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Y¥r. Robert Dotherd
B« D. #2
West Brattletoro, Vermont

Wovember 28, 1351

Here is additionel copy for immedinte {ypesetting. Send

theee proofs plezce.

1. Seuphor: PARIS NEW YORK 1951

2. Statement

5« Introductory note by Hotherwell
4. Intowduction to LArensberg

5. Capticns

We hope everything is clesr, snd that you cen match the

previously-used type. It would be extremely nice if you
could bring these proofs with you on Saturday, cspecially
the list of captions.

Cordially,

Ceorge Wittemborm
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ADDENDA

515. BALLAUFF, THEODORE & BEYRODT, GERHARD. Bibliographie 19LL - 1949. p.255 - 383 In
Jahrbuch fiir Aesthetik und Allegemeine Kunstwissenschaft. Hrsg. von Heinrich ILiitzeler.
Stuttgart, F. Enke, 1951.
I?cludes History and Esthetics, Architecture and Pictorial Art, Literature, YWusie, Danee,
Film, Reference Works. Iiitzeler had previously published a Selective German Bibliography

fgr the Year 1949 in the Journzl of Aesthefics and Art Critigism V.9, no.l, p.-70—79 Sept.
1950,

'316-_ HUNGERLAND, HELMUT, Compiler. Selective Current Bibliography for Aesthetics and Related
Fields [ 1949 - 1950 ]. Journal of Aesthetics and Art Criticism June 1950 & June 1951.

dJan. 1 - Dec. 31, 1949 covered in v.8, no. L, p.278-297, June 1950; Jan.l - Dec.3l, 1950
covered in v.9, no.lL, p.349-362, June 1951. Also issued in reprints.

517. U.N.E.5.C.0. Répértoire Internationale des Archives Photographiques d'Oeuvres diArt.
667 p. Paris, Dunod, 1950.
Text also in English.

198 .
518. CAHIERS D'ART. Vol.25, No. 2 i¥imxx (Paris), Gheristsumegenvessslese. Pt
Articles on the young Picasso, the colleetion of the Museum of Modern Western

Moscow, Antoine Pevsner, Nicolas de Sta€l, etc. A stamdard series, profusely illustrated,
edifad by by ey

519. BUCHANAN, DONALD W. The Growth of Canadian Painting. 112 p. illus. London & Toronto,

Collins, 1950.
20th century painting, by an editor of the magazine "Canadian Arth,
520. EVERS, HANS GERHARD, Ed. Darmstddter Gesprich: Das Menschenbild in unserer Zeit. Hrsg.

im Auftrag des Magistrats der Stadt Darmstadt und des Komitees Darmstiddter Gesprich 1950 von
Hans Gerhard Evers. 247 p. illus. Darmstadt, Neue Darstddter Verlagstalt G.M,R.H, [1950?].

Contributions by Johannes Ttten, Hans Sedlmayer, Willi Baumeister, Gotthard Jedlicka, and
others.

521. FERNANDEZ, JUSTINO. Obras de Orozeo en la Coleccion Carrillo-Gil, Mexieo. Catalogo y
notas de Justino Fernandez. 59 p. plus 132 illus. (col. plates) Mexieo, Los Talleres de la
Imprenta Nuevo Mundo [printed for] Dr. Alvar Carillo-Gil, 1949.

Also edition of 100 numbered copies.
522. GIANI, GIAMPIERO. Il Futurismo, 1910 - 1916. [8] p. 12 plates (col. cover) Venezia,
Cavallino, 1950.

In same Cavallino series: I "Fauves" by Garibaldo Marussi, Umberto Boccioni by Marco
Valsecchi.

523. LURGAT, JEAN. Designing Tapestry; [ifty-three examples both antique and modern chosen
by the author. 61 p. illus. London, Hockdiff, 1950. (Rockeliff)

Translation of "lapisserie Frangaise" (Paris, Bordas, 1947).

52l,. PARTS. WUSEE NATIONAL D'ART MODERNE. Exposition d'Art mdderne Italien. [30] p. 16 illus.
1950.
Exhibited May-June; texts by J.Cassou, P. d'Ancona. Catalog by G. Vienne.

525. SMITH, JANET K. A Manual of Design. 193 p. illus. New York, Reinhold, 1950.
Bibliography, p.172-185.
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December 24, 1951

Btone Typesetting Company
Harmony Place
prattleboro, Vermont

fentlamen:

Re: MODERN ART .9 T Job throumh Do

Thin i3z & follow-np to onr inatruoctions of December 1i3th
ra: folio figures on the contents page. Please insert as
followss

Index to Bibliegraphy page 193
Index to text page 197

#e hope the reproduction proofs have not gone of £ pet, so tuut
you oan insert these two (2) page folles, otherwise, just pull
some alear proofs which must suffice for our offset printer.

Best wishea for the Lhew Year.

Sincerely yours

GuU(BCE NITTENBOHN
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December 19, 1981

Stone Typesetting Company

Gentlemen:

DERN UAL job Dotherd cla

We are returning galley with corrections, mainly on space
arrangement, plus two lines of copye. You will notice that
~the two last folio figures on the contents page are still
in doubt,; so we would have to ask for these at the last
minute, to be pasted in by the 0ffset printer.

Please supply three reproduction proofs of this galley,
including the new copy.

Wishing you and your staff a very pleasant Christmas and a
prosperous lew Year,

Sincerely yours,

EES e

George Wittenborn
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Eugene Delseroix
4 "The-Journal",Jens 13, 1357
" (Covici-Friede, 1937
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ROBERT MOTHERVELL COLLAGES 1943=49

"Robert Motherwell's color sense has for me a Chinese originality and
truthfulness to sensibi}ity. His reverence of procedure, moreover, and
reverence, tenacity of purpose, instinetiveness, patience, and willingness

to grow, are to me a continual incentive,"

=Marianne Hoore

from a note, August 1947

(Courtesy of Hootz Gallery)
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"Philosophers often speak about the so-called "subject-object" relationship;
for many of them, including Descartes, Locke and Hume, this relationship is
the basic pattern of experience, The subject is the knower, in their tere
minology, as when someone is perceiving a ploture; the object is the thing
known, in this example, the picture. One sometires has the illusion that
this relationship works in reverse, "In this state of illusion," as Novalis
says, "it is less the subject who psreaives the object than conversely, the
objects which come to perceive themselves in the subject," So a painter,
in working a cemvas, sensing it ell over, vatching it shift and change and
slowly emerge from its flat void, mere extension, may have the illusion
that the plcture is not being painted by him, but rather is painting him,
that he who is supposed to be the subject has become the object, that the

picture knows him better than he knows 1it,"

~Robert Motherwell

from an address by the artist at
Forum 49, Provincetown, Masa.,
11 August 1949

(Courtesy of Kootz Gallery)
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BLACK OR WHITE

"Are we to mark this day with a white or a black stone?"
(Don Quixote, II, 11, 10)

There is so much to be seen in a work of art, so much to say if one
is concrete and accurate, that it is a relief to deal on occasion with a

simple relation,
Yot not even 1t, no more than any other relation in art, is go simple,

