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primary centers for the creation of modern art.. . The San 

result of 'one person's insight. That person was Grace L. 

her professional ' and personal abilities in inter-American 

1947 to 1949 Dr. Morley was able also to use her great vision 

ness of her skills by the art world and her own sense of re- 
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cull her memories;. the past was vital and accessi.ble, she was 

composed and eager to begin the interviews -- perhaps the only 

script as full as it is i n  contradiction to the brief time 

spent in interviewing sessions. . . 

' 

. . .  . 

. . . . ' .  , . .-. 



young a?p roach , to  l i f e :  
"The job here  1 , l i k e  very much. I l i k e  

I n d i a a n d  I enjoy working with Indians.  I'm beginning t o  l e a r n  
the language and thin:+ appear t o  be going well. Apparently I 
a m  going t o '  be given good s ~ p p o r  t in  doing the job and I ' a m  go- 
i n g  t o  be used t o  t!ie maximum f o r  ,the b e n e f i t  of the  museum 
movement here  i n  India. This ~f course p l eases  me. I t  i s  a s o r t  

.. . ~, . ,: , - 



the West Coast. 
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is under the adninistration of the General Library of the Uni- 

versity of California at Berkeley. 

Suzanne. B. Riess 
In t erviever 
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BonuoO Ukuy 

Childhood in B ~ Y  Area 

How, about the' childhood. I vas born i n  Berkeley, m 

about ten years old. And, because of not being well, I ua8 

. . 
h - - - 



Morley: St.  Helena, i n  Napa County,  hat's where I grew up and I 

f in i shed  grammar school there. And then my high school 

education was there except f o r  a b r i e f  per icd  at the A h -  

meda High School. 

I was the  e l de s t  child,, My brother  is f i v e  yearn 

younger than I, and I have a s i s t e r  seven years  y w e r .  

So there  was a considerable d i v i s i o n ' i n  i n t e r e s t  and c~m- 

panionship. The f a c t  t ha t  I wasn't v e l l  and therefor* 

couldn' t .play with o ther  chi ldren meant t h a t  I had a rew 

s o l i t a r y  l i f e  as a child.  I didn ' t  l e a rn  t o  read u n t i l  

very l a t e  and t ha t  meant t h a t  I w a s  somewhat, I suppose, 

separated from the ordinary s h i l d l s  experience and mad* 

up my own s t o r i e s ,  When I d id  go t o  school I learned t o  

read quickly and began t o  read everything I could, begin- 

ning v i t h  the  ordinary c l a s s i c s  -- Dickens and Sco t t  - 
found i n  homes at t ha t  time, I remember Balzac i n  trans- 

l a t i on ,  bu l l f inch ' s  Mytholo=, Bunyon's Pilgrim's Pronress 

(read th ree  times),  poetry by Sco t t ,  Tennyson, Moore. 

Riessr Vhat vas your f a t h e r  doing? Was he ab le  t o  move to  St. 

Helena easily? 

Horleyt Yes.  My f a t he r  had been out  of any business coanectiom 

f o r  many years  and he simply had a small income from omirrg 

property, so  t h a t  we were for tunate  i n  t h a t  ww. 



Riess: What was St.  Helena then? Population? 

Morley: It w a s  a very l i v e l y  but  qu i t e  small town, of course, and 

a very charming and de l i gh t fu l  one a t  t ha t  time. The p o p e  

l a t i o n  was, I suppose, l e s s  than a thousand. This would 

be from about 1909 u n t i l  1918. The f a c t  t ha t  i.t was such 

a small place meant t h a t  you knew everyone, more o r  less, 

and t ha t  there were no sharp d i s t i nc t i ons  based on occupa- 

t i o n  or  money o r  s o c i a l  s t a tus .  It w a s  a l so  a very heal thy 

kind of l i f e ,  f o r  f i e l d s ,  woods and h i l l s  were c lose  at 

hand aiways, and as children and high school s tudents  we 

knew a l l  the country around the tom. 

Biess: It vas a farming l i f e  f o r  most people? 

