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When we talked about the history of the
Museum some months ago, you asked me what I thought
was the outstanding achievement of the years I was
President. I could not give you an lmmediate answer
and on reflection I think this was due to the extra-
ordinary variety of the Museum's activitlies. It
is possible to select the most important painting
acquired in a certain period; it is harder if the
choice is not limited to pailntings but includes
other objects of art such as Greek statues, Roman
bronzes, Chinese porcelains and American silver,
but it is almost impossible when one must include
major changes in the Museum's bulldings, a reor-
ganization of its business practices, the initia-
tion of important new services and vast changes
in its educational and curatorial methods. Such
disparate activities are not really comparable,
Maybe the best way to give you an idea
of what happened during my presidency will be to
11st the major events in the various fields of

Museum work. I will not attempt to describe the
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1tems in detail but will deal with the following
topics seriatim, the period being in each case
from the spring of 1947 to the fall of 1964:
I. Acquisition of art works
Reconstruction of Buildings
Finances and Business Administration
Education and Curatorial Reorganization

New Activities and Policies

I. Acquisition of Art Works

Gifts and bequests together with pur-
chasee are the principal means by which the
Museum's collections are enlarged., Sometimes
objecfs are acquired singly and sometimes in groups
or collections. The period under review was nota-
ble for the number and importance of the latter
given or bequeathed by eminent collectors. They
inelude:

(1) The Jules S. Bache Collection, 014

Master paintings, objects of art and

18th Century French furniture.

The Julia Berwind gift. 18th Century
palntings.

The Samual H. Kress Collection. French
18th Century decorative arts, including
the Hillingdon Collection of Sevres
porcelains and the Gobelin tapestry
room from Croome Court.
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The Sam H. Lewlsohn bequest, including
masterpieces by Van Gogh, Seurat, Gauguin
and other artists.

The William Church Osborn legacy of
important examples of the work of Manet,
Gauguln, Pissaro and Monet.

The Gustave Pfeiffer Collection of chess-
men and related material.

The Irwin Untermyer Collection of English
decorative art, porcelains, bronzes, and
silver, given by Judge Untermyer in 1964
subject to his retained life estate.

The Thornton Wilson Collection of European
porcelains given in memory of his wife
Florence Ellsworth Wilson.
Many single obJects were acguired by gift
or bequest but the most important were purchased
by the Museum, They include:
Rembrandt's "Aristotle Contemplating
the Bust of Homer", bought at the Erickson
sale.
A statue of Aphrodite, a Roman copy of

a Greek original and closely related to
the Venus de Mediei,

A Raphael drawing of the "Madonna in the
Meadow" with a study of a male figure

on the verso, The first drawing by this
master to be acquired by the Museum and
one of the very few in America.

A number of Early Near Eastern objJects,
including a black balsite statue of
Gudea of the third millenium B.C. and
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a number of Achaemedlan objects made
of gold or silver, some inscribed in
cuneiform with the names of Xerxes and
Artaxerxes.

Caravaggio's painting of a group of
muslicians that was unknown to scholars
but clearly belongs to the series
painted for his first patron, Cardinal
Bourbon del Monte.

A Velasquez study for his equestrian por-
tralt of the Duke of Olivares in the Prado.
Bought from the Earl of Elgin,

Georges de La Tour's "Fortune Teller",

an unusual daylight scene of a lay subject
by this long-unappreciated master whose
paintings are generally of religious
subjects illuminated by candlelight.

The most important additions to the

Cloisters collection were bought out of

funds provided by Mr. John D. Rockefeller, Jr.
They are, therefore, treated as a sepa-

rate group, as follows:

(a) Two illuminated French manuscripts
of the first aquarter of the 15th
Century, bought from Maurice de
Rothschild.

(b) Several panels of the "Nine Heroes"
tapestry, which, with the panel pre-
viously owned, glves the Museum
almost two thirds of one of the few
surviving masterpleces of 1l4th Century
French tapestry.

The statue of the Virgin from the
cholr screen of the Cathedral of
Strassbourg., Thls statue was iden-
tified by James J. Rorimer when he
was Curator of The Cloisters,
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A gold and enamel reliquary from
the Rochschild collection.

The Merode altarpilece.

The Bury St. Edmunds walrus ivory
cross. A 12th Century English cross
of the highest quality and in extra-
ordinary condition.

The Apse from Fuentiduena, A
Spanish Romanesque apse acquired
after twenty-five years of negotia-
tion as a loan from the Spanish
Government and with its permission
dismantled, shipped to New York,
and re-erected as an addition to
the Cloisters in Fort Tryon Park,

The Antioch Challce, which was
purchased in 1950.

II, Reconstruction of Builldings

Work on the Museum's bulldings continued
throughout the entire period under review and is
still in progress.

When Francles Taylor became Director in
1940, it was evldent that the modernization of the
Mugeum's bulldings was imperative, No addition

or major improvement had been made in over fifteen

years, The older bulldings had ne hot running

water, there was no ventilating system, the galleries
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were heated by cld-fashioned steam radiators that
could not be readily adjusted; in winter they
produced an excessively dry atmosphere, and in
summer there was no way to prevent excessive humidity.
A number of skylights leaked and in heavy storms
1t was not unusual to see buckets scattered about
certaln galleries, To make matters worse, the
Museum operated its own coal burning power plant
which produced a limlted amount of electric cur-
rent and the steam necessary for heating purposes.
It also produced a good deal of socot and dirt and
was an eyesore,

Architectural studies for a general
reconstruction of the Museum's complex of bulldings
were started in the early 1940s, but before any
contract could be let the United States became
involved in World War II and mll non-essential
bullding was prohibited. ©Shortly after the end
of the war, the preliminary plans were completed
and the City of New York was asked to appropriate
the funds necessary for construction. This request
was in line with previous practice, as the City had

agreed many years before to construct and maintain
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the Museum's builldings. It was, of course, impos-
glble to estimate with any degree of accuracy the
cost or the time that would be required to complete
the project, but the first estimates were in the
neighborhood of $8,000,000 to be spent in three
years. Robert Moses, who was Park Commissioner

of the City of New York and also an ex-officio
Trustee of the Museum, took the position that the
City could not afford to pay the entire cost of
rebuilding the Museum's buildings and suggested
that the Museum assume 50% of the cost. He also
insisted that not more than $1,000,000 of the City's
share should be ineluded in its Capital Budget for
any single year, Thils last restriction compelled
the Museum to divide the reconstruction program
into several stages and to take one step at a time,
As each step took several years, the resulting
delay ran into decades. The first stage of recon-
struction was not completed until the late fall

of 1953, and the total cost was substantially
higher than the origlnal estimates, since prices

and wages rose raplidly in the post-war period.
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As the work progressed, the reconstruc-
tion program was modified as circumstances requlred,
At one time, an area was reserved for the proposed
new home of the Whitney Museum of Ameriecan Art,
That institution had agreed to an arrangement that
contemplated i1ts close association with the Metro-
politan. This plan was abandoned when the Whitney
Museum terminated the agreement in 1952,

The idea of developing a general plan
for the future of the Museum, which was implicit
In the preliminary studies, gradually became sub-
ordinated to the possibility of getting City approval
for particular projects. This tendency became more
marked when Rorimer succeeded Taylor as Director
in 1955, possibly because Rorimer took a great
personal interest in architectural matters and
preferred to have only one project in hand at a
time. In any event, the ten years that followed
the completion of the first stage of reconstruction
in 1953 saw the initiation of a number of important

but unrelated projects. After 1955, there was no

overall planning for the future needs of the Museum,

I will not attempt to describe in detail

the many bullding operatlions that marked this period.
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Joe Noble or Art Klein can tell you precisely what
happened. I will merely list the more important
items in roughly chronological order, They are:

(1) Modernization of two thirds of Wings A,
B, and C. (By modernization, I mean the
reconstruction of walls and ceiling;
improved lighting, both natural and
artificial and the introduction of
adeguate alternating current; improved
heating with thermostatic controls and
forced ventilation so as to control
temperature and humidity with ducts
sufficiently large to take care of air
conditioning at a later date; replacing
or resurfacing all floors, and redecora-
ting and re-equipping all galleries and
office space.

Construction of a new wing (Z) connect-
ing the Morgan Wing with the northerly
wing on Fifth Avenue,

Modernization of the southerly wings on
Fif'th Avenue including:

(a) the construction of a mezzanine
f'or the Executive O0ffices, the
Board Room and the Staff Dining
Room;

(v) the ereation of galleries on the
second floor for Special Exhibitions
and the Greek and Roman Department;

the installation of the Restaurant
and the Treasurer's Offices on the
Main Floor; and

the locatlon of the Children's
Museum, the snack bar, and tempo-
rary quarters for the Print Depart-
ment in the basement,
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Rebuilding the obsolete lecture hall so
as to convert it into a modern 700-seat
Auditorium with excellent acoustics,

Installation of new electrical and heat-
ing systems including substitution of
alternating for direct current and street
steam for heating. These changes allowed
the Museum to dismantle the old Power
House,

Bullding a public Parking Lot south of
the Museum, This improvement was paid
for entirely by the Museum and has
proved a good investment as well as a
great convenlence,

Replacing the Library with larger and
better-equipped facilities. The new
building provides space for the future
growth of the Museum's outstanding col-
lection of art bocks, better reading
rooms, and a number of carrels for
students., It also contains (a) offices,
exhibition gallerles, study rcooms, and
storage for the Print Department and its
collections, (b) the same type of facili-
ties for the Drawlngs Department, and
(c) space for the installation of the
Spanish Renaissance Patio from Velez
Blancos.

Replacing with steel beams the defective
second floor of Wings E and H on Fifth
Avenue north of the main entrance. This
condition was discovered in 1959 and the
Museum was compelled to close the upper
floor galleries throughout this area.
Although an emergency appropriation was
authorized by the City, the cumbersome
procedure appllcable to publie buildings
caused long delays. The wing nearest

to the main entrance was reopened in 1964
and work on the more northerly wing is
still in progress.
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uilding a new central Service Building

on the site of the o0ld Power House, This
provided modern quarters for the Museum's
employees; including locker rooms, recrea-
tion areas, and a snack bar, as well as
space for some of the Museum's repair shops
and quarters for the Paintings Department's
restoration laboratory. This building also
contains a large part of the Museum's air-
conditioning machinery.

Alr-conditioning the European Paintings
Galleries. A much needed improvement of
the most crowded and popular galleries.
This was an important step in the program
of air-conditioning the entire Museum.

During the period under review, most of

the Museum's collections were relocated or completely

rearranged. These changes invariably involved special

cases and lighting and sometimes required special

construction. The Departments affected were:

(1)

Greek and Roman, main floor and second floor
Ancient Near FKast
Medieval, including the Treasury

European Decorative Arts, main floor and
basement

Arms and Armor

Egyptian Jewelry

Altman Collection

Rache Collection

Period rooms, including Lansdowne Dining
Room, Croome Court Tapestry Room, Kirtling-
ton Park Dining Room, de Tesse Salon,

Crillon Boudoir, Bourdeaux Music Room, and
the Paris shop front
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(10) Chinese Statuary and Porcelains
(11) TIslamic Collection (partial installation)

(12) American Paintings (partial installation)

There were also building operations at the
Cloisters. These consisted of a complete renovation
of the exterior, a repointing of all masonry Jjoints

and the treatment of the exposed stonework with water-
proofing and preservative substances,

added by excavating a further part of the southerly
basement and an air-conditioned gallery was built

for the exhibition of the Merode altarpiece, The

most important project, however, was moving the
Fuentiduena Apse from its original site in central

Spain and re-erecting it as an addition to the Cloisters.
To connect it with the existing buildings, a short

nave was constructed north of the main entrance and

the basement under this nave and the apse were used

for much needed staff guarters.

TIT. Finances and Business Administration

The 1947-1964 period witnessed a surpris-
ing development of public interest in the Museum and
a great expansion of its activities. This necessarily

inereased its operating expenses. The rate of this
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increase was disproportionate to the number of
employees added to the ff because the postwar
Years saw a rapid and s ;ained demand for higher
wages and salaries and for fringe benefits that were
unknown in earlier years Il will not discuss in
detail
operating accounts, as the Treas
each year is available in printed form. It is inter-
esting, however, to note a few comparative figures.

the annual appropriation for

payable to retired and

equivalent

was #704,627.

operating income of the Museum in 1947 was $1,963%,470

and its operating expenses were 1,944,100, In 1964,
the same figures were 15,280,50% of income and
$4,802,832 for expe 5, and in 1967 they were
86,496,767

's income increased

This was due to a

i calendar year
counting purposes,

& those for the first
nnual basis.
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number of faectors of which the prinecipal ones were
) more generous support from the City of New York,

whieh increased its ypropriation for maintenance

from # 206, in

received substantiazl gifts
beguests for endowment during the period. Their
monetary wvalue amounted to #31,53%9,000. Among the
larger items were:

(1) Mr., John D. Rockefeller, Jr.'s gift in
1955 of

(2) Mrs., Catherine Wentworth's legacy in 1948
of 4,500,000

(3) Mr., Edwa 5, Harkness's legacy in 1940
of |

(4) Mr. Thomas W. Lamont's legacy in 1948
of #1,000,000

Mr, William Nelson Cromwell's legacy in
1948 of #1,000,000

Mr. Arthur Curtiss James's legacy through
the James Foundation amounting to #4,100,000

Mr. Harry Payne Eingham's legacy in 1985
of #500,000
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(8) Mrs. Helen E. Foulds's legaey in 1959 of
44,100,000

(9) Mr. Chester Dale's legacy in 196% of #500,000

In the early 1940s, an important change
was ‘made in the method of handling the Museum's port-
folio of investments. Frofessional advisors were
retained to consult with the Finance Committee, which
consisted of the President, three Trustees, and the
Treasurer. The wisdom of this move was demonstrated
during the period under review. The market value of
the Museum's endowment funds at the begirning of 1947

$46,230,060, On June 30, 1964, it was #$147,166,367.

Thet latter figure includes $28,53%2,000 of realized
capital gains:and $52,470,000 of unrealized apprecia-
tion. In the interval, the Museum expended approxi-
mately #9,425,000 for capital improvements and
$4,061,000 for extraordinary expenses.' The latter
sum was charged to the excess of operating income
over operating expenses.

Tneluded in the endowment funds of the
Museum are substantial sums held for special pur=
poses. Most of these: represent gifts or bequests

for the. purehase of works of art and the usual
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restriction is that only the income of the gift can
be used for the designated purpose. In the period
under review, these funds and others donated for the
purpose were used to buy works of art costing in the
aggregate #23,700,000. Appendix A shows these ex-
penditures year by year and the amount spent for

each curatorial department in each year,

These

achieved unless
| NOTE (p., 16
Museum had been
The figure of $23,700,000 1

to realize the to verification. The total wag 2323§Ct
from the Annual Reports, which

tions prior to Cloisters acquisitions ':Jith phy:l:?gaiump
improvements. This data shoulgd be

of the purchasi checked with the Treasurer's records

Each curatorial

had its own gal

its quota of en

pertaining to that department. While there was a
budget, it was entirely flexible and sums appropri-
ated for one purpose could be used for other purposes
on the authority of the Curator concerned. There
was no central supply system and no accountability
for supplies when once purchased. It was not sur-

prising, therefore, that deficits occurred frequently
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restriction is that only the income of the gift ean
be used for the designated purpose. In the period
under review, these funds and others donated for the
purpose were used to buy works of art costing in the
aggregate $23,700,000. Appendix A shows these ex-
penditures year by year and the amount spent for
each curatorial department in each year.

These financial results could not have been
achieved unless the day-by-day operation of the
Museum had been put on a business basis, It is hard
to realize the ineffieciency of the Museum's opera-
tions prior to 1940. There was no overall control
of the purchasing of supplies or the use of manpower,
Bach curatorial department was a separate entity that
had its own galleries, workshops and storerooms, and
its quota of employees who worked solely on tasks
pertaining to that department. While there was a
budget, it was entirely flexible and sums appropri-
ated for one purpcse could be used for other purposes
on the authority of the Curator concerned. There
was no central supply system and no accountability
for supplies when once purchased. It was not sur-

prising, therefore, that deficits occurred frequently
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or that the Trustees were often called on to make
special donations near the end of each year.

One of the first tasks faced by Francis
Taylor was to organize a system of control over
spending and the use of personnel. This proved to
be a difficult undertaking, as most of the Curators
were older than Taylor and were unwilling to give up
their prerogatives. Frogress was also impeded by
the declaration of war in December 1941, The Museunm
remained open during the war years, although all of
its finest art works were stored out of town. This
required a kind of dual operation. Part of the staff
worked in and guarded the storehouse, a large man-
sion surrounded by a private park on the outskirts
of Philadelphia, and the other part kept up a skel-
eton operation in New York. These unusual conditions
tended to break down some of the older practices and
to a certain extent helped Taylor to centralize con-
trol in the office of the Director. While a number
of preliminary steps were taken during this period,
it was not until the postwar years that the administra-
tion of the Museum could be thoroughly revised. Two

things were mainly responsible for this result.

First, the end of the war made it possible for the

=10~
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Museum to recruit younger men and women to replace
those who had retired from curatorial posts. This
was a vital necessity, as comparatively few trained
art historians had joined the staff of the Museum

in the years immediately preceding Taylor's appoint-
ment, Many of the younger men who joined the Museum
staff in the postwar period had served in the armed
foreces and were accustomed to large operations and
few of them were familiar with the archaic methods
of the old Metropolitan. Second, in the spring of
1947, the Museum completely revised its Constitution
and By-Laws. The basic theory on which this revi-
sion proceeded was that efficient management required
the establishment of definite goals for each regular
activity and that the amount of manpower and expense
needed to attain these goals should be estimated in
advance and incorporated in a detailed budget show-
ing separately the salary of each employee and the
anticipated expense for supplies needed to allow

each department to fulfill its allotted task., This

budget, when approved by the Trustees, could not be
increased nor could appropriations be transferred

from one purpose to another without formal action by

+he Board or the Executive Committee. Such a rigid
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system may appear unnecessarily cumbersome to those
accustomed to ordinary business practices, but they
overlook the fact that in non-profit enterprises
there is no method of currently testing the efficiency
of management. A business organized for profit knows
daily, weekly or monthly, its gross sales, its margin
of profit, and its net income or loss, and it is easy
to compare these figures with the results obtained

in prior periods and also with the operations of
competitors. There is, therefore, a constant check
on how well the business is being run. In a non-
profit institution, incentives to careful management
and tests of efficiency must be devised and the sys-
tem adopted by the Museum was the setting up of
definite goals by which each department could tell
whether it was doing better or worse than expected.
In any event, the new budgetary practices proved
remarkably effective and the Museum thereafter

operated at a profit. The aggregate net operating

income for the period under review was #5,791,649.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

Tomkins IV.B.18

The Museum of Modern Art Archives, NY

IV. Education and Curatorial Reorganlzation

While the Museum had long maintained
friendly relations with the New York City publie
school system and had encouraged visits by school
children, no particular effort had been made to
supply special facilitles for the use of school
classes, Francis Taylor toock a great interest in
this situation and was concerned by the growing
practice of schools sending large classes of very
young children, often for visits lastling several
hours. He felt, with some justification, that the
children would become too tired to enjoy what they
were seeing and might therefore develop a long last-
ing prejudice against the Museum. After studying
what other museums outside of New York were doing
for school children, Taylor developed a program
which he called the "Junior Museum", It became a
reality during the war when space became available
as a result of the decision to store a large part
of the Museum's collections out of town, The original
installation included a small auditorium, a gallery
fitted with small tables and benches that served as

a lunchroom as well as a study hall, and rather

primitive cloak rooms and toilet facllitles, This
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area was decorated with temporary exhibitions designed
to appeal to children and to prepare them for what
they would see when they toured the galleries. Natu-
rally the number that could be accommodated was
limited and a system of planning school visits well
in advance had to be developed. This allowed the
Museum to restrict both the number and the age of
school children who visited the Museum. It was not,
however, a complete solution of the problem, as a
growing number of schools of all types in New York
City and its suburbs began to use the Museum,

The success of the Junior Museum in its
temporary guarters led to the inclusion in the
Museum's reconstruction program of an area designed
especially for the use of school children. By plac-
ing it at the southern end of the buildings on Fifth
Avenue and on the floor below the new Museum Restaurant,
it was possible to develop an efficient snack bar for
the children as well as an auditorium, a library, a
reading room, and exhibition galleries. There was
also a separate entrance with adequate cloak rooms
and other facilities. Finally, this new entrance
opened onto the roadway leading to the parking lot
so that the buses bringing school children to the
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Museum could load and unload in a protected area.
This reduced the risk of an accident and also improved
traffic on Fifth Avenue. The use of the Junior
Museum has expanded rapidly since it was opened in
1954, No separate statistics are maintained in
regard to attendance, as it is an integral part of
the 82nd Street building and attracts many adult
visitors as well as children, However, the number
of appointments made for visits by school classes
has grown steadily throughout the years.

In the field of adult education Taylor
greatly developed the lecture program and also urged
that art students be taught in the galleries where
they could refer directly to the works of art that
were being discussed. He was a firm believer in the
ability of all types of people to "train their eyes"
by looking at great works of art. As soon as post-
war travel was possible, he initiated a program for
sending the members of the Museum's curatorial staff
abroad to visit the great collections of the European
museums, This has become a permenent feature of the
Museum's work, Taylor also encouraged close rela-

tions with the Art Departments of Columbia, Fordham,

and New York Universities and gradually built up the




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY Tomkins IV.B.18

use of the Museum and its libraries for courses given
by these great New York educational institutions.
I like manner he encouraged members of the Museum's
staff to acecept teaching appointments and this cross-
fertilization between the academic and Museum person-
nel has proved most helpful in breaking down the
Jealousies that used to exist between these two types
of art historians,

Prior to 1940, the Museum had only taken
an occasional interest in music, Over 2 period of
years starting in 1889, Mrs. John Crosby Brown had
given the Museum a great collection of musical instru-
ments but, aside from an occasional concert in which
one or two of the four thousand instruments were
played, they were neglected albeit they were exhibited
in large cases on the ground floor of the Museum.
When Taylor became Director, the instruments were
visibly deteriorating, as they had been kept in dusty

cases for many years., Taylor recognized the immense

importance of this collection, which, of course,

increased as the war destroyed some of the famous
European collections. He persuaded the Trustees to

allocate funds to put the instruments in order and
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was fortunate enough to find Emanuel Winternitz, an
Austrian war refugee, who was a devotee of ancient
music and old musical instruments. Through Winter-
nitz's efforts, the Crosby Brown collection was
catalogued and put in playable condition, In this
process the extraordinary quality of the collection
became apparent and led to a revival of interest in
medieval music. A number of specialized concerts
were held even before the Museum's Auditorium was
rebuilt, and they were so successful that an insistent
demand developed for the production of unusual musi-
cal programs. Through the years, many different types
of music have been presented, but the emphasis has
been on works that could not be produced on a com-
mercial basis and on the work of young artists who
would not otherwise have had a New York audition.
These musical activities have been surprisingly suec-
cessful and have brought to the Museum a substantial
number of loyal members. They have also disclosed
the intimate connection of the fine arts with musical

instruments and the extent to which well known artists

have applied their talents to embellishing all types

of instruments. New methods of exhibiting musical
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instruments are under study and the public may soon
be able to hear as well as to see the older forms
of instruments from which our present ones have
developed.

Among the original objectives of the foun-
ders of the Museum was the hope that the arts might
influence industrial design. The 1870 Charter
expressly states that one of the Museum's purposes
shall be "the application of arts to manufacture and
practical life". Various methods of achieving this
end were tried. Special exhibitions and lectures
were planned to encourage various industries to use
the resources of the Museum in improving their prod-
ucts. But all these efforts were sporadic until
persons interested in the Costume Institute, which
had been created for the purpose of developing New
York City as a center of the dress trade, suggested
that it might become affilisted with the Museum.

Taylor took a great personal interest in this pro-

ject and did everything he could to encourage the

closest possible relations between the Costume Insti-
tute and the Museum, From a rather loose working

arrangement, his enthusiasm led ultimately to the
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Institute becoming an integral part of the Museum.
Taylor hoped that the success of this venture would
establish a pattern for industrial support of the
Museum, This hope may be realized when the new quar-
ters of the Costume Institute are opened in 1970.

The reorganization of the curatorial depart-
ments presented Taylor with many difficult problems.
When the Museum was first organized, the Director
was the curator of every department and this simple
monolithic structure continued until the growing
importance of certain collections made it necessary
to hire specialists. This led to the creation of
departmental subdivisions. B8tep by step, different
fields of specializetion were set apart, but not in
accordance with any preconceived or logical plan.

In some cases the scope was geosraphical, as in the
case of the Department of Far Eastern Art; in others
it was historic, as in the case of the Department of
Greek & Roman Art, Occasionally, it was the purpose
for which the objects were used, as, for instance,
the Department of Arms & Armor and the Costume Insti-
tute. Finally, there were some departments that were

based on the technigue used in making the objects

collected, which was the case in the Departments of
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Prints and of Drawings. The haphazard way in which
the curatorial departments developed made any change
surprisingly difficult. Each department had its own
galleries, storerocoms, and specialized personnel,
and many of the older departments had separate files
and separate collections of books that were not con-
gidered part of the Museum's Archives or Library.
As noted earlier, Taylor even had difficulty in mak-
ing the curatorial departments cooperate with each
other. The consolidation of certain common activi-
ties and the centralization of services was accom-
plished only slowly and at the cost of a good deal
of hard feeling. Taylor, however, hoped that ulti-
mately he would be able to establish the curatorial
departments under five main divisions dealing,
respectively, with (1) American Art, including
Fainting, Sculpture and American Decorative Arts,
(2) the Ancient Arts of the Mediterranean Basin,
inecluding Egyptian, Greek, Roman, and Ancient Near
East, (3) the Graphic Arts, including Paintings,
Drawings and Prints, (4) Oriental Arts, including
Chinese, Japanese, Indian, and Islamic Arts, and

(5) the Decorative Arts, with particular emphasis
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on the way these arts had developed in Western
Europe. He recognized that these divisions could
not be rigidly enforced and that ultimately provi-
sion would have to be made for Pre-Columbian Art

and the original arts of Africa and the Southwest
Pacific. But these long term aspirations were never

achieved,

V. Miscellaneous New Developments

1. International Toan Exhibitions

One of the unexpected results of the war
was that thousands of Americans were able to see in
their own cities some of the greatest works of art
that had long belonged to the national collections
of European countries. This unique opportunity
occurred because all the most famous collections had
been put in hiding at the beginning of the war. They
therefore survived the bombing that damaged many
European cities and even some of the best known
museum buildings. At the end of the war, the hidden
collections could not be immediately reinstalled in
their customary places of exhibition and, in the
interim, there was an opportunity to organize unusual

international loan exhibitions, One of the first was
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an exhibition of French tapestries that was sent to
London in 1946, It was an astonishine success, as

it showed in one exhibition tapestries that had been
in the great national museums and in some of the
great church collections. It subsequently was loaned
to Belgium and then, through the initiative of Francis
Taylor, it made a visit to the United States, being
successively shown in New York, Chicago, and Boston.
Even before the tapestries were shown, the Museum
had been privileged to show a small but very inter-
esting exhibition of the works of Hogarth, Constable,
and Turner, which the British Government sent to New
York in the winter of 1946-1947. Both these exhibi-
tions attracted enthusiastic audiences and the Metro-
politan became one of the principal organizers of
this type of exhibition. Gradually a pattern was
developed. When an important loan from one of the
great national collections was under consideration,

a committee representing the American museums par-
ticipating in the exhibition would select the objects
to be loaned and these objects would be shipped to
the United States, usually on a United States warship

or a government-owned and operated vessel. Initially

they would be shown in the National Gallery in

=38
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Washington, and then in turn at the participating
museums, which generally included the major art
centers of the country. The State Department was
particularly helpful in all these arrangements and
s0 too was the National Gallery in Washington. These
international loans proved to be an invaluable con-
tribution to the appreciation of art in the United
States. Many national treasures were sent on tour
and it would have been impossible to persuade the
custodians of these famous objects to relinguish
them for long periods if the United States Govern-
ment had not sponsored this type of exhibition. The
list of these exhibitions in which the Metropolitan
participated, with an estimate of their New York
attendance, shows what an extraordinary service was
rendered to the publie.

(See Appendix B)

2. Domestic Loan Exhibitions
Among the problems arising immediately

after the war was what to do with the Metropolitan's
collections while the Museum was being reconstructed.
As noted above, a large part of these collections
had been stored out of town from 1943 to 1945, It
wags obviously foolish to reinstall them in their old

-30-
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galleries which would be modernized as soon as the
building program started. Instead of keeping many
thousands of objects in dead storage, it seemed
wiser to launch a program of making liberal loans

to other museums and institutions of higher educa-
tion. Comparatively few domestic loans had been
made in the years preceding the war and a trip around
the country by the President and Director in the
summer of 1947 soon disclosed the reason for this
lack of demand. Every institution visited described
the difficulty of persuading the staff of the museum
to approve the loan of worthwhile objects, This was
largely due to the fact that requests for loans had
been regularly referred to the Curator of the depart-
ment concerned, Invariably the Curator disliked the
idea of sending out of the museum's possession any
object belonging to his department. The easiest
ways of avoiding a loan were first to delay answer-
ing the request, and second to suggest that some less
important object be sent in place of the one reques-
ted, or, finally, to attach so many conditions to
the approval of a loan that the putative borrower
soon concluded that the Metropolitan was not inter-

ested in helping its sister institutions, It was
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not difficult to reverse this attitude. A sepa-
rate organization was set up in the Museum that
reported to the Directoer. All requests for loans
were referred to it and one of its main tasks was
to see that every application received a prompt

and courteous answer, Loans on generous terms

and for extended periods were offered to teaching
institutions as well as to museums, and this policy
helped many organizations which had only small
permanent collections. No restriction was placed
on the location of the borrowers and this service
soon grew to encompass the entire nation. In the
last five years of the period under review the
Museum loaned important objects to more than one
hundred museums, universities, and colleges each
year. A list of these loans appears in each Annual

Report.

2. The Three Museum Agreement

Early in 1947, the Museum made an effort
to coordinate the work of the major art museums
located 1n Manhattan. These were the Whitney Museum
of American Art and the Museum of Modern Art, both

of which emphasized the work of contemporary artists,
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The Metropolitan had never been particularly
active 1n thils field, However, between 1906 and
1911, it had received from George A. Hearn sub-
stantial sums, the income of which was restricted
to the purchase of palntings by living persons
who were citizens of the United States or by per-
sons born thereafter who might have become citi-
zens at the time of purchase. Counsel advised
the Trustees that the word "living" in the instru-
ments contrelling these gifts meant any artist
who was alive when the Hearn gifts were made or
who.wae born thereafter. The breadth of this
interpretation was disappointing to those who
wanted the income of the Hearn Fund to be usged
exclusively to encourage the work of artists who
were alive at the time the Museum purchased their
works of art. These people feared, with some
Justifieation, that most of the income would be used
to acqulre paintings by established artists who
had died subsequent to the date of Mr, Hearn's
gifts. Thils iIn fact became the practlice prior

to the appointment of Franels Taylor as Director
in 1940, He felt strongly that the available

funds should be used to encourage contemporary
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artists who had been particularly hard hit by the
economic depression of the 1930s,.

