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MARINO MARINI

February 14 —March 11,1950
M ARTIN O " MEASRETENSI

BY  JA'MES S TNHERVASIAIER SIO B AYS

“To be an artist is simple,” Marini said. “It is simplicity which is
difficult. In Italy so much is truly simple — the land, the people. Our
discipline is not like that of the North; it is far less intellectual. Yet I
suppose I am myself Nordic, a little. At any rate, I believe in cultiva-
tion as a protection against confusion. It is impossible to pretend to
be a primitive. You asked me, for instance, about the sculpture of
China. It is one of the great sources, like the art of Egypt, and of
course I admire it.”
We were talking in Marini’s modern apartment in Milan, a city
B 1 C H H O I 7. : G A 6 o E R Y which favors his intense working schedule because it provides a sur-
: rounding contemporary energy, of life and industry. He finds it hard
; N to work in Rome or in any other city where Italy’s vast cultural ac-
crual is omnipresent. But if native tradition has long since ceased to be
a pressing need for his own development, he knows much about the
Italian past. Gradually he mentioned some of his enthusiasms: the

CRRURSREAL s VoA LT E N T I
32 BAST 57 STREET - NEW YORK
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equestrian monument to Marcus Aurelius il:l the P.iaz'za del Campi-
doglio at Rome; the medieval sculpture of Giovanni Pisano and Tino
da Camaino; the huge wooden horse that served as the model for
Donatello’s Gattamelata; the paintings of Paolo Uccello. In nearly
everything Marini admires is to be found a swift, frank vigor — so
dominant a quality in his own personality as an artist.

Marini’s studio is in the courtyard below his apartment. There he
models in plaster, or very rarely carves, his majestic and unforgettable
figures, arriving repeatedly at an eloquent balance between raw power
and lyric delicacy. “It is necessary,” he says, “to preserve the emotion
which generates an image. You cannot do so by posing a model, for
then you get lost in details that weaken or discolor the original emo-
tion. My sculpture starts from an impression, often instantaneous,
whose impact I try to preserve. I include details only if they confirm
the impact, as in the case of the rings on the fingers of this woman in
bronze — very Italian. I saw the woman herself in the fields, a large
woman with powerful legs. She stood like this, and I remembered her,
and now here is her sculpture.”

[23]

Thus while many of Marini’s elders have been concerned with pure
form on the one hand, with the re-creation of myth on the other, he
customarily takes his impetus from living incident. As long ago as
1936 he started his series of horsemen, it is true, but his full realization
of the theme began after he had seen the Lombard peasants fleeing
the bombings on their frightened horses. Like Henry Moore, with
whom many younger sculptors rank him as prophet of a more explicit
humanism, Marini grew rapidly during the recent war. His philosophy
is different from Moore’s, however, in that he shows little faith in the
modern doctrine of “truth to material.” Indeed, Marini’s patina seems
a conspicuous sign of his revolt against this dogma. Nevertheless, he
himself attaches less and less importance to applied surfaces. “The
whitish patina,” he explains, “is only the plaster which sticks to the
bronze after the casting. I rub it in, sometimes with wax. Of course
time will uncover the bronze again. And in any case, I feel now that
I must pass from sensuality toward music. All my career has been
like that, divided into periods. One must explore and know, before
one can sing.”

Marini’s voice is one of the deepest and clearest in the newer
European art scene. For many years he developed slowly, fighting
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facility harder than doubt, until a decade or so ago his true authority
began. If his struggle has been arduous, it has left him tranquil and
sure. “To surmount the great accomplishments of the earlier twentieth
century,” he says, “temperament is possibly more necessary than in-
telligence.” His own temperament is unmistakably Tuscan (he was
born in Pistoia and trained at the Academy in nearby Florence). But
his closest affinities in Tuscan sculpture are with the pre-Mannerist
epoch, before the control of massive form became subsidiary to linear
invention. It is not Cellini, and it is not for that matter even Dona-
tello, of whom he makes one think. It is the late thirteenth century
artist — was it Giovanni Pisano? — who created the marvelous evan-
gelical bull now in the museum at Siena. This is not to say that
Marini’s sculpture is medieval in style, but only that its eagerness,
awe and intuitive strength are paralleled in the art of a more innocent
and spiritual time. It is no accident that, in addition to his other gifts,
he should be perhaps the finest portraitist since Despiau. For Marini
is as distinguished for his human warmth as for his resolution of the
more abstract sculptural problems. “I should like,” he says simply,
“to defend for humanity its form.”

