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Harold Rosenberg - 1/13/78 1 it
g is :
! the
It s a real canard that the ab-ex people were gloomy. They had a wonderful ave |
time, much more fun than artists do now. It was a real community then. 2 ?
Franz Kline was a marvelous raconteur, telling of how he'd been thrown out X |
by his landlord, and drawings floating down the street. This is one of the ;ﬁ |
myths that people like Rauschenberg have perpetrated, and it's absolutely call i
untrue., nily i
nee, |
Evetybody liked Bob R. - he was a nice kid. But he didn't know anything, B :
and he played no real part in the scene at the Cedar or the Club. e ‘
dis-
DeKooning and those artists really kere deeply versed in art history. They ter
related to it - Gorky partacuakly. They didn't pay much attention to nee
political events of the time (e.g., McCarthyism) because they felt somewhat b |
removed from all that. But they were deeply involved in thinking about art xﬁ i
andifartShistory, auschenberg has not yet come up with a substitute for The \.
thO‘lg‘ht." L as {,
The Erased deKooning was "a bright idea.! Nobody was offended. DeKooning Vith
cooperated fully. EK
1.
There was no biyterness toward new seneration. Nobody who was really good ;::
among the ab-ex generation really suffered from the advent of %gm Pop --
deKooning sells for huge prices, is a millionaim@ today. o
hner-
(But then, Harold mentioned the "snow job" that had been done on abstract 3: |
expressionism. It became very clear that he felt it bitterly, and that like ;
he attributed it to what Auden -- not deAntonio —- referred to as "“the ings q
homintern." A very real and very powerful international network. It 05
didn't play a part in art during the fifties becaue there was no money pus
then. When money came into the art world, and also chic, so did the ﬁx
homintern. '"Which leads to the next question, which is, is there homosexual b up
art? And I think the answer is unmistakeable, Yes there is. It has to lory i
do with decoration, and pleasure, and having a good time.¥ This is a2 real W) }
poltical power thing, a factor of ma jor importance in contemporary XA S bt |
and everybody knois it but nobody ever mentjons it. "How are you going to :ﬁ |
deal with it?") ; i
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Tom Hess on Ab—pix Disputes

There were no feuds as;f such. The only thing approaching a feud was
the Newman vVse. Reinha,rd’ci lawsuit, over a Reinhardit article in the
College Art Journal in which he called Newman a '"professor." Newman
got Still to promise to testify for him, but then Still never showed
up, for which Newman never forgave him.

Hagnly though it was more a drifting apart. New York becomes impossible
for an artist at a certain stase in his career, and they all left ite
The pressure, the drinking, the attacks of younger artists on the big
boys, etce W

DeKooning used to think Newman was a Johnny-come-lately, but then he

come around to considering him a very good painter. It's not true, as
Tworkov says, that Newman took up painting all of a sudden. He'd painted
2ll his life, but did a lot of tcaching to earn his living.

Rothko was very much/ﬂ one of the boys, very macho. He always wanted
you to tell him what you really thought of a new painting, I-Ja.n'bed/ to
engage you in serious discussion.

Reinhardt was umpopular because he made fgn of them all. Things were

%oo serious in those days to accbmodate any joking. This was also
Rauvschenberg's problem.

Carmen Jaubert, 9 rue Rougemont, Paris PRO 65-95
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Maxine Gooffsky -  lunch 12/15/77 ;ﬁ
the

Grew up in Maplewood in the fifties, the suburban belle of Roth's "Goodbye iaa
Columbus." Two years at Cornell, then the last two at Barnard, majoring in rism
English. Graduated in 1958, Had met Howard Kanowitz thru a blind date,
and been introduced to the art world through him. Having no idea what to LCES
do with her life, and fascinated with this world, she god a summer job at 2;;
The Five Spot in Water Mill -- it was only there one summer -- as a waitress. iy <3
At first there were two chefs and lots of waiters but soon enough it came nee, ;

down to the owner and Maxine. Their only clients were the artib$s and G !

