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Art is in transition: that is one certain fact. And it is one more veason why it would
be vain to attempt anything in the nature of a pontifical judgment on its immediate
manifestations. We should be content with the fact that art is alive — more vital and
experimental than at any time since the Renalzsance,
HenpeaT KEAD
Are Now, 1936

How deeply thiz corruption of taste had eaten inte the Gevman mind was shown in
the material submitted for hanging by artists in the House of German Art. There
were pictures with green skies and purple seas. There were paintings which could
be explained only by abnormal eyesight or wilful fraud on the part of the painter.

If they really paint in this manner because they sce things that way, then these
unhappy persons should be dealt with in the department of the Ministry of the
Interior where sterilization of the insane is dealt with, o prevent them from passing
on their unfortunate inheritance. If they really do not zee things like that and still

speist in peinting in this manner, then these artists should be dealt with by the
: 2 9
it

A

to make decisions. Understanding of such great affairs is not given to every one.
ApoLr HirLer
Munich, foly 18th, 1937

There is only one explanation of this failure of the Fascist and Nazi Revolutions to
inspire a great art, and I eannot deseribe it better than in the words of Giovammi
Gentile, a liberal philosopher who sold himself to the Faseist régime, Speaking to
an andience of teachers in Trieste shortly after that city bad fallen into Ttalian hands
at the end of the Iast war, he deelared: “spiritual activity works only in the plenti-
tude of freedom.™
HermerT HEAD
1941

MeaenelNEOLLESTION
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Aeps Shell and Head, 1933
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FOREWORD

The purpose of this book is o serve as o catalogie to the permanent collection ex-
hibited at Ars of this Centery. As most things change unexpectediy during the course
of J.iir development thimgatalogue has, to myggreat sprprise, become an anthology

Ar@OQYARUeEENNE NTCOLTECT ION

fact that
hope that the next edition will be more complete and that 1 shall be able to acquire

only reprog naintmgs and scalpture owned by me. T do
several other important works that represent phases of the evolution of this art.

1 wish to thank my friends, who have helped me assemble the material used in this
catalogue, s= well as in the collection itself, namely Petra van Doesbarg. Andeé
Breton, Max Ernst. Marcel Duchamp, Herbert Rewd, Howard Putzel and Jimmy
Ernsto T alzo want 1o thank Lavwrenee Vail for translating most of the foreign manu-
ceripts used herein, Maria Jolas and Andry Farey, Director of the Museum of
Grenable, for harboring my eollection during the German invasion amd occupation
of France, and René Lefebwre for rescoing it and sending it to America. [ wish
expecially 1o acknowledge my indebtedness o Alfred H, Barr, Jr., whose work las
bewn v great inspiration.

PECGY GUGGENUEIM

b=



Peaay GuggenheimcorLecrion

ACKNOWLEDGMENTS

Biographical nnd other data was assembled and edived withthe belp of Fontaestie Ar,
Dadde and Surrealism; Cubism and Abstract Art, Publications of the Museum of
Muodern Art, New Yorky London Bubleting Ave Now by Hevhert Read 3 Cobiers o' Adre;
Minotawre; XXidme Sidele; Socidté Anonyme: Abstractioncréation} Cirele; Horis
zong B Cubisme; Art by Amddée Ozenfant; Usage e o povole; Le NdoPlasti.
cizmen s Lo Caliters di Sud ; Nord-Sud,

The wrchives of the Lilvary of the Musewm of Modern Aet supplied vavieuns photos
graphe and selfoportraite of avtists, Other photographs from the guestbook of Mus,
Kate Steinite and Kunst-tsm, Portrait of Jocgues Villon, by Walter Pach, conrtesy

of Mr., Walter Pach, New Yook,

10




THREE PREFACES

Written as fntroductions

TO
ART OF THIS CENTURY

BY

Pegay Guggentaeim coLLECTION
ARP
PIET MONDRIAN



Pl_ Q G @

2

Q

=
ﬁ
U
QQ
L 1
— 1
l'll
1l
1
1
C
Q
L
L,
E
C
1-
1O
N



GENESIS AND PERSPECTIVE OF SURREALISM

Like Christopher Columbus who, on the verge of discovering the Antilles, halieved
he was on the road to Indin, so in the twenticth esntory the painter found himsel(
confrontod by a new world before it scenered to him that he could depart from
the ald,

This old world was the reproduction of nature in accordunce with visual perception,
influenced more or less by the emotions, With some rare exceptions, most of them
inspived by ocenlt tadition or by veligions mysticism, the artist vemained the
prisoner of external pereeption and envisaged no means of escapo.

T B, g few vpiged ijng escape big peed pisedSy the pag. Gigrdgno Brwa, .
nREEOY EUGHEALIEIIT SLIEY IoN
the first pl-l'ﬁﬁm‘ru ay the foundations of what was to become the Surrealis position,

“It da inconceivable, he weote, “that our tmagination and our theught should s

pass Nawwre, and that theve should be no reality corresponding to the contintons
possibifity of new visunl manifestations.” The eve and s satellite, the miror, soom

to be nocused of despotism, once Diderot had opened them to suspicion.® The hers

of Balwe's Unknown Masterpiece, who was supposed (6 have learned “the seevet of

* O aghed the blind mon of Le Prisoy, oxactly what be meani by o mileeor, A mochine,'
ha vaplied, ‘which siniates things in veliof o o distanes from thomsalves provided these things
are sufbnldy ploced o relation to @ 10 s ke my haod which | innst place wpon {omd oot
headde ) an oljeet if fowish to foel di ., ' "Awid in voure opinfon, M, de o asked b, "aokat
Wt fl'rnl'.'i.“' Whey are an orgon, the blind man replied, ‘on which air Jreduees the s ﬂﬂm;i
that wy stoff produces an sy hand” This veply asounded ws, and while we looked @ sach
ather fn adueitation, he comtimued: “Thia @ 10 feae that when | pl’m‘r my D betivedn yiir
cﬂ'«'ﬂ atl an olfect, my oo i3 present to your sight bt the object is absemt from i The some
hing happens o me when Foaeel ong object with wy staff amd ngtead £ find anothar, ™

LErren on g Diann
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relief™ from Mabuse, and who strove to make genuine air ciroulate around hodies
in his paintings, although destined by the author o produce an incomprehensible
work, nonetheless stated & dominant prineiple when he said: “The mission of art is
nat to copy, hut o LXPress nature.” In the work of Von der Gabelentz we find a
statement that points in the same direetion, “Language,” he writes, “is nol only
useful o man us u means of expressing something, it also helps him 1o express him-
self.” Before these onslaughts, the art of imitation, which aimed ar freezing vavious
aspects of the external world, could not but sucenmly, At the end ol this road,
strewn with ambushes imaginary or veal, we come to the passage of Alice through
the looking-glass,

But for a long time, ouly the cracks on the face of this mirrer were to be abserved.
Cézanne's determination to leave the apple unclosed, Van Gogh's struggle with forces
that seemed 1o defy coloved representation, such as vain and night, Seurat’s disturh-
ing insinuations that certain forms of figures had theiv “echa™ in the background
{as in Le Chahut), or the magic of a certain disorganization in lighting effects (L
Parade), the great license of Roussean in matters of truth and even of plausibility
{Le Réve: Joyeux Farcenrs), Matisse’s holdest speculutions (La Legon de Piono;
Marovains) — not one of these gave a glimpse of the final solution, or did more than
a6t the mind in an attitude of doubt toward previously defined artistic objectives.

ﬁ —
Pegay GuggenheimcorLecTion
- 'H;E imsurrection h:g:a?:':t]mul 1910 with Cubism in France and with Non-Obfective
art in Germany. From then on it pursued these two very distingl routes: Ficasso,
imbued with the culture of the Ogcident, directing the one: the other, led by
Kandinsky, stemming from the Orient.®

Under the leadership of Picasso, Cubism made a frontal attack on the external
abject, which it set ont 1o disseet in order to give it back to us in every one of its
static aspeets, Treat the object this way and very quickly it becomies unrecognizable.
Wi have not forgotten the stupor and indignation of the public adwmitted 1o that
glovious Cubise exhibition of the 1912 Independents. This public which cried

* Arp, who aceupies n place apart near the erozsraimdy of these wo tendencies, aeomnis for &
slightly different attitude of some artists engoged in thiz second direction. Kondinsky ami
Wandrian speak with the greatest wuchority on this sibpect.

14
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*Hoax!™ — and its most ignorant members raise the same cry today — must indeed
bave felt, in some obscure way, frustrated, As though it had been thrown off balance
and deprived of the agreeable repose which it waz wont te enjoy i the faithfel
repmt?uctinml of the familiar, The extent of the outrage seemed so great that even i
man of the ealiber of Panl Yaléry remained for a long time seandalized, Tn Fact,
four or five years later, on leaving a Cubist exhibition, he was still writing to me:
“How is one to distinguish Cubist A from Cubist B or Cubist C7 To this enlight-
emed man it seemed that the sand storm which had blown over the model had, at the
same time, robbed the artist of all individuality. This was a rash judgment, and
time was to make shert work of it, and yet it pernits us o gauge the aggressive
power of Cubism. Tt is regrettuble, however, that after thivty years Cubism continues
to make some mystery of iz original intentions and of the precise means it employed.
We are reduced to inferring these, to discovering them fragment by fragment, the
miaiee actors and principal witnesses having wrapped themselves in silence. Yet it
canmot be said of any of these secrets that revealing them would cause them to be
lost. Recently 1 saw Picasso studying one of his unfinished works of 1911 or *12.
He had already Rlled several pages with mathematieal calenlations, and he confided
to me that in order to clarify this painting for himself he was obliged to embark on
a whole series of measurements, What troubles me, however, is not this immediate

8 -I'uf secrecy on a wemk ol art, even when l turns sgainst its author, bu _|I|_ﬂ ﬂl'_u
Ireaaylatqa@enliGiMESiLEilion
it is impdesilfe for anyone o WeomSteact them, Whe would dure to undertake this
task among afl those who discourse so knowingly ahowt Crdism?

Fortunately Cubism was something more than this jealous geometry, At a fairly
early date there were outbursts of lyricism that loosened its vigidity, Many an ulira-
subjective inseription (1 Love Eva, etc.), many ways of coming to terms with poetie
values (witness the emphasis laid on wallpaper and street-songs ), as well as many
an_act of pure bravura were ut hand o remind us that, aceording to & modern
psychological conception, the primitive form of any entity is feeling, 1t is fecling
that triumphs over everything, hursting the withered outer husk — | speak hore only
of works of the highest order — and in the effort to overcome this resistance, feeling
sweeps aside all rigid doctrinaive notions, and instills in succeeding generations of
artists o houndless love of liberly,

/5



Futurism, though producing very few literary and plastic works of high quality, is
nonetheless interesting in its tendeney. Nothing has charmed me more than that serics
al photographs, published recently in an American magazine, reproducing some of
the successive attitudes taken by a man during the course of one night's sleep, T
should have preferved the sloeper’s movements to e flmed without fntervption and
v off on # screen in fnst motion. It was to e expected that painting should one day
wartertain this same iden of Tollowing n moving object, or allempt to roleace its Mot
phologieal evolution. Might not a series of curves and shadings within a small compass
be alle to express the life of o fower from the moment before it Duirsts it hloom
wntil it fisally fades? The most finished expression of this maner of secing remaing
Marcel Duchamp's Nude Descending o Staircase, Stressing light as o mobile facton,
Simaftandisme, as ils name indicates, was to pursue analogous aims. Bt Futurism
did ot limit feelf to this step, Its major contribution, inexplicably widerestimated
i favor of the preceding, is fond in those paintings {often puerile) of the “soul-
state™ type, which, mnfortunately, arce so seldom shown nowadays, AL art il then
hadd Deen subjected to the perception-reaetion. process, and the great merit of these
pietures is that they were the fivst to pluce the accent on peed, Tn spite of misleading
sttemente too often dictated by the desive to aetound and overhid the other fellow,
we should be geateful to Futurism for having glimpeed, more or lese in line with
[.I;i|.|m-nl':|cﬂ.r|;:'a1 the poseililitygof o pllrl'.lf tetile art which would aim at appre-

9 , . ;
Pegaylauaaeniretnreor prcrion:

itself From the conditions under which it had always been considered (in a state of
immobility, and with no appreciable modification due 1o the faets of atteaction and
vepulsion, briefly s an exelusively vismal angle).

It ix fitting, os o sequel to Futerism, 1o take into account o period of transition,
velatively independent and mechantenl in chavacter { Duebnimp, Picabin) which come
about o5 o result of o premeditated identification of man with the machine, This
ansimilation, from the functional point of view at least, ean in fact be carried vathee
fur, The important thing s that the attention shifts from the object towards man,
here considered us o simple object. The masterpiece of this movement, which sur-
passed in every way all the explicit intentions of the period, wis Duchamp's Lo
Maride mise d nu par sex célibataires, méme. The emancipation from the esternal
ahject wis progressing. Onee he had succeeded in bvinging about o veconeilation
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between man and the machine, the artist was able to pereeive that the great difference
hetween the two wag that the latter could neither eonstruct nor vepair itself, neither
perfect itsell nor even destroy itself by its own means. He was then gquite naturally
led 1o Snurrenlism,

This dramatic situation reached its climax at the close of the last war, On behalf of
the Futurists, Apollinaive had deawn up o somewhat sprightly manifesto against
teadditionalism, but with the coming of Dwda the atock on the past became far less
platonie. An attitude of disvespect became sniversal, the negation of previows values
wis complete, it was o matter indeed of making o elean sweep, The despaiv thal
prevailed could only be overcome by a kind of dismal jesting, a “black humor,” In
New York, Marcel Duchamp affixed his signature 1o o reproduction of the Ginconda
which he bad decorated with a paiv of handsome mustaches. The only entrance and
exit to an exhibition of the works of Max Erst in Cologne was through a urinal. In
Zurich, Arp pgave the name of “organizations™ to a sumber of objects assembled
“pecording to the laws of chance”, Picabia, in Paris, conceived a “picture” com.

gedd of an empty frawe viveted 1o the grougd and stretched from side to side with
Pegayuagenlieimeopiterion

t oMUl SR ofsteu i afe - I i T, Tiade
un the collage principle, intended day by day w absoeh all kinds of useless material
and even refuse from the garbage can, But what was the origin of this forlor nega-
tion, this merciless iconoclasm, and what did they conceal? Disregarding historie
catses for disgust which remain outside art, we now see that the excruciatingly sore
point was that in the eyes of the wetist the external world had suddenly become
empty, The external object, chavged with futility and discredited in its conventional
guize, hadd abruptly vanished, It can be said of those years {1918 to 1921}, at the
extreme peak of artistie research, that there was a model slump, that the model was
away on a long, perhaps endless, vacation, The model of yesterday, taken from the
external world, wo longer existed aud conld no longer exizt, The model that was to
siccewd it taken from the internal world, had not yet been discovered,

* Only difficulries of o practicel order, to Picabia's great disappoiniment, decided him o sub.
stitute o plush monkey for the animal e amd | had wied 1o hire on ihe iy,

17



A man related in no apprecisble way to the movements deseribed above had
achieved a work of considerable interest at the beginning of this last period. This
man was Chirico. It is striking to observe how his work, which was begun in 1912
or 1913, suddenly went off on a tangent in 1917, when, to the infinite regret of his .
admirers, he zank into a rut of technical preoceupations (anxieties about his craft
which led him to make wretched copies of Raphael, obsessions vegarding the validity
of oil colors, ete. ). He was never to extricute himself from this impasse, but fell prey
to two alternate temptations, to deny himsell and to make derisive imitations of his
former work. But the canvases painted by Chivico before 1918 are the only ones to
have found favor in the eyes of the most severe and skeptical of the younger gene-
ration. They alone among the works of art of that time retain o unique prestige, and,
judging by their ability to rally avound them the least conformist minds (and also
the meost divided ) it is evident that their influence is still enormous and that their
carcer has only just begun,

In the course of the four years when inspivation favered him above all other
artists, Chirigo’s svolution was no less vapid, and assumed an aspect no less inevit:
able and dogmatie than the equally brief carveer of Rimbuud. By fixing on eternal
places, where the object was retained only as a function of its symbolie and enig-
matie meaning (period of arcades and towers) which in e tended 1o become

Pedry S tmaenisiiisslrbun sy

ture { mannequin period }. Then the steueture itsell disappeared, and the living being
was evoked merely by inanimate objects related 1o the role he played {as a king, a
peneral, u sailor, ete.). Finally these symbolic objects entered inkto the composition
along with instruments of measurement — bearing no obvious relationship to human
life except through the medivm of de-hydrated food, sueh as hard tack® — and the
great Chirico cycle closed with the perind of “metaphysieal interiors”, Because it
granted ever-increasing importance to dream life, this evolution merits being re-
traced separately. IT we failed to take it into aceount (like Picasso’s evolution from
deseription to invention and Duchamp’s from the invented object to the ready-made )
we sheuld have no historical basiz for understanding the meaning and seope of the
Survealist demands in the field of plastic art.

