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6 December 1963

Dear Ben:

I wonder if possibly there may have been some confusion in the Heller
family since a bsautifully gift wrapped package appeared on my desk the
day bafore your secratary's letter arrived with two more packs of Wilkinson's.
Much as I should like to be probably sole owner of four such tresasures I
feel really an imposition on your gensrosity.

All of this came about by my thanking Judy and I think you apd
asking one of you for the adiress so that I could order some blades my-
self. Now you have given me emough blades to last for the next year
but time will pass and, if it's not too indelicate to ask, I would still
like to have the name of your source of supply, even if he's a smuggler

or bootlegger.
Sincersly and gratefully,

Alfred . Barr, Jr.

Mr. Ben Neller Shned De . 10 @rﬁ(} s g T8 h.ll‘t"""l A0

1071 Sixth Averme alis . Letuwnsl BT e
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rd STREET
E5-8900

EW-YORK
BEN HELLER

1071 SIXTH AVENUE
NeEw YORK 18, N.Y.

December 4, 1963

Mr. Alfred Barr

The Museum of Modern Art
11 West 53rd Street

New York City, N, Y,

Dear Mr. Barr:

The enclosed are with the compliments of Mr.
Heller.

Very truly yours,

=2 )
)7/ Al -
N. rner
Sec'y to Mr. Ben Heller
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THE MUSEUM OF MODERN ART
NEW YORK 19

17T WEST 53rd STREET
TELEPHONE: CIRCLE 5-8900

CABLES: MODERNART, NEW-YORK

July 28, 1961

Mr. Alfred Barr
Greenboro, Vermont

Dear Mr. Barr:

Although I hate intruding upon you in Vermont I thought you
would like to know that somewhat anticlimactically after the many
talks in advance, Bob Rosenblum cabled me that he was unable to
undertake the essay for the Heller catalog. Ben Heller has there-
fore suggested that Bill Seitz write the piece, and I trust all
will now go well. However, like the inevitable black cloud on the
horizon, Elaine Iustig, who is designing the catalog, tells me
that she needs to have the final copy of all text in hand no later

than Angust 1l. Is that possible for you?

Sorry to bother you with this, and I hope it doesn't interfere

unduly with your wvacation.

Please give my greetings to Mrs. Barr. Our children are both
going to the Fieldston Day Camp, apparently loving every second
of it, and we have her genercus efforts on our behalf to thank

for this blessing.

Best regards,

Waldo

Walde Rasmussen
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THE MUSEUM OF MODERN ART
NEW YORK 19 11 WEST 53¢d STREET

TELEPHONE, CIRCLE 5-8900
CABLES: MODERNART, NEW-YORK

August L4, 1961

Mr, Alfred H. Barr, Jr.
Greensboro
Vermont

Dear Alfred,

I just received the draft of Ben Heller's plece
for the catalogue on Thursday. A copy of it is enclosed.

I find it embarrassingly crude, but do not see how
one can affect it much by any small changes, Une point
of view, I suppose, is that what he says has nothing to
do with what we say, but I do not want to tell Waldo to
go ahead with it on any basis until you have read it.

I would have telephoned you today except that I know how
pressed you are at the moment and thought you would want
to see it before commenting in any case.

If you do not want to go ahead with it as it is or
wish to make major changes in it, will you call me right
away? I shall be working with Heller in my office Monday,
from 1:00 on, and it would probably be better if the call
did not come at that time,

If T do not hear from you we shall continue with
routine editing and perhaps the removal of a few quotation
marks.,

Hoping that will have a chance to get some rest,

Yours,

Wi

{ f
¥

William C,.|Seitz

Associate Curator

wesisjk
enclosures
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Of course, no collector likes to be called one. There is something about
the word and its use which denies a real love of art, which imputes the meanest

motives to the activity. But what else can one call that continuing accumulation

v
of objects and experiences, that ever spreading desire whose contagion spreads into ¥

almost every part of your life, whose virulence destroys prudence and discretion,

whose passion creates a will and a world of its own?

1 cannot today tell why I wanted to buy our first painting although I remember
very clearly the circumstances. I cannot fathom at all my willingness to spend a
major portion of our resources although I can readily understand how I came to be
interested in early 20th century painting. But once started, once committed, once
caught up in an interest in modern painting and ancient and primitive sculpture, I
became so deeply cbsessed by these {nvolvements that they not only went far beyond
anything I could have imagined, they often became a burden from which I wished to
be released. Collecting has led me, driven me into experiences that were, that are

crucial to my life.

= My wife and I became involved in contemporary painting more despite objects
and antiquities than because of them. This may seem strange, given the history of
20th century art, but, for us, one of the most meaningful qualities about these
sculptures has been the sense of belonql.ng radiated by them, a feeling that each work
of each artist was needed and understood by its culture. It was our idea that the
contemporary artist was a superb technician but that he had been thrust by soclety to
its outermost edge and had, therefore, little contact with his fellows. Wandering

around museums and galleries we could not help seeing contemporary work; it affected
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us, but with little indication of depth or permanence. We found it brilliant, hard,
surface, brittle, and attributed its effect partly to our continuous looking, partly to
its being the art of our time which sensed, as we did, some of the characteristics of
pace, confusion, loneliness and struggle present today. Despite our skepticism and
resistance we bought a few paintings. The experience was not a happy one for the
painings did not hold up, they seemed to lack the validity of the other things we

had at home. And so we let them go.