poets oyt there, and she met them all. Met Laryy Rivers there, and started

going with him. Larry introdufed her to Bob and Jasper. o

dis-
ler
In New York after that, they went to the Five Spot at least once every night i
to catch a set. Jazz was the great thing among the artists then. Oscar lay
Pettiford had just appeared, Mpnk was playing etc. Bob didn't appear much reat a
thete or at the Cedar pr the San Remo (the bar favored by Frakk O'Hara, ?ﬁ ‘
). There Wg%E also a lot of dancing in people's lofts. It was l; &
a wonderful period, much more exciting than college. '
Vith
Frahz Kline as much the king as de Kooning. Kline was always at the bar nan-
in the Cedar. There were booths in the back, but Framz would be at the bar. sub-
| Once Hedy Lamarr gave a party to meet the artists. They were agog with ’gﬁ
| delight, and several worked on a drawing for her the: and there, and signed 5
it., Leaving, Hedy soul-kissed Franrz. cm-
ner-
Maxine was so naive she didn't even know Larry was on drugs. When he would pean
be sick on heroin, she made chicken soup. She didn't write or paint, .ept ;i: 4
her mouth shut, but always had her own apartment and her own job so she wasn't e
treated as badly as the other artist's girls. She had an affair with Jasper ;’
at one point. Jasper never could decide what he was going to be when he Gug-

grew up -- once she heard him say to others, "I'm not a homosexual." priti-

e int-
up
lory

When Bob and Jasper broke up it was very very tense. Nothing overt -- both
were too private for that; on the surface it would be QK’ but the tension if o |
you were out with one of tkem and met the other was terrific. Befare the that
break, though, they were never overtky lovers, never made a point of it. @r |
it I
Everybody went to see The Living Theater productions -- a big part of the T?
scene then. On Monday evenings, there would be open night at the Theater a :
and they'd go to hear Ginsburg and others read poetry, Cage lecture, etc. iolit i
s s |
The thing about the Cedar was that everybody would ke there. TYou'd see X2

the whole crowd, having a drink after work, ?ﬁ

e
Maxine broke up with Larry, then met Harry Mathews and went to Paris with H&

him two weeks later. 'his was in 1962. Paris was another new world, but wole
not as exciting as !"ew York in many ways. s,
lor

She went up to Amsterdam for the Dylaby show at the Stedelijk. Bob's room 'TK
was indescribably beautiful. But Bob couldn't stand Spoerri, and one i
night when Spoerri was holding forth at the table, shaking or pointing his Al-
finger to emphasize a point, Bob bit his finger so badly that he broke a
tooth. lish,
vith
vith
0N,
art
old
ude,
ions

eft-
e v ¥ l« Center, Alnost all ofler eriticisnm wis stimply a workount of the given papec’s

Paul Taylor -- Bob and Jasper eventually b-oke with him on esthetic grounds,
feeling he just wasn't pure enough.

editorial policy visdevis the State Departments Standard Oil, Coea-Cola,
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2 Americans seen abroad

By Kenneth Rexroth

Headlines from Europe

Ytalian Reviews Mllan Show g

Borgese Calls Moderh American Art
‘As Bad as Russian—Both Rubbish’

MILAN, Italy, June 8 (UPD'gornvlled in order to be It looks like l;he end of the
A leadlng Tialisn art erilic,pought by modern art mu;clyllized world: -
Aol Brrsets Maald ) o] Vs ' Borgese said the best works

2 ~No profound necessity, no{in the Milan show were those
day modern American palot-|jnnermost torment, and not|by Arshile Groky, Grace Hurto
ing is as bad as Russian andeven a serious formal _re1gan, Willem de Kooning and
botb amounted fn “old rubsearch” Borgese sald. “motthe late “exceedingly vain.

Corriere della Sera, quoted,in the Washington Post Times-Herald.