-
= f¢ is dificnlt to situate e object in Clirice's work, Fhile it fns no reference bo the extarnal
wwarld, it locks some of the characteristies of the imaginary. Apollingire ol me that Clarieo o
that time suffered from certain kinesthetic troubles {abdomingd poins and headoches ), which
might explain fits peculinrities,
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At the beginning of the Dada and Swevealist movements, which were to bing aboul
the Tinison of poetey and the plastic arty, insullicient credit was given to Chagall,
This was 4 grave smission, The poets owe mueh 1o him; Apollingive whom he in.
al}iﬁfr] to write what is perhaps the Treest poem of the century: A travers I'Europe;
Cendens in his Prose du Pransibécien; oven Majakowsky and Essenine evoke his
influgnce in their most galvanic passages, Only Iater on did the pots indicate w
certain opposition to him; at that time, not entively unjustly, Chagall was suspectad
of mysticism (between the ages of twenty to thirty such a suspicion hus o vedhilitory
effect). Today Chagall's work can be judged more impartially. His complete lyrical
outhurst dutes from 1911 when, for the first time, the metaphor made its teiumphal
entry into modern painting, In order to achieve the upheaval of spatial planes long
sinee anticipated by Rimbaud wnd 1o liberate the object from the laws of weight and
gravity and overthrow the barriers of laws and species, Chagall's metaphor im-
madintely fonnd plastic support in the hypnogogie image and the eidetic image which
Chagall was to desevibe later on with all its particalar attributes, No work has ever
been more resolutely magical than Chagall’s. The admirable prismatic colors carry
away and transfigure one modern torment, while L't'lllillil!p; that ancient ingennity o
express the principle of pleasure iy nature, such as lowers and expressions of love,

Pegay GuggepheimecotLecrion

Eaely in 1925, o few months after the publication of the Manifesto of Swrrealism
anil several years ufter the fiest Surveafis texts appenrid (Les Chongs Magndtivpens
fivst eame ont in Littérature in 1919) we were still debating whether or nol the art
al puinting conld be braught within the Sureealist imperatives, Whercas some denied
the possibility of Swerealist painting, thore were otbers who believed that it was Laten!
to some degree in certain recont works of art or even that it had alveady come into
being. Independently of what it might have owed at this time to other influenees

to Chirico for the dream twend, to Duchamp for the seceptance of chance, to Kloe
for (partinl) Automarism, 1o Man Ray for his photographie Rayograms—it is ensy
to noe, now when we glanes baek, that in the work of Max Eenst Sureealism wan
alveady well under way, In fact, in bis 1920 collages, Surrealism immedintaly
received ita full vindication, They contained n statement of visual organiztion
that was entirely fresh and yet corvesponded 1o what was intended in poetry by
Luwtréamont and Rimbaud, T well vemember the owsasion when Trara, Aragon,

/9



Soupault and T frst discovered the collages of Max Ernst; we all happened to
be at Picabia’s house at the very moment when they arvived from Cologue, awl
they moved us in a way we were never to experience again, The external object had
biroken away from its habitual environment. Its component paris had Tibevated them-
selves from the object in such o way thal they could set up entively new relationships
with ather elements, eseaping from the principle of veality and yet gaining a certain
importanee on the real plane (disruption of the notion of relation ). Guided by the
vasl flood of light which he was the first to bring forth, Max Ernst, in his firsl can-
vases, was willing to run great risks, Each painting was a new departure, while the
whole group lived up to the conception of the poems Apollinaire weote in 1913 and
1914, each one of which had the value of an evenr. When, later on, he beeame as.
sured of the deep implications of his etep and the means of carrying it into effect,
Max Ernst was nopetheless resolved to fulfitl that imperions need Baudelaive speaks
of — the constant search [or something new. His work, steadily growing in power
during these last twenty years, has, from the point of view of this resolution, no
equivalent,

Fver sinee the beginning of the Surrealist movement Awdré Masson had been en-

PeayEmaueihisiienl e es s
o ey i T it e e thee hibih b g i k eNery
ontset of lis search Mugson came upon dwometism, which almost lierally gave
wings to the hand of the painter. Not content 1o trace the mere shape of objects, this
b, enamored of e own movement and of that alone, deseribed spontaneons
figures within which, s experience wax to show, these shapes were destined to be
embodied. Indeed, the chief discovery of Surrealism is, that without any precon-
ceived intention, the pen that Nows in writing and the peneil that tuns o deawing
spin an infinitely precious substance, which, though perhaps not all convertilile,
nonetheless nppears charged with all the emational ardor stoved up within the poet
and painter at a given moment, This is the seevet of that magnificent curve which,
in the work of Mazson, sweeps boldly as in g single sroke, beeoming ever more
sensitive and skillful as time goes on, eapturing indivectly the most beawtiful lights
nned colors we have known, What rales in Masson's mind, I admit, is the dialectical
vanception ag stated by Hevmes: “Everything below and everything above work 1o
ennct the miracle of o single thing, and, 10 quote Goethe: “What is within is also
without."

*
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Automatism, handed. down to vs by the mediums, remains one of the two main
trends of Swrrealism. Sinee it has cavsed much controversy and still continues to do
s, it might not be too late to seek deeper understanding of its function and try 1o
contribute a decisive argument in its favor, Recent psychological rveseavches, we
know, have drawn a comparison between the construction of a bird’s nest and the
beginning of a melody tending towards @ certain charaeteristic conclasion. (A
melody has its own struelure in the sense that we distinguish, in spite of their inter-
ference, the sounds that belong to it from those that ave forcign to il We are
aensible, nevertheless, of its own particular quality, which is quite diffevent from the
st total of the qualities of the parts that compose i) U maistain that A utomatism
in writing and drawing (withoul prejudice to the deep individual tensions it brings
oul into the apen and even solves, 1o a certain extent) i the only mode of expression
which gives entire satisfaction to both eye and ear by achieving o rhvthimie wnity,
just as recognizable n o drawing or in an antomatic text as v o omelody or a bind's
aest, 18 s the only straeture that corresponds 1o the non-distinetion, more and more
established, between sentient and structural qualities, 1o the ponditinetion, mare snd
more estallished, between funetions of the intelleet and of the senses {which is why
nothing else can satisly the demands of the mind o the same extent), 1t is possible,
I agree, for dwiomatise: 1o enter into the composition of o printing or 8 poem with
fun peeave obsl, howeyer it g wok I
BT LEET O
current H m.‘nmnlf.mr."‘ ']'hrhgrn:mﬁsm i a work iz in direct prupwtim: 1o the
efforts the artist has made to embrace the whole pevcho-physical feld, of which eon-
seiousness is only o small fraction, In these wnfathomeable depths there prevails,
according to Freud, a total absence of
Tetters cansed by vepression, a lack of temporality and ihe substitution of external

mtradiction, a release from the emotional

rﬂlliil}' h}* Im_\'u‘.hi:! l'H!lil_}' obsodient w the |I]HIHII|'1'_! |.a|'ir||!i|}1t'- andd nes other, Adutomeatism
feads us hlnlig]l.l! tor these vegions. The other voad Sueveealism might have followed —
the setting up of deeam images in the form of trampe Pfoetl (and that §s s weakness)

= s been proved by experience to be Do more dangevous, and the visks of straying

imto error are innumerable,

*

* For l,l'urH'u-r detadly dee Manilesto of Serreallsm o2 ), Seeond Manifesto of Surrealizm
A3}, Later to Roland de Renevilla™, mnd “The Aatomatic Messoge™ i Point do Jonr {1934,

27




The tumultuons emtrance of Miro into Swreeealism in 1924 marked an important
stage in the development of the movement. Miva, whose previous work indicated o
miimed not fully evolved, yet endowed with plastic gifts of the highest order, at one
bound eleared the obstucles which might still have impeded an entive spontaneity of
expression, From then on, his output displayed an fnnocence and freedom that have
not been sorpassed. The theory can be advanced that when Pieasso joined the vanks
of the Surrealists two years later, Mirve's influence was a largely deciding factor in
hi= decision. The ouly deawback o Miro's natural aptitude was a certain arvesied
development of the personality at the childhood stage which afforded him a poor
protection againsl unevenness, profusion and losseness and, intellectually, set certuin
limits to the scope of his testimony.

The advent of Tanguy in the Neptunian light of claierveyance restored the broken
thread of the horvizon shortly alterwarls. But with him it was a meiw horizon against
which, was to be distvibuted in depth, not o physieal but o mental Lindscape. Those
whao persist in referring to underses or other atmospheres in Tanguy's work Forget
that the potential expansion of an artist's imagination is closely velated to the variety

Pegay ottt e s,

unfolded before me at vertiginons speed. Neither he nor 1 had seen these lights
belore, this it would seem as if his mind were in permanent communication with the
warth’s magnetism. The object-beings, all of his own invention, that people his can-
vases, enjoy their own affinities, which render in the only expert translation possible
— the nonsliteral — every object of emational value in the universe, They ask to
be regarded as the compounds of the most diverse properties of everything that
exists, Today these clements secm mivnculously Tree of the vapors with which
Tanguy ushered them in in 1927 to 1929, as well as the fowings which he elaborated
in 1930 and 1951, While making no concessions to the world of pereeption they can
bie saniel to be in perfect harmony with this world,

At this point Magritte's procedure, the reverse of automatie, hot rather ulllirr:E}'.
deliberate, affered support to Surrealism from another angle. The only one o pursue
this tendency, he approached puinting in the spirit of “object-lessons™, and from
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thiz point of view put the visual image on trial, stressing its weakness and demon-
strating the subordinate cheracter of figures of speech and thought. A unigque ad
harsh enterprise this, at the confines of the physieal sud the imtelleetual, and bringing
into play all the resources of a mind 5o exacting as to coneeive each picture as posing
an entirely new problem.

*

Sculpture, in the course of these last thirty years, during which the object was o
achieve its revolution, underwent the same upbeavals as painting. It was Brancusi
who gave seulpture the original impulse in the new direction. Although the ohject,
in his hands, was still drawn from the external world, it scemed to strain in every
fiber toward the achisvement of its determinant funetion, and to be broken down in
the persistent struggle hetween ils generating factors and those tensions o which it
was subjected by life, The very materinl Brancusi wsed, showed it to be already at
the mercy of natural forces which thereafter would tend 1o strip it of its anecdotal
and accidental character so that it might appear *just as eternity in itself might alter
it”. Thiz ehject, previously external, then proceeded to disown itself, traversing the

PreanyEnane it brEeT 1o

camer in the field, the mathematical-objeet, whose elegance was infallible and dis.

concerting. From that moment it could only arise, phoenixdike, by calling on the
growing power of dutomatism (Arp) or on the pure joyz of equilibriem {Calder)
on the necessary and dinlectical play with the plennm and the vacuum (Maare) or,
safeguarded by constant reference to first principles (as indicated in Egyptian seulp-
ture, the art of the Persian-Assyrian-Babylonian cycle, and the art of Cyelades) on
sl the possibilities of modern poetic magic {Giacometti}. With every anecdotal
element excluded Calder reduces the object to a few simple lines carving out ele-
mentary colors. This object, employing only the properties of movement — not
represented movement but actual movement — is miraculously brought 1o life in
the most conerete shape and restores to us the evolutions of the celestial bodies, the

rustling of foliage, the memory of caresses, In opposition to all other sculptural
forms Apollinaire had dreamed of a statue wrought within the earth which would
not be o solid but a hollow: this is the statwe which Moore has sueceeded in com-
bining with the conventional form and which harmonionsly embraces il In
Giacometti’s work — and it is a touching moment, like that in Gothic novels, when
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the characters walk out of their picture frames — new figures, sprung from the head
and heart of man, step to earth with infinite cantion, and in the matevialization of
the burning light that bathes Henri d' Ofterdingen or durélia, vietoriously brave the
test of reality.

*

When Dali insinnated himself into the Surreafist movement in 1929, his previous
painting had suggested nothing strietly personal, On the theoretical plane he pro-
ceeded thereafter by a series of borrowings and juxtapositions, The most striking
example of this was the strange amalgam of two diverse elements to which he gave
the name of “Paranoic-critical activity"; on the one hand the lesson of Cosimo and
Da Vinei (to beeome absorbed in the contemplation of o blob of spittle or an old
wall until there appeared hefore the eve n seeond revelation which painting was no
less capable of revealing) and on the other various practices — on the order of
frottage — already advoeated by Max Erust to “intensify the irritability of the
mental faculiies™. In spite of an undeniable ingenuity in staging, Dali"s work, hamp-
ered by an ultra-retrograde technique (return to Meissonier} and discredited by a
rnical i mlcc tor the menns he nsedado put himself forward, has for a long time
RElQGER Gl GOl bE G| @

tllﬁ's i ta:mpornh'l‘:.r Mirough a process of systematic valgarization, It is sinking
into Academicism — an Academicism which ealls itsell Classicism on its own
anthority alone — and since 1936 has had no interest whatsoever for Surrealism.

*

The powers of the imagination can in no sense be domesticated, nor can they be
entirely absorbed by advertising slogans. Whoever yields to these powers soon takes
pride in things other than the little vanities of immediate “suceess.” Such is the case
of Brauner, whose fertile imagination in the Swrrealist field has been so great that
for some vears lies hias taken his stand in the very heart of the "!‘lFngl'.‘ml.tH ll\llﬁ!HEﬂPE".
inn the center of the vealm of hallucination, Here came to meet him those rare heings
who haunt the caverns underlying human existence, whe hold the thread of lightning
harmonies and premonitions, The artist, in this case, i beyond eantion; he is himself
caught up in the drama being enacted, *Terror came", said Rimbaud, analyzing his
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own experience in the dlehemy of the Word. The steategems and enigmas of the
present war have extended this tecvor to the objective worll, which is why the arl
af Brauner may express the world in its last pliase move intensely than any other.
It is striking to observe that while neither has influenced the other, Brauner pul
Leonora Corrington should hove interpreted this terror from the same interior angle,
ar al lenst that their work should present o strangely similor climate,

Bt from the davk fovests of Silesin a conscionsness has arisen which often, in seope
and power, wanscends the agtist, and for this veason the painter in Poalen is still
uncertain, o rather contimues painfully to feel his way along a voad where o less
fastidions artist wounld have found few obstacles. His ain is no less than o achieve
wotal lucidity through the osmosis not anly of the visible and the vislanary, Iyt
of all those mysterious magnetic inflwences that lurk bencath works of “primitive
aet’ (ol which the most important, from the peint of view of Swreealism, are those
of Mew Mecklenburg and British Columbia), The arl of Paalen seeks to vealize a
synthesis of myths in progress and myths past and to live this myth in his own desh.
He seeks to bring eomplete illumination to the night ceaselessly falling over human
ity, and to this task he brings the earest encyelopedie mind of our time, nrniHl s

PetiayGlygenieiest it

which has h! power o restore Tife,

The vich resources of the primitive vision have pot leen Lost to Lo, who by victue
of his origin (he is the son of 0 Chinese father and o Cuban Negro mother ) Ty had
the care fortune to deaw upon them instinetively, At the some me e shares the
social consciousness of this ern with deep emotion, and has made himself master of
the most advanced techniques.

Jarry as o vouth conceived César-Antichrist “set in o country whero overything is
covered with armorial bearings ond certain charngters sre seen double”™, Seligmam,
who has passed through o phase of this hevaldie symbolism with the aelf-imposed
mission of bringing it to light, has moved on to explore all the phosphorescent
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phenomenn of the “night™ of the Middle Ages. From these vesearches he has extracted
pure Torms of human suffering and energy, whose content sinee the time of Joaching
de Flore or Maitre Eckhurt has probably known few mtrinsic changes. This medieval
Cpaght™ is whit he powrs ont for us, diffusing over the whole growmd the glowing
quality of moss and nautilus, Cancelling out time, he veduees all seenes 1o o single
oreenlt region where suddenly the grass darvkens and Mames raee along wildly, where
o horse wears himself out on o slippery bank, ov where, from some tenthstory of o
New York building, through the pourving vain, we con see o prismatic bouguet of
the might-lights of Broadway.

The sap of Sureealism alvo viees from the great rootaystem of dreamelife in the
[Hintings of Oeles and Delvaux, ag well o in the oopstructions of Bellmer and
Cornell, The messoge of Oelze no less |:|.l|1i|:u| af the mediumistie state of mind than
the “naive aet™ of Hicehfield, its diveet opposite, despite its evident importance, is

BIEVRT e YA GL WG el k) RTCT bk Harm I ok

the venlm of one woman, always the same, who niles over the great suborbs of the
heart, where the old windmills of Flanders make o poarl oeckloce vevolve an in the
emanntions of glitering ore. And it i also eternal woman, pivot of man's vertigo,
alleit mow o the sdalescent stage, who olwesses Bellmer, weging him to create those
p:'nl!u:mﬂllrnl tlt!l.l'lﬂ!. the goleme, aler whose image his Dall s foshioned, And at
e extreme limite of n point of view which winy be ehorncterized ag stereotypical
el wnagglyphie, or of the steveoty ped vision of things, Cornell Tus devised an experi-
ment which completely overturns the conventionnl wee of the object,

Bt the great physicoamental stvepm of Sprevealism continges 0 eiveulate through
Awtomatisnr, Awtomatism i what lins led Domingoes, in the midst of work chel in,
orbginal snggestions, o diseover a new “textore™ which con be aehioved vory quickly

by mechunionl menns, This textore hos the grentest plastieity, sinee it con vender the
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entire complex atmosphere of that vegion of miracles par excellence, the groito,*
s well as the ividescence of loliage, coral and feathers (otherwise so diffieult 1o
olain} brilliantly displayed by Max Eenst in his canvases of 194041, dutomatism
has likewise governed the exquisitely sharp ramifications of the serewee in Hayter's
work, the graphic crystnls of Herold, 1t is the skilf ever lighter and surer — the
camoe of the Amazon and the knyak of the polar sens — on which Matta, Frances
and OnslowFord have set off on the conguest of a new morphology which seeks to
express in the most conerete language the process of the reaction of the paychic on
the physical. Through their work we can see the evergrowing nnd ever-deepening
influctiee of Tanguy. To this distinet expedition, with whose outeome the whole
consciousness of our tme is involved, Frances contributes o nature emotionally
saturated with everything worth living for today, and Onslow-Ford the eye of & mun
sure of conquering whatever still vesists conquest. As for Matta, it is alveady obvious
to iy that he disposes of every charm,

Asonk Breron.