BIOGRAPHICAL NOTE:

Born in Pistoia, 1901. Lives in
Milan. Studied painting and
sculpture at the Academy of Fine
Arts, Florence, under Domenico
Trentacoste. Worked as painter
and draftsman for a number of
years. Often in Paris, 1928 to
1938; traveled widely in other
European countries. In this coun-
try, he is represented by impor-
tant works in the Museum of
Modern Art, New York, and the
Portland Art Museum, Portland,
Oregon.

Grateful acknowledgement is
made to the following lenders:
Mr. John Butler, New York

Mr. and Mrs. Edward L. Fischer,
Newtown

Mrs. Charles Grace, Ithan

Mr. and Mrs. Alex L. Hillman,
New York

Mr.and Mrs.Samuel A. Lewisohn,
New York

The Museum of Modern Art,
New York

Mrs.Edward A.Norman,New York

Mr. and Mrs. James T. Soby,
Farmington
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MARINO MARINI

February 14—March 11,1950 ' (21]
M A R I N @ M UASREEINGSE

BY JAMES T HRATIGESIOBN:

“To be an artist is simple,” Marini said. “It is simplicity which is
difficult. In Italy so much is truly simple — the land, the people. Our
discipline is not like that of the North; it is far less intellectual. Yet I
suppose I am myself Nordic, a little. At any rate, I believe in cultiva-
tion as a protection against confusion. It is impossible to pretend to
be a primitive. You asked me, for instance, about the sculpture of
China. It is one of the great sources, like the art of Egypt, and of
course I admire it.”
3 We were talking in Marini’s modern apartment in Milan, a city
BUCHH OLZ G AL I0E RY which favors his intense working schedule because it provides a sur-
rounding contemporary energy, of life and industry. He finds it hard
G R T N AL B NG AN to work in Rome or in any other city where Italy’s vast cultural ac-
crual is omnipresent. But if native tradition has long since ceased to be

32 EAST 57 STREET - NEW YORK : a pressing need for his own development, he knows much about the

Italian past. Gradually he mentioned some of his enthusiasms: the
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equestrian monument to Marcus Aurelius in the Piazza del Campi-
doglio at Rome; the medieval sculpture of Giovanni Pisano and Tino
da Camaino; the huge wooden horse that served as the model for
Donatello’s Gattamelata; the paintings of Paolo Uccello. In nearly
everything Marini admires is to be found a swift, frank vigor — so
dominant a quality in his own personality as an artist.

Marini’s studio is in the courtyard below his apartment. There he
models in plaster, or very rarely carves, his majestic and unforgettable
figures, arriving repeatedly at an eloquent balance between raw power
and lyric delicacy. “It is necessary,” he says, “to preserve the emotion
which generates an image. You cannot do so by posing a model, for
then you get lost in details that weaken or discolor the original emo-
tion. My sculpture starts from an impression, often instantaneous,
whose impact I try to preserve. I include details only if they confirm
the impact, as in the case of the rings on the fingers of this woman in
bronze — very Italian. I saw the woman herself in the fields, a large
woman with powerful legs. She stood like this, and I remembered her, Thus while many of Marini’s elders have been concerned with pure
and now here is her sculpture.” form on the one hand, with the re-creation of myth on the other, he