Morley: Vell ,  i t  was a region of prunes and grape-growing princi- 

pa l ly ,  yes. Then there vere a good many r e t i r e d  navy peo- 

p le ,  vhich gave i t  a somewhat g r ea t e r  sophis t ica t ion ,  per- 

haps, than many small towns have. It seemed very far awy 

from San Ranc isco  i n  those days. And now, of course, i t ' a  

' a  matter of an hour and a h a l f ' s  dr ive ,  but at  t h a t  time 

i t  was a four-hour t r i p  and you d idn ' t  come down t o  "thm 

Cityw -- as i t  was ca l l ed  -- very oftmn. 

Riess: It's stil l  ca l l ed  that.  

Morley: Yes, i t  is. From over on t h i s  side. (Laughter) 

Riess: Newspaper interviews with you mention t h a t  when you verm 
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, Riess: museum.,, 
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Morley: That is ac tua l ly  a f a c t ,  and I remember 1t qu i te  vividly. 

I can1 t' have been much more than four  yeark old. '' Riess: This w a s  i n  the deYoung? 
4 Morley: I n  the deYoung, A t  t ha t  time the deYoung had mostly cas t8  

and a feu of the paintings tha t  i t  now has ,  i n  its l i t t l e  

ga l le ry  of  examples of the pioneer as co l l ec t a r  i n  the 

Early Cal i fornia  period room section, And to  me t h a t  war 

art, t h a t  Greek sculpture. 

Riess: D i d  t h i s  first experience of art have anything to do with 

your i n t e r e s t  i n  the Greek language l a t e r  on? 

Morley: Maybe t h a t  exposure to  Greek sculpture and my enthusias t ic  
I 
I response -- vhich I think I vas qu i te  quie t  about, I don't 

I think I ta lked about i t  at a l l  -- had some e f f e c t  an my 
I 

l a t e r  study of Greek, Those things you can't  know. But 

, l a t e r ,  vhen I did l ea rn  t o  read, one of my favor i te  book. 

w a s  Bul l f inch ls  my tho lo^, as I mentioned, And, a f t e r  

a l l ,  Greek w a s  r a the r  basic, and at t h a t  time you thought 

of i t  as more basic t o  art and cul tu re  even than you do to- 

day, because a g rea t  deal  of the pre-Greek ahd the other 

cu l tu res  hadn't been as completely s tudied as they have 

been now, while there were continuous reference6 t o  Greek 

and Roman periods i n  much of one's reading then. 



Rieas: Did they have more c l a s s i c a l  learning i n  high schools then? 

Morley: I n  l a r g e  h igh.schools  probably, but i n  S t .  Helena they d i d  

I not  have any c l a s s i c s  i n  high school, except Latin,  Of 

1 I course Lat in  l e d  t o  the  Greek too. S t ,  Helena had a very 

small high school. There were f e i e r . t h a n  a hundred students.  

A l l  I had i n  fore ign  languages was Spanish, which I s t a r t e d  

there. . 
I Khen I began high school,  because I couldn't  g e t  French, 

and wanted i t  very much, I taught myself t o  read French, j u s t  

by the d ic t ionary ,  and with a simple reader.  Then l a t e r  on, 

when I came t o  the University,  I did  major i n  French; you 

see. I always f e e l  I have a bad accent  because I taught 

myself t o  pronounce the words without having heard them, 

(Laughter) @ 

Biess: I looked a t  your master 's  t h e s i s  i n  amazement because I 

thought you were an art major a t  the time and doing your 

t h e s i s  i n  French w a s  a r e a l l y  ambitious performance!* 

Morley: No, I d idn ' t  ever  take any art at the University.  I knev 

t h a t  I wasn't a c r e a t i v e  a r t i s t ;  I didn ' t  have any aspira-  

t i o n s  of t h a t  kind. I was i n t e r e s t e d  i n  art, but no t  t o  

do i t ,  and the re  j u s t  weren't any art h i s t o r y  courses, 

La poktique d q A r i s t o t e  en France B llkpoaue c lass iaue ,  
Grace McCann, Berkeley, Cal i fornia ,  1923. Thesis (MA, ) 
University of Cal i fornia ,  Berkeley, May 1924. 



well,  considered very useful  by se r ious  s tudents  i n  those 

days. There was almost no art  t o  look -at i n  the .at@& 

There wasn't any point i n  j u s t  looking at slide6. 

