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LANDMARKS IN MODERN GERMAN ART

THE PRESENT EXHIBITION IS§ THE FOURTH
COMPREHENSIVE SHOWING IN NEw Yorg
of a modern school which is deserving of far wider apprecia-
tion and understanding in this country than it has yet
known. Americans were first introduced to modern German
art at the Armory Show nearly thircy years ago. In 1923
Dr. Valentiner organized a general exhibition at the Ander-
son Galleries and the Museum of Modern Art held a similar
show early in its history.*" But in consequence of the un-
dreamt of fate that has overtaken modern German art in the
land of its origin, this exhibition has a unique distinction:
all of the paintings and most of the sculptures have been
the property of eleven German museums. Thus the exhibi-
tion represents the collective critical judgment of a museum
personnel which was remarkable for its foresight and inde-
pendence in the prompt recognition of the importance of
contemporary German art, and was in a position to secure
the best and most significant works — the “landmarks” of
the movement.

Modern German art, it must be understood, is distinct
from and independent of the School of Paris, although
neither is governed by a respect for what the eye sees as the
Impressionists were. Each is the expression of a widely dif-
ferent temperament — the one Northern, the other Latin.
Whereas French art is largely concerned with subtly calcu-

* During the year 19?;1:_: Sg,ngﬁcld Museum of Finc Arts and The
in

Institute of Modern

ton held comprehensive exhibitions of
Modem German Art.

lated formal relationships, German art is impulsive andbamd

upon emotional values, ex in terms of hncmdbuﬁ

pattern and “an uninhibited use of color. The mood and

temper of the northern mind is revealed in vatyrmg aspects

in the Exhibition. It is at the root of Knkosdxka's_- ntrospec-

tive searching of his own countenance, of Feininger’s trans-

lation of architecture and sailing craft into the wﬂqé realm

of the legendary. One finds it in Marc’s kalcldmwpc

positions which suggest the analogy of visualized

in Modersohn's discovery of the

Hofer’s emotional reserve and sense of form relate |

closely than any of his countrymen to tthmch.
The beginning of the modern movement in Germany

was marked by the formation in 1905 of Die Bruecke

Bridge), a brotherhood of three Dresden

Kirchner, Heckel and Schmidt-Rottluff.

the Fauves in Paris, of whom Rouaule
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The artists of this generation in Germany were deeply
influenced by the Norwegian, Edvard Munch whose brood-
ingly sombre art of line and pattern was concerned with
human feelings. They were also inspired by the splendid
fire of Van Gogh’s subjective vision and the vital and ex-
travagantly imaginative art of the aborigines of Africa and
Polynesia. Basing their style upon these elements, German
painters aimed to restore to art a primitive strength, direct-
ness and simplicity of form, often using coarse canvas and
eschewing varnish to heighten the freshness and vigor of
their work. One feels in these paintings the excitement of
the artist’s liberation from tradition which generated aston-
ishing originality among them. It is apparent in the smolder-
ing harmonies of Nolde’s tremendous conception of Sun-
flowers; in the barbaric splendor of Kirchner's color in the
Modern Bobemia; or the brimming masculine strength of
Beckmann’s religious episodes influenced by mediaeval
woodcuts; in the resolute brushwork of Heckel and Schmidt-
Rottluff, or Klee's infinite world of subtle fantasy.

Modern German sculpture while reaffirming the fie-
ness of simplified plastic forms for the medium, is like-
wise conditioned by a subjective response to nature, Barlach,
inspired by mediaeval wood carving, imparts an intense
pathos to his humble subjects; Lehmbruck, a pervasive sad-
ness to his monumental forms; and Kolbe’s poetry of youth-
ful types is quietly introspective. Marcks, a younger sculp-
tor, in compositions of lyric charm, expresses the awkward
grace of the adolescent.

Perry T. RaTHBONE
Caurator at the Detroit Institute of Arts

OILS & WATERCOLORS

Max Beckmann (1884-)
1. Descent from the Cross

J ( i Oil. 1g17. mxp‘/é inches. Formerly: Staedelsches Kunst- :

institut, Fra

2. Christ and the Woman taken in Adultery

J0() Ol'1g7. 59t x 50 inches. Formerly: Kunsthalle, Manaheim

Lyonel Feininger (1871-)
3. Village Church
_!_H.ﬂ-ﬁ‘ﬂcglckirche

d
e e

4. Glorious Vicmry: of chet
éU'D Oil. 1926. 2134 x 33 inches. Formerls

Erich Heckel (1883-) :

| JF 5. Convalescent. T

1Lob Lo;lmg:gmﬁtﬁnm'sﬁi*i 7}

Karl Hofer (:1878-)
6. Gil Combing her Hair
[U) Ol 1026 2257k inches. Fomaly:
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Ernst Ludwig Kirchner (1880-1938)

9‘;‘7 n7'

v

im 8

Modern Bohemia

Oil, 1924. 50 x66 inches. Formerly: Folkwang Muscum, Essen -

Fruit Bowl and Glasses

Oil. 40x29%4 inches. Formerly: Museum, Halle

Paul Klee (1879-)

W

. Anglcr

10
300

na I1.

??'?{*6 0D

I

P2

1f0

airy Picture with Steamer

Maerchenbild mit Dampfer
Oil. 1919. 13}4 x 17% inches. Formerly: Ruhmeshalle, Barmen

Watercolor. 1g21. 1834 x 124 inches. Formerly: Nationalgaleric,
Berlin

Vocal Cloth of the Singer Rosa Silber

Vokaltuch der Saengerin Rosa Silber
Tempera. 1922. 20} x 16}/4 inches. Formerly: Nationalgaleric,
Berlin.

Ghost Chamber with High Door

Geisterzimmer mit hoher Tuer
Watercolor. 1925. 19 x 1134 inches, Formerly: Folkwang Museum,
Essen

Oskar Kokoschka (1886-)
| 13. Self Portrait

) I
V /m (7]) Oil 1913. 32 x 19% inches, Formerly: Muscum, Halle

August Macke (1887-1914)
. 14. Lady before a Hat Shop &
T00 Ol 1913 20x23% inches. Formerly: Folkwang M

Franz Marc* (1880-1916)
15. DCCI a.nd Goa.t

fF 1) Ol 1913. 23% x 16 inches

Paula Modersohn-Becker (1878
16. Peasant Woman Praying
et % 1906, ﬁx 23 inches. Formerly: Kunsthalle,

Otto Mueller (1874-1930)
17. Sisters . :
60D Ol 1926 363 x 74 inches, Foeme

Emil Nolde (1867-)
18. Sun Flowers
e Chl.L;“lga.;. 59)6!'35' inches. Form

Karl Schmidt-Rottluff (
19. Landscape

Y17) Oil 1913 30x35% inches.
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SCULPTURE

Ernst Barlach (1870-1938)

20. Revcngc

~—= Wood. 1g22. 24 34 inches high, 25'% inches wide. Formerly: Na-
tionalgalerie, Berfin, Lent byg!hilnm::t Shulman, New York

21. Reading Monks

~ Wood. 1932. 34}4 inches high. Formerly: Nationalgalerie, Berlin.
" Lent by Albert Rothbart, Ridgefield, Conn.

