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ce: D, Miller

Uear Mry “aintrobs

Thank you for sending us the photograph of Julian
Lewi. It was very tboughtful of you and we are glad to have
it for our files,

April 238, 1958 Sincerely,

Mr. Alfred K. Barr Jr.,

The Nuseo yf Modern ATS

i1l wWesst ¢ ILTeet Alfred H, Sarr, Jr,

New Yore . B s Director of the Museum Collections

Mr, Sidney J. Waintrob
NDear ¥r. Barr: Budd Studio
321 West S6th Street
! New ¥ork 19, New York .
My. Julien Levi and thought Thatl Yyoe
might west a prilBudor your Tilles.
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budd studio

321. WEST+56 - STREET - NEW YORK + 19 « NEW YORK « JU 6-3993

April 238, 1955

Mr, Alfred H. Barr Jr.,
The Museum of Modern ATt
11l West 53rd Street
New York 19, N. Y.

Dear Mr. Barr:

We recently photogrgphed
YMr. Julisn Levi and thought that you
might want a print for your files.
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H.C.W.
320 Park Avenue
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_Dear Frank:

Forgive my not answening your letter tefore
this, but I have been desperately busy since I got back,

I think it's possible that there might be
a job open such as you mention in your letter. We have
quite a number of young artists on our g?tlff.

I am enclosing an application blank which .

you may wish to fill out and send to Mrs, Borden, our .
Personnel Director, I am giving her a copy of your letter
.'_m-myoumhmnhommmttpani?,w.
you are in New York, I am sure you will find '
sympathetic and helpful, y

r‘.:'
Good luck to you.

Alfred H, Barr, Jr.
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South Bedford Road
Mouht Kisko, N. Y.

Dear Mr, Barr-

The Ashfield crayon portrait of Walton is, I am almost sure, at Yale,
g'gr:as brought to this country by the late Dr, Samiel Lambert of New

I remember well his showing it to me once when we were talking
about Walton, He was letting me use some of his collection of the

Compleat Angler,

Later, he let me use it as the frontispiece of a bibliography of
the Angler that I had written and that, I think, is the only time it has
been reproduced, An in my book, or rather for it, to be printed with
the picture, he wrote something of how it came into his hands., I haven't
a copy of the book with me as I write, but I have several and shall be glad
to give you one if you'd care to have it just for the picture,

A1l the charm of Walton shows out of the picture = which is certainly
not the case of the frequently printed Huysman portraits

If it didn't go to Yale, I should think that any of his several
children could tell you where it is (of New York) - young Dr. Sam L.,
Mrs, Jonathan Bulkeley (sp?) - I forget who the others are,

But I'm almost sure Yale has it, Tt seems too bad - speaking as a
Harvard man, I wish it was mine,

Yours, ete.

Peter Oliver

A.]md HI Bm, Jr.’ Eﬂ‘
New York City
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Donald Stevens . Box 623 + Westport - Connecticut

July 31,195%.

Dear Mr, Barr:

In all probability2 your Ietter to today's Tribune will
turn up the portraits it always amazes me how many people
know the most unlikely thinpgs, However, if you don't have
any luck, I suggest that you write to or place an advertisement
In, England's Country Life, Actually, I think a letter
would be bettier because the advertisements remain more or

less ‘the .same through the years and, even allowing for that
i

magazine's fanatic following, I feel sure that some of ifs
readers may have "had it"™ as far as the advertisements go.

But the Correspondencel In it one learns the most astonishing
amount of esoteric information, discovers that an Englishmants
memory makes the elephant seem like an absent-minded professor,
and reads of colncidences that no self-respecting novelist
would dare to employ. I am convinced, for instance, that

a large percentage of the readers of &ountrv Life were at
Sotheby's that day in July, 1927, remember who bought the
portrait, how much it went for, where it is now and every-
thing thet has happened to it in the meantime,

Sincerely yours,

(e G
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#4 in Walton snd the Angler,

1'n wondering if the Husows of Modern Art is trying to get the

Ashfield poriralt for its collection, .
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‘-""4’4 of Modern “!nthonhunuof!r. Barr who is now in Europe
b wm!mmnhf.omyoummmernwim

Dear ¥r, aarrt 01_1,“. hm had good luck on Mr, Barr's enquiry, for
ver
1 m&aﬁaﬁ. R4 £ o B haw
e oL % it M S e el e
the pemt day gpﬂbﬂmm )] woek, As you probably
know , ST LAy st N e L ot e ST

was used for tE E m' s plece in Peter Oliwern * A lmmnialo of

- thank you on behalf of Mr, Barr for your
mmﬂﬂ'%mmdh‘. Oliver's, yours has been

Irtn?rit. Ry & gau m 300th anniversary of The Compleab
Angler I met Mr, Oliver and found 11, VeTY. sincerely yoursy...cotive.

1 fesl sure it would be worthwhile to guery Mr, Oliver. Hs travels

s grest deal bat whsn n this ﬂ-‘tlorm‘ai South
Bedicr Mg ‘Ceil B, Heacox
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DEPUTY COMMISSIONER
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SECRETARY PARKS

311 Mill Street

Poughkeepsie, N.Y.
i August 10,1955

Mr, Alfred H. Bal'r, Jre
Museum of Modern Art
New on'k, Horo
Dear Mr, Barr:
I noticed your query about the Edmund Ashfield portrait of

Izaak Walton in last week's Hreald-Tribune, I intended to write

the next day but had to be in the field all week, As you probably
m,theportraitminthonr.mlmbertcouem. It
was used for the piece in Peter Oliver'!s " A Chronicle of
The Compleat Angler ".
Inuritingapieosonthe:}OOthamiwrsaﬂermcuplut
m«xmm.onmmmmmmmﬂmmuu.
I feel sure it would be worthwhile to query Mr. Oliver, He travels
a great deal but when in this section makes his home at South
Bedford Road, Mt. Kisco, N.Y.
Itmhaﬁtloutem.onwrletuMandeﬂltr;
4o track him dowm. Being so interested in Walton and the Angler,

I'm wondering if the Museum of Modern Art is trying to get the

Ashfield portrait for its collection,
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1537 TWENTY-EIGHTH STREET
GEORGETOWN, WASHINGTON 7,D.C.

June 30,1955

Dear Mr. Barr:

Mrs. Bliss has asked me to
thank you for the trouble you have taken
about the Isaac Walton portrait and to
say that it would be a great help to her if
you could mrrange to have the insertions
made in the various periodicals you think
most appropriate, and send her an account
of the expense, having replies sent here
however so that I could advise her should
the inguiries be successful in locating
the present owner. As you are going abroad
Mrs. Bliss does mot wish to add to your
crowded days and asks will the Museum take
OVers.

Very trulfq' urs
I

7-&-'“_3
Secretary to

Mrs. Robert Woods Bliss ﬁ
My, plfred Barr Jr. :

Museum of liodern Art
11 W. 53rd Street
New York 18.

MI..‘,I

Robert Woods Bliss
153? ﬂnuuwmcsmunwl :
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July 12, 1955

-
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Ashrialdte ,,:.wugsumwam Toe 2ok
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‘fondon dn Jaly of 1927, o o
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Alfred He Barr, Jr,
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"jould any person having information on the wheree
abouts of Edmmnd Ashfield's portrait of Sir Isask
Valton please commnicate with the writer, It is
known that the portrait was sold at Sotheby's in
london in July of 1927.

Nooomn 57 Hodetn At Hew Torae

AN ek g
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Director of the Museum
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Alfred He Barr, Jr.
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ALBERT H. SILVERA, Propietor
MAX A. NARGIL, Managing Director
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March 9, 1955

" Dear Keith:
You and Edna are very thoughtful indeed
to ask us to Norwich, but I am afraid it's just

“dmpossible this spring. I have a crucial exhibition
g_tlﬂ_gh opﬂu in May and two other out-of-town engage-
ments which I ean not oanul, 80 M 1anm ynu

I'1l just have touynoandhope tl:l'l'. yoult:llp.m

- 4_

us m*mﬁﬁr ug,? ¥ w3
It waa a plpuuro to see you both here

s Md7 Pl

in New York, ‘Ihgrnt:l.retoqud our evening with
you. . Ao, Spis __,»~,---‘.'f.5_

L

e T T sincereiyy

Hopson Road
Norwich, Vcrlqut:
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CARNEGIE INSTITUTE
DEPARTMENT OF FINE ARTS

4400 FORBES STREET
PITTSBURGH 13, PENNSYLVANIA

MAyflower 1-7300

GORDON BAILEY WASHBURN
DIRECTOR

LEON ANTHONY ARKUS
ASSISTANT DIRECTOR September 2L, 1956

Mr. Alfred H. Barr

The Museum of Modern Art
11 West 53rd Street

New York 19, New York
Dear Mr. Barr:

Mr. Washburn is in Europe and will not be back in the
office until the middle of next month. We would like to acknowledge
receipt of your letter of September 20, however, and to let you know
that it will be brought to his attention when he returns.

Sincerely yours,

AQ&:_L. Bax t.:;

Secretary
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CARNEGIE INSTITUTE
DEPARTMENT OF FINE ARTS

4400 FORBES STREET
PITTSBURGH 13, PENNSYLVANIA

MdAyflower 1-7300

GORDON BAILEY WASHBURN
DIRECTOR

LEON ANTHONY ARKUS
ASSISTANT DIRECTOR

October 22, 1956

Mr. Alfred H. Barr

The Museum of Modern Art
11 West 53rd Street

New York 19, New York

Dear Alfred:

I know you took much trouble to answer my letter and I
appreciate no end your thoughtfulness.

I also am grateful for your suggestions for changes in
the manuscript. In the next couple months I will see what can
be done with such records, if anything; possibly no one will
respond. It is natural to be dubious about the idea.

Hoping I will have the pleasure of seeing you one day in
New York in the very near future, I remain

Gratefully yours,

(1
irector
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20 feptember 1956

Dear Gordon:

I have got back to my desk after four months away and find your
letter of over a month ago,

If it's not too late, let me say that I read the van Gogh and
Whistler pieces with interest and admiration., I do, however, feel some doubts
about the feasibility of albume of pictures with recorded comment, Probably I
am old fashioned and have not r-ally caught up with the reluctance of people
to read rather than to look and listen, Please do not think this is a prejudice on
my part. ' father, it is a confession of doubt vred of ignorance alout the whole
problem of current educational technigues,

T did see sore of the kinescopes
a televisiun speaker, but you were enormously
lr.olmcmythaptrtnfmtofb.henudionuthlt
place somewhere'in the studio, = = g~
'.[_"!!oﬂ_-_-!-outoryd-pm--m. )

Sincerely,

Mr, Oordon Washburn
of Fine Arts
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CARNEGIE INSTITUTE
DEPARTMENT OF FINE ARTS
4400 FORBES STREET
PITTSBURGH 13, PENNSYLVANIA

MAyflower 1-7300

GORDON BAILEY WASHBURN
DIRECTOR

LEON ANTHONY ARKUS
ASSISTANT DIRECTOR

August 9, 1956

Mr, Alfred H, Barr
Museum of Modern Art
11 West S53rd Street
New York 19, New York

Dear Alfred:

I am taking the liberty of troubling you for your advice
on a project which interests me. If you do not mind, T will
appreciate your telling me what you think of it., I have
already written Monroe Wheeler for his assistance, but have
not as yet heard from him,

My notion is to produce some art appreciation records
for the phonograph., An album with a single record might con-
tain six large reproductions in color. The record itself
would econtain six ten minute talks on these pictures and the
makers, three to a side.

I enclose for your examination two trial manuscripts.
Knowing how busy your life is I hesitate to ask your advice
on anything, but I hope you will be willing to glance through
this material and tell me if this idea has merit and if youm
believe that the essays should be otherwise than they are,
This is the time to set the character of the undertaking, and
I am only too willing to change any aspects of it that seem
mistaken or less good than they might be. Any comment you are
willing to make will be much appreciated.

Warmest greetings.

Cordially yours,
fm N
Director

Wisw
Enelosure
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I. JAMES MCNEILL WHISTLER

Portrait of the Artist's Mother: Arrangement in Grey and Black, No. 1

(1871, oil, 57 x 64-1/2)

Owned by the Louvre Museum, Paris

Colored prints after Whistler's portrait of his mother - such as the
one before you - are nearly as mumerous as the Americen flag. The painting has
become a sacred image, a holy icon, by which American motherhood in its twilight
years is reverently commemorated. The big picture itself is like a delicate bes-
relief, 2 classicel gravestone. Becsuse we know it so well (as with popular quo-
tations), we have come to see it as a symbol of old age rather than as the master-
piece of a particular artist. Yet Whistler, its mesker, must be regarded as some-
thing more than a charming sentimentslist, as we shall see when we look at this
work more closely. Besides, he was a constructive rebel, a men who in fighting
for himself fought for every sincere artist.

Although he was an Americen, born in the shoe town of Lowell, Mg gsachu—
setts, James McNeill Whistler spent his entire adult life abroad. Like his famous
contemporaries, Henry James end the younger painter, John Singer Sargent, he was

an exoatriate. Having found his delicate art very nearly unacceptable in a more

highly cultivated Furope, he feared to return to America. "America," he once
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quipped, "is a country where I can never be = prophet.® It would not have oc-
curred to him thet Americans might be more receptive to his work than Buropeans.
How, indeed, could he guess that they would prove themselves more open-minded
then the French by their warm response to paintings by his colleagues, the French
impressionists? Even the idea of a visit to his native land was rejected. "It
has been suggested to me many times,® he said, "but you see I find art so absolutely
irritating to people that reslly I hesitate before exssperzting another nation."
From this we may savor something of his wry wit (of which Ogear Wilde
was jealous), as well as of the low artistic reputation that he suffered during his
lifetime. l'd'histler's art became a serious affront to most of his sdopted English
countrymen, their hostility culminsting in 1877 in the atteck upon it by John Ruskin,
the leading art eritic of England. "The ill-educated conceit of the artiat,™ wrote
Ruskin, ®™nearly approached the aspect of willful imposture. I have seen and heard
much of cockney impudence before now, but never expected to have a coxcomb ask
200 guineas for flinging & pot of peint in the public's face.®
Vhigtler won his suit sgeinst Buskin for this libelous 1line and con-

L2

timued to enact his lifelong role as an enemy of the Philistines. As the avenging
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Bohemian, his eccentric get-up included a flat-brimmed hat (from which escaped &
few black curls with one white lock), lemon-colored vest, eyeglass, and long berib-
boned cane. This costume often upset the cockney crowd - and was intended to.

"Do you think genius is hereditary? asked an awed lady. "I can't tell
you, Medame,"™ Whistler replied. ™"Heaven hes granted me no offspring."