Riess: So your B.A. was i n  French and Greek. i 

1 Horley: No. There w a s  a s o r t  of survey course, but  i t  wasn't, 

.r Morley: Yes, t ha t ' s  r i gh t ,  a double major. The H.A. was i n  Rench. 

I 

Riess: 

Morley : 

name of i t ,  a f t e r  a l l . o f  these years  -- which helped ma 

t o  go t o  France i n  the  sense t h a t  i t  proved t o  my familr 
t h a t  I was good enough to  have help f o r  study abroad. And 

so,  what with the financing -- I think i t  was a thousand 

d o l l a r s  o r  something l i k e  t h a t  -- plus  family, why I had 

approximately three  years i n  Rancr. 

Was t h i s  a' reneving scholarship,  o r  j u s t  a lump 6- 

It  was a s i n g l e  grant. 

Riess: And how did you g e t  t o  Europe? i 
Horley: I go t  on a t r a in ,  a f t e r  g e t t i n g  my M.A., and went acro86 

the  continent ,  stopping i n  Chicago, where I had re la t ive6 ,  

f o r  a sho r t  time, and Hew York, s im i l a r l y  where I had 



Morley: f r iends ,  then got  on a boat, go t  on a , t r a i n  again, and 

there  I was i n  P a r i s  a t  s i x  o'clock i n  the morning1 

Riess: Yes. T4atts when everyone a r r i v e s  i n  Pa r i s ,  I think. S i x  

o'clock i n  the norningl 

Morley: And then you walk around a b i t .  It's a beau t i fu l  plage, 
4. 

Riess: When did you change t o  art  f r o n  your s tudy of Frerkh? 

Morley: Yell ,  as I say, I ' d  always been i n t e r e s t e d  i n  art when I 

w a s  here at the University. The Legion -- the Cal i fornia  

Palace of the Legion of Honor -- had opened, and it had 

some r a t h e r  good exhibi t ions.  I remember going t o  those, 

And there was a French exhibi t ion  i n  the Civic Auditorium, 

a very modern exhibi t ion ,  and I remember going t o  that.  

There v a s n t t  very much i n  permanent co l l ec t ions  t o  re. 

then, you know, i n  t h i s  area, 

Riess: Vhat there  was of fore ign  art w a s  mostly French, wasn't 

And then, when I went to  Par is ,  and s e t t l e d  down to 

wri t ing  my t h e s i s  there,  I chose a sub jec t  t h a t  combined 

F i r s t  Half of the  Seventeenth Centurv.* I worked under tho 

Le Sentiment de l a  nature  en France dans la  premibre mi- 
ti8 der X V I I ~  s i s c l e ,  G.L. McCann, Nemours, Imprimerie An&/ 

Lesot, 1926 (190 pp. t ex t ,  16 i l l u s t r a t i o n s ) .  

. f  
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Morley: man was the center of interest .  It was a t ransi t ion peri- 

od, i n  which the c lass ic  point of view was grabually domina- 

t ing i n  many forms of expression, but much more fee l ing  

for nature continued well on into the century than has been 

usually realized by those acquainted only with work6 fo r  . 

the theatre -- Corneille and Racine -- which is the most 

important l i t e ra tu re  of the time. Even gardening, with 

the development of the formal French type of garden during 

the seventeenth century, was an indication of the change. 

Originally l i t e ra tu re  was my subject, but I soon found t o  

my pleasure that  a r t  was equally important t o  make qf 

the landscape exhibits a t  the San Francisco Museum of A r t ?  

Morley: I h e w  where to go, s h a l l  we say, to  get more material. 

So my time i n  France w a s  a good c lass ic  education In 

both l i t e ra tu re  and art. 

Riess: I n  contemporary art i n  Paris what w a s  going on when you 

were thera? 

Morleyt There were many exhibitions: Cezame, Gauguin, Van Go@, 

Picasso, and Dufy, to  name a few I recal l .  A l l  the great 

names you think of now as you look back -- Matisse, De- 



M Library 

. . 