customarily takes his impetus from living incident. As long ago as
1936 he started his series of horsemen, it is true, but his full realization
of the theme began after he had seen the Lombard peasants fleeing
the bombings on their frightened horses. Like Henry Moore, with
whom many younger sculptors rank him as prophet of a more explicit
humanism, Marini grew rapidly during the recent war. His philosophy
is different from Moore’s, however, in that he shows little faith in the
modern doctrine of “truth to material.” Indeed, Marini’s patina seems
a conspicuous sign of his revolt against this dogma. Nevertheless, he
himself attaches less and less importance to applied surfaces. “The
whitish patina,” he explains, “is only the plaster which sticks to the
bronze after the casting. I rub it in, sometimes with wax. Of course
time will uncover the bronze again. And in any case, I feel now that
I must pass from sensuality toward music. All my career has been
like that, divided into periods. One must explore and know, before
one can sing.”

Marini’s voice is one of the deepest and clearest in the newer
European art scene. For many years he developed slowly, fighting

[23]




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

Valentin

PR




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

The Museum of Modern Art Archives, NY

Valentin {3

facility harder than doubt, until a decade or so ago his true authority
began. If his struggle has been arduous, it has left him tranquil and
sure. “To surmount the great accomplishments of the earlier twentieth
century,” he says, “temperament is possibly more necessary than in-
telligence.” His own temperament is unmistakably Tuscan (he was
born in Pistoia and trained at the Academy in nearby Florence) . But
his closest affinities in Tuscan sculpture are with the pre-Mannerist
epoch, before the control of massive form became subsidiary to linear
invention. It is not Cellini, and it is not for that matter even Dona-
tello, of whom he makes one think. It is the late thirteenth century
artist — was it Giovanni Pisano? — who created the marvelous evan-
gelical bull now in the museum at Siena. This is not to say that
Marini’s sculpture is medieval in style, but only that its eagerness,
awe and intuitive strength are paralleled in the art of a more innocent
and spiritual time. It is no accident that, in addition to his other gifts,
he should be perhaps the finest portraitist since Despiau. For Marini
is as distinguished for his human warmth as for his resolution of the
more abstract sculptural problems. “I should like,” he says simply,
“to defend for humanity its form.”

BIOGRAPHICAL NOTE:
Born in Pistoia, 1901. Lives in
Milan. Studied painting and
sculpture at the Academy of Fine
Arts, Florence, under Domenico
Trentacoste. Worked as painter
and draftsman for a number of
years. Often in Paris, 1928 to
1938; traveled widely in other
European countries. In this coun-
try, he is represented by impor-
tant works in the Museum of
Modern Art, New York, and the
Portland Art Museum, Portland,
Oregon.

[17]

Grateful acknowledgement is
made to the following lenders:
Mr. John Butler, New York

Mr. and Mrs. Edward L. Fischer,
Newtown

Mrs. Charles Grace, Ithan

Mr. and Mrs. Alex L. Hillman,
New York

Mr.and Mrs.Samuel A.Lewisohn,
New York

The Museum of Modern Art,
New York

Mrs.Edward A.Norman,New York

Mr. and Mrs. James T. Soby,
Farmington
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Seated Nude. H. 1034 ”
Standing Nude. H. 31%2”
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Lent by Mr. and Mrs. James T.
Soby

21 Horse. H. 294"

22 Portrait of Mrs. Margrit
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Lent by Mr. Edward L. Fischer
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Lent by Mrs. Charles Grace

25 Portrait of Mrs. Nelly Soby.
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Lent by Mr. and Mrs. James T.
Soby .

26 Small Horse and Rider.
H. 1814“

27 Small Horse and Rider.
H. 164"
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MARINO MARINI

February I4— March 1 I, 195'0 o8 [211]
M A R I N @ N VASREIENESI

BY JAMES THRALL SOBY
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“To be an artist is simple,” Marini said. “It is simplicity which is
difficult. In Italy so much is truly simple — the land, the people. Our
discipline is not like that of the North; it is far less intellectual. Yet I
suppose I am myself Nordic, a little. At any rate, I believe in cultiva-
tion as a protection against confusion. It is impossible to pretend to
be a primitive. You asked me, for instance, about the sculpture of
China. It is one of the great sources, like the art of Egypt, and of
course I admire it.”