Nevertheless we kept on looking. We couldn't help ourselves. Somehow
the paintings, insistent, gave off sparks that moved us, that forced us to continue,
that made us react. We began to consider the possibility that some of these sparks
were more than transient and that we, not the paintings, had been at fault, Perhaps
we had selected poorly; perhaps we had not been ready or able to see what was there
to be discovered. And so we persisted, looked and looked again; we questioned,
questioned not just what we saw but why, why it was so important to us to find out,

why it was so necessary to see and study, to contact the creative experience of the

past and present. Slowly (‘bout four or five years) I came to understand what I wanted,

why I wanted; slowly I gained confidence in my "eye". I remember looking at a Rothko
for several months (then there was time and quiet to contemplate) and worrying because
I found it too beautiful. It was too pretty, too sweet; I "knew" that modern art was
problematical and that anything "soft™ would fade. I did not look at the painting for
several months until, one day, three months later, I asked to see it again. It shonel
My first instincts had been correct. I sent it home and we have been in love with it

ever since. (Unfortunately this canvas could not be shown here as it is travelling in

a Rothko show currently touring Europe.)
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1 would like to mention another experience related to the purchase of a
painting. We had been looking for some time for “our” Pollock. During a visit to

Bast Hampton I took the bull by the horns and, nervously I admit, called Jackson. He

invited us to visit with him and his wife, Lee Krasner. After chatting for a while in

the houss, we were invited into the studio and, there, upon the wall was the gilant
canvas "One”. We locked at many paintings that afternoon, but always my gaxze retumed
to "Gne" . I was stunned by it. It was, of course, too big for us, but so intense was the
experience, so excited were we, that we asked if we could buy the painting. How pale
are the words buy and selll How inadequately they describe the feelings which are
finally consumated in a purchasel Buying "One" was an act of faith. It involved all

of us; Jackson and Lee, my wife and 1. It was more money than we had spent on any work
of art; it was more than Jackson had ever received for a painting., All of us knew this
and were glad of it. "One" was also, I believe, the largest contemporary painting to

’:) {nto private hands, and it was important for people to know that such a work could be
hung in a home, But most significant to us were, naturally, the private, not the public
effects. Buying a painting of “One's” size meant that we would have to live yp to the
work , that we would have to enlarge our living space to do it justice, that we would
always have to have that kind of space. Its size proportionately increased the amounts
of sarcasm, criticism and rejection we received for Jackson because it was so inviting

a target, was too big to be ignored. But most important of all was the day to day living
with a creation of such dominance: Paul Brach once called it "a window on the world” .
It was the first of our truly large paintings and from it we learned how penetrating,
changing, enlarging and vital such an experience can be. From its acquisition we came
to a new understanding of the import of an act, of risk. Through it Jackson and | became

friends .
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humdhuwtmw. mwdmmmm.

mthluusmmngmmwnzmm
inadequate and inaccurate. Wo!oundthom-atmmummwmh
mmm.mmlmmmmmgﬂo_d_guuﬁ. To us these painters
muotnowhlgroupumnm-muasmsdu\divﬁuhvhouwmlthMl
donhudﬁr:nudfuuno convincing at the highest level. Each time we went to
mwmw-uuuoumltmaﬂmnttoﬂum,tho!lutunllalﬂﬂ.
to Colmar, to Bruges. W.trlodtokupourumﬂlom. tonk-thumtobhnk

sensitive to new impressions. Each time we wondered how the paintings
at home would look after this severest of taste tests”. And each time they looked

beautiful; each time they gave us equivalent pleasures.

While in Europe, or in New York, we looked at the work of the Europsan
contemporaries. Without trying to be chauvinistic or 'Mﬂlﬁ' collectors only, we
simply could not get the response from the Europeans with three exceptions: deStael,
Dubuffet and Giacometti, Of these Giacomettl has always moved us the most. I mention
this because pecople are 80 interested in the swhy" of a collection, what you don't have
as well as what you do. They seldom realize that a collection happens to you, that
it takes its own course and shape. We sold or traded our Braque, Boutines, Miros , etc.
to make way for new experiences. It wasn't that we had "outgrown” them, as sOmMeons

(for how can you outgrow beautiful paintings?) , but we wanted new
axperiences and were sinplyunlbhtoaﬂcrd both. In a way it can be said that the
oﬂpﬂmﬂrhmmmdlcmnotb-udatthinb.uun“mlmunu-
gressions, the experiences of these first works, and at the same time have the excitement,
the challenge of the new. gimilarly, we have not stopped at the American "old masters”
ﬁ.nntmu-tolooklt, lp.cullu:homlrﬂburmﬂutdlvuutydwhnd

often younger) painters.
_y,
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Collacting has been good to us. It has taken us many places; it has shown
ue new worlds. It has muuducdutopooph&ouuuomth-mld: it has given
ukhndswhnmwu)dwhlnothﬂinmt. We have had fun watching the
twists and tums of the market, anticipating the new myths , the re-examined herces.
Wa have gained a knowledge of the peoples of the past. Through this contact we know
mors of the differing apd similar ways man has tried to meet the questions and problems
of his existence. We know the pleasure of the sesthetic emotion, Most of all, we
have learned something of the process itself: that mysterious procedure unknown
pefore, random during, logical after the fact; sometimes directed, often directing; a
force which may need to be bullied or coaxed, which erupts at times and places of its
own choosing in spite of or in response to & call; a flow which has its own life, its own
justification, which is its own world. Through it 1 have gained a new knowledge of the
world, a sense of life's rhythm, & knowledge of myself. Through it my life has been

and will be richer than it could ever have been if it had been deprived of this imaginative

world .

