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y had demanded Lowry’s res-
because he felt that Lowry

hown i cient interest in rais-
funds. That was hardly enough to
man outright. An additional mo-
seemed necessary. The likely one
Id be that Lowry, who was some-

brash and arrogant in manner,
managed to antagonize either an in-
fluential senior curator or official, or

.~ some trustees, or a combination of all
three. Perhaps some petty incident trig-

gered the downfall, some minor out-
e in a sculpture gallery or hall.
“%arrﬁi:g On. As far as the young-
~er members of the staff were concerned,
- Lowry’s ten months in office had ;
- been most salutary. He had reorganized KXo,
the staff and started a Wednesday meet-
ing session at which heads of de- t
- partments could hash out their problems. NO |
He had promoted an ambitious ac-
quisition program, whose most notable
purchase was 47 paintings from the Ger-
trude Stein collection for $6,500,000.
He had hired enterprising young as- NG ,(
sociate curators to put the maturing
Modern in touch once again with the
artistic underground. Most of the staff |
thought it a shame that Lowry had to /N0 |
leave almost before he had moved his .
furniture into the modest co-op on /7 .
Park Avenue that the museum had ob-
tained for him—even though, contrary
to rumors, he had been entertaining
staffers, trustees and visiting museum
officials there by the score.
The trustees promised that the ven-
turesome building and exhibition pro-
gram on which Lowry had embarked
would be carried on, and the younger cu-
rators could only hope that they meant
it. It would be unfortunate indeed to
have the nation’s first and finest mu-
seum of contemporary enterprise be-
come what some restless hippies brand-
ed it in jest shortly bm‘e Lowry took
over: the mausoleum ofhodern art,

Ter, Mau 16, 1965




Bates Lowry’s Ouster Draws New Fire

" Modern Art says he believes ~
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De Menil, a Modern
Museum Trustee,
: . Sees Intfigue

By GRACE GLUECK
A trustee of the Museum of

that intrigue had been a fac-

_tor in the recent dismissal of

Bates Lowry, the museum’s

director for less than a year, .

John de Menil of Houston
and New York, a trustee for
more than 10 years, has
charged that “clannish” staff
members interested -in “re-
taining their influence” mis-
represented Mr. Lowry to
members of the board of

* trustees.

Mr. Lowry’s ouster after a
10-month tenancy was an-
nousnced as a ‘resignation”
‘on May 2 by David Rockefel-
ler, board chairman, and
William S. Paley, president
of the museam and board
chairman of the Columbia
Broadcasting System. The

| abrupt dismissal has touched

off comment in staid museum
circles, .where tenure is
usually considerably longer
than that of the business
world. Last week, one mu-
seum official  asked, “Has
MOMA gone network?”

, "To Elaborate Thursday

. Mr. de Menil, board chair-
man of Schlumberger, Ltd.,
an international company 0p-
erating in oil engineering,
electronics and space, says
he will give voice to his
charges at the next regular
meeting of the museum’s
board, scheduled for Thurs-
day. & o
His views are in disagree-
ment with those of other
trustees, who expressed dis-
appointment over what they
characterized as Mr. Lowry’s
lack of administrative ability,
his failure in staff and
trustee  relationships,  his
temper flare-ups and his
assumption of certain respon-
i that might have
been delegated.
. During Mr. Lowry's short
ferm at the pace-setting mu-
seum, he initiated programs
and policies that the trustees
have said they would retain.
Mr. de Menil continued, “I
believe Mr. Lowry was doing
a good job. He is a Renais-
sance scholar who got with
ontemporary art; he changed
the costly outside approach
o exhibitions so that the mu-
eura’s own collections could
Ibe explored in depth, and he
ade the curatorial staff pull

John de Menil

“With a good board and a
good director, how can such
a crisis arise? I believe there
was connivance against him.”

Though the Immediate rea-
son for his departure remains
unclear, there has been talk
in art circles that Mr. Paley
had urged him to quit in the
face of threatened “mass res-
ignations” by the staff. How-
ever, Mr. Paley says there is
“absolutely no truth” to the
report. X

As Mr. Lowry remained in-
communicado, several fac-
tors emerged that may throw
new light on his ouster. Ac-
cording to sources close to
Mr. Lowry, they are:

GA - strong difference of
opinion between Mr., Lowry
and Walter N. Thayer, the
museum’s newest, trustee
and the chairman of its forth-
coming fund-raising drive.
Mr. Thayer, president of
Whitney Communications
Corporation, had hired an
outside organization to con-
duct studies on the “feasi-
bility” of a capital drive to
raise $50-million for the mu-
seum.

Although Mr. Thayer pri-
vately accused Mr. Lowry of
not cooperating with prepa-
rations for the drive, sources
close to Mr. Lowry said that
he told Mr. Thayer that the
fund-raising efforts of the
museum and the outside con-
cern should ‘be more closely
coordinated and that a pre-
sentation prepared by a per-
son of Mr. Thayer’s own
thoice did not sufficiently
explain the phllosophy of the
museum and its staff to
prospective contributors. Mr.

Thayer has not been avail-
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Dan Budnik

Bates Lowry

able for comment.

GA dispute with Philip
Jolinson, the architect and a
trustee of the museum, who
was instrumental in bringing
Mr. Lowry to the attention
of his predecessor, the late
René D’Harnoncourt. Accord-
ing to reports. Mr. Lowry
felt that a proposed high-
rise skyscraper designed by
Mr. Johnson to contain office
space for the museum and
outside lessees would take
too long to build. The two
men reportedly exchanged
sharp werds over the pro-
posal. $ :

€The reporied disapproval
of Alfred H. Barr Jr., retired
director of museum collec-
tions but still a powerful fig-
ure on the museum’s scene,

of the $6-million purchase of '

the Gertrude Stein colléction
by a group of trustees last
fall. The purchase was heavi-
ly endorsed by Mr. Lowry.

Yesterday, Mr. Barr denied
reports of a quarrel with Mr.
Lowry. “There was discus-
sion, but- no argument” he
said.

Asked whether he had been
entirely satisfied with the
way the museum was being
run, Mr. Barr said, “From
time to time I'd hear things
I wasn’'t happy about, but I
had amiable relations with
Bates and that’s the way it
s

GA budget deficit of over
$500,000. Although the mu-
seum has had mounting
deficits since 1966-67, the
1968-69 deficit, based on an
operating budget of $6-mil-
lion exclusive of acquisitions
funds, is its highest yet. The
budget was formulated under

b niaeom ¥

e S
The New York Times

Walter N. Thayer

the directorship of Mr. D’-
Harnoncourt. Mr. Lowrey
sat in on its preparation, but
he has been blamed by sev-
eral trustees for the gap be-
tween the projected and ac-
tual deficit. “Bates was con-
temptuous of budgets,” says
a high-ranking trustee. “It
scared us.”

g“Reported discord be-
tween Mr. Lowry and Rich-
ard H. Koch, the museum'’s
administrative director. At
the first meeting of the fund-
raising committee, for in-
stance, Mr. Koch presented
figures and ideas that had
reportedly not been cleared
with Mr. Lowry. Mr. Koch
maintains, however, that he
had shown the figures to Mr.
Lowry “shortly before the
meeting.” “They were pre-
pared in rather a rush and
he hadn’t really had time to
study them,” he says.

Trustees Divided

Last week trustees, many
of whom had not known
about the dismissal until they
read it in newspapers, had
a wide range of comment.
Several said they felt Mr.
Lowry should have been
given “another year.”

But another said he felt
Mr. Lowry did not have “the
ability to handle such a com-
plex post.”

A pro-Lowry member of
the museum said, “They felt
they were getting a nice Mid-
western boy with the right
academic qualifications. In-
stead they got someone who
was seriously interested in
the museum's intellectual
purposes, and in making
many changes.”
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Bates Lowry

De Menil, a Modern
Museum Trustee,

- Sees Intfigue
By GRACE GLUECK

A trustee of the Museum of .

Modern Art says he believes
that intrigue had been a fac-
tor in the recent dismissal of
Bates Lowry, the museum’s
director for less than a year,

John de Meni]l of Houston
and New York, a trustee for
more than 10 years, has
charged that “clannish” staff
members interested \in “re-
taining their influence” mis-
represented Mr. Lowry to
members of the board of

* trustees.

Mr. Lowry's ouster after a
10-month tenmancy was an-
nounced as a ‘“resignation”
on May 2 by David Rockefel-
ler, board chairman, and
William S. Paley, president
of the museum and board
chairman of the Columbia
Broadcasting System. The
abrupt dismissal has touched
off comment in staid museum
circles, .where tenure |is
usually considerably longer
than that of the business
world. Last week, one mu-
seum official . asked, *Has
MOMA gone network?”

. "To Elaborate Thursday

: Mr. de Menil, board chair-
man of Schlumberger, Ltd.,
an international company op-
erating in oil engineering,
electronics and space, says
he will give voice to his
charges at the next regular
meeting of the museum’s
board, scheduled for Thurs-
day. o |
His views are in disagree-
ment with those of other
trustees, who expressed dis-
appointment over what they
cgaracterizcd as Mr. Lowry's
lack of administrative ability,
failure in - staff and
relationships,  his
flare-ups and his
assumption of certain respon-
sibilities that might have
been delegated.
. During Mr. Lowry's short
ferm at the pace-setting mu-
seum, he initiated programs
and policies that the trustees
have said they would retain.
Mr. de Menil continued, “I
believe Mr. Lowry was doing
a good job. He is a Renais-
sance scholar who got with
ontemporaty art; he changed
the costly outside approach
to exhibitions so that the mu-
eurn’s own collections could
lbe explored in depth, and he
ade the curatorial staff pull
ogether.” y

Guttings

John de Menil

“With a good board and a
good director, how can such
a crisis arise? I believe there
was connivance against him.”

Though the Immediate rea-
son for his departure remains
unclear, there has been talk
in art circles that Mr. Paley
had urged him to quit in the

face of threatened “mass res-

ignations” by the staff. How-
ever, Mr. Paley says there is
“absolutely no truth” to the
report. ¢

As Mr. Lowry remained in-
communicado, several fac-
tors emerged that may throw
new light on his ouster. Ac-
cording to sources close to
Mr. Lowry, they are:

GA - strong difference of
opinion between Mr. Lowry
and Walter N. Thayer, the
museum’s newest trustee
and the chairman of its forth-
coming fund-raising drive.
Mr. Thayer, president of
‘Whitney Communications
Corporation, had hired an
outside organization to con-
duct studies on the ‘“feasi-
bility” of a capital drive to
raise $50-million for the mu-
seum.

Although Mr. Thayer pri-
vately accused Mr. Lowry of
not cooperating with prepa-
rations for the drive, sources
close to Mr. Lowry said that
he told Mr. Thayer that the
fund-raising efforts of the
museum and the outside con-
cern should be more closely
coordinated and that a pre-

sentation prepared by a per- -

son of Mr. Thayer’s own
choice did not sufficiently
explain the philosophy of the
museum and its staff to
prospective contributors. Mr.

Thayer has not been avail-
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Dan Budnik

Bates Lowry

able for comment.

GA dispute with Philip
Johinson, the architect and a
trustee of the museum, who
was instrumental in bringing
Mr. Lowry to the attention
of his predecessor, the late
René D’Harnoncourt. Accord-
ing to reports. Mr. Lowry
felt that a proposed high-
rise skyscraper designed by
Mr. Johnson to contain office
space for the museum and
outside lessees would take
too long to build. The two
men reportedly exchanged
sharp werds over the pro-
posal. d

§The reported disapproval
of Alfred H. Barr Jr., retired
director of museum collec-’
tions but still a powerful fig-
ure on the museum’s scene,
of the $6-million purchase of '
the Gertrude Stein colléction
by a group of trustees last
fall. The purchase was heavi-
ly endorsed by Mr. Lowry.

Yesterday, Mr. Barr denied
reports of a quarrel with Mr.,
Lowry. “There was discus-
sion, but- no argument” he
said.

Asked whether he had been
entirely satisfied with the
way the' museurn was being
run, Mr. Barr said, “From
time to time I'd hear things
I wasn’t happy about, but I
had amiable relations with
Bates and that’s the way it
) g
GA budget deficit of over
$500,000. Although the mu-
seum has had mounting
deficits since 1966-67, the
1968-69 deficjt, based on an
operating budget of $6-mil-
lion exclusive of acquisitions
funds, is its highest yet. The
budget was formulated under

e S Sugh TR
The New York Times

Walter N. Thayer,

the directorship of Mr. D’-
Harnoncourt. Mr. Lowrey
sat in on its preparation, but
he has been blamed by sev-
eral trustees for the gap be-
tween the projected and ac-
tual deficit. “Bates was con-
temptuous of budgets,” says
a high-ranking trustee. “It
scared us.”

Q“Reported discord be-
tween Mr. Lowry and Rich-
ard H. Koch, the museum’s
administrative director. At
the first meeting of the fund-
raising committee, for in-
stance, Mr. Koch presented
figures and ideas that had
reportedly not been cleared
with Mr. Lowry. Mr. Koch
maintains, however, that he
had shown the figures to Mr.
Lowry “shortly before the
meeting.” “They were pre-
pared in rather a rush and
he hadn’t really had time to
study them,” he says.

Trustees Divided

Last week trustees, many
of whom had not known
about the dismissal until they
read it in newspapers, had
a wide range of comment.
Several said they felt Mr.
Lowry should have been
given “another year.”

But another said he felt
Mr. Lowry did not have “the
ability to handle such a com-
plex post.”

A pro-Lowry member of
the museum said, “They felt
they were getting a nice Mid-
western boy with the right
academic qualifications. In-
stead they got someone who
was seriously interested in
the museum’s intellectual
purposes, and in making
many changes.”
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De Menil,a Modern
Museum Trustee,

. Sees Inttigue
* By GRACE GLUECK

A trustee of the Museum of |

Modern Art says he believes
that intrigue had been a fac-
tor in the recent dismissal of
Bates Lowry, the museum’s
director for less than a year,

John de Menil of Houston
and New York, a trustee for
more than 10 years, has
charged that “clannish” staff
members interested in “re-
taining their influence” mis-
represented Mr. Lowry to
members of the board of
trustees.

Mr. Lowry’s ouster after a
10-month tenancy was an-
nounced as a “resignation”
on May 2 by David Rockefel-
ler, board chairman, and
William S. Paley, president
of the museum and board
chairman of the Columbia
Broadcasting System. The
abrupt dismissal has touched
off comment in staid museum
circles, .where tenure is
usually considerably longer
than that of the business
world. Last week, one mu-
seum official  asked, ‘“Has
MOMA gone network?”

To Elaborate Thursday

. Mr. de Menil, board chair-
man of Schlumberger, Ltd.,
an international company op-
erating in oil engineering,
electronics and space, says
he will give voice to his
charges at the next regular
meeting of the museum’s
board, scheduled for Thurs-
day. L

His views are in disagree-
ment with those of other
trustees, who expressed dis-
appointment over what they
characterized as Mr. Lowry’s
lack of administrative ability,
his failure in staff and
trustee  relationships,  his
temper flare-ups and his
assumiption of certain respon-
sibilities that might have
been delegated.
. During Mr. Lowry’s short
ferm at the pace-setting mu-
seum, he initiated programs
and policies that the trustees
have said they would retain.

Mr. de Mcnil continued, “I
believe Mr. Lowry was doing
a good job. He is a Renais-
sance scholar who got with
contemporary art; he changed
the costly outside approach
to exhibitions so that the mu-
seur’s own collections could
be explored in depth, and he

ade the curatorial staff pull
ogether.” :

John de Menil

“With a good board and a
good director, how can such
a crisis arise? I believe there
was connivance against him.”

Though the immediate rea-
son for hi¢ departure remains
unclear, there has been talk
in art circles that Mr. Paley
had urged him to quit in the
face of threatened “mass res-
ignations” by the staff. How-
ever, Mr. Paley says there is
“absolutely no truth” to the
repori. i

As Mr. Lowry remained in-
communicado, several fac-
tors emerged that may throw
new light on his ouster. Ac-
cording to sources close to
Mr. Lowry, they are:

€A - strong difference of
opinion between Mr. Lowry
and Walter N. Thayer, the
museum’s newest trustee
and the chairman of its forth-
coming fund-raising drive.
Mr. Thayer, president of
Whitney Communications
Corporation, had hired an
outside organization to con-
duct studies on the “feasi-
bility” of a capital drive to
raise $50-million for the mu-
seum.

Although Mr. Thayer pri-
vately accused Mr. Lowry of
not cooperating with prepa-
rations for the drive, sources
close to Mr. Lowry said that
he told Mr. Thayer that the
fund-raising efforts of the
museum and the outside con-
cern should be more closely
coordinated and that a pre-
sentation prepared by a per-
son of Mr. Thayer’s own
choice did not sufficiently
explain the phllosophy of the
museum and its staff to
prospective contributors. Mr.

Thayer has not been avail-
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Dan Budnik
Bates Lowry

able for comment.

CA dispute with Philip
Johnson, the architect and a
trustee of the museum, who
was instrumental in bringing
Mr. Lowry to the attention
of his predecessor, the late
René D'Harnoncourt. Accord-
ing to reports. Mr. Lowry
felt that a proposed high-
rise skyscraper designed by
Mr, Johnson to contain office
space for the museum and
outside lessees would take
too long to build. The two
men reportedly exchanged
sharp werds over the pro-
posal. 5

QThe reported disapproval
of Alfred H. Barr Jr,, retired
director of museum collec-
tions but still a powerful fig-
ure on the museum’s scene,

of the $6-million purchase of '

the Gertrude Stein colléction
by a group of trustees last
fall. The purchase was heavi-
ly endorsed by Mr. Lowry.

Yesterday, Mr. Barr denied
reports of a quarrei with Mr.
Lowry. “There was discus-
sion, but no argument” he
said.

Asked whether he had been
entirely satisfied with the
way the museum was being
run, Mr. Barr said, “From
time to time I'd hear things
I wasn’t happy about, but I
had amiable relations with
Bates and that's the way it
e

GA budget deficit of over
$500,000. Although the mu-
seum has had mounting
deficits since 1966-67, the
1968-69 deficit, based on an
operating budget of $6-mil-
lion exclusive of acquisitions
funds, is its highest yet. The
budget was formulated under
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Walter N. Thayer

the directorship of Mr. D’-
Harnoncourt. Mr. Lowrey
sat in on its preparation, but
he has been blamed by sev-
eral trustees for the gap be-
tween the projected and ac-
tual deficit. “Bates was con-
temptuous of budgets,” says
a high-ranking trustee. “It
scared us.”

§“Reported discord be-
tween Mr. Lowry and Rich-
ard H. Koch, the museum’s
administrative director. At
the first meeting of the fund-
raising committee, for in-
stance, Mr. Koch presented
figures and ideas that had
reportedly not been cleared
with Mr. Lowry. Mr. Koch
maintains, however, that he
had shown the figures to Mr.
Lowry “shortly before the
meeting.” “They were pre-
pared in rather a rush and
he hadn’t really had time to
study them,” he says.

Trustees Divided

Last week trustees, many
of whom had not known'
about the dismissal until they
read it in newspapers, had
a wide range of comment.
Several said they felt Mr.
Lowry should have been
given “another year.”

But another said he felt
Mr. Lowry did not have “the
ahility to handle such a com-
plex post.”

A pro-Lowry member of
the museum said, “They felt
they were getting a nice Mid-
western boy with the right
academic qualifications. In-
stead they got someone who
was seriously interested in
the museum's intellectual
purposes, and in making
many changes.”
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De Menil,a Modern
Museum Trustee,

.Sees Inttigue
-~ By GRACE GLUECK

e

A trustee of the Museum of _ 1

Modern Art says he believes
that intrigue had been a fac-
tor in the recent dismissal of
Bates Lowry, the museum’s
director for less than a year,

John de Menil of Houston
and New York, a trustee for
more than 10 years, has
charged that “clannish” staff
members interested -in “re-
taining their influence” mis-
represented Mr. Lowry to
members of the board of
trustees. 4

Mr. Lowry’s ouster after a
10-month tenancy was an-
nousced as a “resignation”
on May 2 by David Rockefel-
ler, board chairman, and
William S. Paley, president
of the museum and board
chairman of the Columbia
Broadcasting System. The
abrupt dismissal has touched
off comment in staid museum
circles, .where tenure is
usually considerably longer

| than that of the business

world. Last week, one mu-
seum official  asked, “Has
MOMA gone network?”

To Elaborate Thursday

: Mr. de Menil, board chair-
man of Schlumberger, Ltd,
an international company op-
erating in oil engineering,
electronics and space, says
he will give voice to his
charges at the next regular
meeting of the museum’s
board, scheduled for Thurs-

His views are in disagree-
ment with those of other
trustees, who expressed dis-
appointment over what they
characterized as Mr. Lowry’s
lack of administrative ability,
his failure in - staff and
trustee  relationships, his
temper flare-ups and his

| assumption of certain respon-

sibilities that might have
been delegated.
« During Mr. Lowry’s short
ferm at the pace-setting mu-
seum, he initiated programs
and policies that the trustees
have said they would retain.
Mr. de Menil continued, “I
believe Mr. Lowry was doing
a good job. He is a Renais-
sance scholar who got with
contemporary art; he changed
the costly outside approach
to exhibitions so that the mu-
geum’s own collections could
be explored in depth, and he
made the curatorial staff pull

together.” :

]nv--'
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~ John de Menil

“With a good board and a
good director, how can such
a crisis arise? I believe there
was connivance against him.”

Though the Immediate rea-
son for hig departure remains
unclear, there has been talk
in art circles that Mr. Paley
had urged him to quit in the
face of threatened “mass res-
ignations” by the staff. How-
ever, Mr. Paley says there is
“absolutely no truth” to the
report. i

As Mr. Lowry remained in-
communicado, several fac-
tors emerged that may throw
new light on his ouster. Ac-
cording to sources close to
Mr. Lowry, they are:

GA - strong difference of
opinion between Mr. Lowry
and Walter N. Thayer, the
musewmn’s newest trustee
and the chairman of its forth-
coming fund-raising drive.
Mr. Thayer, president of
Whitney Communications
Corporation, had hired an
outside organization to con-
duct studies on the “feasi-
bility” of a capital drive to
raise $50-million for the mu-
seum.

Although Mr, Thayer pri-
vately accused Mr. Lowry of
not cooperating with prepa-
rations for the drive, sources
close to Mr. Lowry said that
he told Mr. Thayer that the
fund-raising efforts of the
museum and the outside con-
cern should ‘be more closely
coordinated and that a pre-
sentation prepared by a per-
son of Mr. Thayer's own
choice did not sufficiently
explain the philosophy of the
museum and its staff to
prospective contributors. Mr.

Thayer has not been avail-

Bates Lowry

"Dan Budnik

able for comment.

GA dispute with Philip
Johnson, the architect and 2
trustee of the museum, who
was instrumental in bringing
Mr. Lowry to the attention
of his predecessor, the late
René D'Harnoncourt. Accord-
_ing to reports. Mr. Lowry
felt that a proposed high-
rise skyscraper designed by
Mr. Johnson to contain office
space for the museum and
outside lessees would take
too long to build. The two
men reportedly exchanged
sharp werds over the pro-
posal.

QThe reported disapproval
of Alfred H. Barr Jr.,, retired
director of museum collec-
tions but still a powerful fig-
ure on the museum’s scene,

of the $6-million purchase of ’

the Gertrude Stein colléction
by a group of trustees last
fall. The purchase was heavi-
ly endorsed by Mr. Lowry.

Yesterday, Mr. Barr denied
reports of a quarrel with Mr.
Lowry. “There was discus-
sion, but- no argument” he
said.

Asked whether he had been
entirely satisfied with the
way the museum was being
run, Mr. Barr said, “From
time to time I'd hear things
I wasn't happy about, but I
had amiable relations with
Bates and that’s the way it
is”

GA budget deficit of over
$500,000. Although the mu-
seum has had mounting
deficits since 1866-67, the
1968-69 deficit, based on an
operating budget of $6-mil-
lion exclusive of acquisitions
funds, is its highest yet. The
budget was formulated under
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the directorship of Mr. D’-
Harnoncourt. Mr. Lowrey
sat in on its preparation, but
he has been blamed by sev-
eral trustees for the gap be-
tween the projected and ac-
tual deficit. “Bates was con-
temptuous of budgets,” says
a high-ranking trustee. “It
scared us.”

G“Reported discord be-
tween Mr. Lowry and Rich-
ard H. Koch, the museum'’s
administrative director. At
the first meeting of the fund-
raising committee, for in-
stance, Mr. Koch presented
figures and ideas that had
reportedly not been cleared
with Mr. Lowry. Mr. Koch
maintains, however, that he
had shown the figures to Mr.
Lowry “shortly before the
meeting.” “They were pre-
pared in rather a rush and
he hadn’t really had time to
study them,” he says.

Trustees Divided

Last week trustees, many
of whom had not known"
about the dismissal until they
read it in newspapers, had
a wide range of comment.
Several said they felt Mr.
Lowry should have been
given “another year.”

But another said he felt
Mr. Lowry did not have “the
ability to handle such a com-
plex post.”

A pro-Lowry member of
the museum said, “They felt
they were getting a nice Mid-
western boy with the right
academic qualifications. In-
stead they got someone who
was seriously interested in
the museum’s intellectual
purposes, and in making
many changes.”

THE NEW YORK TIMES, MONDAY, MAY 1|
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good a photographer you are, you won't
get the plums.” The show includes spe-
cial sections on Beaton “favorites” such as
the English royalty, Marilyn Monroe and
Pablo Picasso, as well as shots from World
War II and recent pictures taken of vil-
lagers near his English country home.

Theater: The eminence of Beaton’s sit-
ters sometimes seems to overpower his
creative vision. His works can be studies
of celebrities for celebrity’s sake. Al-
though he often excels when he snaps
away at high society and arty eccentrics,
he doesn’t make as penetrating a contact
with commoners. His war scenes of a
blitzed London and bandaged babies are
touching as theater rather than pieces of
real life. One professional associate once
described Beaton as the “man who took
photography out of the laboratory—and
put it back in the bordello.” What he
meant was that Beaton touched up his
photographs  unrestrainedly, cropping
them, darkening to excess his prints, and
idealizing his subjects.

But Beaton insists that technique is not
his bag. “Mind you,” he says, “it’s what
you take, rather than how you take it
that counts. Today’s most interesting
photography is in the hands of people
without any esthetic understanding, peo-
ple who don’t know about composition
and pattern, but who have a psychic ap-
proach to a person and situation. It all
depends on a response to beauty and
being able to push that little brass shut-
ter down.”

Parting With a Paragon

Choosing a museum director these
days is almost as tricky as picking a col-
lege president. Like his counterpart in
academe, the museum director should
be a scholar, administrator, money raiser,
a diplomat keenly aware of the demands
ot politesse and power. Just a year ago.
New York’s Museum of Modern Art

—DAVID L. SHIREY

{thought it had found such a paragon in

- Bates Lowry—then 43 and head of
Brown University’s art department and
of the Committee to Rescue Italian Art—
to replace retiring museum chiefs René
d’Harnoncourt and Alfred Barr. But last
week, MOMA trustees David Rockefel-
ler and William Paley jointly announced
that Lowry was resigning—for “personal
considerations.” :

The mysterious edict concealed a
mare’s nest of personal and personality
difficulties that Ead soured Lowry’s brief
period of command. Many admired his
work, his knack for administrative effi-
ciency and his attempts to communicate

_ with black artists. But, as one high mu-
seum official explained: “Bates simply
didn’t get along with the board of trust-
ees—he didn’t like working with them
and they didn’t like working with him.”

Skills: Lowry chose to explain his de-
parture privately as the result of frustra-
tion--having to spend too much time run-
ning things and too little dealing directly
with art. However, he was hired primar-
ily for his proven administrative skills,
and proceeded to try to run everything
in sight. Insiders claim he insisted on
getting for himself both the title of direc-

tor of the museum and director of the
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Lowry: Politesse and power

Newsweek
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taff friction, however, was ot

cally what luid Lowry Jow. It was his ar-
rogance toward MOMA's powers that be.
On many occasions, according to in-
siders, Lowry wonld keep individual
members of the board cooling their heels
for a few days before he could find time
to see them. And he rudely dismissed
the suggestions of founding director and
trustee emeritus Alfred Barr, and thus
alienated the older, powerful, pro-Barr
trustees. To make muatters worse, he is
reliably reported to have asked that
the museum buy and furnish an_ ex-
tremely lavish apartment for him, which
the trustees thought would be used, in
part, for official entertaining. But once
the apartment was his, Lowry armounced
that it was his home and the museum was
not to intrude into his private life.

No permanent replicement has been
found for Lowry, but teatile magnate and
art collector Walter Buareiss, a trustee and
chairman of the committee on painting
and sculpture, who repeatedly urged
the board to keep Lowry for at least
one more year, has assumed interim ad-
ministrative responsibilitics.

As for Bates Lowry, his resignation is
effective immediately, and at the end of
the week he was incommunicado. Friends
said: “He has no plans for the future.”
= While MOMA looked for a new mas-
ter, its venerable Washington, D.C., cous-
in, the National Gallery of Art, was cele-
brating the announcement of its new
director, John Carter Brown, 34. He re-
places John Walker, 62, who spent 30
years at the gallery (both he and Brown
were Harvard students and acolytes of
the famed Bernard Berenson), and re-
cently brought Leonardo da  Vinei's
Ginevra de’ Benci to Washington and
launched a- $20 million Center for Ad-
vanced Study in the Visual Arts.

Brown, who wus deputy director of
the gallery, inherits oue of the world’s
major collections of traditional painting
and sculpture. And for the new center,
he plans to start buying the work of living
artists for the first time in the gallery’s
history. “This is our thing,” he declared
after his elevation, “to preserve the best
of our time.” “The best™ will include
light, kinetic and multimedia  works,
“whatever form art takes.”
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Walker (left) and Brown: *Our ”‘il‘l.g'
May 12, 1969
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get the plums.” The show includes spe- |
cial sections on Beaton “favorites” such as

the English royalty, Marilyn Monroe and |
Pablo Picasso, as well as shots from World
War II and recent pictures taken of vil- |
lagers near his English country home.

Theater: The eminence of Beaton’s sit-
ters sometimes seems to overpower his’
creative vision. His works can be studies
of celebrities for celebrity’s sake. Al-
though he often excels when he snaps
away at high society and arty eccentrics,
he doesn’t make as penetrating a contact
with commoners. His war scenes of a
blitzed London and bandaged babies are
touching as theater rather than pieces of
real life. One professional associate once
described Beaton as the “man who took
photography out of the laboratory—and
put it back in the bordello.” What be
meant was that Beaton touched up his
photographs unrestrainedly, cropping
them, darkening to excess his prints, and
idealizing his subjects.

But Beaton insists that technique is not
his bag. “Mind you,” he says, “it's what
you take, rather than how you take it
that counts., Today’s most interesting
photography is in the hands of people
without any esthetic understanding, peo-
ple who don’t know about composition
and pattern, but who have a psychic ap-
proach to a person and situation. It all
depends on a response to beauty and
being able to push that little brass shut-

ter down.”
—DAVID L. SHIREY
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days is almost as tricky as picking a col-
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‘academe; the museum director should
be a scholar, administrator, money raiser,
a diplomat keenly aware of the demands

e ot politesse and power. Just a year ago.

New York’'s Museum of Modern Art

“u

pm——

Bates Lowry—then 43 and head of
Brown University’s art departinent and
of the Committee to Rescue Italian Art—
to replace retiring museum chiefs René
d’Harnoncourt and Alfred Barr. But last
week, MOMA trustees David Rockefel-
ler and William Paley jointly announced
that Lowry was resigning—for “personal
considerations.” y

The mysterious edict concealed a
mare’s nest of personal and personality
difficuliics that had soured Lowry’s brief
period of command. Many admired his
work, his knack for administrative effi-
ciency and his attempts to communicate
with black artists. But, as one high mu-
seum official explained: “Bates simply
didn’t get along with the board of trust-
ees—he didn’t like working with them
and they didn’t like working with him.”

Skills: Lowry chose to explain his de-
parture privately as the result of frustra-
tion--having to spend too much time run-
ning things and too little dealing directly
with art. However, he was hired primar-
ily for his proven administrative skills,
and proceeded to try to run everything
in sight. Insiders claim he insisted on
getting for himself both the title of direc-

tor of the museum and director of the
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department of painting and sculpture.
Staff friction, however, was not basi-
cally what laid Lowry low. It was his ar-
rogance toward MOMA’S powers that be.
On many occasions, according to in-
siders, Lowry would keep individual
members of the board cooling their heels
for a few days before he conld find time

- to see them. And he rudely dismissed

the suggestions of fonnding director and
trustee emeritus Alfred Barr, and thus
alienated the older. powerful, pro-Barr
trustees. To make matters worse, he is

‘reliably reported to have asked that

the museum buy and furnish an ex-
tremely lavish apartment for him, which
the trustees thought would be used, in
part, for official entertaining. But once
the apartment was his, Lowry announced
that it was his home and the museum was
not to intrude into his private life.

No permanent replicement has been
found for Lowry, but textile magnate and
art collector Walter Bareiss, a trustee and
chairman of the committee on painting
and sculpture, who repeatedly urged
the board to keep Lowry for at least
one more year, has assumed interim ad-
ministrative responsibilitics.

As for Bates Lowry, his resignation is
effective immediately, and at the end of
the week he was incommunicado. Friends
said: “He has no plans for the future.”
= While MOMA looked for a new mas-
ter, its venerable Washington, D.C., cous-
in, the National Gallery of Art, was cele-
brating the announcement of its new
director, John Carter Brown, 34. He re-
places John Walker, 62, who spent 30
years at the gallery (both he and Brown
were Harvard students and acolytes of
the famed Bernard Berenson), and re-
cently brought Leonardo da Vinei's
Ginevra de’ Benci to Washington and
launched a $20 million Center for Ad-
vanced Study in the Visual Arts.

Brown, who was deputy director of
the gallery, inherits one of the world's
major collections of traditional painting
and sculpture. And for the new center,
he plans to start buying the work of living
artists for the first time in the gallery’s
history. “This is our thing,” he declared
after his elevation, “to preserve the best
of our time.” “The best”™ will include
light, kinetic and multimedia works,
“whatever form art takes.”
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R IN ence of the increasing amount of company
4 are atogll tin‘xles subject, it becomes necessary to adopt the following

RULES FOR VISITORS,

FIrsT. We wish it to be understood that we do not keep a Public
: ' House, and wish to have our Rules attended to as much as any one would the rules
| of their own private dwelling.

SECOND. Those who call to see their Friends or Relatives, are to
visit them at the Office, and not to go elsewhere, except by permission of these in
care at the office.
| THIRD. Those who live near and can call at their own convenience @&

are not expected to stay more than a few hours ; but such as live at a great distance,

or cannot come often, and have near relatives here, can stay from one to four days,
, according to circumstances, This we consider sufficient time, as a general rule.

FourtH. All Visitors are requested to rise to take Breakfast at [
half past Six in the Summer, and half past Seven in the Winter.

} FIrTH. At the Table we wish all to be as free as at home, but we
(0 dislike the wasteful habit of leaving food on the plate. No vice is with us the less
9 ridiculous for being in fashion.

SIxTH. Married Persons tarrying with us over night, are respect- ':;.3
# fully notified that each sex occupy separate sleeping apartments while they remain.
This rule will not be departed from under any circumstances.