Realizing that the Museum had no depart-
ment of contemporary art, Taylor turned to the
Whitney Museum of American Art, which had for
years played an active role in developing the
younger generation of American artists, first
under the leadership of its founder, Gertrude
Vanderbilt Whitney, and thereafter under its direc-
tor, Mrs, Juliana Force. An informal agreement
of' cooperation was worked out between Taylor and
Mrs., Force by which the Metropolitan undertook to
allow the Director of the Whitney Museum to select
the paintings to be bought out of the income of
the Hearn Fund, After a short trial period, a
more comprehensive plan of affiliation was nego-
tiated. This grew out of the fact that the orig-
inal home of the Whitney Museum, consisting of
three private houses on West 10th Street, were
no longer adequate for its needs. The new agree-

ment of affiliation contemplated that the Whltney

Museum would become an integral part of the

Metropolitan and would ultimately move to an annex

bearing 1te name in the immediate vicinity of the
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southerly wing of the Metropolitan Museum., This
annex was to be sufficiently large to exhibit the
permanent collections of American painting and
sculpture of both museums and, in addition, was
intended to provide space for the annual exhibi-
tions of American art that had become an important
part of the Whitney Museum's program. Taylor also
envlisaged the possibility of moving the American
Wing and connecting it with the new Whitney Museum
gso that all forms of American art might be exhibited
in adjacent bulldings.

These plans were still in effect when
a tripartite agreement between the Metropolitan
Museum, the Whitney Museum, and the Museum of Modern
Art was negotiated in 1947. This contract ratified
the agreement of affiliation that already existed
between the Whitney Museum and the Metropolitan,
and included a cooperative arrangement with the
Museum of Modern Art, In the latter case the
Metropolitan agreed not to collect or exhibit
modern art during the term of the agreement; the
Whitney Museum accepted primary responsibility for

the collection and exhibition of contemporary
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American art, and the Museum of Modern Art under-
took a like responsibility in regard to foreign
modern art. All three museums agreed to lend
works of art to each other on generous terms.

In addition, the Metropoll tan agreed to help the

1
a

YOUnger muiseums {‘.:‘;?‘;’,—.l(liﬂ 1JI’.II-':F‘;'.;:'”“; f* its funds to
asslst their programs. In the case of the Museum
of" Modern Art, it agreed to purchase at their cur-
rent values a number of paintinge and drawings

1

that the Modern Museum was prepared to dispose
of" and to pay for them in five annual instalments.
However, these paintings were not to be delivered

to the Metropolitan until the termination of thi__“d_,ﬂ,«\é

agreement, The agreed price was($ikl,000_’ This

in effect provided the Museum of Modern Art with
a revolving fund which could be used to purchase
contemporary works of art. In the case of the
Whitney Museum, the Metropolitan agreed to allow
it to spend the income of the Hearn Fund in the
purchase of paintings complying with the Hearn
restrictions, but these too were not to be deliv-
ered to the Metropolifan until the termination of

the agreement, Thus, the younger museums were
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glven purchasing power to expand their collections
and were allowed to retain possession of what they
sold to the Metropolitan or had purchased with
its funds as long as the agreement remained in
force, To compensate for this advantage, they
severally agreed not to dispose of any work of
art without giving the Metropolitan an opportunity
to acquire 1t at 1ts current value., This protec-
ted the Metropolitan from having sericus gaps in
its collections--a situation that might have arisen
if the agreement remained in effeet for a number
of years.

Unfortunately it lasted only for the
Initial term of five years. There were two prin-
¢lpal reasons for the short life of this experi-
ment. In the case of the Museum of Modern Art,
the first was a growing sense of the importance
of a permanent collection and the fear that many
donors might feel that, since thelr cgllections
would some day fall into the orbit of the Metro-
pelitan, it might be wiser to give them to: that
museum in the first instance. The second cause

was the fear of some of the younger Whitney Museum
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curators that the affiliation would ultimately
destroy the independence of their institution.
This led the Trustees of the Whitney Museum to
hesitate about too close an association with the
Metropolitan. Once the idea of affiliation was
abandoned, the same fears that had assailed the
Museum of Modern Art in regard to losing their
permanent collections struck the Whitney Museum
Trustees with even greater force. It ds also
important toe note the influence of a fundamental
disagreement between Mrs. Force'!s successors and
Franeis Taylor as to the role a museum should play
in the development of contemporary art. Taylor,
following the traditional line of the art historian,
felt that the main function of a museum was to
preserve a comprehensive record of man's cultural
development, From his point of view, the prefer-
ence of the individual curator was immaterial,
since 1t was hls duty to be objeetive and impar-
tial in regard to all forms of art. The younger
generatlion of Whitney curators felt that a museum
should guide and influence the development of con-

temporary art and that its curatorial staff should
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encourage the trends that they considered desirable
and ignore those they disliked., This inevitably
led to emphasizing the work of particular artists
or schools of art and tended to put a premium on
novelty, sensationalism, an. p.opaganda.,

The fundamental nature of this disagree-
ment can best be appreciated by comparing the
great national exhibitions organized by Taylor
during and immedlately after the war with the
limited scope of the later Whitney annual exhibi-
tions. 1In all, Taylor organized four national
exhibitions that were held at the Metropolitan

Museum. The first was entitled "Artists For

Victory" and was designed to give American artists

an opportunity to show their work during the war
when so many private galleries were closed. From

the experience gained in this first exhibition,
Taylor developed the 1dea of having from time to time
national shows at the Metropolitan, The first,

which was held in 1950, was an exhibition of paint-
ings which attracted a great deal of attention.
Juries were appointed for four different parts

of the country and an enormous number of paintings
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were viewed before the final selection was made.
This was followed the next year with a great exhi-
bition of sculpture, which was more limited because
of the nature of the objects. Finally, the third
national exhibition, which was held in 1952, was

an exhibition of American water colore, drawings,
and prints, Originally it was planned fto have this
serles of exhibltions repeated at intervals of
every three eor four years, but the work of recon-
gtruction on the Musgeum bulldings, which was in
full swing by 1952, made this program impossible

and it was abandoned when Taylor retired in 1955,

IV. Labor Relations

rior to World War II, there was no
attempt on the part of any labor union to organize
the employees of the Museum. This was probably

to the small size of the Museum staff and to

the fact that it was not competing with ordinary

business concerns. In the fall of 1953, a small

union, which was not affiliated with elther the AFL
or the CIOQ, called a strike, claiming that it repre-

sented more than half of the Museum's Guards, To

prevent any violence that might have endangered
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the collectlons, the Museum remained closed for
the two weeks that the strike lasted. During this
period, Taylor lived in the building and the stri-
kers allowed the supervisory personnel and the
necesgary engineers and fire guards to pass through
their picket lines. At the end of two weeks, an
appeal to the employees resulted in the abandonment
of the strike.

A more serious situation developed in
1958, when there was an attenpt to unionize the
employees of the City of New York. Under the curi-
ous custom that prevailed in connection wilith the
City's support of all cultural institutions, a
certalin number of employees of the Metropolitan
were paid out of City funds and thelr names were
technically placed on the City payroll. For this
reason an attempt was made to organize them and
the Museum was asked to recognize the Unlon as
the sole bargaining agent for all employees of
the Museum, When the Museum refused to grant this
demand, there was a one day demonstration on June 10
that was followed by a strike, which lasted from

June 14 to June 17, 1958. As in the earlier case the

Museum remained closed and the labor union recognized
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the necessity of allowlng the essential services
for the protection of the Museum's collections.
The strlike was abandoned when the Museum published
a statement announcing its willingness to recognize
the Union as the representative of those employees
who wished to join 1t, but refusing to require any
of 1ts employees to join a particular union as a
condition of retaining thelr positlons. The failure
of this strike did not, however, terminate the
attempt of the Union to organize the Museum's
employees and in 199 the Museum and the Union
signed a contract in which the Museum recognized
the Union as the representative of those members
of the staff who had joined it but adhered to its
previously expressed princliples that no employee
of the Museum could be foreced to join a unilon.

This contract has been renewed periodically
and is now the only labor contract affecting employees

of the Metropolitan.
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V. Women Trustees

Another innovation was the election of
women as Trustees of the Museum, This occurred
in 1952, when Mrs. Ogden Reid, Mrs. Vineent Astor,
and Mrs. Sheldon Whitehouse were elected to the
Board. This was considéred an important break with
tradition, as only men had prevlously been elected
to the Board. Mrs. Reld had played an active role
in the management of the New York Herald Tribune
and Mrs. Astor and Mrs. Whitehouse were collectors
and members of old New York families. Dorothy
Shaver, the President of Lord & Taylor, was elected
a Trustee ié;?ggh and since then there have always

been a number of women on the Board.

VI. Publications, the Minlatures and the Seminars

At an early date, the Museum began pub-
1ishing catalogues and guildes to its collections.
In so doing, it recognized the educational value
of the printed word. By 1947, it was issulng regu-
larly a monthly "Bulletin" and occasionally books
and special papers on technlecal matters and the
resulte of its archaeological digs., It was also

publishing catalogues of special exhibitions,
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During the period under review, the volume of
printed matter published by the Museum increased
both in quantity and variety. Francis Taylor and
Rorimer recognized the necesslty of providing
scholars with authoritative catalogues. These of
necessity could be published only at infrequent
intervals. For the general publie, there were
guldes to the collectlons, as well as reproduc-
tions and postcards that could serve as mementos,
The volume of this latfer material that was dis-
tributed remained comparatively small until the
Museum undertook to improve the quality of its
reproductions and particularly its color reproduc-
tions. This led it to patronize specialized print-
ing firms, both in this country and ‘abroad. Shortly
after these improvements were made, an insistent
demand developed for reproductions that could be
used as Christmas cards, These merchandlslng opera-
tions grew phenomenally and, through them, important
educational material was distributed To an immense
number of people. The funds necessary to establish
these operations were provided by the Trustees and

the operation 1tself has regularly produced a
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sufficient profit to take care of its expansion.

It has also provided the means for publishing
important books by members of the staff, whiech,

by reason of their technical or limited content,
could not have been issued through ordinary com-
mercial channels, One of the most successful
publishing ventures of the Museum grew out of an
attempt to raise funds for general Museum purposes.
Having hearé%%ﬁe public sometimes responded to the
distribution through the malls of attractive minia-
ture reproductions; the Museum undertook to dis-
tribute a sheet of small color facsimiles of some
of its most popular works of art. They resembled
oversized postage stamps and were sold at the rate
of $1 per sheet. Each subscriber recelved an album
containing a concise description of the objects and
their importance. The response to this amateur
approach was so surprising that the mall facllities
of the Museum were almost overwhelmed.  Francis
Taylor promptly decided that professional help was
needed and he turned to his friend Harry Seherman,
President of the Book-of-the-Month Club. The latter

agreed to distribute the stamps, that were called




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY Tomkins IV.B.18

the "Miniatures", and to pay the Museum a fixed
royalty on each sheet sold. Thus began an extra-
ordinary series of art stamps that lincluded the
greatest objects in the best known museums through-
out the United States and Europe. During the
years that the Miniatures were distributed, more
than eight million sheets were sold and produced
an aggregate royalty of over $800,000. After pay-
ing the direct expenses connected wlth this enter-
prise, the balance of these revenues were used to
finance certain experimental activities, including
the participation by the Museum in a number of
archaeological expeditions and the development of
an intern system for the training of young art
historians in the work of the Museum.

Oout of the Minlature program grew the
so-called Metropolitan "Seminars". These were a
geries of lessons in the appreciation of art. They
were written by John Canaday, head of the Educatlon
Department of the Philadelphia Museum of Art, who
originally undertook the task of writing twelve
lessons. These were 1ssued in the form of sllm

well=11llustrated volumes. It was so successful
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that a second series was commissioned in 19 .
Both serles met with a ready acceptance and are
still popular, The aggregate royalties received
by the Museum were substantial and were used in
the same manner as the royaltles from the Metro-

politan Miniatures.
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APPENDIX B

INTERNATIONAL, LOAN EXHIBITIONS HELD AT
THE METROPOLITAN MUSEUM OF ART
BETWEEN 1047 AND 1964,
including dates of exhibition and attendance
at those at which an entrance fee was charged

Title Date Attendance

Masterpieces of English Jan, 24, 95,324
Painting: Hogarth, Con- Mar. 16,
stable and Turner
French Tapestries Nov. 22, 132,631
Feb.

Paintings from Berlin May 1 139,482
Museums June 11

Van Gogh: Palntings and Oet.
Drawings Jan,

Treasures from Imperlial Nov.
Collections of Iran Jan,

Art Treasures from the Feb, 218,049
ienna Collectlons May

Cezanne: Paintings, Water- Apr. 4 149, 884
colors and Drawings May }

Japanese Painting and Mar. 70,790
Seulpture May

French Drawings, Master- Mar.
pieces from Five Centuries Apr,

From the Land of the Bible June
Nov.,

Nieuw Amsterdam Feb.
Mar,

Eighty Masterpleces from the Mar.
Gold Museum, Bogota, Apr,
Colombila

Duteh Painting: the Oect.
Golden Age Dec.

Appendix B - p. 1
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Title Date Attendance

Goya: Drawings and Prints May 4, 1955-
May 30, 1955

German Drawings XIV-XX Cen- May 10,
tury June 10,

Paintings from the Sao Paolo Mar. 21,
Museum of Art June 2,

Masterplieces of Korean Art Feb., 7T, 19 35,097
(oA

o

The Arts of Denmark Oct. 15, 1 68,304

Jan,

Art Treasures of Thalland Jan.

Feb,

Ttalian Drawings: Master- Mar.
pieces of Five Centuries Apr.,

The Splendid Century - Mar,
French Art 1600-1715 Apr.

Chinese Art Treasures Sept. 1!
Nov.
English Drawings and Water- Apr. 7 ok 14,879
colors from British June 3
Collectlions

Mona Lisa Feb. T 63 1,077s252
Mar.

Appendix B - p. 2
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THE MANAGEMENT OF
THE METROPOLITAN MUSEUM OF ART

Thls 1s not the first time that the trustees
of the Museum have tried to improve its administration.,
In 1940 when the election of Francis H:
Taylor as Director was belng considered, the Board
of Trustees concluded that the Museum's activities
had become too complex for a single individual to
manage both the artistic and the administrative func-
tions. When the matter was discussed with Taylor,
he welcomed the idea of delegating to other members
of the staff some of the traditional duties of the
Director of the Metropolitan. He proposed the appoint=
ment of a Vice-Director who would be responsible for
the artistic aspects of the Museum, and a Business
Administrator who would be in charge of all routine
operating matters and who would also supervise the
reconstruction program which was inevitable because
of the age of the Museum's buildings. Both would
report to him as Director and be his representatives
in thelr respective fields of activity. Thus, the

several curatorial departments (there were eleven

in May 1940) would report in the first instance to

»~
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the Vice-Director and the heads of the operating

Services, such as the Bullding Superintendent and

the Captain of the Guards, would report to the Busie

ness Administrator. o detalled plan of organiza=
tlon was worked out, but Horace H, F, Jayne was
named Vice-Director and Laurence S. Harrison as
Business Administrator.

As is often the case in sltuations of this
Ikind, the personalities of the individuals concerned
pPlayed an important part in determining how the
organization functioned. Both Taylor and Jayne came
from other museums and wefe not well known to the
staff of the Metropolitan, nor were they familiar
with the Museum's practices. Both were several years
younger than many of the curators. The latter found
it difficult to report to Jayne and much preferred
to report to the Director, which had been the custom
before 1940, Jayne was a curious character. He was
enthusiastic and brilliant but often hasty in his
decisions. He was given to drinking and gradually
he became more of a hindrance than a help to Taylor.

He suffered a breakdown in 1949 and retired. In his
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pPlace Taylor appointed Preston Remington as Vice=-

Director, The latter had been an excellent Curator

of Decorative Arts but had no flair or liking for
adminigtrative work. Thus, one of the principal
|| means of reducing the Director's burden proved
| 1llusory,

Personalities played a similar role in
the business operation of the Museum. Harrison had
been trained as an engineer and had worked for IBM,
He attempted to introduce a number of controls that
were accepted practice in industrial companies such
as coding different activities and positions, dally
reports of work accomplished, and time e¢locks. There

" was strong opposition to some of these changes, par-
ticularly among the older employees and the cura-
torial staff, Rather than risk an open breach with
such an important segment of the staff, Taylor tem~
porized with the situation., Finding that he was

T L TRt VIR

blocked by inertia, Harrison devoted more and more
time to experiments in lighting that Taylor had asked
him to study. Harrison retired as Business Adminis-
trator in 1950 but remalned on the staff as a
consulting engineer until April 1954,

-
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Although Harrison improved some of the
service departments, many of the free and easy house-
keeping methods of the past continued to flourish,
{Eh%f hard to realize the extent to which the Museum
had been subdivided prior to 1940. Each Curator was

the czar of an independent operating unit, He had
the exclusive ua;_of g;II;;ieu for exhibition, areas
for storage and sometimes shops for the repair and
restoration of the art objects belonging to his
department., He was in complete control of the per=
sonnel assigned to his department, including the

Junior curators, secretaries, clerks, technicians,

repairmen and other employees. None of these. could
be used for work in other departments without his
approval,

prlor determined to centralize a number
of ggrvioes‘gga_ggrrggoh ﬁ;é the unpleasant task of

carrying out these orders. It would have been a

slow process in any event, but it was delayed by the
war and the necessity of moving out of town a sub-
stantial part of the Museum's collections, In spite

_of these difficulties the shops were consolidated,

ﬁ the work of conservation and repair was placed under
I

-
-
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a single head, and a number of general employees and
technicians, including carpenters, electricians and
other specielists, were pooled so they could be used
more effectively.

While these changes were being made, the
Kress Foundation offered to pay the cost of an inde=
pendent study of the efficiency of the Museum's
operations. This offer was accepted and the Museum
retained Bpoz, Allen & Hamilton to review its organ-
ization aﬁa-make recommendations for its improvement,
Their Report (dated December 27, 1948) was based on
many months of work that included 1ntérviens with
all the senior employees of the Museum. The plan of
organization proposed in this report was adopted
only in part, and the precise definition of duties
and responsibilities that was implicit in the plan
was ignored., It therefore had little effect on how

' the Museum was administered. Although the Museum

has greatly expanded its activities and services in
the intervening years and some of the conclusions
contained 1in the Report may no longer be valid, it
is, nevertheless, an interesting document.

In 1955, the Committee appointed to choose

a new Director discussed with Rorimer how he would
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run the Museum i1f he were elected to 111 the exist=-
ing vacancy. The members of this Committee, which
consisted of Messrs, Houghton (Chairman), Baker,
Olds, Lehman, Root, and Redmond, ex-ofricio, were
familiar with the 1940 plan to decentralize some of
the Director's responsibilities. This program was
discussed with Rorimer and he agreed that the Direc-
tor of the Metropolitan should not be burdened with
flevery operating detall and he concurred with the
| Committee's feeling that somebody with business train-
hing should be found to replace Harrison. He did not

|

l/want anybody as Vice-Director, saying that he pre-

1
lll ferred to deal directly with the Curators. At his

request the office of Vice-Director was abolished,
[He felt that the Secrevary should be in charge of
lmoat of the non-operating services--such as member=
ship, public relations and fund ralsing--but since
he had doubts about Easby'é abllity to handle this
work, he suggested that no change be made pending a
further study of the situation. In later Years, he
frequently complained of Easby's failure to perform
his duties but he was never willing to recommend the

appointment of somebody else as Secretary,

o
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Rorimer concentrated in his own hands many
', activities that had formerly been left to other mem=
“ bers of the staff, He played an active role in the
annual requests to the City for support, and was
even more interested in matters affecting the City's
Capital Budget which covered appropriations for major
repalrs and new construction, These budgetary mat-
ters had usually been handled by the Treasurer,
Rorimer also took personal charge of all architec-
tural quehtiona. He had been chairman of the staff
building committee that Taylor established in 1945
and was, therefore, familiar with the first stage
of the reconstruction program which was completed
in 1954, The second stage was well advanced when
Rorimer became Director, During the next eleven
years, the second stage of reconstruction was com-
pleted and an extraordinary number of new and impor-
tant projects were started. A 1list of those finished,
those currently in process, and those proposed for
the future 1s annexed as Exhibit A. It 1s the best
evidence of the varlety and scope of these operations.

The physical expansion of the Museum during

this period was accomplished through Rorimer's intense

-~
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personal interest in every architectural detail and
his indefatigable industry. He did not like to dele-
gate responsibility to others and was prone to keep
the power of final deeision in his own hands. This
sometimes delayed important matters, The aggregate
building costs during this period have never been
presented to the Board and it might be interesting

to have the Museum's accountants prepare a report
covering all bullding expenditures since 1950.

The extent to which Rorimer concentrated
responsibility in himself cannot be disregarded. He
left the problems of managing the guardianship and
protection of the Museum and the operation of its

shops and general services to Noble as Operating

1 Administrator. Otherwise he insisted on having the

final decision on every activity. His absorbing
interest in the building program and in the Museum's
relations with the City have already been noted, In
addition, he was vitally concerned in every special
exhibition and in the way every segment of the Museun's
collections were exhibited to the public, He often
changed the hanging, lighting, and sometimes even the
color of the galleries, after the Curator in charge

e
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of an exhibition had made his plans. He supervised
every publication issued by the Museum and often
insisted on writing a foreword or preface., He regu-~
larly read the proofs of the monthly numbers of the

"Bulletin", He took particular interest in anything

that could affect the Museum's public relabions..

He personally saw the art editors and other impor-
tant representatives of the newspapers and magazines,
He insisted on seceing eévery press release, most of
which were cast in the form of an announcement by
the Director., He was indefatigable in attending

Museum functions, and went to many of the lectures

and concerts given in the auditorium, Finally, he

made a point of entertaining and being helpful to

collectors who might donate their works of art to

the Museum. These social engagements occupied many

of his evenings and week ends. One can say without
exaggeration that the Museum was his life., In retro-
spect, 1t 1s clear that it will be difficult to find
anybody to fill his place who will have an equally

broad scholarly interest and anything like his tremendous
energy and devotion,
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The Museum has twice tried to establish
a more sensible executive organization., It has twice
suggested that the Director should delegate to other
. members of the staff some of his functions. Both
| these efforts have falled because the Trustees did
not specify clearly the duties of the different mem=
bers of the staff. Maybe i1t is now time to adopt a
definite plan of organization.
To the extent that such a plan limits the

. traditional power of the Director of the Metropolitan,

| the Committee must anticipate considerahle opposition
from professional museum men, The most vocal of
this group are inclined to demand that every museum
give complete executive power to a professionally
trained director. To some degree this desire to
establish the pre-eminent position of the director
reflects the new status thelr profession has achieved
in recent years. This 1s a good thing, since 1t has
attracted many young men and women of ability into
the field of museum work. On the other hand, 1t has
created a strong feeling against what is labeled
"trustee interference" and has led to conscious

attempts to restrict the function of trustees.

!
-
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TO THE TRUSTEES OF THE METROPOLITAN MUSEUM OF ART:

i At the last meeting of the Board, the Nominating
Commlttee was increased by the addition of two younger
Trustees, J. Richardson Dilworth and Richard S. Perkins,

At the same time, the advisability of enlarging the Exec-
utive and Purchasing Committees was discussed and the Nom-
inating Committee was asked to be ready to submit the names
of appropriate nominees, if the Board should decide to add
two younger Trustees to each of these committees. Amend-
ments to the By-Laws to effectuate these changes have been
prepared and will be proposed for consideration at the meet-
ing of the Trustees to be held on November 12, 1963.

One other matter has been under consideration for
some time. Although the future growth of the Museum 1s one
of the primary responsibilities of the Trustees, there is
no committee or other body specifically charged with the
duty of considering this problem and recommending a plan
of action to the Board. As & result, the Museum's devel-
opment has in recent years been more or less haphazard,
There 1s attached hereto a memorandum on the Museum's
long-term space requirements that describes 1n some detaill
the way the Museum's plant has been bullt,

The Museum was founded at about the same time as
those in Boston, Philadelphia, and Chicago. The great
importance of New York helped the Metropolitan become pre-
eminent among American museums and almost a national insti-
tution. In the last 25 years, there has been a significant
change in this situation. An extraordinary number of
museums have been organized throughout the country. These
local institutions have naturally made a strong appeal to
collectors and donors living in their vieinity. As a
result, many fine works of art that might otherwise have
come to the Metropolitan have gone elsewhere. Finally,
Washington has become a world capital and museums of
national importance have been established there under the
aegis of the Federal Government. Therefore, when we con-
sider the future, we must anticipate vastly different con-
ditions from those that have prevailed in the last few
decades of the Museum's history.

Careful planning will be necessary to meet these
new challenges and a number of Trustees belleve that a new
standing committee should be created with power to consider
all aspects of the future development of the Museum and to
formulate and submit to the Board of Trustees a program of
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action. Such a Planning Committee might consist of two
genlor Trustees, one of whom would act as Chairman, two

younger Trustees, and the President and the Director
ex-officio.

Amendments to the By-Laws to authorize such a
Planning Committee have been prepared and will be proposed
for consideration at the meeting of the Trustees to be held
on November 12, 1963. If they are adopted, the Nominating
Committee will be asked to report appropriate nominees in
time for election at the January meeting of the Board.

Roland L. Redmond
President
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November 4, 1963

Memorandum on the Museum's
long-term space requirements

I. For many years the Museum's buildings were
designed one by one, The first building in Central Park
was opened in 1880, By 1894, two wings had been added to
complete the rectangular red-brick and granite structure
that can best be seen from the Obelisk in the Park. With
the fourth bullding that was designed by Richard Morris
Hunt and his son Richard H. Hunt and opened in 1902, the
main entrance was moved to Fifth Avenue. Shortly there-
after, McKim, Mead & White were commissioned to design a
comprehensive plan for the future development of the Museum.
The result was a grandiose program of enclosed courts with
classical Renalssance facadesa. Thils scheme was realized
only on the Fifth Avenue frontage and in the Morgan Wing,
constructed in several steps between 1906 and 1917. There-
after it was abandoned. The American Wing was added in
1924 and was specially designed by Grosvenor Atterbury for
the exhibition of American Decorative Arts.

II. By 1940, when Francis Taylor became Director,
it was clear that the Museum's bulldings had to be modern-
ized and extra space provided for its greatly enlarged col-
lections. The oldest group of buildings had no artificial
ventilation, were inadequately supplied with electric
current and had no hot running water. While the wings
built at later dates were more modern, none were air-
conditioned or equipped with alternating electric current.

In the face of these needs Francis Taylor pro-
posed that the Museum adopt a program for the future devel=
opment of its buildings. While these studies were in
progress, the Whitney Museum of American Art suggested an
affiliation with the Metropolitan under which it would
abandon its old buildings on West 1llth Street and would
build a new Whitney Museum adjacent to the Metropolitan's
southerly wing on Fifth Avenue,

This possibility naturally led to the idea that
the main development of the Metropolitan should be in the
southwesterly area presently occupled by the Parking Lot.
It was even proposed that the American Wing be moved bodily
from its existing location so as to form a connecting link
between the new Whitney Museum and the Metropolitan's Fifth
Avenue frontage.
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ITI. These ambitious plans could not be real-
lzed in the post-war period. The VWhitney Museum changed
1ts mind and decided to continue as a separate institution.
At the same time, the City refused to pay the entire cost
of enlarging the Museum's buildings as it had done in the
past. It insisted that half of the cost of construction
and the entire cost of installation be borne by the Metro-
politan. Finally, the City required that its commitments
take the form of annual appropriations, so that the more
important projects had to be broken down into a number of
separate steps,

IV. In view of the pressing need to modernize

~ the older buildings, the over-all plan for the development
of the Museum's facilities was put aside. The First Stage
of the reconstruction program was launched in 1950 and has
been going on ever since. In the intervening thirteen
yearg, a great deal has been accomplished. A mere list
of the areas brought up to modern standards of lighting
and ventilation is impressive. It includes 75% of the
Paintings Galleries; the Decorative Art Galleries on the
first floor and in the basement; the Harry Payne Bingham
Special Exhibition Galleries; the Greek and Roman Galler-
ies on the first and second floors; the entire Morgan Wing;
the Treasurer's office on the first floor, and the Board
Room and Executive Offices in the mezzanine above the
Treasurer's office, Entirely new quarters have been pro-
vided for the Restaurant and the Junior Museum. The
deficient old lecture hall has been replaced by the Grace
Rainey Rogers Auditorium. The only entirely new facilities
are the small wing connecting the Morgan Wing with the
Fifth Avenue frontage, the Parking Lot and a small bullding
for the storage of paint and other combustibles, but some
of the older builldings have been or are being replaced by
slightly larger structures. This 1s true of the Auditorium,
the Service Building and the new Library. Otherwise the
area occuplied by the Museum's buildings is no larger today
than it was in 1940,

A number of these projects are still unfinished.
These include the Thomas J. Watson Library; the adjacent
quarters for the Print Department and the Department of
Drawings; the installation of Velez Blanco Patio bequeathed
to the Museum by George Blumenthal; the new Service Build-
ing; the replacement of the defective second floor in Wing
H; the alr-conditioning of the Paintings Galleries; the
construction of the escalator, elevator and stairs in Wing
D, and certalin electrical work.
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V. When these are completed, hopefully by the
end of 1965, the only unfinished part of the program
envicaged In the post-war plans will be the reconstruction

f the Costume Institute. It 1s, of course, true that one
major step was omitted as unduly expensive. This was the
change in the main entrance so as to eliminate the front
steps and to substitute instead an entrance at street
level. This plan was considered a desirable improvement
as recently as ssven years ago, when 1t was described in
some detail in the Annual Report for 1955-1956. However,
subsequent studies disclosed that the cost of such a change
would be prohibitive. This was principally due to the
massive buf irregularly placed foundations spanning the
Croton Water Aqueduct that runs diagonally under the Fifth
Avenue frontage.

The plans for enlarging and modernizing the Cos-
tume Institute have been the subject of careful study for
several years. A large part of the estimated cost is in
hand but this work cannot be started until the second floor
in Wing H has been replaced. Assuming the balance of the
necessary funds can be raised, the Costume Institute
improvement might be started in 1966 and finished in the
following year.

VI, After thirteen years of bullding, a new
program of expansion may seem unnecessary, but a realistic
appraisal of the Museum's foreseeable requirements shows
that more space will be needed in the near future.