* 0 drealeomunia witheut an abject: decalconania of degive.”” Minotaure, No, 8 fune 1936,

Peqay GugaenheimcoLLecrion
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ABSTRACT ART : CONCRETE ART

Ever since the cave age, man has been painting still Tives, landseapes and nudes,
Certain artists have found it sickening to feed art eternally with still lives, land-
scapes and nudes, Since the cave age, man has glorified himself, deified himself, and
with his monstrous vanity provoked human catastrophies. Art has been the collabo.
rator of man's false development. Certain artists have hid their stomach tumed by
this spurions conception of the world and of art which bas buoyed up the vanity
of man,
These artists do not wish to copy wpature, They do not wish to repreduee hut to
produce. They wish to produce as a plant which produces a fruit and is unable to
reproduce a still life, a landseape or a nude. They wish to produce direetly and no
through an interpreter,
But then nothing is less abstract than Abstraet art. This is why Van Doesburg and
Kandinsky have suggested that Abstract avt should be ealled Conerete art.
The pyramids, the temples, the cathedrals, paintings of men of genius, all these have
become beautiful mummics. Man’s bugzing will not last very long. Not much longer
'le uzzing of tl iittle fallen angels that flutter so gaily around a piece of
B T Y CYRTETEYED| EREVFE Kl R Yo
with navel & parrofs imitating thmdr; mountains with ice-shirtfronts, spelling furni-
ture, these as in a dream will be transformed into a beautiful sheaf of fire illumi.
nating the void for an instant. Man needs to be eured of his vanity.
Axtist= chould not sign their works of Conerete art. These paintings, sculptures,
objects should remain anonymous amd form part of nature’s great workshop as
leaves do, and elouds, animals and men. Yes, man must once again become part of
nature, These artists should work communally as did the artists of the Middle Ages,
In 1915, 0. Van Rees, C. Van Rees, O, Freundlich, 8, Tacuber and myzel[ made
several attempts at such a collaboration.
[ wrote in 1915 in the preface to an exhibition: “These works ave constructed with
lines, surfaces, chapes and colors. They seek to reach bevond human values and
attain the infinite and the eternal, They are a denial of man’s egoism. . . . The hands
of vur brothers no longer serve us as our own hands do, but have become the hands
of an enemy. Anonymity has been replaced by fame and the masterpiece; wisdom
has perished. . . . To reproduce is to imitate play-acting, tight-rope dancing. Axt,
however, is reality and the reality of all should triumph over the particular , . .
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The Renaissance tanght men how proudly to exalt their reason, The science and
technology of modern times has dedicated men to megalomania. That reason has
been overvalued, this has cansed the confusion of our era,

The evolution of traditional painting towards Conerete arl which began with Cézanne
and was carried on by the Cubists has been explained many times but these historical
explanations have served but to obscure the problem. Suddenly, in about 1914,
aecordance with the laws of chance”, the spirit was transmuted, as though touched
by a magic wand, and a cessation oceurred the significance of which is still an ethical
problem.

Conerete art wishes to transform the world. It wizhes to render existence move toler-
able. It wishes ta save man from the most dangerous of furious madnesses: vanity.
It wants to simplify man’s life. It urges man to identify himself with nature. Reason
has robbed man of his roots, He leads a tragic life. Conerete art is an elementary,
patural and healthy art which causes the stars of peace, love and postry 1o sprout
in man's brain. Wherever Conerete art enters, melancholy goes out dragging its gray
valizes crommed full of hlack sighs.

Kandinsky, Picabia, Senja Delaunay, Ressing, Streminsky, Magnelli, Man Ray,
[ awm unable to enumerate all the artists whe painted and seulpted works significant
of the period that hegins about 1914, Without knowing one another we worked
towards thessame goal. The greaper pariof these works was not shown before 1920,
QYHE LA YGINTEO L CF HoK:
preriftings and scubptupes were sirippe of every convention, In every counlry arlists
of this new art arose. Conerete art influenced architecture, furniture, the cinema,
typography.

In the Breteuil Pavillon at Sévres we can see at zero degrees centigrade the inter-
national meter made of irvidium platinum. It is not with this meter that the greatness
of geniuses is measured. In order to measure a genivs one must employ an appro-
priate meter, Yanity and commercinl imagination have construeted one. Al times it
must be very short =o that you can say: “Look at this genins, See how big he is, He
measures a hundreed and fifty metres. You'll see no genius in my shop who measures
less than a hundred metres." Sometimes the meter most be very long. You can zay,
then: “Just look at this! It's not even a metre long! Why, its not a genios, it's a
dwarf. This iz no man of might. It's a mite,”

The man who lives huried in man as a mole in the carth can no longer distinguish
black from white. He does not understand the language of shapes and eolors. He
has never scen the gaze of the stars,
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Many of these painters and sculptors, Kandinsky, Picabia, Duchamp, Arp,
Hausmann, Yan Doesburg, Magnelli, Schwitters, Nebel, have written automalic
poems. Automatic poetry comes straight out of the poct’s bowels or out of any other
of his argans that has accumulated reserves, Neither the Postillon of Longjumean,
nor the Alexandrian, nor grammar, nor esthetics, nor Buddha, not the Sixth Com-
mandment ure uble to constrict him. He crows, swears, moans, stammers, yodels,
according 1o his mood. His poems are like nature: they stink, laugh and rhyme like
nature, Foolishness, or at least what men call foolishness, is as preeious to him as a
sublime piece of rhetorie, For in naure a broken twig, is equal in beauty and
importance to the elouds and the staye,

Arp

Peqqy GuggenheimcorLecrion
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ABSTRACT ART

Not everyone realizes that in all plastic avt, even in the most naturalistic work, the
natural form and eolor are always, to some extent, transformed, Actually while this
may not be directly perceived, the tension of line and form, as well as the intensity
of color are always increased. Plastic experience demonstrates that the natural
appearance of things is not to be established in its essential realism, but must be
transformed in order to evoke aesthetic sensation,

In the course of centuries, the eulture of plastic art has taught ns that this trans.
formation is actually the beginning of the abstraction of natural vision, which in
modern times manifests itself as Abstraet art. Although Abstract art has developed
thraugh the abstraction of the natural aspeet, nevertheless in its present evolution it

is more congiete because it makes mse of pure form and pure color,
E‘%ﬁﬁ?@?ﬂggﬂﬂ'[ﬁmm gty ey vz geeopey Iy

Iy T was p mituitively. et cenluties ol increasing transforma-
tion of the natural aspect, more apparent abstraction emerged, witil finally plastie
art was freed from the particular characteristics of subject and ohject. Thiz libera-
tion is of the greatest importance. For plastic art reveals that particular characteris-
tics veil the pure expression of form, eolor and relationships, In plastic art, form
and color are the essential expressive means. Their propecties and mutoal relation-
ships determine the general expression of o work. Abstraction not only establishes
form and eolor more objectively but also reveals their properties more clearly. Thus
we can =ee that the ahstraction of form and color merely “modifies™ a work of art,
but that Abstract art, even as naturalistic art, must creale the geneval expression by
means of the composition. Through the composition and other plastic factors, it is
pnssfl:l: for a naturalistic work of art to have a more universal EH:E!:I"I'."EK;HH than a
work of Abstract art which is lacking in the proper use of these factors,

We come to see that the principal problem in plastic art is net to avoid the vepresen-,
tation of objects, but to he as ohjective as possible. The name “Non-Objective Art”
must have been created with a view to the object, that is in another ovder of ideas.
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Plastic art reveals that the principal expression of a work of art is dependent on our
subjective vision, which offers the major obstacle o objective representation of
reality. Objective vision — as far us possible — is the principal elaim of all plastic
art, I objective vision were possible, it would give us a true image of rveality,

For centuries, our vision has been increasingly enlarged through the development of
life, science, and technology. Consequently it hus become possible to see more
objectively, However, intuitively, plastic art bas always simed at the universal
expression of veality. All plastic art establishes this expression through a dynamie
movement of forms and colors, But Absteaet art, in opposition to natuealistic art,
can do this more clearly and in conformity with modern times, It must be stated,
however, that the judgment of o work of art depends on the individual vision of it
What may be elear for some one, may appenr vague to another, This faet explains
the existence of different tendencies in the same epoch. Abstract art manifests clearly
the conception and feelings which give birth to a work of art as well as the laws
which dictate its creation. Consequently, it is evident that in modern times it has
become possible to study and analyze these laws more exactly,

- .
1 {hyms Mg of plaski it e o . s 0
PepdyGuagenheinimorenTion
while eoineiding with all modern progress, has developed out of the art of the past
through practice and experience, We see the cultwre of plastic art as consistently
pragressive; changes in tendencies follow ane another in logical suceession, Periods
of progress und periods of regression or standstill produce an increasing develop-
ment of expression towards a more direct representation of the essential content of
plastic art, The periods of regression and standstill aet as negative factors in the
course of the general progress of plastic art,
Pier Moxorian
November, 1941
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Brancusi: Maiastea, 1912
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Constantin Brancusi

Rowmamian sculptor, Sorn Rouwania, 1876, Stadied arl p Bucharest watil T2 i aent
tor Paris in P2 where e continued his stadtes under Merai ap the Eeale des Beaus-Arts,
bt loft on wdvice of Rodin in 190, He worked in Nodin's ateliee. Had bis frost exhiibition
for Pl Breaneusi lives o Paris, icheee be pemaing indepemfent of any modeniend,

MAIASTRA

Peqay GuagenheinreorieecTion

BIRD IN SPACE

52 fnohes high  Brooes 1940

Simplicity = oot an end inoart, bul one arrives at simplicity o spate of oneself, in

approaching the real sense of thing=. Simplicity i= complexity it=elf, and one has o
b momirished by ite essence in order 1o understand fl= value.

[ -3

Propos, 1920
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Brancusi stands apart, He is the most original and the most impoctant of the near:
abetract sculptors but he has never belonged 1o any geoup, (About 1926 the de Stijl
group entolled him amongst its miembers hut he can seareely be said 1o have par-
ticipated in the Duteli movement. )

OF Roumanian bivth and early training he came to Paris in 1900 where hie worked
far o time in Rodin's studio. In 1908 Braneusi carved The Kiss, a compozition of two
primitive block-like figures, the most absteact scalpture of its period although Derain
had made a similar experiment the year before, As lite as the Sleeping Muse of
110, Bodin's influence still lngered in the veiled modelling but already Braneusi’s
preference for egeclike forms was evident, Negro sculpture encouraged him
further experiment. The New-forn of 1915, an eggshaped head, is o simplification
of the Sleeping Muse. It has the high polish which Brancusi from then on applied to
Ii= work in bronee and machle, and which has plansibly seggested to some crities
the influence of the machine csthetic at that time on the inerease in Paris, Braneusi
ix, however, nover mechanical in his feeling. He is the mastor of the subtlest pvncl il
tions of surfaee anld is sensitive in the extreme to the variows materials, bronee, stone
anel wood, which he handles with a variety of techniques,

Although his forms sometimes suggest the purity of geometry they are never actually
geometrie but wsnally organie hoth in name and in shape, 10 s no accident that much

of his soul up].lrum hr-t lhl shgpe of fhe egg, which is sculpturally speaking,
aayuggenheimeortecTion
e are e m ¥ mrmlmm upon the egg,

The courage and simplicity of Braneusis forms aud the honesty of his patient,

subtle oruftsmanship have influenced o host of younger seulptors, among them sueh
men as Arp and Moore,

Averen H. Barn, Jn.

Cubism and Abstract Avt, The Wuseun of Maodern App, 1936
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Pablo Picasso

Spanish painter, dranghtsan, sealptor, constractivist, designer for theatre, Bore Mafaga,
Spuim, N, Studied Sarcelona, JTE95, and Madrid, TR, fenlintie portentis wied sl ife,
Hs-1000 . Pacis 1900, fnfluence of Toulowse Lauteec, B Greco, Van Gogh, Pathetic-seniiurcital
period, TRITA5, (" Mlue”™ perfod, 19024008 ; “Rose” period, 190506, ofuence of Negro wcilps
tare, PONOT, Tewling, ieith influeoce of Cézunne and colfaborntion of Brague, to beginmings of
Cubiin, 190708, Avalytical Cubisn, IOUELE (Fucer Culizm, T906-10,) First Gubist acolp.
ture, DO Collage, 190204, grewtly infuenced Dadafsts. Syathetic Culdam, ajter 1913, Neo-
clussic portraits mind figares begin 1905, prodaninate 191023 (“Colosiel” phase, 1919.22).

Tealy, 19)7. Settings for Hfﬂg.l'n'.frﬂ Huj{ﬂln Baltets: Parade, T2 Lo Tricore, 1919 Paileimella,

QEVEUaEENhEIM COLLECTION

bt % Y period Lo = 1025 i Dinard, 1928; Metamorphoses, 1929, Sleeping Women,
132, Nearomntle Goaefe, TOLL Stiree 1928 bis alsi wworked on eonstructions il M'H-r.f-'ff""-
Was pery interesied in the Spanish Civil War and poinged Guernica for the Pavillion of il
Spamish Loyalist Government at the Poris Exposition 1937 Uil the fall of Franee wus stilf
aeengied with the sanie problems, Lives fn Paris.

THE POET

50 =51 Inches 0§l 1911

LACERBA
23 x Ml inches J..IIIIIII."'I Call: 1014

STILL LIFE
611G x 30% inches (61 1921

L'ATELIER
106 x O fnchies Ol 19728

Also see purge 156
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Some thoughts and savings of Picasso while hanging an exhibition of his
puintings: A good picture, sureounded by bad pictures, hecomes bud. A bad picture,
surrounded by bad ones, improves till it eventoally beeomes good.

Some one asked me how | was going to arcange this exhibition, *Badly,” 1 veplied.
An exhibition is like a prichuries the areangement, good or bad, comes 1o thiet =anne lhing
in the end, What matters i= that there should be wocevtain method in the ideas, When
this exists, it is like quarrelsome couples — everything arranges iself in the end.
How often when about 1o put bloe on canvas 1 founed T had run ont of that color, Well,
I got hold of some ved and put that on instead, Such is the vanity of the intellect!
Afver all, it all comes down 1o oneself, The ego is o sun with o thousand rays o the
belly of man. Nothing elso is of any importanee, This is the only reison, for instanee,
that Matisse is Matisse, He has this sun inside his belly, This is also why somothing
happens now wnd then.

Puinting pictures is o way of writing one’s diary,

A painter who sees, os | do Im!u}-. o of his old pictures come baek, has the feeling
hee s saeeing u prodigal son coming home again elad i o golden shir,

Chie always paints pictures as prinees make their chililven — with shepherdesses,
O pever paints the porteait of the Parthenon: one never paints a Louis XY arm:
chair, Oune paints pictures with a southem shanty, o package of tobacea, or an

S old chiir, 7= .
Pegay GuagenheimcorLecTion:

Telephone conversation between Picosso and a jonrnalise:
*What do vou think about negro art, M. Picasso?™
#. .. Never heard of it."”

40




REOLLECT ION
= B

-

LONE\

Picusso: Lacerha, 1914
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< Wassily Kandinsky

Reussinn Abstenct § prefers to e called Congreted pairter and thearisr. Born in Moseow TH6n
Childhaod in Ttoly. Educated in Odessa, Moseow, 1888, Studdied painting i Municl. Paris,
Pk, Inflacieed by Ganguin arnd Van Gogh, Beelin, 1007, Manich, 1905, Fira Abtruct
prainting, 198L P eate Upon the Spivitial in Aet, 1992 Witk Mare founded Dee Blave Reiter,
1912, Rusite, 1014, Tought Woscote Acedemy, 1919, Divecror, Wuseine o) Mietorial Cultnre,
Wascon, abio fedped Jorai other sinsewms theoughount the U 50 80 R0 Projessor; Eniversity
of Masearg, 1920 Foundod Bisvian Acadeniy of Adviistic Scienves, 1921 Beeling 1921, Pro-
Texsor, Bawhaws Weimure aod Pessap, 922328 Five-President, Socioté Avpomvme, 1920 I orked
it Framer sinee P93 Lives {n Newilly sivr Seine.

LANDSCAPE WITH A RED SPOT

30 x 4505 inches (01 1914

COMPOSITION

Pegay Guggenheim coLLegrieme

DOMINANT CURB

Tals £ 49 Inches (1 1936

Henri Roussean said ome diy that bic piotuees were purtionlarly suecessful whon he
B within himsell and very distinetly “the voiee of his depaed wife™,
I likewise adviee my pupils o learn how o think Dot only o paint o pictaee when
they hear the voiee of “their departed wile™,
A vertien | pssoeiated with o horizontal prodoess an almose deamatic sound, The aeate
angle of o trimgle in contact with o civele i no less effective than the inger of God
i contact with e finger of Adam in the painting of Michelangebo,

w. k.

Reflextons sue art absteait, Caliers d'are, 1981
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Randinaky « Landseape with o Red Spor, 1913
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I onee wrotes “Just as we have had, for some time now, a music with words (1 speak
generally ) such as song and opera, and a music without words, purely symphonie
musie or “pure music’, there has also existed for the last twenty-five years, painting
with, and painting without, an olject.”