¥ SEVENTH. Strangers calling for meals or lodging are expected to [
i pay if accommodated. i

UNITED SOCIETY,

Cat. No. 78 "Rules for Visitors"
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"The beautiful, as you call it, is absurd and abnormal. It has no business with
us." So explained a Shaker to an inquirer in the early 1870's, and his words
may stand here to signalize hissect's attitude toward the arts. The speaker was
Frederick Evans, an elder of the Shaker community at Mount Lebanon, New
York. The inquirer was Charles Nordoff, a visitor collectingdataon the Shakers
for his Communistic Societies of the United States, an important book which
appeared a few years later, in 1875, Elder Frederick's remark was elicited by
a discussion of Shaker architecture. Nordoff, it seems, was depressed by what
struck himas the tediousness of Mount Lebanon's buildings—"mere factories or
human hives," he called them—and asked the elder whether, if they were to
rebuild their settlement, the Shakers would not attempt "some architectural
effect, some beauty of design.” The elder emphatically dismissed the possi-
bility. Beauty, he pointed out, was one of the devil's snares to catch the
worldly minded. In building anew, he went on, the Shakers would "take care
to have more light, a more equal distribution of heat, and a more general care
for protection and comfort, because these things tend to health and long life.
But no beauty."

This theme—that an interest in Beauty was as much to be condemned as an in-
terest in the forbidden indulgencesof the flesh—pervades nearly all the Shakers'
pronouncements, and so, too, does their concernwith what we may follow Elder
Frederick incalling their "belief in the primacyof utility," withwhat we would
today call "Functionalism." Thatwas indeed a fundamental tenetof theircreed.
"All things must be made according to their order and use," wrote an early
Shaker. They must be "faithfully and well-done, neither too high nor too low,
but in a just and temperate medium," wrote another. If "things" were made
"too low" they would fall short of the perfectionwhich the Shakers undeviatingly
sought, if "too high" they would contain superfluities which would inevitably
"shut out the sense of God." And to suggest that the Shakers' "things" did in
fact maintain the standards which their principles demanded is one of the pur-
poses of the present exhibition.

The Shakers' achievement has many facets, and this little essay cannot possibly
prefend to deal with all of them. Rather, it will simply attempt to point out a
few factors which may help to explain the continuity of their work, the story
and characterof its development. The line which this development has traced
strikes me as having a firmness, an absolute certainty of control, as impressive
as it is rare. To draw attention fo this is the limit of my aim here.

*
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The Shakers' roots reach back to eighteenth-century England. But, beyond that,
partof their inheritance must be sought in seventeenth-century France, whence
a band of inspirés called Les Camisards fled across the Chcfnnel to seek refuge
from the effects of the revocation of the Edict of Nar]tes, in 1685. They were
a curious band. Sobbing, weeping, laughter, hysteria were cotnmonplaces of
their fervor; a lack of restraint which seems tous almost poi’hologlcol: But they
exercised an enormous appeal. Settling mainly in Londc'm., they r|v'eted the
attention of the city by the ecstatic abandon of their religious exercises, and
in a short time these "French Prophefs" gained a number of converts, their high
hopes respecting Christ's Second Coming leading many Eng'| i.shmen to believe
that they had now in their midst heraldsof anew age of the spirit. It wasashort-
lived enthusiasm, however, and by 1725 the cult had disappeared altogether.

But its memory was not quite erased. In the purlieus of Manchester especially
there came info being some twenty years later, a convenicle of dedicated souls
who felt an inner response fo the Prophets' legacy. Mostly Quakers, they had
become convinced that Quakerism had lost its original vigor. Accordingly,
they gradually left the Society of Friends, and under the leadership of a tailor
and hiswife, Jamesand Jane Wardley, adopted a mode of worship wherein they
aspired, like the French Prophets, tomanifest the outpouring of the spirit through
the charismatic gifts associated with the primitive Christian Church. The resul-
ting "Wardley Society" was subjected to a good deal of hostility and ridicule.
Its members were derisively called the "Shaking Quakers" and, shortly, "the
Shakers."

Inevitably, they were persecuted, and it is doubtful that they would have sur-
vived had they not been joined, in 1760, by a vivid young woman named Ann
Lee. An illiterate textile worker, she was, her biographers tell us, a personof
uncommon ability. Certainly, her determination was unflagging, and estab-
lishing herself as the tiny sect'smost dynamic member, she continued fervently
to proclaim her disillusionment with the Established Church and fearlessly to
bear witness to the Shakers' belief in the confession of sin and the imminence
of the millennium. It was not an easy role. The Shakers were bitterly perse-
cuted; their meetings were constantly broken up by mobs; and in 1770 Ann Lee
was herself imprisoned for "profaning” the Sabbath. That, as it happened,
marked a turning point in the Shakers' history. For in prison she underwent a
great mystical experience. It was revealed to her that the great sin and source
of the world'swrongs wasuncontrolled sex, that she was herself the incarnation
of Christ's Second Coming, and that she wasdivinely appointed to carry on the
work of redemption which He had begun. On herrelease Ann spoke unendingly
of the presence of Christ as He had been revealed to her, and it was only @
matter of time before her fellow Shakers gave their loyalty to her testimony
absolutely. Convinced that she was the one chosen by God to be their spiritual
leader, the Daughter of God as Jesus was His Son, they referred to her then,
as they were to do forever after, as "Mother Ann,"

Through her, the Shakers had effected the transition from expectation to fulfill-
ment. They had themselves become in the full sense Believers. But there was
little to suggest that others would be amenable to the gospel message, not at
least in plebeian Manchester. Over and over again they were the objects of
violent outbursts; there was even an attempt to stone Mother Ann to death.
Then, she had a "special revelation." She was told that the Shakers' destiny
lay not in their own country but in the land of promise across the sea. With
this occurrence, the history of Shakerism was closed in England.

Its joint Anglo-Frenchancestry left its mark on the sect's developed principles
and practices, however. From the Quakers came their ideal of spontaneous
worship in the Spirit as the proper means to prepare for the work which was yet
tocome. Like the Quakers, they were pacifists, opposed fo the taking of oaths
and litigation, and champions of reform and philanthropies, particularly in the
issues of slavery and poverty. And like the Quakers they believed in the utmost
practical simplicity. While from the French Prophets they derived their mode
of worship, their practice of confession of sins, and, most important, their
millennial hopes.

With her devoted little group of eightdisciples, styling themselves the "Believers
in Christ's Second Appearing," Mother Ann Arrived in New York on the eve of
the Revolution, in 1774. |t was soon apparent that she and her flock had not
left their troubles behind them. They were for a while separated. They were
suspected of being British spies. And they were persecuted, often as bitterly
as they had beenin England. Strengthened by their adversities, they were not
to be daunted, however, and after two years they were able to secure a swampy
tract near Albany, where they established their mission. Now, their patience
and their ardor were joined by success. For thanks to the Baptist and Congre-
gational revivalism which flourished inupper New York State and western Mas-
sachusetts in the 1780's, they found a responsive audience of sympathetic souls.
Hundreds came to behold this Daughter of God preaching in the wilderness, and
hundreds left converted.

Mother Ann died in 1784, after only a decade in her adopted country. But her
work had been done. Shakerism was firmly implanted in the new Republic.

Success followed success. Under the able leadership of herdisciples, there were
many more converts to the Shaker cause, and already by 1794 eleven societies
had been organized, not only in New York State but also in Massachusetts,
Connecticut, New Hampshire, and Maine, while after the turnof the century,
asa resultof missionary effort in the wake of the Kentucky Revival, seven more
were founded west of the Alleghanies, in Ohio, Kentucky, and Indiana.

There were, among all the societies, many similarities. They were all con-
ducted as largely self-sufficient communities in conformity with the Shakers'
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beliefs in the communal ownership of property, celibacy (which in'procﬁce
involved the separation, but also the equality, of the sexes)., -cnd withdrawal
from the world and all worldly institutions. They were all similar in their in-
ternal organization as well, each society beingdivided into "family" ur}its with
its own spiritual and temporal leaders. And they were all to u.con5|derqb|e
degree similar in the stylistic character of the arts and crafts which they pro-
duced, such regional variations as marked the work of the various communities
being wholly subsumed by their overriding consistency.

That it should be so is the result of several conditioning factors. One is the
traditional basisof nearly all the Shakers' artifacts. Shakerchairs, forexample,
declare this with great exactness, for it is discernible at once that they derive,
in theirdiagrammatic basis and their methodsof construction, from eighteenth-
century vernacular usage. Thus a Shaker straight chair (like No. 14 of the
present exhibition) is fundamentally a "World's People's" Ladderback, but in-
finitely refined, its members made lighter, its proportions slenderer. And,
invariably, the piece is rendered more useful by some ingenious Shaker device;
in this case by "tilting buttons" affixed to the back legs, allowing the sitter to
lean back without tumbling over or marring the floor. Precisely the same de-
pendence on tradition and subsequent refinement is evident in the Shakers'
rocking chairs. The earliest of these shown in the exhibition (No. 12) dates
from about 1820 and clearly evinces its affinity to the contemporary vernacular.
With this one may compare a later rocker (No. 13), made about 1870. Here,
the "bare bones" remain much the same; but how much more refined a thing it
has become..

The highly specialized purposes for which their artifacts were intended also
accounts for the continuity of their design. Shaker chairs were produced not
only for their own use but for that of the world as well, and thousands of them
were sold. Most of the Shakers' furniture, however, was made exclusively to
serve theirown needs, and these, rigorously controlled by the order's "Millennial
Laws," rarelycalled for anything inthe way of far-reaching alterations in their
material possessions. The stylistic qualities of their work owed much, also, to
their stringently disciplined regimen. To it must be attributed, for instance,
that economy of line and masswhich givesso many of theirpieces the appearance
of extreme fragility. For the Shakers themselves, however, it was nothing of
the kind. As one of them wrote: "It is only because the World is blinded by
the abundance & embellishments of its works that ours are looked upon as too
simple & too frail," And, anyhow, such furniture served their requirements
perfectly, its light construction allowing it readily to be moved and to be hung

from the ubiquitouspeg rails which lined each Shaker room six feet above floor
level.

But beyo.nd ?II else it was their religious tenets which dictated the consistency
and continuity of their craftsmanship. "Put your hands to work and your hearts
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to God," Mother Ann had admonished her children. "Do your work as though
you had a thousand years to live, and as you would if you knew you were to die
tomorrow." So the Shakers looked upon everything they made as a practical
instrument for a spiritual end. Assuch, it must work, really work, in the most
logical and expedient way possible, totally unhampered by mere “abundance &
embellishments."

How these principles were carried into practice is well exemplified by Shaker
buildings; those "factories or human hives" which Nordoff found so wanting.
Like their furniture, these were, in their broad lines, mainly traditional: both
in their design and construction they largely depend on eighteenth-century
English carpenters' pattern-books. In Shaker hands, however, the profotypes
were everywhere re-examined and re-interpreted, their "embellishments" re-
jected, their "order and use" enhanced; and the resulting buildings, all of them
of endearing simplicity, must rank among the most refined "machines for com-
munal living" that have ever been conceived.

On the other hand, though most of their works stemmed from traditional forms
and practices, the Shakers were by no means tradition-bound. Far from it.
Anything—everything—making the struggle for life a little less tedious, was to
be grasped and exploited. Their minds were keenly experimental. The list of
their laborsaving devices is impressive in itself; it containssuch disparate items
as the common clothespin, the flat broom, the circular saw, and the mechanized
washing machine. But to have merely invented something new was never enough
for them: meticulously, it must be reconsidered, redesigned, and, if necessary,
ultimately rejected. The Shaker Stove (No. 50) is a case in point. Devised
about 1810 to replace the traditional fireplace, which they regarded as dirty
and inefficient, it was continually perfected until the 1870's, by which time
ithad become a superbly efficientapparatus. Then, suddenly, suchstoves were
aboiished, Central heating, the world's invention, had made them obsolete.

*

The twodecadesprior to the Civil War found the Shakers at their height. There
were eighteen communities containingseven thousand Believers. They enjoyed
abundant prosperity. The hundreds of products of their fields and shops—their
chairs, baskets, and oval boxes, seeds, herbs, and pharmaceuticals—were re-
cognized everywhere for their unexcelled quality, and commanded premium
prices. Their spiritual lives flowered correspondingly. Indeed, historians refer
to the period as that of the "Shaker Revival," a time characterized by intense
revelations as the leaders of the sect waited for asign for Mother Ann's return
to earth. "The windows of heaven and the avenues of the spirit world are set
open," one of them wrote. And so it devolved on certain divinely appointed
souls among them to record their visions with penand ink thatothers might share
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them, and these “Inspirational" Drawings (which the Shakers themselves were
forbidden to display and allowed merely to circulate among themselves) have
come down to us as powerful and moving witnesses of those wondrous days.

Two kinds of drawings developed. The earliest were cryptic "sacred sheets"
in unadorned calligraphy. Slowly and tentatively, decorative devices were
added—crowns, harps, roses, drums, stars, and altars, until a second type was
evolved, greater in size and complexity, withstylized representationsof trees,
flowers, and fruitsand frequent allusions to the Scripturesand the Shakers' own
past.

The last drawing is dated 1859, By then there were many signs that the fire of
Shakerism was flickering. Converts had become fewer and old members were
dying off; the new industrialism, very different in its techniques from the Sha-
kers' own, was imposing formidable competition in the familiar marketplaces;
mismanagement in some communities was leading fo a draining of capital re-
sources. Visitors noticed that, one by one, buildings were falling out of use
and were being pulled down; sometimes whole communities were being closed.,

It could hardly be expected that, with the decline, the Shakers' arts and crafts
could retain theirvitality; and theydid not. Sometimesoutward formsremained
the same, as in their chairs and boxes, but there wasa marked decline in their
craftsmanship. And sometimes the forms themselves changed; not as they had,
creatively, in the years past but rather for the sake of change. Their buildings
took on touches of "Queen Anne" here, Ruskin there; Eastlake invaded their
furniture. There was in nearly all their works an alien note of artistic preten-
tiousness, a lamentable lack of their old convictions.

Today, two inhabited Shaker communities survive, one at Canterbury, New
Hampshire, the otherat Sabbathday Lake, Maine, witha combined membership
of nineteen. Inevitably, their Society will soon be relegated to history. As
history, what a remarkable chronicle it will be—this story of the most long-
lived and successful of all American experiments in communitarianism. And
for the future generations who write if, one chapter will undoubtedly stand out
as marking the Shakers' most striking legacy. This, paradoxically, will concern
itself with something the Shakers themselves would have heartily deplored—
with their contributions to America's art, with those "things" which have in fact
already exerted a powerful influence on present-day designers, both in this
country and abroad, who have recognized in the Shakers' achievement close
analogies to their own artistic ambitions.

Eugene Merrick Dodd

Curator
Hancock Shaker Village

e e R T
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Cat. Nos. 22, 23, 24 Oval Boxes
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Cat. No. 12 Rocking Chair

Cat. No. 75 Copy of The Divine Book of Holy and Eternal Wisdom, Revealing
the Word of God; out of Whose Mouth Goeth a Sharp Sword

R Seee—

Collection: Series.Folder:
DCM VIILH.7
SHAKER ART

Organized for the Museum of Art, University of Oregon, by Eugene Merrick
Dodd, Curator, Hancock Shaker Village, Pittsfield, Massachusetts.

CATALOGUE OF THE EXHIBITION

Because of the consistency of their design, it is generally impossible to date
Shaker arts and crafts on the basis of their style. In this catalogue items are
dated onlywhen there is firmdocumentary evidence;otherwise it may be assumed
that all items were made before 1860 with the exception of Nos. 11, 13, and
16, which were made about 1900. All measurements are given in inches.

"INSPIRATIONAL" DRAWING S

| "The Word of the Holy, Alpharine and Omega—April 21st, 1844, Rufus
Bishop." Height: 4-3/4, Width: 4-5/8. Heart-shaped blue paper;
descriptive writing and drawing; blue ink, recto and verso. Gift of Dr.
and Mrs. Edward Deming Andrews.

"The Word of the Holy Heavenly Father to a Child of His Delight. James
Goodwin." Height: 4, Width: 3-7/8. Heart-shaped pink paper; des-
criptive writing and drawing; blue ink, recto and verso. Giftof Dr. and

Mrs. Edward Deming Andrews.

"The Word of the Holy, Heavenly Father to a Daughter of His Love.
Sarah Ann Standish, April 15th, 1844." Height: 4, Width: 3-7/8.
Heart-shaped pink paper; descriptive writing and drawing;blue ink, recto
and verso. Gift of Dr. and Mrs. Edward Deming Andrews.

"The Word of the Almighty Father to the Son of his Delight. Benjamin
Gates. " Height: 2-7/8, Width: 3-7/8. Heart-shaped blue paper;
descriptive writing and drawing; blue ink, recto and verso. Gift of Dr.
and Mrs. Edward Deming Andrews.

"AType of Mother Hannah's Pocket-Handkerchief, drawnby Father James
for Jane (or June) Blanchard, 1851." Height: 16-7/8, Width: 14. Blue-
gray paper; descriptive writing, drawing, and painting; blue ink and
watercolors. Verso: two hymns by Eunice Wythe: "Copy of a Short
Hymn...in 1815 (should be 1851) O beautiful gospel, Heavenly prize..."
\ and "following lines written by ...after...meeting at Holy Mount, 1850.
O Heavenly Vision, Glorious Sight,..."
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Kitchen Piece. Height: 37-3/4, Length: 27, Width: 21. One drawer ;
one cupboard; high-sided top. From Hancock, Massachus p

etts.

Se:Ning Cabinet. Height: 27-1/2, Length: 35-5/8, Width: 15-1/2.
Width of drop leaf: 8-1/2. Four tapered legs; overhanging top; drop

|e?f atback;six drawers; maple and pine. From Hancock, Massachusetts,
Gift of Dr. and Mrs. Edward Deming Andrews.

Peg-Leg Stand. Height: 24, Length: 24-1/2, Width: 16-1/8. Tripod
base; cleated ends; one drawer; pine and maple. Gift of Dr. and Mrs.
Edward Deming Andrews.

Round Stand. Height: 25, Diameter of top: 17-1/2. Tripod base;
circular top, cherry. Gift of Dr. and Mrs. Edward Deming Andrews,

Table. Height: 26-3/4, Length: 55-1/2, Width: 21, Four turned legs;
overhanging top; large drawer. From Sabbathday Lake, Maine.

Child'sRocking Chair. Height: 23-1/8, Width: 12-1/2, Depth: 10-3/4.
Armed; taped seat and back; stained brown. From Mount Lebanon, N. Y.

Rocking Chair. Height: 46-1/2, Width: 21, Depth: 16. Armed; four
slafs; taped seat; short rockers (one partially missing). From Hancock,
Massachusetts.

Rocking Chair. Height: 33-1/4, Width: 17-1/4, Depth: 14. Armed;
taped seat and back; stained brown. From Mount Lebanon, N. Y.

Chair. Height: 42, Width: 19, Depth: 14-1/2. Three slats; taped
seat; tilting buttons on back legs (now screwed down; one repaired with
metal bank).

Dining Chair. Height: 26-1/2, Width: 18-3/4, Depth: 14-1/4. Two
slats; splint seat; tilting buttonson back legs. From Hancock, Massachu-
setts. Gift of Dr. and Mrs. Edward Deming Andrews.

Footstool. Height: 9, Width: 12, Depth: 9, Four legs; varnished red-
brown; taped seat.

Towel Rack. Height: 48, Length: 19-3/4, Width: 1-1/2. Twoupri.ghi's;
shoe feet; three crossbars; pine. From Mount Lebanon, N. Y. Giftof
Dr. and Mrs. Edward Deming Andrews.
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UTILITARIAN OBJECTS

18.

19.

20,

21,

22,

23,

24,

25,

26.

27

29,

30.

Oval Box. Height: 1-1/16, Length: 3-5/16, Width: 2-1/16. Wood,
varnished.

Oval Box. Height: 1-3/8, Length: 3-3/8, Width: 2-1/2. Wood,
stained red-orange.

Oval Box. Height: 2, Length: 4-3/16, Width: 2-7/8. Wood, painted
Tight green.

Oval Box. Height; 2, Length: 5-3/4, Width: 3-3/8. Wood, painted

dark green.

Oval Box. Height: 4-5/8, Length: 12, Width: 8-3/8. Wood, painted
green.

Oval Box. Height: 5-7/16, Length: 13-3/8, Width: 9-1/4. Wood,
varnished.

Oval Box. Height 7-5/16, Length: 15, Width: 10-13/16. Wood ,
stained yellow. Gift of Dr. and Mrs. Edward Deming Andrews.

Oval Carrier. Height: 5-3/4, Length: 13-1/2, Width: 9-1/2. Wood,
varnished, with handle.

Oval Carrier. Height: 2-3/4, Length: 14-1/2, Width: 10-9/16.
Wood, varnished, with fixed handle. From Sabbathday Lake, Maine,
probably circa 1920.

Round Box. Height: 7-1/8, Diameter: 11.
marked "D. G." in black paint.

Ock, with pine bottom;

Dry Measure. Height: 3-3/4, Diameter: 12—1/2. Wood, painted
orange-pink. Gift of Dr. and Mrs. Edward Deming Andrews.

Milk Bucket. Height: 9, Diameter: 12-1/2. Wood, painted blue,
Tighter blue inside; with wooden handle; two hoops lapped in.

Pail. Height: 5-3/4, Diameter: 9- 1/4. Red cedar and sumach, with
clear varnish outside, unfinished within; two steel hoops painted black;
wire handle with turned wooden carrying handle on top. Made in 1878
atNew Lebanon, N. Y., by Brother Rufus Crossman. Giftof Mrs. Edgar
Stern.




31.

82.

33.

34.

35.

36.

37.

38.

39.

40.

45.
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Basket. Height: 10, Length: 25-1/2, Width: 14-7/8. Split black ash,
with handle. From Canterbury, N. H.

Basket. Height: 9-1/2, Diameter: 21-1/2. Split black ash, with two
Toop handles; one handle incised "WF".

Basket. Height: 2-1/2, Diameter: 6-3/4. Poplar, with two loop han-
dles. Gift of Dr. and Mrs. Edward Deming Andrews.

Basket. Height: 2, Diameter: 4-7/8. Poplar. Gift of Dr. and Mrs,
Edward Deming Andrews.

Basket. Height: 1-3/4, Diameter: 3. Poplar; open-weave; round,
With hexagonal base. Gift of Dr. and Mrs. Edward Deming Andrews.

Basket. Height: 1-1/16, Diameter: 2-1/8. Poplar; open-weave bottom;
paper binding. Gift of Dr. and Mrs. Edward Deming Andrews.

Sieve. Height: 3-1/2, Diameter: 10-1/2. Wood, with horsehair mesh.

Mitten Form. Length: 12-1/2, Width: 3-7/8. Wood; incised on handle
837", Made at Hancock, Massachusetts. Giftof Dr.and Mrs. Edward
Deming Andrews.

Carpet Beater, Length: 33-5/8, Width: 12-1/2. Wood, withbent-wood
Toop; brass fittings in handle; handle partially painted red.

Whisk Broom. Length: 9-1/2. Turned maple handle, with leatherstrap;
Bound with copper wire and cotton thread. Gift of Dr. and Mrs. Edward
Deming Andrews.

"Close-Pin". Length: 6-1/2. Wood. Probably from New Lebanon,
N.

Coat Hanger. Length: 16-1/8. Wood.

Table Swift. Length: 18-1/2, Diameter (maximum): 20-1/2. Wood,
partially varnished, partially stained yellow; turned base. Expanding
device for winding yarn. Made at Hancock, Massachusetts.

Clock Reel. Height: 29, Length: 15-7/8, Width: 7-5/8. Wood,
stained red; three legs; clock face; leather carrying strap. From Mount
Lebanon, N. Y.

Tape Loom. Height: 13, Length: 20-1/2, Width: 5. Wood, with
Teather and metal fittings (one roller missing)’. ’

14-1/4. Pine, stained red; hole

Last. Height: 3-1/8, Length: 9, Width: 2-3/4, Wood; incised "2"

Kerosene Can. Height: 5, Diameter (at base): 6-1/2. Tin, with han-

Mople Sugar Mold. Height: 1, Length: 5-3/8, Width: 3-7/16. Tin.
Stove. Height: 21, Length: 27-1/2, Width: 12. Cast iron.
Woodbox. Height: 8-1/4, Length: 23, Width: 11-1/2. Wood, with

Carrying Basket. Height: 3-3/4, Length: 12-1/4, Width: 10-3/4.

ent-wood handles; brass angles at corners; iron rods in
Hay Fork. Length: 82-1/2. Bent odk; three tines, with stabilizing tine

Seed Box. Height: 3-3/8, Length: 23-3/8, Width: 11-5/8. Wood,
stained red and varnished; hinged cover; six compartments; paper label

on front "SHAKERS GENUINE GARDEN SEEDS, MOUNT LEBANON,

Seed Packet. Height: 4-5/8, Width: 3-1/2. Paper, printed "SHAKERSY/
ROYAL WHITE/BUSH/BEANS.../N.F. New Lebanon, N. Y."

Seed Packet. Height: 8-1/4, Width: 5-7/16. Paper, printed "BEET/
WHITE FRENCH SUGAR.../20 cts. D. M./From the Shakers Gardens,

Tin of Summer Savory. Height: 2, Diameter: 2. Tin, with blue paper
label "PULVERIZED/SUMMER SAVORY./S. F./Prepared in the United
Society, /NEW LEBANON, N. Y." Giftof Dr. and Mrs. Edward Deming

Collection: Series.Folder:
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46. Lap Board. Length: 28-1/2, Width:
for hanging on pegboard.
47.
48.
dle and angle spout. From Watervliet, N. Y,
49.
50.
Sills
Bent-wood handle.
52.
Wood, wit
bottom. From Medicine Shop, Mount Lebanon, N. Y.
58,
above. Gift of Mr. Donald Miller.
54,
N. Y." Paper label for each compartment.
85,
56.
New-Lebanon, N. Y."
57..
Andrews.,
58,

Assorted Labels for Extracts, Medicines, etc.

1. Extract of Wild Leffuce 7. Syrup of Bitter Bugle

2. Extract of Yellow Dock 8. Norwood's Veratrum Viride
3. Oil of Peppermint 9. Shaker Eye and Ear Balsam

4. Wintergreen 10. Rose Water

5. Extract of Cow Parsnip 11, Cologne Water

6. Borage 12. Treble Distilled Cologne We-

ter




60.

61,

62,

63.

64,
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Label for Shoker Seed Box. Height: 8-1/2, Width: 14-1/4. Paper,
ithograp |CE VEGETABLE/SEEDS. /SHAKER SEED CO,

D. M. MOUNT LEBANON, N. Y."

Label for Apple Box. Height: 6-1/4, Width: 19-1/4. Paper, printed
in four colors H APPLES/Address: D. C. BRAINARD & CO., Mt.
Lebanon, Col. Co., N. Y./SHAKER FRUIT/PACKED AT/MOUNT LEB-

ANON/COLUMBIA CO., N. Y."

Poster for Shakers' Dried Green Sweet Corn. Height: 14, Width: 11,
Posterboard, prinfed in four colors "SHAKERS'/Dried Green Sweet Corn/
TRADE MARK/Prepared by/D. C. Brainard/SHAKER VILLAGE MOUNT
LEBANON/N. Y./Crump Label Press, N. Y. & Chicago.

Box of Shaker Vegetable Remedy. Height: 7/8, Length: 2-15/16,
Width: 7/8. Pasteboard, with paper label printed in four colors "THE
SHAKER VEGETABLE REMED Y/FOR SICK HEADACHE,/CONSTIPATION,
TORPID LIVER &c./PREPARED BY THE SOCIETY OF SHAKERS/ADDRESS, /
D. C. BRAINARD, MOUNT LEBANON, COL. CO., N. Y...."

Box of Shaker Asthma Cure. Height: 1-3/8, Length: 3-1/2, Width:
1-3/8. Wood, with tin ends; paper label printed in four colors "THE
SHAKER /ASTHMA CURE/FOR ASTHMA ONLY/MANUFACTURED BY
THE /UNITED SOCIETY OF SHAKERS /ADDRESS /D. C. BRAINARD /
MOUNT LEBANON/Col. Co. N. Y./PRICE/ONE DOLLAR".

COSTUMES AND TEXTILES

Cloak. Goldbroadcloth; circular cape collar; pleated hood; satin streamer
and hood lining. Probably made about 1930, Giftof Dr. and Mrs. Edward
Deming Andrews.

Bonnet. Straw poke; mauve taffeta ruffle,

Winter Bonnet. Machine-quilted brown cotton; monogramon ruffle inside

"G. B." Probably made about 1910.

Kerchief. Blue cotton triangle;white and blue border stripes;
f ) : pes; monogram
"E.R."in comer. Gift of Dr. and Mrs. Edward Deming Andlrews.

Kerchief. Gold silk square;beige stripes. Silk from silkworms raised b
; . 4
the Kentucky Shakers. Gift of Dr. and Mrs, Edward Deming Andrews.

69.

70.

71.

- VILH.7

Kerchief. Pink silk square; blue and purple border stripes. Silk from
silkworms raised by the Kentucky Shakers. Gift of Dr. and Mrs. Edward
Deming Andrews.

Towel. White cotton rectangle;blue stripes. Giftof Dr. and Mrs, Edward
Deming Andrews.

Assorted Specimens of Shaker Tapes. Eight lengths of wool and cotton
tapes woven by the Shakers for their chairs and stools.

SHAKER DOCUMENTS: MANUSCRIPT AND PRINTED.

72,

73.

74.

75,

Ms. Recipe for Apple Jelly. Height: 4-3/4, Width: 7-3/4. Ink.

Ms Hymn: "The Star of Hope is Beaming." Height: 5-13/16, Width :
5. Ink on lined paper. This and the above manuscript were found in
1823 in a pocketbook belonging to Deacon Stephen Munson, of Mount
Lebanon, New York.

Copy of Shaker and Shakeress Monthly, Volume IV, No. 3, March 1874.

Copy of The Divine Book of Holy and Eternal Wisdom, Revealing the Word
of God; out of Whose Mouth Goetha Sharp Sword. By Paulina Bates, at
Watervliet, N. Y.... Published by the United Society Called "Shakers".
Canterbury, N. H., 1849.

MISCELLANEOUS ITEMS

76.

748
78
7S

80.

Three Lengths of Shaker Peg-Rail

1. Length: 69-1/2, 10 pegs.

2. Length: 69-1/2, 6 pegs.

3. Length: 35-1/2, 6 pegs.

Wood, painted blue. From the original (1791) Meetinghouse at Hancock,
Massachusetts.

Five Lengths of Stovepipe with Elbow (modern).
Facsimile "Rules for Visitors."
Facsimile "Advice to Children on Behavior at Table."

Facsimile "Inspirational" Drawing: "Your free is the Tree of Life...l.'C“Y
of Peace, July 3rd 1854...Hannah Cohoon". Hancock Shaker Village.
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Facsimile "Inspirational” Drawing. "A bower of Mulberry Trees. ..City
of Peace by Hannah Cohoon." Hancock Shaker Village.

Facsimile "Inspirational" Drawing: "An Emblem of the Heavenly Sphere
...Given Jan 1854. Dictated by the Prophetess Deborah." Hancock

Facsimile "Inspirational" Drawing. "Words of Holy Mother Wisdom to
Sally Lomise, May 20th, 1847." Hancock Shaker Village.

Cat. No. 14
Cat. No. 30
Cat. No. 44

N — o

Chair
Pail
Clock reel
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BIBLIOGRAPHICAL NOTE

There isa large body of literature on the Shakers, but thebest full-lengthworks
are Edward Deming Andrews, The People Called Shakers: A Search for the Per-
fect Society, Oxford University Press, New York, 1953 (paperback reprint:
Dover Publications, New York, 1963) and Marguerite Fellows Melcher, The
Shaker Adventure, Princeton University Press, Princeton, N. J., 1941 (paper-
| Back reprint: The Pressof Western Reserve University, Cleveland, Ohio, 1960).

Of more specialized studies, the following should be mentioned, all of them by
the late Dr. Andrews: The Community Industries of the Shakers (New York
State Museum Handbook 15), The University of the State of New York, Albany,
1933; (with Faith Andrews) Shaker Furniture: The Craftsmanshipof an American
Communal Sect, Yale University Press, New Haven, Conn., 1937 (paperback
reprint: Dover Publications, New York, 1950); and The Gift to be Simple :
Songs, Dances, and Rituals of the American Shakers, J. J. Augustin, New
York, 1940 (paperback reprint: Dover Publications, New York, 1962).

Cat. No. 8 Peg-leg Stand
Cat. No. 13 Rocking Chair
Cat. No. 45 Tape Loom
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ART OF
THE CUNA
INDIANS

STAE M P F LI 47 East 77, New York December 10, 1968 ~ January 4,1969 Preview December 10, 5-7P. M.
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THE ARTOF THE CUNAINDIANS

The geographical location of the San Blas Islands is such
that until recently only few people had heard of them. They lie
along atwo hundred mile stretch of uninhabited dense jungle
reaching from the northern end of the Panama Canal to the
border of Colombia. They are protected from the open sea by
coral reefs, and are accessible only to small Colombian
smuggling boats which exchange cotton, rice, sugar and
various household items against coconuts. Of three hundred
fifty tiny islands, the Cuna Indians inhabit about forty. They
have lived there independently and in defensive isolation
ever since Balboa and his countrymen killed vast numbers of
them for their gold. Their clean, crowded island villages
depend on the mainland rivers for fresh water, and the jungle
and the sea produce ample food for everybody.

Only in the last years have a few short, haphazard airstrips
been hacked out of the underbrush, and it is now possible to
fly in from Panama City. Efforts are being made to open the
areatothetouristtrade, butthere are only two or three places
where one can stay overnight. By far the most attractive is
Islandia, a small resort near Aligandi. Mr. Dennis Barton has
created a delightful South Sea island atmosphere complete
with palm shaded huts, plumbing, and guided tours to neigh-
boring villages and the mainland jungle.

There are perhaps twenty thousand Cunas left. They have
jealously guarded the purity oftheirrace,andtheautonomous
independence of the San Blas province is guaranteed in the
Panamanian Constitution. In spite of forty years of Baptist
and Catholic missionary efforts, they have kept to their way
of life, to their beliefs and superstitions, and to their tribal
administration. Little has been written about them, and there
is no concise dictionary of their language. All their history
and tradition, songs, laws and property records are trans-
mitted orally. Most of the men speak a bit of Spanish, but
only few women understand anything but Cuna. The Cunas
have two main artistic outlets: the women sew Molas for their
blouses, and some men, usually the witch doctors, carve

wooden figures called Uchus. A Mola is a decorated cotton
panel, embroidered, appliquéd, and perforated to show
underlying colors. Two Molas are made into a blouse by
adding shoulder pieces with short sleeves. All Cuna women
wear them, with a wrap-around skirt of printed cotton. Be-
cause of the tropical climate nothing lasts very long; a Mola
might get to be thirty to fifty years old, and a mahogany Uchu
perhaps a hundred. But some of the designs used today are
very old and show intriguing similarities with ancient African
and South American concepts. Mr. F.Louis Hoover, Head of
the Department of Art at Illinois State University, whose
private collection of Molas is currently being shown at the
Center for Inter-American Relations, 680 Park Avenue, New
York, has traced certain symbolical designs back to Mesopo-
tamian sources.

Visually, Mola designs can be divided roughly into the follow-
ing groups: a. linear abstractions; b. abstractions of human
oranimal figures (often combined with group a.); c.figurative
designs based on religious or magic concepts, on supersti-
tion, and on tribal lore and customs; d. figurative illustrations
of current events. Any and all of these subdivisions may
overlap. Anairplane, forinstance, is acurrentevents subject,
but it may be shown, human pilot and all, in the shape of a
bird or an insect belonging to group c. Like Mr.Hoover, we
include Christian motives under current events, as they
have only appeared recently to please the missionaries or to
be sold to tourists.