= The mypst pressing requirements are in the field
ofAmerican arf, The Museum has great collections of
ing and sculpture. At present the exhibi-

tio this material is confined to six small ries
and two narr s trast
we have 42 galleries devoted to European painting. Need-

less to say, only a small fraction of our American painting
collection is on exhibition. A comprehensive showing of
these rarely seen paintings is scheduled for 1965, the
second year of the World's Fair. The catalogue of this
exhibition, which is in course of preparation, will be a
convenient check list of the Museum's extensive holdings

in this field.

More space 1s avallable for the exhibition of
the Museum's collections of American decorative Arts due
to Mr. and Mrs. de Forest's generous gift of the American
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Wing. However, that area was desigmned to show American
at prior to 1820, There is therefore no space in which
the developments of the last 143 years of American decora-
tive arts can be shown. Furthermore, those ilnterested in
these collectiona labor under the disadvantage that the
Amerlean Wing 1s a dead end, so that one must, at each
level, enter and return by the same route. It is also
further away from the maln entrance than any other part
of' the Museum. Finally, there 18 no way by which the
American Wing can be enlarged unlessz a substantial addi-
tion is made in the northwesterly part of the Museum's
gite. If such a structure were continued in a southerly
direction it could connect the American Wing with the
areas devoted to the exhibltion of European Decorative
Arts on the first floor and European Paintings on the
gecond. Thie would eliminate the "dead end" character

of the American Wing and create an inner court that might
be used to exhlblt the different types of architecture
particularly associated with New York City.

Another pressing requirement is space for the
exhibition of &re-Columbian art. For many years the
Museum took the position that objects pertaining to these
early American cultures were of greater anthropologilcal
than artistic interest. It therefore loaned most of 1ts
congliderable collections of this material to the American
Museum of Natural History and the Brooklyn Museum, The
artistic importance of this material is now generally
recognized, and last year the Museum reversed its former
policy of not exhibiting Pre-Columblan objects. The
acceptance of the Cummings collection and the purchase
of an important Tolec statue of a Standard Bearer commit
the Museum to the development of a department devoted to
the early Western Hemispheric cultures. This will require
several galleries for exhibition, quarters for a small
curatorial staff, and storeroom facilities.

In several other fields the Museum will some day
need additional space for the exhibition and storage of
its rapidly growing collections. Great interest has devel-

oped in recent years in the E£2Egn‘éagfgggéish,éssﬂna&lxsd
a;;a. Important collections in these § may be gilven

or begueathed to the Museum 1f adequate space is awvailable
for their exhibition. There are also a number of important
private collections that might come to the Museum if we

can demonstrate that our facilities are at least as good

as those of other museums that are actively seeking dona-
tions of works of art, If the Metropolitan 1s to retain

its position as the premier art museum of the United States,
it must be prepared to meet the challenge of these competing

museums.
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THE METROPOLITAN MUSEUM OF ART

1840 - 1984

A Ihri'.f mummary of outstanding achisveamats a

abilanding achisveasats snd events during the fiftesm
yur%t Franols Eeary Taylor haa served as Director of the Musewm.
S

ATTENDANCE

1084 (thmu‘h Dee. ) Le ‘ R s,mm'o“ o

1940 (tvelve months) 08,17 294,004 Aad84,880
Anorease 1,048,204 574,047 1,417,261

* This figure of 2,802,088 visitors to the Museum's two buildings during the
first eleven months and five days of 1954 sxceeds by 150,508 the n-no:: all-

;:-;mﬂmd of attendanse of 2,451,778 visitors - ia twelve months - established

FIFTEEN-YEAR ATTENDANCE RECORD (Leddughrough December 5, 1954)

Main Building The Cloigters Jotal

22,815,555 6,086,664 28,701,199 #e
%% This total attendance figure of 28,701,199 for the l5-peer period 1940-18954
compares vwith a total attendance figure of 48,258,861 for the 67 years from

1872, when attendance records first began to be kept at the Metropoli Museum,
through 1958. y v | '

AR40 1864 Ancreass
4,780 12,288 7,488

ENDOWMENT - $62,578,420 in 1954, approximately double that of 1940,

CHRONOLOGY OF SOME OF THE MAJOR EVENTS, EXHIBITIONS, ACCESSIONS AT THE NETEO-
POLITAN MUSEUM OF ART, 1940 - 1254.

A840
EVENTE
Jan. 8 Francis Hemry Taylor, Director of Worcester Museum of Art, elected
fifth director of the Metropolitan Mussum sinee its incorporetiem
in 187. He pucceedéd Herbert E. Winloek, who retired due to 111
health in 1988,

‘/d‘m. 1 Taylor assumed duties as Director of the Metropolitan Museum.

(more)
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@ TSR METROPOLITAN NUSEDM OF ART - 1940-1854
WA/ far/12-18-64 Page 2.
SOORITIONS
Apre 205 %eopt. M Contenporsry dmerican Industrial Art (attendenses 89,847)
Des. 9 - Mar. 9, 184 e of ths weler (attendence: 94, 794)
ACCESS10KS
Heary L. Phillips Collection of i se prints. Beguest.

Life-gised statues of Kings Clovis . lothar, for The Cloisters. Purchase.

1 Monday and Friday admission eharge of 25 cents to Main Euilding
abolighed. Metropolitan Museum open free to public every day of year.

1 TFirst of regular weekly series of televiasion broadecasts, The Metyo-
omes ou, originated from studios of the Columbia

sasting Bystem.

7 VWillisw Churoh Osborn elected eighth Pregident of Museus, succassding
George Rlumsnthal.,

16 The Jumior Museum, new center for children's amctivities at Metro-
politan, opemed.

_ﬂ Mugeua announzes plans to resove *most irreplaceable objacts® to safe
location outaide Mew York City ®in case of nsed® following U. 8.
entry into World War II,

EXBTBITTONS

Feb, § ~ Mar. 28 French Paintings - David to Toulouse-Lsutres. (attendanae:
158,980) -

Apr. 2 - 8ept., Z1 The China Trade and Its Influsnces (attendsnce: 75,280)

Nov. 17 - Dee, Bl Art of Australia (attendance: 19,3566)

ACCESSBIONS

George Blumenthel bequest of oollection of medieval and renaissance paintings,
ssulpture and decorative arte...as well ss Blumenthal gift of thirty out-
standing paintings by such ster UGlovanni di Paolo, Bassetia, Tintoretto
and othsrns.

George B. MoClellan girt




FOR'STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY Tomkins IV.B.18

THE METROPOLITAN MUSEDM OF ART - 1040-1954
M4/ fdr/12-18-64 Page S,

ACCESBIONS (eontinmed)
Mrs. J. Insley Blsir's

Falix M, ¥arburg Gollection of priots, gift of ¥arburg family,

AME
EVENTS

May 22 MNetropolitan Museum anncunces plansg for exhibition of contemporary
Amsriean art during wintar of 19485 under auspices of Artists for
Victory, Inoc. Trustees of Metropolitan appropriated $52,000 for
purchase prises.

Sommer -Franeig Henry Taylor, Director of Metropolitan Museum, sent to Latin
Amsrioca by Trustees st request of State Department to discover how
Mstropolitan and other American institutions could encourage a larger
understanding of mutaal problems with neighboring countries to the
Bouth, Mr. Taylor's £20,000-mile tour tock him to a dozen countries.
He lectured in Buenos Airea, Cordoba, Quito, Lima &nd Ho:doo City.

e e (\iwtn H-(\uml\d, Ur'f

<
EXHIBITIONS ﬁrn, Je werks of ard umd
Lrom The Medrapslidon Museu

Jan. 1 - Apr. 50 The Art of Rembrandt (sttendance: 153,578) | *edepailocy auds, de New

Jork (v"-] Q-..- = f;-ka_fna

May 21 - Jul. 19 Modern British Crefts (attemdance: 28,260)
Aug. 14 - Nov. 1 Posters of the '80's (attendances 40,000)
Rov. 22 - Mar. 17, %48 Chinese Court Portrsits (attendance: 55,157)
Dec. 7 - Artiste for Victory Sxlbbden

ACCESSIONE

Painting of Cerdina) Don Gespar de Horjlf y Velasco by Velasques, presentad
by the Samuel H. Kress Foundatiom.

Albert Gallatin Collection of more than 250 Greek vases, Tth century to Brd
eentury, B.C. Purchagse.

G1ift of thirty-seven examples of Far Easterm sculpture by Mrs. John D. lockaflnq,d'“

Group of TEXNIFXIEFSIUSELARLIINAT YA (RIS IEIFEES objects purchased from
ontstanding armor collsctiom of late Clarence H. Mackay.

Addd
EVENTS
Jan. 19 - Flore Whitaey Miller, President of Whitney Museum of American Art, and
William Church Osborn, President of the Metropolitan Mussum, announesd

that negotiations were progressing toward ccalition of the two in-
stitutiens.

(more)
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]1'»'1-%‘5
EVEers 4 19 ontinued)

Bov, 22 - Trustess ammounce appropriat ' $10,00 ; -~ { Hearn Furnd for
purchass of comtemporery Ame; ) n recomvendstion of ¥rs.
Juliapa R. Forece, Adv )

EINIBITIONS

Juns 16 - Nov, 0 - THE RACHE

Aug. 1€ - Bept. 19 - WAK ART

MAnT

Dec. 7 - Jume 18, 1944 :E;T}i?i BL 2

AGEEEETONS
Thirteen Tispolo frescoea, baqusathed by M race Rainey Rogers
Virgin and Child, by Murillo

One hundred examples of 18th century Luropean porcelain, the gift of R. Thornten
Wilson, in memory of Ficrence Ellsworth Wilson.

The Ixribute Horge, Sung dynasty painting, the most important aequieition in
the field of Chinese painting in two decades.

'he Maitland Fuller Griggs Collection of thirteen early Itallen renalssance
paintinge, including Sassetta's Jowrney of the Magj.

The Jules 8. Bache Collection of 61 paintinge

William Church Osborn, President of the Museum, announces that
being made for radical post-war reconstructicn of butldings.

Anrouncement is made that approximately 15,000 works of art, rut sway fuor

safekeeping mnortly after Peurl Harbor at Whitemarsh Hall, the Edwerd T
Stotesbury estate at Whitemarsh, FPa., bhad been safely returnad to the Museus.

81ix hundred paintings, ) ! hree hundred put away for safekesping ic
1942, put on exhibit I y-al f einted and decorated gnlleriee.
The opening attende 5 14 | 1. P e Julisna of The
Retherlands wap ;

Willias Chwrch Osaborn a Lt @ L I Costume Art, founded
4n 1887, had become a 1 ! rof tan Mugeun to be Xnown
ar The Costume I
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1844 (Continued)
EXHIBITIONS
Jan., 12 - Peb. 8 The Abbott Collection of Naval Aviation Paintings
Meuy 22 - Apr.%0 Contemporery Chinese Paintings

Oct. 4 - Dec. § Portrait of America; organized by Artists for Victory, Inc.;
sponsored by Pepsi-Cola

ACCESSIONS

Ten 18th century Cobelins tsmpestries, The Mooths of Lucas, the gift of
John D. Rockefeller, Jr.

Atalants and Meleager, psinting by Rubens

Plans announced to epend *“several million dollars® on alterations of
Nusemnm bwdldings end rearrangement of collsctione.

Reinstalled galleries of Greek and Roman Art opened.

Rew plans for $10,000,000 Diamond Jubilees building program announced, to
culmizrate with Museum's 75th anniversary in February, 1947, Program calls
for Pive Museums Under One Roof ~ (1) Ancient Art (2) Oriental irt (3) Ameri-
can Art (4) Decorative Arts (&) The Picture tallery. Thomas J. Watson

named Chairman of 75th Anniversary Campalpn Committee.

EXHIBITIONS

Jan, Bl - Apr. 1 - William Sidney Mount apd His Circle

/&l‘. 7 - June 16 - Costumes from the Forbidden City. Attendance 550,000
Bov, 5- Deo. £ - English Domestic Needlework. Attendance 26,821

ACCESBIONS

Polormise rug, 17th eentury, Persiun, gift of John D. Rockefeller, Jr.
Anmunciation tapestry, lbth cemtury, probably woven &t Arras.
S8ixty-one objects of decorative srt purchased from the estate of Jules 8. Bache

The Feoast of Achelofis, paintd by Pater Paul Rubens and Jan Frueghel, the
slder. Cift of Alvin U yer and Irwin Untermyer.
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1948

EVERTS

Jan, 29 Thomas J. Watson, Genersl Chalrman, announces campalgn to raise $10,240,000
for Metropolitan Museus ding -

Mar. 28 Rearranged Egyptian ¥

Apr. 1 Costums Institute bagins } MOVE . Fast 50th Street to The Wetro-
politan Museum of Art 4000 & iress to be transferred in
two months.
Metropolitan Museus of Art's $7,50C,000 Diamond Jubiles building fund
campaign launched st & meetlng at the Wuseum with Geperal of the Army
Dwight D. Eisenhower as guesst. Gensral Elszenbower made Honorary Fellow
for Life.
Rearranged Medieval Gslleries opened %0 thne public.
Reinstalled galleries of Renmissance Art opened to the publie.
Kew installation of Oriental Arme and Armor opens to the public.

23 ¥ore than $1,000,000 in gifts so far received in Diamond Jubilee Campaign.
Campaign to continue through February 21, 1947,

‘/Doc. 13 - Costume Institute opens at Metropolitan Mussum.

EXHIBITIONS
Feb. 7 - Sept. 15 - Chinese Lowestoft. Attendance 268,602
Oct. 17 - Mov. 24 - War's Toll of Italian Art. ttendance 38,770

Dec., § - Jan. 5, '47 - Howard Mensfield Collection of more than 300 Japaneee Prints.
Attendance 28,081

ACCESSIONS

The Rape of the Sabine Women, palnting by Nicholas Poussin

#

Viking weapons ard antiguities. Gift of the Norwegian Covermment
‘/Tht Anhalt Carpet, Persian, 16th century. Gift of The Samual BL Kress Foundation.

f(r!'t:i’*?i?l.-t ;1,. o8 of Itallan mai lica purchnt gad from the Mortimer L. Schiff
collection.

Six hundred pleces of Amer tury glasswere, gift of Mrs, Emily
FWipothrop Miles.
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Roland L. Redmond succeeds W l1iam Church Ogborn aas President of the Fuseum,

David Mannes free concerts end after i) lrty years with retirement of
Mr. Mannes.

Tripartite agreement entered int ty Toe ¥etropolitan Museum of Art, The
Rhitney Museum of im can Art, and " Vuse ¥odern Art “to coor-
dinate the activi f the tny wusaume in the interest of broader
service to the public.”

*Metropolitan Miniatures,” sets of 24 1 ull-color reproductions in amall
glze of works im of art in the Museus collections, with descriptive
albums in which to paste them, launched with mailing of 100,000 sets.
Price $1.00 each.

EXHIBITIONS

Jan. 25 — Mar. 16 - Masterpieces of English Painting — Hegarth, Constable, Turner,
Lent by King George VI, Engliah Museums and Colleetors.
Attendance 104,520,

June 30 - July 51 - Paintings Looted From Holland. Lent by The Eetherlands Govern-
ment. Attendance 46,788

L//"1:»..-:. 21 — Feb.29, 1948 - French Tapestries. Lent by the Govermment of France.
R Attendance 142,545.

ACCESSIORS

Joseph Brummer Collection of more than 150 antiquities ranging in date from
5000 B.C. to 1600 4.D.

Herces Tapestries, l4th century, purchased from Brummer (Collection by
John D. Rockefeller, Jr, as a gift to The Cloisters.

Suprige, painting by Claude Lorrain
A. W. Bahr collection of Chi

Reconstruction of roofs of older parts of main building begun by the City
of New York.

Fhitney Museum withdraws from plan of coalition of Whitney and Metropolitan
Rusemms of art announced in 1948. Metropolitan Museum announces it wi
return to active participation in field of American contemporary art.
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Netropolitan Nuseum pames R g ‘~the¥onth Club &5 national distributor
of the *Metropolita n ¥4 ut -

Establishment of & new Department of Ag rican Art and appoeintment of

Robart Btnrly Hals as Azsoa 8t urator of American Painting and Sculp-
ture, offsctive January 1, 1943 nnownced by Francis Henry Taylor.

EXHIRITIONS
Ry 17 - Jwne 1] - Paintings from the Berlin Muse'ms. Attendance 148,522
Ocet. 24 - Jam.2p - Tour Mavy. Attsrdance 1186, 789
Jan. 9 - Deo. 5 - From Casablanca to Caloutta (Costume Institute Exhibition).
ACCESSI0RS

Catherine p. Wentworth eollection of French a1}

Tlr-'ﬁquu‘i-d M. Wead warth.
ﬂh_m Pairting by Andres del Castagno

f Yigeou t Malden and Eig 8ister, painting by Bir Joshue Reynolda.
£t of eary 8. Morgan,

Gustavus 4, Pleiffexr eollection of 180 chess sets, boards and tablss,

galleries of Near and Far Esstern Art reopened to the publie,

Julea 8, Bache collection of Paintings and other objecta of apt transferred
to the Metropolitan Museun,

ilfred Stieslits collection of o ntemporary pairtings and Photographs &lven
to !.'J'Umlit&ﬂ by f-‘iiv;',-";".u: C'Naeffs,

Francis Herry Taylor, Dirpct » Snnounces national open competition, i
P = 1950, to I« Onsored by the Museum, Open to al} artists
in Undted States And possessions, Priges ist, $3,600; gnd, '?,500, Sra,
$1,500; 4th #1 »000,

EXEIATTIORS

Feb. 4 - Bept. 5 - Behind American Foos i | n tume Tnstitute .‘L‘thih‘.f.{on}

Mar., 18 - Nay 15 - Masterplecas of orcelain. Attendance 78,524

Ocs. 2l - Jan. 15, 1960 - Van Goght Paintiogs and Drawings. Attendance 300,000

Nov. £2 - Jan. 22, 1950 - Tressurss from the 'mperial Collections of Tran,
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194% (Continued)

ACORS31IONS

Paintings: Van Gogh, Cypresses and ¢ unflowe; Chardin, Blowing Bubtles.
Purchases.

Two Tahitian Women. Gifts of

na collection, Vienna.

Ledoux gollection of Japansase

Metropolitan Museum fnnounces plans to circulate works of art to the value of
$1,000,000 anouslly to smaller museuams and galleries throughout the nation
through The American Federation of Arts, beginning in 1951,

Plans for Btage I of Musewm's long-range rehabilitation program involving
reconstruction of three oldest wings of the building at a cost of $4,600,000 -
to be shared equally by the Metropolitan and the City of New York amnounced by
Director Taylor. Reconstruction to begin in autumn of 1950.
EXHIBITIONS
dan. 135 - July 30 - Adam in the Looking Glass (Costume Institute Exhibition)
I.Abb. B4 - May 21 - Art Treasures from the Vienna Collsctions, Attendance 217,957
Jmme 1€ - Oct. 29 - Twentieth Century Painters, USA
L}cg 8 ~ Fob. 25, 1951 - Americen Painting Today-1960 (800 paintings selected in

mation-wide competition from 8,000 entries. Prizes totaled
$8,500). Attendance 74,850

ACCESSTONS

‘. Five Persian rugs, Polonaise type, gift of John D. Rockefeller, Jr.

‘_/AJnt.iuh Chalice, earliset-known Christian chalice, purchased for The Cloistera.

Padntings: Edward 8. Herkness bequest of f1 ve paintings by Roseelli, Vigée-
Lebrun, Antonie Pollaiwolo, Holbein and [awrence, ¥ary Stillman Harkness
bequest of pai ntings including works by David, Goya, Memling, Hobbema and
Galnsborough.

Your humdred masterpieces of European porcelain and pottery, gift of R.
Thornton Wilsgon in meaory of Florence Ellsworth Wilson.
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1961

EVENTE

Jan, 18 Announcement made at annual meeting thax contracts totaling $5,658,996
for rehabilitetion © : ; . Fifth Avenua had been let. City to pay
$2,655,888; the Museus $5,008

Anmouncement also made that Trustees ¢ Grace Raipsy Rogers Trust had
authorised use of §415,U Vi const ¢ tha old auditorium.

April 10 - Plans announced for pationwids cor t{ye exhibition, American Sculpture
- 1951, with $8,500 in prizes chow to open at the Metropolltan December
i 7, 1951, Competition open 10 & - an sculptors.
EXHIBITIONS
Jan., 5 - 51 R. Thornton Wilson Collection of European Porcelain and Pottery.
Feb. 16 - Sept.B - Seeds of Fashion (Costume fustitute Exhibdbition)
Mar. 16 - Apr. Z9-Art gtudents League: 75th Anniversary Exhibition.
12 - Mar. 19, 19562 - The Harkness Collection
2 - Dec. £ - The Lewisohn Collectlon (Loan Exhibition)
Dec. 7 - Feb. 24, 1952 - American Scul pture - 1951
ACCESSIONS
Paintings: Samuel A. L.ewlaohn Bequest of eight paintings including Van Gogh's
1

, others by Rousseau, Seurat, Ceuguin, Renoir, Cézanns, Sterns,
and Jules Pascin.

: William Church Osborn bequest of five paintings, 1nc‘-.udin* three
Cleuds Monet, s Plssarre and a Blake.

Purchases: 1he Virgin
ETY.C18
Tnul.o‘.lao-ulut‘.rec .

Drawings: Study for the Head © ¢ the Virgin by Leonardo da Vinei.

1952
EVENTS

Moy 28 -~ Colunbia University ar : olitan ¥useum announce that beginning in
v geptanber the two LnstS s will offer & cooperative prograa in the
- nistory of the fine arts, enab 1ng studemts %0 study toward a Columbia
degrese.
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1952
EVENTS (Continued)

Juns 18 - Metropolitan Museum announces gift of $10,000,000 from John D, Rockefeller, Jrs,
The largest sum ever received £ by Lhe , it was "for the enrichment of
The Cloisters — for the prassrvation, bhousin and presentation of its col-
lection.”

June 27 - Announcement of the last of
Water Colors, Drawings and P

tl setionsl competitive exhibitions, Aserican
rigts, to #pen December 5. Open %o all U.38.
artists. Bighteen prizes of $500 each, fotaling $9,000.

EXHIBFITIORS

Apr. 4 - Vay 18 - Cézanne: Paintings, Water Colors and Drawinge. International Laan
Exhibition. Attendance 149,884

July 1 - Sept.14 - The Meurice Wertheim Collection of French 19th and 20th century
paintings, drawings and sculpture.kocan Cx h.brlien

Bept. 5 - Bept. 7, 19535 - Rembrandt - Paintings, drawings and prints from the Museum's
ecollections. Attendance 185,601

¥ov. - Sept. 7, 1955 - Art Treasures of the Metropolitan.
Dec. 5 - Jan. 25, 19583 - American Water Colors, Drawings and Prints. Attendance 46,865
ACCESSIONS
_ Patntings: Ths Wustcias by Caraveggio; The GountcDuke of Qliverss by Velasques.
tAoulptm: Aphrodite, ancient replica of a Greek status of about 500 B.C.

1958
EVENTS
Sept. 24 - Reinstalled Egyptian galleries open to the public

Oct. b _  Announcement of International Congress & in Art History and Museology to
convene January 5, 1954 at the Metropolitan Museum made by Director Taylor.
Congress called to coincide with reopening of reconstructed galleries and
in honor of Columbla University'e Bicentennial Celebration.

Oct. 10 - Oct. %3 - Museum closed by & strike of guards for higher pay - first such
strike in Metropolitan's history. Bullding reopened when guards
l/ returned to work - without ralee but with a number of *fringe
benefita™ or tober P8 after recognition of union was withdrawn.
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-
RVERTE (Comti mued )

“18 < Director Taylor anmounces th , BOX {eces of pean painting
/ and desorative arts will be lic exhibitiom during 18564 in
wore than 100 guller! 19K co
$@,000,000.

Dec. (m - Program for Internstiomsl | oe 1 =% January &, 19564 ammounced.
Principal speakers at public - wowip Galantidre, Georges Salles,
Hu Bhih, Denie) F. Rubin de Box b d M

EXHIBITIONS

Fob. & - Mar, 1§ Hleuw Ansterdam. Special exhibition commemorating the 500th anni-
4 ' versary of imcorporation of New York City

Feb, € - Har. 8 Berthe Morisot and Her Circle: Impressionist Paintings from the
Rouart Collection. Loan Exhibitien

' Mar. 27 - May 10 Jepanese Painting and Sculpture. Loan exhibition sponsored by the
Japansse Govermment. Attendance 70,780.

Jung 14 - Nov, 1 From the Land of the Bible. Archeeological exhibit presented in

cooperation with the American tmuemimiiwwxPswxiszswix Fund for
Isreel Institutions. Attendance 40,411.

Dec. 18 - contimuing - Awerican Painting, 1754-1054. Exhibition of paintings, water
Colors, drawings, prints from Metropolitan's collections honoring
Colwmbia Univereity during its Bicentennial Celebration.

Julia A, Berwind gift of ten French ard Italian paintings, eighteen tapastries,
many examples of French and Italian pottery.

Paintingas: by Picasso, gift of Thelma Chrysler Poy; Joung Woman
m gift of Rend Fribourg; Portralt of the drtist by Rembrandt,
Beq

uest of Evander B. Schley.

Jans ?/.‘- Internaticnal Art Jongre

® = PForty-four new Pleture Geller ad to the publie. T00 of the Netropoli-
% tan's greatest mesterpisces of ¥ Jpean painting and the Lehmean collection
(loan) displayed.

lﬂf.ammztun naw, modernd: Medleval and Renaissance art opened to
ths publis. 1,700 works disp] 1 in ndw pettlings. .
1 ~ Jew Nuseum Restauwrant seating 300 opensd to the public. Decor by Dorothy .l
/ Draper. Management: Robert Day-Dean's.

w Pl
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"I 10 - %ew $1,200,000 Grace Rainey Rogers Auditorium opened with series of nine
.. concerts for Nembers, following preview by Mayor Robert F. Wagner and members
v of the City Coumeil.

Wov. 11 ~ Thirty new galleries of European Decerative Art and four nch and English
18th century period rooms spensd to the public as the oli of the four-year,
X $9,€00,000 reconstruction program.
CMery §-apr. 11 - Bestacpieves of Pro-Selmiien Gold frem the Busk of the Bapublis,

o Colombia.
s ’hl'o-h‘ ~May 23 -~ Sargent, Whistler and Mary Cassatt. Attendance 58,857

Ost. %0- Dec. 19 - Dwtch hin;ln(, The Golden Age. International loan exhibition.
' Dgs. M6~ Jan. 80, 1966 - Spanish Medieval Art (at The Cloisters)

18th eentexy Flemieh tapestries, gift of the Hearst Foundation in memory
William Ramndolph Hearst.

ngs bequeathed by Mrs. Margaret 5. Lewisohn, including The Drinker
by Deumier and Pritteny Landecape by CGauguin.

The Pdward W.C. Arpold eollection of 2,500 historieal prints and paimtings
relating to New Yerk City. Bequast. (Collection left on view at the Museum of
The City of New York).

Suropean porcelain and pottery, more than 100 examples. Gift of R. Thornton
Wilson in memory of Flerence Ellasworth Wilson.
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A STATUE OF APHRODITE

By CHRISTINE

Curator of Greek

since the Renaissance brought classical seulp-
wre bick to the minds and eyes ol men, cer
win ancient statues have from time 1o tine
made their appemance, like stars in a firima-
The work

(hanges in the anrent vitluations ol

ment. mutations ol taste their
these
fixed stars, whose magnitudes nevertheless re-
fain i stability ol their own. The Laocoon.
the Apollo Belvedere, the .\plmnliu-ﬁ called
e Medici Venus, the Venus de Milo, the
Capitoline, the one from Cyrene, and the
dozen or so other works that come to the mind
ol every literate person in the Western world,
lave received a widely varying measurc of ad-
mirition [rom generation Lo generation, and
the classical tradition has in one sense held
\hem as navigational points, as the ancients
peopled their skies with Iucid divinities and
by them steered their ships.
statue_of .-\I:lur_(ll_iig_sn_ cd while bathing.
\phrodite was born from the sea, and the dol-
phin at her feet is an allusion to it. The statue,
now in the Uffizi Gallery in Florence, before
that in_the Villa Medici in Rome, was known
i the sixteenth century, and the evaluations

life-size_marble

ol it, with the criteria om which they were
based, from thit day to this, are in themselves
a long annotation to classical scholarship. It is
the name-picce, because it is nearly complete
i has been long known, of the [ragments
al numerous ancient replicas ol the same type,
|m-\u|:[nnin}_; a Greek Aphrodite as a proto-
type, from which they stem and which though
unrecorded in extant literature must have
had in antiguity a great and lasting renown.

There now appeas, and is shown to the
puhilic for the hrst time, a statuc that reveals
the type in it new light, and with it the lost
ariginal moves more nearly into focus, It inter-
new and surprising force the
that burst on the
the goddess of love

jrets with a
theme and mnqmsil.inu

renaissance imagination,

ALENANDER

and Roman Arl

and beauty, startled by a heholder, “The sur-
fuce of the marble is almost untonched by
weathering or cleaning. The posc ol the head
is not in doubt, lor it did not hreak ofl when
the other hreaks oceurred. On the rectangila
plinth is the left foot, which took the weight
ol the body, and a trace on the marble thit
fixes the position of the right foot, as well as
the tlnl|:]1in-t1'¢,'t!-!'t'llllk support. Both
arms, the intervening lengths of the legs, and
the upper part of the support, are missing,
are damaged.

part ol

and the nose, lips, and chin
To recover the main composition, Casts were
made ol the two parts of the statue, and what
is missing ol the legs was vestored with casts
from the Medici replica. The dolphin support
is necessary, and the eye must supply the top
of it. which curved upward and lay against
the back of the thigh, where the trace of the
post and fluke of the tail remain on the mar-
ble. The strong vertical, running through the
left, or weight leg, and the balanced horizon-
tals that the massive stone requires for its se-
curity are established. To these, the fluid lines
of the main structure, and of the muscles as
they merge and transmit their pull one to an-
other, are intricately and surely related, and
{rom this relation there breaks the fugitive
grace ol a girl's motion as she turns and dli-
rects her sudden, level gaze. The goddess's
hair is drawn into a knot at the back and tied
with @ band that passes under one tress in
fromt. The
wearer's great toe, is bare. The ears are not
gs, as in the Medici statue.

foot, with its separate, sundal-
picrced for carri
The divinity
arts of which she is the patron.