Geo;g Iit:lbe i(1t877—)

;,.22, Standing Gitl Looking U

[6°F9 Bmm.lg:%.qziruhuhigh &-P
Wilhelm Lehmbruck (1881-1g19)

23. Bust of 2 Woman
“{l"ﬁ Stone Cast. 1914 31% inches high, 20 inches wide
24. Head of Thinking Girl
70'% Stone Cast. 1917. 17% inches high. Formerly: Albertinum,

25. Head of the Thinker

[7) Bronze. 1918. 24%4 inches high, 23 inches wide. Formerly: Mu-
/L 6D Dutburg

Gerhard Marcks (1889-)
26. Ioi?h and Mary

» Wood. 1 .4:xindm‘ Formerly: Albertinum, Dresden. Lent
= e hygmz‘am.r,l\kw ork 4
The Gallery wishes to express its a) iation to MR. HARRY CaEsar, New
York; MR, ALpert RoTHBART, Ridgefield; Mr. HERMANN SHULMAN, New
York; and an anonymous lender, for their generous loans.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection:

The Museum of Modern Art Archives, NY Valentin




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

Valentin

I.105

t
y

Y

i

NMODERN ART WORK
OF GERMANS SHOWN

Representative Paintings and
Sculpture, Expelled by Nazis,
at the Buchholz Gallery

BECKMANN PIECE ON VIEW

His ‘Descent From Cross' and
Barlach's ‘Reading Monks,' in
Wood, Feature Exhibition

By EDWAED ALDEN JEWELL
Slowly but steadily the modern
“degenerate’” art that the Nazis
drove out of Germany appears to

The

inative experimentation of the -
ern German school ars well exem-
plified ngain and again. Also one
may glimpse the fundamental aima
of certain hrup..‘rm' mn;emmtl. pon-
sored the groups known,

livuly,wn Die Bruecke mm
Blaue Relter, Of the first 1Py
organized in Dresden in 1905, Kirch-
ner, Heelel, Schmidt-Rottluff, Nolde
and Mueller were membors, while,
among others, Franz Mare, o

and Kandisky belonged to the sec-|

ond—llkewise, “In & less rigid con-
nection,” Kies and Faininger.
Writlng in the Buchholz eata-
logue, Perry T. Rathbona, curator
at the Detrolt Institute of Arts, re-
minds us that the launching of Die
Bruaecka colnelded, in point of ﬂ.m;;
with the uproar created In Parls by
the French Fauves, Of these
Fauves, Rounult, Mr, c

Prisexsnis JR33E, FEREEFNREES BEsER Haswonooo
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implied in tha title inseribed upan

their banner, the artists of Die

Bruecke sought in their work to

construct a bridgs that might link
Impressionism and (as it would
come tto be called) | onism,
Der Blays Relter represented a l!.ll]:
Munich in 1811,
Influence of Edvard Munch
With entire justice Mr. Rathbone
notes that many German moderns
"wera doeply Influenced by the Nor-
weglan, Bdvard Munch, whose
broodingly somber art of line and
pattern was concerned with human
feelings. They were also inspired,”
the Detroit curator Eoes on to iy,
by the spendid fire of Van Gogh's
mu&iu v;;lu? and the vital and
VAgAnL. maginative art of
the aborigines of Africa and Paly-
nesia, Basing their style upon these
elements, German nters aimed
to  restore to & primitive
strength, directness and simplicity
f form, * * *
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‘American Artists Conqress, with a
;rivatc view this evening _t 785§

ifth Avenue and to the .ublio to-
morrow, and the ninetess 4 annual |
exhibition of advertising _rt at the
Art Directors Cluo, The Perls Gal-
lory s showing recent sounches by
Mare Chagall. H. Bittner & Co, are
showing figurines and book (llustra-
tions by Frits Kredel,

Tlomas Wilfred will glve his an-
nusl clavllux request program this | s
ut the Art Institute
“ngton Avenue., He
"4} 1positians  which
‘900 ‘e season's ballot

=ruys will be the

. the Bevblzon-Plaza

aning mt 8:45. Her

. be “'Aw r;udi Live"

scussion w e in con-

noe ‘ith her exhibition of sculp.

tur. vent at the Barbizon-Plaza
Art Galleries.
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NEW YORK TIMES, SUNDAY, OCTOBER 29, 1930.
ART IS “INTRUST® HERE |Romiss sonstrustivit s catia

3 tin, one of the foremost collectors
FOR GERHAN PEOPLE of abstract art, sald that if the
German people re-established a
o atic tnim of g t l.m;
. mtudthsnntummk.hcwnl
Two Works Removed by Nazis| YAnied fhe Miqturm oo man. mu-
ir seums.
Acquired by N. Y. U. Museam  *'35 .\ e proved, as an antict

pated,’” Mr. Gallatin declared, "'
Albert E. Gallatin, founder and the difference between Marxist ul.d
director of the Museum of Living Nazi bacilli is very slight; both have
Art of Rﬁr York Uni\rerxity. an- suppressed almost a cultural ae-
the it tivities, and both seek to destroy

of two works of modern art that the foundations of society.

were removed from the walls of “'In the event that some day the
Gu-mmuuumlb the Nazis and philosophy of Jefferson triumphs
which will ba luld. in trust for the over the philosophy of national so-
Gmmpw cialism, 1t Is proposed to restore

two wm-lu are "Com‘potitlnn these pdnnngt should their return
With Blue,"” by Piet be to the where

famous Dutch constructivist, and | they once hung."
"Proun,” a collage, by El !..inluky The Mondrian acquired by Mr.
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O IR NMODERN CERMAN ART" EXHIBITION

by Elinabeth MoCausland
Lundmarks in Modern German Art Buchhols

In the twortieth century the tide of artist nlpgration from
the United Stater turned to Peris on’ away from Munich
end Didsgeldorf, The Vorld Var further widened the pepara-
tion, so thet it vep not 4111 1951 that cont
Mmmfimmsmm.mmmteutoMHw
the Miseun of Jodern Art, Toduy the artints represented
in the Buchholzr exhibition are no strangers to the American
publiey their mejor contribution to twentieth century exrt
is accepted. Yot accepted though they be, it is almost
Hie & pew experience to see the musternicces 4 by
mwwmwnmmmu
German ert,

Prom Peule Vodersohn's "Peasant Women g" ual
Srnot Borlach¥s "Reeding orks® of qug

of grentest activity snd creativeness of contemporary
German artistse. In L0058 "Die Bréigke” group had been formed
in Dresden by kirchner, Schmidt-Rottluff acd Heckel; later
Nolde and Otto Mueller also elllied themselves. In 1011 the
"Blaue Heiter® ;roup was formed in Munich with Frans Marc,
August Hacke and others, In these two movements modern
Germen art beased itself ideologically, the former being
sonewhat parallel in thought with "Yauvign"™ in Paris, though
perhaps more violent and Oothic in charecter, and the

lutter devoloping expressionism and poet-txpresglomism, Here
vas & corpus of art with structures capsble of sustalning

its owm vital funclions, In the work prosented in the
Suchhols exhibition, it is evident that the vital funcions
are of major significances

b

Beckmann's painting -": discussed ot langth im Parneassus
lagt Jamusry, The two Lirge canveses, "Descent from thn
Cross® and ®Christ wi th “the Tlomen Taken in Adultery®
of 1017, reenforce the judgments ex reased at thet ti-
iis is a plastic ,"'*. of c.nnai*‘orubl.e force; and his art
expresses clearly the literary enl romantic influences which
nernan artists fortunctely have never felt it necessary %o
aveld, The lerge Kirchner, "Nodern Bohemiz®, 1924 mskes an
interesting oontrast, its violent color being an emotiomal
counterpart of the emotiona of despair and unrest experienced
by the defented Germany after the war, Yet an carly work
like Erich Heckel's triptych "Couvalescent”, 1912-15, had
get the precedent for emotionalism a decade sooners Other
are-war palntings, notsbly bscie's "Woman Before a lat Shop",
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CRITICISHE, contd.