i ‘ We were talking in Marini’s modern apartment in Milan, a city
B U C H H O L Z G A L L E R Y which favors his intense working schedule because it provides a sur-

" rounding contemporary energy, of life and industry. He finds it hard
(Chn M Gt R N PA I E N T TN to wo.rk in l.{ome or in any otper city' V_vhere Italy’s yast cultural ac-
crual is omnipresent. But if native tradition has long since ceased to be

32 EAST 57 STREET - NEW YORK ( a pressing need for his own development, he knows much about the

Italian past. Gradually he mentioned some of his enthusiasms: the
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equestrian monument to Marcus Aurelius in the Piazza del Campi-
doglio at Rome; the medieval sculpture of Giovanni Pisano and Tino
da Camaino; the huge wooden horse that served as the model for
Donatello’s Gattamelata; the paintings of Paolo Uccello. In nearly ;
everything Marini admires is to be found a swift, frank vigor — so
dominant a quality in his own personality as an artist.

Marini’s studio is in the courtyard below his apartment. There he
models in plaster, or very rarely carves, his majestic and unforgettable
figures, arriving repeatedly at an eloquent balance between raw power
and lyric delicacy. “It is necessary,” he says, “to preserve the emotion
which generates an image. You cannot do so by posing a model, for
then you get lost in details that weaken or discolor the original emo-
tion. My sculpture starts from an impression, often instantaneous,
whose impact I try to preserve. I include details only if they confirm
the impact, as in the case of the rings on the fingers of this woman in
bronze — very Italian. I saw the woman herself in the fields, a large
woman with powerful legs. She stood like this, and I remembered her, Thus while many of Marini’s elders have been concerned with pure
and now here is her sculpture.” form on the one hand, with the re-creation of myth on the other, he

customarily takes his impetus from living incident. As long ago as
1936 he started his series of horsemen, it is true, but his full realization
of the theme began after he had seen the Lombard peasants fleeing
the bombings on their frightened horses. Like Henry Moore, with
whom many younger sculptors rank him as prophet of a more explicit
humanism, Marini grew rapidly during the recent war. His philosophy
is different from Moore’s, however, in that he shows little faith in the
modern doctrine of “truth to material.” Indeed, Marini’s patina seems
a conspicuous sign of his revolt against this dogma. Nevertheless, he
himself attaches less and less importance to applied surfaces. “The
whitish patina,” he explains, “is only the plaster which sticks to the
bronze after the casting. I rub it in, sometimes with wax. Of course
time will uncover the bronze again. And in any case, I feel now that
I must pass from sensuality toward music. All my career has been
like that, divided into periods. One must explore and know, before
one can sing.”

Marini’s voice is one of the deepest and clearest in the newer
European art scene. For many years he developed slowly, fighting

[23]
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facility harder than doubt, until a decade or so ago his true authority
began. If his struggle has been arduous, it has left him tranquil and
sure. “To surmount the great accomplishments of the earlier twentieth
century,” he says, “temperament is possibly more necessary than in-
telligence.” His own temperament is unmistakably Tuscan (he was
born in Pistoia and trained at the Academy in nearby Florence). But
his closest affinities in Tuscan sculpture are with the pre-Mannerist
epoch, before the control of massive form became subsidiary to linear
invention. It is not Cellini, and it is not for that matter even Dona-
tello, of whom he makes one think. It is the late thirteenth century
artist — was it Giovanni Pisano? — who created the marvelous evan-
gelical bull now in the museum at Siena. This is not to say that
Marini’s sculpture is medieval in style, but only that its eagerness,
awe and intuitive strength are paralleled in the art of a more innocent
and spiritual time. It is no accident that, in addition to his other gifts,
he should be perhaps the finest portraitist since Despiau. For Marini
is as distinguished for his human warmth as for his resolution of the
more abstract sculptural problems. “I should like,” he says simply,
“to defend for humanity its form.”