One last thing. More than owing these artists a great personal debty more
than having many for good frisnds? 1 know something of their commitment to thelr life
and work, of its burdens as well as its rquds; 1 know of their loneliness, pain and

fears, of their patience, gubbornness and desperation, 1 know, t0O, of u_r...d for

their work. I salute thelr strugy le.
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_mwm.xmmﬁm‘hbw LERDS
1950's both in private and public hands but nowhere, neither in
-m”m-‘mm;m-m-t?}-ﬁm
can paintings to mateh the big living room of Ben and Judith Heller,
There a grand array of imosing canvasses, interrupted by windows
looking over Central Park end a fow monumental primitive seulptures,
creates an effect somewhat overwhelming but very besutiful,

Much has been written - ardwith good reason - about the
coursge, the all-out comdtment, the morel intensity of the
Americen action painters. Something of their spirit affects a
fow of their patrons. I have rarely known an amateur move deeply
and intensely involved in his collecting than Hen Heller.
Fnthusiagm tespered by c:itical saxiety and patient, empirieal
study mark his passionate search. hmmﬁ+mw
hes been a responsible partner, mmﬁwﬁm

+ L5

pietures by Polleck, Rothko, Newman, Geiilied end the others are

a-d

their revard, Quality, yes, and grandeur too, for most of the
painters here represented are at their best working in large seale,
The Hellers were among the £irst collectors to accept this ineon-
venient circumstance, not as exeepti nal but es normal, Even in
thelr former and smaller apartment they accommdated or, wore pre-
cisely, domesticated canveses which only a few years before seemed
enormously too big for the ordinary Yew York interier,

Their eollection has rlaced a certain burden on Mr, and
Mrs, Heller, WNew York has five public suseuns (and will shortly
have a sixth) more or less concerned with twentieth-century art
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Bt 1n ncne of them can one eount on seeing & SeAlly EEST
sentative collsetion of recent Amsrican painting particulsrly
.mmu;m_mmmwws,m
country. Mmmcmu-mrmnm-t
state of affairs - and so is the constant demsnd from abroad
to lend abstract expressionist paintings. In any case, when
a visitor, American or foreign, or even a Yew Yorker, asks where
be can see the bost sccessitle collection of American action
mm-mmrmm'-nmmmum&mr'umm.

Mr, and Mrs. Heller have been generously hospitable to a
steadil’ Mnﬂlrdﬂaiﬁmmuhnotwm
any household to suffer such ecntinual invasion of privacy.
Their predicament, though flattering to their taste and judgment,
has contributed to their decision to offer the better part of
their collection for a tour among museums in other American
cities, Mut this is not their only reason. Iney are interested
4n younger artists az well as the now established painters whose
reputations date back ten or fifteen years. They need some
wall gpace to try out more of the new painting of the sixtles.
flowever they are moved primarily by thelr bellef that other
commnities may welcome a chance to see their nictures,

Abstract expressionism or action painting, like all powsrful
movements, has inspired so much bitter debate and generated so
yast & body of medicore and bad i-dtators that it is particularly

{mortant now to see it at its best, Mr. and Mrs. ieller offer
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sen deller Collsction
G/E 1 29
“reface

an opportenity to do just thet. The Museun of Yodews Art, which

4n the past has lmposed so frequently upon their generosity for

loans to its Intornational 'rogres, is now delighted to send on

wummmmmmwm
Alfred H, Parr, Jr.

mammm
The Museum of Modern Art.
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a copy of Heller preface is in A.H. Barr's
file "BARR: MISCELLANEOUS WRITINGS"

mmsm-omnlr
llnnu"llu!bﬂw
hunﬂbythom
M.*hﬂw.um
rum-mumuw-
WMM“W;MMMI:G“W'S m
Red, of 1958, mmmwmmmuummumum

art history: ﬂwun;}uyﬁmnmkiﬁ orpnmm,umuma

Dane Joetles
%7\ [ ;770

as it was at home, M_uwﬁumuammmmmm,
and becane so hardy it could mot be uprooted. When an exhibition of the new
h-ﬂmpﬁnﬂuouuﬁﬂwmnnn_orhdmmmm.
countries in 1958 Will Grohmann, historian as well as critic, observed that
"for the first time in the history of art, personalities are emerging that
are not influenced by Burope, but, on the contrary, influence Nurope, including
pw.tfl-i