. ,Boston, by that tima,. 

a t  that point, in  art? . .  

doesnl t . happen, 

. . . - .- .. .. . ... 



Morley: . materiml, 

Riess: Is that library a part of the Sorbonnm?'. 

from the Sorbonne, 

r .  r:. J .. 

noble and took courses, simply 8s a matter of learning to 



Morley: understand French more e a s i l y  and quickly, and t o  speak 

i t  more f luently.  Although I had done a goad deal  of 

wr i t ing  i n  French while I vas here a t  the University, 

and understood it f a i r l y  well  -- could read anything - 
still it 's not  the same thing as using a language daily. 

I ' d  never r e a l l y  heard French around me, continuousLy. . - 

So I went t o  the thea t re  a g r ea t  deal  for the 8-0 rea- 
l 

son. every n ight  t ha t  I could I would go t o  the thea- 

t r e .  It helps a g rea t  deal  i n  t r a in ing  one's ears. 

Riess: What had you been planning t o  do with j u s t  Rench,  if  

you hadn' t gone i n t o  art? 

Morley: Oh, a t  tha t  time the  ordinary thing f o r  vomen un ivers i ty  

s tudents  to  do was t o  go i n t o  teaching. A g r ea t  many of  

my classmates did, of course, unless  they had some very 

s t rong  vocation f o r  some specia l ized  f ie ld .  I planned 

t o  teach i n  a col lege  o r  universi ty.  I had decided defi- 

n i t e l y  agains t  taking courses i n  education and so made 

the decision agains t  high school teaching f a i r l y  early. 

I think perhaps i f  I 'd  come along a l i t t l e  l a t e r  I 

would have gone i n t o  anthropology. I was always very 

- much in te res ted  i n  anthropology, though I never a c tua l l y  

enrol led  f o r  a course, except the general  introductory 

one. But during my years  a t  the University most of Dr. 

Kroeberls b ig  c lasses  had m e  i n  them, unless I var 



I 
Morley: a t tending one of the c lasses  i n  which I was enrolled. I 

i 
at tended l e c tu r e s  and c lasses  by 'o ther  anthropologists  

too when I could, those by Waterman and Lowie I r eca l l ,  

And I used t o  know very w e l l  the ancestor  of this museum 
I here [Lowie Museum of ~ n t h r o ~ o l o ~ ~ ] ,  which w a s  then a t  

Parnassus Heights i n  San Francisco, 

To me i t  w a s  a very for tunate  -thing t h a t  I had t h a t  

i n t e r e s t  i n  anthropology at the time, because l a t e r  os, 

when I went i n t o  contemporary art, the anthropalogical  

background t h a t  I had derived from my enthusiasm and which 

I continued t o  a c e r t a i n  extent  from t h a t  i n t e r e s t  in  my 

s tudent  days, c a r r i ed  over i n to  art of today and i ts ra- 

l a t i onsh ip s  with what is &led pr imi t ive  art, 

And so  t h a t  was the groundwork on which my i n t e r e s t  

i n  art w a s  based. It then developed-in a more systematlo 

and orthodox way when I got  t o  Par i s ,  as I at tended art 

l e c t u r e s  a t  the  Sorbonne, went t o  museums and did  speci- 

f i c  research i n  art f o r  my thes is ,  

Then when I came back from P a r i s  w i t h  my degree 

[P~ .D ,  19261 I had t o  start looking f o r  a job, as every- 

one does, aria obviously the first th ing I d id  was come t o  

the  Universi ty of California.  But the University of 

Ca l i fo rn ia  d idn ' t  have then many openings f o r  women, and 

a l s o  they usua l ly  l iked  t o  have t h e i r  s tudents  teach 
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. 
. I .<. j .  . . .,-. - . Horley: somewhere e l s e  and then perhaps be cal led back, 

, . 

. 
. . .  . .  . . . 