Vom Chaos bis zu Pollock

Moderne amerikanische Maler in der HardenbergstraBe

Von Oberallber strgmen die Kiinete xu uzs Bildar von TA. Btamog sishen dem Chacs
hersln. Wit splren 1o thoen, was una Ober dig niher als dem Eoenos. Damit aber erachdpft
Coinren Mrweg mil andeien Natlomen ver- slch @le Kusat ia der Spicpelung Zor elgeven
bindet, wir lssoen die Jen g dar - imere glichXeit dea -
Véteer Kecaen und achien Tn dom vielfardlgen Frau Horlizes, diy elzslge Frav im Xrolss
Mozelk der biidend=o Kunst umssrer Zeit fehle  der 47, versucht ,A4s Vulgtsy und Vitela Im

Der Tag, Berlin (“*From chaos to Pollock™).
_— THIS IS NOT ART—TS A JOKE IN BAD TASTE

Save me from the great
Al spider webs

¥ v 2
o bad ay ihe. can be
pru mied'

Reynolds News, London (review by a psychoanalyst) .

GIGANTISME ET PETITESSES

de la "Nouvelle peinture américaine”

OUS les susplees Ar Vnterna- o n'ont pas eq A attendre Ia cinquan-

tienal Council du Mureum of PAX CLAUDE EOGER MARX 1alne pour Hre cozblhs dr coramam:
Modern Art de New —————— "~ des ou Hre nommfy professcurs
sremuser &°Art . dery dune fendance unlque ef, malgré!

nn connall Te faibie poor Tari non| de disersite de leurs tempéraments, °

no-

Aot
“non |

figuralif, presenie. en meme foups' de feors onsines, ae reclament de
quiene réirospective Jachen Fol-| cet Fpressiconisme abatrall qui s& on Pollork (1912:1956), ad:

Le Figaro Litiéraire, Paris (““Giganticism and littleness™).

1l Presley della ;jittlzfi'a'

Le opore di Polluck, esposte alla Gallerin d'Arte Moderna, simuovonoin uno spuzio ver-
f (iginuso,mslmilaalLruwnsoun' lazi i: ¢ la dimen-
sione da cui nusee la faotasia fulminea divn Pound, o quella convulsa di Hurt Crane

nie 13 A Dok b we § ok ewraras. 13 wna tu
v v alen ol Ty
ey i

ve

AR fe
ritmicadi enl

Hoa

T e .
N farie a3 Y

e 1
Avonti!, Rome (“The Presley of painting®).

’
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During the past winter two shows of American painting or-
ganized by the Museum of Modern Art have traveled about
Europe. One, “The New American Painting.” just opened in
New York and runs through the summer. It is a repre-
sentative selection, some four or five pictures each, of William
Baziotes, James Brooks, Sam Francis, Arshile Gorky, Adolph
Gottlieb, Philip Guston, Grace Hartigan, Franz Kline, Willem
de Kooning, Robert Motherwell, Barnett Newman, Jackson Pol-
lock, Mark Rothko, Theodoros Stamos, Clyfford Still, Bradley
Walker Tomlin and Jack Tworkov. In Europe at the same time
was a large one-man show of Jackson Pollock. In Basel, Berlin
and Paris the two exhibitions were shown together. In Amster-
dam and London “The New American Painting” {followed the
Pollock show. In three cities—Milan, Madrid and Brussels—the
Pollock exhibition was not shown at all.

This is the first chance most Europeans have had to see this
aspect of American painting. Most other shows have taken in
the whole range of contemporary and not-so-conlemporary
styles, from Grant Wood to Clyflord Still, and so have been.
to strangers certainly, confusing rather than informative. Most
informed people in America would consider this selection, give
or take a few names, representative of the most important re-
cent tendencies in our painting. And certainly it is among these
painters that the first American “movement” to exert a power-
ful, world-wide influence was generated.

How did Europe react? On the visible official surface, how did
the critics react? Beneath the surface, what was the real re-
action? How did the artists, the people one knows—how did the
people the show was for respond? By and large, as might be
expected, the two levels had little in common.