1918, ¥arc's "Dear end Gout¥, 1918, and Kokoschia's "Self
fortralt®, 1¥l¥, ere visusl documents of the different
tompo of life before and after great historic upheawsls;
they are relatively calm, compared with the post-war
Kirchner, though one might argue thaet the Schmidt-Rottluff
"Landscape® of 1917 enticipstus post-expressionism, In Carl
Hofer's "Girl Cosbing Her Hair", 1026 and Otto Mueller's
"8isters™, 1828, stability has sgein been regeined; the
foruer particulerly hes groet srchitectonic distinction.s In
the sculpture of Lehmbruck, Parlach, Yerhard Marcks and
“olbe the dresns of influence seem somehow less contemporary
and more traditiomsl, though the moderm Gothic mote is
nover cbgent, All in sll, an art too long neglected in
America.

The paintings and sculptures axhib ted hewe for the most

part been previcusly in German miseums, among them St&delschen
Museun, Desssuj Kaiser Friedrich Museum, Magdeburg; Folkwang
Husoum, Lssen; “taedtisches lusoum, Wiesbaden; Municipal
dusewn, Halle; Beticnal Galery, Derlin; Ruhmeghalle, Barmen;
lunicipal Museum, Stettin; Nunicipal Muscum, Duisburg; Museunm,
Dresdens
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THE BUCHHOLZ GALLERY
Curt Valentin

32 Hast 57th Street
New York, MNew York

A distinguished exhibition of paintings and sculpture, entitled
LANDMARKE IN MODERN GERMAN ART, opens at the Buchholz Gallery on
Monday, April 2nd, end will contimue through Saturdsy, April 27th.

The exhibition consists of 19 paintings and 7 sculptures created

in the now fumous ecarly twentieth century Germun art cpoc . between
the years 1910 and 1925. All of the works of art being showm,

with the exception of two pieces, were formerly in the collections
of the greet German museums, and several have been bionght to
kmericc only recently by the Buchholz Gellery. (During the past
yeor paintings formerly belonging to Germen mugcums wery acquired
by the Muscum of Modern Art, New York, thc Art Institute of Chicago,
and the Rhodc Islend School of Design in Providcence as well as the
importent privete cellections of Mr. Walter P. Chrysler, Jr., New
York, Mr. Nelson A. Rockcfeller, New York, Mr. Peul Geier, Cincinnati
and ir. Joseph Pulitzer, Jr., St. Louis).

Hust of the srtists represented cre still living, «nd some of them
still work in Gormeny, although they have not buen cllowed to exhi-
bi! their work since 1937, vhen they were included in the exhibition
of Degencrate Art in Hunich.

The significent developments of twentieth century painting in
Germeny ore excmplified in the present eiibiticn, end in addition
to Beckmann, Hofer, Peulc Mederschn-Becker, Kokoschke and the sculp-
tors Borlach, Kolbe, Lehmbruck and Marcks — who were nct conmected
with any particulcr scheol, we can distinguish twe groups:

1. Dic Bruecke (The Bridge)
Orgenized in Dresden in 1903, the work of thuse artists is literslly
vhat the name implies - = bridge from Impressionism to the so-called

Expressionism. Founders of this group were Kirchner, Heckel,
schmidt-Rottluff, and in closc connection with them, Nolde and
iucller.

2. Der Blauc Reiter (The Blue Rider)

This group, crganized in Munich in 1911, is better known in America
than the "Brueccke" artists becuuse it includes painters like Klee
cnd Kandinsky, who have sincc become internctionzlly famous.
Bricfly, the Blcue Reiter group in this exhibition are Franz iiarc
and fuguste lMocke, and in 2 less rigid conmnection, Paul Klee and
Iyoncl Feininger.,

Another sub-cleosgificetion might be made here: that of the Bauhaus
artists. Beth Feininger ond Klee tought at the Bzuhaus and are
auite well knewn in this country, cspceislly since the luseum of
Vodern Art Bauhcus exhibition in 1939, It should be noted that
while 21l of the erticts represented in the prescnt exhibition are
strongly identificd with thc most significcnt phascs of cuntempo-
rery Germen ert, therc are o fow exceptions in the strict semse of
the word. Feininger was born in Americe; Klee is Swiss, Kokoschka
justrian. In addition, somc of the artists are now dend. Peula
liodersonn-Becker died in 1907; licrc and Macke were killed in the
Vorld Wur; Lehrbruck died in 1919 and Kirchner and Barlach in 1938.
Nevertheless, they all ployed their part in "merking" modern
Geruen art ond ere significent figurces in AN ort.

The puintings and sculpturc couprising the exhibition cre listed in
the cotalog, tugcther with biographicsl infurnetion ond the nemes of
the verious muscwar in Germany te which they foruerly beleonged. The
catelog includes & prefcce by Perry T. Rothbone, Curator, of the
Detroit Institute of Jirts.
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THE BUCHHOLZ GALLERY
Curt Valentin

32 East 57th Street
New York, New York

A distinguished exhibition of paintings and sculpture, entitled
LANDMARKS IN MODERN GERMAN ART, opens &t the Buchholz Gallery on
Monday, April 2nd, and will contimie through Saturdey, April 27th.

The exhibition consists of 19 paintings and 7 sculptures created

in the now famous early twentieth century German art epoc = between
the years 1910 and 1925. All of thc works of art being shown,

with the oxccption of two piecus, were formerly in the collections
of the great German museums, and several have been brought to
Americe only recently by the Buchholz Gellery. (During the past
yeer paintings formerly belonging to Germen muscums were acquired
by the Muscum of Modern Art, New York, the Art Institute of Chicago,
and the Rhodc Islund School of Design in Providunce as well as the
importunt privote collcctions of Mr. Walter P, Chrysler, Jr., New
York, Mr. Nelson A. Rockcfeller, New York, Mr. Paul Geier, Cincinnati
and lir. Joseph Pulitzer, Jr., St. Louis).

Nust of the nrtists represented tre still living, «nd somne of them
still work in Germany, clthough they have not been allowed te exhi-
bil their work since 1937, when they were included in the exhibition
of Degenercte Art in Iunich.

The significant developments of twentieth century painting in
Germeny are exemplified in the present ecciibition, end in addition
to Beckmann, Hofer, Peule Moderschn-Becker, Kokeschka and the sculp-
tors Borlach, Kolbe, Lehmbruck and Marcks - who were not connected
with any perticulsar scheol, we can distinguish twe groups:

1. Dic Bruecke (The Bridge)

Orgenized in Dresden in 1903, the work of those artists is literally
vhat the name implies - = bridge from Impressicnism to the so-called
Expressionism. Founders of thie group were Kirchner, Hockel,
Schmidt-Rottluff, and in close c¢onnection with them, Nelde and
Macller.