Praxiteles was dead, his [ollowers ¢ aught up
his tools and for a briel time ruled their ma-
terial, bronze or marble, in ultimate mastery
and restraint, Around the middle of the
fourth century m.c. he had made his marble
statue of Aphrodite, which was bought by the

is bathing, not practicing the

241
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A STATUE OF APHRODITE

By CHRISTINE

Curator of Greek

since the Renaissance brought classical s ulp-
wre back to the minds and eyes of men, cer-
min ancient statues have from time to time
made their appeavance, like stars in a hivma
ment. Tl work

(hanges in the current vitluations ol

mutitions ol taste thei
these
fixed stars, whose magnitudes nevertheless re-
in stability ol their own. The Laocodn,
the Apollo Belvedere, the Aphrodites called
e Medici Venus, the Venus de Milo, the
{f;lpitulinc. the one from Cyrene, and the
dosen or so other works that come to the mind
ol every literate person in the Western world,
have received a widely varying measurc ol ad-
miration [rom generation 1o generation, and
the classical tradition has in one sense held
hem as navigational points, as the ancients
peopled their skies with lucid divinities and
by them steered their ships.

The Medici Venus is @

e _Ver A life-size marble
statue ol ;\pln'mlitt_wilv bathing.
.\]Mii—lc was born [rom the sea, and the dol-
phin at her feet is an allusion to it. The statue.
wow in the Ufhzi Gallery in Florence, belore
Ii'l;l_ill_l_.[ic--\-';il_hl Medici in Rome, was known
iy the sixteenth century, yl the evaluations
of it, with the criteria on which they were
based, from that day to this, are in themselves
4 long annotation to classical scholarship. 1L is
{he name-picce, because it is nearly complete
and has been long known, ol the [ragments
of numerous ancient replicas of the same type,
]m-mppming a Greek Aphrodite as @ proto-
wpe. from which they stem and which though
wnrecorded in extant literature must have
had in antiquity a great and lasting renown.
There now appears, and is shown to the
for the hirst time, a statuce that reveals

public
new light, and with it the lost

the type in a
ariginal moves more nearly into focus. Tuinter:
new and surprising foree the

preets with a
burst on the

theme and (-nm]nnilinn that
renaissance imagination, the goddess of lave

ALENANDER

and Roman ddrl

and beauty, startled by a beholder, The sur-
[ace of the marble is almaost untouched by
weathering or cleaning. "The pose of the head
is not in doubt, for it did not hreak oll when
the other breaks occurred. On the rectangular
plinth is the lelt foot, which took the weight
ol the body, and a trace on the marble that
flixes the position of the right foot, as well as
part ol the :Inlp]un-u'c‘.c-n'unk support. Both
arms, the intervening lengths of the legs, and
the upper part of the support, are missing,
and the nose, lips, and chin are damaged.
To recover the main composition, casts werc
made of the two parts of the statue, and what
is missing ol the legs was restored with casts
[rom the Medici replica. The dolphin support
is necessary, and the eye must supply the top
of it, which curved upward and lay against
the back of the thigh, where the trace of the
post and fluke of the tail remain on the mar-
ble. The strong vertical, running through the
left, or weight leg. and the balanced horizon-
tals that the massive stone requires for its se-
curity are established. To these, the fluid lines
of the main structure, and of the muscles as
they merge and transmit their pull one to an-
other, are intri ately and surely related, and
from this relation there hreaks the Tugitive
grace of a girl’s motion as she turns and i
rects her The goddess's
hair is drawn into a knot at the back and tied

udden, level gaze.

with a
Iront.
wearer's great toe, s hare. The ears are not

band that passes under one tress in
The foot, with its separitie, sandal-

pierced for carrings, as in the Medici statue,
The divinity is bathing, not practicing the
arts of which she is the patron.

Praxiteles was dend, his followers caught up
his tools and for a bricf time ruled their ma-
terial, bronze or marble, in ultimate mastery
and  restraint, Around the middle of the
fourth century n.c. he had made his marble
statue of Aphrodite, which was hought by the

241
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spove axp jiGie: Two views of the plinth

citizens of Knidos. He made it “under the
direct inspiration of the goddess,” Pliny says,
and Nikias the famous painter colored it. Be-
fore that, public taste had not readily accepied
statues of a goddess undraped, though male
nudity in sculpture had a long history, but it
now surrendered wholly to the enchantment
of the theme. The Cnidian Aphrodite is lost,
but Roman copies of it exist, identificd with
the literary record by the statue on the Roman
coinage ol Knidos, Later, at the tuen-al the
century, a_sculptor working in the immediate
radition ol Praxit s made a statue of his
owil on -I|I_L‘ already [amous theme, the _god
dess ba I__h_i-n]_{ and startled by an intuder. This
may have been a bronze siatue, which, being
‘. would have stood without the dolphin
Both his name and his work are lost

light,
stipport.
bt the Roman replicas—the Medici, the New
York, and others of lesser importance pointed
off in their main dimensions. by mechanical
mieans, go back with certainty to a Greek orig
post-Praxitelean siyle about-goo
sculptors then went their sev-
Aphradites becume celec

inal in the

we. Hellenistic
eral ways, and their
tic or sentimentalized, In time, as the creative
impulse waned, they found it more profitable

to copy the [amous types than to invent new
ones, and in deing so they unwittingly pre-
served them from utter vanishment, in so [ar
as they were able to reproduce them. The
werm “Roman copy.” applied everywhere o
statues such as the Aphrodite, should be ex-
panded. Tn art Greece conguercd Rome, not
vice versia, and “Roman™ in such parlance is
a political term, shorthand for “produced any-
where in the known world during the tine,
sy, between the dictarorship ol Sulla ind the
removal ol the Gapital 1o Byzantinn, 81 5.4

o A, s50." ALL the art ol this pes iod stems in
one degree or another from Greece, and some
works, as we have seen, are divect copies ol
Greek originils. The several copies ol a single
original differ in quality, like the performance
of a sonata by a genius or by a hack. “The
copyist, al his Dbest, was a Greck sculptor,
something ol a genius himsell, warking lor i
vich client, individual or corporate. He was
the ::i]}rl'('ll]j::' ol those whe, master and }u1||iL
had stood in the short, divect line from Skopas
and. Praxiteles and the vest, and he worked in
the full blaze of their spivitual tradition and
held his great virtuosity from them alone. He
had their
works, now almost completely lost. It is this

moreover scen the multitude ol
sculptor, a “Roman” copyist, very likely himsell
4 Greek, standing close up to the face ol Greek
sculpture, across on the other side ol Christen-
dom’s mighty chasm, whose work we see in
our copy of a statue of Aphrodite, He could

r |
|
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bt our eves to godhead, making the stubborn
marble flow alter his chisel in living planes
ob muscle, The divinity that emerges from his
quarricd block s not the Roman Venus but
the Greek Aphrodite. In 15108 there were riots
at Oxdord over the introdoction of Greek into
the Latin conrviculum;: the dwellers on Mount
Olvipus went by their Latin names lor cen
ies and the Medici Venus is still olten so
recorded in the guidebooks. A modern public
will see i its new statue an Aphrodite, so
trudy has Roman waste served us and so slowly
have we Iollowed the Roman copies back to
the Greek,

When the casts ol the New York and the
Medicl statues are (IIIHiLlIl'IT. the dillerences
in the two (n]lic\ are apparent. e ser ol
the Mediei head is_perhaps not_entivelycer
tai_Lor it was broken off, and the right arm
is it restovation. Ty their main dimensions anud
im_many details the two measure out the same
\Lnjl_i]_ﬁ\llll_l_!_l_ II.ll_[_il)ll\_l_]] an inch. The Torms
ol the New York higure are slightly fuller, the
shilt of weight at the hips less pronounced,

the lelt [oot is Lavger and toes out less; the set

ol the head weights the composition more
héavily 1o the spectator’s left of the main ver-
tical. There is considerable variation in the
mphiu support, very likely a copyist's inven-
tion not necded il the original was bronze. In
the New York statue it is more compact, dol
phin engaged with post where in the Medici
it is cut free of it; there was no Eros rider
where the lower of the two Medici Erotes is
placed, and the dolphin apparently made less
of a spiral turn. The whole support stood Lar-
ther back of the legs, was less visible in front
view. A recent study of copyists’ supports
places the Medici Venus as a copy made in the

\ugustan period, by comparison with the dol-
phin ol the Primaporta statue ol the young
Augustus. By these criteria, the New York re-
plici is sonewhat carlier than the Medici, An
carly date Tor it is borne out by the sparing use
ol the drill, the marks of which are seen here
and there in the hair, on the wear ducts, and
in the groove lormed by the thighs at the back.

Tl .\l'lllllllili' HOW 01 VIewW s nob i recent
I but has venained unnoticed e private
lands Tor many vears, Lintil shortly belore the
secomd World War it was at an estate in
Silesia, in the |m-.\¢'“ilm ol the Tate—Count
Chamaré, whose ancestor, Count Schiabbren
dorl, made the Tour de Chevalicr sponsored
by Winckelmann_in the eighteenth century.
Some of the Winckelmann letters i.’ll]llll‘nllt'|1 Ly
Justi (IWinckelmann und seine Zeilgenossen,
1898) are addressed to this nobleman, and it
may well be that as a by-product of their
[riendship the statue was acquired in Italy and
removed to Silesia, At all events, it there fell
into neglect, and was eventually sold at the
breaking up of the estate. And so ended its
long eclipse.

Aceession no. s2.01.5. Fletcher Fund. Height
of head and torso, as presevoed, 47 1/2 in,
(r2o.7 cm.); height of Phh‘”a and support, as
presevoed, 1g in. (35.6 cm.); height of plinth
2 1/ in. (6.4 em.); height as yeconstructed,
with plinth, 63 1/2 in. (161.5 e Soft, firie-
grained white marble, probably Pentelic, with
brownish, not bluish, seams. For a list of the
veplicas of this type. cf. B.M. Felleti-Maj, m
Archeologica Classica, m (7951), pp. 61f.; on
the dating of the Medici Venus as @ Roman
copy, see I. Muthmann, Statuenstiitzen und
dekoratives Beiwerk, 1951, pp. 28, or fJ.
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2 WALL STREET
NEW YORK 5, N. Y.

February 20, 1953,

Mr. Francis H. laylor,
¢/o American Academy,
vlia Angelo Masina 5%
Porta San Pancrazio,
Rome, Italy.

Dear Francls:

I have been talking to Christine Alexander
about the unveiling of the Aphrodite. Her ideas in
regard to the way it should be exhiblted are develop-
ing very rapidly and Ben Knottsis presently working on
a possible installation in the room at the end of the
long Sculpture Gallery. By the time you return I think
they will have one or more layouts all ready for your
approval. Miss Alexander is not proceeding with the work
of having the statue bored until you have an opportunity
Lo decide the method of shoving, as apparently there
will be slight differences depending upon whether it is
to be shown as a fragment or to be pleced out with the
plaster cast legs of the Venus Medici. :

In the meantime, I wonder vhether we should
not be forming a program in regard to the unveiling. The
time schedule here will be very tight.. Miss Alexander
estimates that after a decision is reached,the mounting
of the statue and installing 1t in a gallery might take
a month or six weeks. As you get back about the middle
of March, this would mean that the statue might be ready
in the latter half of April. I think that if we want to
get a great deal of publicity for the unveiling we should
have a reception and invite at least the higher categories
of members. Personally, I would incline to make it an
evening affalr, have a curtain across the gallery, assemble
the guests and literally pull the curtain aside o that
the audience would see the statue for the first time, more
or less, simultaneously. ihis may sound very theatrical
but the statue 1s so important I think we are Justified
in making a great fuss over it.

The difficulty with the timetable flows out of
the deadlines for publicity. Floyd Rodgers tells me that
LIFE was promised an opportunity to publish a picture at
the time of the unveiling and he estimates that they would
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Mr. Francis H. Taylor,
February 20, 1953,

Page #2.

vant at least three to four weeks!' notice s=o as to take
their photograph and insure publication immediately
after the release date,

Alfred Frankfurter would also want to include
it in his monthly on the first date after unveiling.
This presents an added complication as he must go to
press around the middle of the month and would need his
pictures some time in advance of that. If, therefore,
ve choose a date in t > pril for the

want to put the story in his May

If, however, we had an unveiling early in May
I think we would have to insist that he include the story
in his June mmber as we cannot allow him to publish ahead
of the unveiling.

I think ve ought to put the statue on exhibition
this Spring. It is certain to attract a great deal of
attention and probably heated comments when the story
reaches Europe and the comparison with the Venus Medici
is evident. All this will be good publicity and attract
added attendance.

The Japanese Exhibition will close in the last
week in April, so there would be a minimum of overlapping
even if we could show the statue at the earliest possible
date mentioned by Christine.

I am writing you at length, not with the idea
of asking you to reach any decision while you are avay,
but merely to let you know that a very pressing decision
will have to be made shortly after your return.

Youfts u’n1erely,

oo

RLR:ver yesterday
P.S. We had a conference/about the Japanese showing.
Among other things, Preston seemed doubtful as to vhether
you had decided that admission should be charged. Ken, I and
Easby all feel we should make the customary fifty cent charge
and run it in. the same manner as the Cezanne and other shows.
If you disagree, please cable, or better still, call me on
the !'phone.

H'LlRo
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wwre b Lhe date line on telograme and o oy lettors ia STANDARD TIME at proint of origin, i

NKO35 LONG DL PD=UX RICHMOND VIR 21 1026A
:FRANCIS H TAYLOR=

H
METROPOLITAN MUSEUM OF ART=FIFTH AVE & 82 S T=

&}

HOPE YOU WILL EXPLAIN TO - OEWSLAGER MY FEELINGS ABOUT
APHRODITE SITTING AS FOLLOWS: FIRST» TROUGH FOR PLANTS

MUCH TOO HEAVY AND DISPROPORTIONATELY WIDE AND PLANTS MUCH
TOO HIGHw SECOND, IF TROUGH AND PLANTS WERE DESIGNED TO
CONCEAL REFLECTING MIRRORS | HOPE SOME OTHER SOLUTION CAN

BE FOUND BECAUSE EFFECT OF STATUE STANDING IN MIDDLE OF PLANTS
ALIEN TO PLACE OF ORIGIN STRIKES ME AS UNDULY AﬁTIF!CIALz

THIRD; STATUE IS § IMPORTANT UTMOST SIMPLICITY WILL BE MOST

FFECTIVEw FOURTH; HOPE HE WILL CONSIDER POSSIBILITY OF °

SURROUNDING BASE WITH MOULDING ABOUT FOUR INCHES HIGH AND
TEN FEET 1IN DIAMETER TO CONTAIN LIGHT C |

) COLORED SAND OR PEBBLES
WHICH COULD BE USED AS MEANS OF REFLECTING DIFUSED LIGHT

UPWARDw BELIEVE INTENSITY OF REFLECTED LIGHT COULD BE
CONTROLLED BY CHOICE AND ARRANGEMENT OF SAND- OR” PEBBLES
AND WOULD APPROXIMATE EFFECT OF STATUE STANDING IN NATURAL

. LIGHTw; RETURNING EARLY THUBSDAY MORNING ANDIWILL BE AT
MUSEUM BY TEN=!
ROLAND:
RECEIVED
APR & 1553

HIRECTOR

THE COMPANY WILL APPRECIATE S8UGGESTIONS FROM ITA PATRONS CONCERNING ITS BERVIOE
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REPORT OF THE DIRECTOR 1957

The President has reporied to you the activi-
tics ol the past highly successful year. While
the By-Laws require a veport from the Direc-
tor, in erder not to bore you with a paraphrase
ol his report as custom in the past has de-
manded, I have secured his permission to re-
view for you instead the momentous under-
taking now engrossing the Muscum — the
building program. In bringing you up to date
I wish to recite a little bit of the history of the
buildings and to show you pictures of their
growth.

The Mewropolitan Museum, appropriately
enough, was born in Paris at a dinner party
ol Americans held at the Pré Catalan on the
Fourth of July, 1866, John Bigelow, our Min-
ister to France, John Jay, Minister to Germany
and grandson of the Chiel Justice, Mr. Fox,
our Assistant Secretary of War, and the Com-
mander of the U.S. Monitor Miantonomaoh,
visiting at Cherbourg, attended. Among the
gusts of oratory, Mr. Jay, wineglass in hand,
called "‘lor the establishment ol a National
Institute and Gallery ol Art” and suggested
that “the gentlemen then in Europe were the
men to inaugurate the plan.” Upon their re-
turn to America they drew up a petition which
was put into the hands of the Art Committee
of the Union League Club for execution. On
November 25, 1869, William Cullen Bryant,
the Reverend Dr. Henry W. Bellows, and a
committee of gentlemen organized a provi-
sional committee under the presidency ol John
Taylor Johnston, and a charter was granted to
them to create “a body corporate by the name
of The Metropolitan Museum of Art to be
located in the City of New York for the pur-
pose ol establishing and maintaining a Muse-
wm and library of art, of encouraging and de-
veloping the study of the fine arts, and the
application of the arts to manulacture and
practical life, of advancing the general knowl-
edge of kindred subjects, and, to that end, of
furnishing popular instruction.”

On February 2o, 1872, eighty years ago, the
corporation opened for business in the Dod-

worth Building, 681 Filth Avenue, hétween
syrd and sqth Streets, in a private residence
that had been altered for Dodworth's Dancing
Academy. “A skylight,” it was announced, had
been let into the ceiling of the large hall
“where the poetry ol motion had been taught
to so many of the young men and maidens of
New York.”

I'he following year
dence, the Douglas Mansion,” was leased at
28 West 14th Sweet. Here the Muscum re-
mained [rom 1853 until the completion of the
first building in Central Park in 187g. The
choice ol the site and the drawing up ol the
contract with the City were settled, ironically
enough, by the happy intervention of Mr.,
Joseph H. Choate with Boss Tweed. When
the building was opened the f[ollowing year,
the need [or additional space became so acute
that two suites of galleries {lanking the origi-
nal unit had to be built in 1888 and 1894,

Then came the first Fifth Avenue wing,
now the center of the Museum complex. This
was designed by Richard Morris Hunt about
18¢g4. R. M. Hunt died in 1893 and the work
was carried on by his son, Richard Howland
Hunt, with George B. Post as consulting en-

a more spacious resi-

gineer.

After the election in 1goy4 of Pierpont Mor-
gan to the presidency of the Musewm, Hunt's
grandiose scheme was modified and partly
ded out by McKim, Mead and White, ex-
ig the fagade north and south on Fifth

Ci
Lend
Avenue to its present dimensions.

From that time on, [requent additions were
made to the building. First the Library wing
in 1g1o, then the north and south wings on
Filth Avenue. Sections of these were openged
successively in 1911, 1913, 1917, and 1926
Meanwhile the Morgan Wing had been added
in 1910 and the American Wing in 1924. The
last substantial alteration to the building was
the wanslormation of the original central
Wing A into the Armor Hall in 1938.by John
Russell Pope.

By 1940 the shortage of space had again be-




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

The Museum of Modern Art Archives, NY

Tomkins IV.B.18

e o =TT e e 2

Y

The Museum'’s first building in Central Park. It was completed in 1879 and officially opened
to the public on March ;0, 1880. The architect was Calvert Vaux, au’m designed the building

in a sort of “Ruskin Gothic*

style which was supposed to harmonize with other bmhimds‘ n

Central Park. This view is taken from the novthwest, looking towards Fifth Atrc'm.-m

come acute. When I arrived at the Museum in
May of that year an addition was about to be
made to the Am in Wing. I asked the Trus-
tees to request the architect, Robert B. O'Con-
nor, to make a survey of the entire expansion
problem of the Museum belore proceeding.
This was done, and iu___mi:'_:lrl interim plan
was ready calling for alterations within the
building in the amount of approximately

S_-w;;:}_ml,
in the winter of 1942-1948, however,

two circumstances arose which altered the
course of the Museum's history. A proposal
was made by the Trustees of the Whitney
Museum of American Art to build a wing in
the southwest area of the Museum's land, Com-
missioner Moses drew the Trustees' attention
to Mayor La Guardia's larger plan for public
works and requested that the entire matter
be revised in the light of these two circums-

stances. From this grew a plan estimated at
that time to cost approximately $7,500,000.

A campaign for funds I:ulmlud in 1946 in
connection with the Museum’s Seventy-fifth
Anniversary was only partially successful and
subsequently the Whitney Museum withdrew
from its agreement, Plans once more had to
be revised, particularly in view of the rapid
rise in construction costs and general inflation,
In today's market what had been envisaged
lor $7.500,000 in 1946 would cost between
315,000,000 and S20,000,000.

During the interval the Museum's endow-

ments had  increased considerably through

acular bequests, Our endowment,
in [act, has increased from 1040 to 1951 by
approximately thirteen and a half million
dollars. “T'hese principal funds, of which the
tneome only is available, are not, however,
a solution to our building program. A bequest
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View of the Museum [rom the southeast showing the additions which were made in 1888 and
1894 from the designs of Theodore Weston and A. L. Tuckerman. This oldest section of the

present building is now

being entirely reconstructed to house the collections of European

decorative arts on the ground floor, the medieval art collection and the European period
rooms on the first floor, and the new paintings galleries on the second fioor.

of 81,000,000 [rom Thomas W. Lamont was
added 1o the $1,700,000 raised in the campaign
specifically for the Building Fund and, with
the help of certain smaller legacies, the Mu-
seum was enabled to match the City's share in
going forward with Stage 1 of the building
program. A contract in the amount of $5,600,-
000 was signed just over a year ago and con-
struction started a few weeks later. Despite
restrictions in building and the scarcity of
critical materials, the work is progressing on
schedule. Mr. Harrison, who is ably serving
as Secretary of the Building Committee, 15, I
know, most grateful for the support he is re-
ceiving from the Commissioner of Parks and
his colleagues. Also, without the generous and
painstaking advice and assistance to the ar-
chitects, Messrs. O'Connor and Embury, [rom
the Chairman of the Building Committee,
Mr. Voorhecs, as well as from the Trustees and
the Staff Architectural Committee of Mr. Rem-
ington, Mr. Rorimer, Mr. Chapman, and Mr.
Wallace, the work would not have advanced
so easily or so rapidly.

[ will not attempt to review in detail the
general plan, fully brought out in the Museum
Bulletin for June 1g50. Suffice it to say that
the general scheme is divided into four stages
by means of which the building will be com-J
pletely renovated and which will provide
within the existing walls at least thirty per
cent additional exhibition space. Stage I in-
volves the renovation of the west building
from the basement to the top foor picture
galleries. It also calls for alterations in the
south wing providing new facilities [or the
kitchens, restaurant, cafeteria, and administra-
tive offices. A connecting wing, one gallery
wide. will be built to link together the Morgan
Wing with the north wings on Fifth Avenue.

Stage 1T will be concerned with the cengral
section of the TFifth Avenue building, and
Stages 111 and IV will conclude the program
in those other parts of the building not affected
by the earlier work, In brief, the Museum
will be divided into five major units, the Mu-
scum of Ancient Art, the Museum of Oriental
Art, the Picture Galleries, the Museum of
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The Fifth Avenue fagade as completed by McKim, Mead and White about r9ry from designs
that were modified and simplified from Richard Morvis Hunt's original plan made in 1894

European Decorative Arts, and the Museum
of American Art. This will make possible the
redistribution of the collections with greater
yesard to the philosopticat
the works of ar -ﬂ_'l_ml_ s. It will also make

et S i s e i
possible a division of the collections into dif-

implications ol
Al

[erent categories, separating those examples
addressed specifically to the general public
[rom those which can be restricted for a more
specialized audience ol students and scholars.

Stage I actually gives us many more im-
mediate advantages than at first appear, for
the Picture Galleries and the Museum of Eu-
ropean De orative Arts will be reestablished in
their entirety. The new restaurant and admin-
istrative quarters likewise will be completed.
Thanks to the impetus given by the Grace
Rainey Rogers bequest, the Anditorium is

next on the list. Admirable designs have been
developed by the office of Voorhees, Walker,
Foley and Smith. A completely new and mod-
ernized theater, accoustically controlled and
with [acilities for radio and television, will be
installed. The seating capacity will be in-
creased [rom the gro ol our present Lecture
Hall to 710. The Trustees are ready to proceed
with this unit, to be built [rom private funds,
as soon as the authorities in Washington per-
mit the allocation of materials, 1t is also pos-
sible that the Junior Museum, aided in part
by foundation funds, may also proceed at that
time.

The three other museums must necessarily
wait for more auspicious times and specific
building funds not now in hand. But these
collections of American Art, Ancient Art, and
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A typical paintings gallery in the west wing. Heve the height of the ceiling has been sub-
stantially lowered, and deep coves have been eliminated or simplified. New lighting equip-
ment, proper venlilation, and accurate humidity contrel are all J'n'ing mstalled.
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Apovi: The connecting Wing Z between the Morgan Wing and the Far Eastern

galleries of the novth Fifth Avenye butldings. Two floors of galleries ave Pprovided,

together with offices and study areas at the lower level. BELow: A new gallery in
Wing Z which will be devoted to Far Eastern pottery and poreelain

16
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Oriental Art are at present relatively better
housed, and their new quarters, while desir-
able, are not so pressing.

~ What, however, is most urgent beyond the
‘present contract is the need for alterations to
the main enwance and the elimination of the
front steps that now strike terror in all persons
who have reached middle age.

All these remain as dreams for the future.
How soon they may be realized depends pri-
marily upon the public response to the current
program. We are convinced that once the pub-
lic has tasted blood, hearts ol stone will be
melted, and the necessary funds needed to
complete America's greatest treasure house
will flow more rapidly.

Series.Folder:




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

Tomkins

IV.B.18

P ——

THE INAUGURATION OF THE
NEW GALLERIES

AREPORT

|Q€'¥"‘MI‘

During the next five months, beginning in Jan-
uary of this vear, the Musenm will at long last be
able to return to exhibition some seven thousand
five hundred works of European art which have
of_necessity been retired from view during the
past_four vears of reconstruction and remodel-
ing_of the buildings. They will he distributed
throughout a series of ninety-five
modernized galleries and six |
addition to these hundred new exhibition he
the Muscum has canverted the old Roman Court

letely

ing and splendidly equipped restaur
tables will be d sposed about a central pool
whose principal feature will be one of Carl
Milless celebrated bronze fountains upon which
he is currently working in Rome. This wing has
been designated by the Trustees as the Thomas
W. Lamont Wing, since its alterations have in
large part been made possible by his generous
bequest.

There has also been added in the North Wing
the Grace Rainey Rogers Auditorium, an en-
tirely new structure seating seven hundred and
ity persons, erected on the site of the old lecture
hall. Planned and designed by the architectural

! " Hirm of Voorhees, Walker, Foley and Smith, it

i
!
|
|

will be equipped with the most modern acoustical
devices. While there will be no facilities for
theatrical productions requiring changes of
scenery, the stage can, il necessary, accommodate
a [ull symphony orchestra and chorus. The use
of the auditorium will be chiefly for lectures,
public meetings, the showing of educational and
art films, recitals and concerts of chamber music.
Immediately adjacent to it, on the south side,
will be the galleries of ancient musical instru-
ments containing one of the most varied and
extensive collections in the world; on the north
side are broadcasting studios and soundproof
control rooms for radio and television. The

loyer opens into a recently constructed special-

BY THE DIRECTOR

Bult. S

exhibition gallery, direct access heing possilile at
street level throuezh the entrance on Filth Avenue
at Bard Street. Escalators lead directly from the
eround-floor check rooms to the floor of the
aunditorium. A serving pantry for refreshments
has also heen included so that special events and
exhibitions can be localized in this section of the
Muscum, especially in the evening, without the
necessity of opening the rest of the building. It is
proposed to dedicate the auditorium at the end
of April, 1954, with a music festival held in
conncction with an exhibition of baroque instru-
ments from the Croshy Brown collection,

Thus, without increasing the already  vast
cubage of this colossal edifice to any marked
degree—aside from the building of a connecting
i : on three Aoor levels between the Morgan
; h Wings, and rooling over certam jn-
terior i'l)llrwlll'l‘\'id(' more storage RI]."IF{' _l.h(‘
Metropolitan has gained between twenty-five
and thirty percent more square feet for exhibi-
tion in the w s allected, and an even ereater
amount in running linear feet of usable wall sur-
face. We are indeed fortunate that the sense of
grandeur of the architects of the past endowed
us with such monumental salles d'espace perdu,
which could be recovered, divided, and put to
better use.

This gigantic undertaking has been part of the
Rehabilitation and Reconstruction Program of
the City of New York and has been macde possible
by the joint application of funds from the City
and private sources. This co-operative scheme was
:d a year
later in the City Program, and presented in more

first evolved as early as 1941, incorpor:

extensive form on the occasion of the Museum'’s
Diamond Jubilee in 1946. At that time the archi-
tects, Messrs, Robert B. O'Connor and Aymar
Embury II, had developed drawings for a pro-
gram estimated, at the then current building
prices, in the neighborhood of $7,500,000, calling
not only for the rehabilitation of the existing
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structures, but also for a complex of additional
buildings in the area to the southwest of the
Muscum to house the proposed Whitney Muse-
um of American Art, together with a series of
connecting wings. Although the Museum and
the City of New York were equal parties to this
scheme, it Luer beeame evident, because of the
astronomical rise in building costs and the with-
drawal of the Whitney Museum, that any pro-
gram capable of realization would have to
concentrate on the rehabilitation of the existing
plant, leaving additions to the distant future,

Thus the architects prepared a revised set of

plans which were published in diagrammatie
form in the June, 1950, Bulletin. These plans,
now brought up to date for the purposes of this
report, in essence divided the building program
into a number of stapes, |:mvi(lm,r.{1ur a thorough

redistribution and more logical arrangement of

the collections. The entire program was esti-
mated at that time to require, il the necessary
funds were available, a period of from eight to
twelve yegrs.