Newspaper art critics prepare themselves for their careers
by memorizing a collection of acceptable stereotypes. This works
just fine, year after year after year. Who will dispute that
Cézanne is powerful, van Gogh is forceful, Picasso is inventive,
Vermeer is lucid, Tintoretto is noble? By judicious extrapolation
vou can keep pretty well up to date—three paragraphs of Cézan-
ne, one paragraph of van Gogh, one paragraph of Ryder, apply

W

The New American Painting” show, containing four or
five works by seventeen more or less vanguard painters,
and a large Pollock retrospective—both organized by the
Modern Museum—separately visited eight European cities
in 1958. Generally the press was hostile [left]; most of its
criticism was based on political anti-American arguments.

fﬂﬂ

Center. Almost all other eriticism was simply a workout of the given paper's
cditorial policy vis-devis the State Depaviment, Standard Qily Coca-Cola
ol

Rock 'n

Roll. ““The subyersive and

dangerons ple
VIR 9

Lol a harbarons people.”

cans

g is

the
~have
sism

SN o

ress
- aper
| call
catly
nee,
e

lern
dis-
ller
mee

lay
reat
~rner
|The
Htas

Vith
nan-
sub-
ions

ism,
-
= em-
jner-
acan
nch-
like
ings
) or,
‘8
Sug-
srili-
nint-
> up
lory
Lues,
that
rant
ial”
oenl
it
ad-
ieht
s s
W
ong
far
rale
that
wle
isse,
lon
inl-
his
In

Ab-

ish,
vith
wvith
0N,
arl
old
It’l"
ions
el




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

N

i

-

- Almost all ot
editorial policy vis--
Rock "n Roll.

Carmen Jauberl, 9 rue Rougemont, Paris PRO 65-95

icism wis simply a0 work

the State Depaviment, Standavd Oil, Coea-Cola,
I'he subversive and dangerous plot of a barbarons people.”



FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

;‘ ]
editorial policy visdvis the State Departments Standard Ol Coca-Cola,
i Roll. “The subversive and dangerous plot of a barbarous people.”




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection:

Series.Folder:

The Museum of Modern Art Archives, NY

TOMKINS

V. AT

Americans seen abroad continued

to Marsden Hartley and rub well. Once in a greal while some-
thing comes along that can’t be handled by stereotyped res-
ponse and then all breaks down in confusion. It is just a simple
fact that most journalists over the world are quite incapable
of looking at pictures, and seeing paint and canvas and not
preconceptions.

The press reception of “The New American Painting” and the
big Pollock retrospective by most European newspaper critics
was, by and large, a parade of busted clichés and demoralized

* preconceptions. The majority didn’t, apparently, bother to go
to the show (or shows, since sometimes the two collections were
<hown together, sometimes separately). They just went to the
newspaper morgue and had the librarian fish out the press
notices of Buffalo Bill’s first European tour, and went to work
with scissors and paste. Even those who did go somehow got
a hold of the wrong catalogue and were under the impression
the pictures were painted by Wyatt Earp and Al Capone and Bix
Beiderbeck. This is a generalization. It isn’t altogether true, but
it is certainly the first impression you'd get from reading the
clippings. A few evenings spent struggling through artistical
journalese in six languages and you’re in complete agreement
with George Washington—*“America has nothing to gain from
European entanglements.” :

There were exceptions and there was a definite pattern in
the exceptions. Those countries which are too small to even
dream of competing with America politically and economically
were, to judge from their press, most receptive. Not only were
most of the Swiss, Belgians and Dutch receptive, some of them
were very astute. A Belgian said wryly that Sam Francis should
be the most popular because he is so perfectly in the French