Yet looking at this well-known portrait of his mother painted in 1871,
we mey wonder what there wes to complain about. We ourselves have become used to

such simpliecity, end we are no longer surprised by these measured severities which

1 7 so troubled exhibition visitors in the early seventies. Lord Leighton, Alme-Tedgema,

¥ s

‘g or the popular Frenchmen, Ge’r.a:ue, were supplying the Sslons and rich houses of the

dey with exotic, oriental fancies, historical scenes, or allegorical mudes. Sach

! Azt

“? fake works of art were full of bright tinis and finely finished detail. They were

“

at an opposite pole to this cool, quiet portrsit of an sged lady, conceived in a

close harmony of subdued tones.

It hes sometimes been asked if politicel events ever have any bearing on
the cheracter of the arts. Their close relationship w=s never more vividly revealed

then by the effect on French painting of Commodore Perry's visit to Japan in 1854
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which opened this far-away country to western trade. The newly-imported arts

of Japan (notably her cheap colored prints) were a revelation to the painters

of Paris - especlally to the impressionists. Such great srtists as Manet, Monet,
Gauguin, Van Gogh, and Degas incorporated the lesson of this exotic ecivilization
into their paintings with immense excitement and gratitude. New concepts of light,
of color, and of composition were Introduced which owed much of their freshness
and freedom to the wood-block prints of Hiroshige snd Hokusai.

Whistler reveals his indebtedness to Jspan in every espect of his mother's
portrait, although the only Japanese object in the picture is the embroidered cur-
tein, His employment of en extremely diffused light which scarcely makes any sha-
dows, and of a simplified mass against a bold area of flat color, are usages of the
Japanese color-print artists. The entire composition which opposes the flowing line

of the figure to static baclkground areas of slmost geometrical rectitude was a

Japanese convention. Even the print on the wall (his own view of Black Lion Wharf

on the Themes) reminds us of the little teblets of characters in Japanese prints.
By contrasting actively-flowing curves with motionless rectangles, Whistler

successfully suggested life (or 1ife movement) within the striet limits of a two-
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dimensional surface. The problem of any picture, compositionally spesking, is ome of
offering action and rests in a meaningful balance. Such a state of equipoise as
this invites the eye to move sbout, but stops it from idlingz, racing, or sliding
out of the picture. Here a mood of serenlty and detechment, a slow-pulsed rhythm,
has been esteblished by caslculated controls. A central road of ingress opens at
the bottom of the canvas where the near edge of the dress falls out of the picture.
The movement here is upward, leading us into the gentle arabesque of the old lady's
figure. The entire design is a contrivance of weights and balances - a dance pat-
tern for the engaged eye that is both nobly meesured and harmonious.

Whistler himself called the work "Arrengement in Gray and Black, No. 1,"
as if it were a musical composition. He believed that a picture, like a piece of
misic, must first be judged as an orchestration of tones and forms. Association with
the impressionist painters hed teught him that colors are virtually independent of
objects, according to shifts of light and atmosphere. Colors, then, being variable,

mey be treated as "colors in themselves" and played with like detached musical notes.

" he said, "™t is interesting as a portrait of my mother, but what can or

"To me,

ought the public to care about the identity of the portrait."
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Back in his Paris days when he shered quarters with Du Msurier (the
author of Trilby), Whistler heppened one day to mention his Presbyterien perent.

"Your mother?" exclaimed Lemont. "Who would have thought of your having

a mother, Jimmy!®

"Yes, indeed, I have & mother," was the reply, "and a very pretty bit of

eolor she is, I can tell you."

For his titles, Whistler often used the terms Arrangement, Symphony,
or Nocturne to indicate that the abstract structure of the work was his primary
concern. In fact this emphasis on the nonfigurative element made him a pioneer
on that frontier towards which all artistry wes slowly moving. It naturslly ex-
posed him to the jibes of his enemies as well as those of such friends as the poet
Swinburne, who wickedly wrote: "Assuredly Phideas thought of other things than

'arrangements' in marble - as certainly as Aeschylus thought of other things than

. -

tarrangements! in metre."

Today we can see that Whistler's contribution lay chiefly in his superior
taste, a taste which by resson of its sensitivity and refinement offered some com-

pensation for his basic inability to create form. George Moore, the writer, nearly
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understood this when he noted that Whistler "was a man of nerves rather then a
men of muscle." It was another way of saying thet he was more a decorator than
a creator, one whose art was dedicated to the pleasure of the eye 28 an end in
itself.

In this single, pale masterpiece from his hand one may read the artist's
whole story, a story, we may safely guess, which is partly his mother's. Of all
of Whistler's work this is the one that George Moore liked best. He perceived that,
more than in any other portrait from his hand, Whistler wess here "absorbed in his
model.™

The secret of Whistler's fregile art, we may surmise, resides precisely
within the fact of his mother's Sebbatarian background, her severe Puritanism.
Whistler could escape from this American heritage into Bohemian poses as a defensive
meesure but he could not attain a fully creative liberation. He deeply loved his

mother's Quaker-like austerity and purity, and he here celebrated it. Moreover, he

himself could make uae%af this bloodless Puritan discipline to reject the shoddy

taste of the Acedemicians and to clear his art of all thelir portentious and heroiec
elements. Yet, he was more crippled than he was blessed by inhibitive pressures

and denials that shrank his art to delicate, sensuous decisions. The greatest
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artists are not limited to the production of nuences, however exquisite or intelli-

gent they may be.

Jimmy Whistler's portrait of his mother was bought by the Louvre in
1891 for the sum of $800.00, after having been grudgingly exhibited at the Royal
Academy in London in 1872 and shown in Philedelphia in 1881. When 2 few years ago
the picture was brought to the United States for a tour of our American museums, it
was insured for $600,000.00. This quaint re-evaluation would have made the little

mester, who signed himself with a butterfly, smile.
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kugust 9, 1956
Vincent Van Gogh (1853-1890)

The Starry Night, 1889 - 0il, 29" x 36-1/4"
Aequired 1941, through the Lillie P. Bliss Bequest, by The Museum
of Modern Art, New York City
"Dear Theo,
At the moment that all my money is gone, absolutely gone, I

write to you once again,

If you can send anything, be it only fr. 5, do so. There are
still ten days in the month left, and how am I to get through them?
For I have absolutely nothing left. Even at the baker's, nothing...™

So opens one of the hundreds of letters that Vincent Van Gogh, the Dutch
painter, wrote over the course of his lifetime to his brother, Theodore. A remin-
der of his hopeless finaneizl condition was usually unnecessary. Most of Vincent's
letters to him began as thank-you notes. Theo knew that his brother depended upon
him and that he lived sparingly. In fact, the artist would subsist for weeks on
bread and coffee to save for canvases and paints, his rent or his models.

They wrote each other every week, these brothers, and sometimes much oftener.
Vincent believed - even to the day of his death - that his luck might change and the
ortunity be given him to pay back this brother who anxiously supported him. But

opp

only in the last year of his 1ife was he able to sell a single one of the six hundred

pictures that he painted between 1886 (the year of this worried note) and July, 1890 -

i.,e. four years later - when he shot himself.
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"One must work and dare," he wrote Theo early in his career, "I
repeat, let us paint &s much as we csn and be productive, snd be our-
Selves with all our fsults and gualities; I sey usg because the money
from you, which I know costs you trouble enough to procure me, gives
you the right, when there is some good in my work, to consider half
of it your own creation."

Though Vincent, with his tormented and irascible neture, could not live
in close proximity to anyone - even to the devoted Theo himself - he intended that
this brother of his should share his creative thoughts and acts. Every idea, and
almost every brush stroke, was described in a stresm of letters that brought Theo
into each hour of Vincent's short but intense 1ife. ™And if you do not see any re-
sults from it, my dear," the painter wrote him, "don't fret about that; your owm
goodness sbides.”

So it was that Theo Van Gogh becsme his "brother's keeper,® not only fi-
naneizlly but also as his confident end slter ego. Without him, Vincent would prob-
ably never have developed his genius and we should have had no masterpieces: no Sun-

flowers, no Bedroom at Arles, no Sterry Night. Bound together by the 1living tissue

of these letters, easch 1ife was laced to the other's more closely than those of

people who live in the same room.
And when Vincent died, after a year and a half of intermittent mental de-

As a

rangement, Theo himself gave up his 1life out of worry, sorrow, and exhsustion.
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Poor art dealer's assistent, Theo had largely supported his elder brother ever
since Vincent relinquished his youthful hope of becoming en evangelist and had
resolved to be an artist.

Although the rebellious sons of clergymen usually reject idealism, Vincent
rebelled only at humen hypoerisy. Christ had called upon men to lemve their worldly
attachments and to follow him. 8o, casting aside even his decent clothes, like one
of the young saints, Vincent had attempted to live in equal poverty with the wretched
miners in the black country of South Belgium. When rescued by his father, he had

!
nearly lost his life in this service.

Vincent Van Gogh would tolerate neither the customary humen compromises
that men mske nor eny self-indulgence. Thereafter, since he could not serve God
a8 an evangelist, he would minister to his fellow men as an ertist. This became the
primary motive of his art: to reveal the glory of God. So, though we may not im-
mediately guess it, his paintings are always religious works.

The Sterry Night (in reproduction before you) is actuslly a Holy Night,

glthough there is no stable or manger in it, nor eny Christ child lying there.

Meking excessive demands upon himself, "in a rage of work," as he called

it, Vincent kept himself from surrendering to his own miseries and anxieties. "It




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY AHB T.A.32 5

-4 -

does me good to do difficult things," he wrote Theo, as he drove himself for twelve
hours or more a day., "But that does not prevent me having a terrible need of -
shall T say the word - of religion. Then I go out at night to paint the stars.®

It wasn't until June, 1889, that he finelly painted this great Starry Night,
now in the collection of New York's Museum of Modern Art. He had made other night
scenes before, but, being one who liked to peint directly from nature, he was puzzled
by the problem of working in the dark. He could stand in the starlight before his
easel, his hat ringed with candles, but this was not sufficient.

In the end, it was his friend Gauguin, who - on the ill-fated visit to
him in Arles - resolved the difficulty. Gauguin urged him to paint from his imagina-
tion and "by heart," as their mutual friend, Puile Bernard, had also been counseling
him by letter. These artists perceived that Vincent clung to 2 native Dutch natur-
alism in his dependence on his motif, and they were eager to see him free himself,
as they had done, from the tyranny of the model. In this they were in opposition

to the advice of Theo who disliked their attempts to persusde his brother to paint

as & Synthetist - which is to say, more zbstractly.

The Sterry Night, its "lines distorted like those in old woodcuts® (as

Vincent wrote Theo), marks the effectiveness of their pressure, and the reconstruetion
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of Ven Gogh's style in accordance with Gauguin's powerful influence. Vineent's
employment of a swirling arabesque that binds the perts is ummistaksble evidence
of this. "That rhythmic line," Geuguin had said, "thet arabesque, is alone permis-
sable which leads the feelings through a capricious maze and brings them thus to
the heart.?

Only the little cottages in the villsge stabilize our eyes by their
blunt verticals and horizontals. Otherwise we are swept up by the flame-like cypress
tree and tossed upon the waves of the hills or into the great winds of this vast
apocalyptic sky. The whole spectacle of the subtropical night with its stars hanging
in the blue heavens, like the golden apples of the Hesperides, is an invention of
the artist. Submitting to the poetic intent, we welcome Vinecent's powerful wvision
as we would & great chorale, one that is projected in deep notes and chords of color
instead of harmonic sounds - in blues and in red, in dark greens and yellow.

Vincent painted this famous night-picture, offering us his message of
peace and hope, & month after he had entered the hospital for the insane at Seint

Rémy in southern France. In the nearby village of Arles, he had mutilated himself

by cutting off an ear during the visit from Gauguin, and now the townspeople had

forced him to seek refuge in an institution. Since he was only occasionally subject
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to mental attacks, he was able to continue with his work and even, as we have
seen, to revise his style.

Vincent had mentioned his desire to paint The Sterry Night in earlier let-

ters - "a picture," he had declared,"that heunts me always." Moreover he had long

since forseen that "eolor expresses something in itself" such as this ultrsmarine
blue which creates the feeling of infinity. Color he said mey be used "to suggest
any emotion,™

"I em alweys in hope," he wrote Theo, Mof making = discovery there, to
express the love of two lovers by a marriage of complimentary colors, their mingling,
their opposition, the mysterious vibrations of kindred tones...To express hope by
ﬁe star, the eagerness of a soul by a sunset radiance. Certainly,® he concluded,
"there is nothing in that of stereoscopie realism, but is it not something that
actually exists?®

Postimpressionists, such as Geuguin, Renoir, and Van Gogh, were interested
in a larger field of reality than that of the senses which the impressionists had
at first recorded. They were conscious of a compound reality, a truth to nature
that included their constructive thoughts and feelings as well as the experiences

of their eyes. These feelings, moreover, must be pure and true, unconteminated by
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the hypocrisies of a spoiled middle class. For this reason Vincent, like his friend
Gauguin, had rejected his own class in order to become a plain artisan, as close to
a peasant or workingman as possible. To be true to himself was a fundsmental neces—
sity, and this might be accomplished only on a more primitive level of life — & level
of timeless relations with simple things.

The Sterry Might is not, as we see, a particular night - a specizl moment
in time, such as en impressionist psinter would have offered us. It represents all
that is most beautiful in the experience of night - such a miraculous night as Christ
himself was born in. Ven Gogh sees humanity hidden in its humble little shelters
(vhose windows, here and there, reveal the consoling lamp), caznopied with the great
mystery and beauty of the heavens, overhung with the wild wastes of infinity, the
incomprehensible wonders of God. Men huddle below; while above, in superhuman reaches,
wheel the constellations and the planets in a wilderness of space.

It is actually = painted symbol of night which Vincent offers us, a symbol

that combines the actuality of such a scene with his deep-felt ideas about it. The

picture itself is a bridge suspended between two real experiences, kmown to all of us,

that of the visible world of the senses and that of the invisible one of thought.
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Thus, s we may see, painting, for Vincent Van Gogh, was a means of communion with

God through a deep and intense reverence for reality. "The best way to know God,"

he had written, "is to love many things."
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CARNEGIE INSTITUTE

DEPARTMENT OF FINE ARTS

4400 FORBES STREET
PITTSBURGH 13, PENNSYLVANIA

MAyflower 1-7300

GORDO
N B:;Iunf:mwmm Mazxch 30, 1956

LEON ANTHONY ARKUS
ASSISTANT DIRECTOR

Mr. Alfred H. Barr, Jr.
The Museum of Modern Art
11 West 53rd Street

New York 19, New York

Dear Alfred:

We are sending away to find out the date of the Battke portrait
drawing of Matisse.