To suggest that any one collector's choices, knowing though they may have
been, can sdequately typify abstract painting in the fifties would of course
be false: the Heller's selections were personal and empathic, not statistical.
Hofmann, Tobey, Paziotes, Brooks, and Francis, for example, are not represented;
Polloeck, Rothio, and Newman dominate the walls, Yet, these special conditions
recogniszed, the historical iupact of this exhibition remaing; it gives striking,
if mot exhaustive, evidence of both the appearance and the mediating principles
of the new painting, in exa ples that range from fine amdi characteristic
to masterful and sumptuous, Among such a group of plotures, the mind unoonsciously
moves from individual works to consideration of their affinities for each other.
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mtmm,mnn,mmmmunmm
memuw, and Mrs, Iionat'-lurmw
mmmm&uuwmmm, mhunﬂwthm
mdmanm Ml.mwhm,uhow,um
mm-wum: mmnutnnummumuw-
lﬂvm_ag_,otuw;mmnmmumumma
g,orm. mmmwtmmt-mwhm-

art history: they were years wben a now kind of palnting, as startling abroad

uatmnm,w.uano:pubnsmmnmm,
and becans so hardy 1t could not be uprooted. Mhen an exhibition of the new
imerican painting organised by The Museum of Modern Art toured European
countries in 1958 Will Orohmann, historian as well as oritic, observed that
ffor the first time in the history of art, personalities are emerging that
are not influenced by Burope, but, on the contrary, influence Hurope, including
parig,*(1:)

To suggest that any one collector's choices, knowing though they may have
been, can adequatsly typify abstract painting in the fifties would of course
be false: the Heller's selections were porsonal aml empathic, not statistical.
Hofmann, Tobey, Baziotes, Brooks, and Francis, for exampla, are not represented;
Pollock, Rothko, and Newman dominate the walls. Yet, these special conditions
recognised, the historical impact of this exhibition remains; it gives striking,
1if not exhaustive, evidence of toth the appearance and the mediating principles
of the new palnting, in exa'ples that range from fine and characteristie
to masterful and sumptuwous. Asong such a group of pletures, the mind unconsciously
moves from individual worka to consideration of their affinities for each other,
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As aﬂm for um-m, tm.fu‘, it llml:u be worthwhile to uohu,
it Ar af .

mwmmnmamornnasmuw,am

M iR Yegd ¥

m@wmum, mmtanzammm-.
'm-mo,u-uwn. Sellor and Kr. mmmm-

-hur_upmurm, wm.rmaom:mmml
'nom of the past, and perhaps also those of the future. (Pollockhs One
m over seventeen feet, and Newman's ur Horoi.m Sublimis almost
owatna.) The counterpart of size, and what dramatises it, is their radical
mummnhﬁumﬁml. It is as if, having abandoned the
emMMuaﬁﬂpﬂamnienmuhthopIiMoftmmttm

an illmsfsénn of reality in a stage-like space, these artists were forced

to enlarge the picture surface proportionately, adding to flat extension

the dimensions that were lost Ihcn deep recession was sacrificed, But for
them, abstraction relates to content as well as form. With perhaps the
exception of Reinhardt, they have denied an 11’115.!‘;'% in geometric abstractness
as a goal, Rothio, Still, and Newman have publicly, and with brutal lack
of equivocation, detached themselves from the Buropean development toward
purism that began with (ézanne and culminated in the last European works of
Mondrian, Their simplicity of form is a sharp break with what Newman calls
"the grip of geometry" and "a canopy of tria.ngull‘blon."(?") Starkness of
image can be the corollary of intense feeling, of drama as timeless as that

of Oedipus-or Moses, of an agressive assertion of the self, or of a subjective

immersion of the ego in the extent and power of nature: an immensity of feeling

characterized by Robert Rosenblum as "the abstract sublime,"” )

In addition to umprecedented scale and a new subjective abstractness,

Pollook, de Kooning, Kline, and Ouston have given a new gmphasis to the
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muwmmummamumm
!:t:aamm mmnorpum-mm,nuu-m
Mmmﬂm,mwmdmmmh
h!mmm Today the idea of patating as physical gesture has
unmwpmmmm“muuuw
m. hhmn‘tokm(nnmummmm
ormwwmmmumm.mm,m
mmmomummevnnmmm. To look again
at do Kooning's Woman, Wisd end Window or Village Square, monumental despite
their small sisze, is o witness at first hand a transformation, through skill,
sensibility, identification and structural sense, of gesture into object; to

see sensibility maintained, like a ball bouncing on & fountain, at a visal

D
morpholigical center bounded by the forms of architecture, breathing bodies,
mtui, and m. The soft bulke of Corky's Summation, powerfully
delineated in his sure line, are even more voluptuous than de Kooning's shapes,

and the structure that controls theam is less cubist, For Gorky, however,
the automatic method of Breton was primarily a loosening of sensibility,
mind, and eye--a means of finding a new morphology; for de hooning it Lecame
(at one pole of his activity) a manner of painting. The fluid style, which
in sodern art was initiated by Goya and Delaeroix, continued by van Gogh,
Oerman expressionism, Soutine, Randi:sky, Mird, and Masson, had its ultimate
outcome in the dance, drip, and flow by wndch Pollock evolved paintings like
Une and The Blue Poles. Eecause of the shock of his radical method it was
at first difficult to see the striking images that resulted. Today, as Ben
Heller says, it is hard to remember, while admiring these sumptuous wall

paintings, the process of their formation. It is sasy to forget that the taut
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lnes and the ingretiating dove gray, blu, tans, and chocolate browns of Jne
are the outcoms of an explosive catharsis within an artist who,just st the
time vhen the technique of dripping vas beglaning in 197, vas described &y
Glement Greemberg as "morbid® and %Gothic,” relsted to Falkner and Nelville
u-'n. cites "as witnesses to the nativeness of such violence, exasperation

.M w(b)

6 :!;. ¢:umln brush gestures of Kline's superb Untitled Diagonal -
oﬂgtnlt.d outside the picture -pwo, to collide at precisely the right
point, t.ﬁ.md of the deduction of color, the great black strokes crash
1like thnndor. The impeccable adjustment of dark patterns to light, and the
vertical runs of paint, seem unintentional; they are totally without the

effete attention to tasteful arrangement that marks the work of followers.