With very few exceptions, the Cuna women who sew Molas
(and that means all of them, down to ten or twelve year old
girls) have aremarkable, instinctive talentfor balanced design
and use of color. Though red is dominant (with yellow, black
and blue the next most popular colors) the shelves in the
trading stores display many shades of colored cotton, all
smuggled in from Colombia. Especially successful designs
are sometimes borrowed from neighbors or neighboring
villages, and there are old women who, after days of fasting

Fe-’tu’,t,
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and special ceremonies, have visions of new designs which
they pass on to women of their village. In the current events
group appear adaptations of cigarette ads, helicopters, polit-
ical events, submarines, satellites, tractors, hearts and Ma-
donnas. Until recently the craftsmanship standards were
high, butthis cannotlast much longer. The U.S.Peace Corps
is teaching Indian women the use of sewing machines and
encourages the adaptation of Molas to modern dresses.
Young girls are beginning to resent traditional Mola blouses
just as they don’t want to wear gold nose rings any more,
and refuse to paintthe traditional black line on their nose and
forehead. In a few years nobody will have the patience to
make a good Mola, as it takes anywhere from a week to
several months, depending on how many husbands and
children have to be fed, and how many trips up the river for
fresh water have to be made.

Uchus, usually representing humanfigures oranimal shapes,
are carved by men as protectors against spirits. Their value
depends entirely on their proven effectiveness in cases of
iliness or danger. Some of the most powerful Uchus are
stones, and there are other medicine objects in use like
twisted roots, bones and driftwood. The Indians dislike to
sell them, and they are usually destroyed when they have
served their purpose.

Late in the 17th Century a group of Scottish missionaries
lived for a short time among the Cunas, and distributed
several hundred hats to the local dignitaries. Today's tribal
chiefs still wear incongruous black hats, and they appear on
most of the carved Uchus. It is believed that an Uchu is more
powerful if he resembles a strong or famous human being.

{ Carved Uchus, Aligandi and Achutupu Islands

This explains why many of them look like doctors or mis-
sionaries with cutaway coats and top hats, and why there are
very few female Uchus. Though nudity is of no great concern
to the Cunas (the women often take off their Mola blouses to
work), everything to do with sex is treated with restraint, and
naked Uchu figures never have genitals.

In emergencies like storms or epidemics, large Uchus are
hastily carved to protect houses or whole islands. Unfortu-
nately they lack the careful workmanship of the small per-
sonal guardians.

One of the most impressive qualities of both Molas and
Uchusistheirexpression ofthe Cunas intimate identification
with the world they live in. Reality and invention, direct obser-
vation and dream, are interwoven and in fact indistinguish-
able. Stars, birds, theanimals ofthe jungle, trees and flowers,
sharks, lobsters and turtles, fruit and seeds, the sky and the
sea, all are a projection of individual participation. Every
image contains part of the essence of the thing it portrays;
this is one reason why many Cunas resent being photo-
graphed: they are afraid that a living part of their personality
is taken away in the camera. A shark tooth necklace is just as
important to them as the painted gunwales of a mahogany
dugout; everything is inhabited by good or evil spirits and
must be treated accordingly. What a comfort it is to think
that this pantheistic oneness with nature still exists today in
such happy and unspoiled form. Itis reflected by the dazzling
variety of Molas and by the quiet and dignified presence of
each Uchu.

George W. Steempfli

Catalogue design by Kathleen Haven

Cover photograph by George W. Stempfli

Other photographs by John D.Schiff

Printed in Switzerland by Stimpfli & Cie AG, Bern
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THE EXHIBITION OF 1932

A reassembly of the first exhibition of Abby Aldrich Rockefeller’s
collection of American folk art held at the Museum of Modern
Art from November 30, 1932, until January 15, 1933.

Exhibited 19331934
Pennsylvania Museum of Art William Rockhill Nelson Gallery
Philadelphia, Pennsylvania Kansas City, Missouri

Rhode Island School of Design Greenwich Public Library
Providence, Rhode Island Greenwich, Connecticut

Museum of Fine Arts Westchester County Center
Boston, Massachusetts White Plains, New York

ABBY ALDRICH ROCKEFELLER FOLK ART COLLECTION
Williamsburg, Virginia

January 16, 1968-March 3, 1968
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The Museum of Modern Art

Members of the Staff

Wilder Green

June 16, 1969

Walter Bareiss has asked me to distribute to you a copy of the attached
press release announcing the new positions and responsibilities of
William S. Liebermen and William S. Rubin. These appointments were made
by the Trustees at their last meeting on June 12, and an announcement
was made to the press immediately because news had already begun to
travel around town, and we wanted to be sure the press would hear it
directly from our Public Information office. This explains why there
was not a general announcement made to the staff before it was released
to the press.

It also gives me great pleasure to announce that at their meeting the
Trustees approved the appointment of Peter Bunnell as Curator in the
Department of Photography, to be effective July 1, 1969.
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.The Museum of Modern Art e
11 West 53 Street, New York, N.Y. 10019 Tel. 956-6100 Cable: Modernart Saturday, J‘;ne ]_u’ 1969

William S, Paley, President of The Museum of Modern Art, announced today that William S.
Lieberman has been named Director of the Department of Painting and Sculpture. and
William S. Rubin, Chief Curator of the Painting and Sculpture Collection with primary
responsibility for acquisitions and research on the collection. These appointments
follow the retirement of Dorothy C. Miller, Senior Curator of Painting and Sculpture
and a member of the Museum staff since 1934, on June 30.

William S. Lieberman,who is L5 years old, has been on the Museum staff since he
graduated from Swarthmore College in 1945. He interrupted his career at the Museum once
to attend graduate school at Harvard University and to study under Paul J. Sachs. When
he returned to the Museum,he was assistant to Alfred H, Barr, Jr., who retired two years
ago as Director of the Museum Collections. During his long career at the Museum,

Mr. Lieberman has been Director of Drawings and Prints and also Curator of Painting and
Sculpture.

William Rubin, 41 years old, joined the Museum staff as Curator of Painting and
Sculpture July 1, 1967. He was previously a Professor at Sarah Lawrence College and in
the graduate school of the City University of New York. He received his BA degree from
Columbia University in Italian Language and Literature, studied musicology at the
University of Paris, and then received an MA degrec in History from Columbia and a Ph.D.
in the history of art, working in the latter field largely under Professors Meyer Schapiro
and Millard Meiss. He is presently Professor of Art History on an adjunct basis at the
Institute of Fine Arts, New York University.

While Mr. Rubin will have primary responsibility for acquisitions and research in
painting and sculpture, he will continue to direct exhibitioms, including both those drawn
from the collection and loan shows. At the same time, Mr. Lieberman will continue to be
active in the acquisition of works for the painting and sculpture collection and will also

direct exhibitions.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY DCM VILH.7

=2= (82)

With the opening of the Abby Aldrich Rockefeller Print Room in 1949 Mr. Lieberman
was made Associate Curator of the Print Collection and in 195% became Curator. When the
department expanded in 1960 to include the Museum's collection of drawings, he became Curator
of Drawings and Prints and in 1966 was made Director of the department. In 1967 he was also
appointed Curator of Painting and Sculpture.

The two departments, Painting and Sculpture, Drawings and Prints, will be reorganized
in the coming months. Drawings and watercolors will revert to the painting and sculpture

department, as formerly, while prints will revert to a separate activity, also as formerly,

with the inclusion of illustrated books,'a collection which has expanded in the Museum in

the past few years.
During Mr. Rubin's tenure as Curator,he directed a major loan show, "Dada, Surrealism,
and Their Heritage," and is director of "The New American Painting and Sculpture: The First

il

Generation," made up of works from the Collection of The Museum of Modern Art including recent
acquisitions and promised gifts, which opens June 18. He was largely respomnsible for the
acquisition of the Sidney Janis Collection and other important gifts to the Museum. Mr. Rubin
was formerly American Editor of Art International Magazine. His publications include The

Church of Assy and Modern Sacred Art, Dada and Surrealist Art (on the fall publication list;

H.N. Abrams, Inc.) and numerous articles in American and European periodicals.

Mr. Lieberman has directed and installed more than seventy-five exhibitions of drawings
and prints at the Museum, and has organized the graphic sections of many major retrospective
shows at the Museum, From the Museum's Theatre Arts Collection, he has directed "Chagall's

foxr
Aleko" (1966) and "Jim Dine Designs/A Midsummer Night's Dream" (1967). He has also directed
B 9

large exhibitions ofipainting and sculpture which include "Amedeo Modigliani" (1951), "Picasso
75th Apniversary Exhibition" (1957, under Alfred H. Barr, Jr.), "Chagall: 75th Anniversary
Exhibition"” (1958), "Joan Miro" (1959), "Max Ermst" (1961), "The New Japanese Painting and
Sculpture" (1966, with Dorothy C. Miller), "Jackson Pollock" (1967), and two smaller exhibi-
tions of the work of "Lyonel Feininger (1965 and 1967). Exhibitions he organized during the
past year included: "Jean Dubuffet," "Julio Gonzalez," "Kandinsky Watercolors," and "Tamarind:
Homage to Lithography." In addition, he has prepared some seventy exhibitions to travel

(more)
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throughout the United States, Canada , Latin America, Europe, Africa and Japan.

Among the books he has written for the Museum are: The Sculptor's Studio: Etchings by

Picasso; Picasso: His Graphic Art; Redon: Prints and Drawings; Jacques Villon; Etchings by

Matisse; Edvard Munch; Manhattan Observed; Max Ernst ; and The New Japanese Painting and

Sculpture. His Picasso: Blue and Rose Periods was published in 1954 by Harry Abrams, Inc.,

and Matisse: 50 Years of his Graphic Art by George Braziller in 1956; Edvard Munch by the

Los Angeles County Museum of Art in 1969. His most recent publication for the Museum is
Twentieth-Century Art from the Nelson Aldrich Rockefeller Collection, published this month

(June, 1969).

L I A B G B A R IR R R U T I R R T VA TR A R VI v v vy

Additional information available from Elizabeth Shaw, Director, Depar
tment of Public I
The Museum of Modern Art, 11 West 53 Street, New Yorl’c, N.. Y. 1(30191.,a 956=T501. S
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LETTERS TO THE EDITORS

PICASSO
Sirs:

As an art lover and admirer of Pi-
casso, I want to say thank you. Your
special issue (Dec. 27) is a tour de force
—asuperb interpretation and portrayal
of the life and works of a man who is
not only the greatest living painter of
our time but also one of the uniquely
creative painters of all time.

GOVERNOR NELSON ROCKEFELLER
Albany, N.Y.

Sirs:

This was a great Christmas gift to the
nation. I read it word for word, cover
to cover.

SENATOR CHARLES H. PERCY
Washington, D.C.

'E

Sirs:

It was most offensive to me. Tt is com-
mon knowledge that Mr. Picasso is an
atheist and a Communist. Your timing
could not have been worse.

As a male, T do not find nudity in
painting offensive. However, the mon-
strosities you show are not only in ex-
tremely bad taste, they are hideous.
l ARTHUR K. AUGUSTENSEN

—

Paramus, N.J.

Sirs:
You have proved it possible to take

time out from the ills of the world and
~ + devote an entire issue to something
¢ ﬁ:L the inspiring, nificent art of

icasso. You have chosen an artist with
~ an appreciation of the human body for
- what it really is—an object unsurpassed
~in beauty of all God’s creations.
> ~ JonN E. RATHBURN SR.
Bellaire, Texas

ductions, I turned to my love of nee-
dlepoint. We now own two of the
master’s paintings in what I feel is
an original form. Three Musicians
and The Studio in petit point and em-
broidery are proudly displayed in
our living room.
FAYE SNow

Plainview, N.Y.

Sirs:
Any 12-year-old, scribbling at ran-
dom, could have done as well.
MRs. FRANK TEMPLE
Culver City, Calif.

Sirs:
My 7-year-old grandson can draw
better-. . <
WiLLIAM ROHE
Fort Wayne, Ind.

Sirs:
My 6-year-old granddauchter . ..
MRs. CARL MALMBORG
Cranston, R.I.

Sirs:
...a4-year-old ...
MRs. CHArLES F. Peex 11T
Millville, N.J.

Sirs:
... my 3-year-old niece . . .
JEANNE GIESLER
St. Louis, Mo.
Sirs:

... my year-old granddaughter . ..
HENRY D. SPALDING
Hollywood, Calif.

Si

rs:
Lire’s double issue on Picasso was
an avtranrdinarv effort but it came to

wide effectiveness of LiFe’s explanation
and handsome apology published in the
January 17 issue. Thanks to LiFE.
ALFRED H. BARR JR.
Counselor to the Board of Trustees
Museum of Modern Art
New York, N.Y.

Sirs:

The article “*Sleep Watchers™ was
most intriguing. It shows Picasso at his
most powerful, beautiful and touching.
Ungquestionably, contemplation of sleep
is akin to contemplation of death: there
is mystery, devotion and respect. Per-
haps fear too!

The esthetic analysis by Leo Stein-
berg was superb.

ALESSANDRO R1zz0, M.D.
Wilmington, Del.

GUERNICA
Sirs:

Edward Kern rightly calls the figure
of the bull “‘the most baffling image in
Guernica.” In this connection, your
readers may be interested to see the as-
tonishing resemblance between the Sev-
enth Century Ravenna mosaic of the
symbol of St. Luke and Picasso’s bull’s
head from a 1938 painting.

Hans UNGER
London, England

dump, for the whole town was an arms
factory.

General Franco found the guns of
Unceta of good quality, so he permit-
ted the firm to continue manufacture
for military and sporting purposes. To-
day the Unceta pistols, under the brand -
name Astra, are widely known in the
U.S.A. and around the world.

WiLLiam B. EDWARDS
Afton, Va.

Sirs:

Guernica was to all purposes a prime
military objective because of the well-
known Unceta arms factory which ex-
ists in that city and which was a main
source of production of firearms for the
Reds during the Civil War. Guernica
also was and is important strategically
because it is a center of road and rail
communications. . . . The Basques
... possibly hoped for its destruction
because of the propaganda they could
manufacture favorable to their cause.

It is extremely doubtful that the city
itself was ever bombed at all, as per-
sonally I am convinced that only the
entrenchments, railway yards and road
convoys were actually attacked. The
city itself was destroyed by the
retreating anarchist forces, among
which there were an untold number of
“dinamiteros.” . . .

MARQUIS DE MERRY DEL VAL
Ambassador of Spain
Washington, D.C.

» According to eyewitnesses, including
the mayor of Guernica, five Heinkels be-
longing to the German Condor Legion
unloaded their bombs over the center of
town and then machine-gunned the
streets. The Heinkels were followed by
Junkers. The planes came over in waves
every 20 minutes, dropping incendiary
bombs and high explosives. After three
hours of bombing, the center of the town
was destroyed.
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ERTTERS TO THE EDITORS

PICASSO

Sirs:

As an art lover and admirer of Pi-
casso, | want to say thank you. Your
special issue (Dec. 27) is a tour de force
—a superb interpretation and portrayal
of the life and works of a man who is
not only the greatest living painter of
our time but also one of the uniquely
creative painters of all time.

GOVIRNOR NELSON ROCKEFELLER
Albany, N.Y.

Sirs:

This was a great Christmas gift to the
nation. | read it word for word, cover
to cover.

SENATOR CHARLES H. PERCY
Washington, D.C.

Sirs:

Tt was most offensive to me. It is com-
mon knowledge that Mr. Picasso is an
atheist and a Communist. Your timing
could not have been worse.

As a male, [ do not find nudity in
painting offensive. However, the mon-
strosities you show are not only in ex-
tremely bad taste, they are hideous.

ARTHUR K. AUGUSTENSEN
Paramus, N.J.

Sirs:

You have proved it possible to take
time out from the ills of the world and
devote an entire issue to something
good: the inspiring, nificent art of
‘Picasso. You have an artist with

’an&pmamn of the human body for
~ what it really is—an object unsurpassed
mnyof all God’s creations.

Joun E. RATH‘HURNSL

Sirs:

You apparently interpret Picasso’s
paintings and sculptures as an artistic
catharsis of his erotic mental and sex-
ual behavior. His works should be rei-
egated to the outhouse.

WiLLiam M. Fuchs, M.D.
Ridgewood, N.Y.

Sirs:

The United States has better artists
than Picasso ever thought of being.
Why don’t you run a story on an artist
1 know who lives and paints in Key
West, Fla. He is a good, wholesome fa-
ther who minds his own business and
takes good care of his children.

WALTER H. NORMAN
Houston, Texas

Sirs:

It might be art to some folks, but to
people like us, and our children, it is
just plain naked men and women.

MRrs. TROY ALLISON
Fort Worth, Texas

Sirs:
Having long been an admirer of
Pablo Picasso but disliking repro-

1. TO WRITE ABOUT YOUR SUBSCRIPTION: Change of address, billing, adjustment, complaint,

ductions, I turned to my love of nee-
dlepoint. We now own two of the
master’s paintings in what [ feel is
an original form. Three Musicians
and The Studio in petit point and em-
broidery are proudly displayed in
our living room.
Fave Snow

Plainview, N.Y.

Sirs:
Any 12-year-old, scribbling at ran-
dom, could have done as well.
MRs. FRANK TEMPLE
Culver City, Calif.

Sirs:
My 7-year-old grandson can draw
better-. . ..
WiLLiAM ROHE
Fort Wayne, Ind.

Sirs:
My 6-year-old granddauchter . ..
MRS. CARL MALMBORG
Cranston, R.1.

Sirs:
.ad-year-old . .,
MRs. CHARLES F. Prex TII
Millville, N.J.

Sirs:
.. my 3-year-old nicece . . .
JEANNE GIESLER
St. Louis, Mo.

Sirs:
.. my year-old granddaughter . ..
HENRY D. SPALDING

Hollywood, Calif.

Sirs:

Lire’s double issue on Picasso was
an extraordinary effort. but it came to
an unhappy fin
six lines of Lugu type, is a statement by
an artist who deprecates himself, de-
rides *‘the imbecility, the vanity, the
cupidity of his contemporaries” and
then ends “‘in bitter confession.™

As Lire stated in its correction last
week, the artist is not Picasso and the
confession is hokum, one of the imag-
inary interviews in /I Libro Nero (**The
Black Book™), concocted by an Italian,
Giovanni Papini, in 1951.

Papini’s spurious conversation with
Picasso was published as if it were gen-
uine in La Croix, a right-wing French
magazine. French newspapers joined,
and then American publications such
as Quick (1952), the World Telegram
(1952), American Mercury (1957), Sat-
urday Review (1965) and at least a
dozen more, including, of all places,
The American Scholar (1967). Some re-
tracted, some did not. A. B. Brodrick’s
Mirage of Africa (1953) has been the
source of many misleading reprints, and
even sermons, of those who fear mod-
ern art.

Art News (1952) and the New York
Times (1962 and Jan. 5, 1969) exposed
the error, but none has approached the

le. On the
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wide effectiveness of LiFe’s explanation
and handsome apology published in the
January 17 issue. Thanks to Lirt.
Avrrep H. BARR Jr.
Counselor to the Board of Trustees
Museum of Modern Art
New York, N.Y.

Sirs:

The article “Sleep Watchers™ was
most intriguing. It shows Picasso at his
most powerful, beautiful and touching.
Unquestionably,contemplationofsleep
is akin to contemplation of death: there
is mystery, devotion and respect. Per-
haps fear too!

The esthetic analysis by Leo Stein-
berg was superb.

ALESSANDRO R1zz0, M.D.
Wilmington, Del.

GUERNICA
Sirs:
Edward Kern rightly calls the figure
of the bull **the most baffling image in
Guernica,” In this connection, your

readers may be interested to see the as-
tonishing resemblance between the Sev-
enth Century Ravenna mosaic of the
symbol of St. Luke and Picasso’s bull’s
head from a 1938 painting.

HaNs UNGER

London, England

Sirs:

Picasso’s painting Guernica is my fa-
vorite all-time comic cartoon. Old-tim-
ers will remember that the dive bomb-
ing of this Basque city was deplored in
the world press. Few persons except us
gun collectors were aware that Guer-
nica’s main industry was the firearms
manufacturing plant of Unceta y Cia
and that most of the inhabitants derived
some support from working in the
shops or at home in cottage industry
making gun parts. The strafing of Guer-
nica was as ordinary a tactical task in
war as the bombing of an ammunition

dump, for the whole town was an arms
factory.

General Franco found the guns of
Unceta of good quality, so he permit~
ted the firm to continue manufacture
for military and sporting purposes. To-
day the Unceta pistols, under the brand
name Astra, are widely known in the
U.S.A. and around the world.

WiLLiam B. EDWARDS
Afton, Va.

Sirs:

Guernica was to all purposes a prime
military objective because of the well-
known Unceta arms factory which ex-
ists in that city and which was a main
source of production of firearms for the
Reds during the Civil War. Guernica
also was and is important strategically
because it is a center of road and rail
communications. . The Basques

. possibly hoped for its destruction
beuu»e of the propaganda they could
manufacture favorable to their cause.

It is extremely doubtful that the city
itself was ever bombed at all, as per-
sonally I am convinced that only the
entrenchments, railway yards and road
convoys were actually attacked. The
city itself was destroyed by the
retreating anarchist forces, among
which there were an untold number of
“*dinamiteros.™ 3

MARQUIS DE MERRY DEL VAL
Ambassador of Spain
Washington, D.C.

» According to eyewitnesses, including

the mayor of Guernica, five Heinkels be-

longing to the German Condor Legion

unloaded their bombs over the center of
town and then machine-gunned the

streets. The Heinkels were followed by
Junkers. The planes came over in waves
every 20 minutes, dropping incendiary
bombs and high explosives. After three
hours of bombing, the center of the town
was destroyed.

This account was 0/r/7nne7/n s foreigrn
correspondents who visited the rtown that
night and picked up bomb fragments
made in Germany.

Nationalist press sources at first de-
nied any responsibility for the bombing
and accused Basque incendiaries of hav-
ing fired the town. The same sources
finally admitted that Guernica had been
bombed intermirttently for three hours but
asserted that the planes had belonged to
the retreating Loyalists. Some months
later, however, a Nationalist staff offi-
cer openly referred to the bombing in an
interview in the London Times, and a
German air force pilot charged the Con-
dor Legion with the responsibility. In
1946 Hermann Goering admitted that
the Nazis had regarded Guernica as a
testing ground.

The small-arms manufacturing plant
of Unceta y Cia, just outside the center
of the town, was very lightly damaged.
There have been recurrent efforts to ex-
plain the bombing on the basis that the
factory was the real target. After hours
of bombing, however, the factory was still
intact and continued to function uninter-
ruptedly both before and after Guernica
fell to the Nationalists.—ED.
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ARC DIRECTIONS

Editor’s Note: The following article is a corrected verion of the ad-
dress Professor Schapiro delivered at the 1965 Annual Meeting of
ARC held at the Museum of Modern Art in New York City on February

5th. Professor Schapiro was introduced on that occasion by Alfred
H. Barr, Jr.

Barr:  When | asked Meyer Schapiro to address this RELIGIOUS
meeting, | had in mind a discussion of the schism JMAGINATION
between religion and the arts, why the religious estab- AND THE ARTIST
lishments ordinarily look with suspicion on the artist

and vice versa. Somehow this subject seems sad—

indeed tragic. But in the end we agreed that the title of

his speech would be “The Religious Imagination of the

Modern Artist.”

Schapiro: Although | had planned to speak on the

religious imagination, after reflecting on it, I've returned BY MEYER SCHAPIRO

continued on page two

¥
&
]
H
> 4
<
£
3
=
)
£
5
g
3
>
E
S
2
<

MAX BECKMAN, DEPARTURE: 1932-1935. OIL ON CANVAS TRYPTICH.

This is a report on a Survey on the Place of the Visual VISUAL ARTS
Arts in Theological Education conducted in 1967-68 AND THE
under the auspices of the Society for the Arts, Religion SEMINARY
and Contemporary Culture.

Alfred H. Barr, Jr.,, ARC’s first president, urged for
many years that such a study be made. A witness to the
indifference and ignorance of churchmen to the great
Christian art of the past and present, he felt that the
opportunity for change lay with the theological semi-
naries where the ministers and priests and rabbis are
trained. The ARC survey was undertaken with the con- BY JANE DILLENBERGER

continued on page four
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to the problems that Alfred men-
tioned in introducing me. | shall say
something about the religious imagi-
nation of the artist, but more about
the conflicts between the religious
institutions and artists—problems in-
volving religious imagination and
the artist.

If one were to write a history of
religious art of the last hundred years,
it would appear that the works of
greatest interest today from both an
artistic and a religious point of view
are works made by artists spontane-
ously and independently, outside the
churches, uncommissioned, entirely
for themselves—works which, in gen-
eral, were rejected by the religious as
lacking in some important respect
from the point of view of their faith.
On the other hand, such work has
become so impressive during the last
years that many who would formerly
have rejected it are now attracted by
it and even find in it a confirmation
of what they regard as a most impor-
tant religious insight. | shall refer to
afew names. Gauguin painted several
pictures of Christ, pictures in which
we recognize a projection of his own
feelings, an identification with the
suffering Christ; they are an attempt
to express the state of the artist as
that of a sacred victim. That aspect of
Gauguin’s work was without commit-
ment to a particular church or faith.
Yet when we read his writings, we
come upon appreciations of primitive
religions and arts as well as of folk-
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lore and peasant art. In Gauguin’s
time, Van Gogh and Ensor, and in our
own century, Nolde, have produced
religious paintings spontaneous-
ly, paintings of great intensity with
subject matter from the Old and New
Testament and the lives of saints. In
all these we recognize that the con-
ception of the subjects is not strictly
bound to the tradition of religious
painting or sculpture in any faith. It
is the product of a self-guided reli-
gious imagination which selects from
the texts or from memories of old
pictures those elements which are
attractive to a lonely disenchanted
mind that feels itself to be outside
the established institutions, but iden-
tifies with some human content of
the religious story. Moreover, in the
development of painting and sculp-
ture in the last hundred years, there
have been tendencies toward the po-
etic, the irrational, and primitive,
that led the artist, as it led the poets,
to appreciate certain aspects of reli-
gion which were congenial to their
own imagination and art. The exis-
tence, then, of this type of religious
feeling or—better—religious percep-
tion, without a confessional commit-
ment, and the capacity of artists, like
the poets, to express it in a fresh way
made their religious painting and
sculpture appear authentic in a man-
ner one did not find in the accepted
religious art of the time. The latter
was more bound to tradition; it fol-
lowed set rules of iconography, and
was generally the work of men with-
out originality, men who had not, so
to speak, lived the content of their
religious subjects.

More recently, attempts have been
made to win modern art for one or
another religious group. At Assy, in
eastern France, a church was con-
structed and decorated largely
through the stimulus of a French
Dominican painter, Father Couturier,
who knew the artists personally and
got them to collaborate in a large
enterprise of religious painting and
sculpture. That collection of works
was created by men who, for the
most part, were not observant Chris-
tians, and had no strong conviction
about religious ideas—traditional
or untraditional. They followed their
own sense of what was appropriate

and produced a whole that has im-
pressed visitors as no more than a
museum, an episode in modern art
rather than as a church building that
owes its unity to a single governing
thought, to a program of decoration
rooted in a living tradition of con-
sistent religious thinking and art.
The idea of winning painters and
sculptors, who were not primarily
concerned with religious art, for proj-
ects of religious decoration and ex-
pression met great resistance within
the Church itself—1 refer, of course,
to the Catholic Church in France, but
also in Italy and other countries
where a similar problem existed. The
main objection to this kind of art was
not that the men who painted these
works were atheists or communists or
had only a vague idea of the religious
content, but that in a deeper sense
they were unable, because of their
commitment to a modern style of art,
to realize adequately a religious con-
tent that had arisen under very dif-
ferent conditions and that had its
own values and tradition of represen-
tation and symbolism. It was objected
that the Christ on the Cross by Ger-
maine Richier suggested nothing of
redemption or of the spiritual mean-
ing of Christ’s suffering on the Cross.
It was said that the work of Rouault
was in itself so ugly that it would
provoke in the pious observer a dis-
turbing sense of the body and its
deformation rather than transmit a
spiritual message. It is interesting that
Rouault, the one painter of the twen-
tieth century who was a deeply reli-
gious man and almost alone among
the advanced painters of his time con-
tinuously represented religious
themes—themes from the life of
Christ—received no recognition from
his own church except from isolated
individuals—a particularly sensitive
Dominican or priest. His work was
not only criticized as ugly but in a
book on modern religious art written
by a canon of the Church of Mar-
seilles, with over two hundred pic-
tures of modern religious art, no
allusion was made to Rouault. On the
other hand, Cézanne, who in the last
fifteen years of his life was a faithful
church-goer, never undertook a reli-
gious theme. We observe on the one
side an art with a religious content
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produced by men who are not identi-
fied with the religious institutions; on
the other side, the indifference of the
religious institutions to members of
their own faith who, in a sincere way,
undertake to produce works of reli-
gious art. One can perhaps account
for it by the decline of the role of the
churches culturally, by their failure
to maintain a living relation with
what was new and fertile in the social
and cultural life of the time. But |
wish to concentrate rather on the
question of what kinds of relations
were possible under existing condi-
tions. | speak here as an outsider, as
an historian and observer to whom
any kind of art, whether religious or
secular, is of great interest. One can
point to the fact that the failure to
assimilate the new art is itself a denial
of the tradition of the churches and
synagogues. For if we turn to the
past, we see that the style of church
art for nearly two thousand years has
been the style of the period; the in-

novations in architecture, painting,
and sculpture became at once the
forms or styles of whatever art had to
be produced for the churches. How-
ever, that argument which is used to
justify a more receptive attitude to
contemporary art in the religious in-
stitutions rests upon a misunderstand-
ing: it ignores the fact that in the
older times, for the most part, though
not always, the new styles of art, the
innovations of which | speak, were
themselves produced by artists who
developed those styles in tasks of the
Church. Gothic architecture arose in
the course of constructing churches;
a series of new enterprises of church
building stimulated the architect to
find new forms. These innovations did
not come in the building of castles or
homes or city halls; it was primarily
in church-building that the new styles
were created. Hence there was a par-
ticular accord of the new styles with
the problems of expression and real-
ization of church aims in architec-
ture. Correspondingly, the creation of
a new style of sculpture, the Roman-
esque, was a consequence of new pro-
grams of church decoration. It was
not in secular art but in religious art
that Romanesque sculpture arose, and
the same may be said of the art of
stained glass. In the nineteenth and
twentieth centuries, on the contrary,
all the important developments in
painting, sculpture and architecture
took place outside the religious
sphere and for tasks of such a nature
that their very existence was a chal-
lenge to the primacy of religion in
spiritual, moral, and social matters.
Hence the Church had to ask: To what
extent would the adoption of these
new styles of art, created in contexts
so foreign to the interests and mode
of thinking of the Church, be a
counter-infection introducing into
religious thinking and feeling secular
values and conceptions which were
regarded as incompatible with basic
religious beliefs? This is the essential
problem that distinguishes the crisis,
if you wish to call it that, of religious
art in the nineteenth and twentieth
centuries from the situation in pre-
vious centuries.

Of course, | have not given a strict
account. One can point to exceptions
in older times as well. One can ob-

serve that the Jewish synagogues of
the Middle Ages were built in the
Gothic style, a style that had not been
developed for synagogues. In Spain
and North Africa, they were designed
in a Moslem style, On the other hand,
one could answer that, granted the
difference of origin, granted that the
Jews adopted the local style, wherever
they lived, and were happy with it,
and commissioned for their own use
buildings of a real magnificence and
individuality designed by non-Jewish
architects, it was the larger communi-
ty of culture, which included the
neighboring associated religions,
sometimes in strife, sometimes in har-
mony, that made possible the use of a
common style or language of forms
in architecture, painting and decora-
tion even for peoples who had dif-
ferent faiths. One can observe too
that in the early Christian period the
architecture of the church and its dec-
oration, including painting, mosaic
and stone-carving, are often indistin-
guishable from contemporary pagan
art or from the contemporary secular
art of the palaces, the imperial court.
That is true to such an extent that
there exist sarcophagi of the third and
fourth centuries A.D. in which it is dif-
ficult to say, in spite of their rich
sculpture, whether they were made
for a Christian or a pagan. Both pagan
and Christian sarcophagi are deco-
rated with the symbols of the Good
Shepherd, a figure shared by several
religions during that period. The pre-
sumed unity of style and religious
content is not as strict, not as neces-
sary, as has been supposed. But for
our own century, at any rate, the prob-
lem is of adifferent order. In our time,
much that arises within secular cul-
ture on the ground of individual ex-
perience and very often connected
with a sharply critical attitude to
existing society and institutions is
bound to raise in the minds of those
who are committed to the existing
order, and especially to the estab-
lished religions, some doubt as to the
compatibility of that culture with pre-
vailing religious beliefs or the needs
of the churches.

A new situation has arisen from the
character of contemporary art: the
prevailing abstraction, so-called, sug-
gests the possibility of an art for the

3
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churches, without symbols or imagery
and therefore without specific doctri-
nal allusion. Among the different
kinds of abstract painting one in par-
ticular seems to warrant a place in the
temple: the kind that reduces the ele-
ments to the fewest, even to a single
absorbing note, a visual clang which,
through its possession of a large field,
even of an entire wall, dominates the
space of the room and endows it with
the subtle quality of that color and
form. By excluding imagery and famil-
iar symbolism and offering to the
viewer’s eye a concentrated and high-
ly stabilized or persistent essence to
contemplate, it induces a serious
mood of aesthetic meditation like that
evoked by certain works of medieval
church music. In divesting itself of all
reference to material objects and in
striving for simplicity and purity, this
art has something of the spirit of
kenosis in the religious sphere.

It is not for me to say that this art
is right for one or another religious
group today. It is not in origin an art
of a church, though one might dis-
cern in it a residue of an older reli-
gious attitude, displaced to a personal
sphere. It is the work of tempera-
ments which, whatever their religious
outlook, are heirs of a tradition of
spirituality.

This art at its best is too decided
and imposing to be regarded as sim-
ply a potential decoration of a
church, neutral to the religious con-
cepts like the embellishments of an
altar or pulpit. It has some kinship
with the occasional austerity of mod-
ern architecture that has renounced
ornament and that is now accepted
as a suitable style for the church
and synagogue; but this architecture
can also be a shallow cosmetic art
no less than some abstract painting.
(The line between ornament and ex-
pressive painting is not always clear.)
Besides, for the religious viewer, even
when beauty is the sole criterion, the
context of the building as the house
of a particular community of belief,
a place of preaching, prayer and rite,
will impress on its major parts and
hence on the paintings on its walls,
some allusiveness or connotations
which reinforce ideal meanings and
goals of that communal use.

In the decision to adopt a new art

veb+
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for the church there is implicit a
policy with respect to contemporary
culture and the ideas and values that
sustain it, including the resolutely
independent attitude of most artists
in setting their own tasks. As that
culture is in deep and continuous
conflict with itself and its arts show
an extraordinary variability at the
same moment and from year to year,
the choice of an art for the walls and
windows of a church or synagogue
will be guided by a judgment of the
compatibility of the selected art
with the outlook of the religious
group as well as by a sense of the
genuine individuality and beau-
ty of works and of their abiding ex-
oressiveness for more than the taste
of the moment. Decision will be ex-
posed to the pressures of fashion and
competing currents of taste outside
the congregations. The churches can-
not rely here on a view already set by
their traditions and shared by all the
members; much, if not everything,
depends on the initiative and self-
reliance of a particular inspired indi-
vidual—a minister, priest or layman
—whose convictions about art are
strong enough to surmount the usual
constraints of denominational opin-
ion and the tastes of parishioners.
All this is familiar enough and has
perhaps been debated and resolved
already. | bring it up as a caution
against too ready and optimistic a
view of the cooperation of ad-
vanced contemporary artists and the
churches.