The chemistry of the pigments is interesting: ivory black, like bone
black, is made from charred bones or horns, carbon black is the result of
burnt gas, and the most common whites = apart from cold, slimy zinc oxide
and recent bright titanium dioxide - are made from lead, and are extremely
poisonous on contact with the body. Being soot, black is light and fluffy,
weighing a twelfth of the average pigment; it needs much oll to become a
painter's paste, and dries slowly. Sometimes I wonder, laying in a great
black stripe on a canvas, what animal's bones (or horns) are making the
furrows of my picture., A captain on the Yukon painked the snow black in
the path of his shipd for 29 miles; the black strip melted three weeks in
advance of spring, and he was able to reach clear water, Black does not
reflect, but absorbs all light; that is its essential nature; while that of
white is to refleet all light: dictionaries define it as snow's color, and
one thinks of the black slit glasses used when skilng, For the rest, there
is & chapter in loby Dick that evokes white's qualities as no palnter could,

except in his medium,

Indeed, it is our medium that rescues us painters. "The black grows

deeper and deeper, darker and darker before me. It menaces ne like a black
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gullet, I can bear it no longer, It is monstrous, It is unfathomable,

"As the thought comes to me to exorcise and transform this black with
a white drawing, it has already become a surface, Now I have lost all fear,
and begin to draw on the black surface" (Arp)., Only love = for painting, in
this instance - is able to cover the fearful void. A eresh white canvas is
& void, as is the poet's sheet of blank white paper,

But look for yourselves. I want to get back to my white-washed studio,
If the amounts of black or white are right, they will have condensed into
quality, into feeling,
=Robert Motherwell
10 February 1950
(Courtesy of Kootz Gallery)
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"T'o me: painting means Forming with color., The color development
produces 'the Form' of the composition, There is a precise psycho=
logical meaning in the color, 'an absolute' in the development

toward such a meaning by which painting becomes poetry."
= Hans Hofmann, 10,30.49

(courtesy of Kootz Gallery)
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ARSHILE GORKY

Arshile Gorky's death by sulcide in 1947 naturally called to mind
the names of Flannagan, Meurer, Pascin, Lehmbruck and Van Gogh, all of
whom were similarly ill-fated, These artists were all pitted against a
society which rejected them, and all were posthumously vindicated, As
as avant-garde painter, Gorky was similarly opposed by the hoatility of
the status quo. It now remains to be seen if his work too will have the

wider recognition it deserves. I am inclined to think it will,

I knew Arshile Gorky only slightly, running into him now and then
at an exhibition or a party. He seemed to combine a feroecious appearance
with a gentle manner, through which flashed a savage wit. During the hey=
day of soclal realism, when he was an embattled abstractionist, his comment

was, "They want poo?ﬂ‘or poor people,” This still strikes me as devastating.

It seems to me significant that Gorky was one of the first good abstract
painters in America., He was never a non-objective palnter, because his work
was always ebout something, and non-objective painting is about nothing, He
was also a surrealist toward the end. This I think important, because
American abstraction is constantly veering toward the sterility of the non=
objective, and Gorky very soundly scught a balance., For him, as for a few
others, the vital task was a wedding of abstraction and surrealism, Out of
these opposites something new could emerge, and Gorky's work is part of the

evidence that this is true.

What he felt, I suppose, was a sense of polarity, not of dichotomy;
that opposites could exist simultaneously within a body, within a painting

or within an entire art,
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In this first posthumous exhibition of these paintings by Gorky, (which

precedes the large retrospective to be given Gorky by the Whitney Museum of
American Art), one is faintly aware of a curious emotional undertone of
gentleness and brutality that emanates from the canvases., However, the
interpenetrating forms which undergo a continual metamorphosis, are handled
with such restraint and precision, that one is impressed primarily by the
refinement of the style and its elegance. Here 1s style in the best sense

of the word, Here is true glla prima painting; the ultimate in craftsmanship
in any period and any style,

Gorky's paintings are happy works. They are also melancholy. They are
happy, elegant and ordered. They also have a sense of mystery. This sense of
the mysterious and of order, 1s part of his polarity. These are the opposite
poles in his work, Logic and irrationality; violence and gentleness; happiness

and sadnessj surrealism and abstraction.
Out of these opposites elements I think Gorky evolved his style,
=Adolph Gottlleb

(Courtesy of Kootz Gallery)
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MAX BECKMANN

I must refer you to Cezanne egain and agein., le succeeded in creating an
exalted Courbet, a mysterious Pissarro and finally & powerful, new pictorial
archiitecture in which he really became the last old master, or I pight better say
be became the first "new Mester" who stands synonymous with Plero della Francesca,
Uccello, Grugiwald, Orcagna, Titian, Greco, Yoya and Van Goghs Or, looking at
quite a different side, take the old magicians, Hieronymous Bosch, Rembrandt, and
as a fantastic bdossom from dry old England, William Blake, and you have quite a
nice group of friends who can accompany you on your thorny way, the way of escape

from human passions into the fantasy palace of art.

Don't forget nature through wnich Cezanne, as he said, wanted to achieve the
classicgl. Take long walks and take them often, und try your utmost to avoid the
stultifying motor car which robs you of your vision just as the movies do or the
numerous motley newspapers. Learn the forms of nature by heart so you can use them
like the musical notes of a composition. That's what these forms are for. Hature
is a wonderful chaos to be put into order and completed. Let others wander about,
entangled and color blind in old geometry books or in problems of higher mathematics.
We will enjoy ourselves with the forms that are given us: & human face, a hand, the
breast of a woman or the body of a man, a glad or sorrowful eéxpression; the infinite
seas, the wild rocks, the melancholy language of the bladk trees in the snow, the
wild strength of spring flowers and the heavy lethargy of a hot summer day when Pan,
our old friend, sleeps and the ghosts of midday whisper, This alone is enough to
make us fora@t the grief of the world, or to give it forme In any case, the will to
form carries in itself one part of the salvation for which you are seeking, The way

is hard and the goal is unattainable; but it is a way.

Nothing is further from my mind than to suggest $o you that you thoughtlessly
imitate pature. The impression nature makes upon you in its every form must always

become an expression of your own Joy or grief, and consequently in your formation of 3’

it must contain they transformation which only then makes art a real ahstraction.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
Wittenborn I.c.32

The Museum of Modern Art Archives, NY

But don't overstep the mark, Just as soon as you !.‘ail to be careful you get

tired, and though you still want to create, you will elip off either into thoughtless

imitation of nature, or into eterile abstractions which w11l herdly reach the level
of decent decorative art,

Enough for today, my dear friend, I think much of you and your work, and from
my heart wish you power and strength to find end follow the good way. It is very hard
with its pitfalls left and right. I know that. Ve are all tightrope walkers. mith
them it is the same as with artists, and so with all mankind, As the Chinese philosopher

Lao-tse says, we have "the desire to achieve balance, and to keep it,"

-Max Beckmann

from Letters to a foman Painter

(Courtesy of Buchholz Gallery)
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THE PAINTER IS LORD OF ALL TYPES OF PEOPLE 4ND OF ALL THINGS
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THE PAINTER IS LORD OF ALL TYPES OF PEOPLE AND OF ALL THINGS

by Leonardo da Vinel

If the vainter wishes to see beauties that charm him it lies in his power to

create themy, and if he wishes to see monstrosities that are frightful, buffoonish,

or ridiculous, or pitiable, he can be lord and God (ereator) thereof; and if he

wish
fron
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(Courtesy of Buccholz Gallery)
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THE PAINTER IS LORD OF ALL TYPES OF PEOPLE AND OF ALL THINGS

by Leonardo da Vinel

If the painter wishes to see beauties that charm him it lies in his power to

create themy, and if he wishes to see monstrosities that are frightful, buf foonish,

or ridiculous, or pitisble, he can be lord and God (creator) thereof; and if he
wishes to produce inhabited regions or deserts, or dark snd shady (cool) retreats
from the heat, or warm places for cold weather, he can do so, If he vante valleys
(1ikewise) if he wants from high mountain tops to unfold a great plain extending
down to the sea's horizon, he is lord to do soj and likewise if from low plains
he wishes to see high mountains, or from high mountains low plains and the sea
shore. In fact, whatever exists in the universe, in essence, in appearance, in
the imagination, the painter has first in his mind and then in hid hands; and these
are of such excellence that they are abls to present a proportioned and harmless
view of the whole that can be seen simultaneously, at one glance, just as things
in nature,

from PARACONE, A comparison of the Arts,

Oxford University Press

(Courtesy of Bucchols Gallery)
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Concerning the Drawings of Dudley Huppler