Too much importance, in my opinion, his been given 1o the question of form, And
1 udd, “in prineiple, there exists no question of form". (See my article: “On the
Chuestion of Form™, Der Bloue Reiter, Munich, 1912}

No, vou must not believe thit Abstract painting {which I prefer 1o vall concrete) is
a sort of musie o painting. Each art has its own means of expression { Torm ) and an
exact translation from one art into another is — fortunately impossible,

What I would like understood is that the method of Tistening to o work of “pure”
muzie is identical to that of seeing o work of “conerete’™ painting,

Wordless musieal composition presents a purely musical world — without any liter-
ary narrative. This narrative (the object) is also absent from a work of pure paint-
ing — it presents a world that is purely pictorial,

To cause the world of pure music to pass into one’s “inner sell™ one has but to open
ane’s ears, To allow the world of painting to penetrate within, to open one’s eyes is
sullicient. The entry shoulil be strictly free with no “philosophical™ barricades by
tween the work and the inner consciousness, In ane word, one must be “raive”,

Pegy GUIGERREITEE L L6eH 0N

Abstracr aud Comerete Art, London Bulleting 1939
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Randinsky s Compaosition, 1922
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Mare Chagall

Russdan poainter and grophic ariist, Born Fitehal. Russie, FET. Stwdied wnder Bokst, fo-
Aumrced By Russion-fewisd fofk enligre. Paris, titin, ihen Heelin and Wosome, Paris sinee

1922 Now: lipes in the [ nited Shotes

FARM REMINISCENCE

Mty x 3304 inches Ol 1911

The litle house of my futher. near the road of Peskowatik; | saw not tllllg LA
verminds e of the geeen bump on the heail of the vabbi, which 1 painted in 1974 o

a potato theown into u barvel of herrings andd soaked in brine, M. C.
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e, £ Paul Klee

Swian ptinter and graphic artist, Born aear Berne, 109, Stwdied i0 Munich, 18081900, faly,
1900, Berme, 190300, Paeds, 1005 Munich, 1906050, Origined menber Der Blaue Heiter,
1912 During o visil to Paris in 1912 e met Pieusso, Professor of Bashous from 1920 10 1926,
Wrate Paedagogisches Skizeenbuch, 1925, Claimed by beeh Duduists and  Sureealisee bui
always kept aloof feam any movesent, Resigned his grafessorafil poad Diisseldorl Acadeniv ajter
the Natiopel Secealisi revoluiton o P33 Dhied, 100 0 Spfizestand,

MALE AND FEMALE PLANT

Ta®inches Watereolor 1921

IN THE

Peqay Guggenheim€at LEETIon

Gily of Mr, Karl Nigrewdorl
FLAT LANDSCAPE

Hox 8 bnedes Gonache 1924

MAGIC GARDEN

161y & 19 jnches  Froseo 1926

H. M. IDYLL
19w 06 dnches  Gomache 1931

OVERCULTIVATED LAND
231_|; X ""_iz il “.nlﬂ l'nllnr wnil l:]ljllj 1945

CHILD OF THE MOUNTAIN
dxl ['l_r fnches 03l on |'|l|ll1'1' (LB

MOUTAIN TRAIN

1105 % B8 beches Water oolor on cloth 193460

RAPACIOUS RED BEAST

16 % 5 inches  Water color an oloth 1938

+7



Khee: Male and Femle Plant, 1921

48



Ilees Magie Garden, 1926




PAUL KLEE, 1924

Upon the fatal slape the ieaveller profits
By the day’s goudwill, sleek and no pebibles,
And the blue eves of love, discovers his season

That wears o ring of big stars on every finger,

The sen hus left its ears upon the beach,

And the ridged sand the scene of 0 perfect erime,

The hunging i harder on the hangmen than the victims
The koives ave signs and the bullets tears,

Pave Ervanp

Pegay Guagenheimcortecrion

He foved o colleet about him small objects of beauty, in twmselves of no impuor
timee — suoh sis: wing,« of hlllrl'l”il‘-. l|1l_'“sl|.| coloredl slognss, 51_n|||;“,r_l|_)uruﬂ|1ﬂl rodils,
misses dmd other growths, These e ronght home Brom his Tonely wanderings about
thee conptey=ide, Merve than conteilnting to his recognition of steuetire and harmony
of color these objeets comained o deeper mewning for bim, Klee onee sabd that he
el his fnnermost self related o all things wnder, an aned abiove this carth,
Jura ano Lyoxen Frisixcen
Personal Recollections of Paul Klee, 1000
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e Glorgio de Chirico

Tralian paiwiter amd writer, Barn i Volo, Greeoe, of Talion pucents,
i Athens, Wanich deademy, and in Musenms o finlv. He lived e Paris e fie .,I'i'r.'hl diape frowi
191l po 1915, where he Lersear Picagzse, -J'fm”lmrur anil Pl Gaillanme, Thi _pwru.l.f from 19l5
to 1924 in Rome and Florence i kiosen ge Pitture Metafisica, Wi early works, 1900 to 1915,
were grewily wdmired by Apollineéice and foter by Dadoises ond Surrealists, whom he grealy
inspired. In fuct, Swereafism s derived from lim and Max Ernst, Designed ballet Te Bal in
192 Sence 1926 has renouneed all iy Jovmer sevle amid become reaetionary, Nas beconie o
academte painter. Living in Italy.

THE ROSE TOWER

-4-”":_— inchis x 2"”.: irlrhv.- ihl 1213

THE DREAM OF THE POET

158 x 35 inches 05 1015

THE GENTLE AFTERNOON
20 ox 25 iches (HD 191G

Thi Rose Tower

57




e

To beeome truly immontal & work of art st escape all buman limits: logic amd
common sense will only interfere, Bul onee these barriers are broken it will enter
the regions of childhood vision and dream, Profousd stateménts must be drawn by
tie artist from the most secrel vovesses of his heing: there, wo murmuring torrenl,
o bivdsong, no rustle of leaves can disteact him.

What | hear i= valuelesss only what 1 see is living, and when [ elisse my eves my
vision is even more powerful,

It is most jmportant that we should rid art of all that it has contained of “recog-

misable matter™ w date, all famitiar cubjecet matter, all teaditional ideas, all popular

symilols must be banished forthwith,. More important still, we mst hold enormons
faith in ourselvess it is edsentinl that the revelations we receive, the conception of
an image which embraees o certain thing, which has no sense in itself, which has no
-.ul]ju*:q_ wlhiich s “absolutely nothing™ from the logical point of view, 1 repeat,
it s pezenitial that sueh o eevelation or eoneeption should speak so strongly in s,
evoke sucl agony or jov, that we feel compelled o paint, compelled by an impulse
aven more wegent tha the gy desperation which drivies o man o learing a piese
of bread Bike o savage beast.

1 remember one vivid winter's doy ot Versailles. Silenee and calm reigned sopreme.
Everything goeed v me with mysterions, questioning eves. And then 1 realized that
every cornggm e paluce, every oflummn, gvery window possessed o spirit, an im-
a@y- G ueaenhGiMEoLLEET 1@ N

Pt the frocen v Mt winder sun which pours down on us “without love™

like porfect song. & bied was warbiling in oo window eage, At thar momen 1 grew
aware of (e myslery whiich Hrges imen Too ereile veriain slrange forms. Al the
ercilion appenred more exteaordinary than the erealors.
.tri'l'lliljlL Ihl" st ||||Hi1i-"ﬂ "."""‘El.li"“ rll'““‘.l‘lt on o s I:} ]fn"lll‘-tlll'il"' Truin i“ HH“ II‘
presentinent. It will always continne, We might consider i1 ns an eternal prool of
the sevationality of the woiverse, Oviginal man most bove wandersd theongh o world
Tull of wncanny signs=. He must hive teembled at cach step,
om0 Caienio
Myateryv aind Croation, Lowdon Bulletin, Corolor, 1938



Pegqy S8l | 7o

Clidebea:s The Peeaim (1] il Poed, 1915
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Liet Mondrian

R

Dl Irml'ir.fl.-r. Baorp .'inn-rxlfrlﬂ.lrf. HNolland, 1872, Steied Amatereim .-f.-.-a.-a'qm:;_ fr 1814} in
Paris zrrw:f_-; ull_feﬂﬁf By Cnubists, In 19014 Irlllﬂ'lnllﬂ!‘ with Fun “m'-ii'ﬂfﬂ the de 3““!" ol fr funf
which he was the foremout painter) and diveeted the de Stjl rediew. Plus and Minus perisd,
1914-17. First purely abstraet painting in 1997, Founder of Neo-Plasticism in 1920, Member
Abstraction-eréation group in Paris, 1932, Lived in Pacis wntil 1938, then in London. Now
living in New York.

SCAFFOLD

Peagy Guggenheim covreoFon

OCEAN
49 x 35 dnches  Drawing 1914

COMPOSITION
A0 x 41 inches Ol 1939

In the vital nwﬁfj of the abstract, the new man has gone |u':t'4.r||.l| the sensations of
jov, ravishment, pain, horeor, ete. Constantly moved by beauty, these censations have
EM_'[,'l'l Irl”‘i“l"l .I”.II 1!!’11“'“11:, ’III“"' LD IFE TR Ili.i.‘\ ﬂ['l!;ﬂ'!"r Ak tll'r‘|rt‘:l‘ '!'i."i“ll ”[ "f'lllii'“l
reality.
Things are beautiful or ugly only in time amd space. The vision of the new man has
libwerated itsell from these two principles and all is united in o single beauty,
B. M.
Lo Néo-Plasticisme, 1920
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Mussnelrian s Lot prasition, 1939
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Marcel Duchamp

French painter, Cubist, Dhadaiss, avtist and anftaedist, Bovn Blainville {Seine Infiefenne ),
France, 1WAT, Beother of Jaciues Vitlan and Raviowd Buchomp-Villen, toined Cobest gronp
i T2 Nude Descending o Stalrease, 1912, cansed groal evcilement, the next vear, ol the
Armory Show, New York. 1913, preoccupiod with estheties of machinery. Fiest “rendvinade”
ofipectn, 914, Goremi oM oSl ion i painted g.llrl.m Wik !"r1r|'||||n| Bare IJ) Her Bachelors, 1915
Fa2d, Influeticed Dada rovement, TG0 1917, New York, Abandaned poiuting in the early
tieentfes for chess, Founded Société Anonyvime with Katherine Deefer, 1920, Lived in Pavis,
nwhere b wis wseciated with Surrealise movement, Wos fending spivlt of Sureeafist exhilition
i Paris, 1938, For the last several years oecupied sith regeoducing very origina documenia.
Fioiy af finx wnrks, YVooe on Ny i wy o Anrerie,

Pegay Guggenheimcotrtecrion

B

SAD YOLNG MAN IN A TRAIN

25%% % P ioehws 6l oo cardboard 1972
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Peqqy Gu

I wish to stute in the first place that.eao..
PR et b b S o A

EEEN s EEREEIEEREEEEIIEEAEEAEEREEAEEAEEARSAEsSEEEEEd

sansssnrensnssssasssnabhitl hee is the first in the
world, and notably superior...eesenenen..
B O B BB R D
We approve beforehand.. i
cassssanssenaseanssatliich he commandsa e
e R e e e S TR e
We are convinted thite s
suvarnnnsasnanaranssnasasinspived by the highest
miotives,

We will therefore voluntari-
¥ iesnssrnssnronssansrsmsnarnsnnsnrsnissrnrapanass
[RAERARRSIPRT | |1 15[} 1 | PO
R B R N S W S TS R A B R

Of which he iq thecefgre totally innocent
ggenhelincott

ClEE

i both infinite joy and despiiroe e,
B Sl R S T |
e e I B P e e
compelled as we are 1o rumble on abowt
PhYSiORNOMY seisesssrnmnsnsssssapanannsarsnanrs
N NN B S B S RN R A N A
A R AR A R Y RN AN AT
vssnssssssassesdl Wits at feat of strengihesssees

BEA A EEERN R R R SRR R AR R R EE AR R RE R

comrades of Phvoanee as father Ul used

I3 MUV asnssnrsannassnanansnasnnsnnsnssunnnsmananess
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But take care!
M. D

Sturcensure, Sovons sériewy, UUsoge de fa

Parale, 1030,

Vadise vonfaining mindature reprodmctions of
the eamiplete works of Marcel Duchiemp, 9000



e Francis Picabia

,\Pi.muﬁ HERTEE, illuatearion, editar, Born, Pares, THTH, Fr.-rprr.u.m—r.lr'.tr al fead then, 1910, Cubia,
Exhibited 1oith Section V00, 1012 With Duchamp, De Layns and Man Koy, foemed Dudpest
group in New York, 197, detive as Duddaist, Bureefona, Saeiol amd faris, Seltrags fer Sqed.
ish bubler Weliche, 1924, Lives in south of Franee,

VERY RARE PICTURE UPON EARTH

B30 & 7 inches  Painting on womd 1915

INFANT CARBURATOR

S v X -I"J‘!_-:- inches I'n,'::lﬁll.j; aii wemnl 1916

At is a pharmacentical produet for imbeciles,
Al beliefs are bald aleas.
Teeth come 1o the Byes like tears,

Francas Proamia:

Peqay Guggenheiméoiiicrion

LUNDER HER LITTLE PANTS

The tnternal and the external are like a form of tectare. One might compare solitude
to the stow failing of an oil lonp, Thus Goethe summarizes my works rellection and
slow: motion, in the center a Ledy and o Gentlerman who never go to bed together
when they are alone,

Paoliteness is the apposite of the picturesque, the picturesgue is the opposite of ar,
art is the opposzite of life, life is the apposite of Goul, Souvenivs ave melancholy il

the moon <miles ot me,

PP
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Picalia: Fery Rore Picture Upon Earth, 1915

o/



le = Georges Brague

French puinter. Born in Argestenil in 1882, He studiod in Le Havee amd in 1904 i Paris at
the Académie Julian, Abous 190507 he joined the Fauves, Then founded in D908 the Cubist
movement with Pleasso, f_k,ugn: Ih.-.r Balless inelide Les Facheos, F9248: ?-i.-’[ﬂl}'r et Flare, 1926,
Lives in France.

THE WALTZ
250 x 35 inches  Oval 0§l 1912

PegayGuggenheinrcorreeTion

The limitation of the means employed gives the style. produces the new form and
stimulates creation.

The limitation of the means is often the reason for the charm and power of primary
painting. On the other hand, the extension of the means bring= about the varions forms
of decadent art.

New means, new subijects,

The subject is not the objeet but a wew onity. the lyricism that projects beyond the
means l.'m].lluju'ﬂ!.

A painter thinks in form and eolor.

The aim of painting i not o reconstruet an anecdotal fret but to construet 4 pictorial
fact.

Painting i= a method of representation,

Do not imitate what you wizh o ereate.

The aspect cannot be imitated : the aspeet is the result,

To be a pure imitation painting must disvegard the aspeet,

To paint from nature is to improvise.
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Pe

Onie should beware of 5 formuls “of all work™ adapted 1o interpret othor arts as well
o= reality which instead of creating swould anly produce a simgle style or rather o
“sty lization™,

The arts which commuand attention by theiv purity have nover beenarts “ol all work™,
This we learn from Greek art ond it= decadence,

The senses deform. The spirit forms. Work to pecfeet the spirit. The only cortiinty livs
i thint conceived by the <piril,

A painter wishing to creule o civele would only suceesd in making something vound.
The uspect might satisfy him but he would have doubts, A compass would give him
back i< seise of centainty, The collages in my deawings hive also given me o kind
of certainty.

The trompe Poeil iz an “anccdotal chanee’ which assorts itsell by the simplicity of
the fucts,

Collages, imitation wood and other elements of this nature which 1 have employed
i certain deawings also assert themselves by the simplicity of the faors amd this is
why they have been miseanstroed for the gromgpe Uovif, though they wre exactly the
opposite, These are also simple facts but created by thie mind and ave one of the

justifications for a new representation in space,
Nolility proceeds from the emotional content.

Fniotion -]Gnn[ b interprited hl eimotisnal trembling. Emotion cannot be added

iU Q@ @@l oLl BEA QN

! Imlu-u- in the law that serves o corvect the emotions.
GrORGES Brague
Nowd-Sed, Revie Litieraire
No. 1 Docnmber, 1917



B Raymond Duchamp-Villon

Freneh senlptor, Born Dawcifle (Ewred, 1076, Brother of Maresl Druchaimp wnd Jageies
Fitlow, Tnfuenced by Kodin, then by Cubists, Created ot i proetand Cbist sendptere, 1912,

Praject for Cubis howse, 1012, Gazsed in war, 19016, fied in 1918

The work of art 1o be .|ru»rr=|nlr-h--|f shaveled be g bond hetween the external anmd the
|':',;1r:1r|-| o mautial |\I'III'11|1HHI| of the one by the other, (It can o ||_||rl~,;r-r he the olject
itsell, mor can it bee the Ego exelusively, it most be oo creeation. )

Chve might almost sy that the cealptor gradonlly persundes an immaterial coneep

tion to descend to earth Gl e Goally ervstallizes il pnainer, R, DY

THE HORSE

17 inehes ligh  Bronee 1914

o5



-1 Kobert Delannay

French paintir. Borg Paeis, TS, fis St Séverin seeies of painiings was execated fn T,
Wirs fhen asseciadied aith the Cubiad Flg g JUFE ”;p:rn':r ar Sisanltineiat prrl-mﬂ'. Jars
Basigns for baller Cleopatra, 1978 Dedirated Palais die by Découverts o Paris Exposition,
087, Lives fr Pariy and Seine et Ocse, sohere be tonghs picinting. Comtinged Abstract paimiing
|.I.IHH .rrr' Jﬁl'rﬂ I dh' mrrl.hl.l n-j .“'rmrw‘. H" ”

EIFFEL TOWER
A6 x 49 inches 6l 1910

Peaay GuagenheimcorLecy e

WINDOWS

1704 x 210 inches  oval OF 1913

i
Sinen color alone gonerates motion, we are no longer concerned, Trom the plastic
povint ol view, with the geometey of space, which is vel another representation of o
Fgemration ealled geometrie, bt with an entively new function of e itellect steipped
il vhd of the ol oligective representation which can e clussificd Jllqlllp. with still

“H'I- |||||'I "Il'l inOnsdipes, H. I.}.

fala)



Peqdil RRINSIAMOLLECTION

Deloveneny 2 Disks, 1912
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Fermmd Leger

French painger. Born Avgentan, Nermondy, TRE1 Poris, TR98, Siwdied with Gérdme and
Coabried Ffrls, P03, Reasction u'll_{ﬂr'ir.l! fnrpr!.ssl'mu_.mr. TN, ander Frlf]'m’ﬂr.f irf fewrd Roues-
sewtr, Alfied with Cabise miovanent, 1900-14. Dvnamic Culism influenced by srachine esthefes,
D720, Monpmentnl feees, 1920.28, Allied seith L'Effort Moderne of Léonee Rosenterg wof
with Purism of feannerer and Qzenfont. Designa for Sieedish Batfer, 1923 Film Ballet Mécan-
TlluE_ 1924, Mosaics seen rfurl-.l'rs l'rip dix ff'irfj', 1923 Jedl 100 siaatic ;HH J'r-,faf crr.lnprlu‘.‘l:rm] mul’ .hrh‘
Colt of the Object. Lived in Paris. Nows in New York, where he conducts bis ot sehool,

MEN IN THE TOWN

Peggy Guggenheim cetteeTion

I my zearch for brillianey and iensity 1 made use of the machine as other artisis

have happened o employ the nude body or still Tives ... 1 never amused myvself

mp}'ing a machine, 1 invent imagﬁ of muchines as others, with their illlugilmliim.

have invented landscapes, The mechanieal ¢lement in my work = not o prejudice nor
an attitude, but & means of giving o sensation of force and power,

F. L.

Propos d artistes, 1925
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Juan Gris

Sparsiah. poceter aod illustrator, Bora Madeid, 1887, School of Aris and Seiences, Wodveid, il
1, Parey, 1906, Influenced by Cabfan, P00, Exhilind, Independents, 1912, At Cerer seith
Pivassa, 1913, Designs for three Ballees, 1926, Warked fn Paris, sgofiere fie dfed in 1927,

[ consider that the architectural aEpeel ol ||ni|i|1t|'||§_Ir is muuthematics, the aletret
l"] aspeet. III F®ish to humanize. OF ihulllv.l‘ﬂéz.‘tnnc mmlu: il oy |1'IIJ£|'.EIu‘l"h“lldt'r.
-cQ Q?’ UQ] geitnei O buldn & TN
ol of t|r|uirlMt- MMt is w by | eompoze with abstractions {colars) anid when
these colors become aljects [ make adjustients, For fnstamee, | eompese with a black
andd with a white and [ make .11|jl:.-l mienit=s when the white has become o piﬁ'u wf paper
and the black a shadow. I mean to =ay that 1 U{liu.‘l the white <o that it becomes o
picce of paper and the black so that it beeomes a shadow,

J.G.