~Lhe liest of these stages now iching com-
pletionwill involve a total expenditure of ap-
proximately $9.6o0,000. This amount includes
$1,100,000 for the construction of the Grace
Rainey Rogers Auditorium, which was not
included in the ori il program and which is
being built entirely out of private funds, and
approximately 81,500,000 of installation and
other costs occasioned by the building operation.
The total construction costs for the rehabilitation
of the three oldest wings ol the Metropolitan
from bascment o roof, together with the con-
struction of the new unit linking the North Wing
on I'ifth Avenue with the Morgan and American
Wings, will ageregate ,|p|:|‘t:.\ill1<llt']} $7,000,000,
OF this amount, the City of New York has appro-
priated approximately 4,100,000, The balance

has been provided by the Museum from [uncds

accimmuliated for the building proevram and for

general purposes during and lollowing the 75th
Anniversary Campaign ol 10.45-4b

Ouite aside from the untiving eforts ol the
Ollwe ol the Budger Divector and the operating
ollicials ol the Department of Parks who exe-
cuted andd supervised the manilold conwacts in

this eonerprise, the Museom could never have

realized this program without the support of the
three Mayors under whose administrations it
was planned and executed, or the sympathetic
understanding of the Commissioner of Parks, the
Honorable Robert Moses, who constantly pressed
the Museum's case before the Board of mate,
To them, and to the members ‘of the Board of
Estimate themselves as well as to the Trustees of
the Museum both elective and ex-officio, and w
the many persons who have contributed to the
building fund, the Stafl wish to express their
gratitude,

If you will examine the attached plans you
will observe that Stage I involves a large part of
the original West Building, parts of which were
opened in 1880, 1888, and 1894, and known as
Wings A, B, and C. From the basement to the
top-floor picture galleries a thorough renovation
has taken place. Ceilings have been lowered
where necessary, galleries transformed o more
serviceable dimensions and given a more at-
tractive appearance. A large part of the initial
budget has perforce been spent on ventilation,
heating, lighting, and plumbing. The obsoles-
cence through the years of these essential urilities
has not only interfered with the attractive display
ol works ol art but long ago reached the limit of
safety for the collections. Ventilation by a high-
tension method of precipitation will now insure
scientifically cleansed air, a fact that will add
cnormously to the proper care and preservation
of the works of art themselves. 1)i rrent has
been replaced by alternat ent so that the
M('lrupnlil.'lh can now take advantage of recent
advanced techniques in gallery lighting, All
reconstructed arcas have been completely re-
wired, thus making possible the installation of
improved lighting in the new galleries based on
extensive experiments carried out over the past
SIX YUars ui the direction of Laurence S.
Harrison of the Museum Stafl, In fact, 3 great
pactolthe concealed costs of the entire program
has been devoted o a modernization of the elec-
trical equipment in all sections of the Museum
and of the elimination of fire hazards.

High-speed ventiliation and humidity conteol
l‘t|ui]|llu'11l is in npt'l.ll.itm. Duets and ;lt.u'him’l"_{
lor eventual aie conditioning and air cooling

have been nstalled; also, washroom and other
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facilitics have been expanded and modernized.

In addition to the alterations in the West
Wing, kitchens, restaurant, and the
tive offices have been relocated in the first floor
and mezzanine of the South Wing (Wing K),
and in the area adjacent to the Roman Court.
The class
present location, occupying, in addition, the
galleries immediately above them on the second
floor, where objects of smaller scale, such as
vases, pottery, jewelry, ete., will be shown. The
connecting link, Wing Z, between the Morgan
and the North Wings, already referred to, will
provide a circulation heretofore not possible
between the two buildings and will bring the
Chinese poreelains of the Altman collection in

administra-

al collections will remain in their

work an one of the sculftures for the fountain of the new Restanrant

contact with other collections of oriental art.
Throughout the undertaking, the convenience
of the visitor with only a limited time at his dis-
posal has been a major consideration and ob-
jective. The Museum has spared no pains in
order to reduce gallery fatigue by providing
those modern comforts which have become a
commonplace in every other type of publie
building. Among these are a series of public
lounges in the galleries of paintings and decora-
tive arts where smoking will be permitted. Two
large new clevators, one to the north, one to the
south, will provide casy access to all three floors
of the reconstructed West Wing, while the re-
opening of the Park entrance and the construc-
tion of a new entrance at Fifth Avenue and 81st
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Street will enable visitors to reach the various
collections more easily than before. Included also
in the current alterations has been the establish-
ment of new quarters on the ground floor for the
technical laboratories and repair shops.

Already, with the approval of the City, the
firm of Brown, Lawford and Forbes has been
retained to study the various problems which are
involved in the subsequent stages of the recon-
struction program. First of all, there is under
consideration in the next Capital Budget of
the City the completion of alterations to the
Seuth Wing (Wing K) which had to be deferred
in the present program and which will make
provision for the new Junior Museum, to which
the James Foundation of New York, Inc., has
contributed $250,000. This project has been
combined with a long-deferred program of re-
pairs to the roof of this area. Thus it will be pos-
sible to undertake at the same time the rehabili-
tation of the special galleries for temporary
exhibitions on the top floor of Wing K. The over-
all cost of this step has been estimated at ap-
lu'uiinl‘llvll\' $1,400,000,

l":J”n\\'ill_L'. IflulJ attention will be _L;i.\-'(.'n to other
portions of the buildings, of which the most ur-
gent consideration must be given to the central
section on Filth Avenue, including a reswudy of
the main entrance in order to provide access at
street level with escalators leading 1o the present
Great Hall. The permanent quarters of the Print
Room, which are ultimately to occupy the build-
ing now devoted to education, will provide a
link between the ]ihl‘.ll"\' and the pi.l'l'lll‘t' l:;l“l‘l'it's.

The final date of l'u1|l|1|t'liun for the recon-
struction of the Museumn as a whole is impossible
to predict at this time. Unquestionably it will
take several years to secure the necessary funds
before construction can be undertaken. In the
light of the $¢,000,000 already expended to date
it may well take a substantial rart of that amount
again belore the end s in sight. Also when [unds
are raised, the Museum will have to restore to its
unrestricted ju illt'1|1.|| account nea 'J.\' 82,000,000
which had 1o be advanced to meet the rising
costs while the present work has been going on.
However much satisfaction we may take in what
already has been accomplished, a monumental

task still lies ahead.

REDISTRIBUTION OF THE COLLECTIONS

The purpose of this ambitious program has
not been the correction of physical inadequacies
alone. It is part of a larger, more philosophical
concept to bring order out of chaos. At the risk
of repetition we refer here extensively to the pre-
liminary report of 1950. There it was pointed
out the collections have grown from nothing in
1870 to somewhere in the neighborhood of a
million items today, covering a range of five
5 y 5 of history. They have been dis-
tributed among a dozen curatorial departments,

which have emerged, swollen, and subdivided
through the years as events and policy dictated.
Since many of these divisions have been arbi-
trary and predicated upon administrative com-
pulsion rather than upon a logical or informative
plan, it became imperative that the collections
be regrouped and organized so that they might
become not only less exhausting and forbidding
to the visitors but by their very chronological
and geographical relations might interpret to
the publie the evolution of the history of art.
Limmensity alone is not so great a problem as
the catholicity and diversity of the Museum'’s
Nowhere except in the Vatican is such
victy of cultures brought together under
1 single roof and under one-adminiswation. The
Metropolitan is even more catholic in its interests
and its concepts than the Louvre, for even in
Paris one must consider, together with the
Louvre itself, the collections of the Guimet, the
Cluny, the Musée des Arts Décoratifs, the Ca-
binets des Médailles, and the Print Room of the
Bibliothé¢que Nationale. In London the burden
is divided between the National Gallery, the
British Muscum, the Tate, and the Victoria and
Albert Museum in South Kensington. The great
cities of Central Europe similarly divide the re-
sponsibilities between museums of Eastern and
Western art, and separate the contemporary
from the relics of remote antiguity. So it is in
Spain, in ltaly, and in Holland. Here in New
York, however, circumstances and testaments
have conspired to make the Metropolitan Muse-
um all things to all men, However much we may
lack in the multplication of weasures possessed
|:3.' the older ciy itals of |,I|IU!K‘, the skeleton is
nevertheless here. We have developed in eighuy-
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three years the framework for an encyclopedic
presentation of the creative vision of man which
we are morally obligated to preserve for future
generations,

Our problem, then, has been how o make the
collections more attractive and more intelligible
to the visitor, yet at the same time 1o preserve
this essential encyelopedic character.

A solution has been found in breaking up the
whole into its component parts, We no longer
look upon the Museum as a single unit, but as a
commposite of hve separate and distinet museuimns,
devoted 1o various phases and aspects ol the
history of art, This was the objective of the Lirger
plan presented in 1gqb; 1t has remained, even
iiu|-|_\. the ke o the entire Program Three ol
these musewmns, cach being virtwally an entity
i dsell vet preserving an organic relation w the
whiole, ared the Museuwm ol Ancient Art, devoled
to the civibizations of the Mediterranean Basin,
Lgypt, the Near and Nuddle Fast, Greece, and

A gallery of paintings by Rembrandt in the Altman collection

Rome; the Museum of Oriental Art, covering
the civilizations of Islam and the Far East; and
the Museum of American Art, covering paint-
ing, sculpture, and the various phases of Ameri-
can Decorative Arts. These three entities, ocen-
pying the more recently erected parts of the
building, are in less urgent need of reconstruction
and will have to wait for their renovation,

We are here concerned with the two museums,
the Picture Gallery and the Museum of Euro-
pean Decorative Arts, which are being reopened
to the public at this time.

However, before turning to the more detailed
examination ol what has already been accom-
plished, itis necessary w make a further point in
regard o the philosophy behind the redistri-
bution ol the collections. Having |:h_\'nir.|||\'
separated the hive museums, the collections con-
tadned i cach ol them muast in taen be divided
into the several categories they comprise. Such
divisions will guide the wnount and chavacter of
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A gallery with furniture and woodiwork of the Lonts XV period

the works ol art displayed at any one time in any

given area. First, there are those works addressed

by their irre
which must be shown in the main galleries

tible beauty to the general public
their

numbers strictly limited. Secondly, those works
of particular interest to the more highly special-
ized student of art and design. The latter, as well
as the ohjects in the third category, which are
primarily of interest to the historian and scholar,
will be kept in study galleries and research study
rooms, where every effort will be made to make
them as available as possible to the students who
most require them without compelling the casual
visitor to plow his way through endless corridors
ol objects of limited or esoteric interest,

These have been the guiding principles in
determining the character of the installation of
the new galleries which are being opened during
these winter moriths, On the main floor the de-
velopment of the decorative arts of Europe from
the Roman Empire to the time of Napoleon will

be unfolded in a series of furnished galleries arfd

period rooms. [mmediately below, a whole
ground floor has been recovered from what was
a and con-

verted into up-to-date study galleries of the arts

once basement work and storage a

and crafts classified according to material—
silver and goldsmith’s work, glass, ceramics,
metalwork, woodwork, enamels, textiles, ete.

Above, on the sccond floor, beneath splendid
new skylights, forty-four picture galleries will
unfold the evolution of European painting with
some seven hundred canvases. There, master-
pieces of Byzantine, Italian, Spanish, Dutch,
Flemish, British, French, and German painting
ranging in date from the thirteenth to the twen-
ticth century will be displayed. The balance of
the picture collection will be rotated from time
to time to provide new arrangements in special
exhibitions of certain schools and periods.

While some of the most important collections
ever to come to the Museum, including that of
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A gallery with embrodered hangings and a bed of the Louts XIV period. The bed ts the gift of
Judge Inoin Untermyer, 1955. The galleries on these pages will open in May

Henry G. Marquand, given in 188q, the H. O.
Havemeyer collection bequeathed a quarter of
a century aco by Mrs. Havemeyer, and the Ed-
ward and Mary Harkness colleetion received in
1940 and 1gs0, are distributed throughout the
{'xhi]rili.un. Iln' Altman and Bache collections are
maintained as entities, The former accounts not
only for some of the most celebrated paintings
in the .\1:‘I4u|m|i.|.|n but also well-known \11|l]1~
tares and o unigue collection of Chinese porce-

lains; the latter comprises a select group of
European paintings of the High and Later
Renaissance, as well as sculpture, tapestries,
furniture, and decorative arts. Other famous
gifts and bequests such as the Blumenthal,
Iletcher, Lewisohn, Osborn, Pulitecr, Rogers,
Waolle, and a host of others are exhibited in the
appropy tte eallevies.

At the time of the opening on Lanuary g, the
Musenm will also show the \ph’mil\l works ol art

I 16
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The West Lounge, with French and Flemish renaissance tapestries and the fountain from the garden of the

Pazzi palace bequeathed to the Museum by George Blumenthal in 1941

belonging to Robert Lehman, a Trustee and
Vice-President of the Museum, who has gen-
crously lent his collection for the occasion. [t will
be shown in four contiguous galleries. Just one
of the outstanding paintings from this remark-
able collection is Hlustrated herewith, but a
special article devoted to the loan exhibition as
a whole is planned for a future issue of the
Bulletin. Contemporary European paintings lent

from the Chester Dale and other collections will
likewise hang in appropriate galleries with the
Museum's pictures.

The other renovated and reconstructed areas,
particularly those on the main floor, will open
in rapid succession. Farly in February many of
the Museum’s finest ohjects of the Middle Ages,
comparable to those exhibited at The Cloisters,
will be shown in five first-floor galleries, includ-
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ing two great halls, one devoted to sculpture and
the other to tapestry. Enamel, metalwork, jewel-
ry, furniture, ceramics, and stained glass by
artists and artisans working in Europe between
the beginning of the Christian Era and the first
quarter of the sixteenth century will be placed
against a period background. A new and dra-
matic setting has been provided for the great
masterpicces which |, Pierpont Morgan and his
son J. P. Morgan have given and bequeathed to
the Museum and for the collection of the late
George Blumenthal. Also many objects pur-
chased in 1947 from the Estate of Joseph Brum-
mer, one of the largest collections of medieval
art ever to be dispersed in this country, will he
exhibited for the first time. A spectacular loan
will be the two Celtic gold tores or necklets of the
late Roman period lent by A. Bradley Martin,

Simultaneous with the reopening of the medi-
eval section, twelve other galleries devoted to the
decorative arts of the Renaissance will also be
unveiled, These will include celebrated master-
picces an virtually every medium. Many newly
acquired objects, too, will be shown for the first
time, including the great Elizabethan bed pre-
sented to the Museum I’.\' \fllL!_L:l‘ Irwin Unter-
myer and the Pazzi Fountain auributed to the
great filteenth-century Ttalian sculptor Dona-
tello, formerly in the collection of George
Blumenthal. One of the most dramatic fe:
will be the new sculpture gallery where a num-
ber of large-scale works, never before shown as
a group, have been brought together.

Finally in May, the thirty-four galleries of
post-Renaissance decorative arts and the period
rooms will be :'ulli|)lt'|:n'd and Enl'rhvlll:'d to the
public. A chronological arrangement of English
furniture of the ecighteenth century will be dis-
posed in a suite of galleries and two rooms, one
a Chippendale room of about 1750 from a
country house, Kirtlington Park, the other,
the dining room from Lansdowne House in

London designed by Robert Adam, A parallel

development of the decorative arts in France
will follow in another series of period rooms and
galleries, One of the former, a salon from the
Horel de Tessé in Paris, dating about 1770, came
from the hétel which was Thomas Jefferson’s
legation when he was our Minister to France.
This room, and a charming Louis XV1 boudoir
from Bordeaux, is the gift of Mrs. Herbert N.
Straus, A painted room of the end of the eight-
centh century, given anonymously, has been
acquired from the Hotel Crillon,

Subsequent issues of the Bulletin will carry a
more detailed account of the decorative arts
exhibition. A special supplement to the present
January issue is devoted to an account of the
picture galle Rousseau.

We are very conscious of the inconveniences
which have been caused to the public by the
dislocations in the Museum during the past four
years and we hope very much that the pleasure
of the new
the oc mal unhappiness which circumstances
have brought about, The Stafl’ Architectural
Committee, consisting of Messrs, Ren
Easby, Loughry, Rorimer, Rousseau, Harr
Wallace, and Chapman, join me in expressing
to every member ol the Stall our very deep ap-
preciation for the untiring co-operation and
assistance which have been rendered us by every
member of the organization. Without their
watchiul care and unde ling the task of the
architects and of the contractors would have
been more difheult. Much of the burden has
fallen upon the office of the Treasurer and his
deputies. It is our great sorrow that Robert P,
Sugden, who played such an active and inde-
faticable role in all the preparatory stages of this
work, did not live to see the valleries completed.
Though still a young man, he was the vietimof a
heart attack last Aueust. Hig sellless devotion to
the Museum which he loved was indeed ex-
]rln‘\hi\'(' ol the .~u||i1|l ol every member of the
Stk
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A GUIDE TO
THE PICTURE GALLERIES
2.l ’J&, 1654 — A

By THEOQODORF,

ROUSSEAL, R,

Curator of Paintings

A musenm is a4 mixiare and a uni-

It is involved simultaneously

ol a theater
: in show
husiness and in edueation. However. too often

As Paul Valery
Are many interesting muscims

learning is put before
Fhere

pleasure.
has said; ©
and delichtful
" The result is that many people think of
a4 muscum as an

[t .1|1nn\1 none thit are pleasant
1o visit.”
awe-inspiring place where
Lnn\\ ledge is imposed upon them by
“instructive™
museum is to fulfill its real purpose and appeal
o the maximum number of people, it must be
a place of relaxation, a visit to which is first and
foremost enjoyable. After this, the pleasure that
is derived from it can lead, either unconscion

means of
labeling and arrangement, Il a

or consciously, to cultural or educational en-
richment.

The pleasure given by a museum depends
hasically on the quality of the objects it contains,
but it also depends to a considerable extent on
the way they are presented. There are many
diflevent ways of showing works of art. any one
of which is good provided it suceessfully brings
out their beauty.

The new ;n'r.':nur-mu‘mtr)l' the picture galleries
ol the Metropolitan has been made according to
historical periods. This has been chosen in pref-
crence to the conventional grouping by national
schools because the eontrast created by bringing
together pictures of different origins often helps
to emphasize the particular character and beauty
ol each, and also because it makes it possible by
the disposition of pictures or of galleries to ex-
press more fully the spirit of a period, which is
often a key to the appreciation of its art,

The first galleries are devoted to the Renais-
sance in Italy, when painters turned o the
beauty of nature and their fellow beings for
Jll\Fllrdtl(\H The warmth and richness of these
paintings arc all the more striking today, when

so many artists have turned their backs on this

aspeet of Tife. The calim anel Colonna

STene
Madonna by R; iphacl was presented in 1g1h by
Jo Po Morgan, one of the Museum's presidents
Its classical

and among its greatest benefactors.,

simplicity and clarity are in strong contrast 1o

the sensual richness of the Venetian Titian's
Venus and the Lute

splendid and decorative Mars and Venus., The

Player and Veronese's

latter is an interesting example of how suceessive
generations of men will treasure 1 particular
work of art. Painted for the E mperor Rudoll 11,
it was taken as loot by the Swedish forces “Iu‘n
they sacked Prague
part of the spoils of w
Christina. Aflter her death it passed through the
hands of several Roman families,

1 1648 and presented ;
“ to the famous Queen

to the collee-
tion of the French regent at the beginning of the
reign of Louis XV, and finally ended up in an
English collection, from which it came to the
Metropolitan.

The precursors of the Renaissance are ex- *
hibited in the adjacent galleries to the south,
The small panel of the I3 piphany by a painter
close to Giotto, though still medieval in char-
acter, shows the new interest in human emotion
and in the modeling of form which were to have
such an influence on later painting. In spite of
its small scale it has the strength and nobility of
some of the master's great frescoes. The altar-
picce by Taddeo Gaddi and the processional
Spinello Aretino carry on Giotto's
style in the later In their
graceful lines and more decorative two-dimen-
sional execution the small Ducciesque Madonna
and the triptych by Segna exemplify the con-
servative tradition of Siena, the persistence of
which can be scen a century later in the minia-
ture-like Journey of the Magi of Sassetta and the
Paradise of Giovanni di Paolo. The two Valen-
cian altarpicees, though later in date, are qull
essentially medieval and show the diffe

banner by
fourteenth century.
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fluences—1Italian, French, and German—that
were absorbed by that school.

The freshness and vigor of the early Renais-
sance and its interest in human anatomy and in
aint Sebastian

classical forms are visible in the §

by the young Castagno and in the bright and»

charming Birth of the Virgin by Fra Carnevale.

Other aspects of the period are 1o be found in the

strange scenes from the life of primitive man by
Piero di Cosimo and the attractive portraits by
Pollaiuolo and Ghirlandaio. The origins of the
monumental style in the north and in Venice
are o be found in Mantegna’s severe Adoration
of the Shepherds and in Giovanni Bellini’s Ma-
donna Adoring the Sleeping Child, still noble in
spite of the damages of time. The Meditation on
the Passion by Carpaccio is an early example of
Venetian color and love of the picturesque.
The contemporaries of these painters in north-
ern Europe, whose patrons were the luxurious
art-loving Dukes of Burgundy and the wealthy
merchants of the Low Countries, continued to
work ig the medieval tradition, which they
brought 1o its final flowering. The Crucifixion
t Judgment by Hubert van Eyck, the
s traditionally credited with
the invention of oil painting, is painted with

and |

elder of two broth

deep religious feeling, and its jewel-like colors
arc reminiscent of manuscript illumination.
These two panels were formerly in the Imperial
Russian Collection and were sold from the
Hermitage by the Soviet Government in 1933.

The touchingly human Christ Appearing to His

Mother by Rogier van der Weyden is part of a
«l by Queen Isabella the Catholic
il of Granada. The two other

triptyeh presen

to the cathed

panels, which remained in the cathedral, were
cut at the top o [t new frunes and our picture
is the only one surviving in its original form
Ihe palleries to the noeth and 1o the west are
restricted to the Altman, Bache, and Friedsam
colleetions, all hegueathed w the Muscuim on
condition that they be exhibited as units. Al-
theue i collections given in this way may present
dithenlues when they must be hined intw the
logical arvangement ol the colleetion as g whule,
they also have certain advantaees. They make

'J‘l"\l"l' |ll|l|'-l|.l| drrangernents aned relleet lll"

taste ol an lividual and s peviod

Fortunately all three fit perfectly into the
collection at this point. The Friedsam collection
is made up chiefly of northern renaissance paint-
ing; the Bache collection covers the Renais-
sance, the baroque, and the eighteenth century,
including among early works the brilliantly in-
ian by Petrus Christus

cisive Portrait of a Carthy
and the exquisite little Madonna by Crivelli,
which has come down to us in an almost uniquely
perlect state of preservation.

The Altman collection, brought wgether by
the founder of the well-known department store,
contains a broad variety of works of art, includ-
ing paintings, sculpture, tapestries, furniture,
oriental porcelains, and rugs. The paintings
range from the fifteenth to the seventeenth cen-
tury and their quality
able when one learns that the collector acquired

seems the more remark-

them within the short space of cight years with-
out ever going to Europe. The portraits of
Tommaso Portinari, the representative in Bruges
of the Medici bank, and his wife, Mar
ples of the calm and

1 Baron-
celli, are beautiful ex
gentle style of Memling. The Betrathal of Saint
Catherine by the same artist, hanging hetween

them, seems peopled by figures from a children’s
fairyland.

The Altman galleries also contain paintings
by the contemporaries of these artists in Ttaly:
I'ra Angelico, whose Crucifixion is still strongly
v of

Ferrara, whose profile portrait of a young Mem-

medieval in character, and Cosimo Tu

ber of the Este Family is drawn with a line as
sharp and clear as a goldsmith’s, The Madonna
il Child by Verrocchio has all the freshness

and purity of the carly Renaissance. Botticelli’s
siall Last Communion of Saint Jerome, so ull
of intense religious feeling, s a late work done
under the influence of Savonarola, of whom the
painter was an ardent disciple, The Porteait of
a Man, which has been anributed by seliolaes (o
hoth Titian and Giorgione, has all the beical
and romantie feeling which the Lattey (TR ]
o Vencuan painting, Near by, the porteat of
Filippo Avchint, the A ]|1|i-l|n|r ol Milau, by
Tinan combines psychological penctration with
i powerhul leeling of physical presenc

Even as Le as the seventeenth eentury when

Raplhiel, Leomardo, and Titan had aleeads

—

e T —
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reached their fullest expression,  Franee and

Germany venained alool Trom the Renaissance,
The Gothic tradition of reabisme and interest in
detail stll survives in the porteait ol the human-
ist Guilliime  Budé, one the rare SUrVIving
works of Jean Clonet, the French court Painter.
The same is true of the porvtrait of Benedict von
Hertenstein by Haolbein, except for the addition
ol a classical fricze, and of the Judement of
Paris by Ciranach, except lor the subject matter,

Picter Bruegel the Elder, in spite of a visit 1o
Ltaly, remained essentially a northerner, as can
he seen in the wonderfully atmospherie and
spacions Landscape of the Harvesters. His sense
of satire in the representation of human beings
has its root in the sculpture decoration of the
cathedrals. This picture, originally one of a
series of Times of the Year, was formerly in the
Imperial Collection in Vienna, from which it
was carried off by the Napoleonic army in 180g.
It disappeared for many years, until in 1910,
offered for sale as a
the Museum as the famous missing Vienna
picture,

‘copy,” it was recognized by

The collection is particularly strong in the
Dutch and Flemish schools of the seventeenth
century—Dboth very popular when the Museum
was founded. The [ollowing nine galleries con-
tain works of this period, arranged to bring out
the contrast between the Reformation and the
Western
that time. The latter, with its

Counter Relormation which divided
civilization at
spiritial center in Rome and its political strength
in the Spanish and Austrian dyvnasties, had its
roots in classical civilization. It was universal,
aristocratic, and worldly even in its mysticism,
Art was an l'.u.\'t'ni'l;ll weapon of its pr(l]:;l({ﬂnd.‘l,
The Reformation was intimate and personal in
contrast. To the vich burghers of the Low Coun-
trics art was a private possession, a treasure to be
enjoyed in their homes,

Both ideologics
painting. Rembrandt is particularly well repre-
sented, a whole gallery being devoted to him in
the Altman collection alone. Beginning with the
portrait of a Young Woman and the monumental
Noble Slav, painted in his careful early manner,
there are examples of every aspect of his style,
permitting one to study his growth from a tight

produced nts in the art of

anel eavelunl painter inta one of the hroadest and
most poswerfol of all times. As the |n.|in|'il_\- ol the
pictures ave portraits it is also possible o follow
the development of his extraordinary psveholos-
ical penceteation of the human eharvacter, His Lige
Sell-=Porteait and  the unhnished painting ol
Hendrickje Stoffels are wonderfnl examples ol
the unsurpassed economy of means which he
nsed Lo represent a maximum ol spiritual feeling,

Frans Hals expressed more worldly and
external aspeet of Duteh life. The dashing por-
trait of a man holding his hat in his hand is an
ancestor of the Tmpressionists in its urasp ol a
fleeting expression and in freedom and lighiness
ol touch, This painting was given to the Museum
by Henry Marquand, whose collection, pre-
sented in 1888 without conditions, was one of
the most important gilts ever received. Of an
exceptionally high standard of quality, it con-
tains at least five of the Museum’s greatest
masterpicces. Among  these is the exquisite
Young Woman with a Water Jug by Vermeer,
a detail of which is illustrated on the cover. Its
crystal-like clarity and quiet, intimate feeling
are an exceptionally poetic facet of the ma-
terialistic Dutch civilization of the time. The
Museum possesses four first-rate works by this

rarc master. The Young Girl Asleep, of his carly

period, and the Lady with the Lute are both in

a more romantic mood. The late Allegory of

Faith is one of his two religious compositions,
Vermeer's contemporaries, Terboreh, Pieter de
Hooch, and Gabriel Metsu, whose paintings
hang in the same gallery, show us similar scenes
from Dutch interiors, but, in spite of their
wonderful technique, they never succeed in
giving the poetic feeling of their great contem-
porary from Delit. The Still Life by Willem
Kalf is perhaps closer to his spirit than any of
these.

The Museum possesses an excellent group of
paintings by the landscape painters of Holland.
Among the finest are the broad and open Wheat
Fields of Jacob van Ruisdael in the Altman
collection and two charming woodland scenes by
Hobbema. The almost miniature panoramic
View of Haarlem by Jan van Goyen is a supreme
example of the Dutch talent for expressing
spaciousness and distance.

IV.B.18
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Across the southern border of Holland lay the
domain of the Spanish Hapsburgs, where paint-
ing was dominated by Rubens, the hetype of
the Counter Reformation in the north of Europe.
His painting is the very essence of the Catholic
civilization of this period. Although his subject
matter is not easily accessible to us today, as a
painter he stands supreme. His output was tre-
mendous, and to [ulhll the many commissions
which came to him from all over Europe he was
obliged to employ a large studio of helpers whose
hands, inferior to his own, are evident in many
of his works, such as the Woll and Fox Hunt.
However, the Museum is fortunate in possessing
a number of paintings that are unquestionably
by the master. Among these the most important
is the large Venus and Adoms, given by Harry
Payne Bingham, a work of Rubens' full maturity,
which combines a fine example of his figure
painting with a brilliantly painted landseape
background. Ther yseveral of his sketches
or pl'l'i:.ll'llit:ll.\' for lulgt'l' t‘ultliinsi.li.u:l1.~L These
arg particularly appealing because they bring us
directly in contact with his first thoughts as he
put them down with extraordinary knowledge
and sureness.

Van Dyck, Rubens’ pupil, es us feel the
eleeance of the courtly life of the period. The

portrait of the Duke of Lennox, from the Mar-

quan collection, is one of his masterpicees in

its combination of simplicity and graciousness,

The political and military strengthe of the
Counter Reformation came Trome Spain, whose
rulers were convineed that theirs was the divine

mission ol reconquering the world for Catholi-
cism. El Greeo expresses the extremes of Spanish
mysticism at the time, and it is interesting o
COpre the violent but external veligious fervor
of his work with the intimate and personal emo-
tion ol Rembrandt. Whether in the Adoration
ol the Shepherds or the landscape ol l'oledo,
everything in El G co's painting is i movement
and combines 1w produce o concentrated dra-
mitie eleet The porteait of the Graned Enguisitor
Cardingl Nino de Guevara, though move re-
sepained i execntion, is none tie less inpressive
by powerlul chacacterization ol this cruel and
hanehiy lpare. Tt is pechaps Bl Greeo's greatest

porteait. Comparison with this violence hrines

out the gentle humility of the little Virgin by
Zurbaran and the grandeur and Spanish solem-
nity of Ribera’s Marriage of S,

Velazquez, the greatest of the Spaniards, who
has been called the “king of painters,” is aloof
and detached in comparison with his contem-

it Catherine.

poraries. Objective and sober in his early works,
such as the Christ at Emmaus and the portrait
of his patron Philip IV in the Altman collection,
in his maturity he developed a lightness and a
sureness of touch that seems almost magical in
its facility, as can be seen in the landseape and
the head of the horse in the portrait of the Count
Duke of Olivares or the Sell-Portrait in the
Bache collection. Though born in Seville, his
genius, in its simplicity and reserve, was more
congenial to Castille, whereas his younger con-
If'l]ll}[ﬂ'ill'l\' ,\llll‘]‘“l] Elh[“\'.'\' Tilt' I'l'il! ‘lll.llili{‘s (J[
Andalusia in the warm colors and tender forms
of his Madonna and Child,

The Musicians, painted by Caravaggio when
he was only about twenty years old, shows the
lyrical realism with which he started before de-
veloping the dramatic chiarescuro that later
dominated the baroque style in Dtaly, well ex-
emplified here in the Christ and the Woman of
Samaria by his [ollower Caracciolo. The same
theatrical style, with a richness of color proph-
esving the eighteenth century, can be seen in
the Birth of Saint John the Baptist, a youthful
work by Solimena. The romantic aspect of the
[talian baroque is illusteated by the fine land-
scape of Bandits on o Rocky Coast and the
brooding Scll=Poruait by Salvator Rosa.