Thank you so much for your kind remarks about the fragments
of my kinescopes which you saw. I don't think I am in a position as
yet to really estimate the public response to them, We have no
massive fan mail as a result of them but we do receive a good many
complimentary comments., I presume that I can answer your question
about the public response a little better after the entire series has
been shown in Pittsburgh., I will be glad to let you know if any estimate
is possible,

Very sincerely yours,
C 3?51-’:'5\'1
Director
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CARNEGIE INSTITUTE

DEPARTMENT OF FINE ARTS

4400 FORBES STREET
PITTSBURGH 13, PENNSYLVANIA

MAyflower 1-7300

GORDON BAILEY WASHBURN February 21, 1956

DIRECTOR

LEON ANTHONY ARKUS
ASSISTANT DIRECTOR

Mr. Alfred Barr, Jr.
Director Museum Collections
Museum of Modern Art

11 West 53rd Street

New York 19, New York

Dear Alfred:

1 hope it may be possible for you to come for a preview of two television
kinescopes which will be screened by Robert Snyder in the projection room
of the Museum of Modern Art on Thursday, March 1, at eleven-thirty
o'clock. Mr. Snyder, film and television director, has recently made
a series of kinescopes at WQED in Pittsburgh, two of which will be shown
on this occasion.

The series consists of half hour performances under the title " Looking
at Modern Art with Gordon Washburn." The project has been undertaken
with a grant of money from the Ford Foundation's Fund for Adult Education.
It goes without saying that the project has been experimental since even
many of the techniques involved had to be uncovered in the process.

The kinescopes were made one a week with no rehearsals, the time
for making them being only Saturdays over a period of twelve weeks.
WQED, which has sponsored them, is Pittsburgh's educational television
station, the first, I think, which came into being in the country. Itis
expected that these kinescopes will be used by other educational television

stations throughout the country.
Hoping that it may be possible for you to attend the projection, I remain

Cordially yours,

St
Director
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CARNEGIE INSTITUTE
DEPARTMENT OF FINE ARTS

4400 FORBES STREET
PITTSBURGH 13, PENNSYLVANIA

MAyflower 1-7300

GORDON
n;ur.mr :vasnum September 9, 1955

LEON ANTHONY ARKUS
ASSISTANT DIRECTOR

Mr. Alfred H. Barr, ]Jr.
Museum of Modern Art
11 West 53rd Street
New York 19, New York

Dear Alfred:

This is a special letter to invite you and Marga to the opening of the
International. I have been talking to Dave Thompson about the possibility and
he says he will tell you when he sees you in New York that he wants you to be
his special guests on this occasion. He won't put you up at his own house but
at a hotel. This is because he is a juror and is going to be entertaining the
jury of award. I have leapt at the opportunity his invitation provides to express
a particular and very warm hope that you may both come.

If, however, you hate all openings and think it would be more fun to
plan for another occasion, don't hesitate to say so, but do let us know when
this can be. I am especially anxious to have you see this exhibition which is
very superior to the last and which already excites me immensely as it seems

so full of dazzlingly good work.

Ruth gets home in about a week, and I long to hear her report of the
visits you had together in the summer. You can't know how much I envied
you.

With warmest greetings,
As ever,

2%
Director




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY AHB T.A.325

\Naﬁ\.\‘oum

CARNEGIE INSTITUTE
DEPARTMENT OF FINE ARTS

4400 FORBES STREET
PITTSBURGH 13, PENNSYLVANIA

MAyflawer 1-7300

GORDON BAILEY WASHBURN

DIRECTOR October 24, 1955

LEON ANTHONY ARKUS
ASSISTANT DIRECTOR

Mr. Alfred H. Barr, Jr.
The Museum of Modern Art
11 West 53rd Street

New York 19, New York

Dear Alfred:

I am horrified that the opening of the International coincided
with your letter asking for Stephan's address, with the result
that I have delayed answering it much too long. He is listed
under his wife's name in the New York telephone book at
60 East 94th Street, the telephone being AT-9-4190.

I shall be miserable if you don't get up to see the Inter-
national, but I feel that your first duty is to your health. I
hope that this letter finds you in better condition and improved

spirits.

Ruth joins me in sending affectionate greetings.

N

Director
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CARNEGIE'INSTITUTE
DEPARTMENT- OF ' FINE-ARTS
PITISBURGH  PENNSYLVANIA

December 7, 1954

Mr. Alfred H. Barr, Jr.
Director Museum Collections
Museum of Modern Art

11 West 53rd Street

New York 19, New York

Dear Alfred:

I have at luncheon today been asked to assist with the choice of a
sculptor to do a monument which will be on the facade of the Graduate School
of Public Health, a new building about to be erected in Pittsburgh. This request
for assistance has come to me from Dr. Thomas Parran, the nationally distinguished
medical man who was brought to Pittsburgh some years ago to help the University
of Pittsburgh to develop a major medical center in this city.

Unfortunately, there is a serious time element to be taken into con-
sideration. The finished sculpture will have to be ready to be put up on the first
of July, 1955. In other words, in little over six months time.

Money for the building and its accessories has been given by the Mellon
family, and it was on the advice of the Mellons that Dr. Parran has asked for my
council. He hoped that I might be willing to write some of my colleagues, including
yourself, on his behalf to ask for recommendations of a sculptor to do the job
which is required. It was their feeling and Dr. Parran's that they would wish to
follow the advice of such art directors as I might deem it wise to apply to. There
is no political pressure, therefore, to choose a nondescript artist merely to
satisfy immediate public favor. Apparently they wish to commission some work

of great distinction.

In view of the limited time left to commission such a work and to
have it executed, I am sending this letter to you air mail in the warm hope that
you may be willing to reply at your earliest possible moment,
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Mr. Alfred H. Barr, Jr.
Page 2
December 7, 1954

A quite sizeable sculpture is required which will be applied to the surface
of the facade of the building where it faces a main street. The building rises on
different levels because it is built on a hillside. The entire facade measures 43' wide
by 76" high. The area upon which the sculpture will be applied will be light yellowish
brick above a granite foundation. The height of this granite base is 18' and the height
of the brick surface is 58'. The only other architectural element involved is an immense
bay window of curved glass with a limestone coping around it on the exact center of the
wall to its base. Fortunately, the design of this window can remain fluid untl a
sculptor is hired who can advise on its character. In my opinion it would be better if
no window were there at all, and indeed its elimination may be accomplished if luck
attends us.

I have explained to Dr. Parran and his associates that modern sculpture
is often of welded iron or bronze, and that several of the artists whose talents [
will recommend to them may well wish to work in such mediums. If not, a stone
sculpture would probably have to be inserted into the wall of the building and thus
the entire wall would need to be delayed in its construction to give the sculptor suff-
icient time to accomplish his task. This question, together with the redesign or elimina-
tion of the window, will have to be settled by April 30.

It had already occurred to Dr. Parran that a competition of invited sculptors
might be a good idea, but we have both concluded that there is not time for such a pro-
ject. This means that some individual will have to be chosen at the earliest possible
moment and that it must be hoped that he can undertake the job with dispatch. All
this hurry is utterly detestable, of course, but we have to take things, in this instance,
as we find them.

He and the Mellons are quite willing that any sculptor whatsoever should be
commissioned whether American or foreign. I have told him myself that I would prefer
an American be chosen simply because it is a wonderful opportunity for an American
artist to show what he is capable of on an American building. In your recommendatiors,
however, you may feel otherwise and wish to suggest foreigners. Won't you be good
enough to list a number of choices, putting them in the order of your preference. It
is not to be expected that the sculpture must be allegorical or representational. Evidently,
however, Dr. Parran hopes that its motive might in some fashion symbolize the idea
of public health. He and the Mellons will, I am sure, be liberal in their attitude about
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Mr. Alfred H. Barr, Jr.
Page 3
December 7, 1954

this aspect of the matter. Personally, I intend to recommend, among others, the following
names: Lipschitz, Roszak, Lassaw, and David Smith.

To return to the bow window, I should not like you to think that the building
itself is as old-fashioned as this ornament would suggest. Without being a distinguished
edifice, it is designed in simple block lines and the bow window is merely a Georgian
escrescence which I presume was already put there to make up for the blankness of the
facade before a sculpture had been conceived for it. Dr. Parran does not seem to think
it impossible that it should come out altogether.

The amount of money which may be available is roughly $25, 000 to $50, 000
for the completed sculpture before its installation. Perhaps this sum can be enlarged,
if necessary. There would seem to be some hope of this.

The so-called sculpture itself need not, of course, be a single form. It
could be a number of forms tied together in some fashion with the entire wall taken
into account as a background. Obviously, there is no time for even more fluid trends
such as the use of carved glass, molded tiles, etc., in an over-all effect as on the facade of
the Library of the University of Mexico.

All of us here in Pittsburgh who are concerned with this project will be
immensely grateful to you for your advice, and we will gladly let you know how the
matter progresses and what decision is reached. Obviously a quick decision is
necessary.

Cordially and gratefully yours,

‘fwm

Director
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Date 29 March 195F

To: .u»
From:

Re: MAX WEBER celebration
L ]

N o 55
|\ Sa'y /
Artists Fquity is giving a m=—‘w For Max Websr on April 13 at 8:30 in the
Westover Hotel, 72nd Street,

Anton Refregier called to ask if you could be among those to attend. They
are inviting a number of museum officials,

davw

Mr. Refregier would like a reply today, if it is at all vossible,

/M )

any time.

Sincerely,

WAW :eg
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A2 EasT T4™ STREET

NeEw Yomrrk 21, N.Y.

RHinelander 4-6562
TRafalgar 9-7827

May 12, 1955

Mr. Alfred H. Barr, Jr.
Museum of Modern Art
11 West 53rd Street
New York City, N. Y.

Dear Mr., Barr:

Thank you for your courtecus and friendly
advice on the telephone this morning. I
hope when you emerge from the current load
we may have an opportunity to sit down to-
gether. My office is in the house here
and my secretary can make an appointment
any time.

Sincerely,

ﬁalt!er A. Weiss
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Dear Mr., Weiss:

I have read your letter to our Coardination Committee
" which found it very interesting, but comoluded Shat in view of
_ our other responsibilities we would not be able to take part
in the psychotherapeutic plan which you propose. Nevertheless,
. we apprestate your having lot us kna about, t.

~ 7 Sincerely,
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42 EAsST T4™ STREET

New York 21, N.Y.

RHinelander 4-6362
February 14, 1955

Mr. Alfred Barr
Museum of Modern Art
West 53rd Street
New York City, N. Y.

We have talked about our low-cost service for srtlsts
project. Our feeling is artists have a speclel nesd
for analysis and we can make an Iinteresting research
study, attracting good therapists from the different
groups to working together. This combines several
top merit objectives, enthusing us greatly.

We nave just been granted $25,000, to be matched.
Perhaps you would enjoy taking all or part of this
opportunity, or csn give us a good lead.
INSTITUTE FOR PSYCHOTHERAPY

Walter A. Weiss, President

WAW:zeg

Dear Mr. Barr:
This money was given by The Arts Fund, Inc. I would

welcome an opportunity to discuss the project with
you and will call to make an appointment.

W{QFW.
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Dear Dr, Wehrlis

Although I believe you have already
met Mr, and Mrs, William A. M. Burden, just
in case you have not I am sending this letter
to introduce them to you. Mr, Burden, as you
know, is the President of our Museum and an
ardent collector of modern painting, He is
very much interested in the exhibition of
works from our collection which is coming to

the Kunsthaus under your supervislon.

I am writing you now, however, to
ask you whether it would be possible for
you to make arrangements with Mr, E, Bihrle
8o that Mr, and Mrs, Burden may see his
magnificent collection, I do nobk lmow Mr.
Buhrle personally or I would write him directe
ly. I hope this will not prove difficult,

With very kind regards to you, I am
_ Sinesrely,

Alfred H, Barr, Jr,
Dry Re Wehrli
Director
The Kunsthaus

Zirich, Switserland
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Deax Mrs. Weinstoclks

Thank you for your letter to lr, Barr of 8 with
1ts kind of fer to lend your peinting by, Doris to‘ﬂn
. eurpent exhibition of "Paintings from Private Collections,

ai 4% Unfortunstely your letter arrived after Fr, Barr's departure

b
S’

two=month %o Burope, Since it was he alone who made
. tw:m&ndﬁmumwmmmmmm

the
: not, of course, make any decislon about your pleture
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o 47 attention when he yeturns
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Sincerelyy . .ou fistitution
_war te Tee WA, 1
censter 35th,

Betsy Jones N,
Secretary of the Museun Collsctions. .-
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Stockholm

Tel, 107411, 1 ,ﬁw /

Porten 2

Q/(z__,_,,, _(4';, Crev™~Fed A .«,r%a_.x
- Vd
) < Gpees Lse A0l
/MZ’“&{ etk 8T M

e gv iium vuere TO Several museums in different parts of
the USA, About Januaery 1lst I shall be back in N,Y, and
stay there for about one and a half month,

I should be very happy to meet you personally and to have

the opportunity to study the different museumactivities
carefully, I hope this would be possible,

{Bo “Wenr erg

Keeper of the Museum of Modern Art
Stockholm
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STATENS KONSTSAMLINGAR
MODERNA MUSEET
Stockholm 100

Tel. 107411, 107415
Porten 208104

Stockholm, 3rd October 1958.

Mr, Alfred H, Barr
Director of the Museum Collection
The Museum of Modern Art

NEW YORK 19
N.Y., UsA

Dear Sir,

The Museum of Modern Art in Stockholm was opened in May
this year as a special section of the National Museum,

In order to develop the activities of this new institution
and to get new contacts I am mow on my way to the USA, I
will arrive in New York = some time about October 15th,

I intend to stay at first only for about a week in N.Y,
and go from there to several museums in different parts of
the USA, About Januery 1lst I shall be back in N,Y, and
stay there for about one and a half month,

I should be very happy to meet you personally and to have
the opportunity to study the different museumactivities
carefully, I hope this would be possible.

Keeper of the Museum of Modern Art
Stockholm
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Nationalmuseum
Stockholm
L.II.57

Director Alfred H.Barr,Jr.
The Museum Collection

The Museum of Modern Art
New York 19

Dear MNr. Barr, .

I am very glad you did like our Guernica-catalogue.
Under separate cover we send you two more coples,

and we should be able to send you a few more if

you need them for the museum. People outside of the
staff will be able to get the catalogue at Wittenborn
and Company, 38 East 57th Street, New York 22, N.V..
This firm has been authorized to sell in the USA.

Sincerely

(Bo Wennberg)
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28 January 1957

Juiy 5, A95S
Dear Mr, Wennberg:
00 ML My colleagues and I have very much enjoyed
looking ‘through the catalogue of your Guernica exkibition,
"~ 'so much so in faet that I wonder if we may trouble you to
“.1 gend avother copy. We would very much appreciate it.
Meanwhile, thank you for the copy which we have

S Tt B Yol J‘.-
Direetrs m &wmﬂa-

received.

: \ £,
Alfred H, BI:I:‘!', l’r. J
Director of the Museum Collection
£l Btrech
M Tork, Yew Tork
AiBehj
& 'J.FI_' o Yo
N Y :-'I‘ - 3
LG IR
1 - Ty .
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R ooy duly 5, 1955

e oy 1 Dear M, Verner:
Thank you for your letter of June 26 with your
. piblications axd bivlicgrae I an glad to have them and
f wish i . Sincerely,

your time.