THE BOTTLE OF MARTINIQUE RUM
18 x 24 inchies Pa]ﬁr’tﬁn"é [RLIR
Gife of Mre. Chiarles Evereit MeKinley, Jr.
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ml Alevander Archipenko

Ruasian .u.l"'lg-.u amed leweghiamen, e was bora (e Kfee, 1887, and atuelied there from 1902
untid 105, Ju 1005 went to Moscow wehere he stoved until 1908, He bocanie associeted with
Cubisi painters in Pards in P3R5, éxecuted his first Cubist sealpture in 911, Ne then wene 1o
Yiee during the war, fo Berlin in 1921 wod aeeived in the United States i 1923, Livlag now i

Vew York where he s comducting fis oen art school,

BOXING

Al inches high  Soulpluee 193

wad

Peaay Gugget

Archipentura &= the art of painting on the canvas the true action and not merely the

immovable image (o snapshot like that of the Koduk) of o moment given by
movements=,

A, A

Cutalogue of Exhibition and Deseription of Avehipewtiura, 1928
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'z =& Albert Gleizes

French painter and theorist. Born Paris, 1081, Apprentical te father, imafpadrinl deapgfisnem,
Farly work, bnpressioniss, Joined Cubistx in 1900, With Metzinger weote Du Cobsisme, P92,
fodlomwed by varions other booka on Culiism. New York, 1915, Developed dbstraci Aed baged
on Cobism, 191520, Lives in youth of France.

WOMAN WITH ANIMALS

b ox TG ehes OHD 1904

A painting should not imitate, Let it be the trustwarthy presentation of its reason for
existenee. We would be guilty of bad taste to deplore the absence of these things,
flower, countevside or faee, of which it vould be no more than the relection. Let us
admit, nonetheless, that the reminiseence of actual shapes should not, in these getual
times at least, be alsolutely prohibited. An art is not raised, at ficst attempt, o the
point of pure effusion,
A G.
Dy Crabrisnie, 1912

Pegay Guggenheimcoltecrion

Louis Marcoussis

Palish pm'.ll{q_': amd etcher. Bore W arsae, 1883; Warsan deadémy, 19T, Pateis stuelier o f.-l:‘_l‘fhl'”'.
1903, Joined Cubise groug in 1900, Sigee then painted in voviows styles. Lived 0 Paris.
ﬂl‘n‘_‘.:l' i T,

THE FREQUEMNTER
I x 63 i|1|'F|1':'- L L]

What magic correspondence between the cadence 6.5 of the elegy and a painting
unfolding &= a wreathz between the concordance 4-1-3-3 of the sonnet and a mor
centralized composition where the break corresponds 1o the new rhymes of the

triplets.
L M.
Correspondence, Sélection, 1920
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Pegay Guggen)iiny

Gsleiwes: W aman with Animals, 1914
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Marcoussis: The Freguenter, 1920
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Henri Lanrens

Fremeh sewlpror. Born Paris, 185, Sellaanghe, Tnirodneed 1o Cubism by |'p'.'.-|||'.'u_ Tall, Firs
Cubist sewlprire in ploster in P12, dn dran, 191504, Polvelirome Cubiist constraciions fn womd
and medal, 191518, Cobist senlprure dnd ol yohrone bagoreliefs, 01620, Lives fn Paris.

MAN WITH CLARINET

25 jnches high  Stope --Ir||~|III|- 1434

I believe o work of art =hould .IJn'I'?‘.l.r'r'l' it Light andl not boreow 1. 18 i= the 1'\|||4--ni|1||

of the human rgllrr.l'”l. of the artist.
. L.

Bulletin de la e Artisitepene, Jeag

Pie



Jacques Lipchitz

Polish sewlproe. Born Folish: Livhwanio, 19 Parcs, P00 Tafluenced by Culiises, 19430014,
amid by Negro senlpture. First open h'Jl.f.]’-Hrr-' af betsbed sl bronse sirips, TOET, Lived iear

Paris: now in New York

SEATED PIERROT
|.'t|i_- inehies h:igh Tl 1021

Pegay Gugge

L

I was =ad till the duy Providence inspired me with things “aserinl and transparent
which can be seen and move us emotionally from all sides simultaneously.”

1 Hoat a]ung with that heavier than air u.mtra]ntimh o wik: H!III[IlLl:I'(‘.
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1oy Jacques Villon

French lruJ.l'.ln!q‘r. eRgrirer. Born Dawineddle § Ewee), 1875 .F‘.r“'.'., 1od. Firsy Cutiise werks, 1972
Exlribites Sextion VO, 19121013, Color cRgraring

'.‘I migwlEri If.r:r'nrr.lli.;.'.. eelifeil Ill_'u ﬂrr.ln’.uu‘m

Fewre, 1920029, Continnes to paint Gulist amd Ahsirees com positions. Lives fn Paris.

SPACES

354, x Ainches  (HL 1920

Creation and abstraction are the logical outeome of the suceessive renunciations
which have stripped painting of all that &= docwmentary, atiliterian, liekspittle,
:-itll.'i'.lj.. (] TR

How difficielt mot 1o regret these renuneiations,

J. V.

Abhstraction-eréation, 932




Amedee Ozenfant

~ o~
- k-

ter, theoriat, efftor, Born Swint-Chgentin (Dine ), France, 1O, Stedfed wivh Cotrd

French pa

amid S, E. Blancle, Knew Segonzte aitd Lo Fresnaye, Founded L'Elan, 1915, Fith Lo Corbusier

Tempmered ) Jounided Pordsin, 1908 weate Apros Te Colibsme, TOTE, el furoeded LI Esprit Noue
venin, 1ML Began b afasdon Parian ¢ 1925, 1930 irore ArL, _|"-II"-|'-'\-."H"|'. Ve Vork, T4, aa
Fouicd it s of Modern Avt, §omdactend aed sefooad i Pards, London and powe o New York

PURIST STILL LIFE

W a3 LG fnches D81 193N)

The artist no longer serves Goed bt b ie o poet, o magician. . . . Heligion is made to
saften death, art to make us forget it The mark of the Lifebmoy that saves us s of no

i parbanee, AL

Peqay G REIRERS | O
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K Ml Glacomo Balla

Nalion puimter. Bore Turin, 1871 Owe of the five originel memiboes of the Ttalinn Futurist
gfllﬂ'.ﬂ, lfl'll'l‘]lil"f’ I‘ﬂ ”r'”nl. :.f-r.'l'ﬁ (1] RJJN"‘.

AUTOMOBILE AND NOISE
271 % 1 inches Ol 1912

g0




- ] Gino Severini
.

Italinn painter, Beor Corfoma, 1885 Ronve, 1901, Met Bocedoni ared fulfa, Paris, 1906, Mer

Vadigliani and Max Jacol, Ctne of the five origingd Fadurise Hilion ptuters, [900-0915, Laver

srned g0 Cubisn and Neo-Glagiviom, Tn 1923 relapsed into Catholiotan  and aecarred

churehes with frescoes. Now an academiin painter fiviog &n Milan,

:
Peqay LECTION

SEA DANCER
31 % 384 inches Qi 1904
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1. Kasimir Malevich

Rossion painter and thearise. Born Kiee, 1078, Paiuted in the Fauve wannee, Wosean, 190810,
Influcrced by Culism, . 1910-13. Foumier of Suprematie movemeni, Moscon, 1915, Firs
semi-architeciural drawimgs, 1915, He war the fiest areise fir the world 10 micke ise of geo:
wietricul forms (us enrly ox T914) in poiniing, preceding Kandinsky by obour seven yeurs.
White on White, J911. Professor, Woseme Academy after the Recolution, Leningrod dvadeny,
e P92, Uneil death tn Lenimprad, 1933,

SUPREMATIST COMPOSITION

Peqay Guggenheimcolieerion

| eomeeive Suprematism as the supremacy of pure sensilivity in erealive arl

When | Hed 1o the form of the square in P desperstely struggling o free ant

From the ballast of ohjectivity and exhibited & picture that represented nothing but

a blaek square in o white field, eritics and with them =ociety. monned: “Evervthing

that we loved b= lost, We are in a desert. .. before us is o blak sepuare on i while

ground.”

But the gratifving feeling of the lberating nen-abijeetivity lore me away into that

“desert”, where nothing but sensitivity i< setuality. And so this sen=tivity hecame

the content of my life.

It was not an empty sqoate that 1 bad exhibited, but the sensilivity of non-objectivity,
K. M.

2
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El Lissitzky

Russinn painter, Constructivist, architect, editor, Also book deésfgner und interfor decorator,
forn Smolensk, Russin, 130, Technical Sehool, Darpstnde, 190010, fnfluenced by Walerich’s
Suprematism, 1919, Professor, Woseme Clefe Arr School, 1921, Editor Yesch-Gegenstand.
Object, Merlin, 1922, W0ith Van Deesburg amf Mids van der Nede, 192223 4 B C acith Mo
Stam amnd . Witiwer, Switzeclond, 1923.23, Tresigred ;{:Hrn' for Abstract Art, Hanover
Masewm, 1925, Calfed hiv compositions Prouns, tranation befween painting tnd arehiteclure.

Lives in Woscow,

Peagy Guggenheimcoliecrion

COMPOSITION

19 % 31 inches il 1021

L‘l’l.'illl‘ LII:I_IFI‘EI.- .tll!! |J.'I.i.|'l| -'nrn;lnlrn {l!ll'lll-'\-llltl.'llll'l"l- “.'Ili.l'll ruh-urrnhhr ulljl‘l.'!.t ]LIII [Tl IJI'

recognized as imaginacy at a glanee,
E. L.
Jabbueh der Tungen Kungt, 1924
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e Cheo Van Doesburg

Fawily-neme, Kdpper, also cellod fivesel | Bonset. Huteli paditer, archijeet, theoriss, &ditor,
Born Uivecfie, FE33, Painved in: Hallamd, Self-panght, fn Levden, 1917, he Jownded the de Sijl
mvageniend anad gazine, His getivities extended well aver estern Europe: W einar { Buhans }
med Hevlim, 1924 Parts, [920L20; Strasslarrg, 1926.28: Paris, 1928-31, Koew anid influereed
Erropius, Mics vun der Rohe, Le Corbusioe, He died ot Daives, Switzerland i 1931

Peqay GuggenheimcoLLegrion

23 x $714 dnches 081 190B

COUNTER COMPOSITION
TG x 1986 jnches OO0l 1028

The evolution of modern art i the divection of the alstraet and universal, by

eliminating all that is extermal and individual, has made possible, through o common

effort and conception, the realization of a collective sivle which, rising above the

personal and the national, very realistically and specifically expresses beauty's
bighest, l]t‘l"l.'ll‘-"d e most general needs,

T-¥. L

Classique-Barogue-Moderne, 1920

8o



m MIMCOLLECTION

Van Dhowslinrgs o position, 1918
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Ewl Georges Vantongerloo

Beleian Alareaey [ieler, & .-n':'..'n-.- architecd wimd iheoriad, Bors Aufaer o JUBG, Antwerp oo

Rewasels acadlermies, (rpgioal of de 5601 growp, 1997228, Adetive 0 Abstractions-crention N,

Furis, 193235, Lives in Paris

COLLECTION

VOLUME CONSTRUCTION

I3 inches Jigh |.[_|.1.-| LR

L. OF all lines the steaight lends itsell the least to sham (shom aature, physical
shan. mechonical sham. dyoamic sham, ete. ).
2. The H'l!.qll;.',ul.ll ;||.||:u' offers the ||i|.1|||'-[ nuniber ol =|4|“.1'|.|1- raliog and exeludes
thee =hum.
A, The borizontal amd vestical Jravsilacen i= the most construetive,

GV,

| hatraet top-crdmtion, [9532

&8



Antoine Pevsner

Nuasinn Constrngtivist, Bare Orel, 15806, Art school, Kiev, 1907, 5t Pelerstmrg, 1911, Viistied
Paciv, 1911, Paris, 190304, influenced by Cubism. Russie, ther Norivay, 190, anith frather
Gabo, Masear, 1917, tanght Comstepetivinn at deadessy, With Gube weote monifests of
Constructivism, Realistie Manifesto, 1920, Sl closed 1021, Berlin, 1922, Paris, T923.
Besigned baller Ly Choite wdth Gabo, 1927, Lives in Paris,

CONSTRUCTION
2445 x 2310 inches  Constroction 1027
RELIEF

1445 inches high  Construction 1934

SURFACE DEVELOPINGTA TANGENCY WITH A LEFT CURVE

20 dnchies high  Construction 193839

Peqay GuggenheimcorLecTion

Nanm Gabo

Bussian Consiraciivist, designer for the theatrs. Born Bryonsk, Russii, 1890, University of
Wenich, 1900 bater feefinical sehool, whiere fee stuilied mathenaiies aud model conateueiton.
Chieistiania {Osta), Norway, 101817, First consteuctions, 1915, Rewrned to Mowow with
Bix brother Antaine Pevsner after the Revolwstor, 1917, Realistie Munifesto of emnatriretivisen,
1920, Left Moscow for Berling 1920, Bestana for baflet La Chatte, 1927, Lives in Cormeatl,
England, Previowsty Parte and Londos.

MODEL FOR FOUNTAIN

Congtruction 1424

KINETIC CONSTRUCTION

Constraction 19340

89




Pevener: Surfare Developing o Tangeney with o Left Cureve, 195839

00
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Gabwe Maaled Jor Fontain, 1920
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-l cesar Domela- Nieuwenhuis

Thuteh Construetivis, painder, Boeri dwosterdom, TWN), Studied painting in Heefin, 1021,
Livaad i Swizserbinad from 1922 bo 1928 and i Pariv in 1925, Iy Awsterdom, 19027, he
becane member of the de Stjl gronp, Way inflaenced by Mondrinn, Beelin, 1927353, A pplied
prineiples of Neo-Plusifeism to interior decoration wid promters, NeeePlasticin constretion
fen wvetal amd braxs. Was fnfusaced by Pevsner and Gabo, In Parts since 1930

Neither painting nor seolpture, but a new mueal decoration, which is the outeime of
the substitution of veal mateials for pictorial means This is the logieal vesult of the
esthetic canomization of materials, |-lr|||-'l'|‘_-' considired 'lIIIHLII', such uz HLI“. iron,
collloid and s forth.

ANATOLE JAKOVSKY

On César Domela-Nivwwenhwis: Colifors 1 Are, 1034

Pegay Guggenheimcoc

COMPOSITION ON A ROUND BASE

Iox 41 nebes Constraction 19360

22



Ben Nicholson

English painter amd sewdptor. Born 194 ar frenham, Son af English artist, Sir William
Niehotson, K. A. Stidied in Lovdos, Toors, Mitune, aed Americn. Padated wnder influence of
Hraque. Turned to carved geonetrical reliefs, 1935, Mensbier af Unit One, 1933, the Absirae-
fiopenreation growp, 193334, the Seven and Five Soelety, 192536, Livwd i London, wow
in Cornwall,

“Relism™ hne been abandonod in the seavel for veality; the “principal objective”
of abstract ant is precisely this reality, . . . “Painting”™ and “religious experience”
are the same thing. = a question of the |P.',:|'|J-l‘.|u.ll1. metion of a right iden!

B. N.
Cirele, 1937

Peggy Gt

RELIEF
A3y LG dmehes Woed 1035

o3
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= Vordemberge-Gildewart

Cevrnion puinder, Nor Ehnabeael, B0, Edueatod ar Hawever, Since 1018 Absiroe frtinier,

Fouendead the "R growp at anover, 121, Lives in Wolland,

Ohiar st erepte ||1. |||.i|j?|l:lu (IR FATERTI T |H.-1||-l|'|1u'|! i the 1|||-||1|-i|.iu-|| Isistswarion thas
b ol mabiee s the inderior liws pectaining to the man whe ereates,

This alleimmadion ol |:|J|||||' surfnves is the bass af ||.|in|1'||F.
G. V.

dhsteactiom-création, [232

Peqay GuggenheimecoLLecTion

L

COMPOSITION

My & 30 dpelies  OHL 1030
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A Jean Hélion

Frewch Abstract painger, theorise, editor, Bpen Couterae (Crme), France, 1904, Stiradied e
cineering, Lisle. Studied architecture, Feole dis Arte Deoratifs, Paris. Wer Forrep-fiarera,
1956, sl tntroduced him b thé work of the Cobiists pnd Mowdrion. Met Fon Dhoesbuery, 19030,
Edited L”An Concret mtth Cardsind, 1930; collaborated seith Sewpliar and Tarros-Garei in
Corcle ot Careé, To Rissie, 1931, detive in Abstraction-création groap, 1930193 Lived 0
dierica until the war, when he returned to Franee to foin the French Army. [Fas taken
pri_u.-n-r.r i the French delet

Perspective is a disease of the eyes, past and future two diseases of clocks. ol age
a dizease of man and the earth i= o bump on the head of space,

ALLT am attempting to do i contained in the lollowing: construct o machine to comb
he expressions of eyes and any ideas that may be thereto attached.

I H.

Aistractionwydation, 932

hetmcoLLecTioN

THE CHIMNEY SWEEP

R .-1.1': inelies Ol 19306

Q5




a . Alevander Calder

Aimeriean :.l.'JrIIrl.frJr,. s arnel E;q;ufhm' 4:|_|f JA,'N.F‘IIH:I?H. Haorn F’hr’n’mfn’p-’u’u in HH9R. He wes
graduated as o mechanicel engineer from the Stevens Initute of Technology in 1919 and
pﬂnu’ﬂf mginrrrr"l.rg l|'|'J-r f-m-r yenrs N Cariees Ifr.l.u'lu:l.. I Newe York, 1923 e sindied ;m:'irh'ng
at the Art Students Levwgue and went to Paris in 1926, Began making wive toys end sealpture,
Cirens in 1927, Joined Abstractionworéation group in 1930, 192 s bis first wire seulprure
showe. Mobiles were sxhibited for the first time in 1932, Lives i Conneditent.