“taste. A Swiss noted that Grace Hartigan would be liked be-
cause critics can pretend to like her “abstractly” while really
approving of her because she is mildly “figurative.” A Dutch-
man said that it wounld be a mistake to think of de Kooning
as a missionary of European Expressionism in uncultured
America just because he once lived in the Netherlands. An-
other said flatly that we must never forget that it is America
that first appreciated the masters of modern art, and that
painters like Kandinsky, Picabia, Klee had a great influence
on American painting before they were known outside of
small circles in their own countries. Again, a Dutchman:
“These painters have been criticized [Continued on page 52]

ipathy was the individual European’s main reaction
e New American Painting” sent abroad last year. Such
's Rothko’s Number 10, 1950 (lent by the Museum of
n Art, page 36 top) and Gottlieb’s Burst (lent by the
| ellers, page 36 bottom), for example, is frequently
\derstood in Europe, although Pollock generally is
.d as a “master” who produced too many followers.

=

¥ T]le Pollock and “The New American Painting” shows,
seen here in six installations, provoked formal and informal
gallery talks while on tour. Most European museums keep
no attendance records; an exception is the Tate which re-
cords that 14,000 Londoners saw the 81 “New Amer-
jcan” canvases, now at the Modern Muscum [to Sept. 8].

ek
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BEAUX ARTS GALLERY

Agents for

CRAIGIE AITCHISON
MICHAEL ANDREWS
FRANK AUERBACH
JOHN BRATBY

SHEILA FELL

HEINZ KOPPEL

LEON KOSSOFF
EDWARD MIDDLEDITCH

Work by

Bacon, Rebeyrolle,
Richier, Sickert

CONTEMPORARY PAINTINGS

BRUTON PLACE LONDON W.1

International Exhibition of

MARIETTE LYDIS

May 15 through July 15, 1959

“Ange sans ailes” Angel without wings

Galerie Paul Ambroise

6 rue Royale, DParis 8¢ OPE 8642
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Manager for Marictte Lydis

Americans seen abroad continued from page 33

hecause they make a great deal of money. Is it a fault in the Americans
that they pay their artists well, that most modern Suropean painting is
now in America, and that the Americans are slowly buying up all the
so-called Art Treasures of Europe? Is this a fault? If it is, all we have
to do to overcome it is go and do likewise.” This may not be art crilicism
of the highest order, but it is certainly astute observation.

Vulgarity is international. We. expect_the lower British gutter press
1o make bad jokes, run solemn features under T line of newspaper
“psychi and_generally Delave in a rowdy  (what™\hey would call
“American™)manner, Still, its a bit of a shock 1o fing an apparently
(7iViJiZC([/ll|lll\ in Lausanne saying, “One turns away [rdin this violenee,
fpud and depravity to stand in reverence before lljp’ﬁ;lglflll‘t of Miller.,”
l‘ynm-slly, the man said that. 5

On_the other _lu_)ml_,,).l;jukiug»ﬂbﬂﬁf'ﬁv‘ - the long struggle that modern
art of every variety has had in Great Brit it is more surprising to dis-
cover that the best-tempered and most jud

us reviews were in the better
English papers. However, these very reviews did reveal one thing. By chance
of location, the Tate, a most perfect and perfeetly valid comparison lay
right to hand, but nobody used it. Housed in the same building as the great

abstract Turners, the show never once clicited the comment that Turner
" was the artist who, of all British painters, was an ancestor of this show. The

old imaginary gulf hetween moderne and passéiste art still scems to act as
an effective barrier in England.

If this was true in London, it was far more true ceverywhere clse. With
the exception of a few scholarly historians, mostly German or German-
trained, everybody accepted these pictures as either uller novelties, sub-
versive of all tradition whatsoever, or as just amatcur provincial imitations
of their own painting of years gone by—Ecole de Paris, or Expressionism,
or Futurism, depending on the nationality of the critic.