Alfved H, Barr, Ir
Director of the Museun Sollsctions

B

i

O TIRL RN A Y
h A M . . A .
I : o o '),-'L . ft J‘ i
' >

\ }gk-tw"
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Hotel Bryent, Bway & 54th,N7C
June 29

Dr Alfred H Barr
Maseum cf Mcdern Art
New York 19, NY

Dear Dr Barr:
Pnclosed find a list of some of my articles, and of the
books I edited ( with introductiocns, notfes etc. ete.)

Please keep the twe reprints.

I wish tc thank you fer having given me sc much of
your time.

Sincerely ycurs,

bk
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Ciotkos Fregeces in the Upper Church of Assisi ( H Felix Xraus, Hew York 1949
“omen of Japan; Japanese Color Prints ( 2 vols., H, Felix Kreus, New York 198
Icons

Madieval Miniatures

Indian Minjatures

Famous Portrait Miniatureg ( all published by A.A., Wyn, New York, 1950-1951)
Utrillo ( Portfolio, De Luxe and Pocket Book Editbon, H.N.ibrams, 1952-53)
Dufy ( Pocket Book Edition, H.N.Abrams, 1953)

"HED WERNER »,
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Seme of my articles on art and artists published since 1948

ey S Sy . S o .

Scutine, Commentary, May 1948 ALFRED WERNER .
HOTEL BRYANT, B'WAY & 54 SB,
Yankel Adler, Commentary, September 1948 NEW, YORK 19, N.J,¥ -

¥odigliani, Tomorrew, April 1951
Hitler's Lagacy to German Art, United Nations World, December 1951

12 Apestles cf Color, United Nations World, April 1952
Austrian Art, South Atlantic Quarterly, April 1962
The Painting Plague, Ameyican Mereury, Decesber 1952
Utrille, United Nations World, January 1963
Modigliani, Commentary, May 1963
Dufy, United Nations Werdd, July 1953
Pissarrc, Commentary, July 1954
Iipchitz, Progressive, August 1954
‘German Painters under Thirty-Five, American-Gorman Heview, Lecesber 1955

; Utrille} Scuth Atlsntie Quarserly, January 1955
‘Matisse, Progvessive, Tebruary 1955
Taft Museum, Art Digest, April 15, 1955
» Antioch Reyiew, summer 1955
‘iu-lnun. Progressive, June 1955
Tdebermann, Amerigan-German Meviey, Bemswimwxk iugust 1955

Reviews of Books cn Art in
Stanta-zeitung, New Yeader, Art Digest, Antioch “eview, New Hepublie,
Progressive, Saturday Meview, NY Times, NY Pest, College irt Journal,
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The Painting Plagues

aristocratic statement: “Art is by
the few and for the few”; he was a
of amateurism to his very end.
Whilc it is difficult to draw a sharp
line between the realm of the artist
and that of the amateur — still, a
line must be drawn somewhere.

At first, the trade papers sided
with the worried professionals. When
a veteran like the German surrealist
Max Ernst publicly declared (tongue
in cheek?) that the exhibition, “They
Taught Themselves,” was the finest
show he had seen since coming to
America, Art Digest sharply rebuked
him — what right did he have to
mislead the general public? Eventu-
ally, however, two magazines de-
cided that it was good business to
install a cozy corner for the various
businessmen’s, doctors’, and other
amateur clubs, lest their doings get
mixed up with the activities of bona
fide artists. In one magazine, ama-
teur exhibitions are reviewed ex-
clusively on an amateurs’ page. Yet
there are inevitable complications.
Grandma Moses is now being fea-
tured among the professionals. The
New York show of the wife of the
Iranian ambassador to the Court of
St. James was reviewed on the ama-
teurs’ page; the critic praised her for

| stealing time from hostessing. But in
the next issue the lady indignantly
retorted that she was a professional
painter and expected to be treated
as such.

The worst offenders are, of course,
some of the popular mass-circulation

magazines. Until recently, art was
scarcely one of their more pressing
concerns. In the last few years, how-
ever, it has invaded their pages in
the form of lush color photographs.
But here again the daubs made by
famous military men, actors, corpo-
ration lawyers, dress designers, box-
ers, and hostesses outweigh serious
art to a large extent. It is true that
some of them show an astonishing
skill; but none of them betray a
trace of exceptional talent, freshness
of approach, or boldness of idea, No-
body would look at them twice if
they didn’t bear a well-known name.
A few of them are slick portraits;
the majority are landscapes, a sub-
ject preferred by amateurs because
it is believed to be “easier.”

Alj’!‘ 1s Now something that “every-
body can do.” Everybody hasa
sister or an uncle who paints. For a
couple of dollars you can even buy
a sketched-in picture ready for “col-
oring”’; numbers on the sketch refer
you to numbered paint pots. This
kit guarantees a “genuine” hand-
painted picture. Itis hard to see why
everybody isn't happy. The owners
of art shops certainly are — they
have never experienced such a boom.

Yet we are farther away from pro-
ducing masters than we were twenty
years ago. Twenty years is a long
time. Why hasn't a single man or
woman of talent emerged from the
tens of thousands who put up easels?
A host of copyists are produced,
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Tie Patuting Plague

Self-Expression on Sunday

YEARS 460 the German satirist
Erich Kaestner, known here
chiefly for his amusing children’s
tale, Emil and the Detectives, pub-
lished a bitter poem about a certain
Herr Schmidt — the cquivalent of
our John Doe — who fell victim to
the machine age. Herr Schmidt’s life
was one daily round of monotonous
work, with the exception of a soli-
tary nocturnal respite when “Ein
Stiindchen blicb fiir héhere Interes-
sen” — when there was one little
hour left for “higher things.” But
rack his brains as he might, poor
Herr Schmidt could not think what
to do with this spare hour. So “in
dem Stiindchen, das ihm iibrigblich,
bracht” er sich um” — so in this one
brief hour permitted him by the
murderous system, he killed himself,

John Doe would never have been

Alfred Werner has published articles in
the American Scholar, Antioch Review,
Commentary and other journals. He is
the author of a number of books on art
and artists, the latest being on Utrillo,

An |

at such a loss: he would have taken
up a hobby. If, like the unfortunate
Herr Schmidt, he were a member of
the urban middle class, the chances
are good that he would have gone in
for painting—in the past twenty
years or so America has become con-
vinced that “everybody can paint,”

Of course, there is hardly a coun-
try without its “*Sunday painters’’;
but nowhere is painting the hobby of
so many men and women as it is in
the United States. In Central Eu-
rope people collect stamps or play
chamber music. In England, only a
handful emulate that most famous
of all “week-end painters,” Winston
Churchill, in taking up “painting as
a pastime."

France has produced the largest
number of ““Maitres Populaires de la
Realité” ofany country; but “paint-
itis” as an epidemic, affecting large
sections of the population, is virtu-
ally nonexistent. No matter that
one of the great revolutionaries of |
French art, Henri Rousseau, was a
humble tax collector; that Rimbert

19i
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50 The American Mercury

amfl Vivin were postal clerks; Bom-
bois a wrestler and ditchdigger; Pey-
ronnct a worker in a sugar refinery;
Bauchant a gardener; and Séraphine
a charwoman. For these gifted peo-
ple were not hobbyists relaxing after
hours, but geniuses whom fate had
denied a formal education and who
struggled mightily against a thou-
sand odds to reach their goal. They
have their equivalents — if not in
talent, at least in style and outlook
—in such American Primitives as
Hicks, Pickett, Kane, and other self-
taught masters. Chéronnet’s remark
about the Maitres Populaires of his
country can be applied to our Ameri-
can Primitives: ““What is important
is that each of these artists saw only
one thing: that he was before all else
a painter, that is, a man compelled to
give actual form to his vision of the
world.”

HAVE purposely omitted Grandma

Moses from my list of American
Primitives. This delightful but
highly overrated old lady, who ad-
mitted with disarming frankness
that “if I didn’t start painting, 1
would have raised chickens,” be-
longs to the category of amateurs.
She is not one of those unschooled
natural artists “compelled” by in-
ward necessity to put paint to can-
vas, but rather a non-artist “ftaking
up’’ painting for some sort of “rea-
soel.‘ﬁ[‘;e c%'itics who have praised
her work so extravagantly mistake
her lack of inhibition, the result of

little education, for the brilliant
naiveté of the true Primitive.

Had she lived in New York City,
the legendary Mrs. Moses might
have started out at the Art Students
League, taken courses at the nearest
“Y,” or gone to a private art school.
In all likelihood, she would have
been trained in the school of old-
fashioned realism rather than in that
of abstract art; at any rate, her pro-
ductions would have been “aca-
demic” and no different from the
work of other spare-time painters.

It is very much to her credit that
she sought neither public favor nor
artistic fame. Nevertheless, her name
is now known from coast to coast
and she is praised by the sophisti-
cated and the unsophisticated alike;
her work was sent to Europe as rep-
resenting American art; and her pic-
tures fetch higher prices than those.
of most of her colleagues.

This success which Grandma
Moses' “healthy” pictures have won
is perhaps a symptom of our un-
healthy times: in a fit of self-hatred,
urbanites wax enthusiastic over an
elderly lady of limited talent whose
life on her upstate farm has spared
her any knowledge of the comgliu—
tions and torments, the problems:
and experiments, of this century.

The enthusiasm would not have

outlasted one exhibition, however,
if the old lady had not become a
vested interest of dealers, collectors,
and self-styled patriots. The invest-
ments of such men in the “paintitis”
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fad transformed what was an inno-
cent 'fmbl:uy for John and Mrs, Doe
110 a racket adding its mite of con-
bsion to an already confused world,
ere was nothing objectionable
about Sunday painting as it started
out here in the days of the depres-
slon. Because of it, there were per-
ps fewer suicides and crimes; peo-
ple forgot their troubles for an hour
or so in art studios lavishly supplied
by the W.P.A,; and artists without
buyers were able to survive by teach-
ing amateurs, In New York City
alone, more than 25,000 young men
and women turned u p weekly at the
free classes held in community cen-
ters, settlement houses, and “other
meeting places.

UT PAINTING for one’s own amuse-
B ment is not the same as painting
as an art, Until recently, art was a
profession, learned with as much
difficulty as the lawyer’s or physi-
cian’s. The Victorians, it is true,
regarded a little water-coloring and

“such as a polite accomplishment
with which young spinsters might
improve their leisure hours; but it
would have been considered absurd
on both sides of the Atlantic for a
grown-up male to engage in so
g-ivolous a pursuit.

All this changed in the next cen-
tury. In the thirties, middle-class
Americans, employed and unem-
ployed, discovering that their lives
were empty, turned with a ven-
geance to “sclf-expression.” They

did not follow the gleam of creatiy-
ity in the strict solitude of the
taciturn and serious-minded Maitres
Populaires of France. F. earing noth-
ing so much as being alone, wantin

warmth and companionship in a
cold and forbidding world, they
came together to learn to paint. In
art classes, housewives, mothers,
grandmothers, and widows hoped to
escape the tedium of metropolitan
life and find an outler for self-expres-
sion a little more satisfying than
cooking or home decoration, Tired
businessmen, physicians, teachers,
actors, and writers began new lives
at seven-thirty or eight by donning
smocks and setting up easels. Before
1930 or so, a housewife or salesman,
leaving home with canvas and paint
box under arm, would have risked
social ostracism; today, if anything,
there is something snobbish abour ir..

Sociologists noted that “‘the lonely *

crowd” — the middle-class urban-
ites of America — had found a new
means of “‘sel-improvement.” Crim-
inologists introduced painting as a
pastime in prisons and reformatories
with great success; psychiatrists
found that painting was good ther-

apy for the inmates of insane asy-

lums; and in veterans' hospitals
painting speeded the recovery of
mnvalids.

Up to about 1940, painting was a
pastime somewhat more elevated
than collecting bottle caps. There
are at least two sociological studies
to prove that, prior to about 1933,
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“paintitis” had affected relatively
few middle-class Americans. In Mid-
dletown;: A Study in Contemporary
American Culture, published in 1929,
% th_e authors of this work remark that
“like music, art seems somehow to
drop out of the picture between the
time boys and girls sketch in their
high-school classes and the time they
become immersed in the usual activ-
ities of Middletown.” In 1932-33
three sociologists— George A. Lund-
berg, Mirra Komarovsky, and Mary
Alice Melnerny — did research in
Westchester County, New York,
collecting material for Lefsure: A
Suburban Study. They found that
the arts were a leisure-time activity
for only one out of ten residents. At
the same time, the authors were
pleased to report that most subur-
banites were solely “interested in
. the avocational and recreational as-
ts of their activities” — commer-
cial and professional motives did not
count,

Ta.s GREAT CHANGE took place
about 1940. In that year draw-
ings and paintings by employces of
the National City Bank were ex-
hibited in the windows of a Wall
Street firm; a few lines were devoted
to this event in the papers. Two
years later the International Ladies
Garment Workers Union came up
with a show of works by cutters,
pressers, sample makers, finishers,
and cleaners, all of whom had stud-
ied at classes conducted by the

union. This show got more public-
ity, as prizes had been provided for
— one-year scholarships to the Na-
tional Academy and the Art Stu-
dents League.

The age of innocence was over.
Sunday painters gradually invaded
such professional magazines as Arnt
News, Ant Digest and the American
Artist. Dealers flung open their gal-
leries to the amateurs. This in spite
of the fact that of some 50,000 pro-
fessional painters, only forty per
cent have gallery outlets for their
work; and even this lucky forty per
cent don't necessarily make enough
from their work to get along. In 1947
Elizabeth McCausland estimated
that after twenty years spent in his
profession, the average American
artist was making about $1,150 a

car.

Under these circumstances it is
not surprising that for the past
twelve years or so artists have been
complaining about amateurs stealing
the bread out of their mouths. Chi-
chi patrons, glad to forget the “diffi-
cult” professional artists, readily
sponsor the inferior daubs of movie
actresses and grandmothers. The
breach made by amateurs in the
walls of professional art has led to a
general deterioration of standards.