Peagy GuagenheimcotrLecTion
MOBILE

Wire M:||I||I|:|e 1941

How can art be realized?
masses, directions, limited spaces within the great space. the universe . . . none of

theze determine anyvthing
every element able o stir, move, oseillote, come and go in its eelations o other

elements of it universe;
whether it be, not merely o “momentary™ instant but a physical faw of variation

between the events of 1ife
. . abstractions which resemble nothing in life except their manner of reacting.
A. G,

Abstraction-création, 1932

Q6
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Joln Ferren

Priverican Abstract painter, Born Pepdleron, Oregon, 1905, Sehooled i Califorso, U nintored

i oart, W arked o wlpltor and  professional domecarieer dn Sen Frawcison, 192529, 1940,
claiged to paiting iy mafor aetiviy, To Paris, PRILEE Nowe lves oo Newe York, dodng wew |

e utrisdntad word i paiading, |

COMPOSITION

16 % 144 fnches Ol 1937

Mair sie prige 149

Then and now, arch enemies and opposites, good and awflul: inasmuch ps ||||-5.' nre ,
-'-|||||1|'-'||4'r|~1'H+-, all artists By the same very lew 1f|||i;:-. You know them, The in:

comprehonsible affer parlor games, ‘

I. F.

08




[ & Jotn Cunnard

English independent Abstract puinter, Born 1906 ar Samdy, Hedjordshive, of o fincotnsfiire
fumity, Educared wt Churtechmuse, Dexigned teatiles, Formerly jaze-bond toader. Self-taught.
Has exhibited with mony geonps fmluling Lowdon growp. Lives fn Cornerall,

S. P L
A7 % A1 inches (0l 1938

Tunmard's a hot-jaze king. Tonnard's o good cook, Tumnaed’s thee man wha telks ont-

side the porforming feas, Tummard’s o husbind, Tonmaed's @ seream. When you

confront hin with one of the objocts in his glass boxes hie goes all queer and jumps
abont saying “Oh. s just a little idea T had wheo the roof fell in"

Juraax TreveLias

Lowelor HBulletin

9




Hvwa s, = Charles Howard

Tnericon Absiract painter, Born an Califernia, (899, Stacied pedating oo P24 W oarked in
ecorpting studfo fropn 1926 to 1931, Lived in Franee, fiady, Londod ped New' York, IFas
wasiretuded with the London Sureealist growp Detiweers 1000 gad T8, Nas sinee durned Jris

pertereats fonvard s Altraed poiniing. Nowe Ioving i San Froneiseo
PREFIGURATION

P o 1 fpchwes O]l PR

Gilt of Mrs. Charles Evereit MeKinloy, Jr
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Aty

Fronohdrermun port, ﬂl:",t!.ltf}f’ il ;mjnrrr wara bearm i .‘-'rm‘uﬁrug v 1 andd b e ;mi'.’rh'hﬁ:
at Weimar, He wax one of the fousders of the Do moeaanr (i Aurieh, 1006, His eelicfs,
which fe invented abowt 191000 are something betiwceen sculpture and objects, Mo juined
the Surroalists in 1925 in Pacis, but alse considers bimoaodf an dbstroctivia. Lived fo Meadon

awnad §a woee i f.:ﬂl.llr.

GREAT COMPOSITION
27 x &b inches  Collage 1915

OVERTURNED BLUE SHOE WITH TWO HEELS UNDER A BLACK VALLT
A x bl dnehes  Rellel in wood 1925

Peqgy GuggenheimeBi LEER on

Hir ane jlﬂﬂl'

Thee tomgue 15 o good for talking
if vou wish w ik use your feet
rather than your flel Tongue
to talk rather use your navel
Lt the tongue is good
for the knitling of monuments
o play wn ink vielin
1o elean gallooned whiles
and fish for polar root=
Lt above all the tongue is good
11 tluuglv ott of the mouth
anicl et Hoat in the wind.

LA

E'Usage de lo Pavale, 1939

e/




Peqay Guag L-:-l'll’l!ilﬂ cOlE T

Aegrt Eleerteiened Bl Shoe w

§

T

il Tovar Mol Unider o Baek Vanlt, 1925
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: Mavx Ernst
o

Farmer Germang jainter, seulptor, writors born Brahl (nenr Cologae), 1091, Stadied phil:
ggdlplﬁv_ .E,-'uf;.-ru'.!_. of Bann, 190004, N Iq"'.l"ﬂi artialic frafming. W ith Hﬂ'ﬂ'fﬂl"f-r; {f.ll.l'mfﬂf the
Golagne Duda growp in 191820, Feiendship with Srecon and Elward sinee 1920 in Pariy led
fir participation in Surveatist movement, Inventor of Trottage, rublingtechnigue, in painting
and drming. bmvented, xeonted and pabfished sumerons collagenovels with iffusnations
||[u_1|;hn-] Meaded Worpan, Week of Waakness, efe, ). A well s Clerica exed fared gl l‘ﬂﬂll"'-flf.'lf
aper all Surcealise movement, which is derived from them. Desigrod eller Romeo and Juliet
with Miro for Dinghileff in 1926, Lived in France sines 1921, Now in New York,

THE NUMEROUS FAMILY
25 x 3L inches Ol 1026

THE KISS
O x 3005 inches  OF 1927

THE FOREST
SG x 3TV e thes (M1 1928

Peqay Guagenh &t ee e on

VISION
21 2515 dwehes  ORl 10E]

ZOOMORPHIC COUPLE
98 x 05V fnches  OFl 1933

LANDSCAPE EFFECT OF TOUCH
A1 x 300G inches Ol 1934

BARBARIAMNS LOOKING TOWARDS THE WEST
12 x 0L fnches 06l 1025

AEROPLANE TRAP
25 x 21 inches 00l 1936

ENDLESS TOWN
G315 % 300G jnehws  OHI 1937

THE ATTIREMENT OF THE BRIDE
TG x 51 inches  OF 1040

103




SWAMP ANGEL

22 % 5% dneles 05 1oq0

THE STOLEN MIRROR

LG x 25 dncheés 05 41

{iser sve page |49

Eenst: FVision, 1031

104
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Evnste The Attlrenvent of the Beide, 1940
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Man Ray

Imerigan painter, photogeapher, filwnoaker and graphic areise, Born Philadelphio, 1891,
New York, 1097, Exfiitured pointings in Ve Yaork, 1912 Wirh Bucham p, fe Arvers el edfiora
paeticiputed in the Dadaise geowp, New York, 1017, Took wp photography in 1917, Tnvenied
Rayogenph teehpisgue, 1921, amd explored otfier passibilities of photography, especiafly in
pratking (hada and Swervalist compoxttions. Fifma: Le Retonr de ln Raison, 1923 Enok Bakia,
1926 L'Etaile de Mer, 1928 ; Les Mystioes du Chatean de Dé, 1929, Lived in Paris from 192]
to 100 where foe oo assoctated with Dadaisis and Swrrealisis, Lives in Hollywood,

Pegal R EE L ER

Also see page 151

From the Eiffel Tower o the skyserapers of New York the vertical line is a spas-
modie illusion derived from the spirit of gothie aspivation, entively impotent ani
hspaliess.

Watch the wisest of the animals and vou will see that, to move from plaoe 1o place,
they always chonse n horizontal and comfortably aeraadynamic position. The bievels
was the first imvention of man intended 1o compensite for the vertical straightening

IIII rli llll_" ]lllﬂ1;l|i rie,

M. R,
Winotawre, 1938
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Kurt Schwitters

Germaon painter aml writer. Born Hanever, 1887, Realistic fignres of Wurich schoal, 1913,
Tofluence of Ware, 1917 : Kanddinaly, 1905, Fopnded Werzinm, o varicty of Dadaisin, Horover,
1919, Paper volluges. Werz pictures and Mers constructions, mfluenced by Pionzeo, fivenfor
of mew literary fornis. Lived in Hanover. Now in England.

RELIEF MERZBILD

14« 17 inches  Constroction 1915

N - ot s < 1o g EUEF MERZBILD
Peqgy GuggenheliieorleeioN

BLUE IN BLUE
12 % 1% inches Collpge 1929

With aimes and purposes 0 world can e desteoved. T von bave knowledge of what
is possibile and conform 1o i, vou can constrnct o oew world with the débris of
the wld.
There is plenty of material for foundation, The wim schieved i= immaterial,
k. 8
Abstraction-création, 432
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Selwitiers: Relief Meeshild, 1915
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- ndre Masson
- -

Fronch painter, graphic artist and theorist, Born neer Senlis, 190, tafiueaced fiest by Derain,
then Gris. Active purcticipator in Surrcalist movement sinee ity beginning. Desigas for baller,
Les Présages, 1933 and play La Numanee, 1930, Settings for operd Medea, 980, Lives in
Connectienl.

ARMOR
21 % 32 inches Qi 1925

Peqay GuggenheimcotrLecrion

The veal power of o work of imagination, i we disregand the soeprise effect, will
b thee eesult of the three Tollowing conditions:
1. The imtensity of the weditation preceding i,
2 The freshness of the outlook on the exterior world,
A The weeessity of knowing the pictorial means soitable 1o the aet of this age.
i Onee =honld not forger thin the veflection of Delucroix: “a representative work of
att should, abiove all, e o foast for the eves™, still remains trae. )
Does this mean that rellection e instinet or intelligence shonld be given precedenee
aver what is conventionally called inspivation? Not at all. The uneonscions and the
consetons, intadtion od wnderstanding, should work out thelr transmutations in
superaconeionsness, o radiating unity,
A M.
“Peluwdre ost ane gageire”, Les Calitors du Sed, 1941

e
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Joan Miro

Cratalanion priiter. Bern Wontridg near Bareelona, TR03 Stwfimd Evole des BemoxsArts i
Bareefoma, 1907, Gali Acadenw in Bareefoma, 1975, fafluenced by Cubists, Later closely ullied
sith Surrealives, 1925360, Designn for tallets Romee and Jalit itk Mex Ernse dn 1926; Jeox
& Enfants, 1953, Lives in Majoren, Formerly in Framer,

TWO PERSONAGES AND A FLAME
a6 g bbby inches (il 1925
feift af Max Ernst

DUTCH INTERIOR
e x A5%G inches O 1928

Pegay Guggenheim corfeEe e

L

L N R

The play of lines and colors, if it does not lay bare the drama of the ereator. is
nothing more than a bourgeois pastime. The forms expressed by oo individual
attached to society should disclose the activity of a mind wishing to escape fram
present reality. which twday is particalarly ignoble, and seck out new realitivs, offer

ing other men o possibility of elevation
IF we do not attempt to diseover the religions essenes and magic meaning of things,
we will do nothing but add new sources of brutishness w those which are olfered

tenduy to conntless ||1-u[}||-=.
I ML
Cofipers o gre, 1939

12



Miro: Dhareh Interior, 1925

13




Miro: The Seated Woman, 1935-539

174



P lves Canguy

French painter. Born in Paris. 1900, of Breton ancestey, Formerdy officer in the Freach mor-
cuntile morine, I 1926 with ne previows instraetton becnme o Surrealist painter and joimed
the movement in which ke boy been active ever since. Fived i Paris. New York, 193081, Lives
in Conneciicnt.

WITHOUT A TITLE
2204 x 274 nches  Oil 1020

PROMONTORY PALACE
23 % 2 inches il 1930

« THE SUN IN ITS CASKET

Peqgay GuggenhelimeottecT
451G 280 inches  0d] 1939
Gife of Max Ernst

IN OBLIQUE GROUND
28 x 168, inches  O0F 194

If Tanguy's star rises ever higher and higher it is beewuse he s ideally intaet amd
loni=t amd that his nature rejects every kind of compromise. Up to now Tanguy's
painting has revealed little more than his charm. later on it will veveal his secret.
The elements of his painting which gre still impenetrable will be clarified by his
spiritual advancement. These ave the words of @ Linguage which i< <tll unheard ot
which presently will be eead and spoken, 10 will then be eenlized that no language
i= better suited 1o the new commmunication.
Axprg Brevox
“Des tendances les plus récentes de b petntare survéaliste”, Minotaure, 19349
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Kene Magritte

Belgion painfer, Born PR Leading aedist of Srassols Sweveadist geowg, Tas partion pated in

Pawin Mipeeeatisl piopemend

wiene TOXG, Laves in Breassols

II.Ju' regrl valwe of art 15 |_|||1.||||I||n|| Lin 1l= e il itlrl*lilll1||_' vieve Ll ion.

Ky rlj Dhrwannin

I, M,

|‘|.1 YRRk OLLECTION

o WOICE OF THE WINDS

Wb x 20 el O 1950

THE KEY OF DREAMS

(L N T (TN 11 . L L]

DISCOVERY OF FIRE

16 % 13 doeluss €0 100G
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André Breton

=

French poet, essayist, morelial. theorish, efitor, orific:  peiaci pel farnder gl Leader of the

Sprrenlin movement. Born Tinchelray ( Oene ) 18 Dhring the Tast war @ preclising P"'I'r'lr“.-
il Fiid, lP-J(J'r.-I.I""‘n"-‘-.ll i Pavis [Yada movement, PRIT-21, Co-editor af Littérature. Paris, 197921
wole wditor 1922.74. Manileste du Surréalizme, Poisson Soluble, 1924, Editor of La Révolurion

Surroaliste. 1995.390: Lo Surrcalisme ng Service de b Révolution, 19333, Published Le

Surcealisme et la Peinture, (928, the maopt dmportent work on Surrealis painting, Second
Manifeste du Surcéalisme, 1930, Lejft France in 191 after having served as a dactor in the

Fremehi Avmv, Now fives tn New York.

. ﬂ:j-ﬁ.ﬂli HOLE MEMOSABLE

5 s I'.':'.!-..'ﬁ-ill DE ME
Peqay Guaenheiinecond
[ . - e TS L # L . A
de ot Royal,
défnle ;

; gos g
madd im v dnerllc

PORTRAIT
OF THE ACTOR A. B.

Wi x 253 inches PoemObject LR

19



e =) Alberto Giacometti

Seciss seolptor. Born jw Stam po, Sweitzeclond. 1900, Painted, TO13-1928, Fiest s d plarve, JOI5.
Studoedd it Geneva School of Artz and Selences, 1999, fraly, 192022 Puris. 1922, Surrealist
ey JOMY grel 1936 Stece then fnrerested to resenrch of on fndefinite mafire Lived in

Faris, Neur in Switzeeland

WOMAN WITH A CUT THROAT

Broggs 193]

MODEL FOR A GARDEN
Woad 1932

STATUE OF A HEADLESS WOMAN

--|'-_- iiches hagh  PMlaster L e |

Wanderd for o fearden
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Peggy GuggehhéimcoLiecTion

Giacomettic Woman with a €ur Theoat, 1931

I return to the constructions which amuse me and which live in their own super
reality: a beautifl paluce, a Boor of white dice dotted with red and black upon which
we walk, high up in the air o laughing ceiling and those preiy mwschanical deviees
that serve no purpose whatsoeyver,
Gropingly | seek to capture in the void the invisible white thread of the miraenlois
which vibrates and from which facts and dreams escape with the murmur of o brook
rolling over lively and precious pelililes,
Al G
“Chavbon o herde®, Le Survealism, 4. 5. 0. L, R. 1933
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Salvador Dali

ratarlomian Jeinker, Horn Figueros, Catolania, 10, Hay been fuenced by Chivico, Eruse,
Wagritte, Wire and Tanguy Surrealist between 1929 gad 1996, Now acudende painter. Deaigried
frirffers Barchanale, 1939 qued Labwrinthe, 1%, Lives in Adveerica,

THE SPECTRAL COW

25 x 19 inches (nl 16

WOMAN SLEEPING IN A LANDSCAPE

L.“:; w 10 ineles  Odl 1031

THE BIRTH OF LIQUID DESIRES

130G x A7 inches 0Nl 1032

O thing is eertnin, [ hate simplicity in all it forms,
b B8 1 B

g

PeqayA 10N

The Birth of Liguid Desices
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h — Lawrence Vail

Linerican painter, writer, collugist. Born Paris, 15391 Seldf-taught, indepeident, Lived Paris,

Kirehihe!, Venice, (hiford, Megéve until 1941, Now Conmecticat,

I wsedd 1o throw bottles and now I decorate them, L. V. ”i'f"iTT]I:E?

SCREEN

6dla 5 6L inches Collage 1940
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Henry Moore

Enghish senfpror, Born Yorkshire, 1E0S,. drt 3choo!, Leeds, 1919, Lendon, 1921 Tearning
pureh from primitive ars, Franee awd (taly 192025, foflueaced by Adepoand Pleasso, Wenoder

af Axiz Group. Best English Surccalist wetisr, participated fo Dnternationnl Sieecealist Extibi-

rio i Loodop i 1936, Lives in Kent,

Peggy

RECLINING FIGURE
3l inches hich  Bromee 19351

Usa s page 150

I abislike the e that contemporary ant isan escape Trom life, Becanse o work does
ik s at reproducing the natural appearonee it 1= not therelore an escape from life
an expression of the signihcance of life, a

H. AL

it may be penetrating into reality .

stimulation to greater effort in living.
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Victor Brauner

Nastvirintarfan pereride Horn 1S W s axpelled from Hachorest Beaux-Aods af the g o siteen
i imcon petent. fle costined Tis stuafios ofome. By 1920 Do fofned the Sureealis g on i Pariy

Lives o the sonth of Fraonee

FASCINATION

21 x 5 poles €01 10400

Tlnce g pungge Jd00

My Latest prretires ave withont extermal relevence o the world of seality of s
geritlemen, bt o meh the worse, They are dosaments on the “mist® ol o,
To “their reality™ |1 op s Ty s,

Vil the “misa”™ L R TITEH

| invade slowly, quite softly, imperceptibly, on muliled steps.