The French, as might he expected, were by far the worsl. It is an em-
barrassing task to review the French press on any subject involving Amer-
ica. Tn France the words “United States” do not mean a country—they mean
an extremely disagrecable reaction-patiern common (o almost all French-
men, a purely subjective phenomenon. The vulgar press was just vulgar, like
its British counterpart, but it is always a little startling to sce the ravings
of the American Weekly of the 1920s about lunatic modernist painling, or,
still worse, “the pompiers of American charlatans financed by the Gug-
wenheim billions,” translated into the French language. Most of the eriti-
cism was entirely political, and had nothing to do with any kind ol paint-
ing. Bven civilized papers like Express and Combat had their men hone up
by going 1o a Western movie and reading some of the more inflammatory
recent statements of American generals. They may have vead the catalogues,
100, but there is little evidence they entered the galleries. They agreed that
these Americans, like all other Americans, were dangerous and ignorant
harbavians, redskins, in fact. On the other hand, the erities of the “official™
Left were singularly open-minded and judicious, One of the most intelligent
reviews was in Aragon’s Les Lettres francaises. The reason may be that it
was Be Kind to Americans Week in the Kremlin, but still it must he ad-
It
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mitted that here was @ man who had considerable intelligence and in
when he was permitted to exercise it The review ended, “Fine. But this
only a beginning which has itself already come 1o an end. What next?”

Since this is exactly what some of the boys themselves are saying along
Tenth Street, it is hard to quarrel with it. The hest I'rench reviews by far
were in Le Monde and France Observateur. representing the Moderate
Right and the Independent Left respectively. Both crities pointed oul that
although the paintings were traly American, their sources were in the whole
Buropean teadition, bhut most especially in Bxpressionism, Klee Matisse,
and the organie Surrcalism of Andeé Masson and AMive, The eritie oy
France Observatenr made the specilic comment that these: American painl-
ers were among the founders of a4 new international style and ended his
articles “Jean Cassou in theiv hehall speaks of waterfalls and ficlds. Tn
Soulages it is the forest. Traly all these works discover a new Nature, Ab-
stract painting? No. Natuval Painting.”

The French, however, even the hest intentioned of them, like the English,
did ingist on always talking as though these painters were quite novel, with
no rools in the older past. No one mentioned Guston’s connections with
Monet and Turner. No one noticed the influence of Tintorelo or Delacroix.
ison appeared only in the culture area of German art
history, except for Taly, where of course painting like this is almost as old
and well established as in the States, 10 is wmy opinion that Le Monde,
France Observatenr, and Les Lettres [rancaises vepresented veal opinions
of the bulk of the educated visitors 1o the shows, Lefio Right and el
Center. Almost all other eriticism was simply a workout of the given paper's
editorial policy visd-vis the State Department, Standard Oil; CoeasCola,
Rock n Roll. “The subyersive and dangerous plot ol a harbarous people.”

Consider the following erypro-political diagnosis from a Geneva journals
“Paziotes, Brooks. Gottlich, Gorky, de Kooning, Newman, Pollock, Rothke
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[sic] and Tworkov were all realist painters, most of them socialistic, when
they started. It is only under mccarthyism that they got frightened and
renounced their own politically committed past to hide among the esthetics
of abstract art which, because it has no ideological content, can shelter the
artist from all political inquisitions.” (And this is by one Edouard Roditi,
who claims to have lived in America, and so, one concludes, is committed to
propaganda, not ludicrous misconceptions.)

So much for the press. What did all this expensive wordage in six dif-
ferent languages mean? Practically nothing. It simply reflected what a
hundred or so newspaper men and/or their editors felt about America and
somelimes about some paintings. But, as is well known, newspaper men are
picture blind unless the pictures are taken with flashbulbs. How did the
artists and the people who look at pictures respond?

The France Observateur man was right, Most artists are quite well aware
that one of the major contemporary international styles started in America
with some of these painters. In 1949 I attended a small showing of pastels
in this idiom in Paris. Plenty of French painters came, but with few ex-
ceptions they all obviously thought the pictures were frauds, not bad, hut
actual jokes on the public. It was quite apparent on their faces and in their
kind remarks. Ten years later, during the time the shows were in Paris
there was an abstract show in Aix-en-Provence, where we were living, and
the oldest painter there, Engel-Pak, a man about Picasso’s age, was very
obviously influenced by Rothko. That same month a friend of mine who
works on Cahiers du Sud and the newspaper, Le Provengal, came back from
a journalistic stint in Central Africa with three “Abstract-Expressionist”
paintings done by a young Negro student at a Brazzaville lycée—a painter
who had never been out of Africa. Except for their slightly tropical color
sense, they might well have been done yesterday in the California School
of Fine Arts.