In almost any other country save
perhaps England, this eruption of
tens of thousands of people into art
would have caused a serious moral
disturbance. Yet Puritan America
was not affected. Children weren't
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neglested because mothers flocked
en masse 10 studios. Nor did hus-
ban_cLs. emulating Gauguin, abandon
their families in order to Sunday-
paint all weck,

W1-m‘r HAPPENED was more in
keeping with the spirit of the
land. As carly as 1892 the editor of
the British Spectator declared: “All
Americans agree . . , that their
country is pervaded by a distaste for
leisure.” The new hobbyists now
made the inevitable discovery that
they had been indulging in a useless
yet costly enterprise — one that
paid no dividends. A hobby should
be usefull Wherever they went,
Benjamin Franklin stood before
them with uplifted finger: “He that
wdly loses five shillings' worth of
time, loses five shillings, and might
as prudently throw five shillings into
the sea."” Few of our Sunday paint-
ers would have understood Frank-
lin's contemporary, the German phi-
losopher Immanuel Kant, who stuff-
ily defined art as “a disinterested
cenjoyment of the beautiful.” In very
few cases had the arts been taken up
as a hobby after a lifelong admira-
tion for the great masters. The utili-
tarian spirit got the better of our
week-end painters, with the result
that a pleasant avocation turned
shrewd and self-secking,

People who would laugh at the
idea of peddling radios patched to-
gether by themselves at home send
half-baked pictures to gallery own-

ers and expect them to be sold. A
friend’s being coaxed into buying a
canvas is worth more than a judi-
clous critic's praise. And if they
can't find anybody to buy their
Sunday efforts, they can still use
painting as a means of self-aggran-
dizement. Only a few art dealers
refuse amateurs wishing to buy wall
space in their galleries for a couple
of weeks, nor are critics overly frank
about calling an amateur’s daub a
daub. Both dealers and critics say
that it useless to try and fight the
amiteur.

You don't find shennanigans of
this sort taking place in France,
where painting is considered a seri-
Ous occupation requiring years of
study, and where even the “Mod-
crns” spend countless hours copying
Old Masters in the Louvre before
launching out on canvases of their
own. One of these Moderns, Matisse,
warned that “you must be able to
walk with assurance on the ground
before you try to negotiate a tight-
rope.” Matisse discontinued an art
school he was running when he de-
cided that his students weren't seri-
ous enough.

In thiscountry of pioneers the “'sel -
mademan” has long been more highly
regarded than the scholar, though
this attitude seems to be changing
somewhat. But, unfortunately, the
“self-made artist” is encouraged
to aspire beyond his sphere by
writers and art teachers everywhere.
Churchill decades ago wrote an es-

.
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say, “Painting as a Pastime,” in
which he warned his fellow-amateurs
that they should not expect to be-
come masters, but must content
themselves “with a joy-ride in a
paint-box.” And then, eating his
own words, he went on to exhibit his
pictures in the Royal Academy!
Though not a professional artist, he
is far less untutored than the public
perhaps supposes, having had the
guidance of many well-known art-
ists, including his friend, Sir Wil-
liam Orpen. Nevertheless, Churchill
urged laymen to throw caution to
the winds and plunge into art with-
out preparation: “There really is not
time for the deliberate approach.”
He described his first trial as follows:

Splash into the turpentine, wallow
into the blue and the white, frantic
flourish on the palette —clean no
longer — and then several large fiery
strokes and slashes of blue on the ab-
solutely cowering canvas. Anyone
could see that it could not hit back.
No evil fate avenged the jaunty
violence. The canvas grinned in help-
lessness before me. The spell was
broken. The sickly inhibitions rolled
away. I seized the large brush and
fell ‘upon my victim with berserk
fury. I have never felt any awe of a

canvas since.

THE UNITED STATES so much has
been done to encourage amateur-
ism that you are surprised to find
artists still sweating away at their
craft in school and studio. One
writer linked amateur painting with

the grass-roots traditions in Ameri-
can art; it is “‘a product of our new
democracy, a Declaration of Inde-
pendence for the Arts.” She traced
this recent rise of Sunday painting
to “‘the assumption that anyone who
wanted to could paint independ-
ently without formal instruction and
without overseas inspiration or guid-
ance,” and referred to the American
folk artists of the Colonial and Early
Revolutionary era. What she failed
to say was that these humble artisans
who painted portraits of farmers and
their families in remote homesteads
never considered themselves in the
same category with trained artists
like Copley, Stuart, or the Peales.
Few of these “limners” would have
dreamt that some day their daubs
would be installed in museums and
fetch high prices at public auctions.
The notion that you merely have
to learn a few “tricks™ (“skills”) in
order to paint has been spread by
hundreds of cynical teachers anxious
to exploit the market. Even some of
the great old men who themselves
had an excellent formal training
forty or fifty years ago, now pro-
claim offhandedly that no lengthy 2
course of instruction is nceded by an
artist; thaI:. i:ls;t.;muwledge would
corrupt the of “pure’’ paintis
now being produccdp._.ll;;
objective school. *“Just
self, follow your insti ;
serious? Or is this the
education of art schools? The
Alfred Sticglitz once coined
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aristocratic statement: “Art is by
the few and for the few’'; he was a
foe of amateurism to his very end.
While it is difficult to draw a sharp
line between the realm of the artist
and that of the amateur — still, a
line must be drawn somewhere,

At first, the trade papers sided
with the worried professionals. When
a veteran like the German surrealist
Max Ernst publicly declared (tongue
in cheek?) that the exhibition, “They
Taught Themselves,” was the finest
show he had scen since coming to
America, At Digest sharply rebuked

im — what right did he have to
mislead the general public? Eventu-
ally, however, two magazines de-
cided that it was good business to
install a cozy corner for the various
businessmen’s, doctors’, and other
amateur clubs, lest their doings get
mixed up with the activities of bona
fide artists. In one magazine, ama-
‘teur exhibitions are reviewed ex-
clusively on an amateurs’ page. Yet
there are inevitable complications.
Grandma Moses is now being fea-
tured among the professionals. The
New York show of the wife of the
Iranian ambassador to the Court of
St. James was reviewed on the ama-
teurs’ page; the critic praised her for
stealing time from hostessing. But in
the next issue the lady indignantly
retorted that she was a professional
painter and expected to be treated
as such.

The worst offenders are, of course,
some of the popular mass-circulation

magazines, Until recently, art was
scarcely one of their more pressing
concerns. In the last few years, how-
ever, it has invaded their pages in
the form of lush color photographs.
But here again the daubs made by
famous military men, actors, corpo-
ration lawyers, dress designers, box-
ers, and hostesses outweigh serious
art to a large extent. It is true that
some of them show an astonishing
skill; but none of them betray a
trace of exceptional talent, freshness
of approach, or boldness of idea, No-
body would look at them twice if
they didn't bear a well-known name.
A few of them are slick portraits;
the majority are landscapes, a sub-
ject preferred by amateurs because
it is believed to ic “easier.”

Ar.‘r 1s Now something that “every-
body can do.” Everybody hasa
sister or an uncle who paints. For a
couple of dollars you can even buy
a sketched-in picture ready for “col-
oring”; numbers on the sketch refer
you to numbered paint pots. This
kit guarantees a “‘genuine” hand-
painted picture. It is hard to see why
everybody isn't happy. The owners
of art shops certainly are — they
have never experienced such a boom.

Yet we are farther away from pro-
ducing masters than we were twenty
years ago. Twenty years is a long
time. Why hasn’t a single man or
woman of talent emerged from the
tens of thousands who put up easels?
A host of copyists are produced,
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slavishly imitating their teachers,
and framing their own pictures as
though they were masterpicces.
Some crities had hoped that
“paintitis” would make better ob-
servers and better critics out of
people who together represent the
general taste. They remembered,
optimistically, what Walt Whitman
had said: “To have great poets there
must be great audiences too,” a
sentence that applies to all the arts.
But these optimists overlooked the
plain fact that the new paint addicts
were not genuine enthusiasts, but
for the most part self-indulgent
philistines interested only in getting
“quick results” from paint and can-
vas. They do not become patrons,
for they produce and have eyes for
their own pictures only. If they do
attend shows, it is primarily to make
themselves seen and heard,
Churchill advocated painting as a
hobby; it was a way to “restore the
psychic equilibrium™ of tired twen-
tieth-century men. It was fun when
it started, but how many neurotics
now belabor the canvas with gritted
teeth, their thoughts centered only
on success? If they are denied recog-
nition as professionals, they cheekily
call themselves “‘Primitives,” though
this term is rightly applied only to
those who, like that coeur simple,
Henri Rousseau, never had the bene-
fit of an education. Actually, of
course, they are neither Primitives
nor Sunday painters; as Manet said,
“There are no amateurs, but only

The cAmerican Mercury

those who paint bad pictures.”
There is nothing reprehensible in
John Doe's painting a bad picture
and getting fun out of it. A danger-
ous confusion arises when unserupu-
lous men who know better seek to
palm it off as high art on an unsus-
pecting public. All standards are
debased and basic distinctions blurred
when daubs are considered even in
the same category with the work
of professionals who have given their
lives and hearts to a cause they put
beyond self.

MEM\-'W‘HILE. the number of “cul-
ture vultures” grows apace.
The deplorable result is the death
of the genuine amateur (literally,
“the lover”) and dilettante (liter-
ally, one who “takes delight”).

*What remains is the narcissist who

turns the “thing-in-itself” into a
“thing-for-himself,” who heaps con-
fusion upon confusion from Carmel
to Provincetown. This is the emo-
tionally immature pseudo-artist,
whose sole God is a fetish called
“self-expression,” this eternal adoles-

his tiny creative effusions.

About a century ago ‘ac
Mann said: *We shall perish by the
very instruments prepared for our
happiness.” th@
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IN OUR READERS' OPINION

THE REAL PROBLEM

M 1 should like to see your October
number of the mErcusy in every
American home. . . . To me it is of
vital significance, especially the edi-
torial, “In the Mercury’s Opinion.”
I congratulate you on your insight
into tic real problem our npation is
facing.

MRS, MARY MAURINE P, ROOT

ARLINGTON, VIRGINIA

WHAT PRICE PRESIDENTS?

» The article that appeared in your
October issue by Serge Flicgers entitled
“What Price Presidents?” was quite
interesting and I would like to offer
my congratulations to the author on
the painstaking thoroughness with
which he has approached the important
subject of campaign financing.

_ Particularly of interest was Mr.
Fliegers' discussion of the role played
by the Citizens for Eisenhower-Nixon
Committee and his statement that
“this intrusion of amateurs into politics
is one of the healthiest developments
we have scen during the past few

However, I disagree with the writer
where he states: “But as regards elec-
toral financing, these groups only serve
to complicate the picture and increase
che cost of elections. Efforts are dupli-
cated and overhead costs for head-
quarters, staff, mailing, and publicity

are often tripled.” As an independent
who has served as second in command
of the “State Citizens for Eisenhower™
since March 1 of this year, I can sin-
cerely state that up until the conven-
tion period we financed and sustained
ourselves in our headquarters at the
Roosevelt Hotel through the efforts
of a splendid group of volunteer work-
ers on our Finance Committee, by
getting small contributions through
an “Operation Envelope” procedure
which brought us from $1.00 to $25.00
per contributor, which was an appeal
to the masses, as well as ro big business.
Furthermore, from the figures we have
received from the National Finance
Commitree, certainly very few large
contributions were received. Aside from
this, you must understand that at our
staffl headquarters we had as many
as 300 volunteers working daily
from March 1 to convention time and
since then in our new quarters at the
Astor Hotel. I believe that our day
and night staff comprised many more
than this figure, aside from the “Youth
for Eisenhower™" which was also under
our auspices, with a velunteer group
of approximately 2,000 young men
and women. This also goes for the
entire State of New York where we
operated approximately 400 Eisen-
hower Clubs, comprising a figure of
close to 30,000 volunteer workers. . . .

Finally, 1 would like to endorse
heartily the suggestion contained in
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the article to establish a permanent
Congressional Committee charged with
supervising and enforcing legislation
governing election practices in this
country. .

LEONARD GINSBERG,

DIRECTOR, EXECUTIVE COMMITTEE

NEW YORK STATE CITIZENS FOR

EISENHOWER-NIXON,

NEW YORK, NEW YORK

A VITAL MATTER

» Serge Fliegers' article,” What Price

Presidents?”’ was splendid. 1 read it

with keen interest. You have contrib-

uted a great deal toward public educa-

tion on a vital matter.
MAX M. KAMPELMAN,
LEGISLATIVE COUNSEL,
UNITED STATES SENATE,
COMMITTEE ON
GOVERNMENT OPERATIONS,
WASHINGTON, D. C.

BASIC PROBLEM

3 1 have just seen the October issuc of
your magazine and enjoyed it very
much. I was struck by Serge Fliegers’
essay on “What Price Presidents?”
which I think strikes at a very basic
problem of our political system.

Such an investigation —to m
knowledge — has not been published
by any other magazine or newspaper,
and [ feel the people should know about
it. Especially, I agree with Mr. Fliegers'
suggestion that a permanent Commis-
sion should be cn:?tcd Ii:c Congress to
supervise and regulate elections.

pl;:ing been active in the Republi-
can Party in both Wyoming and Texas
I do not believe the idea of party dues
is practicable. In the South the poll tax

prevents hundreds of thousands of pec
ple from voting. It is excellent psy
chology to get campaign contributior
from as many people as possible. But i
is the big donations which finance cam
paigns.

Mr. Fliegers' article shows a tre
mendous amount of research and goo
thinking. Let’s have more like it.

MONTE WARNE
DALLAS, TEXA!

FIFTH COLUMMIST DULLES?

» [ have been a great admirer an
constant reader of THE AMERICAN MES
cury for its entire twenty-nine yea
of publication. Many of your articl
have been as beacon lights in a night ¢
darkness.

Try ro imagine, then, my feeling
when reading “In the Mercury's Opit
ion” in your October issue, Page '
Column 1, Paragraph 2, Sentence :
“It was John Foster Dulles who fas!
ioned the Japanese Peace Treaty, tf
only constructive development in tl
Pacific.”” This sentence is pulverizin,
not because of what it says but becau
of what it leaves unsaid. The combine
thinking of your editorial staff, ph
the research facilities available to yor
must certainly have made it cle
that John Foster Dulles is the Ne
Deal’s “Fifth Column™ within tf
Republican ranks.