2. Der Blauc Reiter (The Blue Rider)

This group, crgenized in Munich in 1911, is better known in Amcrica
than the "Bruecke" srtists becuuse it includes painters like Klee
cnd Kendinsky, who have sincc become internntionclly famous.
Bricfly, the Blcue Reitcr group in this exhibition are Franz jiare
ond fuguste Hocke, and in & less rigid connection, Peul Klee and
Tyonel Feininger.

Another sub—cliseification might be made heres  thot of the Bauhaus
artists. Both Feininger ond Klee tought at the Bauhous ond are
quite well knovm in this country, cspeeiclly since the iuseum of
iodern Art Bauhcus exhibition in 1939. It should be noted that
while 211 of the artists represented in the present exhibition arc
strongly identified with the most significont phascs of contempo-
rery Germen ert, therc arc o few exceptions in the strict sensé of
the word. Feininger was born in Americe; Klee is Swiss, Kokoschka
justrien. In addition, somc of the artists are now dend. Paula
liodersonn-Becker died in 19073 licre and Hacke were killed in the
Vorld Wer; Lehnbruck died in 1919 end Kirchner ond Barlach in 1938.
Nevertheless, they all ployed their part in "morking" modern
Gernen art and erc significent figurcs in AN art.

The puintings and sculpturc comprising the exhibition arc listed in
the cotalog, tugether with biogrephical infurmation end the nomes of
the verious muscums in Gernmany to which they foriuerly belonged. The
eatalog includes a prefree by Perry T. Rathbone, Curator, of the
Detreoit Imstitute of irts.
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Paintings, Watercolors and Sculpture by Barlach, Beckmann, F:inillglﬂ.
Kirchner, Klee, Kokoschka, Lehmbruck, Marc, Modersohn-Becker, Mueller

and Nolde, which formerly belonged to Museums in Germany, are now
in the following Muscums and collections in this country:

Art Institute, Chicago

Mr, LeRay Berdau, New York

Mr, Harry Caesar, New York

Mr. Walter P. Chrysler, Jr., New York
Miss Elodie Courter, New York

M. F. B. Decknatel, Cambridge, Mass.
Mr. Paul Geier, Cincinnati, Ohia

Mr. Philip Goodwin, New York

Mrs. Adelph Mack, San Francisco

Mis. Leslie M. Maitland, Los Angeles
The Museum of Modern Art, New York
Mr. Karl Nathan, New York

Mr. Joseph Pulitzer, Jr., Saint Louis
Rhode Island School of Design, Providence
Mrs. Stanley Resor, New York

Mr. Nelson E. Rockefeller, New York
Mr. Alberc Rothbart, Ridgefield, Conn.
Mr. Herman Shulman, New York

Mr. Josef von Sternberg, Hollywood, Calif.
Dr. W. R. Valentiner, Detroit, Mich,
Mrs. Georges H. Warren, Jr., New York
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THE BUCHHOLZ GALLERY
Curt Valentin

32 East 57th Street
New York, New York

A distinguished exhibition of paintings and sculpture, entitled
LANDMARKS IN MODERN GERMAN ART, opens at the Buchholz Gallery on
Monday, April 2nd, and will continue through Saturday, April 27th.

The exhibition consists of 19 paintings and 7 sculptures created

in the now famous carly twentieth century German art epoc . between
the years 1910 and 1925, 4£11 of the works of art being shown,

with the exception of two piecus, were formerly in the collections
of the greet Germen mugeums, and scveral have been baought to
Americe only recently by the Buchholz Gallery. (During the past
yeor paintings formerly belonging to Germen imisoums werv acouired
by the Muscum of Modern Art, New York, the Art Institute of Chicago,
ond the Rhodc Islend School of Design in Providemee as well as the
important privete colleetiong of Hr. Waltor P. Chrysler, Jr., New
Yeork, ifr. Nelsen A. Rockefeller, New York, Mr. Paul Geier, Cincinnati
and iir. Joseph Pulitzer, Jr., St. Louis).

Host of the nrtists represented cre still living, «nd some of them
still work in Germany, although they huve not been allowed teo exhi-
bil their work since 1937, when they were included in the exhibition
of Degenerate Art in Iunich.

The significant developments of twentieth century painting in
Germeny are cxemplified in the present o 1ibiticn, and in addition
+o Beckmann, Hofer, Peule Moderschn-Becker, Kokoschka and the sculp-
tors Borlach, Kolbe, Lehmbruck and Harcks - who wcre net comnected
with any particular scheol, we can distinguish twe groups:

1. Diec Bruecke (The Bridge)

Orgenized in Dresden in 19003, the work of thuse artists is literally
vhat the name implies - o bridge from Impressionism to the so-called
Expressionism. Founders of this group were Kirchner, Heckel,
Schmidt-Rottluff, and in closc connection with them, Nelde and
Mucller.

2. Der Blauc Reiter (The Blue Rider)

Thig group, orgenized in Munich in 1911, is better known in Amcrica
than the "Bruccke" ortists becumse it includes painters like Klee
end Kandingly, who have sincc become internstionclly famous.
Bricfly, the Bloue Reitcr group in this exhibition are Franz liarc
and Auguste Mocke, and in & less rigid connection, Paul Klee and
Iyoncl Feininger.

Anotner sub-closeificetion might be made here: thot of the Bauhous
artists. Both Feininger ond Klee tzught ot the Bruhaus and are
guite well known in this country, cepecially since the iuseum of
Viodern Art Bauheus exhibition in 1939, It should be noted that
while o1l of the articts represented in the present exhibition are
strongly identificd with the most significont phases of contempe-
rery Germen ert, therc are u few exceptions in the strict sense of
the word. Feininger wos born in Americe; Klee is Swiss, Kokoschka
justrizn. In addition, some of the artists are now dend. Poula
ledersonn-Becker died in 1907; iiarc and Macke werc %illed in the
viorld Mar; Lehrbruck died in 1919 end Kirehner cnd Barlach in 1938.
Nevertheless, they all pleyed their part in "nerking”" medern
Gerncn art and are significent figurce in AN art.

The peintings and sculpturc comprising the exhibition are listed in
the cctalog, togethor with biographical information cnd the numes of
the verious miscume in Germany to which they foruerly belonged. The
catulog includes & prefice by Perry T. Rethbone, Curater, of the
Detroit Institute of arts.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY Valentin I 105
NEWS FROM: FOR IMMEDIATE RELEASE

THE BUCHHOLZ GALLERY
Curt Valentin

52 East 57th Street
New York, New York

A distinguished exhibition of paintings and seulpture, entitled
LANDMARKS IN MODERN GERMAN ART, opens at the Buchholz Gallery on
Monday, April 2nd, and will contimue through Saturdsy, April 27th.

The exhibition consists of 19 paintings and 7 sculptures created

in the now famous carly twentieth century Germun art cpoc between
the yecars 1910 and 1925. All of thc works of art being showm,

with the cxeception of two pieces, were formerly in the collections
of the great German museums, and several have been biought to
America only recently by the Buchholz Gallery. (During the past
year paintings formerly belonging to Germen muscums were acquired
by the Muscum of Modern Art, New York, the Art Institute of Chicage,
and the Rhodc Islend School of Design in Providence as well as the
important privete collections of Mr. Wiclter P. Chrysler, Jr., New
York, Mr. Nelgon A. Rockcfeller, New York, Mr. Paul Geier, Cincinnati
and Ifr. Joseph Pulitzer, Jr., St. Louis).

Must of the zrtists represented ure still living, znd some of them
still work in Germeny, although they have not been cllowed to exhi-
bil their work since 1937, when they were included in the exhibition
of Degencrate Art in Hunich.