These drawings present a world of form and order. Their
subject matter - birds, primarily, but also fruits and flowers,
contrasted to the clean outlines of dish-ware - depicts the beauty
of these objects; yet, the important thing is not the subject
metter itself, but the formelity with which it is presented. It
is a reactionary formality: classic, rather thon what we under-
stand by the term "modern," If one compares these drawings to
the work of any other contemporary artist who mekes use of the
same subjects, Dudley Huppler's classic formzlity makes its terms
clearly evident.

He has limited himself to the most severe technique: black
ink on vhite paper, epplied in countless dots. In our day, the
patience and control this technique requires semms an anomsly.

But the impact of this technique speaks of sureness, direction and
clarity of artistic intention. The exercise of these qualities
jndicates a tendency toward splendor and wit achiéved by purity

of line - that is, by a legitimately draughtsmen's approach, rather
than by reliance on any associative literary idea. This purity of
line (or outline) is used as significantly as =a choreographer does,
since with these elements too a choreographer achieves order and
formality.

Concretely, two important quelities are achieved within this
rigorous technique. One is that white (not the white of paint,
but the white of the paper controlled by the density of the black
surrounding it) becomes eloguent as it hardly ever has been before.

The other quality is that of remarkable nuance and variety. It is

a surirising achievement in view of the limitations the artist's
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choice of technique would seem to predicate. In spite of these
limitations, the final effect of these drawings is that of a
cleenly exuberant atmosphere, like a world of Mozart's music
or, in our time, like a ballet by Gedrge Balanchine. In the
work of these srtists we immediately think of definition and
controle.

Merianne ioore, in a sympathetic appreciation, says of
Huppler: "Truly a creator in being able to depict detail yet
keep it alive = to differentiate between eyes that see and eyes
that doze, planted fBet and feet tensed for effort; the demsity
of lilac-bloom snd the slot-in-a~-sleighbell of the bud,"

James Grsham-Iujfn.
(Courtesy of Edwin Hewitt Gallery)
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JOSEPH GLASCO

The inner forces which impel Joseph Glasco to spend day after day, year
after year, covering paper with magnifiecant drawings, or to spend hours perfecting
the details of his large canvases are too mysterious to permit analysis, One fact,
however, stands out: here is a striking new talent, and one which it is a privilege

to exhibit publicly for the first time,

Glasco#as born in Pauks Valley, Oklahoma, only twenty-five years ago, the

second of six children. Both parents were native Oklahomans. At the age of six,
he moved to Texas where his father, originally a salesman, is now president of a
Dallas oil company, After high school, he attended the University of Texas, but
in 1943, when he was eighteen, he was drafted. He had always drawn and painted,
and, he says, quite seriously since he was eight years old, so the Air Corps put
him to painting murals at Amarillo Air Field, for two years., Early in 1945, he was
transferred to the Infantry, sent overseas, and saw the last days of active combat
inside Germany, Travels to London, Vienna, Rome, and Paris followed. Back home,
he went to Los Angeles, studied with Rico Lebrun for a few months, and stayed on
until 1948, That year he spent in Mexico City. He arrived in New York barely a
year ago and studied at the Art Students' League for a few months., He now works
by himself,

The only extraordinary facet of Glasco's story, then, is that there is
absolutely nothing extraordinary about it, Nothing to indicate either the root
or the development of his great talent, Nothing to show influences - he likes
only early Italian painting of the Giotto type - nothing to explain the emergence,

in so young an artist, of a full-blown, original style.

(Bourtesy of Perls Galleries)
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PEFLECTIONS ON THE SCULPTURE OF MARY CALLERY

Mary Callery balongs to a small group of Qal-lnth?s that for some vears
hamm hove come more and more to the fore, always anxions to free art, not to
owe their favor to rales that ars obsoclete, to tricks that have taken in so many
people, but yielding to their instinct, imegining their own discoveries,

loday she has no longer to make a novitiate, this is done, even to say "a hmis
cles," Har personality is one to accept the difficult years of apprenticeship, to
take without flinching the heavy program, and after momesnts of pgreat suffaring, find
that burden lisht. “he doss neither seam overcharged nor broken down by the work of
inventinz a form of expression, rather on the contrary stimlated and transported
into creative work.

In her combat she ha med harself apainst any form of axpression that was
aimed to produce an affsct, apainst all tha illusions that the majority of superficially
modern works presant day after day to the transient curiesity that greets and acclaims
qualities which do not exist. ODecause of this she contantad hersslf by following
tradition, at the sama time endeavoring to go further. 4]l though har first sculptures
show a nlassical trend, they really s=ek to approach the framework nf contemporary arte.

The figures that she formed according to her new concaptions were no longer a
simple rendering of the model. Making substantial changes, suppressing anything

that was not esssential, she very soon began to modify the apparant reality of these

forms, animated by her impetuons vitality. -n HMary Cellery's studies of acrobats

ghe chooses those attitudes in which all is paleulated pracision: whers svary breach

of discapline mist be thwarted and adjus , avery liberty at once subjected to the

laws of halance, That which is difficnlt must sesm easy, that which is heavy sesm

light, the unstable and the temporary must appear set and immtable,

This is the extraordinary ; «ploit that both the acrobat and the

3

aptist nndertake, way at random, happan what may, but they are

both axposed to the dangsr of the sliphtest false step; and for the artist and acrobat
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1 - 3 o 1
alike everything depends on the success of a concept carafully and slowly worked

out, governsd by a2 riporous loric.

In her new fipures the solid forms prow dim, almost vanish, In thase bodies
the fundamental structure alone stands out; what the artist retains serves to re-
present the relation batween the different parts of the body snd thiffr general

Prrme -3 M- = 1 1 2 o P
functioning. Mary Callery has achieved the real "tour de force" of giving us, in

~
j_'_r)-t-_-se wronght iron "ideogramsy images in which sach sffort is underlinsd, each

movement interpreted as it should be.
To get away from these ingenious, difficult, and delicate calculations in

allery simply turns her mind to another problem, the portrait.