. . Teachina at  Gouoher 

Horley: I wrote around to  un ivers i t i es  and colleges i n  various 

Riess: 

Morley: 

Riess: 

Morley: 

par t s  of the country and f i n a l l y  Goucher asked me t o  go 

there. And so I went as an ins t ruc tor  i n  French - 
French li tera ture  and conversation [ 1927-1930). I had 

what were the more advanced courses, actually. There 

was a nat ive  Frenchwoman who did the beginning courses, 

Mrs. Siebert ,  

Yes, she was a t  Goucher when I was there i n  1956, 

Is she still there? 

I think she has since re t i red ,  

And then -- and t h i s  you probably don't know anything 

about, i n  s p i t e  of your Goucher background -- there  was 

a Dr. Froelicher. Did you ever hear of him? 

Riess: Yes. I l ived i n  Froelicher H a l l .  
; 4 

Morley: Well, he was the one vho taught his tory of art, 

Riess: Oh, I was vondering whether you had s t a r t ed  tha t  depart- 

ment. 

; Morley: No. He did, I believe. And he covered the whole f i e l d  



&nuoft Library 

. -. -. - : , somethiry about it.  So for several years they formed . %  

.cs: ,.:. 
groups of about thirty representatives of  different c o b  

leges  and universities and had them go to the Fogg Museum 

a t  Harvard for intensive study during summer ses8ion. 

. . . . . ., , . . . . . . .. ~ .. , ,  . ,  , , . . &., .... . . . . .  . .. . 



r 
Worley: f o r  the col lege t o  have t h i s  opportunity, because It 

I 

meant a very small book fund as one resu l t .  So I wru 

asked i f  I would consider going and I sa id ,  "Yes,  I'd 

be i n t e r e s t ed  t o  go,"It must have been the summer of 

1929 I spent there, 

I w a s  very in teres ted .  I took a course i n  archi- 

t ec tu re  of the seventeenth century, a very clas818 

course again. It f i t t e d  r i g h t  i n  with my background. 

And then a decorative a r t s  course, and some o ther  o d b  

and ends, and wrote some papera, 

Meanwhile, I was examining with g r ea t  i n t e r e s t  the 

Fogg Museum and rea l ized t ha t  the Fogg, Harvard, had 8 

course f o r  t r a i n ing  muse-un people. I was so  in te res ted  

i n  continuing the art s i de  of things, and found s.tudying, 

working and teaching i n  r e l a t i o n  to  the ob jec t s  so at- 

t r a c t i ve ,  t ha t  I invest igated the p o s s i b i l i t y  of  going 

to  Harvard, taking the museum t ra in ing  course, and . 

ge t t i ng  another  doctorate, My idea  upset Harvard q u i t e  

a b i t  at t h a t  t i m e  because they didn' t  understand why 8 

person who had one doctorate wanted another. 

But while I was inves t iga t ing  tha t ,  the ma - who 
was sec re ta ry  of the Fogg Huseum and had been i n  charge 

of the Carnegie group, Walter S ip le  -- vas named direc- 

t o r  of  the Cincinnati A r t  Museum. And when he was name6 



had a chance t o  s e t t l e  down at  Harvard t o  study, I was a 

cura to r  i n  Cincinnat i  i n  t h a t  new museum [ c u r a t o r  from 

1930-19331. I t  wasn' t ,  i n  f a c t ,  a new museum; i t  was a 

very o l d  one, and a very f i n e  one, but  i t  was being reor- 

ganized and so  appeared i n  a new form, 

This was the period,  1928, '29, '30, when Fogg-trained 

people went out  a l l  over the  country and reorganized t h e  4 ! - 
I * museums t h a t  had f a l l e n  i n t o  a more o r  l e s s  s t a t i c  pa t te rn ,  

Mr. S i p l e ,  the  d i r e c t o r  of the Cincinnat i ,  was a Fogg pro- 
[ duct,  and h i s  wife was too, and one of  the  l eade r s  o f  t h e  

7 museruk movement a t  t h a t  time. So I learned the  t r a d e  by 

a c t u a l l y  doing i t  and s o  I am a s o r t  of  second-hand pro- 

duct of the  Fog8 Museum. 