M. E. ANDERSON
PITTSBURGH, PENNSYLVANI

NO RESPECT

P 1 received THE AMERICAN MERCURY
which I am returning to your offic
as | know as much about Dean Acheso
as you Or your AMERICAN MERCURY
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THAT PUZZLING MAN
UTRILLO

Alfred Werner

HERE ARE TWO Maurice Utrillos; only one of them is
widely known. By now everybody knows the Utrillo who
was born on the hill of Montmartre, Paris, seventy years ago, the
illegitimate child of an illegitimate child, the model, Suzanne Vala-
don; the Utrillo who became a dipsomaniac while a mere boy, whose
mother tried to divert him from complete drunkenness by placing
a paint box in his hands. Life and other slick magazines have re-
ported the strange and utterly unpleasant story of the Montmartre
drunk, who when not painting was continuously embroiled with the
police because of disorderly conduct. His mother came again to his
rescue when he was over forty and this time sobered him by abduction
to a secluded castle, where complete abstinence was forced upon him.
Finally, we have heard too much about another lady, who turned
up at the right moment, when Valadon had become too old and too
debauched to continue as a “jailer,” la bonne Lucie, who coaxed the
middle-aged and docile gentleman into marriage, introducing him to
the pleasures of domestic life and bourgeois respectability.
But little is said or written about the Maurice Utrillo the artist.
It is true that his pictures now hang in the galleries of Paris, London,
and New York, and that his canvases command fantastic prices on to-
day’s market, though critics and art historians, unsure whether they
can afford praise for what they consider an interesting freak, prefer
to keep silent about him. What has been published about him re-
cently reads on the whole like an elaboration, brought up-to-date,
of Frands Carco’s Grade B scenario, La Légende et la vie @Utrillo.
On the rare occasion that a serious writer stoops to consider Utrillo,
the artist, he seems to do so with condescension.
There is a valid reason for the silence of critics. They are often
little more than entomologists: to them an artist is of interest only
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if and when, like an insect, he can be impaled on a needle, furnished
with a label, and safely placed under glass, like a dead beetle. Byt
Utrillo defies all classification. Since about 1901, when he began to
paint, a score of isms have come and gone, but none of them, an.
parently, was as much as noticed by that misanthropic introvert. : 'IPo
make things worse, he has never enlightened anyone about his
“goals.” Modern artists are, as a rule, only too willing to explain
their work, to expound their theories. As recently as the nineteenth
century artists were still too modest, or too deeply immersed in their
work, to reveal themselves anywhere outside their canvases except
in dlanes (Delacroix) or letters (Van Gogh). Today, artists write
treatises, give interviews, explain themselves on television. But
Utrillo’s lips have remained sealed throughout the five decades of his
career. His “writings” are limited to a curious fragment of an auto-
blonghy, mainly extolling the merits of that angel, his mother, and
deploring the baseness of his own character, and to a handftll of
naive verse. Journalists have never been able to extract from him
::]3]; coherent statement on art or, for that matter, anything but small
D1d the Fourth Estate revenge itself for this non-co-operation by
sprcadms countless false notions about this silent man? THhe sanity
of an artist cannot be gauged by everyday standards. In the case of
Utrillo, it is true, there are facts supporting those who for many
years hfwe shouted: “He is insane!” Utrillo was confined in mental
;?::::ltg'ons about a dozen times and once almost managed to kill
But no one has a right to read into an artist’s work “insane”
E]!:aracter:suw on the basis of biographical data alone. Strangely,
rd:réohn.:sh :':e:; :J;tlc bs;usfactory research so far throwing light on the
i i; theY;p 5 kwc?n genius and mental illness or on the traces
o e 3. painters knowul to have been deranged.
i . lagnose S::zny Night as the work of an in-
ist if we did not know that it was by Van Gogh? Were the
Expressionists, who gave us distorted “ugly” pict 11 ?
e gly” pictures, all insane? At
eryon or Josephson, both of whom are

g : .
Ll.aov'-’n to ha}v: perished in a state of mental
ces of their affliction?

We know even |
alcohol. s

illness, begin to show

bout the relationshi i
; ship between genius and
It is commonly held that art and alcohol are “inseparably
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wedded as in the Greek myth Apollo and Dionysos imaged beauty
and ecstasy” (James Huneker) and that artists constitute “a small
group of geniuses , . . whose spiritual and artistic powers are liberated,
at propitious times, by alcohol” (A. C. Jacobsen). It would be nearer
to the truth to say that if drinks are often resorted to by artists, their
use is due to the same circumstances that drive proletarians into pubs:
poverty and lack of attention or security. At any rate, artistic genius
cannot be produced through alcohol: it can be distorted or even
destroyed by it. In the case of Toulouse-Lautrec, his biographer,
Gerstle Mack, believes that evidences of mental exhaustion might be
discerned in his hero’s last works, produced when the artist was
hardly ever sober. In one lithograph of this era the biographer
thinks he recognizes quite clearly “indications of abnormality”; it
is, indeed, a “feverish, confused nightmare, 2 jumble of unrelated
subjects,” unique for its “utter lack of coordination.”

But there is the case of Utrillo, which seemingly upsets the theory
of alcohol’s evil influence upon art held by some writers. The only
good pictures Utrillo produced were done prior to his “reformation,”
i.e., prior to about 1925. Until that year Utrillo was a denizen of
Montmartre and rarely sober. Yet, whatever effects alcoholism may
have had on his development as a personality, his drunken state ap-
parently did not lessen his grip on his subject. His power to cor-
relate sharply defined color planes in a firm architectural pattern is
evident in most of the paintings of this era. With bottle beside his
easel, he worked with a patience and devotion reminiscent of the old
masters. Doubt or disorder never mar the tight construction of these
paintings, particularly those of the glorious “White Period” (1909-
1914) and those of the subsequent “maniére colorée,” when the
weight and severity of earlier years gave way to a poetic looseness of
handling, a lucidity and transparency reminiscent of Japanese land-
scapes of the mid-nineteenth century.

The only aspect to provoke suspicion in an unprejudiced observer
is the rigid monotony in the choice of theme. Undoubtedly, his
pathological misanthropy led Utrillo to devote himself almost ex-
clusively to landscape painting. There are only a few portraits in
existence: awkward, childish, endowing the sitter with a dismal ugli-
ness. The artist did better, but not much better, with flowers, which,
after all, could not upset his delicate equilibrium by talk and could
be arranged and discarded at will. He did well only with landscapes,
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paint, a score of isms have come and gone, but none of them ao.
parently, was as much as noticed by that misanthropic intmvert.’ 'IPQ
make things worse, he has never enlightened anyone about his
“gqals.” Modern artists are, as a rule, only too willing to explain
their work, to expound their theories. As recently as the nineteenth
century artists were still too modest, or too deeply immersed in their
}vork, to reveal themselves anywhere outside their canvases except
in clifmes (Delacroix) or letters (Van Gogh). Today, artists write
treatises, give interviews, explain themselves on television. But
Utrillo’s lips have remained sealed throughout the five decades of his
career. His “writings” are limited to a curious fragment of an auto-
hlogTaPhy, mainly extolling the merits of that angel, his mother, and
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naive verse. Journalists have never been able to extract from him
::])j;_ coherent statement on art or, for that matter, anything but small
D1d the Fourth Estate revenge itself for this non-co-operation by
sprcaclmg: countless false notions about this silent man? THhe sanity
of an artist cannot be gauged by everyday standards. In the case of
Utrillo, it is true, there are facts supporting those who for many
years hfwe shouted: “He is insane!” Utrillo was confined in mental
;jnﬁu:;tfa-cms about a dozen times and once almost managed to kill
But no one has a right to read into an artist’s work “insane”
::::c;:sbt::n c;;:tlih:a E:sf;zt :f biographical data alone. .Strangcly,
i b ry research so far _throwmg light on the
e i;-, = ;Drk O?fn genius and mental illness or on the traces
i painters l;nowr:. to have been deranged.
el lagnose S:f:rry Night as the work of an in-
ist if we did not know that it was by Van Gogh? Were the
Expressionists, who gave us distorted “ugly” pi i !
e gly” pictures, all insane! At
ork of Meryon or Josephson, both of whom are

knOWn to hﬂ pe =
ve ]1S]lcd n a state 0{ m lltal llilleb\;
(e
traces 0{ !hel.l aﬂillﬁlﬂll‘

We know even 1
alcohol, Wy

begin to show

bout the relationshi i
Fo ship between genius and
tis commonly held that art and alcohol are “inseparably

Wen M’l l;(,t

That Puzzling Man Utrillo 67

wedded as in the Greek myth Apollo and Dionysos imaged beauty
and ecstasy” (James Huneker) and that artists constitute “a small
group of geniuses . . . whose spiritual and artistic powers are liberated,
at propitious times, by alcohol” (A. C. Jacobsen). It would be nearer
to the truth to say that if drinks are often resorted to by artists, their
use is due to the same circumstances that drive proletarians into pubs:
poverty and lack of attention or security. At any rate, artistic genius
cannot be produced through alcohol: it can be distorted or even
destroyed by it. In the case of Toulouse-Lautrec, his biographer,
Gerstle Mack, believes that evidences of mental exhaustion might be
discerned in his hero’s last works, produced when the artist was
hardly ever sober. In one lithograph of this era the biographer
thinks he recognizes quite clearly “indications of abnormality”; it
is, indeed, a “feverish, confused nightmare, 2 jumble of unrelated
subjects,” unique for its “utter lack of coordination.”

But there is the case of Utrillo, which seemingly upsets the theory
of alcohols evil influence upon art held by some writers. The only
good pictures Utrillo produced were done prior to his “reformation,”
i.e., prior to about 1925. Until that year Utrillo was a denizen of
Montmartre and rarely sober. Yet, whatever effects alcoholism may
have had on his development as a personality, his drunken state ap-
parently did not lessen his grip on his subject. His power to cor-
relate sharply defined color planes in a firm architectural pattern is
evident in most of the paintings of this era. With bottle beside his
casel, he worked with a patience and devotion reminiscent of the old
masters. Doubt or disorder never mar the tight construction of these
paintings, particularly those of the glorious “White Period” (1909
1914) and those of the subsequent “maniére colorée,” when the
weight and severity of earlier years gave way to a poetic looseness of
handling, 2 lucidity and transparency reminiscent of Japanese land-
scapes of the mid-nineteenth century.

The only aspect to provoke suspicion in an unprejudiced observer
is the rigid monotony in the choice of theme. Undoubtedly, his
pathological misanthropy led Utrillo to devote himself almost ex-
clusively to landscape painting. There are only a few portraits in
existence: awkward, childish, endowing the sitter with a dismal ugli-
ness. The artist did better, but not much better, with flowers, which,
after all, could not upset his delicate equilibrium by talk and could
be arranged and discarded at will. He did well only with landscapes,
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or, more precisely, with the old crumbling walls of Montmartre—
exceedingly well.

By contrast, the majority of the paintings Utrillo did in the past
quarter of a century, as a “prisoner” of the Chateau St. Bernard or,
more recently, as the gentle squire of Le Vesinet, are so uninteresting
that they need not be considered here. The motifs chosen by the
“dry” Utrillo are exactly those of the “wet,” as in his younger years,
painted from memory or from picture postcards. But the dynamic
force that drove the young, unreformed artist is gone. Many artists
gave their best when they were very old—Titian, for instance, Pis-
sarro, and Renoir, and today Matisse and Rouault. But Utrillo’s
recent daubs, though superficially “pretty,” are not worth the money
given for them by collectors who buy names. Ten years ago, when
Utrillo was only sixty, a New York T'imes reviewer summed up the
situation by saying: “If it is a delight to be able to report on an
artist’s progress, it is, conversely, heart-breaking to note an artist’s
deterioration.” Today, the sad text can remain unchanged.

Here we are only concerned with that part of Utrillo that will
remain, with that Utrillo who painted one masterwork after another.
There is need for an evaluation of his status. Among French critics,
a few attempts have been made to analyze this strange man and to
find out what made him tick, but these attempts are not quite suc-
cessful or convincing. Maurice Raynal, in particular, concedes in one
sentence that in Utrillo’s best paintings “one can see a carefully
thought-out design, that well-knit ordered structure which the Im-
pressionists never achieved.” Yet a few lines below he claims that
Utrillo “never started out from any well-defined plan.” Raynal
sums up Utrillo:

The most plausible explanation of Utrillo’s curious gift is perhaps to
be found in the theory of some sort of unconscious automatism. If my
memory serves me, Utrillo’s movements as he painted seemed involuntary,
never deliberate. With him the act of painting was as unthinking as that
of the pianist who improvises while carrying on a conversation or reading.
This automatism in his case seems bound up with a certain animal sensu-
ality, potent and uncontrollable.

But t}?e pianist’s effortless improvisation vanishes with the mo-
ment, unllk'e a composition which is the result of planning and labor
and is destined to remain. Except for doodling, no graphic effort

Wen /‘(&’c ::u
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is automatic. By Surrealists as well as by Jackson Pollock and his
clan claims have been made that art can be produced by the unfet-
tered stroke of a pencil or brush and by other means with no control
whatsoever exercised by the conscious mind. But most other artists
have contested this heatedly. Chagall, often called one of the fathers
of Surrealism, categorically denied that this is a workable method,
and psychologists also dismiss automatism as a method of producing:
anything but the dribblings of psychotic patients. In his introduction
to a recent Utrillo portifolio, Raynal talks about the master’s “Un-
conscious” as the active force and adds:

Perhaps, then, the most satisfying explanation would be to regard
Utrillo painting as we regard the work of certain children whose genius
confounds even the greatest masters. Unless we prefer to liken poor
gentle-natured Maurice to one of those village “innocents” who sometimes
have an eerie knack of glimpsing across the twilight of their minds the most
fantastic, yet truest aspects of reality.

But Raynal knows only too well that no child and no village idiot
has ever produced an oeuvre. What the critic should have said might
run as follows:

Personally, T fail to understand Utrillo, with whom I have never had
a conversation, although both of us have “met” dozens of times. In all
likelihood he has never talked to anyone about his pictures except to his
mother, who has long been dead, or to his pets, whom I cannot interview.
That a strong intelligence was at play when Utrillo produced the pictures
that have made him famous I am not going to deny, even though I would
be at a loss if T should try to explain how this drunk was able to produce
them.

Alas, Utrillo has never been pictured as what he actually is: a
man outside his time, holding out alone against the main stream.
Much younger than Matisse and Rouault, slightly younger than
Picasso and Braque, he stands alone against the general flight from
reality. He was already painting, alone and isolated, when the
Fauves, the “Wild Beasts,” were starting the destruction by the use
of pure, unbroken colors. The Futurists, incorporating the speed
and noise of the machine world into their canvases; the Dadaists,
with their iconoclastic mockery of all canons of art; the Expressionists,
carrying further the spontaneous distortion of the ordinary forms
and colors of nature; the Surrealists, believing in the omnipotence of
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e dr_eaﬂ;,rﬂ-t!;::';; Egrﬂﬂf; of Montmartre,” who kept on painting the
n;)cli es;!‘:tetsoof Paris in a “raditional” way with the relentless fervor
0 .

= a:«io;zr;;l:m:hg?g’fnﬁt there are many definitions of realism and
many diEeren: schools of realism since the remote days when Zf:uxis
painted a bunch of grapes at which bird§ pecked, or Apelles Pa;mcd
a horse so like a real one that mares ne1ghed upon‘ approaﬂ-nng the
picture. Actually, there exists some “selective” or ¢ abstract ‘t‘cndcn-
cy even among the representatives of what we may c.al}‘ P}-wt(i;
graphic” realism. Utrillo is so onc~sided,_so abstract in his “realism
as to refuse to see anything that does not interest him. For instance,
no people look out from his windows; the shutter§ are always drawn.
In many of his paintings no people are seen even in the streets; lamp
poles seem to take the place of pedestrians and create an eerie effect
in so doing. In some, a few people are visibl_c‘, but only as color spots,
serving as focal points to hold the composition togethc.r. In more
recent pictures people appear as recognizable human beings, but the
artist’s misanthropic attitude can still be inferred from the fact that
the figures are nearly always moving away from the spectator. Usual-
ly they are unattractive females, large-hipped, plump fishwives, re-
flecting Utrillo’s contempt for women. '

But no other artist has observed as thoroughly the “life” of
houses, the gradations of grey, the transformation of wa:lls by the
course of time. Here, unwittingly and unwillingly, in his attempt
to achieve the utmost of realism, he submerged his work in an at-
mosphere of Surrealism. He might deliberately sl-fut out huma:;
beings, animals, and modern vehicles, but his fanatical eye wo‘ul‘
remember a dark spot on a light wall. At the height of his artistic
career, in his “White Period,” Utrillo, to render the color of the walls
as accurately as possible, mixed the zinc white with plaster and ap-
plied it with palette knife in heavy impasto, as a mason covers brlclf'-;
with plaster. In his frenzy of “realism,” he would have added, 1
possible, moss and fungi to recreate the mildewed and weed-grown
walls, as the Cubists made their collages.