VISUAL ARTS continued

viction that if the kind and quality of
visual arts education now going on
in seminaries could be ascertained,
the results could be studied by fine
arts educators working with key sem-

inary faculty; and together they could
design programs which are tailored
to the seminary curriculum and edu-
cational policy, yet retain their in-
tegrity, and validity regarding the
fine arts. The resources needed for
such pilot programs—faculty, library,
slide collections, traveling exhibi-
tions, lecturers and colloquium—
could be funded if such pilot pro-
grams were certified by the semi-
naries in which they were to be con-
ducted; by ‘organizations represent-
ing the arts like ARC; and by organi-
zations representing seminary edu-
cation, like the American Association
of Theological Seminaries.

The Background for the Survey

One late spring morning this year,
Alfred Barr and | met to discuss the
survey. Like most of the art world |
had first known Alfred Barr as scholar
and author of definitive works on
Matisse and Picasso, and as architect
of the Museum of Modern Art’s
collection and policies— policies
which have transformed the con-
temporary conception of what
modern art is, and what a museum is.
But | had also witnessed his many
and continuing efforts to overcome
what he calls “the schism between
the living creative artist and the
church.” Reflecting on this prompted
the query—What was the origin of
Mr. Barr’s interest in religious art?
What was the source of the sense of
urgency which had caused this schol-
ar to use his influence to further
visual arts education of the clergy
and the church hierarchy?

It was his father, he said, who had
interested him first in the relation-
ships between religion and the arts.
Alfred Barr, Sr., was a Presbyterian
minister and a member of the Board
of Trustees of Princeton Seminary.
He was invited to McCormick Theo-
logical Seminary as Professor of
Homiletics at the same time that
Alfred Barr, Jr., took his first teach-
ing post at Vassar. Reflecting on
this coincidence of father and son
both involved in their first profes-
sional teaching, Mr. Barr remarked,
“And that was the way it began. Both
my parents, as cultivated persons
born in the late 60’s, were interested
in art. It was chiefly British art in the
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nineteenth century, the Pre-Raphael-
ites and others. | grew up with this
art. But my father, in his teaching,
and partly influenced by our discus-
sions, realized how important art is
homiletically, how it related to what
he was doing. He became very inter-
ested in that and asked me to talk to
his students. He was extremely able
and well-equipped to teach homi-
letics, with thirty years preaching
experience. | obtained for him ten or
a dozen of the greatest Christian
images by Rembrandt and fifteenth
century painters. That seemed sim-
pler than the Baroque paintings
which are beautiful but seem to Pro-
testants to be a bit excessive. | had
these photos of Rembrandt’'s and
other artists” Christian images blown
up, and he hung them on the walls
of his study where he received his
students. Wonderful images. He
claimed they had a great effect on
the students.”

Thus these conversations with his
father, and with his father’s students,
were instrumental in instilling a life-
long interest in religious art and the
relationship of the churches with the
art of the past and present.

Addressing the National Council’s
Commission on Art in 1954, Mr. Barr
called for a frontal attack on “the
indifference to good Christian art of
the past and present,” and saw the
theological seminaries as the place to
reach and influence the young
ministers during their professional
formative years. Again in 1957 and
also in the setting of the National
Council, Mr. Barr spoke of the
problems of arousing the churches
to the neglected possibilities of the
visual arts. He acknowledged the
improved quality of church music
and church architecture, but said
that “in the arts of painting, sculp-
ture, and book illustration our
churches and churchmen seem both
ignorant and blind.

“Qur churches do of course use
art —but what art! Consider the
vulgarity and banality of the pictures
of Christ now in general use. ‘Gentle
Jesus, meek and mild’ is translated
into art on the level of cosmetic and
tonic advertisements. Yet these sac-
charine and effeminate images are
distributed by millions with the

tolerance and often the well-
intentioned blessing of our churches.
They look up to us from bulletins and
calendars and Sunday school maga-
zines and down at us from the walls
of church houses and parsonages.
They corrupt the religious feelings of
children and nourish the compla-
cency and sentimentality of their
elders. They call for iconoclasm.

“The illustrations in bibles and
Christian books are little better.
When one thinks of such great
Protestant artists as Durer, Rem-
brandt, William Blake, one finds the
feeble drawing, the poverty of vision,
the petty historicity of our church-
sponsored art not simply unendur-
able, but incredible.

“What can be done? In the minutes
of the meetings of the Commission
on Art you will find a number of
carefully  pondered  suggestions.
They involve the education of the
clergy, the study and use of the great
art of the past, and the patronage of
contemporary artists. But these
recommendations can have little
effect unless they are supported both
morally and practically by church
leadership.

“With such support art in the
churches can be raised in quality and
deepened in meaning. Art might once
more resume something of its former
importance in forwarding the work
of the churches and testifying to
God’s glory.”

The indifference of the National
Council leadership to this appeal for
moral and practical support of the
arts was to be but one in a succession
of episodes which demonstrated the
unconcern and ignorance of Protest-
ant leaders regarding art for the
churches.

My first conversations with Mr.
Barr came the following year when |
was asked to serve as Stanley
Hopper’s co-worker on an advisory
committee called by the architects
of the Interchurch Center to recom-
mend ways “to enhance the spiritual
significance of the building.” Clearly
a great and profound work of art
could achieve this, and | appealed to
Alfred Barr and Paul Tillich with the
hope that with their assistance a
significant commission for  this
building might be given to one of our

great contemporary artists. Mr. Barr
replied at once with detailed informa-
tion on artists, citing previous com-
missions and even noting their
religious backgrounds. His letter was
written for distribution to the
architects and the heads of each of
the Protestant bodies who were part
of the Center. It concluded, “1 think
this is a wonderful chance for the
central organization of Protestant
churches to make a grand gesture
which would do much to reverse its
current reputation for Philistinism,
ignorance or simple indifference in
its patronage of the arts.”

Paul Tillich replied at once in a
similar vein:

“It would be a catastrophic mistake
if in the present period in which the
visual arts have shown possibilities
of religious expression, unheard of
fifty years ago, the churches would
not use these achievements and turn
back to the sentimental beautifying
naturalism which is still rampant in
many church publications. In a
building like the Protestant Center,
space for decoration, paintings and
sculptures should be given to first
rate contemporary artists only. It
would be extremely regrettable if the
new building were decorated with
works of art which contradict not
only the creative powers of our time
but also the spirit of religion in the
arts. | hope that this terrible mistake
will be avoided; and | know that it
actually will be avoided if the de-
cisive personalities followed the
advice of a man like Alfred Barr of
the Museum of Modern Art.”

Copies of Barr’s and Tillich’s letters
were sent to “the decisive person-
alities” to whom Tillich referred —to
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the architects and committee mem-
bers, and above all to the heads of
the Protestant denominations whose
offices were to be in the building,
and whom the committee members
represented.

The architects had called the
committee “to enhance the spiritual
significance of the building.” What
they, in fact, wanted was an iconho-
graphic program for the carvings
and decorative panels which were to
be designed by members of their
firm. “Spiritual significance” is not
attained by dictating a Christian
theme. Rather it speaks through the
work of the great artist, regardless of
the choice of specific theme. Several
large sums had been given for works
of art for the front and rear entrance
halls, sums sufficient for commis-
sions to Henry Moore or Manz(, the
late Gerhard Marcks or Sir Jacob
Epstein. The appeal to the architect
and the church leadership failed.
The opportunity for Protestant
leadership to commission a great
artist for this symbolically important
building was lost. Instead, the
architects employed routine de-
signers to make a series of decorative
and banal plaques for the rear en-
trance hall. The final irony for me
was that the quotation which | had
suggested be given to a distinguished
sculptor or artist as the theme for a
great commission was ultimately
carved upon the entrance wall where
a great work of art should have been
located!

Thus the “catastrophic mistake,”
to use Tillich’s words, was made.
Protestant leadership failed to act
with imagination and courage to seek
out the great artists in our midst. In
his letter, which had been addressed
to me but written for circulation to
the church hierarchy, Alfred Barr
had added a hand-penned postscript
which proved to be predictive, “P. S.
The employment of routine academic
architectural decorators and sculp-
tors on this project would be de-
plorable though just what one would
expect —alas!”

Why, when ample sums of money
were available, and when church
leadership was appealed to by inter-
nationally recognized experts —the
theologian Paul Tillich and an emi-
6

nent scholar of contemporary art,
Alfred Barr—why did the church
leadership again fail to exhibit vision
and initiative?

Such failures point to the need for
more and better visual arts education
forthose who are the decision-makers
in the church. Churchmen must at
least be educated to the point where
they know what they don't know.
They must learn to call upon the
experts in the field for advice in
artistic matters and to trust their
recommendations. Museum directors
and curators and art history pro-
fessors in our universities can provide
guidance. Like Mr. Barr they give
more fully of their wisdom and their
time than any of the decision-making
Protestant leadership did in the
Interchurch Center episode.

With the possibilities foreclosed
at the Interchurch Center, any future
hopes for the church and the visual
arts seemed to lie with the education
of those in the seminaries who were
being trained for service in the
church. Thus at the same time, in
1958, the first proposal for a survey
of the arts in theological education
was made to the National Council
Commission on Art by Mr. Barr and
the late Marvin Halverson. The
purpose of the project was to help
determine what resources and ma-
terials should be prepared for the-
ological seminaries and for the post-
seminary education of ministers in
the arts. A premise of the proposal
was that the support of the ministry
is crucial in the rehabilitation of
the arts in the churches. At this
meeting Mr. Barr stated his strong
conviction that this study of the
arts is related to the current renewal
of Christian thought, liturgy and
devotion. In appealing for funds, he
said, “We should keep in mind what
an enormous advantage this kind of
renewal would be to the churches
as well as to the culture in general.”

Almost another ten years were to
pass before the proposed survey was
made and then it was initiated, again
at Alfred Barr’s urging, and with
President Stanley Hopper’s leader-
ship, under the auspices of the
Society for the Arts, Religion and
Contemporary Culture. 1, too, had
been urging such a study. Because

my professional experience as an art
historian has been wholly within the
context of theological seminaries,
my experience was deemed helpful
and the task fell to my lot. 1 was
able to secure the assistance of the
Graduate Theological Union (Berke-
ley) secretarial staff, and the study
began in 1967.

The
Survey Questionnaire

A questionnaire was framed which
sought information from the semin-
aries on the following questions:

1. How much and what kind of
teaching is now going on? 2. What
facilities exist in the seminary, or
near enough to the seminary to be
used effectively? 3. What are the
interests in the study of art on the
part of the faculty and students at
present? 4. What are their needs for
a more effective program in the
visual arts?

The questionnaires were sent out
to the Deans of the accredited
seminaries of the American Associa-
tion of Theological Schools, to six
Jewish seminaries, and to a selection
of Catholic seminaries. The replies
filtered back slowly. Of the one
hundred-ninety-five seminaries who
were approached, eighty replied.
Among them were most of the largest
seminaries in the country. It was a
significant group in size and in
denominational and geographical
spread.

Three points should be kept in
mind when studying the information
yielded by the eighty respondents.
First, they represent the seminary
situation and the assessment of a
faculty member of that situation of
one to two years ago. All educators,
indeed the public at large, are aware
that the academic year 1968-69 was
one of accelerating and revolutionary
change. We are not yet able to assess
the effects of these changes on
seminary education. One rueful
observation: If the survey forms had
been sent out this past year rather
than when it was, it is certain that
we would have received far fewer
replies. Seminary faculty members
like those of other institutions of
higher learning have been belea-
guered and harassed, and so oc-

e

W

cor
copied bvby |
meeﬂngs'hat al
be‘"f’ rasks ha'
dem’c d the
gecont ;
cluding (,)ne het
pyaJewish
several ’"ter.es,
catholic semin¢
theological ser
the AATS, @ sele
Protestant.
Third, the

shifts of semina
of clusters ¢
schools of dive
a phenomenor
the survey wa:
of the responde
they had no v
college or uni
were about to
this area: oth
heaval attenda
aVOring or nq
81ams, as the .

Faculty
Th lCUrricl
b e Pictyre
feak out of
Our had o
taught C()ure
Cemed Withse‘
thOse tw th




re

ed Wthh
€ semip.
itions;

t klnd of
2. What
linary, or
ary to be
¢ are the
rt on the
udents at
needs for
n in the

sent out
iccredited
1 Associa-
s, to six
| selection
1e replies
the one
aries who
‘ rep|ied-
the largest
Clpwas @
I and in

ographica‘

FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

DCM

VILLH.7

cupied by committee and forum
meetings, by sit-ins, talk-ins, and
be-ins, that all non-essential aca-
demic tasks have been left undone.

Second, the survey, though in-
cluding one fine, detailed self-study
by a Jewish theological seminary and
several interesting responses from
Catholic seminaries, is a study of the
theological seminaries accredited by
the AATS, a selection which is largely
Protestant.

Third, the recent geographical
shifts of seminaries and the formation
of clusters composed of several
schools of diverse denominations, is
a phenomenon which began before
the survey was initiated. A number
of the respondents noted that though
they had no visual arts courses, the
college or university to which they
were about to move had resources in
this area: others spoke of the up-
heaval attendant to such changes as
favoring or not favoring new pro-
grams, as the faculty mood indicated.

Faculty Resources and
Curriculum Offerings

The picture regarding faculty was
bleak: out of eighty schools, twenty-
four had one faculty member who
taught courses in some way con-
cerned with the visual arts, but of
those twenty-four only four had
advanced degrees or theses in the
visual arts. The other twenty faculty
members do their major teaching in
the areas for which they are trained
—religious education, church his-
tory, psychology, literature, speech —
and teach elective courses concerned
only partly with the visual arts.
Though a fine teacher with the true
academic’s  chariness  regarding
another discipline than his own, can
creatively instruct in the visual arts
without distorting or misrepresenting
the material, the more profound
study—and it is at this level that
the relevance to church history and

theology becomes the most illumi-
nating —is best accomplished with
the guidance of those whose center
of interest lies in this area.

Five seminaries reported engaging
visiting lecturers, or sponsoring a
series of lectures having to do with
the visual arts. Though this number
seems low statistically, it almost
certainly has increased somewhat
since the survey was made. A small
group of seminaries reported courses
dealing with religious art and ar-
chitecture, or art and aesthetics.
Four had seminary courses concerned
with the cinema—again a number
which undoubtedly has expanded in
the past year and a half.

Facilities Available for the Visual Arts

According to the survey, available
resources for the study of the visual
arts in the seminaries are very
meagre. The basic books for the study
of art history and adequate collec-
tions of slides with classrooms
equipped for viewing are seldom
found in the seminaries. A number
of the respondents suggested that
ARC could provide bibliographies to
assist seminary librarians in building
collections of books in this field.
Some noted collections of slides
owned by individual faculty members
which were used by them in teaching.
Though these collections are an
adjunct to teaching they seldom are
adequate either in quality or cover-
age for professional use. A number
of the questionnaires noted the
proximity of the seminary to fine
university or college libraries which
could be used by their students.
However, experience shows that only
a few self-directed students benefit
from such material if they lack the
encouragement of faculty members
who themselves make use of the
wealth of material available.

The seminary libraries are all too
inclined to base purchases of books

in the visual arts on book title rather
than on content. The result is that
many own multiple copies of Cynthia
Maus’immenseoeuvre (not only large
in number of volumes but in avoir-
dupois per volume), CHRIST AND
THE FINE ARTS, THE OLD TESTA-
MENT AND THE FINE ARTS, et al.
The ten seminaries of the Graduate
Theological Union in Berkeley own
between them over forty copies of
these books with their poorly re-
produced, largely kitsch art. Yet
basic works on the three great Pro-
testant artists to whom Alfred Barr
referred— Durer, Rembrandt and
Blake —have only recently been
acquired.

According to the survey seminary
bookstores only occasionally carry
books on the visual arts though a
vast selection is now available in
paper bound editions. Where a shelf
is labeled “The Arts” it usually carries
books on the contemporary cinema,
communications media, or on music,
but seldom anything on painting and
sculpture, or church architecture
and the architectural arts of mosaic,
stained glass, and mural painting.

Only a few seminaries reported
holding art exhibitions though there
are now available fine traveling
exhibitions of distinguished art with
subject matter which relates to the
theological curriculum in ways other
than its mirroring the disorders and
malaise of contemporary culture.
The Museum of Modern Art has a
traveling exhibition of original prints
by twentieth century masters—
lithographs by Picasso, Kollwitz and
Kokoschka, color etchings by
Rouault, woodcuts by Nolde and
Rohlfs and Barlach—all with re-
ligious subject matter. Alfred Barr
told me of another traveling exhibit
the MOMA did on the theme of
death, again all original prints by
great masters.

The National Gallery in Washing-
ton, D.C., also circulates exhibitions
of large, good quality reproductions
of works from their collection on a
variety of themes. Seminaries which
are not located near major museums
and art galleries could avail them-
selves of such pre-arranged exhibi-
tions, thus having the opportunity
to live with and ponder works of
7
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great art by masters of present and
past times.

Assessment of Problems

The questionnaire requested an
assessment of the problems which
limit seminary visual arts programs
from the Dean of the seminary or
faculty member responding. Stated
succinctly, they were time and
money. But it came through quite
clearly in a number of the more
detailed replies that a serious prob-
lem basic to both considerations was
the attitude of the faculty. As a Dean
of one of our foremost seminaries
put it, though his faculty were inter-
ested in the visual arts, “Some of the
strongest men would question much
use of funds in this area.” Another
attributes the neglect in this area to
“an unfortunate legacy of genera-
tions of compounded ignorance
accompanied by unbecoming de-
fensiveness regarding what are held
to be the ‘real’ issues of theological
education.” From one of the ivy-
league seminaries, lack of time is
cited with the comment “Disciplined
appreciation and study in the visual
arts is considered a ‘luxury’ by most
faculty and students due to an
already overloaded schedule.”

A church history professor spells
out the situation: when the visual
arts are brought up “the immediate
approach of my colleagues is 1. That
requires another person on the
faculty, 2. He must have ‘courses’
to justify his being engaged, 3. We
cannot afford the time in the teach-
ing set-up, 4. We cannot afford the
money.” It is clear that the time
and money problem are linked
indissolubly: The real question is
one of priorities as viewed by the
faculty.

Another East Coast seminary pro-
fessor observes, “Faculty interest in
the arts can actually be a handicap if
this interest carries with it the basic
assumption that art, worthwhile
in itself, lies outside of or on the
margins of the traditional theological
disciplines.”

This latter statement reflects the
prevalent viewpoint of many of the
theologians and church historians
teaching today in the Protestant
seminaries. It appears that some

8

lack the broader cultural ambience
which some seminary professors of
previous  generations  possessed,
though in another sense many are
perhaps more disciplined and special-
ized scholars.

It is interesting that very few of
the faculty members interpreted the
indifference to the visual arts as
related to their Protestant heritage.
The two exceptions were a theologian
who spoke of the thoroughly Cal-
vinist theological orientation of his
administration which resulted, not so
much in antagonism to the arts as in
alack of imagination, and inevitably,
a reluctance to allow funds to be
spent on arts faculty or programs.
A Baptist professor of education
spoke regretfully of “the reaction and
illiteracy in the arts common to
American  fundamentalism  and
continental pietism, as identified
with the sterile state of the church
and religious ritual.” These are the
exceptions. Among the rest of the
respondents few recognized that
those who regard the study of art
as a luxury and those who relegate it
to the margins of the traditional
theological disciplines assign to art
the same role given it by American
fundamentalism and continental
pietism.

New Directions for the Visual Arts

in the Seminaries

The final section of the survey
was devoted to the constructive
things which could be done within
the present seminary settings. What
kind of help was needed to bring the
visual arts into the life and studies
of the seminaries? A Massachusetts
seminary professor wrote, “There is
a great limitation on what can be
done until there are more persons,
able and articulate, available to
work in this field.” Several other
respondents referred in a similar
vein to the need for faculty trained
in the fine arts who could enter into
conversation with theologians and
seminarians.

One of the most interesting sugges-
tions was made by a southern sem-
inary professor: he suggested that
ARC supply “personnel to act in an
advisory capacity regarding the use
of present resources.” His seminary

is adjacent to a university with a
good art department, and there are
additional resources among the
artists and galleries of the area. How
to draw the artists and art historians
into a meaningful relationship with
the seminary is the problem, and
help is needed in studying the re-
sources and creating ways of making
them a part of the seminary program.
Six other seminaries also referred to
fine museums, or university and
college fine arts departments which
could be the source of lecturers,
exhibitions, and library resources if
experienced leadership were avail-
able to work out a program. A few
such programs could become pilot
projects, models which could be
adapted to the resources and the
needs of a number of our seminaries.

Many of the seminaries requested
information on visual arts courses
now being given in other seminaries
—what the content is, what kind of
coverage, what bibliography is used,
what kinds of problems the students
are interested in, where slides could
be purchased. Bibliographies for
developing libraries in the visual
arts were requested as well as slide
bibliographies and sources for their
purchase.

It is a hopeful sign that several
faculty members understand that a
basic need is for the teaching of art
“to be viewed as disciplined percep-
tion integrally related to all theo-
logical disciplines,” and that “the
history of Christian art should ac-
company the core curriculum on
the history of theology throughout.”
But for such an understanding of the
place and value of the visual arts to
characterize the curricula of our
seminaries, the tightly bound time-
schedule with required courses
taught by each professor will have to
yield to a more flexible curricular
design. And seminary faculties will
have to call upon art historians and
critics and artists who are interested
in and open to the dialogue between
the disciplines.

There are probably very few
seminaries where it will be appro-
priate to have a full-time faculty
member professionally trained in the
visual arts. But clusters of seminaries
who share faculty and libraries may
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well be able to invite such persons
into their midst. And individual
seminaries can follow the pattern
suggested by Alfred Barr and his
father: a member of the traditional
and necessary theological disciplines
who feels deeply committed to art
as a means of expression in the
religious sphere can invite the assist-
ance and viewpoint of the pro-
fessional art historian, allowing his
seminary students the rich experience
of the work of art, mediated and
made available more immediately to
his senses by one whose life-work
is dedicated to the study of the visual
arts.

It is not every art historian and
theologian who can be mutually
stimulating and helpful to each
other and to their students. A certain
openness and sharing of intellectual
interests is needed. In the case of
the Barrs, Alfred Barr the art scholar
had discussed theology with his
father and read some of Karl Barth’s
writings, and his father had had a
longtime interest in art: the two of
them brought the wealth of their
professional knowledge into a rela-
tionship which already existed in
part—a relationship which by dis-
cussion and dialogue, now became
alive for them and their students.
| had a similar experience with my
colleague, Noel Freedman of the
San Francisco Theological Seminary’s
Biblical area, when together we
addressed a class as we confronted
slides of William Blake’s engravings
for the BOOK OF JOB. | described
the symbols and discussed Wick-
steed’s interpretation while he gave
the Biblical interpretation. The
exchange of information led to new
insights for each of us and made a
fine class session for the students
who participated in the excitement
of the spontaneous flow of illuminat-
ing ideas.

In the period of time since the
survey was made, a great deal has
happened in the colleges and semi-
naries of this country. The pressure
from students has initiated changes
of curriculum, and the increasing
pressure continues to cause ferment.
The tightly bound programs with
requirements abounding are giving

b
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way in many schools to ad hoc
courses and student initiated courses.
How this will effect visual arts train-
ing in seminaries is still a question.
The activist students who are gen-
erating the pressure are more inter-
ested at present in social and polit-
ical issues. Recently, however, a
program for study of the arts was
pushed by a group of seminary
students who came from an institu-
tion described on the ARC survey
of two years ago as being charac-
terized by students with very little
background or interest in the arts.
If the change in this student body
is indicative, there are signposts
pointing toward positive future
developments.

However, some of the present
student demand and certain of the
present faculty leadership is in the
direction of art as therapy, and art
as an adjunct to the psychological
and social spheres. The validity of
such courses must be determined by
the professionals in those areas but
it has nothing to do with the visual
arts as Barr and Tillich understood
them. Nor does such a direction have
anything to do with the visual arts
as they relate at every level to the
life and thought of the Judeo-
Christian heritage.

The expanding interest in cinema,
TV and communications media also
poses problems for those interested
in the visual arts. These problems
are not related to conflicting educa-
tional objectives, for at this level
they should be complimentary, but in
most seminaries, the allocation of
funds is a problem. Both visual arts
and communications equipment can-
not be funded. The priorities and the
funds are more likely to be assigned
to the spectacular and “‘now”
oriented area of communications
rather than to the study of the visual
arts —the “luxury” to be pursued
by those who are interested in the
arts at the margins of their seminary
studies. This view of art as an ex-
tramural pursuit may be what
prompted Alfred Barr to remark,
“My impression, though, is that
wives and underlings have more
interest in the visual arts than the
faculty in general.”

The recognition of the place of
the visual arts in the seminary and
the church has a new urgency today.
Though it still has a place homi-
letically, as Barr so clearly saw,
though it still has a claim as an
expression of the culture and of the
condition of man, as Tillich taught,
and though each of these reasons
justifies its acceptance into the
seminary curriculum today, there
are additional reasons for a deepened
understanding of an exposure to the
visual arts. Theology and theologizing
are changing. No longer are the
language and structure of philosophy
alone appropriate to theological
discourse. New analogies are being
sought and some of our foremost
theologians find these analogies
in the arts. Students, reacting to the
overly verbal and rational teaching
of the past, seek new forms for the
expression of ideas. The visual arts,
contemporary poetry and contempo-
rary drama provide analogies of form,
as well as illuminate new insights and
meanings.

The stimulus and leadership of
faculty members is critical in this
situation. The appetite for change
can lead to a too-easy and faddish
adoption of the latest student en-
thusiasm. Great art and great litera-
9
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ture are never easily understood,
even when their impact is immediate.
To allow a generation of theological
students to apprehend art only at the
level of the “kick” it delivers or the
way it “turns them on,” is to betray
the complexity and the richness of
the work of art. But more than that,
this kind of acquaintance with art
short circuits the apprehension of
the spiritual and religious depths of
meaning resident within it. And it is
at this deeper level that the case for
visual arts studies in theological
seminaries is being made.

The seminaries and churches need
knowledgeable and impassioned
leaders in the visual arts. This is
one area where ultimately it is the
well-trained, artistically sensitive
individual who can transform the
attitudes and illumine the under-
standing, who can push for creative
and content-filled courses in the
seminaries and for commissions to
distinguished artists and architects
for the churches. Meyer Schapiro, in
his article in this issue, refers to
the achievement of Father Couturier,
the French Dominican priest who was
responsible for the astonishing num-
ber of commissions given to France’s
great artists by mid-twentieth cen-
tury. Though committees are helpful
in educating and awakening interest
and awareness on the part of the laity
and clergy, they are seldom the
source of educational reforms or
inspired commissions. It is the con-
tinuing labor of individual informed
leaders in the seminary and in the
church who can carry forward the
education of our ministers, rabbis
and priests, and transform the quality
and character of art and architecture
for the church. In such an ambience
and with inspired leadership, the
churches may seek and accept the
gifts of its greatest artists, liberating
them to explore the new forms which
in this context are seen as a valid
expression of the thought of our
own day.

Editor's Note: We are grateful to Roger
Ortmayer and Lillian Kriete at the Department
of Church and Culture, National Council of
Churches, for their generous assistance in
providing background materials for this
article.
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Truman B. Douglass

A MEMORIAL TRIBUTE

In the hazardous launching of the
Society for the Arts, Religion and
Contemporary Culture in 1962 and in
the vicissitudes of its existence until
recently, the role of Truman Douglass
is second only to that of Marvin
Halverson. Until that date both had
been creatively active in the Depart-
ment of Worship and the Arts of the
National Council of Churches. Tru-
man as Chairman (1955-1962) and
Marvin as Executive Director (1952-
1962). When Marvin reached the con-
clusion that there were things that
could be better done in the exposed
area outside the institutionalized
structures of the churches, Truman
gave him his full backing. As former
Chairman of the Broadcasting and
Film Commission of the NCCC (to
mention one area) he had recognized
how difficult it was to relate the artis-
tic activities and norms of the ec-
clesiastical bodies to the best aesthe-
tic conscience of the time. He also
recognized the major breakthrough
that Marvin had effected in associat-
ing so many secular artists with his
committees on the various arts. Yet
these ventures labored under persist-
ing handicaps of incomprehension
and limited support.

It is a great tribute to Truman
Douglass and a refreshing irony that
as a life-long “church bureaucrat” he
could wholeheartedly encourage
Marvin’s creative venture, a break
which, moreover, had a further bene-
ficial sequel in the reconstitution of
the National Council’s department
dealing with the arts. But this kind
of imaginative boldness character-
ized all of Truman’s activities, nota-
bly in his administration of the Board
of Homeland Ministries for the
United Church and its wide-ranging
programs in our changing society.
Indeed, it was from this source that
an indispensible subsidy was granted
annually which enabled ARC to

survive until similar support came in
from other bodies and from individ-
uals. But Truman also brought his
robust personal faith in the task and
the collaboration of his friends and
associates. On occasions when the
prospects of the Society seemed
altogether dubious and when it might
well have seemed to have lived
through its nine lives, his imperturb-
able lead as Chairman of the Board of
Directors kept up the momentum.
His dedication to our Society had
its wider context in his sensitive
grasp of our modern actuality in all
its dimensions. His concern with the
arts was fully integrated with his
concern for higher education among
minority groups and his concern for
modern urban culture (note his col-
laboration with Doxiades on this lat-
ter point). As a churchman he was
one of the few who never spoke with-
out having something to say, and
this was because he knew how to
marry his religious commitment to a
thoroughly modern realism. The
honors accorded to him at his recent
retirement testified both to the per-
sonal attachment of a host of fellow-
workers and to his many-sided and
permanent contributions. What he
stood for and what he was as a great-
hearted friend will remain as a perma-
nent resource of our Society.
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SOCIETY OF FELLOWS FOR THE ARTS, RELIGION AND CULTURE

The following are elected, lifetime members of the Society of Fellows of ARC. As consultants,
speakers, authors, committeemen and members of the Corporation, they provide the core of

leadership for the programs of the Society.

James Luther Adams, Theologian and
Educator

Edward Albee, Playwright

Louis S. Auchincloss, Novelist and
Lawyer

W. H. Auden, Poet and Essayist

Lee A. Ault, Publisher and Art
Collector

Alfred H. Barr, Jr., Art Historian

Lord Beaumont of Whitley, Clergyman
and Publisher (England)

Pietro Belluschi, Architect

William L. Bradley, Foundation
Executive

Jerald C. Brauer, Church Historian and
Educator

Marcel Breuer, Architect

Mrs. George W. W. Brewster

Keith R. Bridston, Theologian
Robert McAfee Brown, Theologian

Frederick Buechner, Clergyman and
Novelist

Joseph Campbell, Mythologist and
Historian of Religion

F. Curtis Canfield, Educator

james P. Carse, Philosopher of Religion
Stephen J. Chinlund, Clergyman

Neil D. Chrisman, Banker

Alfred R. Clark, Banker

Alexander S. Cochran, Architect
Arthur A. Cohen, Author

William . Conklin, Architect

Daniel Corrigan, Bishop, Protestant
Episcopal Church

Harvey Cox, Theologian and Sociologist

Merce Cunningham, Dancer and
Choreographer

Denis de Rougemont, Director, European
Cultural Center (France)

John D. Deardourff, Political Scientist

Jane B. Dillenberger, Art Historian and
Educator

Tom F. Driver, Theologian and Drama
Critic

Lawrence L. Durgin, Clergyman

Mircea Eliade, Historian of Religion

Ralph Ellison, Novelist and Lecturer

Pierre Emmanuel, Poet and Scholar
(France)

Frederick Franck, Painter and Author
Erich Fromm, Psychoanalyst

August |. Fry, Clergyman
(The Netherlands)

Joseph Gaer, Author
Charles Garside, Jr., Historian
Adolph Gottlieb, Artist

Lee Graham, Author and Television-
Radio Broadcaster

Howard G. Hageman, Clergyman

Erich Heller, Philosopher and Literary
Critic

Abraham J. Heschel, Theologian

J. C. Hoekendijk, Theologian

Stanley R. Hopper, Theologian and
Literary Critic

Joseph A. Howell, Church Executive

Robert B. Hudson, Educational
Television Executive

Daniel T. Jenkins, Theologian and
Chaplain, University of Sussex
(England)

Philip C. Johnson, Architect
Thor Johnson, Musician and Educator

Mrs. Robert E. Kintner, Community
Leader

Mrs. Serge Koussevitzky, Patron of the
Arts

Paul G. Kuntz, Philosopher
Sidney Lanier, Producer
). Earl Lee, Musician and Educator

William F. Lynch, S.)., Theologian and
Literary Critic

H. H. the Maharaja of Mysore (India)
Rollo May, Psychologist

Donald M. McCorkle, Musicologist
Clement |. McNaspy, S.)., Art Editor
Yehudi Menuhin, Violinist

Mrs. Eugene W. Meyer, Educator and
Community Leader

Ludwig Mies Van der Rohe, Architect
and Designer

David L. Miller, Theologian and Literary
Critic

Agnes Mongan, Art Historian

Marianne Moore, Poet

Robert Motherwell, Artist

Edward G. Murray, Clergyman

Luther Noss, Musician and Educator

Whitney J. Oates, Educator

Mrs. Jane Blaffer Owen, Patron of
Religion and the Arts

Malcolm Pitt, Educator

William G. Pollard, Physicist and
Clergyman

Ira Progoff, Psychologist

Perry T. Rathbone, Museum Director
David H. C. Read, Clergyman
Leonardo Ricci, Architect (Italy)
Gerald B. Rigg, Clergyman

William Rubin, Curator and Art
Historian

Nathan A. Scott, Jr., Educator and
Literary Critic

F. X. Shea, S.}., College Vice President

G. E. Kidder Smith, Architect and
Author

Robert Sowers, Artist

Howard E. Spragg, Church Executive

Wolfgang Stechow, Art Historian

James W. Stevens, Banker

William Stringfellow, Lawyer

Samuel L. Terrien, Biblical Theologian

Robert Theobald, Economist

Frank Thompson, Jr., U.S. Congressman

Virgil Thomson, Musician and Composer

Anthony Towne, Poet

Richard A. Underwood, Philosopher

Emery |. Valyi, Research Scientist and
Engineer

Gabriel Vahanian, Theologian

Constantine Volaitis, Clergyman

Robert Penn Warren, Novelist and
Educator

Alan W. Watts, Philosopher and
Orientalist

Edward Ingram Watkin, Author
(England)

jean Webster, Producer

Philip Wheelwright, Philosopher and
Educator

Amos N. Wilder, Biblical Theologian,
Poet and Literary Critic

Alec Wyton, Organist and Choirmaster

Edwin Ziegfeld, Art Educator

Wolfgang Zucker, Philosopher

ARC BOOK PUBLICATIONS
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Campbell, Joseph, editor. Myths, Dreams
and Religion. E. P. Dutton & Co. (January,
1970).

Based upon the 1968 ARC lecture series
“Myth and Dream” and with an Introduc-
tion by Joseph Campbell, Myths, Dreams
and Religion includes chapters by Owen
Barfield, Norman O. Brown, Stanley R.
Hopper, Rollo May, David L. Miller, John
Priest, Ira Progoff, Richard A. Underwood,
Alan W. Watts and Amos N. Wilder.

(Price not yet available.)

il

Wilder, Amos N. The New Voice. Herder
& Herder (October, 1969).

The 1968 Paul Tillich Commemorative
Lectures (titled “Modern Reality and the
Renewal of the Word”) delivered May,
1968, in New Harmony, Indiana, are con-
tained in this volume.

List Price: $6.50
Fellows and Members: $5.20

By a special arrangement with the pub-
lishers, these two books will be made
available to ARC Fellows and Members at
a 20% discount and can be ordered di-
rectly through the ARC office.
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SOCIETY FOR THE ARTS, RELIGION AND CONTEMPORARY CULTURE, INC.
35 East 72nd Street New York, N.Y. 10021

The Society for the Arts, Religion and Contemporary Culture is a multi-disciplinary professional society which
provides the occasion and the resources for bringing together persons from diverse professional backgrounds to
consider basic issues of human conflict and community.