Riess: M r .  S i p l e  w a s  o r i g i n a l l y  with the American I n s t i t u t e  of 

Morley: Bo, he was the s e c r e t a r y  of the  Fogg Museum and he vau 

14 i n  charge of the group t h a t  had been formed by the  Ameri- 

!j can I n s t i t u t e  of Archi tec ts  with the Carnegie subsidy f o r  

the  improvement of the  t r a i n i n g  of co l lege  teachers  i n  art, 

Riess: Why did  the American I n s t i t u t e  of Arch i t ec t s  undertaka 

t h i s ?  Was the re  no one e l s e  more log ica l ,  such as the  

American Ins t i tu t e  of A r t  His tor ians ,  o r  sqme such thing? 



. . . . 

provement i n  the s t a t u s  o f  art, that "as taking place at . : 

the Fogg in the mid-twenties. This great  wave of Fogg- 

General Curator in Cincinnati 

. . . . 
. . . . . .. . .. 
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. . . . . .  . . - . ,  . Morley: I t  even had an American Indian co l l ec t ion ,  and decorative 

arts co l l ec t ions .  C i n c i n n a t i ' i s  one of the g r e a t  center r  

i n  the country, and i t  vas a leading museum even then. 
7 Riess: Do you remember something of t h i s  first experience as 8 

cura tor?  

Morley: Well, i t  vas very hard work. I n  those days one usual ly  

: 1 
4 didn* t have any days of f .  You worked s t r a i g h t  through 

i % 
the week, took what time you could. Today museum peoplm 

- P have a much e a s i e r  time. Cincinnati  had a very small 
; g 
3 s t a f f ,  a very small number of t ra ined people. It w a s  
~" f  very unusual f o r  anyone with a doctorate  t o  be i n  museum 
k 

:..5Gr,; F 
t 

work a t  t h a t  time. 
. . I . L C . :  Riess: Where d i d  the doc to ra tes  i n  art h i s t o r y  go? 

. i  
Morley: Mostly i n t o  un ive r s i ty  teaching. . Museum work doesn' t nec- 

i 4 e s s a r i l y ,  has never r e a l l y  necessar i ly ,  requi red  a docto* 

f j  a te .  Even the Fogg course a t  its height ,  when i t  was thm . 

most complete, didn9 t l ead  t o  a doctorate  usually. It varr 

post-graduate work but  i t  d idn ' t  involve independent re- 
i 
; search as much as i t  did  a s o r t  of profess ional  o r  voca- 
t 
f .  t i o n a l  ' t r a in ing  of d i f f e r e n t  technica l  kinds requi red  f o r  
5 k 

museums. . -  . 
:-".?.si;. i ' ! Aiers: Was Cincinnat i  what i s  designated as a m s t o r e ~ o u s e n v a r i e t y  ., , 

' 

. _ . ;  I , , .  . 
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of museum? 
. . 

. . 
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. . .  
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Morley : lo. It had been. You see, I went in at the break between 

the storehouse-accumulation eraand the new period when 

museums were reorganizing their collecfions, putting the 

less important things into storage as study collectionr 

or reserve collections, and putting on exhibition, a8 at- 

tractively as possible, the most .important items in the 

collections. Changing exhibitions too were beginning to 

be used to supplement collections in the reorganized mu- 

seums throughout the country. Cincinnati presented s o m  

important exhibitions touring the country then (American 

Indian Art; Modern Architecture from the Museum of Modern 

Art; Russian Icons), and it organized a number of important 

exhibitions for showing only there, usually with reference 

to its ovn collections or to private collections in the 

city (Andrb Derain Retrospective; Paintiws and Drauings 

by Thomas Gainsborough -- for which there was a handsome 

catalogue). And that was the beginning of the very good 

period in installation, which has gone on developing ever 

since -- presenting exhibitions to attract the interest 
of the general public, in order to give the public pleasure, 

obviously, but also to instruct it. 