During this period French painting never gave
in o the wrbulent and dramatic lorces of the
baroque. The reserve which has been constant
in French are sinee GallosRoman times cons
tinucd o assert dsell, This can be seen i the
way the brilliznee and color ol sixteenth-century
Venctian painting  was  interpeeted i the
Angelica and Medor by Blanchard, known in
his dhay as the “*French Tiian™

Poussin, who lelt his navve Franee o live
most ol his lile i the Rome of Bernind, though
he iJ.lillts‘ll the siune .\'llllil'l'l iatter as has Lualian
contemporaries, never lost the clavity and simi-
pliciy of the French wadition, Ths Rape of the
Sabine Woimen, although full o movement, s
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more like the classical bas-relicls which were his
models than any baroque painting. The same
can be said of the wo landseapes by Claude
Lorrain, which create a pastoral mood with
cqual portrait of Colbert,

Philippe de Champagne paints with the cool

restraint, In his

detachment of Clouet and his Flemish forebears.

At the beginning of the cighicenth centiry

people began to weary of pomp and grandeur
whet theatrical  and u_:';q|1(!i!nql||-|1| a8 in
Italy or formal and severe as in France. They
were tived of rules and big ideas. The Mezzetin
by Wattean expresses the new spirit perfectly.
One has only o compare it with Poussin 1o
understane the revolutionary change which had
taken place. The subject is not important; what
the picture creates is an atmosphere of charm,
elegance, and grace to he enjoyed like the song
the model is singing.

In contrast to Watteau's dreamy and romantic
mood, Fragonard’s temperament was dashing
lhiant brushwork
'n in the little sketch of an ltalian
Family, done on a youthful trip through Italy,

and cheerful. His facile and

can be s

and in the portrait of a Lady with a Dog. The
all landscapes of St. Cloud in the Bache
collection, though less melancholy than Watteau

WO St

are closer to him. Boucher was the master

decorator of the period in France. He was more
worldly and less interested in poetical moad than
Watteau. His Toilet of Venus is the perfect re-
flection of the that
characterized French cighteenth-century life.

richness and refinement

Chardin is timeless, and history m: cornize
him as the greatest painter France produced at
this time. His Boy Blowing Bubbles is a subject
which could easily be trivial, but the directness
and human understanding with which he ap-
proached it and the breadth and strength of his
handling of paint give it a dignity that is excep-
tional in the period.

Greuze had in his character two contradictory
strains. One, the sentimental, led him to paint
the sugary, simpering heads which were so popu-
Lar during the nineteenth eentury. ‘The other
the better side of him—inspired
scenes such as the Broken Eggs and continued
the sensible, everyday realism of the brothers

Le Nain.

his popular

In Traly the change in spivit in the eighiteenth
century was the same as that which ook plice
the lalian
tained the scale and the love of the theatrical of

in France. However, Painters pe-
the seventeenth century, adding to it o gaicly
and charm that had not |1|'l‘\'il:11~:|_\' existed. This
is brilliantly exemplificd by Tiepolo's ceiling
the Barbaro
His remarkable facility, both as draltsman and

llf'l“l'il‘i“” |.”[ II.II.I"f' m \Il"””""
colorist, ean also be scen in his small sketehes for
!:‘II'[.'_(' l'JII‘[r(I\I“lI”.‘{. l|| W hil'h ”]l' .\flr\f"llll ||.'|"\ el
Nil|r'f1t1i=1 mronp. Cruardi’s large i!n.n.‘_m:n_\ Limel -
scape is one of the last examples of the Venetian
romanticism that beean with Giorzione, In its
rendering of the moist, blue atmosphere of the
lagoon, it loreshadows what the Impressionists
were to do a hundred years later.

English painting stands apart from the devel-
opments on the Continent during the eighteenth
century. In his portrait of Colonel Coussmaker,
Sir Joshua Reynaolds, the President of the Royal
Academy, paints with a stylish realism which
has its origins in sixteenth-century Venice. Of
all the British painters Gainshorough is closest
to the delicacy of the French. The charming
sketch of his daughter’s head has an affinity to
the painting of Fragonard or Goya. In the por-
trait of Mrs. Elliot he mixes a certain mannered
elegance with his native frankness. h

Rachurn and Constable were prophets of
what was to happen almost a century later. The
former’s free and spontancous application of
paint, which produced such wonderfully natural
portraits as the Drummond Children, antici-
pates Manel. Constable in Salisbury Cathedral
and the small sketch of Stoke by Nayland, both in
exccution and in rendering of the open air, had
a decisive influence on the work first of Delacroix
and later of the Impressionists.

Goya's powerlul temperament embraced both
the eighteenth and the nineteenth centuries. His
carly pictures such as the portrait of Don
Martinez and the enchanting Don
Manuel Osorio of the Bache collection have the

Sebastian

clavity and the delicacy of dreawing of a "Fiepolo
or a Nattier, combined with typically Spanish
vigor and incisiveness. The mature portraits of
Doiia Narcisa Barafiana de Goicoechea and
Don Bernardo de Iriarte are painted with direct

IV.B.18
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and vital realism and the two late pictures, the
Majas on a Balcony and the portrait of Tiburcio
Pérez, add to this realism a brooding romantic
mood and a breadth of execution which lead us
directly into the [ull nineteenth century,

at the beginning

was neoclassicisin, the leader of

The dominant movement
ol the cenn

which was Jacques Louis David, His Death

ol Socrates seems o us artilicial in its allempt
o recreate a classical aumosphere and in its
theatrical postures. But it has a sharpness of
observation and a strength and freshness in han-
dling which contradict the well-worn eriticisms

of “academic painting” so fashionable in our
time. Val

d'Ognes, once wrongly attributed to this artist,

The portrait of Mademoiselle d

¢ approach with certain remi-
cighteenth-century  charm and,

reveals the s
niscences ol
regardless of authorship, remains one of the
brightest spots in the collection.

The tradition of neocliassicism was carried on
by Ingres, whose paintings are models of method
agd discipline. But beneath this lies a passionate
temperament, which can be feltin the :\'llpp['("&\'l'd
sensualism of a nude such as the Odalisque en
Grisaille. It is expressed by the subtle but
extraordinarily suggestive distortions of his line,
which ean be scen even in such classicul por-
traits as Monsieur and Madame Leblane.

Delacroix represents the most complete ex-
pression of romanticism in ]minlinu. Whatever
his subject matter, be it literary like a scene from
Wilter Scott of the Abduction of Rebecea or
direct like
Sand’s Garden at Nohant, it is always filled with

observation the view of Georges
umaginative and emotional overtones. However,

his  profound  and  well-balanced  inwelligence
prevented his falling into the extravagant, while
his brushwork and use of color are reminiscent
of Rubens and served as an inspiration to the
Linpiressionists,

I e Hamboyant and vocal leader ol the realist
moveent swas Clourbet, who claimed o paint
But lor us

the

only what has eyes saw belore them
i Feoas o s |||;|'|H.|l |l[[|l|'.‘_ LEININY S
Deinonselles da Village or like
W withe the Miveor and “The Polish Exile

Fven his Landscapes have a

taclay
poriraits the
Aachome de Brayver

viclence which s Gir Troon objective, However,

sometimes, as in the Calm Sea, he looks at nature
with a clarity of vision that has seldom been
equaled. His contemporary Resa Bonheur
painted in the same mood if somewhat more
meticulously. Her monumental Horse Fair, un-
justly relegated to storage in recent years by
fashionable taste, holds its own with the best of
the period and in certain passages prophesies
what the Impressionists were 10 do twenty-five
VCars later.

Corot partook of both realism and romanti-
cism, but in an utterly unpretentious human
manner which sets him apart from both move-
ments. His figure pieces and landscapes, of which
the Museum has an unusually complete collee-
daqui
that put him in a class apart, with Chardin and

tion,combine a gentle poetry

Vermeer,

The Museum possesses an exceptionally fine
group of paintings by the Impressionists. The
great majority of these were bequeathed by Mr.
and Mrs, H. O, Havemever in 1929 as part of
one of the most generous and princely gifts ever
institution. collection,
Mary

1w in the field of painting alone

made 10 any Their

brought together with the advice of
:III.I.‘ill‘l'[Jil'l'('h from the sixteenth century to the
wwentieth, They have the distinetion, unique i

the history of collecting, of having acquired the
finest works by a ly recognized masters, such
*, Rembrandy, and Goya, and o have

been so I'.|1's1|.:hlt‘(1 as 1o add w these Greco's

as Verones

View of Toledo and portrait of Cardinal Nifo de
Guevara and the very finest of their own con-
temporaries, not yel recognized in their time:
Manet, Degas, Cézanne, and the other Tmpres-
sionists, All ol these were given w the NMuseum

without vestrictive conditions. As an achicves
ment of taste and artstie judgment 1 was un-
coualed in theawr day anywhere else in the world
and s something that all Americans should be
iu'nllli il

Manet, the figurehead ol the Timpressionist
movement, s represented by asplendid group
ol carly porteais: the Woman with o Pavot,
the Majo and the Torevo Saluting (all 1laves
weyer), w which have been added the Landseape

skeweh The
Toledo, the Guitarist from the Osborn collee-

Funeral, reminiscent of Greco's
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tong the arnist’s fist ollicial success, and the

brilliant Boating, the very essence ol plin an
painting

There are examples of every aspect ol the
carcer ol Degos, from the early teaditional work
such as Rebearsal or the Ballet, (he porteait of
James Tissot, and Poutine, 1w Pink and Gireen,
which foreshadowed (he Expressionists of today.
The Museum's colleetion of this thouehitful and
sensitive master’s work is one of the largest and
Most important in existence.

The aroup ol Monet's |nirl1||'1't. CONLAIMS every
aspect of his work. from the realistic Sainte
Adresse to the flamboyant Rouen Cathedral,

In his portrait of Madame Charpentier and
Her Children Renoir has painted a stylish tradi-
tional composition in the sparkling Tmpres-
sionist technique of his own time to produce a
masterpicce. By the Seashore is one of the freshest
and most charming of his works. Pissarro's
Hillside at Jalais and little Bather in the Woods
show his development from his carly breadth
and freedom to the tichter and more meticulous
style which eventually wirned into pointillism,

inne, the giant of this school, painted the
view of L'Estacque in his most serene and elassic
moodl. The carly porteait of Bover is still related
to Courbet and the Landscape with a Viaduct
is indeed “Poussin recreated from nature.™

These artists have become the most admired
of our day. but we tend to forget that they were
not the only group painting in the nincteenth
century; most contemporaries preferred others,
the Salon painters, who were popular when the
Museum was founded, and the first great wift
received was that of Miss Catherine Lorillard
Waolfe, which contained many of their best works.
A choice of these, with others such as the Salome
of Regnault, received from different sources,
ng among the Impressionists, when
s as painting, regardless of taste,

have been h
their qua
stand up to other periods.

The Neo-Tmpressionists. who had the rmost
diveet influence on the art of one own e, e
represented by exceptionally fine paintines by

\I.ll'l

Gagnin, and Searat, The former's 1. Arlésirnne,

the leaders of the movement: Croazh,
bequeathed to the Nuseum by ihid wite
seusitive collecior Sammuel Lewisohn, combines
Van Goalv's stylized patterns with an alinost
|{<'|n|u':|n|!Ir-_~r[n|> senstivity 1o human natire,
The Sunflowers, which he siened with evident
satisfaction, has a vibrant life that has not Lieen
surpassed by later Expressionists.  Gaugnin's
Ia Orana Maria, also from the Lewisohn col-
lection, in the simplicity of its religious leeling
and its bright harmony of colors has the fresh-
ness of the early Renaissance in Traly, while the
Tahitian Girls has an exotic heauty recalling the
poems of Baudelaire. An Alternoon at La Grande
Jatte
in Chicago,
construction with a freedom of touch which

Sceurat’s sketch for the large picture now
combines that artist’s architectural

gives the painting a lively quality lacking in his
more finished work.

The Museum's collection shows the twentieth
century only at its heginnings, Picasso’s Clown
is still romantie, thoueh his portrait of Gervtruade

Stein leads directly to the Alvican masks and

cubism. Braque and Matisse are not repre-

sented by any major work. Rouault’s powersul
portrait of Le Basque is exceptional and shows
him at his best. An unusually bright and forceful
example of Vuillard's work, Cézanne's Garden,
brings the collection well into the twentieth
century.,

The new arcangement and decoration of the
paintings walleries should clarily those distine-
tions of style and reflections of civilization
which are the major preoceupations of the
history of art. But even more we hope that the
reopening of the galleries may be a rich source
of pleasure to all the people for whose enjoyment
and instruction, indeed, the Museum exists,

IV.B.18
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THE SAINT SEBASTIAN BY

ANDREA DEL CASTA

By THEODORE ROUSSEAL Jr

Curator of Paintings

[ e Saint Sebastian by Andrea del Castagno re
contly acquired by The Metropolitan Museum
o Art s astrikingly simple picture. Castagno
s painted the saint as a thin and wiry youth,
sicdd naked 1o atree trunk. Deeply wounded by
e arrows of his exceutioners, he stands alone
on the top of a hill against a clear blue sky, his
pead raised up toward an angel who brings him
the crown and palm of martyrdom. Behind him
in the distance a river llows through a green
salley, and beyond on the horizon is a range of
harren hills. The solid and sculptural feeling of
ihe higure, the straightforward, almost violent
action of the angel, and the unusually broad
and spacious landscape in which the scene is set
immediately command attention. The picture
is a significant addition to the collections, not
only because of its quality but also because of
its importance in the development of painting
during the Renaissance.

The painting was executed as a votive image,
ommissioned either as an offering in gratitude
for Saint Sebastian’s intercession against the
plague or to decorate a chapel dedicated to
prayers for protection against this discase, which
mvaged Florence and the rest of Italy during
the hfteenth century. It was a constantly recur-
ring scourge of the period: Vasari tells us how
Piero della Francesca left Borgo San Sepolcro
anil sought refuge from the plague at Bastia;
Ditrer gave up his projected visit to Mantegna
because it was raging in Mantua; and we know
that many of the great of the day succumbed to
it, among them Castagno himself.

Our panel was probably placed on the altar
of a chapel dedicated to Saint Sebastian, or
luing on the pillar of a church. Tt is best seen
when one's eyes are about at the level of the
horizon, which indicates that it was originally
ina high position. It may have been one of the
pancls of a polyptych made up of several saints

NO
_ v 1449

on cither side of o Madonna, In such altarpicees,
however, the hignres are almost always on the
same level and of the same size, which would
not be possible in this casc. I'here is nothing on
the back ol the panel that would show that it
was formerly attached o anything else.

The worship ol Saint Schastian as a “plague
saint” is characteristic of the Renaissance but
wias not common in earlier times. As the story is
told in the Acta Sanctorum and the Golden
Legend, Sebastian, a Roman soldier converted
to Christianity, was most successful in persuad-
ing other Christians to sacrifice all human ideals
and sentiments in favor of martyrdom. To the
sophisticated Romans his intransigent and sec-
tarian arguments must have sounded somewhat
like the Communist party line when it is car-
ried to extremes today. The Emperor Diocle-
tian, hearing ol his activitics, condemned him
to be put to death by his archers. They took
him to the Palatine Hippodrome, shot him un-
til he looked “like a hedgehog,” and left him for
dead. But Irene, a devout woman, nursed him
and brought him back to life (an incident in the
story so beautifully represented by Georges de
la Tour in the painting from Berlin recently
exhibited in this Muscum). Soon afterwards he
confronted the emperor on the steps of the
temple of Hercules and reproached him pub-
licly for his persecution of the Christians. This
time the emperor had him clubbed to death
and thrown into the Cloaca Maxima, the great
sewer of Rome, so that the Christians would
not revere him as a martyr. On the following
day, however, the saint revealed the where-
abouts of his body to Saint Lucy and asked that
he be buried near the apostles.

At first, in the early Christian churches, he
is represented among the other martyrs, fully
clothed, holding his attribute, an arrow, Dur-
ing the Middle Ages he became the patron saint
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green, and gray, the only real color being the
pale purple loincloth. As we have already seen
the harmony in the landscape may be due to a
certain amount of neutralization of the colors
with time, but even if this is taken into account
the difference between the lower and the upper
parts ol the panel is striking.

In the lefr wing of the angel the shadows are
given an iridescent quality by the addition of
streaks of deep red. This occurs frequently in
Castagno’s work as, for instance, in the Sant'
Apollonia Passion, where we
kind ol purple. Among the panels, the Berlin
Assumption has a simil; I har-
mony, and the headdress of the Virgin and the
flesh tones are close to our picture. The London
Crucifixion has what appears to be exactly the

iso see the same

r lack ol gene

same color combination, although it is difficult
to make a comparison when there is such a dil-
ference in scale.

analysis ol the Saint Sebastian and the
son with other works of Castagno have
bluu;.,hl out certain qualities which appear con-,
st mtlv, in his work: the simplicity and restraint
with which he e Kpresses emotion, the powerful
sense of plasticity combined with inner vitality,
the use ol drawing for outline, and the treat-
nient of space.

In our panel we find each one of these quali-
ties in a less developed stage than in those paint-
ings which are known to have been done at the
end of his life. There is a certain awkwardness,
a lack ol sureness, which disappears luter and

which corresponds to what can be expeeted
from a young painter who is beginning to form
his style. Another sign of youth miy be seen in
the fact than the influence ol the g
the preceding gencration, Ghiberti, Masaceio,
Donatello, is still evident—well understood b

at ligures ol

not yel lulll]’lh ll'l_\ asstilated,

Unlontunarely very lintle is known about Cas
tagno's carly works, There is no indication ol
what the Hanging Rebels looked like, The fres
cors e San Facasio, painted inoapge, are the
first abour which we can [orn an opinion, al
II||J1|_|-.J| even tos canoor be acourate because
they i so dithicnlt to see. "Uhey appear to have
sonne ol the clements Loter characteristic of his
work, but they are much more medieval, The

same is true of the stained-glass Deposition i
the cathedral. If we examine the next dawd
painting, the Berlin Assumption of 1449, w
find a considerable advance in every sense, no
only on these two earlier works, but also on the
Saint Sebastian. This leads to the conclusion
that our panel was probably done in abou
1445, after Castagno's return from Venice and
when he had been in the atmosphere of Flor
ence long enough to be completely aware of all
the innovations there and to shake off the i¢
m.uumg influences of his retardataire-master.
This was the dawn of the Renaissance when
the fivst great men, Masaccio, Donatello, Bin
nelleschi, had produced their masterpieces, and
it is the mood of this generation, which stll
combined faith with a universal curiosity abou
nature, that is reflected in the Saint Sebastian
The treatment of the theme is no longer a medi
eval account of torture, nor an almost pagan
image as it would be later in the High Renais
sance; it is a union of devotional feeling with
the new admiration for the beauty of the I
man body. In the simplicity ol its symbolism, i
is perhaps the earliest example of a type tha
remained popular through the High Renals
sance into the seventeenth century, one of the
fmest examples of which, by Botrticelli, was 1¢
cently seen here with the Berlin collections.
The placing of the martyred Saint Sebastian
the symbol of human sulfering, before a broad
pano isa parallel in painting to Perrarchs
reflections on the vanity of man when b
reached the summit of Mount Ventoux and sas
the whole ol Proyence stretched out hefore hlul

The Eindscape with its sensitivity to natue, i
rendering ol atmosphere, is a particalaly vivd
reflection ol the spivit ol the period. Nt
perhaps the most typreal of Remaissanee men
was moved 1o ears when he saw e trees and
wits cured ol an illness by the sight af a heawt
Tl Bodscape.

It is the combination of the youth and lieh
ness ol the painter with elements so repres
tative ol this time in history which ke
Saint Schastian a living example ol what Midh
ler so admivably characterized as thwe achicod
ment ol the Remussance: “the discovery ol 1
ure and the discovery of man.”
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The ¥wmx#t Rondanini Pieta (1945)

Barly in 1945, the possibility of purchasing the sculpture — Michelangelo's last
wotk, on ‘which he was working when he died and which remained in an unfinished
state =~ arose in Italy through the good offices of Myron C. Tayldr, Personal
Representative of the President of the United States to His Holiness The Pope

(and a Metroiolitan Trustee). ‘his was not the same Picta that had been mnegotiated
for @n 193 It was owned by Hoberto Vimercati Sanseverino, it had stoecd in

the Rondanini Palace for many years, and it was well documented in all the
literature. (Not the same version exhibited at 1964 NY Worlds Fair either -

Great excitement at MMA, FHT had all the curators write their individugl opinions
on the Pieta to Osborn, and most wrote strongly urging its purchase, even at the
expense of their own depts, (Friest, Dimand, Lansing).

Taylor handled the negotiations in Rome, On:Feb, 28 he offered $500,000, as
authorized by Trustees in NY, Secrecy was essential, " Payment was tc be made
at National City Bank in NY upon delivery in Rome; delivery wes to take place
at the seller's house, and if export »mm met with obstacles within 15 days the
payment was to be blocked in NY, Delivery to US by U.S.Nevy ship.

In NY, Sesessm FHT wrote to Edward Stettinius, Secretary of State, to make sufe
sale would not embarrass American foreign policy. Archibald Macleish, Ass't
Secretary, wrote back (March) to say that "the Department perceives no meason
for offering any policy objection to the proposed transaciion,"

Thomas Lamong arrang?d for contribution of $100,000 from IEM for "Metropolitan's
3 sion mw, " (April 6), '
SREASn DRaTRRy (43 R
Myron C. Taylor's final offer of §550,000 was accepted.by Sansevering, who'ls &
gave all assurances of authenticity and permission to export.

Spril 21, 1945 (£ollowing up cable of 19th): Myron Taylor to Osborn: has
encoun'bered "an insuperable obstacle" — caused by "the difficult political
situation in Italy at the present time." Eneloses copy of letter from Italian
fxiuwe Premier Ivanoe Bonomi (President of the Council of Ministers), saying that
he. would have been very Happy to "satisfy the greatest Aperican museum" but

hed been compelled to "take into account that the Jaw is absolutely opposei to
the exporting of masterpieces which constitute the artistic patrimony of the
nation.," Added, howevery that "I hope the moment is not far off when'we may
prove our sincere gratitude,"

What had haprened was that a couple of Communist Deouties in the Ee
got wind of the impending sale and paised a stix{k he governmen

recently changed, in an election that voted ou %he Monarchy, and the
new Gaévt of Premier Alcide de Gasperi had to move very cautiously. Cld
not risk the storm that would have broken if Pieta went to US.

The 6utcome was that the Pieta was bought by the City of Milan, for
$220,000,

THis vamibh was considermbly recut after Michelangelo's death by
Tiberio Calcagni, according to some authoriti s.
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ki Come e o Rl el R e il
In g o] i -
Eﬂrbzz:rh;itl:e lj:-maeum rier-fotlat:.ed for.a Michelangelo Pieta owned by the
family in Palestrina. This dnvolved equally complex and

serpentine deal.’!.nga with the govi of Myssolini, and dragged on for
mﬂ‘;}' months, being conducted antirely through intermediaries. In the
:E_, the gov't go/t wind of the fact that it was the MMA that wanted

€ sculpture, and the price suddenly went up to 42 million, whereupon
negotiations collansed. In July 1938, the Italian press revorted that /eadewsa

the Duce _given the Pieta at Palestrina to the city of F}orgnce."_!ﬁﬁs
was the version, done by Michelangelof at the” age of 70. i

The first version,ix which he did when he was about 25, is the one in
St. Peters in Rome. This was the one that came to the NY Worlg's Fair
in 1964, It was carved between 1498 and 1500, o+

Letter from Winlock to Blumenthal, Fuly 2, 1937: "On the whole f am

very ovtimistic about the Michelangele, and I really think that éhe
transaction will go through." Letter of June 30, 1958, Winlock to
Blumenthal: "I really feel that this is one of the bip events in the
Museum's history." Adds that they have decided to put the Pieta in
the Egybtian Devt's Uarnarvon Room, right off the S5th Ave. Hall.

The Pieta in Florencg?uzgzording to Mary McCarthy in Stones of Florence
(p.80), was made, like Titian's, for the artist's own tomb. But before
findshing it, Michelangelo grew dissatisfied with it, and, instead of
simply abandoning work on it, attacked it with a hammer. Now repaired,
it stands in a chapel of the tribune of the Duomo. The right aem of
the Virgin is broken, and her hand cracked; one of the dead Christ's
nipples Has been x®x¥ put batk on; his left arm still shows the scars
of the hammer. McCarthy says this is the first lmown example of: an
artist's vandalism against his own work,

(Titian's Pieta is also unfinished: ¥}e died of plague while working on 1)
Nea Frers pledsed ¥ o) puie, qi¥ it Aucl wher rgilitio collpred.
S AYT > Tl 1638 (Monday) .

Radanini addenda

News df the negotiations got out when one Sanseverino brother brought suit
against the others, saying statue had been undervalued.

In Sept. 1949, Taylor wrote back from Paris: "As to the Rondanini Pieta -~
that is even more of a dead duck than Roland thinks, killed, 1 may EEET_jn
our Embassy by Johnny Walker who pounded the table until Mr. Dunn (?) told
him to go to Hell. They never want to hear the word Rondanini again on the
Via Veneto.,"

At this time the Italians were still buzzing over, the affair of the Andrea
del Castagno "Saint Sebastian," acquired by the Met and recently the subject
of a long Bulletin article by Ted Rousseau, The sale of this work outside
the country caused a scandal, See Xerox of Rousseau article.

Tt was also on this trip that FHT bought wht he said was an early Christian
sarcophagus, on the spot, for 5000 -- Horimer said it was mddieval and

never exhibited it., Taylor also, in England, took a taxi down to Yeork (Agnew
says the first time he ever saw FHT gm really enthusiastic about an acquisition)
to see the Giovanni Bologna, the "last grrat Renaissance sculpture of its

type in private hands;" he found it badly Wweathered but great, Blumenthal boe
made his classic remark about it ﬁﬂé#})a@f the V & A got its
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VOLUME XIII

THE METROPOLITAN MUSEUM OF ART
BULLETIN

NUMBER 3

At the meeting of the Board of Trustees of the Museum,
held an Monday, December 13, 1954, the Secretary read
the following letter from the Direclor:

Torhe TRUSTEES OF THE METROPOLITAN MUSEUM

OF ART
Ladies and Gentlemen:

It is with deepest regret that I must ask you
to accept my retirement as Dircctor of the Met-
ropolitan Museum of Art at the end of the cur-
rent fiscal and academic year, June 30, 1955. 1
have decided to ease the heavy administrative
burdens which, during the past fifieen years,
have so taxed my nervous and physical energics,
and have therefore accepted the generous invita-
tion of the Trustees of the Worcester Art Muse-
um, where I spent ten cqually happy years
before coming to New York, to return to my old
post. They have offered me opportunities of
and

time and leisure for travel abroad, research
the pursuit of my private literary intere:
congenial and familiar surroundings, amongst
old friends, and I will thus be able to devote the
balance of my career to the scholarship and con-
noisseurship which originally attracted me to the
profession and without the same measure of
strain to which T have recently been subjected.

The fiftcen years of my Directorship have

ts in

witnessed great progress at the Metropolitan.
Not only have many physical changes taken
place in the rehabilitation of the Museumn’s
buildings but the collections have greatly in-
creased and the endowments doubled. The Stafl
has also been rewarded by a larger public aceep-

RETIREMENT OF FRANCIS HENRY TAYLOR

tance of the Museum by the community, o
attendance rising steadily year by year from ke
than a million in 1g40 to over two and a ks
million for the current year. I have the fim
conviction that my associates will continue s
grow in the confidence of the people of New
York and of the nation in the same way th
they have carned the respect and acdmiration
their colleagues throughout the world.

For these reasons I should be most happy
continue in any consultative capacity whit
might be deemed useful and to remain as a mem
ber of the Board. Thus T would be able to mai
tain contact both with the Trustees and Staff s
whom T owe so much and for whom I have sut
an abiding affection.

Sincerely yours,
Francis Heney Tavior, Direde

Thereafter the Trustees unanimously adopled I
Jollowing resolutions:

Resorven: That, with deep regret and a sensed
great personal loss, the Trustees of the Mein
politan Muscum of Art accede to the reques

Francis Henry Taylor that he be permitted |
retire prematurely as Director on July first, 107
to accept a post that will afford him opportus
ties for research, periodic consultation with o
leagues abroad, writing, and other intellects
pursuits, which have been largely denied hi
under the heavy and grueling adminisirait
burden he has carried for the past fifteen yes
Furtner Resorvep: That in grateful recos

(Continued on back cover)
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v of his brilliant and devoted service to the
wum and his many noteworthy achieve-
nts in maintaining and advancing the Musc-
{'s position in the life of the community and

rsteem of scholars both here and abroad, we
chy elect him Director Emeritus; and, taking
vantage of his gracious offer to continue to
ke his wide experience and knowledge avail-
Ie to the Muscum in an advisory capacity: we
reby appoint him Special Consultant to the
ustees.

wrner Resorvenp: That we hereby record, on
¢ own behalf as well as that of the staff of the
ueeum, our deep sense of obligation and heart-
{ thanks to Francis Henry Taylor for his im-
Linative and courageous Ieadership, for the fine
ample he has set of faithful service to the
lic. and for his manifold contributions 1o the
luscum and the City.

wrier ResoLvep: That we express our grate-
| appreciation to him for bringing the best to
e many and the many to the best, and for mak-
s the Muscum a living place to which millions
e been drawn, enjoying the beauties of fifty
qturies of art excitingly and attractively

isplayed.

ince the record of what was accomplished dur-
¢ Mr. Taylor's stewardship as Director is the
wst eloquent proof ol his outstanding service to
i« Museum, be it
verier Resonvep: That the following sum-
; be spread upon the Minutes of the Board
[ Trustees:
In the fifteen years since he first came to the
lweum in 1940 Mr, Taylor has brought it to
urld-widle pre-eminence and set standards
oh will be followed everywhere for years (o
bme. During the war years he discharged his
wst to the Museum with fidelity by arranging
¢ and supervising the emergency removal of
wusands of our greatest treasures (o a remote
lace of safety, and in adelition he served his gov-
mnient with distinetion both here and abroad.
After the war he initiated and has carried out
program to bring o New York a series of or
ternational loans of art works, including the ex-
Wition of English Painting in 1947, the French
apestey show in 1947, the Van Gogh show in

1949, a selection from the Iimperial Collections
of Iran in 1949, Art Treasures from the Vienna
Collections in 1950, the popular Cézanne exhibi-
Hon in 1g;
1953, From the Land of the Bible in 1953, the

. Japanese Painting and Sculpture in

exhibition of pre-Conquest goldwork from Col-
ombia in 1954, and the currently popular Dutch
Painting, the Golden Age. He has fostered a
generous loan program whereby we share our
treasures for limited periods with other muscums
throughout the nation and abroad.