ARC is committed to the radical clarification of those life-affirming values contributed to contemporary culture
by the arts, philosophy, religion, technology and the social sciences; and to the strengthening of vital interdisciplin-
ary relationships.

The Society disseminates the perspectives and insights derived from intimate conversational gatherings of its
Fellows to a broader audience through a variety of ARC-sponsored public programs.

If you are not a member of ARC, we invite you to join with us now by filling in
and returning the form below. Membership in ARC entitles you to Directions,
invitations to all Society events, and notification of other, forthcoming publica-
tions of ARC.

D Please enroll me as a member of ARC in the category of membership marked below. | enclose
my check to the order of the Society for the Arts, Religion and Contemporary Culture, Inc.

D Please send me further information about the activities and program of the Society.
ANNUAL MEMBERSHIP

[ Student — $5.00 [ Supporting — $ 50.00-$ 99.00
[ General — $15.00-$24.00 [ Sustaining — $100.00-$499.00
[ Family — $25.00-$49.00 [ Patron — $500.00 or more
[J Library Subscription to ARC Directions — $5.00

[0 New Member [] Renewal

NAME

ADDRESS

CITY. STATE ZIP CODE

Contributions to the Society for the Arts, Religion and Contemporary Culture, Inc. are deductible
for income tax purposes.

SOCIETY FOR THE ARTS, RELIGION & CONTEMPORARY CULTURE

35 East 72nd Street, New York, N.Y. 10021 NONEROFITHORS:

U. S. POSTAGE
PAID

LEBANON, PA.
Permit No. 338

OFFICERS OF THE SOCIETY
Stanley R. Hopper, President

Vice Presidents
Alfred H. Barr, Jr. Denis de Rougemont
Luther Noss Amos N. Wilder

Truman B. Douglass, Chairman, Board of Directors

Alfred R. Clark, Treasurer

David H. C. Read, Secretary
James Luther Adams Rollo May
Joseph Campbell Mrs. ). Blaffer Owen
William ). Conklin Malcolm Pitt
Daniel Corrigan Cerald B. Rigg M
Frederick S. Franck Nathan A. Scott, Jr. #1858 DOROTHY C MILLER
Mrs. James H. Kellogg ~ Howard E. Spragg | £ 814 87
Mrs. Robert E. Kintner  Emery . Valyi KEW YORK NY 10003
Constantine Volaitis

Jane Kingman, Acting Director
Margaret Rigg, Art Editor
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Dear Subscriber:

Thank you for your recent
subseription order. I am sure
you will find ART NEWS rewarding.

Perhaps some of your friends
would also be interested in ex-
amining ART NEWS. If so, I would
be happy to send them a compli-
mentary copy, with no obligation.
Just forward their names and
addresses on the attached card.

Also, would you please note
your relationship to the art
field on the same card. EKnowing
our readers helps us immeasurably
in planning articles and new
features for the magazine.

And once again - thank you!

Cordially yours,

for ART NEWS
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GE, NEW YORK THURSDAY, OCTOBER 2, 1969

Art:

_Harlem Artists "69

S

. Transported from Harlem, “Se-
Iee‘tions from Harlem Artists 69"
will be on display at the Contem-
Porary Arts Gallery of NYU's
LO@b Student Center, Washington
quare Sou and La Guardia
Place through Wednesday, Octo-
ber 8th. The exhibit is comPose:
of selections from the Studio Mu-
seum in Harlem, Thirty-seven
lack artists are represented by
0 paintings and sculptures. All
e artists consider Harlem their
tural home and the source of
heir inspiration.
To quote from the Foreword to
Catalogue written by Edward
Spriggs, the Director, seems to
e the best way to give additional
formation on the background
intent of this unique collec-

o th&x

Lt Kxerex

tion,
‘It is with great pleasure that
convey my own appreciation, and
at of the Trustees of The Studio
eum, to artists Theodore Gunn
and Betty Blayton Taylor, the co-
(directors or HARLEM ARTISTS
9, to William E. Day who direct-
the hanging of the snow and
especially to the many other ar-
Hackett had previously served imjtists without whom the show
Iceland for two years. - |would not have materialized.

A December wedding is planneﬁ: The work in the show repre-
— {sents what each artist feels to be
“this best works. How daring can

Garden City, Long Island.

BARNES , lyou be in putting a show together!
& NOBLE,.. ; 3 The. HARLIZM ABTISTS 69 show
NEW YORK'S I testifies to the high level of pro-
EDUCATIONAL ~ |ductivity and quality of work that

lexist in Black America.

‘ It
1’-." Black Artists. It is, in itself, the
| creation of the participating ar-

BOOK CENTER

|.

OLK DANCES

UN, SOCIAL, BREEZY Atmosph
Greek, Israeli, Armenian, Efe.
(PERIENCE NEEDED—$1.00

., Sat., Sun. & Mon., 8:30 P.M.
Ave, (14 St. N.E. Cor.)

1,000,000
| sispne .
Books of all Publishers at precious -
little prices
At B&N you can always

bsby — and sell —

RRENT TEXTBOOKS
Business * Professional
Career Books « Juveniles

Open 9:30 A.M. - 6:30 P.M,

8cholarly » Encyciopedias

Saturday till 5:30 P.M,

stherhood Synagegue

eligicus Scheol

I3 $& AL 5-7081
sekday ciasses for
hildren ages 7-13

inday classes for
children age 6

‘re-schooler class
urday mornings for
hiidren ages 3-5
registration, please
‘he Synagogue office

BARNES & NOBLE
l 105 Fifth Ave. at 18th St.
Renata Mannhardt

MTC John Chace

NEW CLASSES

1 CHILDREN'S CREATIVE
DRAMATICS
Sonducted by JACQUE LYNN COLTON
2 EXPERIMENTATION IN
PLASTIQUE EXERCISES

conducted by LYNNE NORRIS
REGISTRATION OPEN

~ WE CARRY BRAND
NEW RAINCOATS

YU 2-4430

S 05 )

+ Your Child A Modern Jewish I:‘ducation

Enrofl now in the

AT A DISCOUNT
Miriam and Suzy

B e M oo

neareat of the EOBRYTY

is a unique exhibition of

v By Irene Neuman

tists — they made their own selec-
tions and they hung the show
themselves. These artists have
given the community a memor-
able exhibit and they have helped
the Studio Museum realize its role
in the country.”

When I walked into the show,
my first impression was that it
was aflame with life and high
color. Surprisingly, the Catalogue
states that although a proportion
of the artists, roughly a third of
the exhibitors, have attended The
Art Students League and other
aceredited art schools in New York
and elsewhere, the majority stdte
that they are self-taught. Equal-
ly notable is the fact that very
few women are represented. I sus-
pect that this is so, not because
they lack creativity, but because
they are too busy earning their
daily bread in addition to having
to care for home and family.

The painting reproduced last
week, “118th Street, Harlem 1967
is an oil, 36 inches by 72. It is the
only street scene in the show.
But this painting by Willilam E.
Day is the essence of Harlem.

Above the street level are the
New Haven railroad tracks. On
top of it and extending on to the
top of a building to the left is a
huge gray rock. At the summit of
the rock two young men and a
girl are standing. Across from it
is a tenement with wash hanging
out the windows. One woman at
her window, is observing the scene
below. A shade is blowing out
another window. On the right a
group of three boys are standing

== (on the platform from which a

fire escape ladder extends. One
couple and single men and women
are strolling by at a leisurely
pace. In this superbly executed

everything we can know about
Harlem without going on an on-
the-spot tour of the area.

Jo Bates has chosen “Model For
Larger Work,” executed in plexi-
glass. There is a green line run-
ning through the center. This
helps to accentuate the flow of
rhythm in places. It is the begin-
ning of something taking off inte

space, which if it kept going,
would gather momentum,
Carl R. Smith. “Mother and

Child.” For me, this is one of the
most original, daring and effec-
tive pieces in the exhibit, The cat-
alogue describes it as Metal sculp-
ture 25 x 36. The entire work is
executed in black nails.” A frame
of nails, approximately 3 inches
wide, surrounds a roughly indi-
cated Mother nvure cl.xxpmg a

Make
“THE SCENE" At

Lgrcll (@Qsuals

BEos & ihimiaat

}|painting Mr. Day has told us)

child to her bosom. Although T
cannot he certain, I suspect that
in this work Mr. Smith has come
up with an entirely new art form.
Charles Earley, “All Twenty-+
Eight Minus Two.” 1969 Acrylics.
40 x 85. This canvas in an eye
catcher. Fascinated, but puzzled I
studied the canvas for more than
ten minutes before the truth
dawned on me. In flaming orange,
yellow, blue and purple, strong
black letters, ranging in size from
massive to small, meander across
(Please turn to Page 10)
e
. POTT!RY CLASSES o

i Firing

JANINE SABE. Instructor
From BKlyn. Museum, Arrandale Schost

BOWERY POTTERY

© 163 BOWERY (At Delancy) near
IRT, IND, BMT, LEX.—3rd Ave. Bus

A 5-8478

a

ARTISTS EQUITY OCT. 1-15

GROUP 3

PAINTINGS SCULPTURES

FLYNN GALLERY

205 WAVERLY PL. — where

Charles St. & 7th Ave. Meet

Phyllis Lucas Gallery
OLD PRINT CENTER'

Americana Currchr & ives City Views .
Audubon, iegal, Civil, Medicol, Old M
PUBLISHER ‘OF ‘SALVADOR CALY GRAPHICS
Hrs. 9:30 to 6 Tues. thru Sof. Closed Mon.:
781 Second Ave. (S2 St} NYC PL 5-151
ILLUSTRATED DALI OA'I’AL -3
‘ 25¢c Malting Charge

ORIGINAL PRINTS
& PUBLIGATIONS

by Membership
Catalov available
PRATT GRAPHICS CENTER

831 Broadway, New York 10003
OR 4-0603

BURR
ARTISTS

CRAFTSMEN
Exhibit Your Work
Art - Craft Fair

Seventh Street Galleries
Near Third Ave.

Wanted: All Media
All Crafts

SPACE COST FROM $8 PER MONTH
For .info call 477-1035 10 am-10 pm

F. Carmelitano
Wm. McCauley
B. Whittinghar
H. Meryman

J.A. Fernandez

The Greenwich Gallery

43 Greenwich Avnue
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SMITH COLLEGE

MEMORANDUM

%
To  HNiss Mlller From__Michsel Wentworth

In re

These are the catalogues you wanted to look at.
Could you return them when you are through. The xeroxes
are for you.

pa A
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MATERIALS on
NEGRO ACHIEVEMENT in ART

2
RS

EXHIBITIONS
ORIGINAL PAINTINGS & SCULPTURE
PHOTOGRAPHS OF—
Original Art Work
Art Activities
African Primitives

PUBLICATIONS

MOTION PICTURES

Also motion pictures on AFRICA—see last page.

LANTERN SLIDES

For study usein CLUBS, CHURCHES,
SCHOOLS, MUSEUMS and
INTERRACIAL PROGRAMS

HARMON FOUNDATION

Incorporated
140 Nassau Street
New York, N. Y.
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Materials on Art Achievement

OUT OF the Harmon Foundation's several years of activity in Negro cre-
ative work, achievement in art has emerged as something that everyone
may see, touch, and understand. From the time more than ten o when
the first few persons, hnﬁngmof the Harmon Awards for Duﬁmklwd?du'h‘
ment Among Negroes. tought out those early art pieces at the Foundation of-
fices, interost has b idespread. ntum has been the produc-
tions themselves as a truly repr tative part of the cultural life of our country.

The Harmon Foundation has been glad to have been associated with this
work during its development and to include, as a regular part of its experi-
mental program, the bling and pr tation of these art expressions by
Negroes to the general public. Groups in churches, museums, clubs, schools,
and other organizations seeking material for study purposes will find opportuni-
ties for using EXHIBITIONS — PUBLICATIONS — MOTION PICTURES —
LANTERN SLIDES.

EXHIBITIONS—

An exhibition is effective for use: Where art as a whole is under con-
sideration; in creating interracial understanding: or in presenting general
information on the Negro. It is recommended that showings be held in places
available to all persons in the community—the public library, the church, a
museum, art gallery, or any public meeting hall.

Helps are furnished as to hanging, publicity, exhibition lists, etc., so that
the work may be professionally presented.

EI—ORIGINAL PRODUCTIONS by leading artists include work judged by art
critics as noteworthy in art regardless of race or color.

An Exhibit Consists of at Least |5 pieces, and 25 to 30 give a better idea of
the art accomplishments of the Negro. It is recommended that for order and
effectiveness, exhibits be limited to two or three media at most.

The Period of an Exhibition is normally three weeks and rental prices are fixed
on this basis. Two weeks is the minimum time recommended, as one week is
usually required to build interest even though a careful program of publicity
has been arranged.

The Cost varies with the size of the showing. Paintings, watercolors, and work
in black and white may be rented at $1.00 per piece: sculpture at $2.00. This
charge is for a period up to three weeks with no reduction for a lesser time.
I+ covers the expense of assembling, handling, packing, clerical work, and
general overhead. Exhibiting groups pay transportation costs. Where a
travelling circuit is arranged, transportation costs may be reduced.

E2—A SINGLE PAINTING, SCULPTURE OR OTHER CREATIVE ART PRO-
DUCTION may be exhibited. Rental for paintings is $1.00 per month-—$10.00
per year; for sculpture $2.00 per month—$15.00 per year. For a early rental,
transportation east of the Mississippi is paid by the Foundation; for a monthly
rental transportation costs are borne by the renting organization.

E3—ORIGINAL BLOCK PRINTS BY ADULTS AND CHILDREN IN VOLUN-
TARY WORKSHOPS show what is being done by groups previously untrained
in art and studying under a director in atelier style. Accompanied by use
suggestions the cost, based on a minimum showing of two weeks, is $2.00 plus
transportation.

Sales—Exhibiting groups meking sales receive a five per cent commission.
Where there is interest in purchasing the work of a particular artist, the
Foundation is glad to make the contact.

E4-8—PHOTOGRAPHS OF—Original Art Work, Art Activities, and African
Primitives may be rented for exhibitions. These are mounted and attractively
presented in portfolio or for hanging. The pictures are [1"xI5" in size.
(African Primitives, 14"x18".) Explanatory material is furnished with each
exhibit. All charges are besed on a minimum use of three weeks. Exhibits

available are.
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E4—A Representative Group of 130 Photographs showing art productions from
the Foundation exhibitions up to the present time. Rental price—$7.00.
Group of 65—$5.00.

ES5—Award and Prize Art Pieces from Harmon Foundation Exhibitions, as well
85 other productions which have had special mention. More than 50 photo-
graphs. Rental price—$4.00,

E6—Productions of the Harlem Art Workshop, showing a project under the
Harlem Adult Education Committee of the 135th Street Branch, New York
Public Library. 24 photographs. Rental price—$3.00.

E7—Negro Artists at Work, showing artists in their studios or with their
productions, also the study groups under Negro teachers. 18 photographs.
Rental price—$3.00.

E8—Photographs of African Primitives—37 photographs of work from the
Belgian Congo and Equatorial Africa, temporarily housed at the [35th Strest
Branch of the New York Public Library. These are useful in studying the
ethnological and cultural background of the Negro and the relationship of
the Primitives to modern art expression. Rental price—$10.00.
Sale—Copies of all photographs may be purchased from the Foundation.
Publication use is reserved unless by special arrangement and with proper
credits given. .
Price—8"x10" size, platinum finish mounted—$1.10 each; 8 'x10" shiny prints.
unmounted—$.60 each: 3/"'x4'/4"" size, shiny prints, unmounted—$.25.
African Primitives—8"x10" size, platinum finish, mounted—$3.00 each;
price per set quoted on request.
Transportation—Renting organizations pay all transportation costs. Where
a travelling circuit is arranged these may be reduced.

PUBLICATIONS—

PI-9—ILLUSTRATED REVIEWS of the art exhibits held under the auspices of
the Harmon Foundation may be purchased for study and reference information.
Fully illustrated, they contain a comprehensive study of past achieverant
and present day work, with biographical information on the artists themsalves.
They form the only authoritative step-by-step study of Negro art work.
They contain articles by Dr. Alain Locke, Professor of Philosophy at Howard
University; Mr. Alon Bement, formerly Director of the Art Center in New York
and of the National Alliance of Art and Industry; Mr. Howard Giles, artist:
Mr. Arthur A. Schomburg, Curator of the Negro Division of the 135th Street
Branch of the New York Public Library, and others. Artists' biographies are
briefly informative on educational attainments, recognitions received in art
and human interest facts.
These Reviews, six in number, paper covered, and of a uniform size (5"x8")
may be purchased as an entire group or separately.
Cost—For a complete set—$2.00. Separately it is as follows:
PI—REVIEW OF 1928 EXHIBIT—12 pages—S5 illustrations—Brief explanatory
statement on the exhibition. Price $.25.
P2—REVIEW OF 1929 EXHIBIT—I6 pages—5 iilustrations—Short article on
the Foundation and its work in the field of art by Negroes. Price $.25.
P3—REVIEW OF 1930 EXHIBIT—I6 pages—I6 illustrations—Brief foreword on
the purpose of the exhibition. Price $.25.
P4—REVIEW OF 1931 EXHIBIT—48 pages—34 illustrations—Several articles
on the Negro in Art, including “The Aﬁ'ican Legacy and the Negro Artist” and
"A University Art Service." Price $.35.
PS—REVIEW OF 1933 EXHIBIT—56 pages—34 illustrations—Special articias
on "News Happenings in the Field of Negro Art" "The Negro Takes Hi¢
Place in American Art," 125 thumbnail sketches of artists. Price $.50.
P6—NEGRO ARTISTS—AN ILLUSTRATED REVIEW OF THEIR ACHIEVE
MENTS-—60 pages—39 illustrations. Published in 1935 it contains complete
information on art activities, events, art courses in the schools and univer:itias
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art study through the workshops, travelling exhibitions, and a summary of the
ten years' work by the Foundation in this field. It also contains a Directory
of Negro Adists with full factual information regarding them, and special
articles on Sargent Johnson, Richmond Barthé, and the late Malvin Gray
Johnson. Price $.75.

INFORMATION ON NEGRO W}-—A mimeo-
qraphed mtlﬁo&l” ca.uh}ning an alphabetical fisting of all recipients of the

Harmon Awasrds istinguished Achievement Among Negroes, together
with biographical studies of these persons. The awards were administered
from 1926 to 1931 in the fields of Business and Industry, Education, Fine Arts,
Literature, Music, Race Relations, Religious Service, Science and Invention,
Farming and Rural Life. Also included are "Some Sidelights on Negro Life,"
suggested readings, and sources of information on the Negro. Price $.50.
P8—NEGRO EDUCATION IN THE UNITED STATES, by the late Dr. John
Hope, President of Atlanta University; a b-page mimeographed address de-
livered by Dr. Hope at the Tenth Annual Conference of International Student
Service, Mount Holyoke College, 1931, Price $.25.

P9—THE NEGRO AND ART, by Dr. Alain Locke. A 7-page mimeographed
address delivered at the Tenth Annual Conference of International Student
Service in 1931, It is inspiring and thoughtful in its treatment of the subject
matter. Price $.25.

MOTION PICTURES *—

HAMPTON INSTITUTE—Hs Program of Education for Life {3 reels), koda-
chrome $10.00; black and white $4.50. Training available for Negro youth at
Hampton and cultural background.

THE NEGRO AND ART (I reel), $1.50. Based on the Harmon Foundation's
1931 Exhibit. Shows contributions the Negro is making in the field of art.

A STUDY OF NEGRO ARTISTS (4 reels), $4.00. Emphasizes that the Negro
must first earn his living and consider his art avocational. Mentions his art study
opportunities; shows several artists at work and some Negro productions in-
cluded in permanent coliections.

NEGRO EDUCATION FOR AMERICAN LIVING

Calhoun—The Way to a Better Future (I reel), $1.50. Documents the work
of Calhcun School among the rural Negro peoples of Lowndes County,
Alabama.

Xavier University—America's Only Catholic College for Negro Youth
(1 reel], $1.50. Surveys in informal journalistic style the range of facilities at
Xavier.

Art in the Negro Schools ($1.50 per reel). Indicates the developmant in
training in art expression through dramatics, music, dancing, and the fine arts
in several leading Negro schools.

PAINTING IN OIL—As demonstrated in Still Life by Palmer Hayden (1 reel),
kodachrome $3.00. Techniques for painting with oil.

Y.W.CA., HARLEM, NEW YORK (I reel), $1.50. Shows the Y.W.C.A. pro-
gram of opportunities to train in occupations and to provide a center for
wholesome living.

AFRICA: From the Africa Motion Picture Project: Children of Africa: A
Day in an African Village; Ngono and Her People; Song After Sorrow; The
Story of Bamba: How an African Tribe Is Ruled; The Light Shines in Bakubaland:
What a Missionary Does in Africa. Also Medical Missions in Africa; Christian
Education in Africa; The Word of God in Africa; David Livingstone; and Africa
Joins the World.

Note—A complete listing of films, showing new subjects as they are added, will
be sent on request.
O ART SLIDES*—
NEGGIRass lantern slides in black and white and kodachrome slides may be rented
or purchased for use with lecture material on the Negro and Art,
Cost—Rental for glass slides $.05 each, minimum $1.00: 2 x 2 kodachrome slides
$.15 each, minimum $1.50.
Harmon Foundation
140 Nassau Street
New York, N. Y.
* Shipments are C.O.D. unless rental and transpertation are paid in advance.
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'AMERICAN

NEGRO FEBRUARY 18 TO
ARTISTS MARCH 7, 1943

THE SMITH COLLEGE MUSEUM OF ART
NORTHAMPTON, MASSACHUSETTS

THE INSTITUTE OF MODERN ART — BOSTON, MASSACHUSETTS
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FOREWORD

It is the intention of the Institute of Modern Art and the Smith
College Museum of Art, in presenting for the first time in New
England a comprehensive showing of the work of American Negro
artists, to pay honor to an aspect of American culture already ac-
claimed elsewhere. The Tanner Art Galleries of Chicago made an
exposition of more than three hundred works of art, covering nearly
a century of activity, in Chicago in 1940—with the highest awards
shared by Fred Flemister, Eldzier Cortor, William Carter, Jacob
Lawrence, Charles E. White, Hale Woodruff, Elizabeth Catlett and
Richmond Barthé—all of whom are represented here. The day after
Pearl Harbor, Mrs. Edith Gregor Halpert of New York opened an
exhibition called “American Negro Art, 19th and 20th Centuries,” for
the benefit of the Negro Art Fund. It was the most successful show-
ing of the season at her Downtown Gallery. Later, in the spring of
1942, Dr. Alain Locke of Howard University sponsored a collection
of one hundred oil paintings and water colors at Atlanta University.
On that occasion Lois Mailou Jones, Charles H. Alston and Edward L.
Loper divided awards with Carter and Flemister,

Prior to those three exhibitions of really national scope, practical
patronage had been provided by the Harmon Foundation of New York,
under the direction of Miss Mary Brady ; by the South Side Community
Art Center, Chicago, under the guidance of Mr. Peter J. Pollack; by
the Art Institute of Chicago, where Negro artists have been invited to
show for many years; and by Mr. Robert Carlen of the Carlen Galleries

[3]
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in Philadelphia. Many of the artists in the present roster are repre-
sented in Museum collections of the first rank. Two of our guest
artists, Richmond Barthé and Jacob Lawrence, won substantial prize
purchase awards at the “Artists for chtory" exhibition at the Metro-

ally MM-»MJ

An . Exhibition arran?;éé,
in cooperation with the
Institute of Modern Art

m of Boston

Informal Opening, Thursday, February ‘18 :

From 4 until 6 'y 3 :

%3 ¢ &
SMITH COLLEGE MUSEUM¥GE ART
- L ST S

~

MARY BEST
for the Smith College Museum of Art.

[4}
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in Philadelphia. Many of the artists in the present roster are repre-
sented in Museum collections of the first rank, Two of our guest
artists, Richmond Barthé and Jacob Lawrence, won substantial prize
purchase awards at the “Artists for Victory” exhibition at the Metro-
politan Museum last December. It is therefore only locally that we can
claim to be breaking ground.

We wish to thank the several artists here represented for their
prompt and courteous response to our requests for pictures; and on
their behalf we wish to call attention to the fact that many of the
paintings and sculptures are for sale. Members of the staff will be
glad to quote prices.

We desire also to acknowledge with warmest thanks the indis-
pensable assistance of a number of friendly people: Mr. Lawrence
Allen of the Downtown Gallery, who helped us to assemble the New
York group; Miss Mary Beatie Brady of the Harmon Foundation;
Mrs. Margaret Brown, who regularly shows the work of New England
Negro artists. at the Grace Horne Galleries; Mr. Robert Carlen, of
the Carlen Galleries in Philadelphia, who assisted in the choosing
of the Pennsylvania group; Mrs. Edith Gregor Halpert, director of
the Downtown Gallery, a kind counsellor; Mr. Peter J. Pollack,
whose last care before he joined the Armed Forces was the collection
of a Western group; Professor James A. Porter of Howard Univer-
sity, who has written the admirable Introduction; the artist-teacher,
Mr. Hale Woodruff of Atlanta University, who has made some of the
work of his students and associates available; and the owners and
directors of private and Museum collections from which we have been
allowed to make generous withdrawals.

MacKINLEY HELM
for the Institute of Modern Art.

MARY BEST
for the Smith College Museum of Art.
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CONTEMPORARY NEGRO ART

The story of American Negro art is not sprinkled with golden
periods of abundant production. Only recently, in fact, has Negro
art as a group expression attained to national recognition. At the
beginning of this century the name of Henry O. Tanner was broadcast
from European shores like a portent of things to come. Tanner had
followed the high road to European culture. His success became av
once the hope and the despair of those Negro artists whom he left at
home; for though France took him to her heart, recognition in the
country of his birth arrived but slowly. Eventually, however, his
peculiar art won for him the acclamation of his countrymen. Thus
Tanner blazed a trail for other Negro artists desiring acceptance at

During the 1920’s and 1930’s, a few private patrons and philan-
thropic societies made occasional and special effort to keep the flame
of aspiration burning in the artistic sphere of Negro life. The Harmon
Foundation, the Rosenwald Fund and the General Education Board
were the agencies most concerned with encouraging Negro artists to
study and exhibit. But the Depression so far diminished private
patronage for both black and white artists that Federal subsidy had
to be invoked in order to save American culture from neglect and the
artist from starvation.

A new day commenced for the Negro artist. Now he enjoyed op-
portunities for study and production which hitherto had been denied
him. In the words of Booker T. Washington, speaking years ago of

{5}
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the industrial rehabilitation of the Negro, he “cast down his buckets”
where he was. The immediate scene, whether suggestive of some
corner of Europe or typically native, became his subject matter.
Regionalism and realism for the American artist became inter-
changeable terms.

In this process of rediscovering America, the racial forms and
subjects which heretofore had been kept in the background of Negro
art assumed prominent place in the foreground—to the lasting benefit,
1 believe, of American art. Under the impetus which has come from
the continuous effort of the race to improve its cultural opportunities,
the horizons of Negro art have expanded; and the artist has felt im-
pelled toward more significant artistic invention. The present genera-
tion of Negro painters is further distinguished from the older
imitative artists by its greater originality, objectivity, and emotional
intensity.

The new Negro artist has given sufficient evidence of his desire to
be taken seriously; but I would warn the visitor to this exhibition
that many new standards of judgment and appreciation must be
applied to it. The most striking characteristics of Negro art today,
with its freedom and originality of mood and effect, are sharp transi-
tion of value, drastic simplification of forms, and vivid color sym-
bolism.

The Institute of Modern Art in Boston and the Smith College
Museum of Art are to be congratulated on assembling this varied and
certainly challenging exhibition of Negro Art. There have been other
exhibitions of the art of the Negro, but none more objectively probing
with regard to the resources of the living, progressive artists. Here,
1 think, is a fair cross-section of their production. It is an encourag-
ing sign for Negro art when institutions of such prestige give it ex-
position and publicity.

4 JAMES A. PORTER

Howard University
Washington, D. C.
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PAINTINGS

AVERY. HENRY
b. Margatan, North Carolina, 1906. Self-taught. Now working in
Chicago.
Still Life, Tempera 1938.
Lent by Peter J. Pollack

BEARDEN, ROMARE

b. New York City, 1908. Studied Art Student League. Now working
in New York.

Sharecroppers, Oil.

Lent by the artist

Symbol of @ Good Harvest, Gouache,

Lent by the Downtown Gallery
BROWN, SAMUEL J.

Wilmington, N. C.

Portrait, Water color.

Lent by the Philadelphia Museum of Art
CARTER, WILLIAM

is, 1909. ed Uni
b.!t. Lou‘ulﬁpmﬁ, Shtdi U umumm-mmm

Still Life with Horns, Oil.

. Gy 1915 Studiod )Hown'd University :

Dillard aw Orlunl. Now working
Charles E. Whlte see below), at Hampton Institute.

Freyer, Water color.
Lent by the artist

CORTOR, ELDZIER
. Chi Ill lﬂtm Ni
Sonlhml.and.eupo Tanperaongeuo.
Lent by the artist
Sense of Loneliness, Oil.
Lent by the artist

{71}
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COUNTEE, SAMUEL
b. Marshall, Texas, 1909. Studied Museum School, Boston. Now serving
with the Armed Forces.

Mosaic, 1942.
Lent by the artist

CRICHLOW, ERNEST
b. New York City, 1914. Studied Art Students League. Now working
in New York.

Day Dream, Gouache.
Lent by the artist
The Kitchen, Gouache.
Lent by the artist

CRITE, ALLAN R.
b. Plainfield, New Jersey, 1910, Studied Children’s Art Center and
Museum School Boston. Now working in Boston,
Children at Play, Oil,
Lent by the Grace Horne Galleries
Still Life, Oil.
Lent by the Grace Horne Galleries

DAVIS, CHARLES g
b. Evanston, Illinois, 1912, Studied Chlcago Art Institute. Now working
in Chicago.
Victory at Dawn, Oil.
Lent by the artist

DELANEY, BEAUFORD
b. Knoxville, Ten 1904. Studied Massachusetts Normal Art
School, Boston. Pupil of John Sloan, Thomas Benton and Don Freeman.
Now work.mz in New York.
Caté Society, Oil,
Lent by the artist

FLEMISTER, FRED
b. Atlanta, Georgia, 1916. Studied Morehouse Colloie as il of Hale
Woodruff (lee below). Formerly Intsructor in Art, thnt!:“ %niverlity.
Now serving with the Armed Forces.
The Plotters, 0il, 1942,
Lent by the artist

JOHNSON, MALVIN GRAY
b. Greensboro, North Carolina, 1896, d. New York City, 1934, Studied

him the first Negro

National Amdemy of Design. Dr. locke calls
Modernist.

Masks, Oll.
Lent by the Harmon Foundation

Turkeys, Water color.
Lent by the Harmon Foundation

[8}
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JONES, LOIS MAILOU

b. Boston, Massachusetts, 1906, Studied Museum School, Boston, Beaux
sm and Academie Julian, Paris. Instructor in Design, Howard Univer-

Bamum and Bailey Circus, Oil, 1941.
Lent by the artist

Place du Terte, Oil.
Lent by the artist

KEENE, PAUL F.

b. Philadelphia, Pennsylvania, 1920. Studied University of Pennsylvania,
Graphic Sketeh Club and Industrial Art School, Philadciphia. * Now
serving with the Armed Forces.

Man with Drum, Oil.
Lent by the Carlen Galleries

LAWRENCE. JACOB

b. Atlantic City, New Jersey, 1917. Studied American Artists School -
and Harlem Art Workshop. Pupil of Charles Alston (see above).
Rosenwald Fellow, 1940,

Harlem, Gouache, 1942,
Lent by MacKinley Helm

Spring Plowing, Gouache, 1942.
Lent by MacKinley Helm

LIPPMAN, ROMEYN V.

b. Harbor, New York, 1892. Studied Tuskegee School of Architec-
ture (A.B.), Cornell and University. Now working in Boston.

Wilderness, Water color, 1936,
Lent by the artist
LOPER, EDWARD L.
b. Wi Dela: 916.
hni?:ts;l! .ew:'re,l Studied art in public school. Now

Old Shacks, Oil.
Lent by the Carlen Galleries

PIPPIN. HORACE

b. West Chester, Pennsylvania, 1888. -taught.
Philadelphia. e Hes Juiing 'u

The Bufialo Hunt, Oil.

Lent by the Whitney Museum of American Art
Christ Before Pilate, Oil.

Lent by the Downtown Gallery

West Chester, Oil.
Lent by the Downtown Gallery

o]
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PORTER, IAMES A.

. Baltimore, Mn?ﬂmd 1905. Studied Howard University (A.B. Fine
Aru) and New York University (A.M.) Assistant Professor of Art,
Howard University.

Cutting Com, 0il, 1941.
Lent by the artist

Singing Time, Pastel, 1939.
Lent by the artist

SEBREE. CHARLES

b. Madisonville, Kentucky, 1914. Studied Chicago Art Institute. Now
serving with the Armed f‘orce!.

Figure Study. Water color.
Lent by the Grace Horne Galleries
Moses, Water color.

Lent by Dr, Alain Locke.

Lent by the Harmon Foundation

TANNEH. HENRY O.
b. Pittsbu: Pennsyl 1859. d. Etaples, Normandy, 1987. Studied
Pennsylv Academy o! ine Arts. Pupil of Thomas Eakins, The
first famous American Negro painter.
The Three Marys, Oil, 1912.
Lent by the Art Institute of Chicago

VAUGHN, ALMA
b. Willhmlburgh Virginia, 1922. Studied Col Atlants
Universi upil of Hale Woodruff (see below). Now ying and
working n At anta.
Spring Landscape, Oil.
Lent by the artist

§
*
i
i
4

VICTORY, GEORGE M.
b. Savannah, Georgia, 1878. Self-taught. Now working in Philadelphia.

Schuklkill River, Oil.
Lent by the Carlen Galleries

s A ¢

WELLS, ALBERT
b. Charlotte, North Carolina, 1918, Studied Morehouse (b]logg,
Unlnmty, as pupil of Hale Woodruff. Now working in %

Wintor in Georgia, Oil.
Lent by the artist

ey YR T Gy
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WELLS, JAMES L.

b. Atlanta, Georgia, 1902. Studied Columbia University (A.B. Fine
ﬁ;ih) aptg National Academy of Design. Instructor in Art, Howard
versity.

Journey to the Holy Land, Oil.
Lent by the Duncan Phillips Memorial Gallery

Journey to Jerusalem, Qil.
Lent by the Duncan Phillips Memorial Gallery

‘WHITE, CHARLES
b. Chi , Illinois, 1918. Studied Chicago Art Institaute. Now painti
a mur:x:t Hsmp%n Institute on a Roaeg:wald Fellowship. < -
Despair, Tempera.
Lent by the Artist
The Embrace, Tempera.
Lent by the Artist
There Were No Crops This Year, Conte crayon.
Lent by the Federal Art Project, Illinois

WOODRUFF. HALE A.

b. Cairp, Illinois,"1900. Studied John Herron Art Institute, Ind.iu\?o 5
Academie inave and Academie Moderne, Paris. Pupil of Henry
O. Tanner (see above). Professor of Art, Spelman College, Atlanta
University.

Negro Youth.