The head entitled "Puma" strengthens her decision to direct the portrait towards

another path, Here the artist is not as she was befors, entirely at one extreme,

She no longer se he portrait as an image copied from the model. Z“xperience has

tauzht her how sterile s to attar 00 1 importance to the irrepularitiss

of the medel and to bs tempted to portray them. She knows now that, on the contrary,

the magnificent strength of the sculptor is to allow fres play to various impulsas,

to probe deenly into any architesctural problems that may arise; to unmask the re-

sources and the secrests of the model, following the details closely by stating them in
their entirety; proving the power of suggestion; sssembling all these things,
and composing with them,
- 11y 5
who patiently explores sverything partairdging to her art, working in
developing r talant, to us that in this aspert of har work
ol I'-\
- Christian Zervos
axcerpts from an article in Cahiers d’ﬂﬂ
Tal ary 15\"':_'.1
Translated by Dolly Charsau

(Courtesy of “uchholz Gallsrv)




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection: Series.Folder:

Wittenborn I.c.32

THE PAINTER IS LORD OF ALL TYPES OF PEOPLE AND OF ALL THINGS

by Leonardo da Vinei

If the painter wishes to see beauties that charm him it lies in his power to

create them, and if he wishes to see monstrosities that are frightful, buffoonish,

or ridiculous, or pitiable, he can be lord and God (creator) thereof; and if he

wishes to produce inhabited regions or deserts, or dark and shady (cool) reteeats

from the heat, or warm places for cold weather, he can do so. If he wants valleys

(likewise) if he wants from high
down to the sea's horizon, he is
he wishes to see high mountains,
shore., In fact, whatever exists
the imagination, the painter has

are of such excellence that they

mountain tops to unfold a great plain extending
lord to do so; and likewise if from low plains

or from high mountains low plains and the sea

in the universe, in essence, in appearance, in
first in his mind and then in hid hands; and these

are able to present a proportioned and harmless

view of the whole that can be seen simultaneously, at one glance, just as things

in nature,

from PARAGONE, A comparison of the Arts,

Oxford Yniversity Press

(Courtesy of Buccholz Gallery)
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Christopl { mbu one attains
Francis Ficsbia is the Christopher Coli i} :

his thilosophical "indifference," his creative fa gsangfroid as

an artisan, withoul compa: 1 yhere the

emen consume one anothe were discovered by him, At the
advanced outnost of our unbridled
desert of emptiness, where even
isappears, he has heard the humming

ming thread of sombre and unreal fire;

an ever prowing furia, In this sbode
a naked fi;

i ] ‘hrows back at him, The naked figure,
from his own

hd sonfront: Thym that reminds him

trembling w

his arms
movements;
he shakes the ten
he render his disgust on

painting and Picabia

Znrich in 1917, He came
reet his colleagues at Zurdch,
nt to his hotel, We found
couldn't help recalling the
m Museunm, All the same
15 alarm clock ruthlessly

triumphantly, He stopped
ol
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working to greet uws, then teking the wheels, the aspring, the hands and other

secridpartg of the clock, he immediately Impressed them on paper. He cone
)

nected these imprints together by lines and added to the drawing sentences
stupidity he created anti-
machines, t this time he had a g ; predilection for wheels,

thege forms

o =

serews, engines, cyli
he drew and painted me nes that had unconscious Srets,

cratuitons machines blossomed an entire flora "La fille née sans mere"

£ verse that moved us ddeply was written at that time, In that

book there is no trace any more of the dried up sponges of rhetoric, not a

gingle sperkling sentence, no more "Trompe 1'oeil

yne string to hi: There are melodies of

that T know that sing of the sensitive whiteness of the swan; and of

movements of the swan, OClouds with a mythical voice, gather, swell,

. 3 1 i
andésiarpear. Sometimes the roco becomes the "sirococo" .nd Pieabia

. A = =L -~ iy
approves, How can we emmerate all his finds, his countless inventions?

T have seen of his made of straws, of confetti, cznveses for harems,

’

as painted bouaunets of withered wings, bouguets of

canvases for dwarfs, He has pal
empty eves, bouquets of hearts revolving in = void, Couples smothered in
npLy ejes, - S LC

1a]llenges and wiseeracks in his

» metamorphoses or writing a picture in

to a letter, his Mnal ':m""’-‘"‘l\’s" miltiplied a hundred times,

is a hopeless vhildhood he was affected with "furious

a1l the strength of his arms and legs.

¢ the day; and during the day’

covers

cnnvages mrow bigger and

the canvas

anint uninterruptedly itself by a fenatical and

PR $
N a anbradioti ith his dadaist irony, This
mad concern tl ls in complete contradiction W .
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concern recornizes neither the mockery nor the "fin de siescle" wit where
blasphemy is indispensable, It is the act of creation in which he is lost -
body and soul. It is not & beautifully Finished off and framed picture that
he ig seeking., Contrary to 8]l probabilities he crows closer to the first
gesture of origin; the absolute; and none of the "Jesus Rastaquouere” go

to his rescue,
Jean Arp

Ascona 1949

(Courtesy of Rose Fried Gallery,

the Pinacotheca)
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REFLECTIONS OF OUR TIMES...

World War II

1943-44

Reconstruction

T I944-45

Altitudes

1946-47

Goya painted the war that he saw and he said, "Lo he visto,"

I didn't see the horrors of World War II except through the news in

the newspapers and communiques and in the movies, I felt the war very
deeply. Goya called his creations "DESASTRES de la GUERRKR." I call

mine "DESASTRES del ALMA." T worked in the solitude of my studio thinking
of man convérted into a machine to destroy and through camouflage this
machine of destruction was more and more identified with nature. The

more man looked like nature the better possibilities he had to kill.

Out of this destruction it was evident at war-end that the recon-
struction period would follow, The machine became humanized with
remarkable precision - palpitating, breathing, moving rhythmically te
begin the reconstruction of that which man destroyed. Behind and in
front of this machinery in the elegant rooms of chancillories all over
the world the planers of the blueprint of the future worked feverishly.
What were they planning?

While man was trying to look like nature and machinery like living
creatures to destroy each other, I thought of the eternal fight for
gsurvival in the animal kingdom - a fight to survive, a killing to
satisfy the categoric imperative of existence. Animals, birds, insects
kill each other when they are hungrey. Somehow there is a certain
nobility in this attitude.

From the air, after making several trips by plane, I discovered a
new form of landscape. There was such a remarkable variation of fantasies
that I had to put it on canvas. ¥ Each altitude and each region gave me
a definite feeling. From the take-off to the landing, objects, land and

water, people and moving things have a definite and mysterious meaning

which translated into painting had to be treated somehow topographically.,
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Neo-Atomic War

1947-48

While I was painting the earth, scientists were working secretly
in the development of formidable powers taken from the mysterious depths
of the earth - powers to destroy and make mseless this same earth,

I was painting and thenTHE EXPLOSION! and another, and another,
and we entered the Atomic Age and from then the New-Atomic War begins.

I read the description of the power and its results. Explosions
fell all over and man kept on fighting and when man discovered that he
could fight without flesh, a new army of bone-structured soldiers was
born, and the old legends were reenacted by these new armies of this,
our remarkable neo-Atomic War,

Julio de Diego

(Courtesy of Associated American Artists)
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"After many a scrap, hascal, the dog, and Seat, the cat, matually
agreed that it behooved them to discuss peace, Both wre born philosophers
and like born philosophers knew that battles with their clawing and
biting should precede the discussion with its mewing and barking, ‘en,
who are unnatural philosophers - I do not know whether they are against,
above, or below nature - come to blows, after having exhausted their
tongues, but they shoudd do just the opposite, “ow mich better it
would be for us to begin with the flogging, and when our arms were tired
by the beating and our bodies bruised by the blows, we should then stop
and discuss our differences! <this is true, because all discrepancies
in opinion and meaning are but pretexts for quarreling with each other.
Let's quarrel, then, in the first place, and perhaps we shall discover
that we don't care a rap about the pretext,"

-Extract from Perplexities and Paradoxes
by Miguel Unamino

(Courtesy of Associated American Artists)
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Foreword to 5 Italian Painters

In considering the reputations of the younger generation of Italian
painters, it will be seen that however they may vary in their personal
styles and aspirations, all of them possess an element in common - a sealous
ardor for expression. The end of the war had brought liberty, and to these
artiste liberty meant complete oxpﬁuim.