Older painters like André Masson are proud of their influence on this
American painting. Masson has been accused of boasting, but he is per-
fectly right. In 1929 my first wife and I were both conscientious compass-
and-ruler painters and the appearance of the first Massons with their
spontaneous, organic line had a tremendous effect on us and on all our
contemporaries. Masson himself, of course, started out as one of the most
rigorous Cubists—and a painter of birds, like Morris Graves! So he knows
how hard the break was. Most older painters and most older serious crilics,
like Waldemar George, are still monogamously wedded to the Cubist tradi-
tion and find it very difficult to see anything else. If a picture doesn’t look
like Poussin and Raphael, it just isn’t there, or worse, it is totally rescen,
not just reinterpreted, in terms of early twentieth-century classical, archi-
tectural painting.

Nobody except journalists talked about Primitive Energy and Fanlastic
Vitality. The people you knew seemed all to have actually looked at the
paintings. In fact, a’ considerable number of them traveled to Basel to sce
the show the first week it opened in Europe. Pollock, whose thirty-three
Jarge paintings were hung apart from the rest, towered in prestige. Most
European painters have seen a Pollock or two and a lot of reproductions.
His own statements, and the sometimes unfortunate praise he received, had
prepared people for a combination James Dean, Davy Crockett and Jack
Kerouac. Pollock, they discovered, in his completely achieved later paint-
ings, as a very quiet, very lyrical sensibility, one of the least violent painters
who ever lived. It is remarkable how quickly intelligent people faced with
the record of his accomplishment (with, incidentally, plenty of storm and
stress visible in the early paintings on the way to the final goal) made an
immediate adjustment and took the paintings on their merits, not on their
propaganda. It was a little like dropping in to hear Eddie Condon and dis-
covering you are listening to Debussy, but almost everybody managed the
readjustment. I think, in fact, that this was the higgest achicvement of the
show or shows. They demonstrated once and for all, to people who are not
picture blind, that these painters are precisely the opposite of what their
newspaper critics—and for that matter, sometimes their own anti-verhal
selves—say they are.

Pollock, de Kooning, Gorky, Rothko, Guston, Hartigan—all these paint-
ers have some obvious link with “the European Tradition,” if mot with the
specifically Cubist-Classical one. Everybody with any sense managed to see
them. But Clyfford Still, who didn’t bother to furnish a “statement” (the
catalogue quoted some remarks from long ago) or even a photograph of
himself—Still was another matter, People came up to his vast pictures very
quictly, and toppled over into them without a murmur and came out with
nothing to say. It was all very still. It was really wonderful to velive the
first years of his reception in California, where now, alas, the Still Style has
| a mass pr 1 cliché, I should say that we can expeet a lot of
echoes of his painting to crop up in Europe in the next year,

Everybody knows that from Barcelona to Warsaw, probably even Moscow,
in spite of all the billions spent by the American government to lose friends
and influence people, the most powerful American influences are modern
jazz and these very painters, “Everybody knows” that these paintings were
the beginnings of a new way of sceing things; us the man said, a new nat-
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ural painting of Nature. Huge pictures into which you can walk like Alice,
marshaled on wall after wall—and so quiet.