BIOGRAPHICAL NOTE:

Born in Pistoia, 1901. Lives in
Milan. Studied painting and
sculpture at the Academy of Fine
Arts, Florence, under Domenico
Trentacoste. Worked as painter
and draftsman for a number of
years. Often in Paris, 1928 to
1938; traveled widely in other
European countries. In this coun-
try, he is represented by impor-
tant works in the Museum of
Modern Art, New York, and the
Portland Art Museum, Portland,
Oregon.

[17]

Grateful acknowledgement is
made to the following lenders:
Mr. John Butler, New York

Mr. and Mrs. Edward L. Fischer,
Newtown

Mrs. Charles Grace, Ithan

Mr. and Mrs. Alex L. Hillman,
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Marini vor selnem ,, Raiter*,

1949

Marini v fi

it of his ,,Horseman', 1949
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In einer Atelierecke bei Mariniz Oben rechts: der Maler Carra, 1946, unten Mitte: der Maler Tost, 1942, u

In a corner of Marinis studio:  Above to the right: the panter Carra, 1946, below centre.

MARINO MARINIK

Mailand ist die modernste Stadt Italiens. Thr geistiges
Klima wird von viclen der heutigen Kinstler dem von Rom
vorgezogen. Sie fithlen sich hier weniger von Tradition be-
lastet. Die Mahnung der vollendeten Vorbilder bleibt bestehen,
auch ohne daB diese leiblich gegenwirtig sind.

Marino Marini lebt in Mailand, wo er auch an der Aka-
demie unterrichtet. Ex wohnt nicht weit davon in einem mo-
dernen Haus an einem stillen Platz. Sein Atelier ist auf dem
Hof zu ebener Erxde gleich neben der Garage. Ein schmuck-
loser, nicht sehr groBer Raum, die Winde kalkbespritzt.In
ihm dringen sich seine Werke. .

Walrend des Krieges wurde sein erstes Atelier durch Bom-
bcn‘ zerstort und mit ihm viele der fritheren Plastiken: Seine
schine Frau, eine geburtize Schweizerin aus dem Tessin, nahm
thn mit in ihre Heimat, wo er bis nach dem Kriege verblich.
Marina ergiinzt in ihrer Gelussenheit das Temperament ihres
Mannes auf das gliicklichste, Sie ist es, die alle praktischen

larina Marini, 1946

ter Tosi, 1942, and Marina Marini, 1946

Text und Bilder von Herbert List

und materiellen Fragen fiir ihn erledigt, so daB er sich un-
beschrinkt seinem Schaffen widmen kann.

Erarbeitet viel und mit der freudigen Intensitit eines Kindes
Sein Talent ist das einer Begnadung. Einer der wenigen Kiinst-
ler, derals ,,gliickl Sein Schaf-
ist intuitiy und unintellektuell; ohne Schywierigkeiten ver-

Bere Gestalt. Im Verkehr mit an-
cin grofer Junge, lebensfreudig, ohne Hem-

\€ anzusprechen

fen
leiht er seinen V
deren ist er wi
mungen und ohne zur Schau getragene Wiirde. Er hat die kost-
liche Stirke des Naiven, die man bei den meisten grofien
Kiinstlern findet.

Seine Werke atmen alle die gleiche elementare Kraft, die
<ich in einer unvermittelten Direktheit an den Beschauer wen-
Jet. Dabei besteht eine grofie Sensibilitit des plastischen Emp-

findens. Trotz starker Vereinfachung, die ihn s als modern

npfinden 1iBt, spiirt man die Fortsetzung der Tradition Ita-
liens, die mit der Kunst der Etrusker anfingt.
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\eiter. Das Thema von RoB und Reiter hat er sci

aber die I ’
beainn jmmer wieder o

bzewandelt. Vom statisch A
"+ ehstatischen Emotion. Von einer gewissen N
s zur cksta & uen
t‘ smmer sturker werdenden Abstraktion, die aber info
is ZUL
ihrer Richtigke a
inen letzten Werken sind RoB und Reiter untrennbar zu
seinen letz!