I e the Gar horisons o= D approach, leaving bat a diminishing zone of visibility,
[ inrvede and the all disappears, all glimpses iteell through me, for 1 am the pew
optic= ol transparence aml opagqueness,

v oo Do thee ieth of the olijet,
1 1 ot e el ¢ -‘ﬂq g < . :
Pegay GliodERiCng
V. B L . S

Frow, (ctober-November, [of ] | ‘




= Wolfgang Paalen

Awstrian puinder, Borp Fienna, N5, Stafied painting with Lea vin l"n’-'l'l'll'g. fealy, P21, With
.I-f-a“:.ﬁ- Wever, Beelin, 1928, Hollmann Avademy, Wanfeh, 1225 Wenmber o) Surrealist Lreip,

.f_| ved i "-.'u'nl. _frr.rmrrh (2 l"d‘rrl

TOTEMIC MEMORY OF MY CHILDHOOD

I 170 fnehes 06l 1937

When will the poet who teleseoping the romd o knowledge reveal 1o s, by a
geamancy s nspived as Goethe's morphology, the secret failings of the earth, the
birtd ges to came, the sinoples of the submerged, the spasms of the magma, the pulsas
tions of the upl:u.‘:t}'pt'u' tides and the sideveal litter in ]mﬂurili"u'_" W I

Pavamge tovémigue, 1041, inédie

Peg g‘iG uggenhelpen iy

Spamish painter, Born D95, He joas active in the Paris aid Tenerije Sureealist group, Knmen
fqunq'qfh for his Surrealisd uﬁ-.]'rr'h il lecafeomaning. Fives in the south af Framee,

NOSTALGIA OF SPACE

36l x 29 jnches AN 190

Imagine any triaimensionul body, an Alrican lion for nstance, between any iwo
moments of s exi=tence. Between the Lion Lo, or lion at the moment when =0, anid
the moment Lf, or lion at the ool moment, there is an inlinity of Afriean lions of
divers forms gl gspects. 1 we consider the whole formed by every point of the lion
al every instant winld in eVETY ||1l-'-J'ti:1r| and if we draw the :'H'ﬁ'l‘!n[!illg surface we
obtain an enveloping superdion with very delivately graded charaeteristies.

0.Dh.

“fes tendances les pliss récentes de la petnture sterréaliste’”, Minotawre, 1939
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ECTION

Paslen: Tatemic '"r'nrnr_ll. u‘,‘ 'I.":u- Chiledlhood, 1937
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Domingues s Nowtedgin of Spoce, 1939
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Leonor Fini

5

Teardivan painter. Borm Buenos Airea, 1N, of Iroentined ricatine [rrrenty, Selftonght, Ldved

Triest, Milan, Pariz since 1933, Paints independently of any movenent. Eives in Manse

Carle. O fer gy bo New Vord

THE SHEPHERDESS OF THE SPHINXES

148 x 170 mches i 1541
Serenade to Leonor
Your first breast is the envy of all paradoses:
invisible dainty spiders eat holes in your <tockings
Oh vour tricks are a2 real as a clack striking four,
vour perfume bottles Gl with the breath of this paramour;
your talons dyed with blue, the blue tears of wight,
werateh at hi= eves with unsuspected davlight,
as the eat with the vielet lips leap= in

o visit the lion-girl of the Rue Payenne.

2eduy GueoEn NEECT | O I\



Paul Delvany

Belgian prineee, Boen 1808, Lives in Brossels, wiliere be and Magritte ave lemling Surroalists,

Kol e bradn

EXILE

1o Paul Delvaux
Amongg the jewels the palaces of the fields

Pegay GugaenlidlificoL LecTion

Weeping to see these wonien come
Reigning over death dreaming under the earth

They neither empty nor sterile

But without boldness

And their breasts bathing their mireor
Nuked eve in the glode of waiting

They calm and morve beaotiful boing alike

Fur from the destrootive seent of lowers
Far from the explosive form of fruit
Far from wseful gestures timiil

Leeft to their fate to know aothing Dt themselvis,
PPave Ervanp
Lewdon Bulletin, 1940
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THE BREAK OF DAY

59 x b, inches 05l 1087

13/



‘ Leonora Carringlon
.

English painter and writer. Born Lavcasfive, 1907, Staeted palniing at the age of foue gl
wirs sef toeght antil the age of winetger, Then attended the Clzenfant Aoedemy o London,
where ate AT techmical skl which affern ards wwas fo e -'r-m,rn"r'f-'f\ revilitionized Iy
her encounier with e Sperealists wod Waa Eenst i Paris. Lived i Franee, Lishos, New
York and now Mexivo,

THE HORSES OF LORD CANDLESTICK

33 x 2580 inches  Oil 1938

When [ was a debutante | often went to the Zoe. | went there so often that 1 was
better aequainted with the animals than with the young girls of my age.  The

amimal | was most familiar with was a young hyena. She knew me loo,  She was

extremely intelligents 1 taught her Freneh and in retom <he taught me her language.

lggenheiime

L. C., L Bame ovele, 1939
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Matta

Chilpur pointer, arefiteed, theardse, Born of o fowely of diplomnes, Chile, 1012 Paris, varly
e, Sel ftaupht parinter, Studivd wrchiteeryree with Le Corlster, P3RS, Sofued Surrenlin
movement, 19575 Lived in Paris amd Wodeid, Now in New Yorl,

DEEP STONES

20 % 1 wches  O6 1941

Soon, very oo, there will be go more painting. Profit by the last ones, In its place

there will be o Bord and marphological conception aof light. No more painting b

instead the canvas will be replaced by o rowl planetariom, o planctaciom of

imagery or of the spivit, or o kaleidoseope of daily Tife, until o new animal will

ativieed in l]"rllill.l'ill'ﬁ this |I||.III!"|-

Whan b= evoticism? A lasket of Gsh on the head of o Portugese sl M.
1tv2
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APPENDIX

MANIFESTO OF THE FUTURIST PAINTERS, 1910

Dur growing need for truth can wo longer be satisfied by form and color as they have

?'u understood in thespust. .
[ Gaa) daligaenhelnvee e o N
of univews amism, It wi v dynamie sensation itsel [,

I faet, all things move and van, all things change rapidly, The profile before our

eyes is never static but constantly appears and disappenrs, Given the persistence nf

the image in the reting, moving objects are multiplied, changing their shapes as they

pursue one another like lively vibrations across space. So it is that a galloping horse

has not four feets he has twenty feet, and their motion is trinngalar,

~ Everything in art is conventional, Nothing in painting is absolute. What was teuth for

the painters of yesterduy is o falsehood today. Wi claim, for instance, thut a portrait

should not resemble the model and thit the painter carries within himself the land.

scapes he wishes to perpetuate upon his convis,

To paint & human figure one should not paine this Ggure; one should vender the
atmasphere that envelopes it

Spuce no longer exists, In fuct, the pavement of a street drenched with rain and
glittering with eleetric lights is o deep erater which reaches to the center of the earth,
Thousands of miles separate us from the sun, yot the house in front of us is em-

beddelised i thee solar dise,
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Whe can still bolieve, then, in the opacity of bodies, since our shavpened and mulii-
plied sensibility has alveady divined the obscure manifestations of ultra-physical
perception through the agency of mediums? Why should we neglect o vse in our
creative work the increased power of our eyesight, which e obtain results analogous
to those of Xorays?

The sisteen persons traveling with you in an amnibus become, in tum and simultan.
cously, one, ten, four or three persons; they ave motionless, yet move from place to
place; they come and go, dart into the street, suddenly devoured by the sun, then
return to their seats in front of you, like persistent symbols of the univecsal vibration.
How often, upon the check of the person we were talking to, have we not seen the
very horse that was passing by fav-wway ot the end of the street?

Our hodies enter into the sofas upon which we are seated, and the zolus enter into
is. The omuibus leaps into the howses on its route and they in e precipitate then
sebves upon the onmibus and merge into it

Until now, the construction of paintings has followed a stupid tadition. The objects
andd persons artists have painted have always been placed in from of us, From now
on, wee will place the spectator at the center of the printing,

Our altered conseiousness will no longer allow us to consider man as the center of
universal life. The suffering of & man is in our eyes no move interesting than that of

an electric which suffers with tmsmadu jerks and eries out in the most lacer-
Q@Y ABUGGENAGIA SGL LEGTT SN
oM exercises npolTolt sensibility the same moving and symbolie power as the

mude hody exerciged upon the sensibility of the sneients,

To apprehend and understand the new beauties of a Fuluristic painting, we must
purify our souls and strip the veil of atavism and eulture from eur eyes, Natuve, and
not the museum, should be our ouly authority,

Onee this vesult has been oblained, it will quickly be apparent that brownish toues
have never civeulated under our skin, that our flesh glows with yellow and flames
with red, and that green, blue and violet flicker over it with  thousand winning
graces.

How can we still see the human face as pink, after our existence, split into two parts
by comnambulism, has so enriched the perception of the colorist? The pale face of a
woman staring into a jeweler’s shop-window has & mere intense iridescence than the
prismatic fires of the jewels by which she is hypnotized.

Our sensations in puinting can no longer be whispered. From now on, we should
have them sing and resound on our canvases life deafening fanfares of triumphal
music,

J36



Soon our eyes, too long accustomed to shadows, will open on radiant visions of light.
The shadows we shall paint will be more luminous than the brightest lights of our
predecessors, and our pictures will glow alongside those in the musenmes like blind-
ing duylight after a dark night.

Therefore, we conclude that no painting can exist today withont Divisionism. This
procedure is not one that can be leamed and applied at will, Divisionizm, for the
modern painter, should correspond to an innate complementarism, which we herely
declare 1o b necessary and indispensable.

WE DECLARE:

1. That all forms of imitation should be beld in contempt and that all forms of originality
should Le glorified. .

2. That we should rebel against the tyranny of the words farmeory and good fasee. With these
expressions, which wre too elustic, it would be an easy maiter 1o demolish the works of
Reanbrandt, Coyve and Rodin,

3. That axrt evitivisms are vither vseless or detsimental.

A That a eleansaweep should be mode of all stale wnd theeadbire subject-matter i ordey to
express the vortex of modern Tifo — a lifo of steel, fover, pride s headlong speed,

3, That the aceusation “mudmen,” which bas been eniployed to gug innovators, should be con-
sidered a noble and honorable title,

G, That complementarism in painting i+ an absolute wecessity like freo verse in poetry and

PEEEVGuaeehelmGeLLECTION

B That siwecibey thid vieginity, méve (m any other qualities, are necessary (o the interprets
tion of naturs,
9. That mation and light destroy the materiolity of bodies,

WE COMBAT:

1 The bitwminons tones by which cectain artists seck 10 obtain a patina intended to give on
appearance of uge Lo modern piatures,
2, Superficial and clementary avehnism based on ot tenes and which, by fadtating the linear
tecatment of the Egyptiaie, reduces pinting to an fpotent, puerile and grotesque syntliesis,
& The mede in puinting, as nouseating and tedious as adultery in literature,
(e do ot fied the wude inonoral, s monoteny i what we altaek, We have boen wold that
subiject-uatter {s wnimporiant and that only mode of treatwent cotnts, dgeeed. But this trugh,
tinasrifable and absolute fifty years ogo, i no longer so tnday o far oy the aude i concerned,
since artists, obsessed with the desive of exbibiting the bodies of their misteessns, Sioe o
Jormed the Salvns into so many fuies for the displey of roen hams,
e cemanid, that for ten years, the nude be sodally anppressed in peainting. )

Usmnenro Hocciom, Givo Severma, Canvo 1) Carna,

Luter Ressoro, Guacomo Batia, 1910
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Peg@,}*{ MHYelertin

REALISTIC MANIFESTO

The fundamental foundations of art should rest wpon fiem ground: veal life. As a
matter of fact, space and time are the two exclusive elements which il real life
{reality ).
Therefore if art wishes o ::nmprphu:]d real life it must base itsell nqul]:.r on these
twa fundamental elements,
v o« To vealize that we live in fovms of time and space, this is the unigque aim of our
creative art.
-ms in oy hands, oup eves leoking straight shead, oo spivit taat like
RVET R R MR RN
the mat]]ol:mﬂmaﬂ‘llm graph of g plane’s path.
We know that each object possesses its own individuality. Talle, chair, lamp, book,
telephone, house, cach one constitutes 0 world of its own, a world possessing ils own
rhythm and it own astrological path,
We deny volume as an expression of space. As easily as lguid ean be measured by
a,ruler, space can be measured by volume, What else can space be but an impenc-
trable depth? Depth is the only form of expression of space. We reject phyeieal
mass as an element of plastic. Every engineer knows that the foree of resistanee and
the status of an nl:i:ct does not rh:l:u-.m] on its volume. One cxumple sullices: the vails
of a railvoad.
Nevertheless the plasticians conserve the prejudice following which mass and volume
are inseparable,
We liberate ourselves from the errors of the Egyptions who for thousauds of years
pretended that the element of art conld anly be of a statie rhythm. . . . We state
that the elements of art are founded on a dynamie rhythm,
Gano and Prvsser, 1920
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INSPIRATION TO ORDER

Since the becoming of mo work which can be called absolutely Surrvealist is to be
directed consciously by the mind (whether through reason, taste or will), the active
shire of him hitherto described as the work’s “author” is suddenly abolished almost
completely. This “author™ is disclosed ws being u mere spectator of the birth of the
work, for either indifferently or in the greatest excitement, he merely watches it
undergo the suecessive phases of its development. Just as the poet has to weite down
what is being thought — voiced — inside him, so the painter hus to limn and give
ohjective form to whet is visible inside him.

Thauks to studying enthusiastically the mechanism of inspivation, the Surrealists
have succeeded in discovering certain essentially postie processes wherehy the plas-
tic work's elaboration can be freed {rom the sway of the so-called conscions facullies,
Amounting to & bewitching of either reason, taste or the will, these processes result

i is] o]l - i rgl il vWing, paipti i, owen
PGy UG GRIMTE LT G T
wore lmiﬁ: ied before our advent. Surrealism has so systematized and modified
them that it is now possible to photograph cither on paper or on canvas the amazing
graphic appearances of thoughts and desires.

Being called wpon o give here some idea of the fiest process to veveal itself 1o us
and to put us on the track of others, I am inclined to say that it amounts o the
exploiting of the fortuitous encounter upon a non-suitable plane of twe mutially
distant realities (& paraphrase and generalization of the celelrated Lautréamont

quotation, “Beautiful like the chance meeting upon a dissecting-table of o sewing- -

machine with an umbrella™ ) or, to use & more convenient expression, the cultivation
of the effects of a systematic putting out of place,

The way in which this process is moest commonly carvied out has led to its being
described as collage.

Thanks 1o using, modifying and incidentally systematizing this provess, nearly all
the Surrealists, painters as well as poets, have sinee its discovery been led fram
surprise lo surprise. Among the finest results they have been fortunate enough 1o
obtain, one must mention the ereation of what they have ealled Swerenlisi-objects,
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gaylalla@en

Let & “readyanade” reality with & naive purpose appavently settled onee for all
(Lo an wmbrella ) be suddenly juxtaposed to another very distant amd no less vidieu
lous reality (ie. o sewingsmachine) in a place where hoth must feel aut of place
(i.e, upon a dissecting-table), and p]'m‘.istrl_',' therehy it will be rabbed of its naive
purpase and id!!ulily; lhrnugh i new ru]utlnllslllp itz falze absalute will e trans-
formed into a new absolute, ot once teue and poetie: umbrella and sewing-nachine
will make love, Thiz very simple example seems 1o me o reveal the mechanism of
the process, Complete transmutation followed by o pure act such as the aet of love
must necessarily ocenr every time the gvien facts make conditions favorable: the
patring of two realities which apparently cannot be poired on a plane apparently
not suited o them,
In the davs when we weve most keen on reseavch and most excited by our first
discoveries in the realm of collage, we would come by chanee, or g3 it seemed by
l'!l]“]'ll:{!.r ol {fl:lr 1'}:Hlllp]l’h 'h[" Pﬂg{"q ﬂll A EH.I“I“EUE 1'“|'|.h.|i|]i“g IJ].II.IL'S E'L'rl‘ ﬂ[l!llﬂl“i.'.'lll
or physieal demonsteation and found that these provided contiguously figurative
elements so mutually distant that the very alsurdity of their eollection produced in
ws o hollucinating suceession of contradictory images, super-dmposed one apon
another with the persistence and rapldity proper to amorous recolleetions, These
images themselves brought forth a new plane in order 1o meet in a new unkaown
(the plang e™pon-suitability ). Thirenponeit was enongh either by painting or b
REUN EOLw b ST N
oo scrawl, aMscape foreign to the objeets depicted, the desert, the sky,
i ﬁi'.-::]rrgu:ﬂ seection, o floor, n :iinﬁ]:'. sll'uighl line r:x[n'esainp; the horizon, und u fixed
and fwithful image was oltained ; what previously had been mervely o commonplace
page of advertising became a deama vevealing our most secret desives,
It remning to spuak of another Process in 1':95:111;115 to which T have been hlﬂilg]ﬂ
under the diveet influenee of the information concerning the mechanism of ingpira.
tion that is provided in the Wanifesto of Surrealism. This process vesls on nothing
other than the intensification of the mind’s powers of feritability, and in view of its
technical features [ have dubbed it frottage (rabbing), and it has had in my own
personal development an even loegor shave than collage, from which, indeed, 1 do
mob believe it differs ]I'mufr;m:rnin”lr,
Commnencing with o memary of childhood during which o panel of fulse mahogany
placed opposite my bed had played the vole of optical provoeation of o vision of
half-sleep and finding myself on a rainy day in a hoestelry by the seaside, 1 was
astomished by the obsession, which exeried itself on my irvitated gaze of the floor
boards, on which a thousand scrubbings had acceptuated the grain of the woad,
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I decided then to intervogate the symbolism of this shsession, and o come 1o the
rescue of my contemplative faculties and hallueinations. | deew from the board a
series of designs by placing haphazardly some sheets of paper, which I began to vub
with a pencil. By careflully studying the deawings thus obtained, the dark parts sl
the dusky ones, | was surprised by the sudden intensification of my visionary faeul-
ties and by the hallucinative quality of the contradictory images supev-imposing
themselves one on the other, with the persistones and rapidity of amorous souvenirs,
My curiosity avoused, 1 marvelling, came to interrogate other indifferent materials,
leaves and their nevves, the vagged edge of o sack, the threwd of an unravelled spool,
ote. My eyes then perceived human heads, diverse animals, a battle that ended in o
kiss, (the wind's bride), rocks, the sen and vain, carthgquakes, the sphinx in her
stable, little tables around the earth, Caesar’s pallet, false positions, a shawl of jce.
flowers, pampas, the strokes of a whip and threads of lava, battlefields, inundations
and earthouake-plants, ete,

I insist on the fact, that the design thus obtained loses more and more the character
of the intervogated material, and takes the aspeet of second images, capable of
unveiling the fivst reason of the olsession or to produce o symbol of this reason.
This new image forms itself passing by u series of suggestions and transmutations
which offer themeelves spontancously in the mwmer of the hypnagogical visions,

Penby S ogarihEimiolbies on

conduct, reason, laste, merele: TE veduves io tho extreme thocnctive part of the person,
previowsly named “author of the work™, This procedure revealed itself to me to be
the veritable equivalent of that which was alveady known by the teem “automatie-
writing”, The nuthor assists at the birth of his work as an indifferent or impassioned
spectator and observes the phases of his development. In the some manner as the
poet writes that which artienlates itsell in his mind, the painter outlines and projects
thiat which takes form in his mind. Devoting myself more and more to this activity
I saw with my eyes the semblance of things vanish and their metaphysical veality
appear. [ felt as a vesult a ferocious and ealm joy.

