
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the True and the Beautiful and re-
garded these terms as virtually synony-
mous. But who, contemplating an Ep-
stein monstrosity of the type chosen to
ornament so many of our churches
could deduce any message except that
the face-less, race-less “unmity” of man-
kind so beloved of Communist propa-
ganda. Modern sculpture does not dare
to be realistic, for realism in sculpture
means the portrayal of race as an artis-
tic ideal: and that is entirely antitheti-
cal to Communist ideology.

Music Now Jungle Rhythm

In music, the characteristic of Euro-
pean music has traditionally been melo-
dy, but today “tunes” are “out,” and
their place has been taken by jungle
rhythms. While melody is an intellectual
element in music, appealing to the high-
er senses, jungle rhythms, by their very
sensuality, appeal more directly to prim-
itive instinets in an undisguised form.

What young White teen-ager, en-
gaged in the limbo, watusi, the frug or
any of the other sensual jungle “dances™
can retain any sense of personal pride
or ethnic identity? The European form
is inherently unsuited to this type of
gyrating dance, and appears only ab-
surd when engaged in them. Other races
can master them with that natural grace
with which Nature has endowed all spe-
cies, when engaged in activitics which
harmonize with their heritage and ge-
netic endowment. But not the European,

Literature Glorifies Evil

In fiction, the idea of a hero and a
heroine, dignified, noble and ideal, is
now extinct. Instead, “modern” litera-
ture seeks to stress the weaknesses and
imperfections of individuals, to ridicule
all that is noble and generous, to spread
despair in the ultimate triumph of Good,
to advocate the fullest indulgences of
the senses as being the “broad” way of
life, to excuse and justify crime, selfish-
ness and perversion, to glorify indecen-
cy and fraud.

Clearly, a study of the state of West-

36

ern culture reveals the onslaught against
Nationalism. But how has this come
about? Is it all part of an overall plan?

Until the last century, art has his-
torically been subdivisible into two main
streams: folk art, and that more refined
“professional” art supported economical-
ly by the aristocracy of each successive
age, and produced under the direction
of that aristocracy. We may therefore
use the terms, folk art and aristocratic
art. The main difference between the
two was that folk art was the more
spontancous and the simpler, while aris-
tocratic art was more refined and was
consciously based upon a careful study
of historic art forms and accumulated
art experience.

International *'Art"’ Producers

But the infiltration of Fabian ideas
into Western political concepts over the
past seventy years resulted in the de-
struction of the old aristocracies of Eu-
rope, and in consequence the world of
art lost its established patronage. The
professional artist therefore became de-
pendent upon the “art dealer,” the *‘art
promoter” and the “art critic” for his
livelihood.

Meanwhile, the influence of mass en-
tertainment and communications media,
has obliterated spontancous folk art,
and as a result we have fallen under
the control of international “art” pro-
ducers—Hollywood being a classic ex-
ample of culture control by an “art in-
dustry™ comprising individuals who, as
a group, reveal an unduly high propor-
tion of active Communist sympathizers.

For those who would doubt that “sub-
version” in modern art is somehow or
other associated with “liberal,” socialist
and even Communist-minded indivi-
duals, we can only ask them to compare
the politics and art forms of individual
artists and art “promoters.” Even the
most perfunctory study reveals the con-
nection between leftist ideologies and
“modern” art forms.
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