Before him, the Impressionists had tried to look at nature ob-
jectively and, fortunately for their art, frequently failed. For th?
artist’s task is to produce something new by joining the materials 0
nature with the mortar of his mind; the “objectivity” of the camerd
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is as undesirable a suppression of the individual’s will as is “auto-
matism.” Two Impressionist colleagues painted the same haystack
under the same sunlight and yet produced widely divergent pictures,
all attempts at “objectivity” notwithstanding.

It is to the credit of Utrillo that he, who saw as a young man the
then celebrated pictures of the Impressionists at the Durand-Ruel
Gallery, did not imitate them. Untutored artists often succumb to
the first influence they encounter, and Impressionism was a power
about 190o. It aimed at a scientifically accurate representation of
nature, its philosophy demanding full devotion to optical truth. A
painter like Monet was satisfied with being “an eye,” with painting
light as it hit his retina. Utrillo did not follow Monet, who, yield-
ing to nature, went so far as to dissolve everything into dazzling at-
mospheric vibrations, to recreate the layers of air between himself
and the subject until all feeling of its solidity had vanished,

Utrillo preferred Monet’s older colleague, Pissarro, who never
forgot that it was the artist’s mission to use the life around him as
raw material from which to create new things. Impressionism, once
considered a revolutionary movement, is now rightly regarded as
the last breath, the final phase, of the Renaissance ideal with its in-
tellectual approach to art. Being genuine artists, the great Floren-
tines and Venetians instinctively turned against super-realism, con-
centrating on good design at the expense of verisimilitude. Design,
as we all know, is re-creation, arrived at by an emotionally achieved
and yet carefully planned arrangement and even distortion of all
that nature reveals to the eye. By selection, the artist creates as he
filters the mass of material surrounding him through the fine screen
of emotion. This secret of creation was known to all ages except the
epochs of artistic decline, when the copying of external appearances
was emphasized. Notwithstanding their emphasis on science, the
Renaissance theoreticians knew what makes art real art; vide Leon
Batista Alberti, who said of a certain artist that he “greatly injured
his glory because he was more zealous in catching resemblance than
in attaining beauty.” In our day the still insufficiently estimated

American contemporary, Max Weber, knew where to put the stress,
when, dismissing cold intellectualism, he condensed his life’s ex-
perience: “Emotion is as the sunlight to the seed of art, and the seed
in time is fruit.”
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Though often decried as unintelligent, Utrillo also knows the
secret of art. He never sacrificed plasticity of form to capture fleet-
ing atmospheric effects. For the sake of good design, he dared to
tamper with nature, changing the perspective or omitting details. Or
he might, for the sake of interesting design, look down upon the scene
from a window, an approach reminiscent of the perspective plongeante
—the sharp downward view—favored before him by Pissarro. Oc-
casionally, he would go very far in his trend towards abstraction—
are there still people who do not realize that every work of art,
worthy of being considered one, is “abstract” to a degree! In pic-
tures like Les Fabrigues and Rue de Crimée he reduced houses,
chimneys, and windows to geometrical statements, to arrangements
of horizontal and vertical lines, filling in the forms with color. In
many of his pictures of Montmartre, the flat planes in the foreground
are balanced by the hemisphere of the Sacré-Coeur cupola in the back-
ground, a contrast of shapes which fascinated Utrillo. As a matter
of fact, in some of his best pictures the subject matter is the least
glamorous, his choice being the unsung sights of Paris, les murs
miserables, les maisons tragigues. The artistic appeal of the canvases
depends largely on composition and color, the well-balanced relation-
ships of hues and geometrical forms. In some of these paintings the
semiabstraction of De Chirico’s deserted streets is anticipated, in
others even the bold experiment of Piet Mondrian and De Stijl.

How a man whose art shows so many facets can be shoved into
the category of “neo-Primitifs” together with such second or third-
rate folk artists as Dominique Peyronnet and Camille Bombois is
hard to understand, but this operation was recently attempted in
France. While his paintings speak the lingua rustica, the uncouth
argot of the Parisian gamin, they penetrate into deep levels of human
consciousness. Utrillo is no equivalent to our lovable, but grossly
overrated, Grandma Moses. He is not a mere recorder; out of vistas
he has created an imaginary world, as was done by men like Guardi
and Canaletto, Piranesi and Hubert Robert, Corot and Meryon, and,
in our day, by the Italian, De Chirico, and the American, Edward
Hopper.

There are many differences between Hopper and Utrillo, who
were born within a year of each other. The American uses thin
colors and draws all subjects very carefully. There are fewer com-
plete “misses” in the work of this master, who labors very methodical-
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ly and in a sober spirit, than exist even in Utrillo’s “wet” period,
when masterpieces could be followed by inferior daubs. But Hopper
and Utrillo have many features in common. When a fellow painter
once endeavored to call Hopper’s attention to a group of skyscrapers
by saying that they would make a wonderful composition, the
master dryly replied, “Anything will make a good composition!”
and walked on, Utrillo might have made the same comment. Like
the Frenchman, Hopper has painted many houses and streets that
are uninteresting per se, and he has left out the human element; fire
hydrants, lamp posts, barber poles, and telegraph masts take the place
of people. Buildings are Hopper’s “sitters,” and he manages to
portray them well because he has stripped them bare to their “souls.”

Utrillo is the greater of the two because he did not seek out
merely the banal; he portrayed the ugly and made it beautiful.
Once, showing a canvas to his mother, young Utrillo asked: “Is this
ugly?” Suzanne Valadon’s reassuring reply was, “It can’t be ugly
enough!” Her answer indicated how strongly the artist Valadon
resented the surface pleasantness which was the only beauty acknowl-
edged by the academies. Utrillo himself would, in all likelihood,
agree with 2 more eloquent painter of an earlier generation, John
Constable, who insisted that he never had seen an ugly thing in his
life and that, whatever the appearance of an object, a painter could
always make it beautiful.

But poor Utrillo does not have the gift of clever talk; that is
why people always underestimate him. Of course, a stupid man
could not have painted, as Utrillo did so many years ago, the Place
du Tertre (Tate Gallery, London), The Berlioz House (The Art
Gallery of Toronto), or The Philosopher’s Tower (Museum of
Fine Arts, Boston), to name a few masterworks that are in public
collections. One may say that, with all his shortcomings as a man,
he then had the wisdom of Kaspar Hauser, the mysterious foundling
of aristocratic birth, or that of the Little Prince in Saint-Exupery’s
fairyland. At any rate, he had an astonishing feeling for construction
and an unerring sense of color relation, denied to many a more verbal
colleague. At that time, Utrillo’s paintings could be had for a few
francs; it took the art world many years to become aware of this
unique combination of childlike naiveté with the demoniacal fire that
is the unmistakable stamp of genius. Even today the fantastic sums
are largely paid for the legend, not for the genius of Utrillo.
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Today he is only a shadow of what he used to be, a frail old man
whom his dominating wife, who could have been invented by Strind-
berg, coaxes to paint or to pose for press photographers. Monsieur
Maurice has become a world celebrity and a gold mine. He talks
}ess than ever before, but the good pictures still speak for him, ideal
images of a classic beauty, displaying 2 masculine vigor, even brutality,
of expression that will live when all faiseurs de beauté are forgotten.

. ]
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MRS. MAURICE WERTHEIM
43 EAST SEVENTIETH STREET
NEW YORK 21, MN.Y.

May 27, 1957.

Mr. Alfred Barr
Museum of Modern #rt
11 West 53rd. Street
New York 19, N.Y.

Dear Mr. Barr:

Dye to illness in the house I was unable
to attend the Picasso opening the other evening.
T heard that it was wonderful and I am more than
sorry to have missed it. I was particularly
sorry as I did want to thank you personally for
having been so kind to my friends from Smith that
afternoon. I do so appreciate your kindness to
them and the favour you granted me. I had glowing
reports from the girls themselves. They were
thrilled.

With renewed thanks and looking forward to
seeing the exhibition next week,

Very sincerely yours,

CBY/mlg
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Mareh 6, 1957
Dear Mr, White: -

Thank you for your letter of February 26.
Although I am not sure that she does own
the Honet you ask about, I do know that lrs, lellon
Y MthmwM mduy-:"--_-ru-
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Sincerely,

..-,I'J—"“i" E it

Mr. Gabriel White
Arts Council of Great Britain
L St, James's Square

Iandou B.W.-l
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WHITNEY MUSEUM OF AMERICAN ART

@ ERTRUDE V. WHITNEY, FOUNDGER

22 WEST S54th STREET NEW YORK 19, N.Y.

December 27, 1956

Dear Alfred:

Qur colleagues of the Museum of
Modern Art may want to know more about the
new organization, Friends of the Whitney
Museum of American Art., I hasten to add
that we have no designs on your pocket-books!

With all good wishes,

Sincerely yours,

~A%;?§; .[_}-irect.or

Mr. Alfred H, Barr, Jr.
Museum of Modern Art
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Dear Mr, Wickman

I can'’t apologize sufficlently for not having
mm‘dmhturormﬂnm. Ihd,.lnﬁhrdhd.
mmumummuumummm
mxlmdiomtlwhau some WMIMM
send yous

Meanwhile, I hope you will forgive my

v
silsnoce, B
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The Hague, november 25th 1955,

Mr. Alfred H, Barr Jr.,
Yuseun of Modern Art,
11 West 53rd Street,
New York 19.

Dear Mr. Barr,
Thank you so much for your kind letter of november Tth.
Owing to much work I was not able to accomplish my
translation of the paper on American painting.

However I hope to finmish it before the end of the year,
After finishing T will send it direetly to you.

With my very best regards,

sincerely yours,
L sl

-
Dr. L.J.H. Wijsenbeek,
Director

/e
- e LA > m M‘\
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THE MUSEUM OF MODERN ART

Date October 5, 1955

Re: Visiting fireman

Dr. Wiesenberg, Director of the Hague Museum is in town. He saw Mr, d'Harn,
yesterday and is most anxiocus to see you. He suggests Friday in the aftermoon.

\3
Would you like to have tea with Dr, Wiesenberg on Fr:.day }ftemoon? If so,
I shall call him and set the time.

-

Next week looks so hectic that it seemed best )6 get it over with.

(g2

Warie

Secretary to Mr. Barr

ROW g&
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November 7, 1955

.., Deaxr Mr, Wigging

- Ay " I'am afraid that the only reproduction available
Lot the. .m& Levine'"Election Night" is a black and white
'phd he. If this would be of any help, you could order
an’ glossy print directly from Miss Pearl Moeller of our
smft.,

f -:,..r;; :Jack Leﬂne'
211 ms ot r'rauct.‘omorthil
do, I would Wm"‘“'
Secretary to Mr, Barr
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MoNWEAHl—P OF

GoM

STATE BOARD OF EDUCATION
RICHMOND, 16

November 2, 1955

Dr, AMlfred H, Barr

Director of Museum Collections
Museum of Modern Art

11 West 53rd Street

New York, New York

Dear Dr, Barr:
In your new bulletin, PAINTINGS FROM PRIVATE COLLECTIONS, a twen
fifth anniversary exhibition, I noted a reproduction of Jack Levine's

ELECTION NIGHT. Could you tell me if you have reproductions of this
painting for sale? If you do, I would like to purchase one.

Assistant Supervisor
Art Education

RGW: jsh
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WILLARD
GALLERY

23 WEST 56 ® PLAZA 7-3830
NEW YORK CITY 19 N. Y. July 6,I1955

Dear Alfred;

You were most thoughtful to send me two

copies of t he letter which you recieved

from Andre Masson. It so happened that

Mark arrived back from Europe on the 27th,

and I was able t o show him the letter

almost immediatly. He was very pleased.

I hope you have a wonderful summer in Europe.

Sincerely,

Mr Alfred Barr,Jr.
Museum of Modern Art
II West 53rd Street
New York I9, N.Y.
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" cct D, Miller

T

June 27, 1955

- -

. Here are two copies of a completely unsolicited
letter from André Masson, IWM'GW%‘SM“

T -~
» ol v

and send the other on to Mark Tobey,
I hore you and Uan are having a good rest, =

& Tou ti=t w; alpese &% Ve ond
e tey TReor with Um persanets

s T sy cels, 7o the A0 YW

| : g'rwb ?’

% rlilote e O

-«

< '
4
3 “Mrs, Marian Willard
& " Locust Valley, Bimecwaly,
" New York PRGBS
P - AMBima
\ Llfrad H, Darr, &F,
= shsster of w@e Hucerw Oodlncbiond
5 .
{ T
| |
I . -
)
\‘ T —
v
¥ '—-—-n:—— - g — ":x' — 4
b ) - . - "y .
i - L » " : ¢ $" "r ‘_'.'_ ]J..'.T:
i e Y0 3+ v Jk"_.“ o
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22 September 1955

Dear Mr, Wilsons
Thank you for sending me the cover of
D oaada o Rational Magazine” mmlahanthl’m
nmmqrmorm'm”m‘ﬁ' :
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Babsows Canadian Reports

Limited

DEVOTED To PROTECTING CAPITAL AND INCREASING INCOME

HARBOUR COMMISSION BUILDING,

Toronto I, Camada

September 15/55

Dear Mr, Barr:

I enclose a cowver painted James Hill
for Maclean's Magazine of about a year g two ago.
This publicatiom bills itself - with comsiderable
truth - as "Canada's Natiomal Magazine™ and might be
compared with the Saturday Evening Post inm the Unmited
States = although the cover art is of a considerably
higher level, im my opinion.

I saw your name mentioned im the reference to the
cover story im the July 15th issue of Forbes', re
Bulls im Bohemia and it came to my mimd that you

not have seen this Maclean's coverg also, that
you might find it emusing.

Just as a guess, I would say that the lower left
painting - suggzesting a charging bull = is more or
less based om the work of Jack Bush, a youmg Canadian
artist who haw had several very successful one-man
shows in Canada.

I was recently able to spend a week im New York - my
first vEsit since 1953 - and was able to pay my usual
enjoyable visit to your institution. However, I was
not able to see it all, for a comsiderable portiom of
the top floor was closed off, Although there is no
obligation, 1f this cover gortrait does supply you
with any amusement, then, would very much appreciate
a courtesy pass to get imto tire institutiom for another
time to see the whole of the top floor. I will be
returninmg to New York some time im the late fall,

Yours truly,

Dol S W
S ;2%':?;' Canadi orts

Although obtained from sources believed by us to be accurate, our reports, opinions and aduices are not guaraniced. Moreover,
they are given in strict confidence for the use of clients only in accordance with our Subscription Agrecment.