The field of vision and sction surpasses very far the limits of artistic and poetie
activity, It contributes to the general overthrowing of our nge in relation to veality,
in the general consciousness, knowledge and the human behavior,

I think we are entitled to say without exaggeration that Surrealism has enabled
painting to travel with seven-league hoots o long way from Renoir’s theee apples,
Manet's four sticks of asparagus, Derain's little chocolate women and the Cobist’s
tolsteco-packet, and to apen up for it a field of vision limited only by the irvitadrility-
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capacily of the mind's powers. Needless to say, this has been u great blow to urt
eritics, who ave tervified to see the importance of the “auther” being veduced to a
minimum and the coneeption of “talent™ sbolished, Against them however, we main-
tain that Survealist painting is within the reach of everybody who is attvacted by real
revelutions and is therefore ready to assist inspivation or muke it work to order,
We do not doubt that in yielding quite naturally to the voeation of pushing back
appearances and upsetting the relationships of “realities”™, it is helping, with a smile
on its lips, to hasten the gencral erisis of consciousness due in our time,

Max Enwsr, 1932

y GuggenheimcocrLecrion

L

Any work of art, not signed by me, is an imitation,
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NOTES ON ABSTRACT ART

About Abstract Art: [ have not yet seen it pointed out that this liberation of form
and coler is elosely linked with all the other liberations one hears about, [ think it
ought, perhaps, to come into one of our lists of war-aims, After all, every movement
of human life is affected by form and eolor, everything we see, touch, think and
feel is linked up with it, so that when an artist can vse these elements freely and
creatively it can be a tremendously potent influence in our lives. The power, for
mstance, Lo create space (not “literary™ space but actual space) is surely invaluable.
I think, too, that so far from Constructivist, or so-called Abstract art, heing the with-
drawal of the artist from reality (into an “ivory tower™) it has brought art wmes
again into common every-day life — there i< evidence of this in its common apirit
with and influence on many things like contemporary architecture, acraplanes, cars,
refrigerators, typography, publicity, clectric torches, lipstick holders, ete. But like
all the more profound religious, poetic, scientific, musical or artistic ideas its deep-
ecl meaning is only understood by a few and the process seems to be that these
interpret it to a few more who pass it on to the rest of the world wha unconsciously
%‘ltpﬂml! it in lh es. A Raphael iz ||.u1n painbing in the National Gallery
RIEYETe 26 U@ aenEll

It was frfrer that during dredibition of abstract work which I held in Londan
several people in different professions wrote saying that they felt a common bond
between their job and mine: a vacht designer, for instance, wrote that it was a hair’s
breadth in design which decided the pace or lack of pace in a yacht and that it
seemed to be this same hair’s breadth in design which decided the power or lack of
power in a relief. These people were getting at the roots of the matter far more than
those ‘critics who were concerned as to whether they were warks of art, and if 20 why

{at first sight) they were so unlike the work of Tintoretto. One can say that the

problems dealt with in dbstrace art are related to the interplay of forces and there
fore that any solution reached has a bearing on all interplay between forces: it is
related to Arsenal v. Tottenham Hotspur quite as much as to the stars in their
courses, | think the recent liberation of the powerful forees of form and color is an
important event, and when eritics anmounce or foretell the death of abstract art they
show the same misunderstanding of the freedom of form and eolor as the dictators
do of the freedom of the individual: putting an end to the liberty of either is,
however, a hopeless job, right from the start, as there is only one way of doing so —
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by putting an end not only to the human race but to every other form of life,

Many people expect one kind of art to exclude all others, hut I don’t see why all the
different forms can’t proceed — theve is a place for Constructivism, for Super-
realism, for literary painting, for descriptive records, ete. . . . though since
Constructivist art is painting and seulptural expression free and undiluted, it must
have a greater potency beeause it, alone, can develop the full available powes.

A great deal of painting and seulpture today is concerned with the imitation of life,
with the imitation of a man, a tree or a flower instead of using eolor and form to
create its equivalent in paint (no one will ask what a tree is supposed to represent
and yet, with the most innocent expression in the world, they will ask what a paint-
ing or a seulpture or a construction in space is supposed to vepresent). The equiva-
fent must be conceived within the terms of the mediun, it mist be pure painting and
sculptural expression, since the introduction of anything extraneous, like nature,
into these other medinms means that the conception is adulterated and, thervefore,
can no longer have a complete application to other forms of life.

The Abstract-Superrealists, in order to achieve an extra contrast or drama, will
superimpose a naturalistic or unresolved eye or breast on to an abstract form, hut
surely true drama can, also, only be solved in terms of the medium, We set ourselves
a more dj t problem but T cay quite gnderstand that without all these heads,
(Siiggenhieiin o Beron
o them singfwrie=sterile! Another school of artists 1= concerned with the
imitation of the Post-Impressionists, but to paint today as Cézanne and Seurat did
in the "nineties is to show a complete misunderstanding of the real revolutionary
diseoveries contained in their work — a magnilicent idea becomes stagnant in their
handds instead of generating further life. The Cubists in 1908 understood these dis-
coveries and took the next revolutionary step, but the Bloomshury artist, so fur from
understanding the importance of Cubism, one of the big historical movements in
painting, is today still grappling with the nineties. The Constructivist movement has
grown out of Cubism and comes in a direct line from Post-Tmpressionism. There is
an excellent and authentic history of Cubism and Abstract Art (up to 1936) and
their origins by Alfred Barr, published by the Museum of Modern Art, New York.
which everyone interested in contemporary painting and seulpture should read,

One of the main differences between o representational and an abstraet painting
is that the former can transport you to Greece by a representation of blue skies and
seas, olive trees and marble columns, but in order that you may take part in this you
will have to concentrate on the painting, whereas the abstract version by ite free use
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of form and color will be able to give you the actual quality of Greece itself, and
thiz will become a part of the light and space and life in the room — there is no need
to concentrate, it becomes a park :Jf f;':.ling.

In painting a still life one takes the simple every.day forms of o bottle — mug —
jug — plate on table as the busis for the expression of an iden: the forms ave not
eatively free though they are free to the extent that each object ean be seen from as
many viewpoints as you wish at one and the same time, but the colors are free:
bottlecolor for plate, platecolor for table, or just as you wish, and working in this
way you have in time not a still life of objects but an equivalent of something much
more like deer passing through o winter forest, over foothills and mountains, through
stnlight and shadows in Avizona, Cornwall or Provence, and so, inevitably, you
eventunlly discard altogether the forms of even the simplest objeets as o basis, and
work out your idea, not only in Feee color, but also in free form. To most people this
development must sound casy, but, for example, although | made my fivst Abstract
painting in 1923 it wasn't till 1933 that 1 was able to establish this development,
At first the civeles were freely drawn and the structure loosse with accidental textures,
later I valued more the divect contuct thut could be obtained by flat planes of color
nacde and controlled to an exact pitch and the greater tension obtainable by the use
of trie circles and rectangles — the superficial appeal became less, but the impact

sty ay B g antailinesiestion

tual, mathematical approsch = a square or o cirele in oet are nothing in themselves
ane are alive only in the instinetive and inspivational vse an artist can make of them
in expressing n poetie iden, If you ke a lavge ultvamarine blue and o small end-
minm red square and place them on o eool white surfiee along with o pencilled
civele, you can ereate o most exeiting tension between these forees, and i at any time
this tension Lecomes too exciting you can easily, by the smallest mark made by o
compass in its centre, transhx the circle like any butterfly!

In o recent number of Horizen, Grahame Greene, in an article on Herbert Read,
mentions a Calder, “a decoration of wires with little balls attached dangling from
the ceiling” and suggests, 1 think, that this is some strange kind of new Tashion with
no hearing on art, The frst time [ encountered a Calder (such as this) was in Paris
some years ago when T borrowed one and hung it from the centor of the eeiling of o
white room overlooking the Scine, and at night, with the viver glistening outside, this
mobile object turned slowly in the breeze in the light of an electeie ball g near
its center — i large black, six white and one smoll senrlet ball on their wires wened
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}Il'l'ht_\' |-.|'I I'tl'll.{ I'Illt. ﬂr““]]fj, .'Ilh'l"l'? ﬂﬂfl bﬂ'll:l“ l:'l.“':r'l I:IIJI.I.'t. “IIII] l]“:]lr !-hﬂ.du'ﬁ': L'hﬂ!-il]g.
round the white walls in an exciting interchanging movement, suddenly hastening as
they turned the corners and disappearing, as they crossed the window, into the night
— it was alive like the hum of the city. like the passing viver and the smell of Paris
in early spring. but it wa= not a work of art as many people think of a work of art —
imprisoned ina gold frame or stone-dead on a pedestal in one of ooy marblepillared
mausolinms=. But it wa< “alive™ and that, after all, is not a bad qualification for a
waork of art.
About Space-Construction: | can explain this by an early painting 1 made of a
shop-window in Dieppe, though, at the time. this was not made with any conscious
idea of space but merely using the shopwindow as a theme on which to base an
fll:ugillutI\'E i, The nume of the :-'|:1.|-[.| was A Chat Botié, and this =et gﬁillg a train
of thought connected with the fairy tales of my childhood and, being in French, and
my French being a little mysterions, the words themselves had also an abstract
|Il|aiit}' —— ll'l.l[ “I'lﬂl wias iﬂlpﬂﬂu”l Wik lllal ',hl-‘- am® was priﬂlﬂl ill \'UT"'I' h]\fﬂ[}' rﬂ|
lettering an the glass window — giving one plane — i in this window were reflec-
tions of what was behind me as 1 looked in— giving a second plane — while through
the window objects on a table were pecforming o kind of ballet and forming the
“eye”™ or life-point of the painting — giving o third plane, These three planes and
_’ ﬂl[ tlll,lr ]]ﬂw IIIH.III,"“ WETE LI 'rf'llﬂ“.,il'ﬂ.l]lf =i LI]H‘. VNG :uuid I'“.'II. Lee It “I!II;'!] Wik
PegayGuaaenhaimeortecmon
".‘ VWY, =Omne J:ll.l.' I |.I'|1uﬁll!.l1.1\'r 'n'lrrl 1w ".‘_l DRe o v
Tlu- same process Lukes place in making an abstract painting or an abstraet relief,
where, for instance, us the simplest example — vou can take a rectangular surface
and cut & section of it in one plane lower and then in the higher plane cot a cirele
ﬂr.rpcr than, hut without qur]‘ling_ the lower phlm:, (e 15 l'nrm-c'tﬁnlr'f_\' OIS LOIEE
that this cirele fas pierced the lower plane withowt hoving toneled i — even a dog
or a eat will realize instantly — and this creates space, The awareness of this is el
subconscionsly and it is gseless 1o approach it intellectually, as this, <o far from
helping. only acts as a barrier. This langnage is comprehensibile 1o anyane who
doesn’t =et g harriers — the :lng anel ecat =et g o harriers and their eyes, whiskers
and ails are alive, without restriction. but the whiskers of an intellectunl do not give
off the pecessary spark, and contact cannot be made,
l |I'|1llk '.‘h..l'lt =4} f.'ll' Erum h'[‘.l-llg i ji"li.lﬁl 1r:;|!:rr'.—-.~'-iun. ||||I1E"r!-'~h“]d EI_\' ] rr_'!’“.,. .-Ur-;l_rm‘l.
Art i=a powerful, unlimited and universal langiage. .
Bex Nicnovsoy
Harizon, Cetolwr, 1931
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DRAWINGS ENGRAVINGS PHOTOGRAPHS
OBJECTS COLLAGES GOUACHES

BERENICE ABBOTT
American photographer, Well-known for her vartows publications on the New York

ST,
SAINTS FOR SALE 17 x 14 inches Photograph 1937
Rooster Facane 15841904 inehes Phaotograph 1937
ARP
ATEL inchs Eh'r_'_qtt e e lf}r"lj}
PegirGugenlichitol LTI
Tk Laws or ".IM"--:'E' 15 x 11 inches Collage 1948
Diawing Blox 14 inches 1940

Alsa see puges 101102

SOPHIE TAEUBER ARP
Wife of fean Advp. Member of Zurich Dada group. Swiss Abstractivise. Lives in
Sonth of Franee,
Diawing 10 x 12V inches © 1840

HANS BELLMER
Gevman graphic ortist and photographer, Assoeiated with Paris Surrealises,
Two Drawincs 1939
Porrrar or Max Ennst Drawing o. 1939

Gifts of Max Erost
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VICTOR BRAUNER

Faux CoLLAGE 19 x 244 inches 1938
Gift of Mrs, Charles Everen MeKinley, Jr.

Also see page 125

JOSEPH CORNELL
American wrtist, Self-taught. Lives on Long Tsland.
Barr axo Boox Object 1934
Tuimnre Box (Hajeet 19438

JIMMY ERNST
Dvine Dracos Fuy 10 % 114 inches Dreawing 1941

MAX ERNST
Dapantax 20 x 2515 inches Dirawing 1919
Tur Postaan CHEVAL 19 x 25 inches Collage 1931
Tunee Visimie Posms (extraciod

=yrom La Semaineedestlonté) 1954
PEGaYElidgenheim eovteem on

JOHN FERREN
Trmpona 15 x 121G inches il on plaster 1937
Also e pugo 98

RAOUL HAUSMANN
German peinter and photomontagisd, A leader af Berlin Dadaises, :
Drawine 10 % 1445 nehes Ink 1919

WILLIAM S, HAYTER
English engraver, Pavifeipates in Survealist growp, Divected wielier 17 in Paris.
Lives in Connecticut,
Exaraving 19 x 16 inches 1957
Excraving oN PLASTER 15 & 914 inches 193830
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CHARLES HOWARD
Ihscovery 29 x 21  inches Gouache 1937
Also see pugs 100

WIFREDO LAM
Cuban painter. Lived in Paris. Was greatly influenced by Picasso. Associated with
Surrealists. Lives in Cuba.
GOUACHE 28 x29L5 inches 19440

BARONESS ELSA VON FREYTAG LORINGHOYEN

Born Germany, 1874, Died, 1928, in Paris,
OBJECT Date unknown
Gife of Mes, Mary Reynolds

ANDRE MASSON
Tae Lavoer orF Exstince 19 x 2415 jnches Gouache 19440
Also see pages 110-111

9 e & " i
Pegay GuggenheimcolLecrion
- —— HENRY MOORE
Drawine 2114x 1414 inches 1937
Dawine 22 x 15 inches Crayon 1937
Also see page 124

RICHARD OFELZE
German painter, born Magdeburg, 1900, Lived in Paris and Switzerland, Associ-
ated with Surrcalists in Paris.,
Drawixe T x 104 inches e, 1933

PABLO PICASSO

Dreams axp Ligs o Franco 16V ax12V0 inches two ctchings 1937,
Gift of Mrs, Charles Everett MeKinley, Jr.
Also see pages 3841
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MAN RAY

Five Ravocrams Oliaxlly 11x15; 1104x15; Tx@lh; Ox11 inches
Dnawixe 2514x20  inches Ink

Also see pages 106-107

KURT SELIGMANN
Swiss painter. Member of Surrealist Group. Lives in New York.
Tue Yours oF THE
Count oF GABRALIS 42 x 31 inehes Drawing 1941

Tunee CoLLecTivisT Drawines
dope by: Andeé and Jaequeling Breton, Wilredo Lam, Oscar Domingues,
Victor Brauner, Maguy Poet, Herold and Pino in Marseilles at the Chateau
Bel Air in December, 1940,

Gife of André Breton
*

CHILDREN'S DRAWINGS
DRAWINGS BY THE INSANE
PRIMITIVE PAINTING
Peggy GUAGERLEIM TOLLECTION
L(-‘&])n we are :n'r gE? L;lllr.lmu we e Il%t.lll:}’ waulT'L
Brancusi
“Drawings of children or these of the insane are no curios,
They ave true dreams of solitude™

J. E.

Tex Cuonen's Drawises
Selected at random, representing work done between the age of five and twelve.

Seven Drawines oy THe INsaNg Gift of Max Ernst
One Panrmve o Contemporany New Guines ift of Max Ernst

Five Hovr Kaciiyas
Contemporary Indian art of the last forty years found in Now Mexico and
Arizoni,
Gift of Max Ernst
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Morris Hirshfield

Self-taught primitive pointer, Born in Russion-Polend near the German border, 1872 At ihe
age of [0 came to durerdee amd worked a1 a factorv-hand g women’s elothing factary. Later
went into srme kind of business with brothers, Sill later become monsfocturer of bogdoir
slippers e ploving over 300 people. Due to finese gove up ifs bustmess ondd started painting in
1937, Lires in Brookfvn,

NUDE AT THE WINDOW

0w 530 ineches  (HE 1941

3 It seens iy voung days Ipsxhibitgd artistic tendencies — not i painting —
Peggydsugaenheinncaiie Grian.
— yeell o unigne ezemaker o be used in the Jewish Parim festivals w the
Synagegne. Un this noisemaker | managed o depion the main event of the Purim
day by modelling in wood aetual ministure figures of the wellknown Jewidh
iblical characters Mordecai. his adopted cousin Ester, Hamean and King Xerxe=, . ..
I painted the features to make the appearanee more lifelike gl petally elothed

them in garments 1 felt bafitted theie 1!:1_\',
The furor it eveated wis so great that the Babibi of that congregation was compelled
to go to my futher pleading that he hide my workeofart in ovder that prayers conld

be rendered.

M. H,
"My Life Biography™, from They Paught Themselves by Sidney fanis

Nate: This ane example of duvevican Peimitive painting was added o the eolleetion after
the rest af the book was completely axsem bled, T'r.irrrrliurﬂ. wecessarily it ean only appese i
theis er! ;_lj Hhe ﬁoﬂ.l;_

oG
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ieshfield s Noade ap the W indow, 1901
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