“One must look to the painting of Unina and Jspan to find artists who

|
have expected as much of the brush as have the Americans of the fifties.
auahin.; and extroverted in the works of Kline, brushstrokes for Ouston are
records of search. They proceed slowly and powerfully, but often almost
fearfully, lLike de Koohing and Oorky, Yuston remains in contact with tradition.
The awkward, scratehy strokes of his ink drawing of 1953, like the "unraveled
hemp® of Sung and Yian painters, came from a dry and irregularly spread brush,
The image they form, however, is vignetted and ordered like certain water colors
of Cézanne, and it seems to desc:ibe a detall of landscape. In the rich
pigment of the paintings, weavings of such strokes result in a more abstract
image, and their reference is more psychological. Were it not for its
center of concentration, the effeet—ef the earlier canvas, Zone, could be
described as "impressionist":i it creates an effect of light, that is %o say,
with broken brushstrokes; but the light is internal, almost mystical;
a pale but suffused red that, if it were not cooled by the fog that permeates

it, would resemble fire, For one who has watched Guston's work change from
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‘yoar 40 year the two canvases here, of 195k and 1957, are like moments in a
‘continusus process in whieh iniividual works (to use the titls of the later
‘canvas) give selsmographic “evidence" of unending experience. The unresolved
‘#triving of the central shapes in Bvidencs is matched by the heaviness of
thiir reds and brownsj blackened uand dulled by complements, they seek to
locate themselves within & field of muddy gray that, materialized inertia,
prosses sround them, The long twisting strokes move painfully, as if directed
by the hand of a surgeon parforming an speration on himself,

Motherwell has written eloquently on the process of painting, on the
burial of accidents bencath obliterations and corrections, and on the joyous
stimulation offersd by pigments and papers. lis Collage, of 1949, demonstrates
the finesse with which he can give order to random roughness, controlling
torn edges and splotched paper by judiciously placed ruled edges, and by
adjustments recalling cublsm and Matisse., Close to sach other in tone, but
loosely laid over each other, soft white rlce paper, wrapping paper, and paper
painted with Schres and tans, state the tangibility of the surface. The
195k ¥Wall Painting also respresents Motherwell at his best, Its black
shapes, too domatlc and active to remain abstract, impinge, destruying an

ochre band by a mechardsm like humanized clockwork., His ability to moderate

tragio ubjm)i;n intentionsal abandonment of métier by diseipline and elegance

points to a theme of confronted contradiciion inherited, in part, from dada,
and operative in de Yooningts indecision, the ambigous morphology of Borky,
and also in the work of Wot'ko, Reinhardt, and Oottlieb. The creation of an
organic art by means of wometric elements, for sxample, was an avowed aim

of Tomlin. As his Painting #15, his last, makes clear, he vas more civilised,
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beanty, and with tone as relationship. Upposition and dichotomy, crises of
existence for de Kooning, in Tomlim's painting are esthetlc considerations.
remingscent of Mondrian, and adjustment of color, structure, and value is
infinitely subtle.

I¢ is charecteristioc of the painting of the fifties thabt forms originally
born of emotion and selfesssertion seem finally to relate to nattre, glving
the subjective process of their comception au analogy with natural procasses.
NMI!,”WWWIWWW&"M&“bMM.“
dynanic both visuelly and as gesture, It can remain flat or become spatial
in conformity with the location and sensitivity of & spectator, Pellock
whmlytwlmnﬁmmmm,wtmhhuvﬂmhq
Illﬂ,ﬂﬂt?:ﬁnoﬁw.f&tnﬂnm. To uin the title

gn_-mammeumotmm.armnmmmrumurat

uawmmm,mmmmmmm-thmmtmmp
dripped paintings. To discovar thickets, grasses, or other natural references
in these i-mense canvases is not, therefors, to falsify programatically
abatract art.

Clifford S5t111's work has led more than one observer to see the
topography and grand scale of eroding mountains, gl.lluiarp, or other desolate
and forbidding terrains Numberi2, 1949, the only ddwvas by him in the Heller
Collection, magnificently demonstrates the sublimit, of his abstraction, which
makes no reference whatsosver to cubism or to any other aspect of Suropesn
tradition, The sullen red that covers this canvas, untouched by the brush,

mmmmdnnmmzwamnmukm-. The torn black shapes
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that appear on it (or in 1%, for ths red can look like a viscid liquid) are
geographic: they resemble the etherlands, Indles, the Fhillipines, or some
other island group, Behind the canvas surface, darkenl.g the graylng the
sea of red where tiey sppear, are shapes already flooded Ly the awesome rise
of the innundating fluld, This metapior perhaps carries naturalisstion 00
far, for seen again, these adjacent arsas, their harsh edges painted now from
one side and now from the otuer, imply neither overlapping, recession,’or,
oddly, even flatness. Such an imaged response, however, in the gigantic forms
and ineluctable processes it suggests, sets the scale and, in terms of nature,
the power emitted by this work,