und Kraft kaum weniger naturnah wirkt. Ber

einem Einzelwesen verschmolzen.
Sie sind nicht mehr Mensch und Tier. Bis zum Zentauren
S - 2 . s
it mur noclt ein kurzer Schritt, — Fiir Marini sind sie das
is

Medium, um ein bestimmtes Lebensgefihl zum Ausdruck zu

Marini Gaukler, 1943

Sammlung Grace-Philadelphia
Juggler, 1943

Collection Grace-Philadelphia

n. So etwa wie sich
r des Stillebens bedienen,
Die Portrats

Taler wie Braque oder Morandi da-

digkeit, wie man s

bildnisse her kennt. Ich sagte thm einmal, dafl sein psycho-
logischer Scharfblick
widert,

reradezu beiingstigend sei. Marini er-

,Mit meinem bewuBten Seharfblick ist es nicht weit her.
Wenn ich ein Portrat schaffen will, so mache ich zuerst die
aubere pl Kopfes von dem Modell. Dafiir
benoti, e Sitzung. Dann stelle ich es weg

tische Form de
ch bisweilen nu
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Mitte: Strawinsky, 1950, Curt Valentin, NewYork

Unten: Pferd, 1949

Above: Head, 1949, Collection Mattioli, Milan
Middle:Strawinsky,£950,Curt Valentin, New Yor k

Below: Horse, 1949
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und versuclie gelegentlich, an das Modell zu denken. Plotzlich
wird mir dieses oder jenes in seinem Wesen gegenwartig. Teh
hole die Flastik hervor und fange an, daran zu arbeiten, mit
dem Bilde des Darzustellenden vor meinem inneren Auge. We-
sentlich ist die Kontrolle des Unterbewufitseins. Man muB so-
fort aufhoren, wenn die Intuition nachlift und darf sich nicht
verfilhren lassen, trotzdem weiterzuarbeiten, Dann stelle ich
es weg und warte ab, bis das Bild wieder in mir lebendig
wird. Oft vergehen Wochen, bisweilen kommt es unerwartet,
sogar des Nachts oder ganz fruh am Morgen. Wenn ich glaube,
dal ich am Endpunkt angelangt bin, verhiille ich es und sehe
es mir erst nach einiger Zeit wieder an, Oft bin ich dann selber
tiberrascht und sage mir: Ach, so einer ist er also.

Klarer haben wohl wenige Kiinstler den Prozef ihres Schaf-
fens umschreiben konnen. Fiir Marini ist selten ein Werk end-
gilug fertig. Immerwiederuberarbeitet eres von neuem, sowohl
die Form umgestaltend, wie auch die Oberfliche bearbeitend.

Auch seine Zeichnungen, die in Stapeln bei ihm auf dem
Tisch liegen, werden haufig mit Guasch ubermalt und dann
nut der Feder geiindert

Marini wurde vor 51 Jahren in Pistoia (Norditalien) gebo-
ren. Anfangs arbeitete er fast ausschlieBlich als Maler und Gra-
phiker. Seit 1929 i Mailand, wandte er sich mehr und mehr
der Plastik zu. Er machte vielfache Reisen ins Ausland, vor
allem in die Sehweiz, nach Frankreich, England und Deutsch-
land. Vor zwei Jahren seine erste Reise nach Amerika anlaB-
lich seiner dort stattfindenden grofien Ausstellung.

Die Genialitat seiner Werke fand bereits frih Anerken-
nung durch Ausstellungen und Publikationen, vor allem in

Italien, Die meisten groBen Museen fur moderne Kunst be-*

sitzen heute eines oder mehirere seiner Werke. In Deutschland
war Marini bisher nur aus Abbildungen bekannt. Um so mehr
ist es zu begmiBlen, daB Plastiken und Zeichnungen von ihm
zum erstenmal gezeigt werden. Nach der Ausstellung in Han-
nover und Hamburg sie jetzt in den Raumen der staat-
lichen Sammlungen in Munchen zu schen

Marini

Reiter, 1947, Sa

mmlung Jucker, Mailand

Horseman, 1947,

Collection Jucker, Milan
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