Freed from the isolation which had besn imposed upon them by war and
fawcism, they were confronted ( as was the rest of Italy) with the uncertainties,
bewilderments and confusions of a new and difficult situation., The spiritual
disorientation in Italy was met by the new group of painters - mot with
exhaustion and weariness, but with a seething energy and vitality which has
attracted the attention of the outside world, as witness, the comments on
the Venice Biennial of 1948, the recent exhibition of Twentieth Century Italian
Art at the Museum of Modern Art, and the many exhibitions of contemporamy
Ttalian painting and sculpture in the various capitols of Europe.

Among the most vigorous and gifted of the younger painters of Italy vihe
have achieved international reputations during the post-war years, are Afro,
Cagli and Guttuso of Rome, Morlotti af Milan and Pizzinato of Venice. Though
seeking common artistic and cultural aims, each of these artists has succeeded
in a lively manner in creating works of art which bear the marks of a stn:n;

and distinctive individuality, Each in his own way has sought sinverely to ™

bring about a return to truer and more vital expression,

(Courtesy of Catherine Viviano
Gallery)
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ROBERT WOTHERWELL COLLAGES 1943-49

"Robert Motherwell's color sense has for me a Chinese originality and
truthfulness to sensibi}ity. His reverence of procedure, moreover, and
reverence, tenacity of purpose, instinctiveness, patience, and willingness

to grow, are to me a continual incentive,"

-Marianne Moore

from a note, August 1947

(Courtesy of Hootz Gallery)
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Fritz Bultman

Frit: Bultman is a painter of signs. Today, as we are increasingly aware

that it is not against individuals but against foree which we struggle, and
not for victory or defeat but for a balance between opposites, his plectures
present the tension which is essential to life, Working always from the
actual through the abstract to the symbol, he creates images which bear the
weight of reflection on contemporary 1ife. Actaeon, Janus, Phaeton, if we
worshiped Greek gods today, would have to be portrayed in such images, stripped
of their human personalities, before they could have their full effect upon us;
and Christianity, if it is to make man aware of ite contemporary application,
will have to emphasize not only Thrist but the Cross, Fritz Bultman's paintings
seem to me to deal with these matters, not merely with forms and colors and
lines, and for this reasén I do not think they can be called abstract, Rather
they are religious, or moral, bereft of realistic pictorial detail for the
same reason philosophy is shorn of particular verbal description of the life
whose meaning it explores, They are true to their medium and wholly satisfying
for their plastic values, but they are aleo yantras for the contemporary
occident, I do not think they would be out of place in the church,

Donald Windham

(Courtesy of Hugo Gallery)
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LYoNEL FEININ 6ER

The true lenguage of erte...is not addressed to the mere
intelligence, ot any rate not directly., Its appeal is far deeper.
Pictorial design uses a language which speaks to something in our
inner nature beyond the reach of words.

Design is founded on the simple elements of straight line and
CUrvess..Order end liberty, reesson and imagination, control and
energys...that contrast and combination is expressed in the fluid,
flexible lines of nature contrasted and combined with the straight
line a2nd angles of men's ruiﬁing. And according as one element or
the oth er predominates, there are produced types of design, types
of decoration, which affect us in very different ways.

Straight line and curve, repetition and o ntrast - these are
the foundation. But growing out of these is the whole marvelous
structure of pictorial design, in vhich other elements gradually
pley their part: the potency of space, reserves and silences; the
potency of light and derk, the eloquence of tone; the potency of
imagined mess and volume; the glory and vibration of the lyric notes
of color...this language, no less than verbal langusge when used in
poetry, commimicetes a meaning, 2 significence...Art has no existence
apart from the bodily senses. And yet it is a spirituel activity. It
is conceﬁﬁd solely with sppesrances, yet in its own way... it seeks
for and diaco?erabamething behind appearances....It is something
reel, something that profoundly satisfies the whole man = not his
intellect only, or his emotions only, or his senses only, If one
must suggest a mame, I can only suggest Life itself. Not life as we
know it in our thwarted, care-burdened, precarious existence, but

life as we desiré it to be, and as we experience it in moments When
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simply to be a2live seems something more precious than any posses=

Siones..Will anyone ever preduce a universally sccepted definiti on

of art? I hope notee..It is 211, as William Bleke called it, " a

means of conversing with Paradise."

from: Laurence Binyon
"The Bpirit of Maen in Asian Art"
(Courtesy of Buchholz Gdllery)
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UTD-CENTURY . PERSPECTIVE

In 1900, most of the great art&sts of nganne's generation

were still alive and active. And while, to most, their paintings
then gppeared revolutionary, history has shown that the revolutionayy
period of that generation antedated the turn of the century by
about thirty years, In fact, the first decade of our century
brought with it 2 new revolution vihich, even in recent years,
appeared still more violent then that of the Impressionists, Only
now, from our MID=-CINTURY PERSFECTIVE, do we begin to perceive how
much the "rebels" and "wild beasts" of Picasso's and latisse's
generation owe to the great tradition of European paint ing, how
classical most of their paintings are, at this distance., And if it
is true that many of Soutine's paintings still look to a great many
the way Van Gogh's paintings looked in 1900, we now have good reason
to assume that, as time goes by, even Soufine's "wildest" expres=-
sions will become, in turn, classics in the pageant of Great Paintiggs,
For the eyes of genius, over the years, teach us to see the old,
familiar world in new ways, enlarging our sphere of potential
experience, creating new horizons, and enriching civilization,
Today, "modern" art is am historical fact, and to Judge from the
performence of other centuries, it may yet prove to be the one most
valuable creation of our century, the one which mar e and more will
exemplify to generations to come the true spirit of our vital,

creative sge,
(Courtesy of Perls Galleries)
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The past decade in America has been a period of great creative activity in
painting. Only now has there been a concerted effort to abandon the tyranny of

the object and the sickness of naturalism and to enter within consciousness.

We have had many fine artists who have been able to arrive at Abstraction
through Cubism: Marin, Stuart Davis, Demuth, among others, They have been pioneers
in a revolt from the American tradition of Nationalism and of subservience to the
object. Theirs has, in the main, been an objective art, as differentiated from the

new painters' inwardness,

The Intrasubjectibe artist invents from personal experience, creates from an
internal world rather than an external one, He makes no attempt to chronicle the
American scene, exploit momentary political struggles, or stimulate nostalgia
through familiar objects; he deals, instead, with inward emotions and experiences.
Dramatically personal, each painting contains part of the artist's self, this re-
velation of himself in paint being a conscious revolt from our puritan heritage.
This attitude has also led him to abandon the curious custom in painting within
the current knowledge of the spectator, attempting instead, through self-experience,

to enlarge the spectator's horizon.

Such painting (in its inception) may never reach epic heights. As the
personal anguish of Tomlin's "Death Cry" (so intimate and sensitive) may seem
small when compared to the lacerating revulsion to fascism of Picasso's "Guernica',
Yet, on these walls, you will note the great urge to creativity, the high level of

intellectual elegance, and always the jealous adherence to individual statement.