To associate Newman's uniformly covered abatractions with nature, it
may seen, would be to overextend even & metaphor., Adam is a placement of
three red verticals on & warm ground. The eighteen-foot Vir Hercicus Sublimis
is an sxpanse of red interrupted by five bands varying in tons and width.
Yot, againat these verticals, the hot expanse can cuafront an audience by

its em tiness and boundlessness, ixpanse and emptiness are realities) like
the mysticiam of Plotinuas, Hokhart) or Taoism, works like these force us
to face the moaning of nothingness, of the void. Vir ileroicus Sublimis,

Rosenblum says, "puts uas before a vold as terrifying, if exhilarating, as the

arctic emptiness of the tundra. (It}

Rothko is richly represerted here by six beautiful and major canvases,
In that each contains two, three, or four softe-sdged rectangles of golor
that cross the composition horizontally, one picturs resembles another. But
it is precisely this rigorous lixdtation of image that brings sbout their
unprecedented dominance and their difference from each other. They funotion
petween what Max Kosloff calls "Rotiko's stunning combination of Puritanie




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY AHB I.A.5 14

restrictions and lavish self indulgence," (64) 1ot botwoen other opposites

tncluding movenent end 1mmobilivy, aurfece end depth, drametic eontent and
spare abstractness, Feslings which range from gayety and rightness to
tranquility, mwuwumumuun)mmm
and pinks, bright or muddy crimsons, mustards and vermillions, earth greens,
uwwmmumwﬂm. No painter has ever
packed such a varied repertoire of moods into as simplistic--though endlessly
nuanced--a manner, Rothko palnts with modulated color areas; but once
kindled to life by a willing spectator, their flat surfaces can become
translucent or transparent, light up from within, or cease to exiat. By
taeir relation o each other space is established, readjusted, and subsequently,
as vision changes, is revised, Vells or mists of tone, revealing or obscuring,
can become as massive as blocks of eonecrete.

The new American painting, it is apparent, has both native and inter-
national roots and attaciments. In contrast with artists such as Oorky,
de Kvoming, and Motherwell who continued, altered, or augmented the postimpres-
sionist tradition, others, especially Rothko, Hewman, and 3till, set themselves
againat it. By unilateral pronoumcements, and by castigation of the normal
give and take of the art scene, those three are nstablished on high places
erected by their indomitablility es well as by their works, Such sureness
of mission was necessary durin, the pears in which umdversal rsjection
gradually shaded into controversial adulation. It was the boldneda of these
thres, and of de Kooning, Kline, and the other leaders orm
and thelr readiness to violate iraditions and challenge canons of taste, that
enabled them to establish and consolidate the intornational status imerican
painting has now attained,
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_ There amlarger collections of American pictures of the
1950's both in private and public hands but nowhere, neither in
a Museun nor in & dwelling, hawe I seen & gallary of recent Ameri-
qmu_.mwmnmmuhnmm.
There a grand arrey of imesing canvasses, interrupted by windows
looking over Central Park and a fow romwsntal prisdtive seulptures,
creates an effect sommubat overwhelming but wery Leautifule
. Much has been written - adwith good reason - about the
courage, the all-out commitsent, the worsl intensity of e
Amayicen action painters. Something of their spirit affects &
fow of their patrons. I have rarely knowm an amateur mere deeply
and intensely invelwved in his collecting than Nen leller.
Enthuglasn te pered by c-itical anxiety and patient, empirical
study mark his passionate search, In this pursuit Judith Heller
has been a responeible partasr. The superdb quality of thedr
pietures by Pollock, Rothko, YNewman, Gottlieb and the others are
their reward. GQuality, yes, and grandeur t0o, for woet of the
painters here reprosented are at their best working in large scale,
The Hellers were among the first collectors to accent Shis incon-
venient eircumstance, not as exceotl nsl but as normal. Fven in
their formar and smaller apartasnt they accommodated or, more pre-
cisely, domesticated canvases wiich only a few years before seemed
enormously too big for the ordinary Few flork interior.

Their collection has -laced a certain burden en M. and
Mrg. Heller. MNew York has five public migeuss (and will shortly
have a sixth) more or less concerned with twentieth-century art
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Hen leller “ollsetion

mhmdmlmmmtn-ﬂuamm
sentative callection of recent American peinting particularly
by those still eontroversial artists who have won fane and
Wu-m#mumm‘-
country. Critiesl lack of space is a serious factor in this sad
gtate of affairs - and sc is the congtant domand from abroad
to lend abstract expressionist paintings. In any osse, when
a visitor, American or foreign, or even a Vew Yorker, asks where
he can pee the bosgt accessible collection of American action
paintings in New York one's first thought is the Heller's apartment.
Mr, snd Mrs, Heller have been penercusly hospitable to a
steadils inercasing nuwber of visitors but it is not camy for
any household to suffer such contimuwel invasion of privacy.
Their predicament, though flattering to thelr taste end judgment,
has comtributed to thelr decision to offer the Mmitar part of

their callection for a tour amohg mseums in other American

cities. But this is not their only remson. ‘hey are intevested

in younger artists as well ss the now established painters whoee
reputations date back ten or fifteen years. They need some
wall space to try out more of the new painting of the sixties.
fiowever they are moved primarily by their belief that other
commnities may welcoms a chance to see thelr nictures,

Abstract expregsioniss or action painting, like all powsrful
sovenents, has inspired so much bitter debate and penerated so
vost a body of medioccre and bad 1-dtators that it is particularly

imortant now to see it at its besgt, Mr, and Frs, 'eller offer
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an opportunity to do juct that, The Museum of Yoder: Art, whieh
in the past has imposed so Crequently upen theliy geperocaity for
loans to its International Program, is now delighted to send on