The significant developments of twentieth century painting in
Germerny ore exemplified in the present e«iibition, end in addition
to Beckmann, Hofer, Puule Moderschn-Becker, Kokoschka and the sculp-
tors Burlach, Kolbe, Lehmbruck and Marcks - who were not connected
with any particular scheol, we can distinguish twe groups:

1. Dic Bruecke (The Bridge)

Orgenized in Dresden in 1903, the work of these artists is literally
vhat the name implies - & bridge from Impressionism to the so-called
Expressionism. Founders of this group were Kirchner, Heckel,
Schmidt-Rottluff, and in close connection with them, Nolde and
Mucller.

2. Der Blauc Reiter (The Blue Rider)

This group, orgenized in Munich in 1911, is better knowm in America
than the "Bruecke" ortists becuuse it includes peinters like Klee
end Kendingky, who have sincc become internctionclly famous.
Bricfly, the Bleoue Reiter group in this exhibitien are Franz Mere
and Auguste Mocke, and in o less rigid conncction, Paul Klee and
Iyoncl Feiningor.

fnother sub-clessificotion might be made here: thet of the Bauhaus
artists, Both Feininger and Klee tought at the Bauhous and are
quite well known in this country, espceielly since the ilaseum of
lodern Art Bouheus exhibition in 1939, It should be noted that
while 21l of the artists represented in the present exhibition are
strongly identificd with the most significent phascs of contempo-
rery Germen ert, therc are o fov exceptions in the striet sense of
the word. PFeininger wos born in Americe; Klee is Swiss, Kokoschka
Austrien. In addition, somc of the artists are now dead. Prula
[lodersohn-Bucker died in 1907; licre and Macke were killed in the
Viorld Wer; Lehrmbruck died in 1919 cnd Kirchner end Barlach in 1938.
Nevertheless, they all played their part in "marking" modern
Gernen art and arc significent figures in AN art.

The paintings and sculpturc comprising the exhibition are listed in
the ectalog, together with biogrophicsl information end the names of
the verious mscuns in Germany to which they foruerly belonged. The
catalog includes o prefree by Perry T. Rathbone, Curater, of the
Detroit Institute of /rts.
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LANDMARKS IN MODERN GERMAN ART

The present exhibition is the fourth comprehensive show—
ing in New York of a modern school which is deserving of far
wider appreciation and understanding in this country than it
has yet known. Americans vere first introduced to modern
German art at the Armory Show nearly thirty years ago. In
1923 Dr. Valentiner organized & genecral exhibition at the
Anderson Gallerics and the Muscum of Modern Art held a similar
show early in its history.* But in consequence of the undreamt
of fate that has overtaken modern German art in the land of its
origin, this cxhibition has a uniquc distinction: all of the
paintings and most of the sculptures have been the property of
eleven Germen museums., Thus the cxhibition reprosents the
collective critical judgment of & muscum personncl which was re-
markable for its foresight and independence in the prompt re-
cognition of the importance of contemporary Germen art, and was
in a position to sccure the best and most significant works —
the "landmorks!" of the movement. 2

Modern German art, it must be understood, is distinct
from and indepcndent of the School of Paris, aclthough neither is
governed by o respect for vhat the eye sees os the Impression-
ists were. Each is the expression of a widely different tempera-
ment ~ the one Northern, the other Latin., Whereas French art
is largely concerncd with subtly calculated formel relationships,
German art is impulsive and bascd upen cmotional values, ex-
pressed in terms of line and bold pattern and an uninhibited
use of color. Thc mood and temper of the nerthorn mind is re-
vecled in vorying aspects in the Exhibition. It is ot the roct
of Kokoschk:i's introspective searching of his own countenance,
of Feininger's transletion of architecture and sciling craft
inte the veiled reclm of the lcgendary. One finds it in Marc's
kalcidoscopic compositions which suggest the analogy of wisual-
ized music, or in Modersohn's discovery of the poetry of the
humble., Hofer's cvmotional rescrve cnd sense of form relate him
more closely thon any of his countrymen to the French.

The beginning of the modern movement in Germany was merked
by the formation in 1905 of "Dic Bruecke" (The Bridge), & brother-
hoed of three Dresden art students - Kirchner, Heckel and Schmidt-
Rottluff. Contemporcry with the "Fauves" in Peris, of whom
Rouault alone bears closc compcrison with the Germans, "Dic
Bruecke" wus romzntically conceived in o youthful spirit of alle-
giance to o common cause, and was idealistically pledged to the
common good of its associates. It wus followed in 1911 by a
gimilar zlliance, "Dor Bloue Reiter" (The Blue Rider) in Munich
of which Klce, Marc cnd Macke were members. The two latter,
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LANDMARKS IN MODERN GERMAN ART

The present exhibition is the fourth comprehensive show—
ing in New York of a modern school which is deserving of far
wider appreciation and understanding in this country than it
has yet knowvm. Americans were first introduced to modern
German art at the Armory Show nearly thirty years ago. In
1923 Dr. Valentiner organized & gencral exhibition at the
Anderson Galleries and the Museum of Modern Art held a similar
show early in its history.* But in consequence of. the undreamt
of fate that has overtaken modern German nrt in the land of its
origin, this cxhibition has a uniouc distinction: all of the
paintings and most of the sculptures have been the property of
eleven German muscums, Thus the cxhibition reprosents the
collcetive critical judgment of & muscum personncl which was re-
markable for its foresight and independence in the prompt re—
cognition of the importance of contemporary German art, and was
in a position to secure the best and most significant works —
the "landmarks" of the movement. ;

Modern German art, it must be understoed, is distinct
from and indepcndent of the School of Paris, although neither is
governed by o respect for vhat the eye sees as the Impression-
ists were. Each is the expression of a widely different tempcra-—
ment - the one Northern, the other Latin. Whereas French art
is largely concerncd with subtly calculated formal relotionships,
German art is impulsive and bascd upen emotional values, cx-
pressed in terms of line and bould pattern and an uninhibited
use of color. The mood and temper of the ncrthern mind is re-
vecled in varying aspects in the Exhibition. It is at the roct
of Kokoschku's introspective searching of his own countenance,
of Feininger's tronsletion of architecture and sciling craft
into the veiled reclm of the lcgendary. One finds it in Marc's
kaleidoscopic compositions which suggest the analogy of visual-
ized music, or in Modersohn's discovery of the poetry of the
hurblec. Hofer's umotional rescrve ocnd sense of form relate him
morc closely then any of his countrymen to the French.