—_—— —— e

B s &
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m AsTUMe mlug o
:;::Jkl not “‘hwrefund ?:htl lmmndigcly mtumMmd mnhﬂa}.{h"
m::ﬂ:lm be hul.nd in mirict gc'mﬂd o&u’ lra'
u.r::: byﬁlriud mj ﬂnm“:.l,:ao for b )
Ll met B0

mergin or bomlmod money. T“ERIA:“L“&
‘\IE"!.R CIVEN AS AN OFFER OR SOL!GI‘I‘ATIO\I WITH
RESPECT TO THE PURCHASE OR SALE OF ANY
SECURITIES.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

y Collection: Series.Folder:
The Museum of Modern Art Archives, NY AHB I.A.325

W‘L‘“r\-h/\

-

; X mADISon AVENUE AT 58TH STREET
TELERMONE ELOORAGS 32000 Bl NEW YORK 22,N.Y

ARLE ADODRERS: MADISOTEL

\/uﬂyww

SUITES FOR YOUR ADDED COMFORT

SOME AIR-CONDITIOCNED RQOMS AND ;
i ONTAIN 21" RCA TELEVISION SETS

ALL TRANSIENT ACCOMMODATIONS C
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ce: D. Miller Wtuth"?_&

Dear Mrs, Winstont

T am delighted to have the new catalogue
of your collection, It is very handsome indeed and makes
wmoutﬁuat.er. I am going to arrange to moq‘t;{oyau

-

‘in Detroit, but I am not sure that I can do g0 on tﬁis hurried

trip, __

A . It was u‘ggea_.t_ pleasure to .'da;jroi:n both
. “~Tuesday. I am glad you nhed our new Boccioni.

: ‘Sincerely,

P,

»
F

ilfred. H. Bm'._lh'-

¥ A

b
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" MUSEUM B¢ &a&'ﬂﬁ ARY y . o 19

D Wl

Mareh 29, 1955

D-i"h'.‘ &aﬂwm- MIRCHASE ORDIR

That was & most delightful and exiiting
« I enjoyed meeting you and see= ..
enormously -- indeed perhaps too
of an hour late to
dinner at my brother's. (Had it not been for your
excellent, Chauffeur, T would have been evon later.)

Itm‘.rnny': ly a great surprise to see
a collection so fresh and unconventional in its cone
tents. You can't imagine how bering it is to enter
one house after another adorned exclusively with
Utrilles, Modiglianis and Dufye, . .
! '!hm;h;;;ro'raurjgudtj.-
and do let me know what futhber treasures you ace
quire,

Sincerely,

caveab A

ANTSCRITED BY

llfrd . m’ Jre

Mr. and Mre, H'n:v.a hawsis Wwmston
UBZ Asprs oo

Birwedighara M cbuagols,

b S looking over my notes I cannot remember
seen the Balla Bullet, How could I have
it*and do you by any chance have a photograph
can send me, since I have heard of this picture
) but have never seen it or a repreduction of it.

*G'I.I.," Wiiiaa vl
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"THE MUSEUM OF MODERN ART 11 WEST 53 STREET NEW YORK 19 N.Y.

vo Pyrawid Travel Service, Ine.  pam_ Mareh 16, 195§

67 Wall Street

PURCHASE ORDER N2 59855
New York City

PLEASE PUT ORDER NUMBER ON INVOICE
INVOICE BEARING ORDER MNUMBER SHOULD BE MAILED
DIRECTLY TO ASST. TREASURER'S OFFICE.

UNIT PRICE

Train fares New York to Detroit via the Wolverine .
Marech 19 fara 33476
" roometie 10.07

Plane fare: Detroit to Pittsburgh via Capital Airlines 16472
Tuesday, Margh 22

ORDERED BY.

"

AUTHORIZED BY

ror (ainge b v 7 d@ﬁﬁ
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February 8, 1955

Dear Fraulein Winter:
Of course I remember very well our
neeting in Badgutein in 1931 and our talks about Regens-

: ; M Mmdeitantheploumurtomtnr.w

uhoie viait. to t.ha Huaem I anamd He will tring you my
P ROPON ) k= LR 7TOWNTER
mat. oo:rdinl greetinga.
BRI NI SOOI
Sincerely,
LSNED s

RGN OF MODESR 4%

Alfred H. Barr, Jr.

Fraulein Oretal Winter
Stahlzwingerweg 10
Regensburg, GCermany

Gurge Munsem 09llecw 5
- AHBim




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY AHB T.4.325

< R i
W t(f‘t{m -y
20 July 1957
CABLEGRAM TO¢ PINACOTECA BRERA MILANO ITALY
COMMOSSE CONDOGLIANZE PER FEANANDA WITTGENS GHANDE ANIMATRICE

DIFETTRICE AMMIREVOIE E CORDIALE AMICA

ALFRED BARR
MUSEUM OF MODERN ART

CABLEQRAM TO: MADAME EUGENIE KUPKA
7 £ WE LMAT™E
PUTEAUX~SUR-SEINE FRANCE

PROFONTES CONDOLEANCES POUR FRENK KUPKA EXTRAORDINATRE PIONNIER
DE 14 PEINTURE ABSTRAITE ER AMI OENEREUX AMICALEMENT

| ALFRED BARR

| MUSEUM OF MODERN ART

3
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Unfortunately,
the difficulties which stand in our way are stillmore serious than

during the war. have got to keep up in spite of everything and
to never get di

I am looking forward to meeting my friends of the Museum of Modern
Art next summer, 2n they here for the biennal show.

In these days I cannot helt thinking of the nice time I enjoyed exactly

two years ago in society!

All my best wishes for 1956 1o you and your wife!

Very sincerely yours

ﬁm& %?' i
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PINACOTECA DI BRERA
ILANOQO

" IL DIRETTORE

a day on
nasty
Now : X v o tell you how deeply
grateful I am for your preser with the fine book on the Museum
to make a review
( a Milanese review

to offer you before long.

of Modern
of it and
which I

Unfortunately, art

is suffering from a financial crisis, and

the difficulties stillmore serious than

during the war. @ have got to keep up in spite of everything and

to never get

I am looking forware friends of the Museum of Modarn

the biennal show.

the nice time I enjoyed axactly

Art next summer,
and your wife!

Very sincerely yours

el T
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n' J NG
Dear Dr. 'ﬂﬁﬂém;

Forzive my unrt. answering vour letter Lefore this,
Itm-ddmudtowrwandmdsmnd. In any case,
I regret to say my delay is unimportant, since we have no
lecture fund and quite rerely hold lectures. Otherwise
we would certainly consider your suggestion .boug “

“ . very serdously.

am returning his curriculum vitae to
th:lnldnit.-lghthouumdm, :

3
1

:-;. __..lyld.ngutuguﬂut.om 14
. “incerely, ey

2
0 studs

States. R

& possibils

a fow mosihe mmﬂ.hma%
aegtiomed W s ¥

" Department of Muumm

iu York 27, New York
 AHBma
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Columbia Tniversity
inthe Citpof Aew Pork
[MEW YoRK 27. N. ¥.]
DEPARTMENT OF FINE ARTS AND ARCHAEOLOGY

7 January 1956

Dear Mr, Barr:

I hope you will forgive me if
I approach you in the following matter.
My assistent in London (who is holding
what you would call an instructorship in
the University) is working on Degas as &
Ph.D., thesis. He is, of course, anxious
to study the collections in the United i
States. My problem at present is to find ,_.i
a possibility for him to come over here for - o
a few months on an invitation. Somebody ﬁC’
mentioned to me (I think it was Harry Bobaiu
that the Museum of Modern Art might be
interested and also in a position to ex-
tend such an invitation. Davey would, of
course, like to lecture on Degas and other
aspects of 19th and 20th century art.

It is hardly necessary for me to |
say that I think very highly of his work. A
He is by the way a resourceful and accom- ,.-‘,
plished lecturer, For your information I
enclose his Curriculum Vitae. I want to men!
tion that I am approaching at the same ti-

funds for such cases are sometimes availablé
If you have any other suggestion, I should )
be grateful for your advice,

With all good wishes for the New |

Year,
Sincerely yours,

R W etlomerr

9, Wrgheritia Nodigliani-lU.Fapia ¥1 : TRINOR
18, Mauriee de viaminsk 1¥,.0rtie de Tazate 4. . zm.a..

: ret fmeonvenienss and additiomal work thia may ssuse
'nt lﬁouli mesn 40 sueh to we and Alfved HiBdaw) iWini “._

%“‘“}wt s Lypfuinsna in Saiws
un. n,lw

tare Traly
!ortl!. ln!ut > V.

L
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Dear Mr, Wittling
I am glad to send you the addressed of the

followings

e ) M, Constantin Brancusis "11 Impasse Ronsin, Paris 15
Pear Mr. Barr, upmu. uawn-wm-

I sn & profesaliona

Amerisan Cemler v.;"n#?w

“A Beluctant JIrI?_.,

Company,New -or-r.i\

outstanding tooks Iis haul_‘.a.nue T

lemguages.

. E ] rt ie
ropuntly engRged iz writing -ﬁgﬁ‘
tu:-ﬂ};af palil r‘ "‘tm u.m.:a:lv: sentl 91 uauu-u & xten-

;t:" ::C‘.ﬂ!g'-?; ly.‘l‘_ﬁ'i;m e Ly Mm?ﬁ;ﬁ.
ure te I-m
::dthla subjeat.Howeve r.....uri J !b“ s“‘rﬁ in? m#ﬂ

oh 1 '-myum Ve have
:“:nnmL ag Lthe libexrty oI 5-:‘-'%‘.‘%.?

t e following?
I‘_.W' Et;n L) mqwﬁmm

¥, t tin Jrapcus
le Ceaelan Mw o, 4 pus'rl'l . il‘u‘; L

. Jesn Tuhieh you request,

- Jaeques Lipshits LJesanuele Mo “e.l“lh
v ;

410D p adre Jaluon
aritts Modiglissi -10.Pable } Mﬂﬁ"
e 72 1. 0rtin de « Thorowska.

o
L
'

JMauriee d4s Viaminek

as {BooR YL pddltionel SOrk LAl s BAY ShL4e
- . Y s BENUS

L sO0LLA :'.'il-‘ i 7 '.; 10 He R m&-m‘.ﬂ ¢ WN,

k( ,l.“m [ b i } o4 i W
LU Vest Street

Apartment 3-C
New York 19, New York
AHB: ma

W
!u' ™

R

s a S VLT 1 'u'.h LN
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Tadeusz =A. Wittlin
440 West 56 Street Hpt. 3C
NVew ‘!rmﬁ 19, =/Vew ‘yotﬁ
Tel: Plaza 7-1640

February 16th,19566.
Dear Mr, Eerr,

I am a professional writer,a member of the P.E.N.Club
Ameriesn Center and an author of several books,the last ome
“A Reluetsnt Traveler in Russia”published by Rinehard and
Company,New York,on the Herald Tribune list &s ome of the
outstanding bocks in America,and translated into six
languages.

I am presently engaged in writing & new book about Art inm
the first half of the twentieth ecentury.This requires exten-
sive research work in which I am busily engaged.Thus far,

I have consulted approximately two hundred books,gathering
accurate material with which I ean do & good literary job
on this subject.However,there is still some information
which is necessary through personal contact and therefore,

I am taking the liberty of asking you for the adaress of

the following:

1. Constentin Brancusi — 2. George Beague ~3.Marec Chagall

4, Jean Coctearu — 5., Jacob Epstein 6.Foujita
7. Jeseques Lipehitz 8.Emmanuele Modigliani

9., Margheritta Modigliani—10.Pablo Picasso 1ll.Andre Salmon
_12.Mauriece de Vlaminek 13.0rtis de Zarate l4.Madame Zborowska.

I regret any inconvenience and additional work this may eause
you but it would mean so much to me and would be helpful to me,

|
I would like to thank you for your helpfulness in this

direction.
Yours Truly

beel

ABim
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ta”ilf red - this photograph .has. never been m‘—
immed to me.. Unless you remember receiving

it in some unusual y 1111
enquire atout 14, ay, call them and

Marie

a large photograph of Matisse's “[a Darse"; the Museus of
Modern Western Art, Moscow. T hope that you will handle 1t
Ty Srskidy; 68 1840 & BieS sHp Vi Y AU

it to me when you have finibhed with £t

T'n very ¢lad &5 be able £ help you out
and ook forvard £ the publication of Sir Kenmethta
book.

Aifred H. Barr) Jra
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Fovember 26, 1954

Dear Mr. Wolff: i«\_,,f ks

1 alm-nroﬂ-‘“-ﬂ-
a large photogrash of Matisse's "La Damse®, the MuSeuns of
Modern Western Art, Mosoow. T hope that you will handle 1t
very carefully, since {t 15 a unique copy, WAll you return
it to me when you have finfshed with ite
_ T'n very plad £o be able %o help you out
;| and Took forward to the publication of Sir Kermeth's
[ bok:

Sincerely,

Aitred t; Bry S

¥ .
A
ﬁtﬂ“mm Yok
AlBime
B RIRR 0t
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¥ovember 26, 195

Dear Mr. Wolff:

I am mailing out to you, under separate cover,
a large photograph of Matisse's "La Danse", the Museum of
Modern Western Art, Moscow. I hope that you will handle it
Yery carefully, since it is a unique copy. Will you return
it to me when you have finished with it.

I'm very glad to be able to help you out
and look forward to the publication of Sir Kemmeth's
booke

Sincerely,

Alfred H. Barr, Jr.

Mr. Kurt Wolff
Pantheon Booka Ince
333 Sixth Avenue

New York 1ll, New York

AHBi1ma
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PANTHEON BOOKS INC.

-

333 SIXTH AVENUE, NEW YORK 14, N. Y.

KURT WOLFF

November 12, 195L

Mr. Alfred H. Barr, Jr.
Museum of Modern Art
11 West 53rd Street
New Yowk, 19, N.Y.

Dear Mr. Barr:

We are preparing a book by Sir Kenneth
Clark, THE NUDE, A STUDY IN IDEAL FORM, to
be published in the Bollingen Series.

In this book Sir Kenneth would like to
show the Matisse "La Danse" from the Museum
of Modern Western Art in Moscow, which is
rgpmduced in your book on Matisse on page
362.

Would you be good emough to lend us the
photograrh?

Thanking you in advance for your kind
cooperation in this matter, I am

Most sincerely yours,

7,{/; - ,A:-TF" gad”
KW:er / — /'{)‘,,744.?’ = / 4 /*”‘""ﬂ‘}”‘

R ‘1—‘_-3/ '~ /
/-/ B /1 *,22 Tre —

o A

‘;f o Py W) it S /ﬁ"'é-
AL T:{"_p )