As early as 1941 Mr. Taylor foresaw the edu-
cational possibilities of television with a wecekly
program presenting the Museum as the point of
origin for the first network program in color last
May. He has given encouragement to American
painters and sculptors by arranging and con-
ducting three nation-wide open competitions at
the Muscum. His administration has been re-
sponsible for bringing colored reproductions of
the world’s great masterpieces into thousands of
homes in many countries through the popular
Metropolitan Miniatures,

Mr. Taylor’s was the driving force behind the
Seventy-filth Anniversary campaign, and the
program for rehabilitating and modernizing the
huildings, which reached a brilliant climax carly
this year with the opening of the new paintings
walleries on the occasion of an international con-
gress of eminent art historians and museum of-
ficials from Europe, the Middle East, Latin
America, Asia, and Australia. This was followed
by the opening of the new decorative arts galler-
ies last month.

Mr. Taylor’s administration has witnessed
many superb and outstanding additions to the
collections, and endowment funds have almost
doubled since 1g40. How well Mr. Taylor has
succeeded is borne out by an increase of three
times in membership, and a tremendous popular
attendance that will reach an all-time record of
some two and three-quarter million visitors this
year. He has brought to us, and to the museum
world in general, humanity, common sense, and
understanding, but at no time in his unremitting
efforts to bring the Museum to the people has he
compromised with scholarship and dignity.

With all our hearts we thank Mr. Taylor and
wish him well in his new undertaking,
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CARL OSCAR SCHNIEWIND (1900-1957)

Carl Oscar ] bo fell ill with tuberculosis and never had a
New York Ci 3 r 22, 1900, really well day thereafter and had to go to
the son of a prominent chemical enj . & Swiss sanatorium., He received a doc-
After the early th of his father he went  torate at Heidelberg in 1924, In 1933 he
to. Germany with his mother and his  married Hedi Bretscher and in the same
brather in the summer of 1914, where hie  year they went to Paris, In 1935 they re-

301 Corl Qscar Schniewind {1900-1957)
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MESSAGE: Deeply rearet speaking engagement here in Worcester prevents my
: attending dinner for Perry Rathbone. Please convey to him mv
best wishes for the future and mv congratulations to Boston for
having secured the best in the country - to do the great job he
will do at the Museum of Fine Arts. As a friend and admirer I am
happv tohafg returhed to this parish in his diocese.

Francis Henry Tavlor
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REPORT OF THE DIRECTOR 1952

Ladies and Gentlemen: The constitution of
The Metropolitan Museum of Art calls for a
report of the Trustees to be read at the An-
nual Meeting of the Corporation by the Presi-
dent. Over the years a barbaric, though time-
honored, custom had arisen by which the Di-
rector was destined to [ollow the President
with an innocuous paraphrase of the latter’s
observations. 1 have taken the liberty, how-
ever, in the past three years of breaking with
tradition for two reasons, First, as a member
of the Board of Trustees I share their re-
sponsibility [or the President's report, and,
secondly, ample supporting data will be
found in the reports from the curators of the
departments.

1 prefer, therefore, to take the few minutes
alloted to me on this occasion to single out a
particular phase of the Museum's activities
for your attention. Last year I stressed the
building program so rapidly nearing comple-
tion of the present contracts. Today I wish to
turn from bricks and mortar, and even from
the Museum's fabulous collections, to under-
score what many of you, I fear, do not fully
realize: namely, the wealth of brains, skills,
and specialized knowledge which is concen-
trated within these walls. Briefly I hope you
will allow me to review certain facts which
may help you take a more accurate measure
of your staff and to couple them with a few
remarks on the steady rise of professionalism
in the art museums of this country.

I feel particu!nrly' well fitted to speak on
this subject at this time for in a very few
weeks I will celebrate my fiftieth birthday and
thus become eligible for that great company
whose future is perilously close behind them.
Simultaneously I shall have completed a quar-
ter century of public service in a variety of
museums as assistant curator, curator, and di-
rector. What I have to say, therefore, is based
upon the experience of two full generations
of my colleagues—the elder statesmen, many
of them no longer here, from whom I learned
the business, my own immediate contempora-

ries, and the still younger ones for whom we
all have such high hopes.

In 1870 when this Museum and the Mu-
secum of Fine Arts in Boston were founded
there was no museum profession. A handful
of gentlemen—amateurs in the arts with a
sense of history and a [lair for criticism—shared
the safe-keeping of our incipient public col-
lections with a few imaginative archeologists
whose rigidity, acquired mostly in German
universities, had been softened by walking
trips through classic lands. The names of
James Jackson Jarves and Charles Elliot Nor-
ton spring to mind and are symptomatic of
both the contrast and the blend. With the
Centennial in Philadelphia a new note was
sounded on the trumpets of John Ruskin and
William Morris. The industrial arts, as well
as all that they implicd, became a matter for
intellectual concern. During the decades that
followed, America became conscious of the ob-
ligations of the new riches which had poured
into_our eastern cities after the Civil War.
Collecting soon turned from a mere badge of
ostentation to become a serious preoccupation
of serious minds. Connoisseurship, which had
once been the pastime of petty courtiers, had
reached a point at which it was clearly neces-
sary to provide competent training in the fine
arts and practical instruction in the applica-
tion of design.

With the exception of an unusual series of
lectures in the history of art by the painter-
telegrapher Samuel Finley Breese Morse at
Washington Square College of New York Uni-
versity, no courses in the fine arts were offered
in any American university prior to the ad-
vent of Norton at Harvard and Alan Mar-
quand at Princeton. In fact the idea of pro-
fessionalism was abhorrent to the Anglo-
Saxon mind although, to be sure, the Slade
Professorships had already been established at
Oxford and Cambridge. There was, in [act,
no place except in Germany where a person
interested in the possibility of museum work
could study except by the method of appren-

r
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ticeship in an institution where eventually he
might hope to find employment.

This was the state of affairs as late as 1905
when Pierpont Morgan assumed the presi-
dency of the Musecum. General di Cesnola's
services, though enormous both for the cause
of the Union Armies and the future of New
York, had not been cspucially notable in the
realm of scholarship. Those who worked with

s him in the earliest days of the
drafted from other professions: architects,

Museum were

sculptors, and painters whose enthusiasm far
exceeded their knowledge of the past. He was
succeeded by Sir Caspar Purdon Clarke, who
n
India, returning to London for a brief so-
journ as Director of the Victoria and Albert
Museum, South Kensington.

With Mr.
ism _136_1’:11_1 in
by Edy
trained in Berlin and in Greece, who had pre-
viously served as Director of the Museum of
Fine Arts in Boston. Mr, Robinson gradually

had spent a lifetime as a civil servant

Morgan the era of professional-
irnest. Sir Purdon was replaced
Lobinson, a classical archaeologist

built around him a staff on whose competence
and knowledge the Trustees could safely rely.
Miss Gisela M. A. Richter was called from
England to start in 1908 a career which was
crowned last year when she received—the first
woman not the sovereign of a state—the degree
of Doctor Honoris Causae from the University

| of Oxford in recognition of the collections

and publications chalked up to her credit
here. The Egyptian expedition was in the ex-
pert hands of Albert M
the Universities of Har
like his successor Herbert E. Winlock, later
Director of the Museum, and Ambr Lans-
ing, was to spend the greater part of his career
in Egypt p:n‘:irip:ttin_-_" in the most celebrated
excavations since the days of Champollion.
Wilhelm R. Valentiner momentarily shed
light upon the decorative arts

Lythgoe, trained at
-ard and Bonn, who

an omniscient
before his return to Germany in 1917, He was
succecded by _]Lwliﬁ-('k._tr_p' whom must be
given the credit of ge idea of
| g George Gray Barnard's medieval stones
and_transforming them into The Cloisters—
an idea which captivated the imagination of

ninating the

savi

‘ton Dana, Mr. Kent, despit
bility characteristic of his age, hac

Mr. Rockefeller and which has been sgﬂ-
mirably executed by James J. Rorimer, Al-
l‘baidy_m‘ﬁn‘tfc‘_cmTf:'cTiW'h‘:Td—UEnn sepa-
raterd from the Department of Decorative Arts
and placed in the deft hands of the Hollander
s. C Bosch Reitz, one of the leading authori-
ties on G porcelains of his day. Bashford

Dean's fascination for the protective covering

of the crustacea, a subject on which he was a
authority, had led the Trustees to 2
expansion of the Department of
Arms and Armor.

By 1917, too, Bryson Burroughs, who had
succeeded as Curator of Paimntings after the
brief interlude of Roger Fry, was systemati-
cally building up, with the assistance of Harry

. Wehle, one of the great picture galleries of
the world. In that same year William M. Ivins
forsook the law and accepted the curatorship
of Prints, laying, single-handed, the founda-
tion for this most diversified and comprehen-
sive print room—a collection rich in images
and reaching into all of the peripheries of
art and literature, of history and sociology. It
is indeed an almost unique library of visual
forms and has become one of the useful work
rooms of the nation.

This elder generation did not pioneer in
the learned disciplines alone; they also set
patterns and standards for the future in what
today has become known by the rather grim
but descriptive term of museography. Henry

world
vigorous

_W. Ken, for over forty years the Seeretary of

the Muscum, more than any other person in
the history of this country, created and f:;o-
ced the formulae on which the house-
ping and pedagogy of most American
museums are now predica lisciple and
friend of the celebrated 1 i John Cot-

ain inflexi-
the imagi-
nation to devise and put into operation all of
the policies of education, as well as the photo-
graphic and publication services of the Mu-
seum. With little variation they stand today a
monument to his vision and determination.

ike to him the Muscum owes the intri-
cate registration and cataloguing of its many
hundreds of thousands of works of art. His

ac
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interest t0o in Americana was transmitted to
]1‘_':5 president, Mr, de Torest, who gave the
Amicrican Wing and allowed a Tellow Trustec,
R._T. I Halsey, such a Irec hand in it
areation,

The present stalf are the lineal descendants
of the older generation in whose framework
they continue to operate. And, because of in-
creasing opportunities for graduate study over
the past twenty-five years, each new appointee
is today potentially better prepared for his
job than was his predecessor. Yet he acquired
from him a cumulative grace, born of experi-
ence, an almost sacerdotal laying-on of hands.
There is, and we are fully conscious of its ex-
istence, however elusive it may appear, a cer-
tain hereditary wisdom of the house, a con-
sciousness of the need of continuity which, rare
in America, is a commonplace in the British
Museum and the Louvre. But let no one mis-
take this continuity with the past for an un-
awareness of the present or a lack of desire to
face the future. The Metropolitan during re-
cent years has been conspicuous in its lack of
orthodoxy. Innovations and new techniques
in exposition have been as radical as the
philosophy which often lay behind them. The
“cavern measureless to man” on Fifth Avenue
has fast become a “stately pleasure dome."”

It would not be appropriate to mention
here the present members of the staff by
name. They are listed elsewhere in this An-
nual Report and their several positions and
functions are indicated. However, a list of
some of the principal publications which have
appeared in recent years, or which are now in
preparation by members of the staff, would
give an indication of both the breadth and
depth of their intellectual curiosity. It is a list
of which any university would be proud, and
it is a satisfaction that these learned scientific
publications are made possible in great pant
from the revenues received from the more
ephemeral and popular publications, to give
one example, the Metropolitan Museum Min-

jatures, It goes to prove that what the French
so aptly designate, without any derogatory
overtones, as ouvrages de vu lgarization, can be

13

produced side by side, and by the same
schiolars, with works addressed only to the
specialist.

The skills of the house are not confined to
publication and research. Departments are
devoted to conservation, repair, and restora-
tion of works of art. Field archacolc
operate with artists, scholars, and cr
for the dramatic presentation of exhibitions.
A large editorial and typographical group
complement the business and clerical organi-
zations which constitute “show business.”” And
of course, too, the technical and engineering
accomplishment in the shops and among the
maintenance and guardianship force are the
cornerstones upon which this vast and complex
organization rests. There are some six hun-
dred individuals, each with a specific job to
do which demands some specific skill or ex-
perience. There is nothing haphazard; part
symphony orchestra, part university, the Mu-
seum is one of the phenomena of the intel-
lectual life of this city. And it has been the
responsibility of my predecessor, Mr. Win-
lock, and myself to keep the instrument in
playing condition. Perhaps the happiest
revelation of the past two years has been the
unexpected skills and knowledgeability that
have popped up in every quarter to render
assistance in the building program.

Fortunately, the Trustees are as determined
as the staff that these high standards of wis-
dom, connoisseurship, and performance shall
be maintained. They have inaugurated a
series of fellowships in museum training
which will, we believe, enable us to pass on
to another generation what we have learned
so profitably from our elders. Three hundred
new museums were opened in America be-
tween the two world wars. To assist in the
task of staffing these institutions with the
competence which these public trusts deserve,
it will be necessary for the Metropolitan to
preserve its acknowledged leadership in the
profession to which we all are dedicated.

Francis Henry TAvLOR, Director

January 19, 1953.
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THE ARCHAIC SMILE:
A COMMENTARY ON THE ARTS IN
TIMES OF CRISIS

By FRANCIS HENRY TAYLOR

Director

Fifty

anly as a curious phenomenon. It was assumed

s ago archaic sculpture was known

that all primitive peoples made statues in much
the same spirit in which children make mud
pies. No one but archacologists—antiquarians
and numismatists they were called then—both-

cred to look at these

irrational were merged together and responded
to physical and mental stimuli. Strange and
occult powers were ascribed to rocks and trees,
{0 events and natural phenomena. There was

that was not
rition. Chance
un-

no part of werial existence
bounded by taboo and super

was completely

harbaric efforts in stone

known as was the con-
cept of natureasa thing

and clay. It was soon CONTENTS

April, 1952 apart; reality was felt as

discovered,  however,
mysticism and every ac-
tion determined by par*
ticipation rather than

by natural law. Even

that savages worked in
bronze. German profes- |
large |
and

THE ARCHAIC SMILE: A COM-
AMENTARY ON THE ARTS
IN TIMES OF CRISIS

By Francais Henry Tavror

sOTS wearmng

walch chains
217

scrubby beards began to

collect and SOME NEW CON
cooking utensils. Civil
wrvants with gaping

mouths and pith hel-

hairpins

ACTS WITH
NIMRUD AND AS YRIA
By Crarues K. WILKINSON

the images and idols
which man created had
no individual actuality.
They maost
transfer

233 were il

mechanisms

mets learned that their

preferment depended upon the number of curi-
osities they forwarded to the British Muscum.
The boulevardier who seldom left Paris and
pever under any circumstances went beyond
Marseilles was the first 10 be attracted by archa-
ic beauty. Arrested by their sophistication and
their gallantry, he pointed out that these
strange creations ol remote antiquity were not
fine to look upon but that in some
intimately connected with the
life. And p:'imili\-:- art moved

only very
way they were
artist’s private
into the drawing room.
Archaic sculpture is an
that period of man's religious
when the tdea is as big and important as the
forms which symbolize it. Moral values and
toncepts had not yet become established, and
1 confusion existed between objects of reality
and the world of the spirit. The rational and

art which belongs to
development

through the means of
which the portrait, for example, partook of the
identity of its subject and the subject in turn

:Il’l]llil'{‘il the characteristics of the portrait.

“There wasa child went forth every day
And the first object he looked upon and re-
ceived with wonder, pity, love, or
dread, that object he became,
And that object became part of him for the
day. or a certain part of the day, or for
many years, or stretching cycles of

NCATS. ¢ o

I'he image in which the sculptor was living
over again his own passions and experience was
architectonic. Like a newborn baby, however
awkward it might be, it was nevertheless a fully
created thing with definite relations between
is parts and like the average baby, remarkably
self-contained.
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A smile appears on the faces of most archaic  of the Homeric poems had indecd becoee
figures. It is not an accident of the sculptor's  complicated that a priesthood was eswni
clumsiness, nor is it a conscious effort of his regulate the powers and influences of 1y o
skill to create in his figures a happiness of ex- eral deities, to separate the sacred fr
pression seeming to transcend that of human profane, the human from the semihuman
beings. To understand the smile one must turn  to establish the personalities of heroes
to archaic sculpture itself. The almond shaping  and mortals. Often a dualism of funciion »
of the eyes, widespread upon the forehead, thick purpose was admitted; the sun and hea
ribbon lids, and shelving brows give an imper-  bodies were both human and divine ks
sonal dignity to their regard. The eyes are those remote days we sce emerge that
superb and proud, not vacant, There is a com-  cient anthropomorphism which was o I
plete indifference to portraiture; a tranquility  basis of an ultimate union between the st
and resignation which one may sometimes and the ethical. Plato and Aristotle we
observe on the faces of dead persons. Not only  hand this concept on as the theological fo
in the treatment of the eyes are these climina-  tion of the medieval church,
tions apparent but in the nostrils as well; placed I'hat this progress from the general s
above coarse cubic lips, they bring the flattened specific was shared by the artist may be did
surfaces of the cheeks together between definite by comparing the archaic Tencan Apol!
nose and chin. The jawbone continuds! the Munich, so typical of the tense, flat-sided |
boundaries of a compact head set upon massive ol Bocotia, with the Later and still mote [s
shoulders, which are gradually welded into 4n'' Flermes at (I)Iympi:u_ In the former one uha
organic trunk, immobile and majestic. The fig-  the archetype of mankind, not necessarily 4

ure is built up step by step from the base on lo (for the cult was in its infancy) but certs
which it stands and of which it is a part. a god. The enigma of man’s relation !
Certainly the Greek of the sixth century B.c. Infinite is on his face. Hermes, on the
did not observe such heroic individuals in his  hand, is sweet and precious, He is a paris
daily life. Nor can one dismiss these images as  Hermes, tle s o Maia and
the product of inferior execution. The fact that
he did not attempt the actual portraiture of e s of individuality which Praxitelo
those about him must be laid to a sense of con-  other individual, put upon him and ther
secration within himself, rather than to tech- lacks the universal quality of the anony
nical deficiency. His figures are conceived in  Apollo.
immortality, and, since he had not inquired too Every civilization has had its great pravs
closely into the character of his gods, he ere-  archaic sculpture. In Egypt under the M
ated ideal representations of them, generaliza-  phite Kings the Sphinx, whose smile is
tions of supermen, bearing none of the arrest- the greatest riddle of antiquity, way can
ing peculiarities of actual persons. Never has a people produced an art more
This was, of course, not destined to continue  stinct with dignity and reverence. A stats
in the later and more classical periods of Hel-  the pharaoh epitomizes not only thie abs
lenism, By the time of Thales of Miletus, the of his rank but the strangeness of his «
father ol physical science, the dawn of formal-  The Nile which bore him alone mi

ized religion had risen and conscious disassocia-  the mystery of his smile, a transfised but »
tion of the material from the spiritual had ly humorous expression of his deiy !

already taken place. The power of inanim: carly periods of Egyptian art his idont

things had been transferred to a pantheistic  revealed in nearly every instance by o
assocint 1 or semibuman gods and  nificant cartouche; ver (e solenuin
.'-:‘lrlllr'-\:“i who sharved all the mortal vices but  convention is rarvely disturbed by the d
seldom 1empered their divine authority with  portraiture. This conyention asserts its

any virtue other than confusion |!!l'l]f\:|ti1‘.!~ over an oevery art that derived 1y 1y
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Head of a youth, fragment of a marble gravestone. Attie, vi century B.c. Rogers fund, 1932

from the Egvprian. In Assyria and Babvlonia,

SLRTIL W O Coniss I el - nce of &

individual who brought this conception ntw

being.

In Italy a parallel procession took place
Etruscan art. No visitor to the Villa Giulia in
Rome will resist the suavity of the early figures
or the happiness in the laces of the cffigies, hall-
raised upon one iy, on their erracottl tombs.
Borrowing their gods from the Greeks they gave
them a new and tervible authority. All that
is somber in the Latin temperament seems
steeped in the uncompromising attitudes re-
flected in the tomb paintings at Corneto and
Cervetri, Yet Roman sculpture, on the other
hand, reflected another point ol view. It wis
innmediage and finite, never knowing an el
period, lor the Latin miind wias oo lilled with

actuality, Romn gods were as regularly codi

oman law, and the ciirens of both the

Fmnire - inspired by

sengerty and

srv religious

dicared by 2 eitizen was a direct finan-

cizl settlement with a divinity for a specific

amount of grace or service rendered to the

donor. Rome was the Chicago of antiquity and

Roman law was based on the principle that it

is better to buy off a god than to flatter him with

prayer. That the Romans excelled in por-

traiture is therelore notsurprising for they were

masters ol the commonplace wnd the portrait

bust invariably spoke only in the terms of the

limitations ol the siter, not ol his potenti-
alities.

Romanesque art, on the other hand, is once
again Romanesque 1o on. The sense of con
tract between num and his creator had been
Lwking in the carlier centuries ol the church
where at best the pagan tradition of the count
wis crudely imived. The worship of the cata
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combs was o groveling allair, a brave atach-
ment toa eause which defied the horrors of po
sccution and the havdships of its mission. Man
liad livtle time to speculate upon his relation to
s divine author. Even the clerie, the maost ¢n
lightened man ol his dav, was too busy carrying
on the daily life of the church to burden his
mind with metaphysic. The y rooo brought
about a change in his point ol view, Modern
scholarship to the contrary, it scemed a con-
venient date at which the world might end, for
medieval man, too, preferred round numbers.
The Christian peoples prepared themselves [or
Judgment. But, strangely enough, the world
Kept on and the spirit of inquiry which this ex-
citement had provoked was divected into the
pathway ol monastic reform. During the
iwelfth and thirteenth centuries a wave of reli-
gious emotion swept over Europe. The Clunia
reform inspived by Saint Bernard of Clairvaux
brought about an intimacy between the monk
and his CGhrist, the monk and the Blessed Vir-

not seen since the religions of primitive
times. Sheltered [rom the world, and a sorry
place it was il we believe the chronicles, the
monk gave up his lile to the contemplation of
his God. Although to medieval man the details
of Jesus' life were almost a uimmrm])l:l( ¢, the
individuality ol Christ was not that ol a mytho-
logical hero. For the generality of His position
as Saviour of Mankind was uppermost; He was
not only Jesus of Nazarcth but the ideal of re-
demption as well, just as His Mother was the
Mother of All Living in her dual role of wife to
Joseph and Mother of the Son of God.

It was just this bigness of conception which
was needed to produce Romanesque sculpture
and why in it we hind those qualitics, even to
the smile iself, which abound in the archaic
art ol every civilization. Glovia was the word
associated with these decorated portals, and it
wis the Glory of the Court of Heaven. The
skeleton plan for these arrangements was Laid
out in the cloister and passed on by means ol
manuscript illumination to the stonecutiers.
But nothing was lost in the transmission of the
idea: Tor, sharing to some degree the [ervor ol
lis monastic brother, the artist thought in the
large and carried out his program without in-

jecting into it his own personality. Uhis ano-
nymity may account for the consciousness in
medieval st which enabled the craltsman to
rise above the limits ol an established iconog-
raphy and to communicate in terms ol univer-
\.ll IPIIHI.'||l ('\Ill'rl('”(",

Elic Faure has properly contended  that
whenever voluntary sacrifice of the artist 1o his
work is lound, then that art may be considered
truly medieval or archaic. The most notable
parallels which he cites ave the Gupta sculpture
ol India and the pre-Columbian art of Mexico
and Peru. It matters little, however, what this
art is or where or when it is made, for in the
final analysis it represents merely the current
artistic expression of a genuine religious period
through which at some time or other every peo-
ple pass.

So many parallels have been observed be-
tween Buddhism and Christianity that it is not
surprising to find a similar relation between the
monastic art of China and that produced by
ies in the West. The [amous
rock-hewn caves at Yun Kang approach in spirit

religious communi

the ideals set forth at Avallon or Vizelay and
the great west front of Chartres, No less hiled
with anccdote and |:]|il::5(1}1|1}' than that of
Churist, the life of Buddha lent itself to asceti-
cism and contemplation. It has even been
suggested that the parable of the lotus flower
pushing its way up through the mire may be
considered analogous to the mystery of the
Virgin Birth. Certainly the most vigorous plas-
tic expression that we know of in China took
place during the Six Dynasties, the moment
when the legend of the life of Buddha was in-
troduced [rom India. Not yet was the Buddhist
hierarchy irrevocably defined, and the sculptor
or [resco painter put into his hgures much of
his I]l'l'\i}ll'ﬂl expen ience. Yer, since this t‘hl?l't'i'
ence was religions and emotional, the sculpuure
and painting could not [ail 1o take on that
impalpable quality which we have seen inher-
ent in all archaic art.

To enumerate the other places and periods
where this circumstance oceurs would be to pre-
pare a catalogue for some ethnographical mu.
seum. In all of the primitive cultures of the
Americas and of the Oceanic world we lind

225
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similar developments. Alvican Negro sculpture,

so popular hecause of its abstractions, oflers a
splendid field for study since it is possibly the
most recently executed primitive are that we
know. Abstract it may be and perfect in its con-
ception and design, but none the less it remains
essentially anthropomorphic. The Negro sculp-
tor lecls his living God as God, and the smile
which we see upon his face is a tanslation into
stone or wood ol his reconciliation with the
Inhinite. e, m—

“TTe elaboration of this theme must scem the
vilest platitude 1o anyone who has so much as
cast a tourist’s glance at an archaie statue, But
there is a significance 1o the archaic concept
which is too olten overlooked simply because
archaic art has always appeared to be a product
ol the past. Yet the fact that its simple qualities
are so appealing to the rugged individualists of
the twentieth eentury is worthy of considera-
tion. It suggests perhaps that in the present day
we are starved for universals—lor ideas and
ideals that transcend our all too finite lives and
habits of thought. In contemporary art the
emphasis is nearly always placed upon the par-
ticular rather than the general; the great com-
munity ol beliel in which all men shared and
shared alike has fallen prey to the privy experi-
ence and the momentary incident,

The problem today, then, is not so much that
ol # lack of a single conviction but the mul-
tiplicity of convictions with which the creative
artist s conlronted. For two thousand years
Western civilization has been concerned pri-
nrily with a monatheism in which the various
levels of the hierarchy have been not only estab-
lished but accepted by people in all walks of
life. "T'he iconology ol the Judaco-Christian
world has thus been [or many centaries clear to
both the artist and the spectator; and it was
taken |J_\_ cach of them as a matter of course. So
too it was with the classical ht_']'ll[:lg\' ol the
Greco-Roman pantheism. Bacchus was as iden-
tifiable as Saint John, and Moses could be set
apart from Hercules by the most lowly member
ol socicty,

In the vapidly expanding, scculavized workd
in which we live, where neither the Bible no
Bulllinch's Age af Fable any longer play their

traditional role and where one person’s gods are
as good as the next person’s, it becomes imper-
ative that there should be a return, if not to the
gods of our lathers themselves, to some unify-
ing principle in which the twentieth-century
man ol many faiths may find the comfort of
authority. For the artist has ever required au-
thority as a framework—a point ol departure—
lor his own experience, The most telling lesson
ol the history of art, indeed, is that there is noth-
ing new under the sun; a new movement at
most is a return o a simpler expression of an
already accepted fact.
L - L] .

Why, some of you will ask, il this be true,
have I titled this address “The Arts in Times of
Cr ? What can this have to do with the
placid calm of an antique and worn-out formu-
la? Has the archaic smile become in our time
the leer of a derision starting from within, whicl
has warped and discolored the visual world in
which we livez These are valid questions more
currently upon the lips ol everyone than the
snobbery of art circles is ready to admit. The
contemporary aesthetic gives us pause; we find
in it the nightmares and the ghosts which in the
political and cconomic arcas we sweep out of
sight, under the rug, and forget that they exist.
The chaos and fury ol a painting or sculpture,
or the dissonances ol a new concerto, aggravate
us because we have inherited a wholly unjusti-
fied beliel that the art of the past presented a
stability ol thought that was impervious to the
political and spiritual agitation of the age of
which it was a part,

Nothing could, of course, be more untrue.
For every art, every new style or tendency, has
been born ina time of crisis. Yet, long alter the
histovical issues have been forgotten and re-
solved, the work of art remains an absolute,
something which neither time nor tide can
alter. In the words of E. M. Forster, “works of
artare the only objects in the material universe
1o possess internal ovder.” Owr ervor lies in
ndging
order but by previous standavds bred from

works of art not by their own internal

other crises than onr own.
From the ashes ol the present-day conflict be-
tween Man and Seience has been unleashed bit
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ternesses unknown since the religious wars ol
the Renaissance and Reformation. Aesthetic is-
sues have become inextricably confused with
sacial ethics and whereas the average citizen is
now absessed with the necessity of “reasserting
his responsibility to other individuals,” the ar-
tist has taken refuge in a symbolic linguage
whose very symbolism applies only 1o his own
confined and limited experience. We are living
in an age of experiment where in the laboratory
and the studio personal invention rather than
the traditional universals of philosophy has
established the basis of individual conviction.

A recent broadeast by a British scientist, Alex
Comfort, (reported in The Listener, Nov. 14,
1951) has sought to explain this preoccupation
of the artist and the scientist with ethical pur-
pose. " Man has so far developed,” he said, “only
two elfective techniques for widening his grasp
on external realities: the technique ol com-
municating total perception which we call art,
and the technique of investigating objective ex-
perience which we call science, and these are
complementary techniques. In the past, artists
have been content to discuss their responsibility
in acsthetic terms, and scientists have taken,
and still do take, the kind of view which rejects
any direct concern with the application of their
results—the usual argument has been, I think,
that the scientist has only the ordinary respon-
sibilisies of a citizen, and that he has no righ
to make special claims on the ordering ol soci-
ety. Those attitudes, 1 admit, have broken
down. They have broken down in the face of
the experience we have had with Nazism, in the
face ol the atom bomb, and the advent ol policy-
determination by mass hysteria; most of all they
have broken down, for the scientist, in the [act
ol the vealization that the policies now applicd
over large parts of the carth are the result not
of purposive planning, or cven ol purposive
malice, but of entively irrelevant factors spring-
ing from personality-disorder, neurotic and ag-
aressive compulsions, and even ol mental
discase.”

Another English voice has paralleled the
scientist's dilemma ol today by citing the -
List's “intense awareness, heightened by the in
telleet, of the tragedy within our time—ol the

religious struggle which is carried on 1o the last
drop ol blood—between the spiritual ideal of
liberty and the tyrannous brutality of matter
and its inexorable determinism.”

continues Cyril Con:

“One can pereeive,’
nolly in his valedictory editorial in Horizon
(vol. xx, nos. 120-121, December 1049 January
1950), “the inner trend of the Forties as mtin-
taining this desperate struggle ol the maodern
movement, between man, betrayed by science,
berelt of religion, deserted by the pleasam
imaginings of humanism against the blind Late
ol which he is now so t'.\IJ('iI'I\' conscious that il
we were to close this last Comment with the
suggestion that everyone who is now readin
maty in ten years' time, or even hve, look hack 1o
this moment as the happiest in their lives, there
would be [ew who would gainsay us. ‘Nothing
treadiul is ever done with, no bad thing gets
any better; you can’t be too serious!’ This is the
message of the Forties from which, alas, there
seems no escape, lor it is closing time in the
gardens of the West and [rom now on an artist
will be judged only by the resonance ol his
solitude or the quality of his despair.”