The beginning of the modern movement in Germany wes marked
by the formation in 1905 of "Dic Bruecke" (The Bridge), a brother-
hood of three Dresden art students - Kirchner, Heckel and Schmidt-
Rottluff. Contemporary with the "Fauves" in Peris, of whom
Rouault ulone bears closc compcrison with the Germans, "Die
Bruecke" was romentically conceived in & youthful gpirit of alle-
giance to o common cause, and vas idealistically plcdged to the
common goed of its associates. It wus followed in 1911 by a
similer clliance, "Dor Blaue Reiter" (The Blue Rider) in Munich
of which Klee, Marc ond Macke were members. The two latter,
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LANDMARKS IN MODERN GERMAN ART

The present exhibition is the fourth comprehensive show-
ing in New York of a modern school which is deserving of far
wider appreciation and understanding in this country than it
has yet known. Americans were first introduced to modern
German art at the Armory Show nearly thirty years ago. In
1923 Dr. Valentiner organized & gencral exhibition at the
Anderson Gallerics and the Museum of Modern Art held a similar
show early in its history.* But in consequence of the undreamt
of fate that has overtaken modern German art in the land of its
origin, this cxhibition has a uniguc distinction: all of the
paintings and most of the sculptures have been the property of
eleven German muscums. Thus the cxhibition represents the
collcective critical judgment of a museum personncl which wes re-
markable for its foresight and independence in the prompt re-
cognition of the importance of contemporary Germen art, and was
in a position to sccure thc best and most significant works -
the "landmorks" of the movement.

lMiodern German art, it must be understood, is distinct
from and indepcndent of the School of Paris, although neither is
governed by a respect for what the eye sees as the Impression-
ists were. FEach is the expressicn of a widely diffcrent tempera-
ment ~ the one Northern, the other Letin., Whereas French art
is largely concerncd with subtly calculated fermel relationships,
German art is impulsive and bascd upen emotional values, cx-
pressed in terms of line and bold pattern and an uninhibited
use of color. The mood and temper of the nerthern mind is re-
vealed in varying aspects in the Exhibiticn. It is at the roct
of Kokoschka's introspective searching of his own countenance,
of Feininger's tronslotion of crchitecture and sciling craft
into the veiled reclm of the lcgendary. One finds it in Mare's
kalecidoscopic compositions which suggest the analogy of wvisual-
ized music, or in Modersohn's discovery of the poetry of the
hurble, Hofer's cmotional rescrve cnd sense of form relate him
morc closely than any of his countrymen to the French,

The beginning of the modcrn movement in Germany wes morked
by the formation in 1905 of "Dic Bruecke" (The Bridge), a brother-
hood of three Dresden art students - Kirchner, Heckel and Schmidt-
Rottluff. Contemporcry with the "Fauves" in' Peris, of whom
Rouault ulone bears closc comperison with the Germans, "Die
Bruecke" was romantically conceived in a youthful spirit of slle-
giance to o commeon cause, and was idealistically plcdged to the
commen good of its associates. It wus followed in 1911 by a
gimiler cllicnce, "Der Blaue Reiter" (The Blue Rider) in Munich
of which Klee, Marc cnd Macke were members. The two latter,
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LANDMARKS IN MODERN GEARMAN ART

The present exhibition is the fourth comprehensive show-
ing in New York of a modern school which is deserving of far
wider appreciation and understanding in this country than it
has yet known, Americans were first introduced to modern
German art at the Armory Show nearly thirty years ago. In
1923 Dr. Valentiner organized a gencral exhibition at the
Anderson Gallerics and the Museum of Modern Art held a similar
show early in its history.* But in consequence of the undreamt
of fate that hes overtaken modern German art in the land of its
origin, this cxhibition has a uniouc distinctien: all of the
pointings and most of the seculptures have been the property of
eleven German museums. Thus the cxhibition represents the
colleetive critical judgment of & museum personncl which wes re-
markable for its foresight and indcpendence in the prompt re-
cognition of the importance of contcmporary Germen art, and was
in a position to sceure the best and most significant works -
the "landmorks" of the movement.

Medern German art, it must be understood, is distinct
from and indepcndent of the School of Paris, although neither is
governed by a respect for whet the eye sees s the Impression-
ists werc. Each is thc expressien of o widely differcnt tempera-
ment - the one Northern, the other Latin. Whereas French art
is largely concerncd with subtly calculated formel relatdonships,
Germzn art is impulsive and bascd upen emotional values, ox-
pressed in terms of lime and bold pattern and an uninhibited
uge of color. The mood and temper of the northern mind is re-
vecled in vorying cspects in the Exhibiticn. It is at the roct
of Kokoschkz's introspective searching of his owm countenance,
of Feininger's trunslation of architecture and sciling craft
into the veiled reclm of the legendary. One finds it in larc's
kalcidoscopic compositions which suggest the analogy of visual-
ized music, or in Modersohn's discovery of the poetry of the
humble, Hofer's umotional rescrve cnd sense of form relate him
morc closely than any of his countrymen to the French,

The beginning of the medern movement in Germany wes morked
by the formation in 1805 of "Dic Bruecke" (The Bridge), a brother-
hood of three Dresden art students - Kirchner, Heckel and Schmidt-
Rottluff. Contomporary with the "Fauves" in Paris, of whom
Rouault clonc bears close comprrison with the Germans, "Dic
Bruecke" was romentically conceived in @ youthful spirit of alle-
giance to o common cause, and was idealistically plcdged to the
common good of its associates. It wus followed in 1911 by a
similer clliance, "Der Bloue Reiter" (The Blue Rider) in Munich
of which Klee, Marc cnd Macke vere members. The twe latter,
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LANDMARKS IN MODERN GERMAN ART

The present exhibition is the fourth comprehensive show-
ing in New York of a modern school which is deserving of far
wider appreciation and understanding in this country than it
has yet known. Americans were first introduced to modern
German art at the Armory Show nearly thirty years ago. In
1923 Dr. Valentiner organized e gencral exhibition at the
Anderson Gallerics and the Muscum of Modern Art held a similar
show carly in its history.* But in consequence of the undreamt
of fate that hos overtaken modern German art in the land of its
origin, this cxhibition has o uniguc distinction: all of the
paintings and most of the scilptures have been the property of
eleven German miscums. Thus thc cxhibition represents the
collcetive critical judgment of @ muscum porsonncl which was re-
markable for its forcsight and independence in the prompt re-
cognition of the importance of contemporary German art, and was
in a position to sccure the best and most significant works -
the "landmorks" of the movement.

lodern German art, it must be understood, is distinct
from and indepcndent of the School of Paris, although neither is
governed by o respect for whot the eye sees os the Impression—
ists were. Each is the expression of a widely different tempera-
ment - the one Northern, the other Lotin., Whereas French art
is largely concerned with subtly calculated formel relationships,
German art is impulsive and bascd upen emotional values, ox-
pressed in terms of line and bold pattern and an uninhibited
use of color. The mood and temper of the northern mind is re-
vecled in varying aspects in the Exhibition. It is at the root
of Kokoschka's introspective searching of his ovm countenance,
of Feininger's tronslation of crchitecture and seiling craft
into the veiled reclm of the legendary. One finds it in More's
kalcidoscopic compositions which suggest the analogy of visusl-
ized music, or in Modersohn's discovery of the poctry of the
hurmble. Hofer's cmotional rescrve and sense of form relate him
more closely then any of his countrymen to the French,

The beginning of the modern movement in Germany was morked
by the formation in 1905 of "Dic Bruecke" (The Bridge), a brother-
hood of three Dresden art students - Kirchner, Heckel and Schmidte
Rottluff. Contemporcry with the "Fauves" in Peris, of whom
Rouault zlone bears close comporison with the Germans, "Die
Bruccke" was romantically conceived in o youthful spirit of alle-
giance to o common cause, and vas idealistically plcdged to the
common good of its associates. It wus followed in 1911 by a
similor cllionce, "Der Blaue Reiter" (The Blue Rider) in HMunich
of which Klco, Marc ond Macke were members. The two latter,
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LANDMARKS IN MODERN GERMAN ART

The present exhibition is the fourth comprehensive show-
ing in New York of a modern school which is deserving of far
wider appreciation and understanding in this country than it
has yet known. Americans were first introduced to modern
Gorman art at the Armory Show neurly thirty years ago. In
1923 Dr. Valentiner orgenized a general exhibition at the
Anderson Gallerics and the Muscum of Modern Art held a similar
show early in its history.* But in consequence of the undreamt
of fate that has overtaken modern German art in the land of its
origin, this cxhibition has a uniouc distinction: all of the
paintings and most of the scnlptures have been the property of
eleven German muscums. Thus the cxhibition represents the
collcetive critical judgment of a muscum personncl which wes re-
markable for its foresight and independence in the prompt re-
cognition of the importanco of contemporary Germen art, and was
in a position to sccure the best ond most significant works —
the "landmaorks" of the movement.