Intrasubjectivism is a point of view in painting, rather than an identical
painting style. Note, in the varied personalities here shown, the lyrieism of
Pollock, the sensitive calligrapny of Tobey and Graves, the poetry of Baziotes

(quiet and understated, as opposed to the optimism and fury of Hofmann), Motherwell's

felt images, Gottlieb's inventive recall of ancient and modern myth, de Kooning's
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love of paint; these, and the others included, have a joint passion for ideas

and for a subtler, surer way of expressing them,

The artists in this exhibit have been among the first to paint within this
new realm of ideas., As their work is seen and understood, we should have more
additions to their ranks, until the movement of Intrasubjectivism becomes one
of the most important to emerge in America,

%~ Samuel M. Kootz

(courtesy of Kootz Gallery)
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Frederick Franck

Kyrie Eleison, "Lord Have Merdy," thus the congregation answered the
priests' prayers, Here it is the painter who gives this answer to the adver-
saries of life. Five panels, no provoked nihilism, no Gil Blas who lets the
spirit out of the neutral bottle....What remains here are panels scratched by
Job himself....They are the bricks out of the fiery furnace with the grimaces
of the man-beast, the torn face of our time, FEyes, noses, mouths in cages.

As if someone had smashed the cld tables of the law, and etdhed his own
hieroglyphs into the pieces, FPolar light or comets reveal ghe nails, which
have turned barbed wire,...Memories of Matthias Gruenewald and of passion plays
are evoked....The gigantic countenance in the middle: like a ship overloaded
with sadness, horror and gentleness....A jingling chaos of masks,...Do not love
and death inhabit the same countenance?

At the exhibition in Pittsburgh and Philadelphia at the beginning of this
year, where I served on the jury, one of Franck's paintings already drew the
attention of us all. When he showed me his Requiem cycle in his studie I
recognized the fulfillment of his former strivings.

These are but a few thoughts elicited by my friends outstanding creation,
The discussion of his great technical abeilities, his gift of composition, tie
incarnation of his visions, space, plastic qualities design, ete., I gladly leave
to the professional critics,—— In this materialistic, Godless world, I salute
the ardor and the passion of this painter.

- George Grossz

Huntington, N. Y., 1949

(Courtesy of Van Diemen-Lilienfeld

Galleries)
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PICASSO - The Figure

PICASSO STICKS OUT AN INVESTED WORLD
"NUTS" SAYS SPANISH PAINTER IN EFFECT TO FORCES OF EVIL AT CURRENT SHOW

FROM INSIDE LOUTS CARRE GALLERY

by William Carlos Williams

Rutherford, N, J., 12/25}49. Even in this remote hamlet the impact

of the tremendous battle centering about Paris in the person of Pablo Picasso
is found to have deéeply moving implications, When interviewed by our roving
reporter Jerome Mellquist, William Carlos Williams, that "green child" of the
local enviromment, says explicitly of the well known Spaniard, "His struggles
are taking place in my blood — and not as a Spaniard but a man facing a
common world." This is the key to the true situation, so Williams believes.
Seven pictures are being shown in the present exhibition, all representing
an attack upon the human figure - limbs, body.and face, an attack showing the
struggle that cofitinued throughout the "occupation years" in Paris, unabated,
What is a face? What has it always been even to the remotest savagery?
A battleground, Slash it with sharp instruments, rub ashes into the wound
to make a keloid; daub it with clays, paint it with berry juices, This thing
that terrifies us, this face upon which we lay so much stress is something they
have always wanted to deform, by hair, by shaving, by every possible means,
Why? TO REMOVE FROM IT THE TERROR OF DEATH BY MAKING OF IT A WORK OF ART,
Unless we do that, we are living still in the age of barbarism, This,
Picasso understands better than anyone living in the world today. He is a
Hercules holding us back from destruction, He is not the only hero but he is
one of the greatest now alive, Do we understand that? The confusion of the
past has been that "character", the character of the face, even in a portrait

by a Titian or a Michelangelo, was anchored irretrievably in a meat of set




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
Wittenborn I.c.a2

The Museum of Modern Art Archives, NY

color and contour, In these seven pictures we see a progress in the attack
Picagso has been making upon that face, We may humanly disagree with his
tactics but with his strategy we cannot disagree, His success has been
phenomenal,

Paris attracts genius because it offers a man its body to do with as he
will, For that, an artist seeks to give in return his own very blood. Nothing
is held back, either way, Picasso, healthy as a pot, Spanish as the sun itself
has been a grateful lover. He is more Catalan than one from that windy north
that ran in the veins of El Greco from about Burgos, His figures rest upon
the earth, well bottomed., But they are for all that, Spanish in that their
spirit transcends the flesh, What is a face? What is a torso (toro)? Some-
thing to kill that out of it may rise something greater upon which the whole
world hangs breathless, Will it arise? Can it be? Shall we accept the
tawdry defamations fed to us as tenet and partly or BELIEVE that we can, in fact
upon this earth witness a ghost 1ift from a body that has been stabbed to the

heart?

This is the war that Pablo Picasso wages for us, besieged as we are, in the

guise of paint and eanvas,

(Courtesy of Louis Carré Gallery)
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Foreword to 5§ Ttalian Painters \

In considering the reputations of the younger generation of Italian
painters, it will be seen that however they may vary in their personal
styles and aspirations, all of them possess an element in common - a zealous
ardor for expression, The end of the war had brought liberty, and to these
artists liberty meant complete expression,.

Freed from the isolation which had been imposed upon them by war and
fagecism, they were confronted ( as was the rest of Italy) with the uncertainties,
bewilderments and confusions of a new and difficult situation, The spiritual
disorientation in Italy was met by the new group of painters - not with
exhaustion and weariness, but with a seething energy and vitality which has
attracted the attention of the outside world, as witness, the comments on
the Venice Biennial of 1948, the recent exhibition of Twentieth Century Italian
Art at the Museum of Modern Art, and the many exhibitions of contemporary
Ttalian painting and sculpture in the various capitols of Europes

Among the most vigorous and gifted of the younger painters of Italy who
have achieved international reputations during the post-war years, are Afro,
Cagli and Guttuso of Rome, Morlotti af Milan and Pizzinato of Venice, 1'hcmgh
seeking common artisiic and cultural aims, each of these artists has succeeded
in a lively manner in creating works of art which bear the marks of a strong
and digtinctive individuality, Each in his own way has sought sincerely to

bring about a return to truer and more vital expression.

(Courtesy of Catherine Viviano

Gallery)
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Technology is rooted in the past.

It dominates the present and tends into the furure.
It is a real historical movement —

one of the great movements which shape and
represent their epoch.

It can be compared only with the Classic
discovery of man as a person,

the Roman will to power,

and the religious movement of the Middle Ages.
Technology is far more than a method,

it is a world in irself.

As a method it is superior in almost every respect.

Bue only where it is left to itself as in

the construction of machinery, or as in the
gigantic structures of engineering, there
technology reveals its true nature.

Ludwig Mies van der Rohe
Director, Department of Architecture
Hllinois Institute of Technology

Wittenborn

There it is evident that it is not only a useful means,
that it is something, something in irself,
something that has a meaning and a powerful form —
so powerful in fact, that it is not easy to name it
Is that still technology or is it archirecture?

And that may be the reason why some people

are convinced that architecrure will be outmoded
and replaced by technology.

Such a conviction is not based on clear thinking.
The opposite happens.

Wherever technology reaches its real fulfillment,
it transcends into architecture.

It is true that architecture depends on facts,

but its real field of activity is in the realm

of the significance.

I hope you will understand tha architecrure

has nothing to do with the inventions of forms.

It is not a playground for children, young or old.
Architecture is the real batdeground of the spirit.
Architecture wrote the history of the epochs

and gave them their names.

Architecture depends on its time.

It is the crystallization of its inner structure,

the slow unfolding of its form.

That is the reason why technology and archirecture
are so closely related.