- - - .

Clearly the artist and the scientist are agreed
on the limitations of our present world. And.
since our society cannot escape from polities,
political coloration enters in. Quite recently, in
[act, much too much has been said about the
political overtones of contemporary art. A con-
certed movement is on foot to spread the witch
Lunt that has harassed our universities to the
creative artists themselves.  Academicians no
longer able to sell their pedanwies and their
pedestals are unwilling to concede thatr new
formulae are needed with which to project and
protest the artist's anxiety for our daily exisi-
cnce. Not only has the atom been split in our
time but man’s conscience has been rent asun:
der. Ev wLisy, every writer, every teacher is
profoundly shocked with the material ivvespon-
sibility he sees on every side and is ofleving for
better or worse, Lor richer for poorer, his indi-
vidual solution. That the form or expression
which these individual protests take ave sympa-
thetic or antagonistic to our traditionally tuned
cves or ears is merely an accident ol history—a
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reflection of the particular time of crisis in
which these works are created. It is the indi-
vidual's vight in a free society to express his
mtellectual and emotional conviction in his
own terms and not to be accused in so doing of
being a propagandist [or other people’s ideolo-
gics. Rugeed individualism, which is the corner-
stome ol the capitalistic system, cuts both ways,
and lree enterprise which is no longer free is the
one thing which in the arts as in business we
most fear. Academies and societies which veer
to the Lelt or to the Right, far [rom being the
guardians of an immontal tradition, are merely
the tools of pressure groups whose greatest fear
is fear itsell,

There are those who may wonder where indi-
vidualism will end and authority begin, The
authority 1 believe will inevitably lie in the
work of art itself, inits “internal order,” for the
work ol art, to quote E. M. Forster once more,
“stands up by itself, and nothing else docs. It
achieves something which has often been prom-
ised by society but always delusively. Ancient
Athens made a mess—but the Antigone stands

up. Renaissance Rome made @ mess—but the
i'{'l']illg of the Sistine got [:;lilllrd: Louis XIV
made a mess—but there was Phédre. Louis XV
continued it, but Voltaire got hislerters written.
Art for Art's sake? 1 should just think se, and
mare so than ever at the present time. It is the
one orderly product which our muddling race
has produced, It is the cry of a thousand sen-
tinels, the echo from a thousand labyrinths, it
is the lighthouse which cannot be hidden; ‘c’est
le meilleur émoignage que nous puissions
donner de notre dignité,” ™

Just what the nature of this internal author-

ity should be is i question that has occupied the

witking hours of all thoughtful artists and con-
noisseurs. Wilenski, the English eritic, has put
the problem very we 11: “To be an original en-
Lugement of an artist's experience a work of art
must be called forth by the service ol religion
or some consciously held idea ol art.” What
then is this consciously held idea? “To regain a
creative consciousness both in the artist and the
spectator.” He accepts religious art without
comment as votive and therelore originally con-
ceived: it is the product ol a common emotional

experience, Non-religious art, however, must he
dominated by a principle—a knowledge held
jointly by the creator and the spectator. Call it
architecture, {'uul]mhl'n'nn, what you will. Tt is
the fundamental discipline underlying the cre-
ative process—a process which is instinctive and
universal, something shared with the biological
world in its innate order, balance, symmetry. It
is the thing which Aldous Huxley defined ata
recent symposium on modern are:
ve always imagined that the reason why
we ippealed to by a beautifully composed
picture is that in some curious way these things
tell us about the nature of the world, and that
the same, I think, passes up from the purely
physiological into the intellectual and spiritual
world, and that actually, not the subject matter
but the whole unification and harmonization
of different elements which the artist does, in-
cluding subject mater, actually form values,
and so on, and is in a sense a kind of apoc
or revelation of the nature of the universe.
Many people are inclined to ask how it is pos-
sible to recognize these spiritual qualities in a
new and sometimés strange creative work. 1

wish,” they say, “that I could see what you sce
in that picture.” Without attempting to define
art (for its utter defiance to delinition is pr ob-
ably its greatest charm), one might reply that
you learn to know and estimate art in the same
way that you learn to appreciate your (riends.
There are those among your acquaintance
whom you love and others whom you cordially
despise; some will convey a special sympathy,
\\'lli](’ ol ht'l\ '.I}]I’l'-'ll lllli_\‘ 10 Illl.' ]‘.'Ilil)'l)'.l! I'II'II("
esses of your mind. Since works of art are the
{:'l':ﬂiml ol human ]lt'ing\ I]lL‘)‘ st hl.‘ 1II{'IkI_'I]
upon as extensions into stone or canvas of the
artist’s inner personality. And your insight into
their charvacters is based upon the same human
expel iences ol constant association that vou
g;lin In_.' liy g with you fellow men. .

Perhaps the artist’s unique gilt is 1o see be-
yond the marrow veality of the moment into the
breadih of eternity. This is superbly expressed
in the words atributed to the Chinese philos:
opher, Li Po, who wrote and painted at the
court ol the mperor Ming Huang in the cighth
centary:
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I would not paint a face, a rock, nor brooks
nor trees,

Mere semblances of things, but something
more than these,

I would not play i tune upon the sheng or
lute,

Something that did not sing meanings that
else were mute.

That art is best which to the soul's range
aives no bound,

Something besides the form, something be-
yond the sound.

These lines were brought to the attention of
Miss Helen Keller by a distinguished artist who
wats painting her portrait. Talking with her as
she sat 1o him, he became amazed at her under-
standing of the artist’s point of view, He sent
this poem to her on a Christmas card, to which
she made a very beautiful reply, “Li Po's amagz-
ingly modern lines on art, which I have now in
Braille, scem to me to deseribe the sincerity
which I perceive emerging rom the present
ordeal like gold tried in the [urnace. Eagerness
lor life's realities and not ‘'mere semblanees of
things' breathes through what I read not only
about art but also spiritual experience, litera-
ture and the demands for a freer, juster, [riend-
lier world. Although it is true that another
civilization has gone bankrupt, 1 am not dis-
mayed. God never leaves us without visions of
the future and discoveries ol greater possibili-
ties in fun

stastic. We ate

hall 2y 3 111
Ll Ay 12

g m ¢ dWwilie of 2 con

social order larger, nobler than our own, and

the crusade of goodness and intelligence against

ignorance and wicked passions must necds .

in unleigned good-will radiating throug) |
carth's systems.”
"This revelation of the universe is not 1o !

had for the asking. It requires humiliny |

faith; faith in man and some acceptance of |

divine order more considerable than the g
emotional experiences of man himsell, He o
find this faith in the are and in the writing «
the great men ol the past—in Van Gogh's leo
and in Delacroix’s Journal, in the sonnen
Michelangelo and Cézanne’s conlessions
Zola. To create a man must give himsell; sl
he gives himsell, he must behieve, Then o
only then, will his work shine with the cone
ment of the archaic smile.

This address was grven rvecently at Rollins (
lege, Flovida, based upon an article pulin
by the autlor in Parnassus (April rg932) unid
the title “The Archaic Smile.” It has lheen ¢
tirely vewritten and enlavged. The author i
u!:f!"l_‘rr'rf to the Editor of The New York 1y
Sunday Magazine for allowing lim to vense s
tain portions of his contributions wnd il
which have appeared theve in recent v
Many useful observations vegavding i
art and .-mfhmlfmmm'phl'.\'m ey be found
Jean Pelseneer, L'Evolution de Ta notion o
phénomene physique des primitils & Boly
Louis de Broglie (Brussels, 1947 ), where the
a2 : Walt Wiitman's Leaves
Carilss Wity e nil. f.r'.'_\'-.r'ﬂ!rhf, Los Foe

tions men dans les sociétés inférieno

(Pares, ro28 L
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""THE METROPOLITAN MUSEUM OF ART

INTERDEPARTMENTAL MEMORANDUM 23 January 1969

T 3 3
¢ Calvin Tomkins

From

Linda Sipress

Calvin: I spent most of yesterday afternoon with Faith Dennis
who was extremely loquacious. The following are my somewhat
garbled notes from that session. I hope that the information
that you want is included here, but if you've got some more
specifics you want me to check into, Miss Dennis would be
quite willing to see me again. Any dates that I mention in
the notes shou verified.

Preston Remington was/a charming, extremely good-looking man

the old Western European Arts Department. He
[ —
had studied architecture at M.I.T. His good looks caused many
——

to say that he was "like a Greek god". He was a complicated

personality —-- charming and suave, yet very sensitive. His

parents were quite old when he was born and he was devoted to

his mother. When she died he confided that she was the only

person he ever really loved. Judging from photographs of

Remington and his sister when they were children, they were
both extremely beautiful children. Remington came to the MMA
Dr. Dimand,
at about the same time as James Rorimer,/and Jack Phillips, c. 1927

and Miss Dennis mentioned the great esprit de corps that existed

in the group of young curators coming into the Museum at that time.
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At the time a Mr. Breck was head of the department of Decorative
Arts which comprised the Near East, the American Wing, Medieval,
and Western European Arts. Soon the department became so big
and as the new group of curators were all specialists and very
ambitious that the department was broken up into separate
departments. Remington came into the Museum under Breck and
when he died became the Curator of the Department of Renaissance

and Modern Art (year ?2??), Remington was the sort of person who

could be charming as long as he was the center of attention. Loathed

extra man. He never married. As he took on more and more

responsibility he did less and less socializing. Lady

Ribblesdale and Miss Sue Bliss were great friends of his and

both were much older than he. These ladies were drawn to him
partly because he didn't kow-tow to them. For example, for

a while he was a great friend of the Misses Maud and Edith
Wetmore of Newport. One day one of the Misses Wetmore called
Remington's office when he wasn't there. She was extremely rude
to Mrs. Bissel, his secretary, and consequently Remington broke
completely with them. Remington had great ability as an organizer

—_— = T e
and could see all aspects of a problem. Never had an idea that

was not practical and well thought out. The exhibitions he put

on were beautiful and many of the big dealers said that he had the
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best taste in town. He loved subtle, soft colors, and Alan

Priest, whose taste ran towards very striking color juxtaposi-
tions often made fun of him for this taste for soft color.
Remington was very modest and could be devilish. Miss Dennis
only really know him when he was young. Later he stopped
going around with Museum staff as administrative duties

became more and more demanding. He told a good story.

Before Remington went abroad to secure loans for the 1938
French Silver show he took private French lessons at Berlitz.
Had terrible accent. One morning before a French lesson he
was working with bronze doré mounts. At the French lesson
after PR said something, the teacher said that a good accent
is a"gquestion d'oreille", which PR interpreted as a gilded

question.

Mrs. Wentworth a Denkman (family of lumber barons) and came
originally from Rock Island (?). She painted, but very badly.
Had a house in f£amikX Paris. She married a musician (?) who
didn't really have any money. When he died she came back to
America (date???) . She was a domineering person. Because
of her long residence in Paris she was able to amass a great

collection of French silver. (See MMA Bulletins June 1945 and

June 1949 for articles on Wentworth collection) During the war
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much French silver was called in and melted down by edict.
Thus Qo '.'-1';3:*:,._':_‘-'.—,l Cgc.:.d%'}a.{..ﬁ_;.?;; opllec n ©F -, Silver 15 very rare
(See preface to 1938 catalogue French Domestic Silver for

details on this) After Mr. Wentworth died Mrs. W. sold the
Paris house and brought with her to America over 1000 pieces
of French silver. she was simple looking, no style -- a

(c. 1938)
well-to-do mid-Westerner. One day/she came into the Museum
to see Remington offering to lend her collection of gold

snuff boxes. Remington saw her and agreed to go to the vault

to see the boxes. (See June 1945 Bulletin for article on the

boxes) Most of them were vari-colored gold. The Museum's

collection of Morgan snuff boxes were almost all enamels, so
that the Wentworth collection really tied in beautifully.
Shortly after, charmed by Mr. Remington, Mrs. Wentworth offered
to lend her silver to the Museum. At the timg}she lived in
splendor in Santa Barbara and had a butler named Kendall who
took care of her French silver and with whom the Museum corres-
ponded a lot. She actually used a lot of her silver on her
table. Part of her collection of silver was selected by

Museum curators and came to the MMA on permanent loan.

In the late '30s French domestic silver was little known in
the U.S. and had never been seen in comprehensive display.

Thus, the 1938 silver show was not only a nucleus of rare

French silver, but also a first of kits kind of exhibition.
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For this show (????}jRﬁmington, with his architectural training,

redesigned the silver galleries from one big gallery to the

way they are today. After the show, Remington decided to do

a book on French silver. Every piece and its mark was photographed.
Then the war came and all silver was put away. The really

valuable stuff was sent to Whitemarsh in 1941.

In 1948 Mrs. Wentworth died (see her will in Archives) and

left the Museum anything it wanted in her house on permanent
loan. All this due to the effect Remington had had on her.

He was capable of giving one a feeling of strength and self-
confidence -- something Mrs. Wentworth evidently never got

from her husband who, as the word had it, was sort of wishy-
washy. For this and for his high ideas of quality Mrs.
Wentworth leaned on him, as did many other older women. Mrs.
Wentworth thought he was just wonderful and sent him messages
and notes all the time. Remington's great rapport with people
diminished somewhat when he became Vice Director. Miss Dennis
felt that administrative demands were not particularly appealing
to hime and that what he really loved was working with objects.
He loved his galleries and often spent his own money to fill them

with flowers. He gave few compliments and never criticized.
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AGANIPPE:
THE FOUNTAIN OF THE MUSES

By -FRANCIS HENRY

TAYLOR

Director Emeritus

The long-awaited fountain by Carl Milles has
atlast been brought to completion and may now
be seen in the pool of the Lamont Wing, It is
appropriately devoted to the legend of the nine
daughters of Zeus and Mnemosyne (Memory),
whose sacred grove was situated on-the sloping
summit_of Mount Helicon. The
ever held a fascination for the artist, for there it

mountain has

was that. 18 that Pegasus, the winge d horse, sprung from

rIu‘M\T( dusa wln ‘n Pe

ce ol th(:' Ci nrth “the
pmn re m‘Lilit dup to join the waters
__:_ d Helicon from the spring of

»pe. The latter, according to Pausanias,

was “‘on t lhc left as you go to the grove of the
and from it gmhcc] the sweet waters of

iration of poetry, music, and the arts.

rseus cut an her

Ill i

sd, who lived on Helicon, recounts that
one day the Nine Aganippides appeared to him,
aying, “We know how to speak false things that
wem true, but we know, when we will, to utter
it would seem, understood
The Muses,
their

rue things.” Mille
perfectly the functi
Hesiod continues,
hearts are set upon song and their spirit is free
from eare. He is happy whom the Muses love.

n of museums
“are all of one mind,

For though a man has sorrows and griefl in his
soul, vet when the servant of the Muses sings, at
onte he forgets his dark thoughts and remembers
ot his troubles. Such is the holy gilt of the
\uses to men.” The man they inspired, in Edith
Hamilton’s words, “was sacred far beyond any
priest.”

Thus it is not surprising that Carl Milles, who
momentarily laid aside in 1949 the monumental
Pegasus for Kansas City to undertake the com-
ission of a fountain for the Metropolitan Mu-
cum, was attracted to the ancient mythology of
(ireece. He was at home in the classical world
10 a degree that no other artist of our time has

109

ever been. Yet he was not a scholar in the sense
that the literary Hellenists have made so deadly.
He moved in a world of classical forms and
motives which had been composed by the severe
discipline of his student years and to which he
returned with such delight in later life in the
contemplation of the Greek and Roman marbles
he so avidly collected, While the Aganippe foun-
tain was being developed at the American Acad-
emy in Rome, he spent as much time in the
Forum and the Terme as he did in his stuglio
drinking in the sunset on the Seven Hills and
peopling his mind with gods and goddesses of
antiquity. In the evenings he would sit in rap-
ture listening to the opera in the Baths of Cara-
calla or to the symphonies in the Basilica of
Constantine.

But to these classical reflections Milles brought
the pantheistic vision of the North. Whereas the
Pan-Hellenic world was opened to him he had
walked into it from the lush fantasy of the Scan-
dinavian forests where he had been born. The
trolls and sprites of Peer Gynt talked with him
on cqual terms with nymphs and hamadryads
of Olympus and Helicon. Nature and the cosmos
were to him the all important things of life,
carrying him far into the mystical realms of
astrology and spiritualism. In an intimate and
private letter to a clergyman who had aceused
him of paganism, he once wrote:

“As a boy in school it was hard for me to
follow the lessons in Christianity.

“That time alrecady—as still today—I was
interested in  nature—the

the stars, etc.—in animals, plants and

more ('&'I.I'T.i'l.—lll{‘
planets
in arts.
“In school they said T was thinking too much.
“I think all that came from my Father and
also Mother, but she died when [ was four
years of age.
“*Our father introduced us children in naiun:,
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Detail of the view of the fountain shown on the opposite page

astronomy, arts, different religions and he did  where we saw how they organized themselves
it in a way—that we got it in our thinking with- groups to save one of them who was in dan
out knowing it. It was just natural that we, for 19 be eaten by another, bigger animal. Ang
example, never killed an insect. He, our Father, studied life of ants and bees, where 1 turne
had seen the world as a sailor and as an officer  same question appeared to me—who has crea
in the French Army in France and in Africa—  us and all that, why, it must be some one???
when he was young. “Why are we here? What is talent? Who
“I remember the time when I at six years of  created talent even by the most primitives?
age already studied the stars with him using his “Where do we go when we die? From whi
glasses or at daytime I looked at insects, animals, did we come? When I asked someone, v
birds—all a tremendous riddle to me—who has  should know—I thought—he could not
made all that? Where I turned—always the words to express his Faith.”
same question Why? Why? The scarch for the answers to these questi
“I studiced the inscct world, the animal world  occupied the better part of his long career. M4
in Brehm's Thierleben, 1 collected insects, Istudied  of them were contained in that harmony
Camille Flammarion’s first book Uranie where classical tradition with a stll older Europd
the great astronomer and philosopher introduced  pantheism which gave birth to the fountai
us in the mysteries of the universe. Later I the Metropolitan. The commission was |
studied the bacteriological world, where T later,  great extent a race against time, for the sculy
in Paris, had the opportunity to see the smallest  was in his middle seventies when the cont

invisible animals enlarged in a drop of water—  was awarded and the last figure was shipy
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Chart in Carl Milles's handwriting showing the Placing of the fountain Sfigures

from the foundry in Florence to New York just
six months before the Swedish Government of
ficially celebrated his eightieth birthday last
June. A docuriient in Milles’s own handwritiie
dated September 1955, less than three weeks
|{cﬂir(' the heart attack that resulted in his death,
Alescribes the Aganippe fountain and his meaning

* far better than any other person could CXPress it,
It is given here. The reader will observe that the
mythology is more personal and Puckish than
Bulfinch would ordinarily allow.

“The Aganippe Fountain
at The Metropolitan Museum, N. Y.
"Of the cight fountain figures round and in the
>ol- e of these ‘epresent the arts—men who
just have been drinking the holy water from the
Godess Aganippe’s well. Famous water helping

the musical artists as well as all artists to get the

ight spirit to work and create. Here we see them

ushing home filled with enthusiasm ~cach one
W I_-lll his :m\\_'_-_iglr\_--:;; _i-ll_l'{-'llllg them 1o hurry.
“Each artist carries his symbol with him:
The Poete—the blue bird.
The Architect his new formed column,
The Musician his old interesting instrument,

The Painter—here represented by Eugéne Dela.
croix—his Flowers, .
The Sculptor is reaching for his gift from the
Gods—as the Painter and the Musician have
not yet grasped their symbols—T hese gifts from
their Gods are Just comming—T hese Artists feel
them and erasp
lor them.

“Behind  these
running artists
are:
The Godess Ag-
anippe waving
good wishes 1o
the artists, and in the same time playing with a
fish below in the water.
A centaur has dressed up to mirroring himsell
in the water—on the other side is a faune akine
musical lessons from g bird.

Carl Milles
The jets from the fishes
have to come as hich as possible,
Sept. 1955”

The Aganippe
with the

fountain will probably rank
Orpheus fountain before the Opers
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House in Stockholm, the Poseidon fountain in
Gothenburg, and the Meeting of the Waters
fountain in Saint Louis among the dozen or so
creal monuments of water sculpture which have
leen ereated sinee the time of Bernini in Rome
i the seventeenth century. It is not without
significance that the Piazza Navona was one of
Milles’s favorite haunts and that he loved the
mnsic of Respighi.

Fhere have bheen greater sculprors in the in-
tervaly but in this peculiae vealn in which water,
architecture, and sculpture are united Lo create
aliving art form Milles has had lew peers. There
i5 a quality to his work, a quality to his thought

implicit in the forms emerging (rom these foun-
tains. It might be called blandness—a surface
gentleness, a voluptuous caln, soothing and re-
laxing—yet at the same time as volcanic and
deceptive as that of a beautiful woman. It is a
quality of experience and perception, the prod-
uct t)i'{lt':']l and knowledgeable living which runs
the full gamut of human emotions. The present
generation of artsts will do well to relax on the
edizes of thig pool and ponder over the faet that
here is the conception ol a colleagne who was
not only a great artist but a man of the world
fully conscious of the present yet who still re-
tained a reverence for the past.

il '

PSS P RS T S —— |

Carl Milles at work in his studio in Kome
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Surplus Art Sales -- 1956

The project started in 1953 under Taylor -- a shakedown in all departments
except Greek & Roman, to get rid of material that had neither been on
exhibition nor out on loan for many years. The museum was prevented by
law from giving away such material, A similar housecleaning, on a smaller
basis, had been carried out in 1929,

Carl Dauterman, who had just joined staff (from Parke-Bernet) was put
in charge of the operation. There was naturally some opposition from
curators, but curiously enough it was Taylor's reluctance that held up
the sale for several years =-- when he resigned, Rorimer carried it
through,

Some 15,000 objects were disposed of, bringing in a total of about
$330,000, This was put into special purchase funds for each dept.,
honoring the name of the original source of the donation., Nothing

was sold that had any conditions attached, and in as many cases as
possible the donors or families of flonors were contacted and gave their
approval. There was only one protest afterwards, and that was mot from
a donor,

All except the Egyptian material was sold at auction. Hﬁﬁxﬁgﬂ'ﬂﬁml

S e T SN (FS PP L. Art Galleries, running from March

1956 through the end of the year. Categppies included American and European
Furniture and Decorative Arts, Gothic and Renaissance Scylpture, Near
Eastern and Chinese, Textiles, Bronzes, Objets de Vertu, Arms and Armor,

and Paintings.

The Egyptian material had to be handled differently because it had come
largely through the museum's own excavations, neither by gift nor pur-
chase, It was all sold over the counter at the museum, but first
invitations were sent out to museums, colleges, and other institutions,
ofcering them first choice. William Hayes, the head of the dept, was
highly enthusiastic about the whole idea; an associate curator was
violently against it.

Note on Casts:

Rorbmer in his 1955-56 Report, speaking of building program, said it
mighit be possible to install casts in attic over central section (Teylor(s
old suggestion),

"It does mmk seem a pity that the student%nlihﬁaw York area are being
deprived of an opportunity to see the Discobolus, the Wictory of Samo-
thrace, and the Michelangelp tombs, which are so adequately represented
by plaster casts...
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f hﬁ;ﬁllT' :
Roland Redmond, the President, with whom Taylor had enjoyed excellent
relations for the first few years, was a men who took a keen and active

interest in every detsil of the museum's management., The annual deficits

had been erased under his supervision, the endowment income had doubled,

and Redmond intended to see to it that thlgﬂigﬁﬁyggigsxgiai/continued.

#he—professional staff, but Redmend had a great ma£§°3355é’§§§ suggestions
toward which, as time went on, Taylor's reactions grew increasingly grim.
!%ver complained publicly, but those who knew\i%( sensed the strain.
It nearly reached a breaking point in 1953, wver the srrangements for
unveiling the newly-acquired marble Aphrodite in the Yreek and Roman
Department. Taylor had engaged £ﬁ$5£;%§%§%)designer Donald Oenslager to
plan a dramatic setting for the goddess, the mgseum's most important ac-
quisition in many years. Redmond took issue with several of Oenslager's
ideas, and insisted on change§ in the lighting{ Taylor was m=s so
furious that he refused at first to attend the unveiling? cgé’ﬁ;; persuaded
to make an appearanc%-&£ton=a$%@ but the incident was not forgotten.
ExixbarxBrdmondxsmpxeRyxokburxxustrexhutizany zawnzfoxzRaytuexx Phe

spolitan's board of trustees was still the most exclusivq/ciﬁb in New

Eﬁ%hgﬁfgﬁégdas Hﬁnfgtsxxx

and Dw;ght David hlSBHhO“OT. the new President

alexgi:nﬂglﬁ:;
$88°°Y 50 1048,
speeches and remarked that
ence between a college prémident and an educated
man." One day the museum, a youn; staff lecturer, nobe
was exto ng the marvels of Brueghel's Harvesters to a group

he DUirector bearing down on her from the next gallery. With him

Robert Lehman, the museum's Vice-President since 1848 and the owner of the
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THE METROPOLITAN MUSEUM OF ART
NEW YORK
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The Metropolitan Museum asks the assistance of the public toward the
recovery of a small panel painting of Saint Thomas, 11 x 854 inches,
attributed to a fourteenth -century Sienese painter, Simone Martini,
The wooden panel has an arched top and gold background. The saint
wears a brightly colored mantle. The painting, which formed a part of the
bequest of the late Maitland F. Griggs, was torn from the wall of a gallery
between three and three-fifteen this afternoon. It is valued at $3,000 to
$5,000. This theft is the first important item reported stolen from the col-

lections in recent years. The matter is in the hands of the Police Department.

: FRANCIS HENRY TAYLOR
March 22, 1944 Director
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amling ———aa
__— ttontined from page one) __ l Pamtinge, Stolen in’44, Mailed Back to Mu:
| :

the name of the ser
in_ the space used for
what purported to be|  (Martini Panel Retorened 10|
ne of its sender, “Dan Dailey, Metr . e t
TBIst Sircet. Now York, etropolitan inW rapping|
' Musenm authorities said Paper and Broken in Two!
there wans no No, 608 in Enst 181st |
et the e e e By Paul Beckley i
h:\‘nc]- \\l'lll'..rm:;'.‘ \1.-:!11---1]:‘ a{jltﬁ‘:{::: '”‘." 'U'il. CODLLCe Wiy PAlnTog
mon tissue paper, each picce| ©f St Thomas, ailributed to
folded twice, placed as a pad on Simone Martinl of Siena, which
its painted sarface. No ecardboard was stelen from the walls of the
or other stiffening had been added Metropolitan Museum of Art in
to it, and it was believed that this 1944, returned to that institution
neglect was responsible for lis by mail last Friday.
breakage. e f{act that the ad- The unprecedented restitution
dress had been put in the wrong S A A TR T
space on the package had ap- :‘,‘“ ',“"'1”[ e etanyby ““m."‘
parently sent it on a longer jour- L. Easby Jr, sccretary of the
ney than necessary, because pen- museum. The painting, which wns
ciled marks on the outer wrapping on a wooden panel, warped into a|
indicated postal authorities had {slightly convex shape, was broken
first taken it to the Bronx address. lin two when received. |}
Murray Pease, associate curator Upeon its arrival in the 4 p. m
in charge of conservation and Imail Friday, the package attracted
technical research at the museum, Ino particular notice at the mu-
sald his belief the pancl had been seum, although from its shape it
broken in transit was based on : Nis ek
the presence of flakes of paint in- il 8 l{f‘]l.f"-'f_‘d to be a painting m.\ll
side the envelope. apparently|| .M"' Easby, who first examined it,
chipped off when the break oc-|| [referred it to Robert P, Sugden,
curred. He said, however, “The| |the museum’s registrar, This was
break is eclean, parallel to the a routine procedure, because it is
grain, and very little paint has I'om' of Mr. Sugden’s duties to reg-
been lost. and it will not be diffi- |ister each incoming work of art,
cult to put it into good condition." 'n_mgnin"' it an accession number,
It was posted with & block of four |Mr, Easby did not open it.
lhl(."(’.-(.'(.‘}'ﬂ: :,En.mps, BEALLS pogv Wrapped in ordinary brown
mark was that of the Tremont [ 7 : e
Station at 1935 Washington Ave- Wrapping pnpor..Jt bore the Metro-
nue, the Bronx. s politan’s name in the upper left-
hand corner usually reserved for

Mr. Supden took the panel to .
Miss Josephine L. Allen, assistant (Qontinued on page 27, column 7)

curator in the museum's depart-
ment of paintings, who identified ) '
It as the stolen St. Thomas, Val- >

ued at from $3.000 to $5.000, it is _ A You v ald Teibwne T wary 11, 1949

Courtesy of the Metropolitan Museum of Arg
The painting as it appeared before it was stolen in 1944

one of a collection of early Italian ||
paintings bequeathed to the mu-
seum by Maitland Fuller Griggs.
[One of four half-length portraits 4
of Apostles, supposed to have been
painted by Martini, it disappeared |}
between 3 and 3:15 p. m. on March
22, 1944, from Gallery E-15 in the
«inortheast wing of the Metropol-
{itan's second floor. It was the only
theft of consequence in the Metro-
politan’s history.
It is only 11!2 Inches high and|l
8% inches wide, and it could have
j been tucked easily beneath a coat.
If it had been placed in a bag or
parcel, it would have been discov-
ered, sinee pguch articles are
checked by custodians at the en-
trance of the museum, Detective
John Moran, of the 19th Detec~
tive Squad, who was assigned to
the case in 1944, inspected the
painting at the Metropolitan yes-
but beyond the fact the
wasg being investigated and
that no one named Dan Dailey
lived near the address in the
Bronx, police released no Informa-
tlon concerning It, They surmised,
nowever, that the thief must have
been an “art lover, since the aver-
age thlel would have torn It up
once he realized It was too hot to
unload.”
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Theft of Simone Martini panel

The theft of a small panel of St. Thomas, attributed to Simone Mertini,
Italian 14th century, took place on the afterncon of March 22, 1944.
The panel with its frame measured 11 1/2" by 8 5/8", It was, reported
FHT, "the type of article that could be pried off with a Boy Scout knife
and put in an overcoat pocket,"”

The musepm was rather shirt of guards at the time, Although some negligence
was felt to hsve contridbuted -- the Chief on the floor did not notify the
Dispatch office for ten minutes after he learned of the theft, and although
the doors were then locked and people were searched, the thief Ial had

time to get away/ — no disgixplinsry:zekimmxuwsdxixkEmy one got fired.