Lent by the artist

Nude.
Lent by the artist
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SCULPTURE

' 'Art Students League. Now serving

. Studied Chicago Art Institute and
d Fellow 1930. Guggenheim Fellow

|
R
3
t4
i
4.

b. Massachusetts, 1888. Studied California School of Fine Arts.
Nmum Berkeley, California.

ey,
Mask, Copper. ,
Lent by the Harmon Foundation

Pearl, Porcelain.
Lent by the Harmon Foundation
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THE NEW YORK TIMES, WEDNESDAY, APRIL 12,

s Warns Against ‘Hideous’ Sculpture

named for a Borough Presi-
the name was changed
; ‘Gold Star Mother”

when the politician went to

Fate of Wilson Recalled
~“All over Europe,” he re-
minded the assembled artists,
“after World War I, when
Woodrow Wilson’s fame de-
clined, they were busy tak-
his name off boulevards,
and statuary.”
oses also took swipes
_corporations that try
themselves off as pa-
the arts by decorat-
buildings with artistic

most

£

&

J

i

4%
-3

oy i prestigipqs
, 1

ling, shivering mobiles
nonobjective metal rid-
the money centers of
There was a time,
when an old-

he said, “exhibit .

fashioned banker ordered his
president never to appoint
a cashier with a moustache,
long hair or sideburns be-
cause the public would have
no faith in an institution
which hired confidence men.”

He singled out for special
mention sculpture endorsed
by the city’s Parks, Recrea-
tion and Cultural Affairs Ad-
ministration. Mr. Moses is a
former City Parks Commis-
sioner.

“One such sculpture,” he
said, “a huge, contorted steel
spiral worm called ‘Number
Three, is painted bright
orange, is 13 feet high,
weighs a ton and is termed
beautiful by my friend Com-
missioner Heckscher.

“This futile steel cater-
pillar reminds one of the
Laocoon family in Virgil,
squeezed to death by a huge
serpent. When the Romans
sculptured a snake, it was a

The New York Times

real, honest-to-God sinuous
serpent with muscle and
oomph, not an amorphous
red crawler with no begin-
ning or end.”

He had kind words for
some park statuary. “Central
Park has from time to time,”
he said, “embraced a starched
Civil War soldier in dress
uniform; Balto, the Red Cross
dog, delivering penicillin.”

Mr. Moses also cut loose
against beams of steel and
blobs of concrete on city
streets, calling them “hide-
ous” and “hammered and
nailed together out of paving
and building material.”

A Touch of Sarcasm

Continuing in this vein, he
declared: “The possibilities of
boosting steel, tin, nickel,
aluminum and other metals
by avant-garde sculptors on
public land have not even
been tapped.”

Taking off after equestrian

United Press Infernationat

sculpture, Mr. Moses said
that “a gaudy brochure”
could be written about them,
noting that “in modern art
you are lucky to be able to
distinguish the horse and
rider.”

Private galleries, he ob-
served, “have a right, and it
may indeed be their duty, to
encourage every effort, no
matter how bizarre, icono-
clastic or offensive to tradi-
tionalists.”

In a barb at Eastern
cliguism in this country, he
said:

“I would warn this audi-
ence not to confuse the East-
ern Seaboard with the rest
of America. Damn little of
America is seen from the
Appalachians. Ours is a vast
hinterland, as yet only light-
ly brushed by culture, and
no concentration of New
;l,ork sophisticates can speak
or §.°

STATE SUBS CITY €
TOSTOPEVICTIONS

Charges ‘Ingenichs Scheme]
to Vacate Brownsto

By ROBERT E.
The State Attorney Ger
office obtained a court
yesterday temporari
the city from evicting
from six rent-control!
stones in Gramerc'
what state officials
“ingenious scheme’
dealers to decontr
ings.
In an unusual
the state filed
city agency,
Administrator
and Develor
tion, was e
ing any ¢
to three
the suit
building
12 Gra'.
16th

OM S

Robert Moses called “Number Three,” by Buky Schwartz, a “futile steel caterpillar” n

Ir
Fog
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SMITH COLLEGE MUSEUM OF ART - NORTHAMPTON + MASSACHUSETTS 01060
(413) 584-2700, ext. 236; 740

January 14, 1972

Miss Dorothy Miller
12 East 8th Street
New York, New York 10003

Dear Miss Miller:

Following my telephone conversation with you on Wednesday
evening, I am sending along this note for your reference.

We are very pleased that it will be possible for you to

come to the meeting of the Visiting Committee in Northampton
on Thursday, January 20th. As Barbara Jakobson has told you,
we have arranged for a Carey Cadillac to bring the members
from New York to Northampton on that day. The Cadillac will
leave from Barbara's home (167 East 74th Street) at 10:00

in the morning. Therefore, could you arrange to arrive at
Barbara's home by about 9:45? Possibly you might share a

cab with Betsy Jones who lives near you, and with Miss
Dudley if she is able to come.to the meeting.

We have arranged for you to spend the night at the Autumn
Inn, located about one mile from the Smith campus. It is
quiet and spacious and I am sure you will be comfortable.
Transportation will be provided to and from the Inn, and
the other members will also be lodged there. At 10:00 on
Friday morning after breakfast the Cadillac will call for
the New York members and then will proceed directly to
New York, leaving you at Barbara's home.

I hope you will have a pleasant trip. If you should have
any questions, please do not hesitate to call me collect,
or Barbara at 535-6048 (or the MOMA, 956-6112).

Sincerely yours,

"\«\» \K.K VV\OJV \o.&\\;

(Mrs.) Anne R. Mannarino
Secretary to the Director
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SMITH COLLEGE MUSEUM OF ART » NORTHAMPTON - MASSACHUSETTS 01060
(413) 584-2700, ext. 236; 740
December 7, 1971

Mrs. Holger Cahill
12 East 8th Street
New York, New York 10003

Dear Dorothy,

We hope to hold this year's Visiting Committee meeting at
Smith College on Thursday, January 20, 1972. Our business
will be to discuss all aspects of the inaugural activities,
programming and staffing of the new Museum.

The building will be ready for occupancy early next fall.
In January we shall be able to tour the building before it
will be completely finished. The windows are in, temporary
gas heating has been installed; fear of January in North-
ampton should not deter you. -

We hope you can make it. For those who start from or who
pass through New York City, we will arrange for a limousine
to drive a group to Northampton and return. The program
should be as follows:

Thursday, January 20, 1972

10:00 leave New York City in limousine
1230 arrive in Northampton
lunch at Alumnae House

:00 -
:00 tour of new building, meeting

5z

e rest and recuperation

Al dinner at which President Mendenhall
will be guest

Overnight in Northampton

Friday, January 21, 1972

Ep 00 leave for New York City in limousine

S ﬁre 1w,

2%
Charles Chetham
Director

With best wishes,
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RAY JOHNSON
65 LANDING ROAD JZM 5%\,%
GLEN COVE, N. Y. 11542

The New York Correspondance School has been asked to participate
in the STILT MEETING to be held on the Central Park Mall (Fifth
Avenue and 72nd Street) on October 26th from 2-4 P,M, (canceled if
bad weather), You are asked to bring stilts, children on stilts,
wear costumes, masks, bring packages, bundles, surprises and

envelopes, There will be percussion music, Attach bells to stilts,
Bring a post card,

Will Steve Tyson, 1043 Newport Ave,, #i, Long Beach, California
make the biggest pair of stilts in the world? Will Richard C, 34
Montrose Court, Johnson City, Tennessee 37601 make a fake pair of
stilts? Will Harry Soviak, 331 East 89 St,, NYC make fur lined
stilts for Caterine Milinaire, fashion editor of the New York
Magazine? Will Editor Philip Leider put a pair of stilts on the
cover of Artforum? Will critic Lawrence Alloway, 330 West 20 St.,
NYC find that stilts are objectless art? Will Diane Arbus, 120
East 10 St,, NYC photograph a midget on a pair of stilts? Will
George Ashley, Hertz, 660. Madison Ave,, NYC invite Janis Joplin to
wear her gerters on a pair of stilts? Will Bill Berkson, 12l East
57 St,, NYC be the best-dressed man on stilts? Will poet Carol
Berge, Hotel Chelsea burn her stilts? Will May Wilson, Grandma of
the Underground wear a stilt stilt stilt necklace? Will Mary
Bauermeister cover her stilts with drinking straws? Will Little
Richard appear on "jubilant tutti-frutti" stilts? Wwill David
Bourdon wear his green shoes with green stilts? Will Robin Rich-
man's from Life stilts cast a shadow? W1ill Betsy Baker of Art News
be the tallest girl on stilts? Will Bill Copley appear on stilts
edged in black? Will John Weber wrist hairs Dwan Gallery have
hairy stilts? Wwill John Evans, 101 Ave, B, Apt, 8, NYC tattoo his
stilts?. Will Dr, Alvin Friedman-Kien, 199 Second Ave,, NYC bring
stilts with high blood pressure? Will Richard Merkin, 500 West

End Ave,, NYC make boop boopy doo stilts for his poetic muse
Virginia Fritz? Will Grace Glueck send over a giraffe on stilts?
will Flavia Gag, Box 91, Lake Como, Florlda 30257 send million of
stilts? Will John Wilcock Other Stilts be there? Will Ronald Gross,
355 Eighth Ave,, NYC write a poem sbout stilts? Will Marcla Marcus,
703, East 6 St,, NYC do a portrait of Henry Geldzahler on stilts?
Wwill Marcis Herscovitz, 356 West 20 St., NYC bring purple velvet
gtilts? Will Stuart Horn, Northwest Mounted Valise, Winthrop
Road, Short Hills, N,J, bring plastic stilts? Will Ara Ignatius,
137-20th St., Union City, N.J. bring Pucei stilts? Will Charlotte
Gllbertson, Iolas Gallery, 15 Gast 55 St,, NYC kiss Harold Steven-
son on stilts? Will John Perrault, 242 West 10 St., NYC sppear on
a palr of mysterious stilts? Will Linda Rosenkrantz, Parke-Bernet
Gallery, 980 Madison Ave,, NYC walk and talk on stilts? Will Jerry
Schatzberg, 333 Park Avenue South, NYC bring Faye Dunaway on stilts?
Will Fred McDarrah, 6l Thompson St,, NYC photograph Andy Warhol on
sti1ts? wWill Multiples, 929 Madison Ave,, NYC do an edition of
stilts? Will Sam Wiener, 504 La Guardia Place, NYG 10012 bring
stilts covered with mirrors? Will Patricia Johanson, ¢/o Kermin,
23l West 21 St., NYC lay her stilts on the ground? Will Charlotte
Moorman, 752 West End Ave,, NYC play her cello on a palr of stilts?

8 %’\WA“‘ O
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FORM 1.1.8
THE CITY OF NEW YORK
DEPARTMENT OF PARKS
THE ARSENAL, CENTRAL PARK
830 FIFTH AVENUE

NEW YORrRK, N. Y. 10021

FOR INFORMATION ON CURRENT PARK EVENTS
DIAL 755-4100

Dorothy Miller

GRAND CENT
STATION

12-1l East 8 St,

NYCity, NY
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Michael Herr first visited the Museum of Modern Art
as a ten-year-old tourist. A somewhat older New York
writer now, he says it is still one of his favorite places.
= In the Sculpture Garden of the Museum of Mod-
ern Art there is a bronze cast of Rodin’s Monument
to Balzac, rising nearly fifteen feet above the pave-
ment. Looking up at it, toward West 53rd Street,
you can see the north elevation of Saint Thomas
Church. You have the feeling that if the Balzac, in
all its colossal hauteur, were faced the other way,
toward the church, it would amount to a confron-
tation, and that within a year either the statue or the
wall would begin to crack.

It was September, the first day in New York when
autumn was appreciably different from summer,
one of the only days in the year when New Yorkers
could feel anything remotely seasonal. Because of

The Museum
of Modern Art

by MICHAEL HERR

the day and the common excitement it provoked in
the city, the Museum was more crowded than usual.
Beyond the hornbeam trees that line the terrace res-
taurant, the tables were full for the first time in
months. There were groups of young couples
dressed in Upper and Lower Bohemian styles,
junior executives on their lunch hour, a few nuns,
matrons taking time out from their shopping,
housewives in from the suburbs on their day off,
young mothers with their children, and pretty girls,
dozens of pretty girls.

It has been suggested that once a year a reunion
be held in the Sculpture Garden of all the couples,
married or otherwise, who have met here. The art
student with the sketch pad who is standing on the
upper level of the Garden, watching the action on
the terrace, has memories of an encounter with a

h 3
AT

ILLUSTR

girl who wore braids, rimless glasses and a trench-

coat. She had been standing alone by Picasso’s Ske-

Goat, holding a worn copy of Camus's essays, when
he first spoke to her. They had stayed together for
months.

Today, though, he is not watching the terrace for
the girls, but for the possible appearance of some~
one he might know. It is a matter of form in his set
to say that one would not be seen dead at the Mu-
seum of Modern Art, yet he comes here at least
once a week to sketch the sculpture. (He has drawn
Monument to Balzac dozens of times, without suc-
cess.) In fact, he is a dues-paying member of the
Museum, one of 38,000, but he is so embarrassed
about it that whenever he does come with a friend,
he will pay the dollar admission fee rather than
show his membership card.

7
1ON/DENVER GILLEN

-,
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On the upper level the wind moved
the giant stilettos of George Rickey's
Kinetic Two Lines—Temporal, I, and
they cut terrifying, graceful slices in the
air above West 54th Street. The art
student watched while a little girl
crawled through the steel intricacies of
Reuben Nakian’s The Rape of Lucrece,
a work that draws children to it the way
a jungle gym would. The girl’s mother,
afraid that the guards might cause trou-

ble, called to her daughter to get out of
the sculpture and behave herself.

“This isn’t a playground!”

“That’s debatable, lady,” the art stu-
dent said, and walked down the ramp
with his sketch pad for another try at
the Balzac.

It has never been much like anyone’s
idea of a museum. Its very creation
thirty-seven yearsagowasanimpudence

connoisseurs and critics of that period
never forgave, and it still seems defi-
cient in reverence. They carry on in the
oddest way there, and this apparent
lack of seriousness has been condemned
by many artists, who from time to time
have picketed and issued manifestoes
against it. Its popularity, its cherished
place in the life of New York, espe-
cially during this prevailing culture
madness, does not speak well for it,
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when you give this
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and its friends and sponsors—the very
rich and the very powerful—are sus-
pect. What have they to do with art
or art with them? Physically, its design
and materials exude something smart
and a little cold: the institutional
Franklin-Gothic typeface on the walls
and caption cards; the unpolished gray
Vermont marble of the Sculpture Gar-
den; the clinical glass-and-metal fagade
on 53rd Street; the meticulous, aca-
demic sequence of its galleries, laid out
like some survey course: Trends in
Modern Art—Rousseau to Rauschen-
berg. And what haven’t they indulged
in, what extravagances haven’t they ex-
hibited? Flush valves, an oval wheel,
delphiniums, a shoeshine stand, Mule
Train with Gene Autry and his horse
Champion, children’s art, postage
stamps, selected graffiti, war-maneuver
models, clothing styles, a self-annihilat-
ing sculpture (Jean Tinguely's Homage
to New York, which burned and rent
itself in a Happening before an invited
audience in formal attire), sporting
goods (they pitched a tent for that one),
subway décor, polio posters, World
War I1 anti-hoarding posters from New
York City high schools, lamps, cars,
houses, snapshots, and once, in the
same exhibition that introduced the fur-
lined teacup, a spoon that had been
found in a condemned man’s cell,
broken into four parts and arranged in
an interesting fashion.

Today the President of the Board of
Trustees of the Museum of Modern Art
is Mrs. Elizabeth Bliss Parkinson. She
succeeds such men as William A. M.
Burden and Nelson A. Rockefeller.
Her presidency is appropriate; since
the days before its official founding,
the Museum has been part of the life of
her family.

When Mrs. Parkinson speaks of
those early days, her talk has the tone
of a personal memoir.

“*My aunt, Lizzie P. Bliss (we cailed
her Lillie), was introduced one day to
the painter Arthur B. Davies, and she
went to his studio to see his paintings.
They seem so routine now, so dated,
but then—it must have been before
1910—very few people in America had
seen anything like them. Lillie began
buying pictures, and she supported the
Armory Show in 1913. Her own collec-
tion became distinguished—Cézannes,
Seurats, Degas, Renoirs, Van Goghs.
The Metropolitan in those days was
contemptuous of the lmpresﬁonists.
most of whom had been dead for more
than thirty years. The taste of this
country, such as it was, was mostly
borrowed from the French Academy.
‘Modernism’ hadn't begun to enter our
vocabulary,

“In 1928 my aunt and I took a winter
trip to the Middle East. We were pass-
ing through Jerusalem one day and met
Abby Aldrich Rockefeller, and she and
my aunt lunched together. 1 don’t know
how it came up, but they began talking
quite seriously about a museum for
modern art in New York.

“Well, that May—it was 1929— A bby
Rockefeller gave a smalt luncheon at
her home, on the very spot where the
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Sculpture Garden stands today. Lillie
was there, and Mrs. Cornelius J. Sul-
livan, and A. Conger Goodyear. Mr.
Goodyear was from Buffalo, where
he’d been in banking and lumber and
had started the Albright Gallery. The
ladies asked him to help them create a
gallery for modern painting and sculp-
ture. He agreed, and brought in Frank
Crowninshield, the editor of Vanity
Fair, and Peter Grimm, the real-estate
man. By early summer they had a pro-
visional charter, six rented rooms in the
old Heckscher Building on Fifth Av-
enue, and a name—the Museum of
Modern Art. Dr. Paul Sachs of Har-
vard had joined them. It was he who
suggested hiring Alfred Barr, Jr. Alfred
was only twenty-seven then, teaching at
Wellesley, but Doctor Sachs spoke so
highly of him that he was hired anyway.
So the Museum had a director, and was
opened to the public by November.”

Thirt)-four years later the Museum
of Modern Art closed six months for a
$7,000,000 remodeling. When it was
completed, the Museum's display space
would be quadrupled and include small
galleries especially for photography,
architecture and design, prints and
drawings; a prominent part of the
Museum collection would be sent on
temporary loan to a grateful National
Gallery in Washington.

For six months listless crowds hung
around the Modern’s entrance, stood
around, edged around, and left. Hun-
dreds of people who knew that the
Museum was closed came by anyway,
just tosee how it was coming along. For
six months the Membership Depart-
ment received letters from renewing
members who said that they knew the
Museum was closed, but they wanted
their cards mailed anyway, as soon as
possible.

This remodeling was possible be-
cause the Modern had successfully com-
pleted its $25,000,000 Thirtieth Anni-
versary Fund drive. The Museum had
grown so quickly that there was space
to show only one eighth of its paint-
ings, one fourth of its sculpture and a
negligible fraction of its prints, draw-
ings, photographs and architectural
models. The Modern’s journalistic func-
tion, Special Exhibitions, was increas-
ing in size, scope and frequency to meet
public demand. The CBS Foundation,
Inc., had given a five-year grant to the
Modern’s Department of Circulating
Exhibitions program, but the requests
for these exhibitions were many
in number.

These shows had long been crucial
to the Museum’s cause, its educating
ethic. In the beginning they had im-
pressed certain European ideas—most
notably the Bauhaus ideal of design as
art—on American tastes. Now they
were reversing the process: The New
American Painting, eighty-one pictures
by Gorky, Gottlieb, Guston, Kline,
DeKooning, Motherwell, Newman,
Pollock and Rothko, among others,
had introduced the “New York School™
of Abstract Expressionists to Europe
during its 1958-59 tour of eight major
cities,
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The Museum’s school, directed by
Victor D’Amico, was too small for the
growing number of applicants. The
most complete library in the world on
the subject of modern art was housed in
cramped quarters, and the galleries
themselves could not comfortably ac-
commodate the 750,000 visitors who
came every year. To the board of
trustees, the deficit was almost a tradi-
tion; museum activities had grown, and

with them the staff, from five in 1929 to
more than 300 in 1963.

In 1959 Alfred Barr, Jr., Director of
Museum Collections, had installed a
Bid for Space exhibition, crowding pic-
tures together so that periods, styles,
sizes and frames clashed on undersized
gallery walls. It was a bad show to look
at, but it was supposed to be. A lot of
people were offended by Barr’s calcu-
lated use of art to solicit money, but as

a gesture to open a fund-raising drive it
was effective. Of the 3,500 subscrip-
tions, private and corporate, that came
in, twenty-five were for more than
$100,000 and eight for more than
$1,000,000. The total, after expenses,
reached $25,262,000. It had not been
easy to raise this much money for art,
but it had been easier than these things
usually are. In 1929 the $50,000 that
had been pledged months before the
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Museum’s founding grew to a quarter
of a million dollars by the time of the
opening. *“Money speaks vividly,” one
of the first publicity releases said. “Let
us not be ashamed to listen.”

The reopening, in May, 1964, was
epochal. Five thousand guests, led by
Lady Bird Johnson, filled the Museum’s
halls and spilled out into the enlarged
Sculpture Garden, now named for
Abby Aldrich Rockefeller. Of this num-
ber, 400 were called on to dine in the
Garden Wing. With its high, vaulted
ceiling, it looks like the grand salon of
a luxury liner, and this was the night of
the Captain’s Dinner. There had never
been anything like it, never a night
when so many famous people assembled
here at once for an event. Artists, poli-
ticians, ambassadors, industrialists, film
stars, the prominent, the wealthy, the
powerful, the clever, the promising, ap-
peared. While the most elegant kind of
havoc ran through the galleries, a group
of artists picketed on the sidewalk out-
side, and fifty policemen, detailed for
the opening, watched. The pickets pro-
tested the wholesale destruction of loft
space in New York. The demonstration
was not aimed directly at the Museum
of Modern Art, but at the thousands of
influential celebrants inside; and of
course the Modern was implicated.

All the New York papers were there,
as well as correspondents from major
newspapers all over the world. AP,
UPI,NBC, CBS and ABC, Time, News-
week, Vogue and Harper’s Bazaar were
there. Dr. Paul Tillich wrote a state-
ment that was read at the ceremonies,
and Mrs. Johnson’s speech was quoted
on the front page of the next day’s
New York Times: “The Museum is an
open door for all who seek enrichment
of spirit,” she said. “Everyone who
walks through the Museum can partic-
ipate in the process of creativity . . . it
makes it possible to leave our dailiness,
for art is the window to man’s soul.”
She concluded with something about
the “must” of the average man and the
“thrust” of the artist. A photograph of
her, sitting between Alfred Barr and
Board Chairman David Rockefeller in
front of Matisse’s The Moroccans, ap-
peared in more than 1,000 newspapers.
Barr is the only one looking at the
picture.

The pickets, unmolested by the po-
lice, dispersed. Then all the guests
drifted out, and the glamour ebbed.
Champagne glasses were everywhere,

Continued on Page 120

WE BELIEVE
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Congressional Record

PROCEEDINGS AND DEBATES OF THE 91” CONGRESS, FIRST SESSION

The American Museum of the Future: The Federal Role

SPEECH
oF

HON. JOHN BRADEMAS

OF INDIANA
IN THE HOUSE OF REPRESENTATIVES
Wednesday, June 11, 1969

Mr. BRADEMAS. Mr. Speaker, on
May 28, 1969, I had the privilege of deliv-
ering an address at the annual banquet
of the 64th annual meeting of the Ameri-
can Association of Museums in San Fran-
cisco, Calif.

I insert in the Recorp, the text of my
address:

A BY Ci AN JOHN BRADEMAS,
CHAIRMAN, N MIT-
TEE, HOUSE COMMITTEE ON EDUCATION AND
LABOR

I am indeed honored to have besn invited
to address the 64th annual meeting of the
American A iation of M

As I rise to speak, I recall what George
Bernard Shaw once sald to his British pub-
lisher to indicate his displeasure with its
printing of one of his plays.

Shaw sent a copy of the American edition,
which he liked, to the British firm with a
note that read: “As the rooster sald to the
hen as he placed an ostrich egg before her,
‘I am not disparaging, I am not criticizing. I
merely want to bring to your attention what
has been done by others.””

You who staff and serve and support the
museums of America are the custodians of
“what has been done by others”—the cus-
todians of those achievements of art and his-
tory and science that enable us better to
understand what we have been and, hope-
fully, better to know what we may become.

Although I have never worked for a
museum or sat on a museum board, I feel
in some ways at home among you—for sev-
eral reasons. My father is a Greek immigrant,
and very early in my childhood, I learned
that I was descended from Pericles, Phidias
and Praxiteles, and in later years, like most
of you, I experienced the joys of Athens and
Lindos and Knossos.

Indeed, the first career to which I was
tempted, as a sixth grader fascinated by a
book on the Mayas, was that of an archae-
ologist.

The Prado and the Ashmolean, the Heritage
and the Hagia Sofia and the Museo de Antro-
pologia in Mexico City as well as the National
Gallery of Art and the Smithsonian in Wash-
ington and the Northern Indiana Historical
Soclety Museum in South Bend, Indiana are
all museums which at one point or another

- »#npded me learning and pleasure.
t I now serve in Congress on the
. & which deals with education gener-
- the Subcommittee which handles
__Humanities Foundation programs
C’u the House Administration Sub-

committee on Libraries and Memorials, which
has jurisdiction over the Smithsonian and
other museum legislation, and which, by the
way, is chaired by my close friend and col-
league and one of the original sponsors of the
Arts and Humanities legislation, Congress-
man Frank Thompson, Jr., of New Jersey,
means further opportunities to come into
touch with museums and what they mean in
American life,

So I am especially glad to be here tonight
in this lovely city with so many distinguished
keepers and builders of the natlon’s treasures.

MUSEUMS AND THEIR NEEDS

I want to talk with you tonight about
museums and their needs—and to do so from
the perspective of a Federal legislator.

Much of what I have to say is derived from
that superb analysis of American’s mu-
seums—the Belmont Report—which, as you
know, was prepared by a special committee

at some of the major museums. To cite one
nearby example, the new Oakland Museum,
which we shall see tomorrow, includes a lec-
ture hall and classrooms and will afford a
variety of educational programs, including
a traveling exhibit of California.

In Washington's Anacostia section, & low
income, chiefly black area, the Smithsonian,
responding to the emerging national con-
sciousness of the shame of poverty in a
wealthy land, has recently established a
small branch museum.

Museums play an essential role, too, in
serving the needs of scholars engaged in re-
search at the college and university level.

And I am sure that all of you can multiply
examples from your own experience of the
pressures upon museums from within the
communities of which they are a part to
open their doors for a variety of other pur-
poses such as musical and theatrical per-
for

of the American Association of M for
the Federal Council on the Arts and Human-
ities, in response to a 1967 request by Presi-
dent Johnson.

The opening words of the Belmont Report
constitute, I think, an appropriate theme for
my remarks:

“This is a report on a priceless national
treasure—the works of art, the historic ob-
jects and scientific collections in the custody
of American museums.

“In scope and magnitude this treasure is
unmatched by that of any great nation, and
it has enriched the minds and lives of count-
less Americans, Once lost, it can never be
replaced.

“Today, the institutions which have this
treasure in their custody are in serious trou-
ble. The totally unpredicted popular success
of American museums has strained their fi-
nancial resources to the breaking-point, has
compelled them to deny service to much of
the public and will require many of them,
unless help comes, to close their doors.

“Museums have arrived at the point where
they can no longer preserve and exhibit the
national treasure without substantial na-
tional aid.”

In effect, the museums of today are vic-
tims of their own extraordinary success.
Thirty years ago, attendance at America’s
6000 museums totalled some 50 million visits
a year. That figure has now soared to over
300 million, and is rapidly climbing higher.

The pressures both of an increasing popula-
tion and the rising interest of Americans of
all ages and groups in seeing the works of art,
historic objects and scientific collections in
American museums mean for them a serious
financial crisis.

MUSEUMS AS EDUCATIONAL INSTITUTIONS

What I think particularly striking is the
remarkable increase in demand for the serv-
ices of museums as educational institutions.
Hundreds of thousands of schoolchildren
periodically come to our large museums. Mil-
lions of youngsters and adults attend classes

These, then, are but some of the causes
of the heightened demands being made upon
America’s museums.

FINANCIAL PRESSURES

How prepared are our museums to meet
these burgeoning pressures? The Belmont
Report cites case after case to illustrate the
general conclusion that the operating ex-
penses of American museums have risen
sharply in the past ten years, and that an-
nual deficits are commonplace.

Increased attendance and increased re-
quests for services—for the kinds of reasons
I have suggested—in turn mean increased
costs for trained staff, guards, guides, acqui-
sitions, exhibits, buildings, insurance.

You, better than I, are familiar with the
extraordinary diversity of museums in the
United States—their many sizes, shapes and
purposes, as well as with the multiplicity
of their baces of financial support.

Big museums, littlé museums, art museums
and history museums, children’s museums
and university museums, museums supported
by public funds, some by private money,
many by both, some charging admission fees,
others not, but nearly all of them, in varying
degrees, faced with serious financial prob=
lems.

THE FEDERAL ROLE

No one suggests, I think it must be clear,
that the Federal government should now as-
sume the burden of supporting American
museums. All of you are committed to seek-
ing to encourage the flow of funds into your
museums from private sources as well as
from local and state governments.

But surely it must be obvious that the
mounting demands on the museums of
America have so strained their financial re-
sources that it is now time for the Federal
government to consider making a significant
increase in its present contribution to tk
support of our museums.

The amount of Federal support to
can museums today is tiny; less than

meri-
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bercent of their operating expenses comes
from the Federal government.

Indeed, for too long, now, the Federal gov-
ernment has been following an ABM policy
With respect to museums—“Anything But
Money!”

Moreover, most of the Federal support for
museums has gone for scientific ones only—
and even then for research rather than for
operating expenses or building—while there
has been little Federal help at all for art
and history museums.

The National Endowments for the Arts
and Humanities have been aware of the
needs of museums, but the limited funds
avallable to the Endowments are reflected in
their modest allocations to museums last
year of $500,000 in all.

Let me here interject that I think all of
us and, indeed, all Americans owe a great
debt of gratitude to a man whose tenacity
and dedication to support of the arts and
humanities, especially as a principal cham-
plon and leader of the Arts and Humanities
Endowments since their inception, has been
in large measure responsible for what ad-
vances have been made on this front in
recent years—Roger L. Stevens.

M have benefi very little from

vy and vy Ed
1ib

are 1 from
the benefits of the Library Services and Con-
struction Act.

And although Congress passed the National
Museum Act in 1966 to support a variety of
museum activities, Congress has yet to ap-
propriate any funds under the law.

Four years from now, we shall mark the
200th anniversary of the establ t of

i R

CONGRESSIONAL RECORD

This is the polnt—that the arts, like educa-
tion—and like museums—must come to be
viewed as “important in their own right”.

And with this understanding, there will
then become possible “an effective public
policy” for museums,

FUTURE SUBCOMMITTEE HEARINGS

In order to contribute to such an under-
standing and, hopefully, to the development
of an effective public policy for museums,
I plan to have the subcommittee of which
I have the honor to be chairman, as part
of its responsibility to oversee the operation
of Arts and Humanities Foundation pro-
grams, conduct hearings during this Con-
gress on the major problems facing Amer-
ican museums with a view toward appro-
priate legislative action.

I propose to invite the authors of the
Belmont Report and other representatives
of the American Association of Museums to
testify before the subcommittee on their
views on the museum situation in America
today.

Such hearings should afford an opportu-
nity for Congress, and the American people
generally, to obtain a clearer picture of the
kinds of problems I have been discussing
with you this evening.

SPECIFIC PROPOSALS

Let me conclude my remarks by offering
a ber of specific prop Is which seem
to me must be central to any progress both
in the country and in Congress in shaping
a sound and intelligent public policy for the
support of America’s museums.

First, I believe that leaders of the museum

the first American museum, in Charleston,
South Carolina, in 1773, I hope we shall not
have to walt for money under the National
Museum Act until 1973!
GUNS AND CULTURE

It may seem passing strange to you that
at a time when President Nixon has pro-
posed slashing President Johnson's fiscal
year 1970 budget for education by nearly
$400 million, . . . at a time when the new
A p ing for a defense
budget of nearly $80 billion . . . and urging
on Congress an ABM whose cost seems mys-
teriously to rise daily—it may seem strange
to you that in such an hour, I should be
suggesting increasing Federal funds for
museums.

But let me make very clear my profound
disagreement with those who argue that we
cannot afford to support education or the
arts or h i or until the
Vietnam war is over.

On the contrary, I strongly agree with the
view expressed by W. McNeil Lowry of the
Ford Foundation in his recent report on
the economic erisis in the arts. Mr. Lowry,
commenting on the meager funding of the
Arts and Humanities programs, noted that:

“Pressures of war and other crises have
been freely cited in explanation of this ac-
tion, but there is no reason to believe that
any significant Federal program in the arts
can be effectively argued either in Congress
or in the public if its justification must be
that all other great national questions are
in equil Other gov ts—demo-
cratic, socialist or oligarchic—have pro-
ceeded without such a justification . . .

“The arts [should] not always depend

a contest over priorities . . . There

ill not exist an effective public policy for

the arts until they are treated as important
in their own right.”

354-423—17421

ity should begin to develop con-

crete legislative proposals for supporting
museums to present to Congress.

This means you, We want to know what

" B Rl e -

thorizes supplementary educational centers
and services.

Fifth, the museum community should de-
velop standards of accreditation against
which the excellence of individual museums
can be measured. Federal support should not
be provided to museums which have not
reached a level of quality accepted in the
museum field. I therefore congratulate you of
the American Association of Museums on the
adoption this week of a resolution approving
the principle of accreditation.

Sixth, more support should be provided for
training first-class museum staff through
museum internships, fellowships and train-
ing courses.

There are, I believe, several other areas of
museum activity which deserve careful con-
sideration as appropriate for Federal support,
such as research, traveling exhibits, tele-
vislon and other mass media, conservation
and restoration—and we should also look
at the possibility of developing a computer
network for storing and retrieving informa-
tion about the resources of our museums.

I believe Congress should consider as well
changes in the treatment of museums for tax
purposes which would enable them to enjoy
certain benefits now available to a wide va-
riety of charitable, religlous, and educational
institutions.

And finally, I think we should take a care-
ful look at the Belmont Report proposal
to authorize Federal grants to museums on
a matching basis to help them meet the ex-
penses of providing regional and nationwide
services.

THE NEED FOR IMMEDIATE ACTION

I do not suggest that this list is exhaustive
or that every item in it is of equal import-
ance. What I do suggest, however, is that

you who live with the problems of
dally think we should do—and what we
should not do.

Second, I believe Congress should provide
some appropriations to make good on its
commitment under the National Museum
Act. The Belmont Report suggests $1 million
for the first year.

‘Third, Federal policy-makers should rec-
ognize that museums play an important ed-
ucational role in our society, working with
schools, colleges and universities. Qualified
museums should, therefore, like these insti-
tutions, be recognized as eligible for direct
Federal support. To achieve this goal may
involve amending existing Federal legisla-
tion, such as the several Higher Education
Acts, the Elementary and Secondary Edu-
cation Act, the National Defense Education
Act, and others.

This effort should include consideration of
support for construction and operating costs
of museums perhaps along the lines of the
Library Services and Construction Act,

Fourth, there should be increased finan-
cial support for museums from those Fed-
eral departments and agencies that are al-
ready concerned with museums, specifically
the National Endowments for the Arts and
Humanitles, the U.S, Office of Education, and
the National Science Foundation.

In this connection, greater attention
should be given both to compensating mu-
seums more fully for their contributions to
certain Federally funded programs such as
Head Start and Title I of the Elementary
and Secondary Education Act, and others,
and to more effective joint planning bet

these questi and others like them are the
kinds of proposals for Federal support of our
museums that ought to be carefully con-
sidered by Congress and the Administration.
They are the kinds of questions that I plan to
have discussed by the subcommittee which
I chair during the 91st Congress.

I should like, however, in closing, to re-
mind you that our capacity in Congress to
make progress on such measures depends, in
the final analysis, on the kind and degree of
public support that people like you in this
room can yourselves provide and, just as im-
portant, that you can generate and encourage
across the country. This means that you must
speak up, forcefully and clearly, in your own
communities. In particular, it means that
you must cor your conv
about the need for adequate Federal s
for education, for the arts and humanities,
for museums, to your Senators and Repre~
sentatives in Congress. As one of them, I can
assure you that they will give respectful at-
tention to the voices represented in this room
and to other voices like yours across the
country.