Our real hope is that they grow together,

that someday the one be the expression of

the other.

Only then will we have an architecture worthy

of its name:

Architecture as a true symbol of our time.

Mies van dor Robe page three
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UNESCO GENERAL CONFERENCE
FIFTH SESSION

Item 8,5 of the Agenda

RESOLUTION ON AN INTERNATIONAL
CONGRESS OF THE ARTS

Submitted to the General Conference
by the Delegation of
the United States of Ameriea

The following resolution is submitted as a substitution for resolution
40213

The Director-General is authorized to plan in 1951 an international
congress of the arts to be held in 1952, with special reference to the
freedom of the artist, the contribution of the artist to the work of Unesco,
and the widest international use of what is produced by creative workers in
all the fields of art;

To invite and stimulate eo-operation by mational and international
organizations in planning and holding the congress;

To propose to the United Nations that the congress be held in New York
in conjunction with the opening of the UN Headquarters, or at a date con-
sidered appropriate by the Director-General in consultation with UN, and to
invite co-operation of the UN in holding the congress.

(The American delegation consisted of: Miss Bernice Baxter,
Dr. Isadore Rabi, Dr, Georg. Do Stoddﬂ‘d, D!.'. G.m'gﬁ r. Zoot,
Chairman Howland H. Sargent,)
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RICHMOND, VIRGINIA TIMES DISPATGH

Mr, Svemney - a Sly Humorist?
After glancing through the 1llustrated brochure deseribing the scurrent exhibit
at the Virginia Museum of Fine Arts, we hurriedly took another look at the title
page to see whether ve had misread 1t. But ndj there it was, plain as day, in
massive blook letters: "AMERICAN PAINTING, 1950." Even so, it wa# just possible
that theprinter (and printers are, after all, "humar®) had nade a mistake, and that
the title should have been "AMATEURISH PAINTING, 1950," or "Macabre Painting, 1950.*
But deliberate examination of this remarkable prospectus eonvinced us that there
had been no typographical error. The phrase "American Painting® vas repeated seversl
times in the text of the essay by the director of this exhibit, MR, JAMES JORNSON
SV~ "--favmarly head of the department of painting and seulpture of New York's
.tion catalogue, we
morist and perpejrating
11950 1s really as bad

4

ravesty-ineoil, whioh Ts

gue-in-cheek pretense of

i NES_ il

We quote from MR, SWEENEY'® sve.....

"It has been said,” he says, "that the one necessity in postry is to keep the
vords as flexible as poseible, as full of the sap of nature, The poet in m
with his own time must see that the language does not petrify his hands,

"This is also the responsibility of tulb.s,nm. -

is GUILLAUME APOLLINAIRE'S famous warning,"”
The reason we suspect MR, SWEENEY of being a humorist may be seen two pages
further on in the catalogue: an illustration of a painting (the original is a
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Mr, Svemney - a Sly Humorist?
After glancing through the illustrated brochure describing the current exhibit
at the Virginia Museun of Fine Arts, we hurriedly took another look at the title
page to see whether ve had misread it. But nb; there it vas, plain as day, in’
mssive block letters: "AMERICAN PAINTING, 1950." Even so, it was Just possible
that th*rmn (and printers are, after all, "human®) had made a mistake, and that
the title should have been "AMATEURISH PAINTING, 1950," or "Macabre Painting, 1950,"
But deliberate examination of this remarkable prospectus convinced us that there
had been no typographical error. The phrase "Amariaan Paintinel ima =-negted several
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to art vhat JAMES JOYCE'S Ulysses is to literature - a tongue-in-cheek pretense of
"erudition® which must be seen to be properly deprecated, Tald

We quote from MR, SWEENEY'S learned monographi

"It has been said,” he says, "that the ome necessity in postry is to keep the
vords as flexible as possible, as full of the sap of nature, The pnot. in djuitng
vith his own time must see that the language does not petrify his hands

"This 1s alsc the responsibility of th&nlnhr. '

l

i Variation in Onder tobe
(Stamp on line) r hald

1s GUILLAUME APOLLINAIRE'S famous warning,"
The reason we suspect MR. SWEENEY of being a humorist may be seen two pages
further on in the catalogue: an illustration of a painting (the original is a
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Mr, Svemney - a Sly Humorist?

After glancing through the illustrated brochure deseribing the current exhibit
at the Virginia Museum of Fine Arts, we hurriedly took another look at the title
Page to ses vhether ve had misread it. But nbj there it vas, plain as day, in
massive block letters: "AMERICAN PAINTING, 1950, Even so, it was just possible

t tb*:rlntu (and printers are, after all, "human®) had made a mistake, and that
the title should have been "AMATEURISH PAINTING, 1950," or "Macabre hinung. 1950,

But deliberate examination of this remarkable prospectus convinced us that there
had been no typographical error. The phrase "American Painting® was repeated several
times in the text of the essay by the director of this exhibit, Mi. JAMES JOHNSON
SWEENEY, formerly head of the department of painting and seulpture of New York's
Museum of Modern Art,

However, after reading MR, SWEENEY'S essay in the exhibition catalogue, we
were even more puzzled., We suspect MR. SWEENEY of being a humorist and ptrpomun‘
a macabre hoax. We refuse to believe that American "art" of 1950 is rully as bad
as 1t is painted in this catalogue. -

MR, SWEENEY personally selected all the paintings in the exhibition, He also,
as noted above, wrote the sssay telling vhy he included & travesty-ineoil, vhich is
to art vhat JAMES JOYCE'S Ulysses is to literature - a tongue-in-cheek pretense of
"erudition® which muet be seen to be properly deprecated, —

We quote from MR. SWEENEY'S learned monographi

"It has been said," he says, "that the one necessity in poetry is to hnpt!lo
vords as flexible as possible, as full of the sap of nature., The poet in dui!.u
vith his own time must see that the language does not petrify his hands. :

"This is also the responsibility of mfp.m-r

is GUILLAUME APOLLINAIRE'S famous warning,"
The reason we suspect MR. SWEENEY ofboin‘ahwriut-ybolmtwm
further on in the catalogue: an illustration of a painting (the original is a




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
Wittenborn T.c.3z2

The Museum of Modern Art Archives, NY

«a%
heroic 68 by 36 inches) by a gentleman named HYMAN BLOOM, and entitled Female
Corpse, Back Viev. We reproduce it here, regretfully and with apologies, and
only because its repulsiveness is essential to the purpose of this editorial.

Quite obviously MR, SWEENEY, although he may take APOLLINAIRE'S "famous
warning® literally, and refuse to carry "his father's corpse” around with him,
feels no fastidious compunction about carrying HYMAN BLOOM'S "Pemale Corpose®
around with him - and foisting it off on public museums, dedicated to "fine art,"
as part of the cream of "American Painting, 1950,"

To carry the humorous imposture to ite reductio ad sbsurdum, MR, SWEENEY
quotes none other than an un-American ex-expatriate to justify the inclusion of
this revolting monstrosity in an exhibit of American art. Says MR. SWEENEY:

",esthe painter as EZRA POUND once said of the poet, must constantly
‘prepare for new advances along the lines of true metaphor, or image, as diametri-
cally opposed to untrue, or ornamental, metaphor!,"

However, if we assume thet the pictorial insanities included in this
exhibition conform to the art concept of the demented poet - they become intelligible.
Surely no one will accuse MR, HYMAN BLOOM'S "Female Corpse, Back View" of being
"ornamental,"

But the payoff of the practical joke is in the punch-line of the essays final
paragraph, in which MR. SWEENEY conecludes that:

If, in this bit of pleasantry, MR, SWEENEY were referring to HYMAN BLOOM'S
"Fsmale Corpsel and to other paintings included in this exhibit of "fine American
art," spch as "Diary of a Seducer" by another "eream of the crop" American painter,
ARSHILE GORKY (deceased) and DALI'S "Denaterisliszation Near the Noge of Nero," we
shall exercise our prerogative to take MR. SWEENEY seriously for once, and shout a
fervent "Amenl!"