Modern German art, it must be understocd, is distinct
from and indepcndent of the School of Paris, although neither is
governed by & respect for vhet the eye sees os the Impression—
ists were. Each is the expression of a widely differcnt tempera—
ment - the one Northern, the other Lotin, Wherens French art
is largely concerncd with subtly calculated formal relatd onships,
Germzn art is impulsive and bascd upen emotional values, ox-
pressed in terms of line and beld pattern and an uninhibited
use of color. The meod and temper of the nerthern mind is re-
vecled in verying aspects in the Exhibition. It is ot the roct
of Kokoschka's introspective searching of his own countenance,
of Feininger's tronsleotion of crchitecture and sciling craft
into the veiled reclm of the lcgendary. One finds it in Marc's
kaleidoscopic compositions which suggest the analogy of visugl-
ized music, or in Modersohn's discovery of the poetry of the
humble., Hofer's cmotional rescrve ond sense of form relote him
more closely then any of his countrymen to the French.

The beginning of the modern movement in Germany wes morked
by the formation in 1905 of "Dic Bruecke" (The Bridge), a brother-
hood of three Dresden art students - Kirchner, Heckel and Schmidt-
Rottluff. Contemporcry with the "Fauves" in Peris, of whom
Rouault clone bears close comprrison with the Germans, "Dic
Bruecke" wus romantically conceived in @ youthful spirit of alle-
glance to o common cause, and was idealistically plcdged to the
common good of its associotes. It wus followed in 1911 by a
similer cllicnee, "Dor Blauc Reiter" (The Blue Rider) in Munich
of which Klee, Marc and Mocke were members. The two latter,
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LANDMARKS IN MODERN GERMAN ART

The present exhibition is the fourth comprehensive show-
ing in New York of a modern school which is deserving of far
wider appreciation and understanding in this country than it
has yet known. Americans were first introduced to modern
German art at the Armory Show nearly thirty years ago. In
1923 Dr. Valentiner organized a general exhibition at the
Anderson Gallerics and the Museum of Modern Art held a similar
show carly in its history.* But in consequence of the undreamt
of fate that hos overtaken modern German art in the land of its
origin, this cxhibition has a uniouc distinction: all of the
paintings and most of the scilptures have been the property of
eleven German muscums. Thus the cxhibition reprosents the
collcetive critical judgment of a muscum pcrsonncl which was re-
markable for its foresight and independence in the prompt re-
cognition of the importance of contemporary Germen art, and was
in a position to sccure the best and most significant works —
the "landmarks" of the movement.

Modern German art, it must be understocd, is distinct
from and indepcndent of the School of Paris, clthough neither is
governed by & respect for vhat the eye sees zs the Impression-
ists were. Each is the expression of a widely different tempera-
ment - the one Northcrn, the other Letin. Whereas French art
is largely concerncd with subtly calculated formel relatdonships,
Germen art is impulsive and bascd upen emotionzl values, ex-
pressed in terms of line and buld pattern and an uninhibited
uge of coler. The mcod and temper of the northern mind is re—
vecled in verying aspects in the Exhibition. It is at the root
of Kokoschka's introspective searching of his own countenance,
of Feininger's tronslotion of crchitecture and suiling craft
into the veiled reclm of the legendary. One finds it in Marc's
keleidoscopic compositions which suggest the analogy of visual-
ized music, or in Medersohn's discovery of the poetry of the
hurble. Hofer's umotional rescrve cnd sense of form relote him
more closely then eny of his countrymen to the French.

The beginning of the modcrn movement in Germany was merked
by the formation in 1905 of "Dic Bruecke" (The Bridge), o brother-
hood of three Dresden art students - Kirchner, Heckel &nd Schmidt-
Rottluff. Contemporcry with the "Fauves" in Paris, of whom
Rouault clone bears close comprrison with the Germans, "Dic
Bruecke" was romontically conceived in a youthful spirit of alle-
glance to 2 common cause, and was idealistically pledged to the
common good of its associates. It wus followed in 1911 by a
similer clliance, "Der Blauc Reiter™ (The Blue Rider) in Munich
of which Klee, Marc ond Macke were members. The two latter,
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LANDMARKS IN MODERN GERMAN ART

The present exhibition is the fourth comprehensive show—
ing in New York of a modern school which is deserving of far
wider appreciation and understanding in this country than it
has yet knovn. Americans were first introduced to modern
Gorman art at the Armory Show neurly thirty years ago. In
1923 Dr. Valentiner organized a genmeral exhibition at the
Anderson Gallerics and the Muscum of Modern Art held a similar
show carly in its history.#* But in consequence of the undreamt
of fate that hos overtaken modern German art in the land of its
origin, this cxhibition has a unioguc distinction: all of the
paintings and most of the sculptures have been the property of
eleven German muscums. Thus the cxhibition represents the
collcetive critical judgment of a muscum personncl which was re-
markable for its foresight and indcpendence in the prompt re-
cognition of the importancc of contemporary Germsn art, and wos
in a position to scecure the best and most significant works —
the "landmorks" of the movement. :

Modern German art, it mist be understeod, is distinct
from and indepcndent of the School of Paris, aclthough neither is
governed by o respect for what the eye sees as the Impression—
ists were. Each is the expression of a widely different tempera—
ment - the one Northern, the other Lotin, Whereas French art
is largely concerned with subtly calculated formel relationships,
Germzn art is impulsive and bascd upen emotionsl values, ox-
pressed in terms of line and beld pattern and an uninhibited
use of color., The mood end temper of the northern mind is re—
vecled in varying cspects in the Exhibition. It is at the root
of Kokoschka's introspective searching of his own countenance,
of Feininger's trenslation of crchitecture and sciling craft
into the veiled reclm of the legendary. One finds it in Marc's
kalecidoscopic compositions which suggest the analogy of wisual-
ized music, or in Modersohn's discovery of the poctry of the
humble. Hofer's cmotional rescrve cnd sense of form relote him
morc closely thon any of his countrymen to the French.