Ours then is a common task. For you and
I know that we live in a time of immense
and growing pressures—of rapid urbaniza-
tion, of war, of racial and social and economic
confiict.

In such a time, we need all the more, if
We are to make this land what it ought to be,
generously to support those institutions that
elevate the character and quality of our na-
tlonal life.

schools and other educational mst.ltuuon;
and museums as, for example, with programs
provided under Title III of ESEA, which au-

g those institutions surely are
the museums of America and the treasures of
mind and spirit and history of which they
are the keepers.
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Franco Favors the Return |

- . .
P e S
e :

. Of Picasso and ‘Guernica’

Special to The New Yorkt Iimes ‘

MADRID, Oct. 28—General
Franco has personally ap-
proved negotiations for the
return of Pablo Picasso to
Spain and for the acquisition
of his most famous anti-
regime work, “Guernica,” a
government  official . has
said.

The Spanish Government
has already begun construc-
tion of a "$28.8-million mu-
seum of modern art on the
campus of the Madrid Uni-

- versity, which it hopes will
be centered on the Civil War
masterpiece. :

“Guernica” now hangs in
the Museum of Modern Art
in New York.

The Spanish director gen-
eral of Fine arts, Florentino
Perez Embid, said there wouid
be no conditions -placed upon
the artist if he_ accepts the
invitation to return to his
native land. The government
plans to acquire as many
Picasso paintings as possible,
and to dedicate a large part
of the museum to Picassa’s
work.

Question of Ownership

It will .not be easy, he
pointed out, to bring “Guer-
nica” back to Spain. It is not
even quite clear who actual-
ly owns the masterpiece. "It
was commissioned by the
Spanish Republican govern-
ment for display in Paris in
1937. There is some doubt
about whether that govern-
ment, later overthrown by
Franco, ever completed pay-
ments on the work,

As far as the museum is
concerned, one of its officials
is reported to have told a rep-
resentative of the Spanish
Government: “It is in deposit
for the artist.”

Speaking at a private

luncheon, the director general
of fine arts explained: “We
" are not interested in getting
involved in a legal dispute
over ownership.  We only
want to bring back this art
treasure as a homage to
Picasso and as a symbol of
the fact that there are no
political objections here to
its being shown.”

He said there would be no
conditions placed upon the
artist if he accepted the in-
vitation to return to his na-
tive land. The determination
of the Franco Government to

s
“ yi,. B
N o Lo 3y

enshrine the works of the
Malaga-born artist, who cele-
brated his 88th birthday on
Saturday in Paris, is in line
Wwith other recent Govern-
ment efforts to reclaim
Spain’s exiled intelligentsia.

ne example of this was
the awarding of a major
Spanish literary prize to the
novelist Ramon 7J. Sender, a
Civil War exile now living in
the United States,

Another was the announce-
ment  that one of Pablo
Casal’'s latest works, “El
Retablo,” will be performed
in the historic Spanish cathe-
dral at Toledo in May under
Government sponsorship,

Man and His Work

“Guernica” was brought to
New York in 1939 to tour the
country for the benefit of a
Spanish ' refugee group. At
the end of the tour, it was
deposited with the Museum
of Modern Art on extended
loan, Wwhere it has remained
ever since. -

Picasso has said that he
wanted the painting to re-
turn to “a free Spain.”

There is already a museum
of Picasso’s works in Spain—
the Picasso Museum in Bar-
celona, which containg 300 of
his works. It wag established
in 1963 through the donation
of the artist’s lifelong friend,
biographer and secretary, the
late Jaime Sabartes,

Picasso, who refains his
Spanish nationality, has lived
most. of his life in France
since his first extended visit
there in 1901, Prior to the
outbreak of the Spanish Civil

War in 1936, he evinced little |

Interest in politics, but he
quickly showed antipathy to
the Franco forces and de-
clared himself in support of
the Loyalist, or Republican,
side.

Picasso designed an anti-
Franco brochure that included
a long violent poem and
which was published under
the title of “Dream and Lie
of Franco.” i

The bombing in April,
1937, by German airmen of

the ancient Basque capital of |

Guernica y Luno to learn

T |
e

the effect “of mass bombing |

on civilians inspired
nica,” which was completed
two months later,

,( }m:’s
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. Art Notes
A Sort
Of
Distant
;Star |

"By GRACE GLUECK

g MAMMOTH Brancusi
show, the biggest
ever mounted to

e ' date, has settled in

_on the bustling ramp of the

Guggenheim Museum (the

second stop in a tri-museum

wto_ur that includes Philadel-

.phia and Chicago). Boasting

_over 80 works of marble,

‘bronze and wood, plus draw-

“ings by the great Rumanian

sculptor, it includes a rather

special bonus—a cluster of
largely unknown pieces lent
~for the first time by Ru-

_manian collectors.

~ The show’s scale, and its

“Rumanian contribution, are

largely due to the efforts of

i i an American
~sculptor who (working with

Gugg curator Louise Averill

Svendsen) served as guest

gurator. Geist is a Brancusi-

phile, so much of one, in fact,

“that somewhat to his own

. surprise he learned R i
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Friedman-Abeles

OFF THE DRAWING BOARD—"| don't like the theater very much," says conceptual

sculptor Robert Israel, 30-year-old design director for the Center Opera Company of

Minneapolis' Walker Art Center. "But | like what I'm doing.” What lsrael is doing,

along with other artists (Robert Indiana, Nicholas Krushenick, James Wines) com-

missioned as designers by the experimental company, are some of the most original
e

costumes on the American stage. S

s "historical

tional desig

g tl
approach,” Israel regards the figure as merely a starting point for his scul:tuully j
i #

. four years ago and made the
first of several Iron Curtain
“'trips to dig into the master’s
«past. A major result was
rancusi: A Study of the
"Sculpture,” published last
?;au (Grossman, $10), which
.‘has put Geist in the very ex-
clusive club of Brancusi ex-

perts.

“I didn’t think I'd get so
deeply involved,” confesses
Geist, a tall, bearded fellow
who teaches at Vassar and
the New York Studio School.

je’d always been sort of a

tant sm.k Bu‘ll:,;'d ly:"een re&
viewing books about him an

L‘on_e day a friend suggested

1 write my own. I'd never

_done scholarly work before

—never even taken an art

Lhistory course. Once I got

stal though, there seemed
be 0o way out.” -

as "The Good Soldi

"Horspfal," will be shown at

d effects. Fifteen of his conceptions, for such far-out Center pro
Schweik," "A Mid Night's Dream,” "The Harpies" and

the Komblee Gallery next Saturday through Thursday.

ctions

buried, to photograph a poem
by Apollinaire that Brancusi
had carved on his tomb.”
(One document that Geist is
still on the track of is an in-
vitation to a Penguin Club
dinner, given by artists for

‘Brancusi on his New York

visit in 1926. As Geist tells
it Brancusi, no party poop,
was still rather “appalled”
at the way the Penguin Club-
bers carried on, especially

tennial emblem, designed by
Frank Stella and painted on
the board fences that sur-
round the museun’s fagade
construction project., Buyers
will get a laminated plywood
replica, produced in an edi-
tion of 100, by a design firm
‘known as The Displayers.
“So many people called
and asked where they could
buy the emblems that we
went ahead and did it,” a

when painter Louis hé
caught a grapefruit in the
kisser.

Bob‘er, intense and sage-
like, Brancusi was neverthe-
1. 5 L.

nwnsmn Au mando

Met sp says, off-
handedly. For those who pre-
fer something smaller, the
museum is also selling a dec-
orative plaque of ihe‘ Stella

PO IS SO B

““taken on another dime

i [MARGUERITE] |

possibility,” but an unclever
thief  misunderstood and
made off with the whole
thing. A
Last week, Arakawa got a
telegram signed by five
Jerseyites unknown to hi
“Drawing safe — work con
pleted,” it read, and gave :
Western Union address
New Brunswick. Feeling th;
the painting had

sion,” Arakawa decided to
it go. He shot back a
wire, reading in part, “
donate to public inst
as ‘The Tmc;vg.'

b s e

D et

‘SpeaHng
of Prints . ..

REMBRANDT EXHIBITION AT
AAA ON VIEW THROUGH
NOVEMBER 29. The entire col-
lection of morz than 100 Rem-
brandt etchings currently om ex-
hibition at our galleries will be
on view through this week {we
are closed on Thursday, Thanks-
giving Day). An opportunity to
compare impressions, early and
late, s2e. an original etching
next to a deceptive copy, and

rare early states next to late
re-worked impressions. This ex-
hibition is important both to
scholar and collector. Fully il-
lustrated catalogue is availabl
for $1.00.

ATTENTION UNDERBIDDERS:
eral prints have commanded
higher prices at recent auctions
than are asked by private gal-
leries. A few examples of prnts
available at AAA are:

BONNARD: Femme Debout
Dans Sa Baignoire
Auction: $850, AAA: $750

GIACOMETTI: Buste i
Auction: $1,200, AAA: $1,100

KANDINSKY
Schwarzes Dreieck
Auction: $800, AAA: §750

LEVINE: Maimonides
Auction: $160, AAA: $120

Exclusive American Representation/Works in all media from 1944-1969
48 pages, 34 reproductions. $4.50 postpaid.

black. Page size 40”x 26”. $15.
Through Decgmber 10. The Pace Gallery, 32 East 57 Street, New York.

Catalogue available:
Poster available: red, white, blue,

MIRO: Le Ciel De Forgeron
Auction: $550, AAA: $475

PICASSO
Le Saltimbanque Au Repos
Auction: $800, AAA: $750

ROUALT: Rue des Solitaires
Auction: $275, AAA: $225

VILLON: Camille Renault
Auction: $500, AAA: $425

MILLET: La Cardeuse
Auction: $325, AAA: $225

WHISTLER: The Riva No. 2

—oils by—

ARTURO

PAI MA

Auction: $1,400, AAA: §1,100

America's Largest Collection
of Original Prirts

We find it interesting that sev- |

.
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| Art Notes

A Sort

show, the biggest
ever mounted to
¢ date, has settled in
,on the bustling ramp of the
“Guggenheim Museum (the
_sécond stop in a tri-museum
tour that includes Philadel-
“phia and Chicago). Boasting
over 80 works of marble,
“bronze and wood, plus draw-
“ings by the great Rumanian
_ Sculptor, it includes a rather
special bonus—a cluster of
~largely unknown pieces lent
«for the first time by Ru-
,Jmanian collectors,
. The show’s scale, and its
“Rumanian contribution, are
largely due to the efforts of
i an American
“sculptor who (working with
'Gugg curator Louise Averill
- Svendsen) served as guest
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OFF THE DRAWING BOARD—"| don't like the theater very much," says conceptual

design director for the Center Opera Company of

Minneapolis' Walker Art Center. “But I like what I'm doing." What Israel is doing,

along with other artists (Robert Indiana, Nicholas Krushenick, James Wines) com-
e Mgt

sculptor Robert Israel, 30-year-old

_.gurator. Geist is a B
_ phile, so much of one, in fact.
wthat somewhat to his own
«surprise he learned Rumanian
. four years ago and made the
first of several Iron Curtain
“‘trips to dig into the master’s
«past. A major result was
ncusi: A Study of the
"Sculpture,” published last
year (Grossman, $10), which
¥ put Geist in the very ex-
clusive club of Brancusi ex-

perts.

“I didn't think I'd get so
“deeply involved,” confesses
Geist, a tall, bearded fellow
_who. teaches at Vassar and
_the New York Studio School.
*d always been sort of a
tant star. But I'd been re-
. viewing books about him and
.one day a friend suggested
I write my own. I'd never
_done scholarly work before
,hever even taken an art
.history course. Once I got
irted, though, there seemed

0 be no way out.”

"o Though the diminutive
_ sculptor, once a pupil of

in, spent most of his life
Paris and died there in

20 study their culture hero.
4 They didn't realize how deep-
‘.-w was appreciated abroad
use, not being a social
. realist artist, he wasn’t writ-
_ten about in Rumania. People
.came day and night to my
Lhotel to talk about him, art
;and America.”
... Measuring sculptures, pho-
hi d and

-cutting. He loved flowers in
“his studio; his cooking, often

s
t on the

A

by the experiment

stage. S

al company, are some of the
‘he 41 1 dess

Friedman-Abeles

most “original
‘s "historical

approach,” lsrael regards the figure as merely a starting point
erated effects. Fifteen of his conceptions, for such far-out Center pr
as "The Good Soldier Schweik," "A Midsummer Night's Dream,” "The Harpies" and
"Horspfal," will be shown at the Komblee Gallery next Saturday through Thursday.

!ll.s

buried, to photograph a poem
by Apollinaire that Brancusi
had carved on his tomb.”
(One document that Geist is
still on the track of is an in-
vitation to a Penguin Club
dinner, given by artists for
Brancusi on his New York
visit in 1926. As Geist tells
it Brancusi, no party poop,
was' still rather “appalled”
at the way the Penguin Club-
bers carried on, especially
when painter Louis Bouché
caught a grapefruit in the
kisser.)

Sober, intense and sage-
like, Brancusi was neverthe-
less 'an homme du monde,
Geist reports. “His conversa-
tion was witty; he could be
sweet and saintly or sharply

' Rumanian dishes, was fa-
He to -

tennial emblem, designed by
Frank Stella and painted on
the board fences that sur-
round the museum’s facade
construction project. Buyers
will get a laminated plywood
replica, produced in an edi-
tion of 100, by a design firm
known as The Displayers.

“So many people called
and asked where they could
buy the emblems that we
went ahead and did it,” a
Met spokesman says, off-
handedly. For those who pre-
fer something smaller, the
museum is also selling a dec-
orative plaque of the Stella
emblem, at a mere $25. Lines
form at the right.

While we’re on the subject,
Met officials will be honored
this evening by a dinner at
the Union League Club, the
_organization of tycoons that
exactly 100 years ago today

quented the music halls and
movie houses of the quarter,
enjoyed parties and kept
abreast of events. He moved
through the world with grace
and sophistication.”

Geist actually met Brancusi
once, in 1943 while studying
in Paris under the G.I bill.
“I went to visit him with
another sculptor friend and
Brancusi, who liked both

an A i

1gathering reminiscences, Geist
moved all over Eurgpe —
meeting, in the course of his
travels, such Brancusi sub-
jects as the Baroness Renée
Frachon (now in her 80's)
whose  beautiful features
were limned by Brancusi in
_a_ number of streamlined
heads. “Scholarship, which to
.me had always seemed
oAarcane, turned out to be
largely detective work. It be-
came an exciting adventure.
For example, | even traveled
to the provincial village in
+France where Rousseau was

took us very pleasantly
around his studio. My friend
wanted to show him photo-
graphs of his work, but Bran-
cusi waved them aside. “No,
no,” he said. *Does one shoe-
maker discuss his trade with
another?”

MET MATTERS

Fence art, anyone? You
can buy it for $600 at the
Metropolitan Museum, which
denies that it has let its Cen-
tennial celebration go to its
head. What it’s selling is the
gaily colored, 6x6-foot Cen-

ped to form a committee
for drawing up the Met's
charter. The gathering was
addressed by poet-journalist
William Cullen Bryant, who
_urged that the group consider
“establishing a museum of
art, a repository of the pro-
duction of artists of every
class, which shall be in some
measure worthy of this great
metropolis and of the wide
empire of which New York
is the commercial center.”
A, so.

CHALLENGE

“If possible, steal any one
of these drawings including
this sentence,” read a canvas
by the Japanese “conceptual”
painter Arakawa in hig cur-
rent show at the Dwan Gal-
lery. Along with the sentence,
the canvas, valued at $2,000,
contained several ephemeral
drawings, hardly susceptible
to stealing even with sharp
scissors, Arakawa only in-
tended to present an “im-

for his sculpturally
uctions

possibility,” but an unclever

thief  misunderstood and
made off with the whole
thing.

Last week, Arakawa got @ |
telegram signed by five New
Jerseyites unknown to him,
“Drawing safe — work com-
pleted,” it read, and gave a
Western Union address in
New Brunswick. Feeling that
the painting had already
“taken on another dimen-
sion,” Arakawa decided to let
it go. He shot back a return
wire, reading in part, “Please
donate to public institution
as ‘The Thieves,’ with a
documentation of what hap-

pened. It has been a great
surprise to collaborate with

" :
you. 5

Catalogue available:

48 pages, 34 reproductions. $4.50 postpaid.
Poster available: red, white, blue, black. Page size 40”x 26”. $15.
Through Decgmber 10. The Pace Gallery, 32 East 57 Street, New York.
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Pressed, Arakawa ad
that at first he had
angry, but it didn’t
“That a painting, and par-
ticularly a conceptual paint-
ing, should generate such
passion is beautiful,” he said.

COLLAGE

The Studio Museum in Har-
lem is sponsoring “Bout Us.”
Harlem’s first major festival
of black films and film-
makers, on four successive
Friday evenings (the first one
was Nov. 20) at P.S. 201,
Madison Avenue and 127th
St, 8 PM sharp. On each
agenda: a feature film plus
shorts and commentary by 2
young filmmaker , ., . The
city of Florence (taly) will
soon have a museum of con-
temporary art, housed, of
course, in a neo-Renaissance
villa designed by the 19th
century architect Giuseppe
Poggi - The Galleria
Schwarz, famed faroutpost of
Milan, is having its first New
York exhibition, beginning to- |
morrow through Dec. 14—at
that well-known avant-gard-
ery, Macy’s,
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"MARGUERITE]
~ STIX

0 T, original
SELF PORTRAIT, original

ter, bronze cas' -
ffiosn of the Wadsworth
Atheneum, Hartford, Conn.

Write for catalogue illustrating
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available bronzes with full infor-
mation on each piece. The sculp-
ture of Marguerite Stix is repre-
sented exclusively by:

Washington Irv ing
Gallery
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MAJOR GRAPHICS
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Vision into reality: Eric Mendel-
sohn's Einstein Tower, 1919 drawing,
at top; and executed building, at right.

39'/; x 55 inches

ARIES
ABARI

By ADA LOUISE HUXTABLE

RIC MENDELSOHN, the
man who probably
built more “modern
architecture”  more

conspicuously in ‘Europe in
the 1920's than any of his
fellow pioneers of the mod-
ern movement, settled on his
style in 1914. “Guided by
the conviction that the 20th
century ushered in a new age
replete with new laws,”
writes Susan King, “Mendel-
sohn elected to ignore the
prejudices of traditional es-
thetics by venting his ener-
gies on architectural designs
for a highly visonary future.”
These visionary designs,
begun as thumbnail sketches
of startling fluidity in the
trenches of Warld War I,
have become part of the leg-
end and iconography of mod-
ern architecture.

Eighty of these drawings,

GALLERY

in pencil, ink and on,
done between 1914 and 1919,
can be seen at the Museym
of Modern Art through De-
cember 28. The exhibition,
“Architectural Drawings of
Eric Mendelsohn,” installed
by Ludwig Glaeser, curator
of the Department of Archi-
tecture and Design, has heen
culled from a larger show at
the University Art Museum at
Berkeley, prepared in coopey-
ation with the Graham

dation for Advanced Stugies

in the Fine Arts. The q%.

tion is from Miss King's es;

It is a shock to find the
the famous drawings are tiny
—many of the most dramatic
measure only three io SX
inches—and yet they suggest
huge buildings in a 'eW
broad, bold strokes. X
now as calligraphic curiosi-

Genuine visions of the future

ties, they were then genuine
visions of the future. In this
remarkable graphic short-
hand Mendelsohn offered
miniatures of modern monu-
ments: imaginary factories,
railroad stations and grain
elevators in steel and con-
crete. It was an architecture
of new forms and materials,
in flowing contours often
packed with power, for a new
age and a new art. “Look at
my sketch,” he has been
quoted as saying, “there is
everything in it.”

The most curious of all
these designs was actually
built. The Einstein Tower, a
solar observatory near Pots-
dam constructed in 1920-21,
brought Mendelsohn immedi-
ate fame and numerous com-
missions. It is pure romantic
expressionism, and he never
built anything quite like its
plastic, sculptural fantasy
again. (I have always thought
of it as a kind of Art Nou-
veau illustration for the old
woman who lived in a shoe.)
But no one who has seen it
in pictures or actuality has
ever forgotten it, and the
building has continued to
catch the imagination of ar-
chitects and historians—used
as a rebuke to “functional-
ists,” championed by expo-
nents of “organic architec-
ture,” and serving as timeless
fuel for polemicists, It is still
standing, and still fascinat-
as evinced by the recent
hotograph on this page.

monument, Mendelsohn built
a great many structures,
through Which the style
called “modern”  became
known to a great many peo-
ple. More saw his department
stores and office buildings in

"As a result of this instant '

Berlin, Stuttgart and other
German cities than were fa-
miliar with the scattered
work of Mies or Le Corbusier,
and the curved facades and
ribbon windows that became
his almost too facile signature
were later run into the ground
as “modernistic” cliches.

He was far less success-
ful in the United States, when
he came in 1941, after eight
years as a refugee in Hol-
land, England and Palestine,
and where he died, in 1953.
There is an interesting analy-
sis to be made of what hap-
pened to the work of such
able men as Mendelsohn and
Neutra when they were trans-
planted from the historical
moment and the European
milieu that nurtured their con-
tributions to the different
conditions, requirements and
atmosphere of American life
and environment. It is not
how much they built, or even
how well they built that
counts; it is the changed sig-
nificance and relationship of
their buildings to the main-
stream of history and culture,
and even of art. Somehow,
they always seem out of con-
text.

But these vital and delicate
relationships are not the only
factors involved in reputa-
tions, or even in immortality.
Taste, as is well known, also
changes. It has been fashion-
able to look down on Men-

delsohn’s obvious style and.

too easy and early success.
According to Wolf Von Eck-
ardt in his sympathetic 1960
Braziller monograph on Men-
delsohn, the rational rather
than the intuitive architect
has been more admired. To-
day Mendelsohn fits almost

uncannily into the prefer-
ences of the younger genera-
tion, and is probably due for
stylish, or campish revival.
Unfortunately, the Modern
Museum’s exhibition is not
the historical exposition and
evaluation that would be both
desirable and timely. Mendel-
sohn was a member of “The
Ring,” the Berlin architectur-
al group of avowed activists

that included such disparate
talents as Gropius, Mies and
Bruno and Max Taut, The
20th-century architectural
reformation included other
groups, and a wide range of
abilities and philosophies
within its shared, quasi-reli-
gious conviction of the moral
and esthetic necessity for a
new order. But the tendency,
still, is for historians and
critics to do rigid “editing”
in terms of their own condi-
tioning and  preferences.
(Mendelsohn is not even men-
tioned in Sigfried Giedion’s
classic reference with its
equally classic  lacunae,
Space, Time and Archi-
tecture.)

- *
No institution has been
more dogmatic, in this sense,
than the Museum of Modern
Art. It pursues its severe and
absolute standards, measuring
each exhibition candidate on
an inflexible scale of “great-
ness” with the tunnel vision
of true faith. Many a poten-
tially valuable subject flunks

exorable single standard and

n this frustrating vacuum.
However, with history, art
and environment increasingly
revealed as a many-faceted
nterlocking of wvalues and

when it is graded by this in- jdomina

relationships, the method be- )

Cervin Robinson

comes more sterile and use«
less and consistently less
revealing of anything except
the most dated concepts of
art and life. It is, of course,
awfully safe. That is a sad
commentary on a once-revo-
lutionary institution.

The reality gap at the mu«
seum, in fact, is not unlike
the reality gap of Mendel-
sohn’s generation. It is even
a kind of hangover from it.
The new world was to be
created in an approved im-
age, and anything else was
simply not there. To bring
that new world into being it
was only negessary to ems=
brace technology and set the
mind resolutely free of the
baggage of the past. As can
be seen in such examples as
Le Corbusier’s Voisin plan for
Paris, these men would have
been ruthless with the bull-
dozer.

I do not write this with
cynicism, or lack of apprecia-
tion for the achievements of
great men, but with half a
century of hindsight. The
pieces of past and present
are only now being under-
stood in terms of the future,
and put back together again.

To Mendelsohn and his fel-
low innovators architecture
was simpler then; the artist
believed that he was in total
control of his art and his uni-
erse. What didn't fit was

the medium through which he

dominates the future,” Men-~

delsohn wrote from the front

in 1917. “And so the world

f:mpels him to shape the
orld.”

Important 20th Century
Americans & Eyropeans

RT60]
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SMITH COLLEGE MUSEUM OF ART - NORTHAMPTON - MASSACH!

27 June 1969

Miss Dorothy Miller
12 Bagt 8th Street
New York, New York 10003

Dear Dorothy,

‘The enclosed is for study. It represents the
present stage of planning for the new Art Complex.
This is not the final stage. It is not "for publi-
cation" but we would be very anxious to hear your
comment on it, particularly, as regards practical
matters of use of gallery and the intercommunication
of parts of the Museum building.

With many good thoughtsil

4
Sincerely,

(ot

éharles Chetham
Director

CS8Cies
Enclosure
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SUMMARY OF THE PRESENTATION OF THE ARCHITECTURAL MODEL FOR
THE SMITH COLLEGE ART COMPEEX, FRIDAY, 17 OCTOBER AND FOR
A DISCUSSION MEETING SATURDAY, 18 OCTOBER, 1963.

,;,pr*ésentation af fhe threg—dimer_lsional
, John Andrews and/or a discussion

o .
¢ o i o T sode s
Miss Erving, Miss Mongan, Mrs. Bennett,
b Mray-dakobsom. | LR 5

§ﬂ§bhagi @ﬁﬁ{ﬁdﬁ?hg{ﬂima Fabian

: .‘;.iehn B. Stevens (Friday
.Mrs. Aubrey N. Morgan,
x S o, g

, Mp. Harris, Mr. Offner,
, Mr. Richardson (later),
R i ~ ‘.‘.‘.-

ﬂgnha£i~ﬁ@gﬁ?ggdﬁ%

ir, Robert Ellis.

P,
N

dward Galan :gpga@‘ﬁuntv{SQtupday only).

meeting Joh drews spoke about the building and
ides o ' , cross sections and drawings of ele-
~Ths began at 4:15 p.m. and was completed
f was not much discussion since most of
e presentation. Mrs. Jakobson commended
one of the most interesting and
seen in recent years. '

me group met for discussion. The Museum

| as a group were strongly in

felt it answered the requirements cf
cturally satisfying.

‘first to the appearance of the build-

iesthetic grou d made adverse comment as to its site.
- The Prx jdent again stated that he had chosen the site and that

©  he maintained his ch@igé Second, they objected to. the relation-
2 ghig £ museum to art They want free access to the

. museum. ‘The Museum Co ttee rejected any idea of loose security

-
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THE NEW YORK

Jeers Cabinet Offici
Agnew Answers Kennedy

~ Special to The New York Times

Walter J. Hickel was repeatedly
‘booed and jeered and was barely
mwﬁwaMMybe-
g et
shouted for Mr.
’&a to “shut up” and “go

eaﬂed him a “white

dwm;hxs speech,
then he might not
able to finish had
of the National
e

“’g‘g‘g to commiserate with you

Indian Tribal Audience Boos
Talk by Hickel in New Mexico

M of National Congress [

m and time and time again ;

o
Assoclated Press
Interior Secretary Walter J.
Hickel at the American In-
dians’ conference yesterday.

who now send Senator Ker,n,nedy

Although the Vice President

.Chiaa,the

of npraswed nrivate concern over
||mitment to Indian causes, there

past.”

Mr. said, “The time
ICM% come. The time

for Indian leadership has

come. The time for solution
progress has come.”

‘While a number of delegates

Vice President Agnew's com-
were no outbursts during his

talk.

But ‘when Scmtarywﬂicdkeel{
the microphone, Wen

esident of ' the
eongress, to come to his
occasions  so
thu he could finish his speech.
“Mr. Hickel is an official of
the American Government, and
we love America, so let us ex-

f

“itend to him the same courtesy
we did for Mr. Agnew,” Mr

. h Pruiﬁent p-
i?ﬁ?* e T
address and warmly at its

ix his speech, the Vice Presi-
£] e Vice
dent conceded that the Federal
- Government htd “Jess
than effective” in its pollcxes
with the problems of
American Indians. But he sai
the hllme Jay chiefly with
@‘m«m who controlled
Government during the last

w\fgld the cnnm
not come
e. But he said

mat, ’!vho is his
m :&guﬁedthe Federal
mzmﬂ o B;:i:“‘:

. dians are 2 ¢°
5»: national failure of major

*m mﬂ you that
s party pre-
fai{ures fg:t‘
contral of

'/ Chino plesded.

The Indians in opposition to
Mr. Hickel basically accuse
him of being anti-Indian. They.
view him as an enemy of con-
servation and see him as a
friend of vested interests. |
He has been a target in In-
dian suspicions and criticism
smce he said last July 30 that

di. were too di on
the Federal Government and
would have to “cut the cord. "(

Today, the Secretary said he

did not support a pohcy of
“termination of policy.” |

Boos Grew Louder j
At first, the boos and jeers,

inlgrew louder.

“It is important that we give
him due courtesy as an official
of this great country of ours,”
Mr. Chino continued, gesturing
with his arms.

Hickel continued with his ad--
dress, but the heckling resumed,
after a few minutes. This time. |

New Mexico, came to the micro-
phone and asked that the.Secre-'
mr,v be permitted to speak. !
The sergeant-at-arms wns
also asked to take hecklers in
hand. A nombar of thase on-
{msx g Mr, Hirkel could not pet
into the ballroom and were
standinz at the rear of the hall.| i

Atnmntt were made to push
and them o

when he said

m.
the m people

Neat t"w end of the speech

m'mmblame they left, saying that they,

d corner Mr. Hickel out-

5 - Agnew said, “welside, However, that confronta-
mﬁm the blame lies. 1t
d&s years ot mm Secre

tion was avoided when the,
t&ry remained inside the

tel for some m'imu mewngs
with Indian officials |

}
|

David Cargo. the Governor of |

l Right now

i

of a hird
B any twelve-
Yone into a faith-
ke

2 the sport of sheikhs

sc films were shown
network television, and
ame cffect on the falcon
t Mrs. Kennedy’s leopard
\putlul cats. Falconry, or

a collie with

hought to be falconry, caught
ag would-be falconers robbed

at Gimbe"

that

bought and sold falcons.
the birds brought prices in

aundreds of dollars nupnui nest
bers whose only intent was to make

Superb fas ™

values fo
everybc
you we
full se
Gimk
whol _

fash
evel Cana tE
wo aspiring
(l z'/} .”

Newspapers carried Sun-
day feature stories that
glamorized falconry as
and  romantic
Ep«)l't. \‘U\lng
men were photographed
squinting into Marlboro
Country  with falcons
perched on their leather-
girt  wrists. Because
training a falcon to re-
turn is a long and diffi-

a clean
outdoor

cult task, many of the
captive  falcons never
flew; their owners sim-

ply carried them around
to attract admiring at-
tention. The birds be-
came a cult emblem,
Many falcon owners
were unskilled at keeping
birds, and many falcons
tethered to  dirty
perches in suburban back
vards. Other birds—in-
cluding some that were
not falcons but had been

died




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

DCM

VIILH.7

OUR FAR~FLUNG CORRESPONDENTS
THE FALCONS OF MORRO ROCK

N the central California coast,
near the city of Morro Bay,
there is a towering rock, almost

six hundred feet high, that rises out of
the water like a fortress or a castle. It is
connected to the mainland by a cause-
way. There is just enough flat space
bordering the base of the rock for an
encircling road and a shallow parking
lot. Fishermen go there often. Cello-
phane wrappers and bait cans are scat-
tered around on the gravel. The view
toward land is also depressing; docks
and industrial chimneys have eaten up
the shore. But the rock itself—Morro
Rock—is untouched. It stands above the
litter with magnificence and faces the
open sea, besieged but not yet con-
quered.

For some years now, Morro Rock
has been the scene of a curious strug-
gle. A cleft high up in its face is the
nesting place of what may be one of
the last pairs of peregrine falcons that
will ever nest in the state of California.
Each spring, the falcons attempt to
raise their young. But young falcons,
because they are prized by people who
pursue the sport of falconry, are worth
a great deal of money, so the nestlings
of Morro Rock are in constant danger
of being stolen. To protect them, two
citizens of Morro Bay, Mr. and Mrs.
Vernon Davey, maintain a vigil at the
foot of the cliff while the young falcons
are in the nest.

Falcons are close relatives of hawks
and eagles. Among the many species
of falcons, besides the
peregrine, are the gyr-
falcon, the lanner, the
saker, and the merlin.
Peregrines are about the
size of a large crow, and
they have a wingspread
of three to four feet.
They hunt other birds,
swooping through the
air at speeds of as much
as a hundred and seven-
ty-five miles an hour
and catching their prey
in Aflight. Their aerial
skill is thrilling to watch.
Falconry—the sport of
hunting wild  quarry
with  trained  falcons,
hawks, or eagles—origi-
nated in China at least
four thousand years ago.
From the East, the sport
drifted to medieval Eu-
rope, where it was prac-
ticed mainly by the élite.

The Holy Roman Emperor Fred-
erick I, for instance, was an ardent
falconer, and he wrote the first treatise
on the subject to be published in the
West. For centuries, falconry has also
flourished in the Middle East. Rich
sheikhs offer huge sums—sometimes
thousands of dollars—for young birds
stolen from nests in the wild. Though
many birds of prey can be used in fal-
conry, the peregrine falcon is a fa-
vorite with falconers, because of its
fierceness and beauty in the chase and
its receptiveness to training. Unfortu-
nately, the peregrine is in great danger
of becoming extinct in much of the
world. Until recently, captive breeding
of peregrines was considered impossible.
Within the last two years, several pere-
grines have been reared by a biologist,
Dr. Heinz Meng, of the State Uni-
versity of New York, but the feat is so
difficult that it cannot repopulate the
wild or provide birds for fanciers.
Thus, stolen nestlings are the only
source of birds for falconers.

Falconry began to take hold in the
United States in the nineteen-thirties,
when the country still had a healthy
population of peregrines, It was prac-
ticed by only a few people, who were,
for the most part, skilled in the han-
dling of birds and educated in the tra-
ditions of the sport. It was a rather
precious pastime, associated with the
lore of the Middle Ages. The spirit of
the sport was captured by the British
author T, H. White in his book “The

CPPan A

“The Doctor said to take two aspirins

and not think so much.”

67

Goshawk,” which described his struggle
to tame a hawk—an endeavor he saw
as a noble contest of wills, Since only
a few Americans had ever heard of
this esoteric and exacting sport, the ef-
fect of falconry on the falcon popula-
tion in those days was negligible.

In the nineteen-sixtics, the United
States suddenly became aware of fal-
conry. Sports and pastimes that had
once been confined to small, special
groups were being discovered by the
disseminators of popular culture and
turned into mass merchandise. The
outdoors, nature, and animals proved
to be marketable. Among other things,
there was a tremendous demand for
wildlife subjects suitable for films. One
of those selected, by Walt Disney, was
falconry. Walt Disney Productions
made two television films dealing with
hawks and eagles. Since the T. H.
White medieval-mystique approach was
hardly likely to go over with a general
audience, Disney presented a senti-
mental picture of the taming of a bird
of prey, suggesting that any twelve-
year-old boy could turn one into a faith-
ful pal—something like a collie with
wings—and practice the sport of sheikhs
and princes. These films were shown
several times on network television, and
they had the same effect on the falcon
population that Mrs. Kennedy’s leopard
coat had on spotted cats. Falconry, or
what was thought to be falconry, caught
on. Young would-be falconers robbed
nests and bought and sold falcons.
News that the birds brought prices in
the hundreds of dollars inspired nest
robbers whose only intent was to make
a quick profit. Newspapers carried Sun-
day feature stories that
glamorized falconry as
a clean and romantic
outdoor sport. Young
men were photographed
squinting into Marlboro
Country  with falcons
perched on their leather-
girt wrists. Because
training a falcon to re-
turn is a Jlong and diffi-
cult task, many of the
captive falcons never
flew; their owners sim-
ply carried them around
to attract admiring at-
tention. The birds be-
came a cult emblem.
Many falcon owners
were unskilled at keeping
birds, and many falcons
died tethered to dirty
perches in suburban back
vards. Other birds—in-
cluding some that were
not falcons but had been
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Year Mug 1972
The sixth in the series of year
mugs made by Royal Copen-
hagen Porcelain since 1967.
A silver disc is incorporated for
inscription. An ideal gift for the
right occasion. A lasting keepsake
- You will be remembered for
the gift. $ 31.50

Royal Copenhagen Art
Available at fine stores everywhere
and from our shop:

ROYAL COPENHAGEN PORCELAIN
573 Madison Avenue, New York 10022

Indonesian

Cuisine
Entertainment Direct
from Indonesia featuring
the Balinese Dance—
Dancing to Live Music

LUNCH * BUFFET
DINNER * COCKTAILS

NO COVER * NO MINIMUM

123 West 52nd St.
Tel. 581-1170

If you can’t be
a house guest
in Bucks County,
be ours.