© . [tour in our own country these magnificent American paintings.
A5) CTeny 1 Pk % i
’—_..: -, .“ j e

f-

Alfyred i, Rarr, Jr.
Mrector of the Musoum Collections
The Mussum of Yodern Art,
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Mr. Ben Heller
151 Central Park Vest
New York 23, New York

Dear Ben:

I should like to make formal acknowledgement of your
and Judy's extraordinary genercsity im offering your
ravishingly beautiful collection to the Museum to circulate
to other American institutions from the summer of 1961 to
Septenber 1962, Our progress in scheduling this exzhibition
has been slow but it has now advarced to the point where we

are ready to proceed.

As we anticipated, the size of your paintings and the
resultant costs of tion and tramsportation have estab-
lished rental fees beyond the reach of all but a few museums,
Most institutions which cau present an exhibition of this
scale fix their schedules st lesst a year in advance, and it
has been impossible so fa¥ to establish a schedule that would
begin tbis summer. In offering the collection, we have been
especially snxious to placrz it in the outstanding museums of
our leading cities. At the same time we have sought those
institutions where the showing of 2 collection of such sston-
ishing character and quality would establish standards for
future private or public collections.

As I have told you, meither Boston, Washington, Phila-
delphia, Richmond nor Houston have seen their way clear to
subseribing. To date we have established the six firm
bookings listed below, and we are in contact with three other
museuns for the remsining dates.

October 183 - November 12, 1961: Art Institute of
Chicago

(open dates: December 4 -~ 31, 1961)

January 22 - February 25, 1862: Contemporary Arts
Center, Cincimnati

March 13 - April 10, 1962: Cleveland Museum of Art
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Hx. Ben Heller Marech 27, 1961

April 30 - June 3, 1962: California Palace of the
lLegion of Honor, San Francisco

June - July, 1962: Portland Art Nuseum

August -~ Sepitember 30, 1962: Los Angeles County Museum

¥We expect to leavn very soon whether it ism possible to
a2 booking beifore the showing for this late
is establ we can procead with
tion. In anticipation of
t important to authorize the restoration re-

1
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security. Thus, we would
ask you to assume ths coests ¢f recommonded restoratiom for the
three Eline paiatings which need new atretchers, double lining,
cleaning, filliag and inpainting losses and special surface
coatings. This would alse apply to the mounting of the large
Newman Vir Heroicus Sublimus on a new stretcher. We would
assume the costs of all special framing necessary for travel
and for the glazing of the large Gorky Summation. If you are
agreeable to this arrangement, I hope we may arrange for
Riportella tc begin work on the plotures gt your earliest con-
venience. We shall also ask him to examine the two Rothkeo
paintings which you lent te the recent exhibition and to re-
commend any repairs necessary.

I am naturally somewhat concerned by Riportella's re-
on Pollock's Ome, 1850 lest it affect the inclusion of
this painting in tion. One and Blue Poles have natu-

E
:

themselves to the exhibition, and the deletion of Ome might
seriously alier the exhlbition's circulation. As Mr, Riportellads
report indicates, the cracking condition and cupping in One is
caused by the nature of materials used by Polleock and will im-
evitably progress, regardless of whethsr or not the painting
travels. Since the painting traveled extenmsively without

damage in Brazil and in Burope, its condition cannot necessarfly

be considered as umsafe to travel. We would of course exercise
every care in its handling. However, this must be your own
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carefully considered decision.

In discussing the collection with both Renéd d'Harnoncourt
and Alfred Barr, and elso with several of the exhibitors, it
was felt that the oversll impact of the exhibition would be
g:m if we concentrated solely on the more spectacular

ters” generally represented in large size and by more than
one work. Ve would recommend therefore that the works by
Vicente, Sander, Graham snd Fine, as well as the two fragile
Cornells, not be included in the exhibition. I should also
mention to you that in scheduling the exhibition, several of
the museums have expressed some concern as to whether you were
contemplating the sale of the collection within the forseeable
future. I hope I have been correct in assuring them you were
not. In any case, it would be desirable for you to indiecate
that you intend o hold the collection virtually intact for at
least one year follewing tbe conclusion of its cireulation.

You will note that the last showing requested by Los
Angeles extends until the end of September 1862. 1 do hope that
you are willing to make the collectien available for this per-
iod which would mean that the paintings would be returmed to
your appartment not later than the end of October. As you
know, we had very muck hoped a showing could be arranged at
the Museum this summer but this has been peading for some time
in deference to a2 showing of the Adele levy Collection which
has pow materislized. If i{ 1s still acceptable to you, we
should 1like to explore later pessibilities in the Museum's
schedule before approaching other New York institutions.

Finally, as a lasi detail, we have discussed the catalog
with all of the exhibitors who are most enthusiastic at the
prospect of one similar in character to the Soby Collectien
catalog a2t Encedler’'s. We propose if possible individual
critical comments on the separate paintings in the collectiom
and a general foreword by one of the leading spokesmen fer the
abstract-expressionist school. Ve would welcome a brief
introduction by you expressing your personal point of view as
2 collector.