However, there may be some gullible museumegoers who will fail to see the
humor in all this, and who will be impressed by APOLLINAIRE'S "famous warning® that
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"one cannot carry his father's corpse around with him vherever he goes,®

These bewildered ones will wonder = vhy have a museum at all?

For, if APOLLINATRE and SWEENEY are not Joling, why spend all that money
to erect temples of art, if such great art ae is included at the Virginia shrine
is not "immortal® - if 1t is "dead" - and if those truly great paintings in which
taxpayers may feel a propletary interest are "corpses,” and the fine building in
which they are preserved is nothing but a mausoleum?
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Mr, Sweaney - a Sly Humorist?

After glancing through the illustrated brochure describing the current exhibit
at the Virginia Museum of Fine Arts, we hurriedly took another look at the title
page to see whether we had misread it. But nd; there it was, plain as day, in
massive block letters: "AMERICAN PATNTING, 1950." Even so, it was just possible

that tha:printer (and p " " made a mistake, and that

2 ',/ - AL e
the title should have | SR "Macabre Painting, 1950."

But deliberate ex tus convinced us that there

had been no typographi nting" was repeated several

times in the text of t 1ibit, MR. JAMES JOHNSON

SWEENEY, formerly head sculpture of New York's

Museum of Modern Art,
However, after r¢ i _ - bjr‘ hibition catalogue, we
/ a humorist and perpefrating

7
Were even more puzzlei e /

a macabre hoax. We r of 1950 is really as bad

as it is painted in t

MR, SWEENEY pers 1 the exhibition. He also,

as noted above, wrote ° \\ rf " e 1 travesty-in-oil, which is

U A
to art what JAMES JOI 27 = ongue-in-cheek pretense of

Werudition" which mu A ;

We quote from MR. SWEENEY'S learned monograph:

"Tt has been said," he says, "that the one necessity in poetry is to keep the
words as flexible as possible, as full of the sap of nature. The poet in dealing
with his own time must see that the language does not petrify his hands.

iThis is also the responsibility of thepainter,

"10ne cannot carry #his father's corpse around with him wherever he goes,'

is GUILLAUME APOLLINAIRE'S famous warning,"
The reason we suspect MH. SWEENEY of being a humorist may be seen two pages

further on in the catalogue: an illugtration of a painting (the original is a
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Mr., Swemney - a Sly Humorist?

After glancing through the illustrated brochure describing the current exhibit
at the Virginia Museum of Fine Arts, we hurriedly took another look at the title
page to see whether we had misread it. But né; there it was, plain as day, in
massive block letters: "AMERICAN PAINTING, 1950." Even so, it was just possible
that theprinter (and printers are, after all, "human") had made a mistake, and that
the title should have been "AMATEUKISH PAINTING, 1950," or "Macabre Painting, 1950."

But deliberate examination of this remarkable prospectus convinced us that there
had been no typographical error, The phrase "American Painting" was repeated several
times in the text of the essay by the director of this exhibit, MR. JAMES JOHNSON
SWEENEY, formerly head of the department of painting and sculpture of New York's
Museum of Modern Art,

However, after reading MR. SWEENEY'S essay in the exhibition catalogue, we
were even more puzzled. We suspect MR. SWEENEY of being a humorist and perpeyrating
a macabre hoax, We refuse to believe that American "art" of 1950 is really as bad
as it is painted in this catalogue.

MR, SWEENEY personally selected all the paintings in the exhibition. He also,
as noted above, wrote the essay telling why he included a travesty-in-oil, which is
to art what JAMES JOYCE'S Ulysses is to literature - a tongue-in-cheek pretense of
Merudition" which must be seen to be properly deprecated.

We quote from MR, SWEENEY'S learned monograph:

"It has been said," he says, "that the one necessity in poetry is to keep the
words as flexible as possible, ae full of the sap of nature, The poet in dealing

with hie own time must see that the language does not petrify his hands,

UThis is also the responsibility of thépainter.

"10ne cannot carry #his father's corpse around with him wherever he goes,'

{8 GUILLAUME APOLLINAIRE'S famous warning."
The reason we suspect MR, SUEENEY of being a humorist may be seen two pages

further on in the catalogne: an illustration of a painting (the original is a
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heroic 68 by 36 inches) by a gentleman named HYMAN BLOOM, and entitled Female

Corpse, Back View., We reproduce it here, regretfully and with apologies, and
only because its repulsiveness is essential to the purpose of this editorial,
Quite obviously MR. SWEENEY, although he may take APOLLINAIRE'S "famous
warning" literally, and refuse to carry "his father's corpse" around with him,
feels no fastidious compunction about carrying HYMAN BLOOM'S "Female Corpose"
around with him - and foisting it off on public museums, dedicated to "fine art,"

as part of the cream of "American Painting, 1950,"

To carry the humorous imposture to its reductio ad absurdum, MR. SWEENEY
quotes none other than an un-American ex-expatriate to justify the inelusion of
this revolting monstrosity in an exhibit of American art. Says MR, SWEENEY:

", ..the painter as EZRA POUND once said of the poet, must constantly
'prepare for new advances along the lines of true metaphor, or image, as diametri-
eally opposed to untrue, or ornamental, metaphor'.”

However, if we assume thet the pictorial insanities included in this
exhibition conform to the art concept of the demented poet - they become intelligible,
Surely no one will accuse Mi. HYMAN BLOOM'S "Female Corpse, Back View' of being
"ornamental,"

But the payoff of the practical joke is in the punch-line of the essays final
paragraph, in which MR. SWEENEY concludes that:

"Today, it is evident from an exhibition such as this, that the corpse has

finally been buried, or at least is well on its way to be so."

If, in this bit of pleasantry, Mi. SWEENEY were referring to HYMAN BLOOM'S
"Female Corpsel! and to other paintings included in this exhibit of "fine Ameriean

art," smch as "Diary of a Seducer" by another "cream of the crop" American painter,

ARSHILE GORKY (deceased) and DALI'S "Dematerialization Near the Nose of Nero," we

ghall exercise our prerogative to take MR. SWEENEY seriously for once, and shout a
fervent "Amen!"
However, there may be some gullible museum-goers who will fail to see the

humor in all this, and who will be impressed by APOLLINAIRE'S "famous warning" that




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
Wittenborn I.c.32

The Museum of Modern Art Archives, NY

"one cannot carry his father's corpse around with him wherever he goes,”

These bewildered ones will wonder - why have a museum at all?

For, if APOLLINAIRE and SWEENEY are not joling, why spend all that money
to erect temples of art, if such great art as is included at the Virginia shrine

is not "immortal" - if it is "dead" - and if those truly great paintings in which

taxpayers may feel a prop}ntary interest are "corpses," and the fine building in

which they are preserved is nothing but a mausoleum?
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P.S. That's an awful lot of complimentary copies which

you intend tec give away. Also..... I am glad you spekled
cut the word irrevocable. It was just the word I would
have wanted to use.... bu® who,except your editors, can

spell that irrevocably well.
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