The beginning of the medirn movement in Germany was morked
by the formation in 1905 of "Dic Bruecke" (The Bridge), a brother-
hood of three Dresden art students - Kirchner, Heckel and Schmidt-
Rottluff. Contemporcry with the "Fauves" in Peris, of whom
Rouault clone bears closc comprrison with the Germans, "Dic
Bruecke" was romintically conceived in a youthful spirit of alle-
glance to o common ceuse, and was idealistically plcdged to the
common good of its associates. It wus followed in 1911 by a
similcr cllisnce, "Der Bloue Reiter" (The Blue Rider) in Munich
of which Klce, Marc cnd Macke vere members. The two latter,
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LANDMARKS IN MODERN GERMAN ART

The present exhibition is the fourth comprehensive show-
ing in New York of a modern school which is deserving of far
wider appreciation and understanding in this country than it
has yet known. Americans were first introduced to modern
German art at the Armory Show nearly thirty years ago. In
1923 Dr. Valentiner organized e general exhibition at the
Anderson Gallerics and the Muscum of Modern Art held a similar
show carly in its history.* But in consequence of the undreamt
of fate that has overtaken modern German art in the land of its
origin, this cxhibition has o uniouc distinction: all of the
paintings and most of the sculptures have been the property of
eleven German muscums. Thus the cxhibition represents the
collective critical judgment of a miseum personncl which was re-
markable for its foresight and independence in the prompt re-
cognition of the importance of contemporery Germen art, and was
in a position to sccure the best ond most significant works -
the "landmarks" of the movement.

Modern German art, it must be understood, is distinet
from and indepcndent of the School of Paris, clthough neither is
governed by o respect for what the eye secs cs the Impression-
ists werc. Each is thc cxpression of a widely different tempera-
ment - the one Northern, the other Lotin., Wherens French art
is largely concerncd with subtly calculated formal relationships,
German art is impulsive and bascd upen cmotional values, ex-
pressed in terms of line and bold pattorn end an uninhibited
use of color. The meod and temper of the ncrthern mind is re-
vecled in vorying aspeets in the Exhibition. It is at the root
of Kokoschka'a introspective searching of his own countenance -
of Feininger's tronslction of crchitecture and sciling eraft
into the veiled reclm of the legendary. One finds it in Mare's
kaleidoscopic compositions which suggest the analogy of visual-
ized music, or in Modersohn's discovery of the poctry of the
humble, Hofer's cmotional rescrve and sense of form relate him
morc closely then anmy of his countrymen to the French,

The beginning of the modern movement in Germany wos merked
by the formation in 1905 of "Dic Bruccke" (The Bridge), a brothor-
hood of three Dresden art students - Kirchner, Heckel and Schmidt-
Rottluff. Contcmporery with the "Fauves" in Peris, of whom
Rouault slonc bears closc comprrison with the Germans, "Dic
Bruecke" was romontically conceived in a youthful spirit of alle-
glance to o common couse, and vas idenlistically plcdged to the
commen good of its associates. It wus followed in 1911 by a
giniler cllicnce, "Der Blaue Reiter" (The Blue Rider) in Munich
of which Klecc, Mare ond Mocke were membors. The two latter, |
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LANDMARKS IN MODERN GERMAN ART

The present exhibition iz the fourth comprehensive show-
ing in New York of a modern school which is deserving of far
wider appreciation and understanding in this country than it
has yet known. Americans were first introduced to modern
German art st the Armory Show nesrly thirty years ago. In
1923 Dr. Valentiner orgenized e gencral exhibition at the
Anderson Gallerics and the Muscum of Modern Art held a similar
show carly in its history.* But in consequence of the undreamt
of fate that hos overtaken modern German art in the land of its
origin, this cxhibition has a uniouc distinction: all of the
paintings and most of the sculptures have been the property of
eleven German muscums. Thus the cxhibition represents the
collceetive eritical judgment of o miscum personncl which was re-
markable for its foresight and independence in the prompt re-
cognition of the importance of contemporary Germen art, and was
in @ position to sccure the best and most significant works -
the "landmorks" of the movement. .

Modern German art, it must be understood, is distinct
from and indepcndent of the School of Paris, although neither is
governed by z respect for what the eye sees as the Impression-
ists were. Each is the expression of a widely different tempera—
ment - the one Northern, the other Lotin., Whereas French art
is largely concerned with subtly caleculated formel relationships,
Germzn art is impulsive and bascd upen emoticnal values, ex-
pressed in terms of line and beld pattern and an uninhibited
use of color. The mood and temper of the ncrthern mind is re-
vecled in verying aspects in the Exhibition. It is at the root
of Kokoschka's introspective searching of his own countenance,
of Feininger's translction of architecture and sailing craft
into the veiled recln of the lcgendary. One finds it in Marc's
kaleidoscopic compositions which suggest the analogy of visual-
ized music, or in Modersohn's discovery of the poetry of the
humble. Hofer's emotional rescrve cnd sense of form relate him
more closely thon any of his countrymen to the French.

The beginning of the modcrn movement in Germany wes merked
by the formation in 1905 of "Dic Bruecke" (The Bridge), a brother-
hood of three Dresden art students - Kirchner, Heckel and Schmidt-
Rottluff. Contemporcry with the "Fauves" in Peris, of whom
Rouault alone bears close comprrison with the Germans, "Dic
Brugcke" wus romontically conceived in a youthful spirit of alle-
glance to a common couse, and was idealistically pledged to the
common good of its associates. It wus followed in 1911 by a
similor cllience, "Der Blaue Reiter" (The Blue Rider) in Munich
of which Klee, Marc ond Macke were members, The two latter,
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LANDMARKS IN MODERN GERMAN ART

The present exhibition is the fourth comprehensive show-
ing in New York of a modern school which is deserving of far
wider appreciation and understanding in this country than it
has yet known., Americans were first introduced to modern
German art at the Armory Show neurly thirty years ago. In
1923 Dr. Valentiner organized & general exhibition at the
Anderson Galleries and the Museum of Modern Art held a similar
show carly in its history.* But in consequence of the undreamt
of fate that has overtaken modern German art in the land of its
origin, this cxhibition has a uniouc distinction: all of the
paintings and most of the sculptures have been the property of
eleven German muscums. Thus the cxhibition represents the
collcetive critical judgment of & muscum personncl which was re-
markable for its foresight and independence in the prompt re-
cognition of the importance of contemporery Germen art, and was
in a position to sccure the best and most significant works -
the "landmarks" of the movement.

Modern German art, it must be understood, is distinct
from and indepcndent of the School of Paris, although neither is
governed by o respect for what the eye sees os the Impression-
ists were. Each is the expression of a widely different tempera-—
ment — the one Northern, the other Lotin. Whereas French art
is largely concerncd with subtly calculated fermel relationships,
Germon art is impulsive and bascd upen cmotional values, ox-
pressed in terms of line and beld pattern and en uninhibited
use of color. The mood and temper of the ncrthern mind is re-
vecled in varying aspects in the Exhibiticn. It is at the roct
of Kokoschka's introspective secrching of his ovm countenance,
of Feininger's tronsleticn of architecture and seiling craft
into the veiled reclm of the legendary. One finds it in Merels
kalecidoscopic compositions which suggest the analogy of visucl-
ized music, or in Medersohn's discovery of the poetry of the
humble. Hofer's cmotional rescrve cnd scnse of form relate him
morc closely then any of his countrymen to the French.,

The beginning of the modcrn movement in Germany wes marked
by the formation in 1905 of "Dic Bruecke" (The Bridge), a brother-
hood of three Dresden art students - Kirchner, Heckel and Schmidt-
Rottluff. Contemporcry with the "Fauves" in Paris, of whom
Rouault clonc bears close comprrison with the Germans, "Die
Bruecke" wis romantically conceived in & youthful spirit of alle-
glance to a commen couse, and was idealistically pledged to the
common good of its associates. It wus followed in 1911 by a
similor cllionce, "Der Blaue Reiter" (The Blue Rider) in Munich
of which Klee, Marc cnd Mocke were members. The two latter,