It was the sense of achievement which impressed many European paint-
ers. To quote from a letter from Edwina and Barney Rubenstein, two paint-
ers in the same general tradition as most of the painters in the show, from
Boston (the home, as somebody in Switzerland pointed out in attacking
this show, of “the great American school of Bitter Realism™) but now per-
manently resident near us in Aix-en-Provence:

“The sour note was struck by a not-too-young French painter who re-
marked that while it was good to sce what had been done during a power-.
ful ereative period, one felt that it was as much finished as Paris, in exactly
Ihe same sense. Not that no more painting could or would he done, merely
that the thing had ‘set,” the mold was formed. Ile could not understand how
all this stuff got to be hanging on the walls of a muscum, catalogued and
labeled Great Art for all the world to sce. What we sce here on the wall,
is it still happening, or have we been invited to a funeral?”

The Dial continued from page 29

until quite recently by the Dr. Zhivago hy Boris Pasternak. Miss Moore, of
course, is a close second but the applause that greeted the news of her
first great success has scarcely faded on the horizon before the then
editor of The Dial, Alyse Gregory, took her to task, and quite ferociously,
for not making it sufficiently clear in her poeny about “Sca Unicorns and
Land Unicorns” that these animals were mythical and not likely ever to be
encountered at our Bronx Zoo. But if this were a rebuff it did not dismay
Miss Moore much nor halt her long, for she has gonc on accumulating
prizes and distinctions ever since and only a short time ago saw one of
her poems printed on the editorial page of the New York Herald-Tribune
and fortified by an editorial insisting upon the importance of this poet
with a fervor and assurance that sounded for all the world like Scofield
Thayer of The Dial in the old days.
Those days were, in fact, “The days.”

With that remark, it behooves me to quit. I have no desire lo expand the
idea that times were better then, though incurably persuaded that they
were. Only one of these world wars had been fought then and the dread
bomb had not yet fallen upon Hiroshima. The dollar was still something
like a dollar and the paths for the critics and performers lay straight before
them and they had no difficulty in finding the way. Who knows now what to
do to safeguard the future? But old gentlemen in all periods of time have
been querulously making that reproach, and I have no wish to be classed
with them; so, you, if you happen to be thirty or a little less, are advised to
discard this postseript to my comment upon The Dial. Tt’s not original and
I should hate to be saddled with it. I’d prefer heing embalmed, when the
lime comes, with my fellow-spirits of the twenties. What I say now, is,
you understand, “Off the record.”

Rococo sculpiure continued from page 44

modelers at Sévres, where also Pigalle made important contributions to
the production. None was esteemed less because of such activitics, for in
the climate of the period, finely exccuted work was appreciated fully on
its own terms, and the maxim “There are no minor arts, only minor
artists” was the measure of qualily. Therefore, much of the curious,
sophisticated spirit of the decades hetween 1720 and 1770 is mirrored in
the fragile compositions in poreclain, and in the aleaming picces of bronze
the handles, clock furniture mounts and table

doré, in cane Cases,
decorations,

In all these hardly anything survives of the heroie seulptural statements
of the preceding period. 10 the Barogque had stolen the thunder from the
hands of the gods, the Rococo subtly invaded the Elysian Iields, their
gently swirling waters and shimmering atmosphere, and deftly incorporated
these elements into its plastic vocabulary. True, they had heen used in
seulpture before: the Renaissance nymphs of Jean Goujon, the fountains of
the Talian seicento, the grottos and cascades in the parks were all touched
by a fascination for the sensuous movement of rippling, cascading water.

But only in the cighteenth century were equivalent seulptural means creat-
o on all artistic levels to express this faseination: vanging from literal rep-
resentation through the symbolically conccived rocaille ovnament 1o the com-
plete artistic translation into sinnous Tine and undulating movement. Rocaille,
this curions abstraction of rock, shell and water, was frequently incorporated
in seulptural compositions, whether free-standing or i avchitectural context,
And flowing curves and sinuous movement in three dimensions heeame the
quintessence of Rococo sculpture, whether large ov small, secular or re-
ligious,

FEmbodying the moment hetween vepose and action, this movement is
cquilibrium and momentum at onee, harmonioas interplay of planes and
lines, of space filled and space encireled. Inside these frecly drawn outlines
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