I must apologize, Ben, for bombarding you with these
many details but I am sure you understand the necessity of our
receiving their confirmation at your earliest convenience.
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Mr. Pen Heller March 27, 1961

Meanwhile, let again express thanks and
ﬁmﬂ*dﬁhhym:g'lmtﬂu
generosity.

With affectionate greetings to you both.

Sincerely,

Porter A. McCray
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¥eo Don Hollar o/s Page 2 ofe duly 1, 296
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Doar AMrad:

Poster and | disgussed
show of our cellection.,
amonyg them the cata
He mﬁth Helley
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" (Dictated by Mr. Darr bub signed in his absence,)
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BEN HELLER
1071 SIXTH AVENUE
NEW YoRK 18, N.Y.

June 23, 1961

Mr. Alfred Barr C}‘TZ'"\ wigeds
The Museum of Modern Art h 0 /}.\QQ_LQ_,Q

11 West 53rd Street F
New York City, N. Y. = .(‘uT M

Dear Alfred:

Porter and I discussed at lunch the other day the traveling
show of our collection. We went over a variety of details,
among them the catalogue,

He mentioned that you would probably be too busy to write

the forward, and so we discussed other possible "candidates."
I find, however, after a day has elapsed, that I am deeply
disappointed at the possibility of your not doing the forward
because somewhere along the line I had come to think that you
would, not because of anything anybody said but because it
would be so appropriate,

I cannot, of course, claim any such lengthy relationship with
you as, for example, Jim Soby (I mention this because we
originally discussed a catalogue like Knoedler's for his show),
but our relationship extends over a longer period time span
than you might think as I - as have so many - cut my visual
eye teeth at The Museum as well as, I believe, having gotten
my second and third year molars there,

I know how busy you are and how many responsibilities you
have and I, therefore, am hesitant to ask - and hope I am not
out of line in doing so - but I do wish you would see if you
could not find the time to do our introduction as it would be
more significant to Judy and myself if it were by you than any-
body else.
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Mr. Alfred Barr -2 - June 23, 1961

Please forgive me if I am being too forward in this, and if you
are in truth so busy, please feel free to say no.
I hope you had a good vacation.

Sincerely yours,

e

Ben Heller
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"THE MUSEUM OF MODERN ART
Date June 30, 19610

W Bz Re:  Een Heller Collection

Porter Ao McCray

Dear Alfred:

I believe Ben Heller has written you urging you to write a
brief introduction to the catalog being issued to accompany his
collection on tour. He has also been asked to write a brief plece
from the point of view of the collector. We are therefore anxious
Je8t to know whether you will be willing to undertake this task
and if so to determine the length of introducticn you prefer to
write and when you can furnish us with the copy. We have looked
into our production schedule for the catalog and find that all
copy should reach the printer not later than August 15th. The
proposed format of the catalog calls for a printed page accommod-
ating approximately 450 words or 2800 characters. The choice of
number of pages would be your decision. We have retained Elaine
Iustig to design the catalog,

The collection's first showing is at the Art Institute in
Chicago opening on Detober 13th. Tt then goes to Cincinatti 5
Cleveland, Portland, San Francisco and Ios Angeles. You may recall
from the copy of my letter of March 27th to Ben that after discuss-
ing the character of the choice with you and Rene our proposal was
to circulate those works on the attached mimeographed list "A", Ben
accepted this at the time but now after having discussed the matter
of the addition of the lesser artists with many of the exhibitors
wants to add list "B" (attached) to the show. I would appreciate
your opinion on this last matter.
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A
THE MUSEUM OF MODERN ART ‘A

Circulating exhibition:

COLLECTION OF MR, AND MRS. BEN HELLER

Preliminary Check List

Artist

JACKSON POLLOCK

n

Title

Blue Poles

VAFRK ROTHKO

Dimensions(Height
precedes width

92 x 85-3/4"
106 x 209-3/8"
83 x 192-1/2"

White, Red and Mustard

Painting #27, 1954
Earth Green
Browns

Four Darks on Red

92 x 66n

81 x 87

90-3/8 x 73-1/2v
92 x 76-1/u"
102-1/8 x 116-1/2

Adam

Queen of the Night

Vir Heroicus Sublimus

Small Untitled 0il

95-5/8 x 79-5/8"
96 x 18-5/8n

96 x 21"

10 x 18" aprx,

9th Street

Painting #2
Untitled "Diagonal

59-3/4 x 78"
81-1/8 x 107-1/2n
60-1/2» x B83n

ARSHIIE GORKY

Summation

78 x 101"

ADOLPH GOTTLIEB

Burst

96 x Lon

CLYFFORD STILL

Painting #2, 19L9

91-3/k x 68-7/8n

BRADIEY WALKER
TOMLIN

Painting #15, 1953

Lé x 76"

2/21/61
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Pg! 24
108-1/4 x 39-3/4n

72 x 76"

Collage L7-1/2 x 35-1/2n
Wall Paint Sh x 72n

Zons L6 x g
Evidence 64-1/2 x 67-3/L"
Drawing 13-3/4 x 16-3/4n

Womaen, Wind and Window 23-3/L4 x 35-1/2v

Black and White 0il on Paper 19 x 25-1/2"

Medici Bo 18x111/2m
m 221/2x125/8 "
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LIST wpt
Smaller items suggested for circulation by Mr, Ben Heller in his letter of June 5, 1961
PERLE FINE Collage 26 x 39 /4

Collage "smaller" than above

Drawings 21 3/ x 17

ol