The 1740 House is a country inn—worthy of special
note because of the stout determination of the hosts
to give visitors a place to stay that is quiet, charming

d memorable.
mT ty-f i each with b.nh
and terrace, on the Delaware River. Ice skating, skiing,
a quiet winter’s walk along theold canal towpath...and
proprietors who know a thing or two about making you
welcome. -

We'll be glad to send you our brochure and driving

N4
HOUSE

LUMBERVILLE, PA. 18033 BUCKS COUNTY
Tel.: 215-207-5661

Y had

mistaken for them by the uninitiated—
were brought, half dead, to museums
and zoos.

Although the falcon craze has had a
serious effect on the peregrine popula-
tion of the United States, it was not fal-
conry that did the birds in. Rather, it
was DD'T. This chemical breaks down
into a substance known as DDE, which
causes a hormone disturbance in birds
that prevents the formation of a nor-
mal eggshell. The eggs of most species
will hatch if their shells are as much as
eighty per cent of the normal thickness;
any thinner than that, they usually
break in the nest. Peregrine
falcons were the first birds in
this country to reach that fatal
level. Owing to their feeding
habits, they accumulated DDE
more rapidly than other birds.

DDE moves up the food chain,

being passed along by each or-
ganism to the one above, and it
becomes increasingly concentrated in
the process. Peregrines, preying on oth-
er birds, are at the top of the chain.
During the nineteen-fifties and early
sixties, peregrines gradually vanished
from all the agricultural areas of the
United States. In addition, they no
longer nest on the East Coast and are
almost gone from the West Coast.
Steven Herman, a naturalist from the
University of California at Davis, who
searched all known nesting places in
California three years ago, found only
ten peregrines, including two nesting
pairs.

HE Morro Bay falcons came to

the attention of biologists in 1967,
when Dr. Monte Kirven, of the San
Diego Natural History Museum, heard
of them. Dr. Kirven has a passionate
interest in falconry, on the pre-Disncy
level, and keeps in touch with people
who own birds. He was surreptitiously
tipped off by a falconer that a falcon
nest on Morro Rock which had been
inactive for years was now occupied.
Dr. Kirven went to Morro Rock in the
spring of that year and spotted two nest-
lings. Since these young birds seemed
to represent one of the few hopes for
the survival of peregrines in California,
the biologist sought a way to guard the
nest. He got in touch with the local
Audubon Society, which asked its mem-
bers to volunteer for guard duty. About
twenty came forward—among them
Vernon and May Davey, of Morro
Bay, who thus entered upon what
has turned out to be one of the most
extraordinary ordeals, emotional and
physical, in the annals of bird-watch-
ing. Vernon Davey is a tall, thin man
of sixty, not robust, who has retired

DECEMBER 23,197 2

after a lifetime of working as a
marketing consultant for the Pills-
bury Company. He is reserved, and
seems gentle but resolute. His wife, a
tall, pretty woman in her fifties, speaks
quickly and openly, sometimes with
rushes of feeling. Until they volun-
teered to help guard the falcons, neither
had spent much time with birds; they
had only recently joined the Audubon
Society.

In 1967, the Morro Bay falcons
nested on a ledge about three-quarters
of the way up the face of the rock.
From the parking lot below, it was

possible to see the gleaming,
gray-white breast feathers of
the birds as they took turns
sitting on the nest. The Audu-
bon Society volunteers sta-
tioned themselves in the park-
ing lot and watched the nest
in shifts, day and night. It
takes falcons three months to
raise a brood, so the watchers were
prepared for a long siege. There was
already a state law against robbing a
falcon nest, but, as further protection,
the watchers succeeded in getting a
State Park ordinance passed that pro-
hibited the climbing of Morro Rock
for any purpose. (Morro Rock is part
of Morro Bay State Park, which was
established to preserve the wetlands on
that part of the coast.) During the
weeks of the vigil, two birds hatched.
The watchers turned away several
climbers by threatening to call the po-
lice. Unhappily, one of the young birds
died in the nest, but the other one lived
and flew off into the world. All con-
cerned felt that the effort had been
worthwhile.

The next spring, the falcons re-
turned and nested again. From their
choice of the same nesting site and their
appearance and habits, the Daveys as-
sumed that they were the same pair.
Again, a guard was organized. Mr. and
Mrs. Davey, though they had begun as
the novices of the group, became its most
devoted members, Both began to have
strong feelings about the importance
of protecting the nest. What they saw
as the birds’ brave effort to carry on
against overwhelming odds touched
them deeply. Dr. Robert Risebrough,
a biologist at the University of Cali-
fornia at Berkeley, who had also be-
come interested in the fate of the Mor-
ro Bay falcons, suggested that they
watch the nest with binoculars and
keep detailed notes of everything that
went on as the birds incubated and
then brooded their young. The Daveys
found these observations fascinating,
and they were stirred by the beauty of
the birds. Dr. Risebrough came down
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from time to time to look over the
notes. He urged the Daveys to keep
on, pointing out that since this might
be the last chance to observe peregrine
falcons in the Western states, the Da-
veys’ records could have future scien-
tific value, Dr. Risebrough told them
that there was a chance—a very slim
chance—that DDT levels would go
down in California in time for pere-
grines to survive through these birds.
The Daveys and their fellow-watchers
continued to guard the nest twenty-
four hours a day.

In June of 1968, three birds hatched.
The Daveys were delighted. One of
the young died several weeks after
leaving the nest, of unknown causes,
but the two remaining birds survived.
Once the young were flying, Dr. Rise-
brough and Dr. Kirven climbed the
rock and examined the nest. (The
cliff, though it looks formidable, is not
difficult for an experienced climber.)
The expedition enabled them to solve
the mystery of why this particular pair
of peregrines was able to produce viable
eggs. From the bones scattered on the
ledge, they learned that these falcons
were subsisting on doves rather than
on sea birds. Doves, because they are
seed eaters, are less heavily contami-
nated with pesticides than fish-cating
birds, so the peregrines had escaped the
level of poisoning that causes fatally
thin eggshells.

The next year, the pair of falcons
returned to the rock in March and
nested in the accustomed spot. The vigil
was resumed, Mrs, Davey, in charge of
arranging the schedule, found that the
other club members were losing in-
terest, and it became easier for her and
her husband to do the whole job them-
selves than to round up others, Late one
afternoon, while the eggs were still
being laid, a bad storm blew up. Mr.
and Mrs. Davey decided that no one
would be likely to climb the rock in a
gale and went home for the night. The
next day, they couldn’t get back to
the rock. Local contractors had moved
in and closed off the causeway. The
Daveys learned, with dismay, that the
city needed rock rubble to repair a road
washout nearby, and the contractors
were blasting from the face of the cliff,
just below the falcon nest. With the
help of searchlights, the blasting went
on around the clock. Dr. Isaac Farfel,
a retired dentist from New York City,
who shared the Daveys’ feeling about
the birds, complained to the Depart-
ment of State Parks and Recreation in
Sacramento. He got nowhere. From
their home, more than a mile from
the rock, the Daveys could hear the
incessant, rumbling detonations. After

Puerto Rico. Sheraton makes it
happen in a place that never closes.

$2000-3000°

*per person per day double
occupancy, European Plan

Elus gratuities and applica-

le taxes. Dec 15-April 17,

Be part of it all at the fabulous
beach front Puerto Rico-Sheraton. Work
up an appetite in the Olympic size pool.
Play some tennis or nearby golf. Savour
a delicious dinner at the La Alhambra
rooftop restaurant overlooking roman-
tic San Juan. Try your luck at the gaming
tables of our government-supervised
casino. Dance all night and enjoy a star-
studded revue of international enter-
tainment in the Salon Carnaval.

For reservations call 800-325-3535.

Or have your travel

agent call for you. I'S’:

Puerto Rico-Sheraton
Hotel & Casino

SHERATON HOTELS AND MOTOR INNS, A WORLDWIDE SERVICE OF ITY

L e :
- Zip__
348-2

/" HOLDEVERYTHING- )

don't take another step without

HAVERSNIPS!

s \ - //‘ Z

You could find yourself in a difficult spot in which a pesky hangnail, an untrimmed eyebrow, a loose
thread, or an uncut paper doll could turn a promising situation into a social debacle. Don't let this
happen to you! Carry Haversnips in pocket or purse. If needed, remove them from their dandy snap-
case, unfold them in a thrice, and quickly resolve any impending crisis by snipping through the
Gordian knot or whatever it may be. Haversnips are forged of an outstanding grade of stainless steel
that will keep them sharp virtually forever. Tucked together, before snapping into action, they just
measure three inches. But here is the most incredible fact: although you might have seen travel
scissors advertised at $7.95 (indeed—gulp! —that's what they are in our Catalog) we are offering
Haversnips today at a price that verges on irresponsibility—namely, just two dollars.and that in-
cludes postage and handling. But there is more: we'll also send you our 64-page Catalog and a
$2.00 gift certificate that you can apply to your next purchase. So, before we discover that we can't
really make out on this deal, fill out the coupon, mail it to us with your check for $2 and let us
send Haversnips right out to you, NY 1223

[ Yes, send me Haversnips quickly. My check for $2 is enclosed. navel‘ni“s
Name

586 Washington St.
isco, Cal. 84111




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

DCM

VILLH.7

A MOST UNUSUAL
CALENDAR
THE BUCO 1590

It’s a unique wooden calendar from Switz-
erland that tells you the month, day and
date. Just move the carved wooden spires!
It's a timely con- home with the at-
versation piece! tractive and func-
Create interest in tional Buco 1590
any room of your calendar.

Pﬂ“‘tﬁsm{ tserland

Box 887 St. Thomas, U.S.V.1. 00801

THE HOTEL

Doviet

A Place To Talk
While You Lunch

c%éiet Unobtrusive service.
xcellent food. asis from
pressures. 307 West 54, just West

of5lh%en ations,247-7300.

Now, in addition to
our regular menu,
we offer our new
PRIX FIXE MENU
from
4:30 to 6:30 p.m.

PenaPencil

Restauran
205 East 45th Street « MU 2-8660

John C. Brune

ten days, the contractors took down
the barricades and went away. Mr.
and Mrs. Davey hurried to the rock.
The birds had left the nest and moved
to a new site, on the opposite side of
the rock. They seemed to be unharmed,
and to be nesting again. The Daveys
resumed guard duty.

Within a few days, it became clear
that the female peregrine was behaving
strangely. “I could sense that there
was something wrong,” Mrs, Davey
told a friend recently, recalling the
scene. “You watch these birds and they
become almost part of you, you know
them so well. There was something
different in the way the female be-
haved. I said to my husband, “That
bird isn’t well.” T'he poor tiercel—that’s
the male—fretted at her. He kept try-
ing to get her to eat, and she wouldn’t.”
A day or two later, on Easter morning,
Mrs. Davey arrived to hear the male
screaming. She looked up and saw the
female lying on the ledge. It was obvi-
ous from the way her body was
sprawled, with the wind ruffling her
feathers, that she was dead. Mrs.
Davey wept.

The behavior of the male bird was
dramatic, Vernon Davey says. “It
seemed as if he didn’t know what he
was doing. He yelled and screamed
and flew He attacked the cor-
morants, who also nest on the rock—
something he had never
done before, except in
play. He would fly out
over the ocean and at-
tack gulls. And he kept
calling to the female. It
was terrible to watch.”
Davey called Dr. Rise-
brough, and he and Ste-
ven Herman hurried
down to Morro Bay, ar-
riving at three-thirty in
the morning. At dawn,
they all went to the cliff,
and found that the dead
bird had fallen from the

around.

=

all summer, in futile solitude, and left,
according to falcon custom, in the fall.

HE next spring, a pair of pere-

grines arrived and nested on the
cliff. The Daveys were not sure wheth-
er it was the original male with a new
mate or, perhaps, a pair formed from
the young fledged in 1967 and 1968.
In any the Daveys happily re-
sumed their guard duty. The year be-
fore, after the nesting period had
ended, they had bought a camper, and
now they returned with it to the park-
ing lot at the base of the cliff. They
lived there during the week and re-
turned to their house on the week-
ends, when three college boys from
Los Angeles took over the vigil. Guard
duty turned out to be very necessary.
Although the Daveys had made ev-
ery cffort to keep the nest a secret, it
was apparent that news of it was cir-
culating among falconers. Falconry is
in a strange twilight situation. It is
illegal to capture a peregrine in this
country, but it is not illegal to possess
one. Falconers in California are reg-
istered with the State Fish and Game
Department. The birds they keep are
presumably taken from some place such
as India or Spain, where the species
still survives and capture is not illegal.
Falconers profess to love falcons, and
yet the scarcer they become the more
remorselessly the falcon-
ers pursue them. Mr.
and Mrs. Davey find
this hard to understand.
As they had in 1967 and
1968, they frustrated a
number of attempts to
rob the nest. Davey got
so he could smell a fal-
coner, he says. Anyone
who came and stood
around looking up at the
cliff was suspect. Davey
took to glancing into
parked cars. If he saw
ropes or climbing gear,

case,

ledge to the foot of the
rock. Dr. Risebrough
took the body back to his laboratory.
An autopsy showed that the falcon had
died of a rupture of the oviduct.

The male peregrine hung around the
cliff through the fall, and the Daveys
checked up on him from time to time.
Sometimes he disappeared for a few
days, and they surmised that he was
searching for another mate—without
success. He didn’t leave the rock untl
December. The Daveys hoped that
the male would find a female during
his winter wandering, but when he
reappeared, in the spring of 1970, he
was still alone, He stayed at the rock

?'J he would ask the own-
er about his intentions.
Some climbers admitted what they
were up to, and when Davey told
them, in his mild way, that he would
have to have them arrested, they gave
up and went away. Other frustrated
nest robbers grew abusive and drove
away yelling curses and threats. The
Daveys felt that robbers were most
likely to strike on moonlit nights or just
at dawn. Either Mr. or Mrs. Davey
was always dressed and alert at those
times.
Thanks to these precautions, the
nesting proceeded as it should, and by
late May the Daveys knew that there
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were three young birds. A visitor to
the Daveys’ sentry post one day in carly
June found Davey sitting on a boulder
near the camper with a spyglass and a
notebook in his lap. He handed over
the glass and showed the visitor how
to follow the seams in the rock until
the nest came into view. Near the top
of the cliff, in a shallow, cavelike re-
cess, a bird with a dark head and
dark wings could be seen sitting im-
mobile. A strong onshore wind ruffled
the silvery breast feathers. “That’s the
male,” Davey said. “The female is off
hunting.”

Mrs. Davey came out of the camper,
where she had been making coffee.
“Listen,” she said after a minute. I
hear the female. She’s coming.” Be-
fore the bird was visible there was a
high, thin, eeric cry—a pure note,
very urgent, repeated over and over,
The cry became louder, and suddenly
the bird was soaring round and round
just above the parking lot. Tt rode
the strong wind with terrific speed,
gliding along the face of the cliff and
then veering off, while continuing to
call. After half a dozen passes, it
landed on the ledge, and the male took
off, launching himself into the wind
and sailing away.

“Aren’t they beautiful?”
asked, smiling proudly.

“I know we must seem like crazy
people, sitting here for three months to
protect a couple of birds,” Mrs. Davey
said. “But it seems so urgent. I've al-
ways been for the underdog, I guess,
but the peregrine is more than that.
Rationally, I know that the situation is
hopeless. There are just too
many things working against
them—DDT, falconers, ev-
erything. But I can’t give up.

I think it has to do with my

feeling that everything we

love, everything beautiful and

natural in the world, is being

taken away. These birds are

so wonderful. It’s hard to ex-

plain, but anyone who watched

them and really got to know

them would feel the same. Vernon
and I do sometimes think of giving up.
Three months in a camper is a long
ame. But then we think of how we’d
feel if something happened to them
just because we weren’t here, and we
keep on.”

On June 6th, a few days after this
visit, the young birds began to fly. The
first of them to leave the nest gave the
Daveys a bad scare. It fluttered along
the cliff face, fell into a crevice, and
disappeared. Davey called the Morro
Bay State Park headquarters for help.
. The ranger there said he would be un-

Davey

able to come until the next day. The
Daveys spent an unhappy night, but at
dawn they found that the bird had
somehow extricated itself. It was perch-
ing on the ledge, and the parents were
feeding it. During the next few days,
the two other young falcons launched
themselves successfully. The Daveys
guarded them for a week or so, while
the young falcons gathered strength
and daring. At first, the fledglings
were clumsy and had to struggle to
stay airborne. Their parents continued
to feed and encourage them. Soon they
were able to do acrobatics in the air and
to take food from their parents’ talons
on the wing.

HIS year, the pair of falcons re-

turned to the rock in the middle
of March and began nesting, but things
had changed unhappily for the Daveys.
Mr. Davey was not well. The all-night
watches the year before had been ex-
hausting, and he didn’t feel able to take

them up again. The Daveys appealed |
for volunteers to help out, but no one |-
came forward. With many misgivings, |/

they adopted a schedule of watching
only during the daylight hours. All

went well until Monday, May 8th. By |,

that time, two three-week-old birds
were in the nest. The Daveys left the

rock about 5 P.m. and went home, A |

man named Ronald Garret, who knew
of the nest, was on the waterfront that

evening, and just at dusk he saw a|;

man’s figure on top of the rock, silhou-
etted against the sky. “The man was
holding out his arms like a cross, and
the birds were swooping in a frenzy
around him,” Garret said lat-
er. Garret called Howard
Martin, a Fish and Game De-
partment warden, who called
the police. They arrived with-
in a few minutes, and found
two young men descending the

rock. Thcy were from towns |

about thirty miles south of

Morro Bay. Both denied hav-

ing touched the falcons, They

were charged with illegally
climbing the rock and fined a hundred
and fifty dollars apiece.

The next morning, Martin and a
couple of colleagues climbed the rock to
check on the two young birds. The nest
was empty. On top of the rock were two
climbing pitons and a litter of cigarette
butts and candy wrappers. Since the
two men descending the rock had been
empty-handed when they were caught,
the police suspected that a third man
had slipped away in the darkness carry-
ing the birds. The Fish and Game De-
partment met with members of the
California Hawking Club and asked

Dear Bobby,

You know how much I
have always enjoyed
and admired your
work. You have an
unmistakable,
unique quality
which never fails
to give me very
special pleasure.
Hurry up and record
my songs.
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them to get word to whoever had the
birds that they must be returned. At
midnight, the Morro Bay police got an
anonymous call informing them that the
nestlings could be found in a bag near
the rock. Martin and the police went to
the rock and, after an hour’s search,
found the young birds. They brought
them to the Daveys at two in the morn-
ing. The young birds were in good
shape and accepted food. They looked
like balls of white fluff with huge dark
eyes. Early Wednesday morning, Mar-
tin and a Hawking Club member
named Bryan Walton climbed the rock
and put the two birds back in the nest.
The Daveys waited below, wondering
whether the parents would accept the
young birds. After a few hours, the fe-
male brought them a meal, and all
seemed well.

Thursday passed uneventfully. The
Daveys stayed at their post all day and
left at dark. The next morning, the
Daveys went to the rock at daybreak
and encountered a man leaving the
parking lot in a Volkswagen. As the
morning wore on, they realized that
the parent birds were not bringing
food to the nest. They felt dreadfully
afraid that something had gone wrong.
At nightfall, they alerted Captain Hugh
Thomas, the Fish and Game Depart-
ment’s supervisor for the central coast
area. He climbed the rock and sur-
prised a young man about to descend
with climbing gear and a walkie-
talkie. Waiting for him below in a
Volkswagen was a friend with a match-
ing walkie-talkie. Again, the nest was
empty. The two young men denied
having taken the birds. They were,
however, charged with having attempt-
ed to do so, and with illegal climbing,
and were released for a later hearing.
In September, they were convicted of
illegal climbing but acquitted on the
charge of attempting. to steal.the birds. -

This time, the baby peregrines were
not returned. The police do not know
who took them. In spite of the deep
discouragement the Daveys feel, they
intend to round up help for a new vigil
next spring. They are waiting anxiously
for the falcons to nest again.

—Farra McNuvry

OFFICE INSTRUCTION :

The Director of Procurement and
Production, Headquarters, SMAMA,
has agreed to notity the District Chiet
of any frictions that are reported to him,
which he will encourage.—Memorandum
from the San Francisco dir Force Pro-
curement District, Sacramento dir Ma-
tériel Area, AMC.

Likes plenty of action around the
place.
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The piece by Dan Cordtz of Fortune
Magazine may prove of some historical
importance, since it was from Mr.
Cordtz that former Governor William
Scranton got his headlines when he
brought back from his fact-finding mis-
sion abroad the notion of an “even-
handed approach” to Middle East pol-
icy. The phrase belongs to Fortune—
and to time.

FOR a more rounded understaﬁding of
the “impasse,” I wholeheartedly recom-
mend Walter Laqueur’s book, an easy-
to-carry paperback, which contains all
the pertinent data, from the Balfour
Declaration to the latest threats of the
fedayeen—all the UN resolutions, white
papers, commission reports and docu-
mentation relative to the subject of
Arab-Israeli relations. Best of all is an
exchange between the universal his-
torian Arnold Toynbee (pro-Arab) and
Professor J. L. Talmon of the Hebrew
University in Jerusalem, author of that
modern classic, The Origins of Totali-
tarian Democracy.

Most of the contributors to these two
-collections insist that only a durable
peace in the Middle East can prevent
a major Soviet-American confrontation.
Mr. Hodes, born in South Africa and
now an Israeli citizen, comes at the
problem from a different angle. He
belongs to a group in Israel that sees
its future developing best as a Middle
East state in a Mideast environment,
with the Levantine aspect accented
rather than the Yiddishkeit, especially
as that derives from East European
Jewry. They want Israel to align her-
self with the non-aligned nations of
the “third world.” The author cries
peace, peace, peace, as if by sheer
repetition of the word some magic
would accrue to it and men would
know war no more. He cites the Proph-
ets and Psalms for evidence. Mean-
while Israel dickers for more Phantom
jets, the refugees multiply, the terror
increases, and there is no peace.

OUR LAST AUTHOR enters upon the
scene with a tour de force of a book,
The Search for Peace in the Middle
East, subtitled “The Challenge of Pres-
ident Bourguiba.” He zeroes in on a
two-month journey the Tunisian Presi-
dent made in early 1965, which took
him to all the capitals of the Middle
East. At the beginning of his hegira,
Bourguiba was treated as the conquer-
ing hero of Arab nationalism, who had

NATIONAL REVIEW
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wrested his country from the French,
but at the end of the trip he was hooted
by the same crowds as a “traitor,” with
cries of “Death to Bourguiba” ringing
in his ears. The reason for this about-
face, and the failure of both Arab and
Isracli statesmanship to grasp the sig-
nificance of this journey, are the sub-
stance of this exciting and carefully
documented work. Says the author:
“Bourguiba challenged two of the most

- deeply and widely inculcated tenets in

popular Arab opinion: a) that under
no circumstances should one accept the
existence of a sovereign state of Israel
or enter direct negotiations with it,
and b) there is ultimately no other
solution to the Palestine problem except
war.” More, he did ‘this in the very
heartlands of Arab nationalism, in
Cairo, in Damascus and in Old Jeru-
salem. Bourguiba warned that constant
agitation, inflammatory speeches and
terroristic forays into Israeli territory
would only lead to counterattacks by a
much better trained foe. And, most
striking of all, he cautioned against un-
leashing a “third round” in a war that
could only bring defeat to Arab arms,

even if such arms bore the insignia

“Made in the USSR.”

MR. MERLIN, a former member of
the Israeli Knesset and now head of the
prestigious Institute for Mediterranean
Affairs, is critical of both the Arab
states and Israel. The burden of his
criticism is directed against Israeli
leadership for not grasping the out-
stretched hand of Bourguiba, a re-
spected Arab leader and also president
of a Western-oriented Arab state. He is
convinced that had Israel seized the
moment when it presented itself in
1965, it could have taken the initiative,
especially with regard to the Palestinian
refugees, who have a direct interest in
the dispute. The author drives home
this point of view with relentless logic
—but is logic the most effective tool to
bring to bear on an almost lunatic
situation?

Insisting that only Israel and the dis-
placed Arabs can solve the problem
ultimately affecting themselves, Mr.
Merlin is convinced that peace may not
be as far off as some overhecated *ex-
perts” like to think it is. Here he may
be a bit sanguine, what with the sudden
emergence of Yasir Arafat as leader
of all the Palestine “liberation” forces.
Arafat declared from his headquarters
in Cairo: “Let the big powers decide

what they wish, the Palestinians have
made their decision, and that decision
springs from the gun.” The frightening
thing is not the borrowed Maoism nor
even the Red Chinese guns which he
bragged he had at his disposal, but that
President Nasser hailed his speech and
offered him “unlimited moral and ma-
terial support, without reservations or
conditions.” At the same time Nasser
told a Newsweek editor he is prepared
to sit down and discuss an Israeli settle-
ment of some sort—even if not quite a
peace agreement. The situation is luna-
tic; it is dangerous; it is the Middle
East.

Perhaps, as Mr. Laqueur suggests,
the best way to reduce the volatility
of the area is to stop paying too much
attention to it. After all, the Israelis
are quite capable of taking care of
themselves—and the Russians, for all
their bluster and bluff, are not likely to
risk a major confrontation at this
point.

HOW MODERN
THE MODERN MUSEUM?

RUTH BERENSON

This year marks the fortieth birthday
of New York’s Museum of Modern
Art. Just as a beautiful woman on the
threshold of her forties views the future
with, to put it gently, misgivings, so
MOMA (as it is acronymically, and
sometimes acidly, known) is approach-
ing its coming anniversary with mixed
feelings: pride in its past accomplish-
ments, coupled with anxiety and doubt
as to its future function. Basically, its
troubles are defined by its name. How
can a forty-year-old, i.e., middle-aged,
instituticn stay “modern™ forever?

Of course, time itself has taken its
toll. For one thing, the pioneers who
started the museum and set forth its
guidelines are all either leaving or have
left. Alfred H. Barr Jr.,, founder and
long-time Director of Collections, re-
tired two years ago; René d'Harnon-
court, the Director, was tragically killed
in a car accident last year just before
his retirement was due; and this year
Dorothy Miller, discoverer of a host of
now famous painters and sculptors, will




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

DCM

VILLH.7

also leave—the last of the Old Guard.

It is hard to replace such people; to
date, indeed, it has proved impossible.
Bates Lowry, the former Brown Uni-
versity art historian who was hand-
picked to succeed Mr. d’Harnoncourt
as Director before the latter’s death,
has just suddenly resigned—or been
ousted—after less than a year at his
post. Rumors are rife that he was the
victim of “intrigue,” that he didn’t get
along with the trustees and the staff,
that he was contemptuous of budgets.
With sixteen curatorial departments
staffed Ey some 150 people, with an
exhibition program, national and inter-
national in scope, which must be
planned years in advance, with a budget
deficit of over $500,000, directing this
mammoth enterprise may well be, as
one observer noted, “an impossible job.”
Of all the explanations given for Mr.
Lowry’s sudden departure, this proba-
bly comes nearest the truth.

THE LEADERSHIP CRISIS comes at a mo-
ment when' MOMA is under fire from
a variety of sources. This is nothing
new; over the years, it has encountered
its share of brickbats, especially from
those who, for one reason or another,
disapproved of its selection policies. It
is true that in years past, when art deal-
ers tended to be wary of sponsoring
new artists, a hitherto unknown painter
or sculptor whose work was displayed
in the Museum of Modern Art had re-
ceived an equivalent of the Good
Housekeeping Seal of Approval and
instant eminence—to the understand-
able bitterness of his less fortunate con-
freres. s

During the 1950s MOMA was at-
tacked, with some justification in this
writer’s view, for giving its accolade to
the Abstract Expressionists at the ex-
pense of other, more traditional artists
and styles; its recent espousal of Mini-
malism—plain canvases enlivened by a
single stripe, chevron or curve—and its
alleged neglect of “Pop” and “Multi-
media” artists have been similarly con-
demned. A few weeks ago the Art
Workers Coalition, a New Leftish
amalgam of artists, writers, filmmakers
and critics, zeroed in on MOMA as
epitomizing the “art establishment,”
denouncing it as “fascistic” and accus-
ing it of a wide variety of sins: neglect-
ing multimedia, underground films,
black and Puerto Rican artists (for
whom a special gallery was demanded),
and calling on it to stay open evenings,
abolish admission fees (MOMA re-
ceives no government support), to es-
tablish community branches and to help
“liberate” art and artists from the
clutches of the “commercial establish-
ment.”

But it is not only the art world,
underground and < Madison Avenue,
which is dissatisfied with MOMA these
days. The fact is that attendance figures
have dropped off during the last couple
of years, an ominous development in a
field where, as Russell Lynes put it,
success is measured by “the magic of
the door-count.” It is not that the pub-
lic is less intrigued by modern art; it’s
that there are so many other places
where one can see it. MOMA is no
longer alone in the field; it faces stiff
competition not just from other mu-
seums in New York and elsewhere, but

from commercial galleries whose pur-
suit of mew trends and artists is inde-
fatigable.

IF, IN THE EARLY YEARS, MOMA owed
its reputation to its crusading zeal for
the modern art cause, today its emi-
nence rests on the breadth and quality
of its permanent collection. But again,
the collection poses problems due to
the Museum’s name. Obviously, what
was “modern” in 1929 or even 1949 is
something else—old-fashioned? antique?
historical?>—in 1969. In the statement
which Mr. Barr wrote when the Mu-
seum first opened, he tried to anticipate
this dilemma by saying that in addition
to establishing a collection of “the most
important living masters,” it would also
collect “the immediate ancestors of the
modern movement.” Inevitably, the
passing of time makes even “ancestors”
less and less “immediate.”

As long ago as 1947, the trustees (re-
calling how France’s Luxembourg Mu-
seum serves as a kind of testing ground
for the Louvre by passing on to the
latter contemporary works which have
aged well enough to be accorded
“Old Master” status) announced that
MOMA’s so-called “classical works”
would be sold to the Metropolitan Mu-
seum which, like the Louvre, was dedi-
cated exclusively to the art of the past.
Twenty-six works were thus transferred.
By 1953, however, the Metropolitan
had itself started buying contemporary
art in direct competition with MOMA
—which thereupon abandoned the
whole idea. Yet the incongruity of a
permanent collection of forever-mod-
ern art remains.
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That MOMA is becoming more his-
torically-minded is undoubtedly true.
Except for this winter's “Art of the
Machine”. [NR, April 22], all its recent
shows of painting and sculpture have
been devoted to long-established names
and styles, Not since 1963 has a group
of “new discoveries” been shown. Last
year’s opening of the International
Study Center in the adjoining building
formerly occupied by the Whitney Mu-
seum seems to confirm the trend; in-
stead of using the additional space to
build new galleries where, for instance,
electronic and other multimedia proj-
ects could be adequately mounted, the
Center contains study facilities to at-
tract scholars in the twentieth-century
field. True, plans are afoot for another

.new wing, or perhaps a new skyscraper,

which presumably will remedy this
situation. Nevertheless, the very size and
complexity of the Museum of Modern

- Art today probably precludes the easy

adaptability and openness to new artistic
breezes which characterized it in for-
mer times.

: MOMA’s PROBLEMS on the threshold

of middle age should not come as a

‘surprise. Just as inevitably, its many

followers and imitators—the Guggen-
heim and Jewish Museums in New
York, the exciting new art centers in
Houston, Los Angeles, Atlanta and
elsewhere—all will shortly face similar
situations. Perhaps the basic trouble is
that the art of our time has itself be-
come middle-aged. Like MOMA and
the other institutions devoted to mod-

ern art, it has lost its ability to shock,

and even its newest permutations have
a kind of déja vu predictability about
them. If this is the case, then the
Museum of Modern Art still, despite
everything, lives up to its nmame; it is
“modern art” itself which is no longer
modern. O
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Conlon Nancarrow: Studies for Player
Piano
(Columbia Stereo MS 7222)

MUSICA EX MACHINA
WILLIAM F. RICKENBACKER

Nancarrow’s achievement is to redis-
cover the player piano and to grasp, all
of a sudden, that you write especially
for it. Now there, I assure you, is a dis-
covery that has to be heard to be be-
lieved. The player piano was designed
to operate on signals punched (like
IBM cards) into a roll of paper. The
roll unwinds across a sensitive rod that
“réads” the signals and sends absolutely
accurate instructions to the keys of the
piano, which promptly and infallibly
plink plink plink the score.

Then the flash of genius. If the player
piano reproduces a regular old-fash-
ioned oompah music with deadly ac-
curacy—well, why won't it perform
just as brilliantly if you feed it a score
whose complexities would baffle a mere
human pianist? So Nancarrow has been
plotting out on paper player piano rolls
a series of “studies” that cannot be per-
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formed on anything but a player piano.
No human performer could reproduce
a rhythmic sequence whose intervals
are related as one to the square root of
two—but the old nickelodeon, properly
programmed, dashes through polyrhyth-
mic patterns a hundred times more

_complicated and makes it all sound

great.

THERE IS, FOR EXAMPLE, the magnifi-
cent Study #21, which is given the sim-
ple subtitle “X.” The chiasma exists:
the treble voice begins at a blinding
speed in a wildly ricocheting figuration
and ever so slowly—ever so mathemati-
cally deceleratingly—arrives at its state-
ly, solemn conclusion. Meanwhile the
lower voice in this two-part invention
(two parts! how’s that for basic music?)
commences its role as a plangent bong-
ing funereal counterpoint to the mad-
cap coloration above and slowly—with
perfect musical calculus—speeds up and
whirls around itself until at the end it
has conquered the ear with a total,
agonizing, preponderation of sound.
Somewhere in the middle, for a theoreti-
cal, abstract, vanishing fraction of a
minor interval of time, the two voices
are almost synchronized, but the impres-
sion is fleeting and asymptotic, and the
ear is teased and flouted because it can-
not live up to the mind’s conceptions.

To describe such a work is to carica-
ture it. Invariably, when I have played
this recording for my friends, it has
produced in them the reactions of
amusement and joy. Through this most
mechanical of musical contrivances, one
man has transmitted to his unknown
and distant audience a sense of his own
delight in the sound of order and the
ordering of sound. What is music if
not the sharing of an audible delight?

Indeed, just as it is the proud work
of poetry to make us rethink our lan-
guage, so the best music must make us
ever question the locus and substance
and direction of music itself. Nancar-
row’s work possesses the irresistible
power to force the hearer to reflect on
the nature of his musical pleasures and
to consider, as if for the first time, what
we mean when we say that music is a
human and not a mechanical art. For if
it is true that the performing machine,
digesting instructions that are unintel-
ligible to mere men, can do what ten
fingers will never do, then what is the
nature of our delight in hearing a fine
(though human) instrumentalist?

Then again the flash (and did Nan-