And it was the period of the development of the ao- 

tivities and educational programs. It was a period vhen 



Morley: 

a 

there w a s  a g rea t  struggle between the educators and the 

curators i n  the museums, because the curators usually l iked 

to  remain i n  a l i t t l e  tower and study, and the educators, 

the museum educational people -- who should be distinguished 

from the art educator, who is another kind.of animal - 
these museum education people were the l i n k  between the 

eager, uninstructed general public and the special ized 
1 4  knowledge of the curators. And they're the ones tha t  

. t L C  i' 
launched the grea t  campaign for  children's work f n  tha 

i ! 5 
c 3 museums, c lasses  f o r  adults ,  educational exhibitions, and 

that  s o r t  of thing. C i n a i ~ a t i  w a s  one of the f i r s t  mu- 

seums at tha t  time that  developed a very good education 

program, and f o r  a long time it was a leader  i n  t ha t  f i e ld ,  

Riess: This was a l l  Fogg-inspired, 
. $  

Morley: Yes, i n  Cincinnati i t  w a s ,  through Mr. S ip le  and h i s  wifa, 

E l l a  Siple,  who'd been one of the very pioneers i n  tha t  

type of work i n  the ~ o r c e s t e r  A r t  Museum, i n  the twenties, 

So i t  was jus t  good luck tha t  I happened to  ham 

t h i s  introduction to museum work, and experience i n  it 

at  the beginning of a new development. But f o r  art 

i n t e r e s t  too I was lucky. Cincinnati had been a very, 

very grea t  co l lec t ing  center, oh, f o r  pears. 

Riess: Private col lectorr ,  





Morley: 

I- 8 
-2 

i l 
i 4 

Riess: 
. i  

Morley: 

Riess: 

Morley: 

h i s t o r y  of art,,, 

I see. 

The p r i n t  cu ra to r  i n  the  museum was Emily Poole, the  s i n -  

t e r  of one of the  g r e a t  c o l l e c t o r s  there ,  one of the pio- 

neer  c o l l e c t o r s  and a very g r e a t  exper t ,  Dr .  Allyn C, Poole, 

And Emily Poole was a very knowledgeable cura tor  indeed, 

and got the p r i n t  department s t a r t e d  well, So I v a s n a t  

i n  cLarge of p r i n t s ,  but  I became very i n t e r e s t e d  i n  them 

and very fond of them because of the associa t ion ,  We used 

t o  d iscuss  the  r e l a t i o n s h i p  between the  pa in t ing  and sculp- 

t u r e  p a r t  of the  museum and the p r i n t  par t ,  

Did these amount t o  two s t rong  and equal  divis ion83 

Well, decorat ive arts was very s trong,  too, i n  the museum, 

They were j u s t  d i f f e r e n t  departments, s h a l l  w e  say. P r i n t 8  

i n  a museum form always a supplementary department, The 

p r i n t s  numbered some thousand items o r  so, maybe more, 

i n  Cincinnat i ;  t he  pa in t ings  a l s o  were a l a rge  group, and 

included a good many important o ld  masters. There was not  

s o  much sculp ture ,  but q u i t e  a bi t .  Good sculp ture ,  too, 

But the  p r i n t s  department had the  l a r g e s t  group, and had 

outstanding exampleu. 

You were c u r a t o r  of pa in t ing  and sculpture,  then? 

Yes, and a l l  the r e s t  of the col lec t ions .  I w a s ,  s h a l l  we  
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, . .  
'. . 

Morley: t o  him f o r  genera l  museum operat ion,  as his ' .deputy. The 
. . . . .  . .  . cura to r  is n o t  conckrned, usual ly ,  with' the  f  i 'nancial  

' 

. . . ,. 

p a r t  of the museum. The d i r e c t o r  'is.' The :curator is. - ,, 

concerned with the ,  t h e o r e t i c a l l y ,  more scho la r ly  p a r t s  

of the museum, and the  phys ica l  care. and study of the  col - .  
. . 

. . 
l e c t i o n s .  So I was second i n  command under the  d i rec to r , .  

i n  charge, the re fo re ,  of the whole museum, except pr ints , .  

Riess:. And you were g e t t i n g  t o  know what i t  would be l i k e  t o  be , ,:;; 
t::. 
7 . 4  a d i rec to r ,  i4 

; Morley: Yes. When M r .  S i p l e  was away I was ac t ing  d i r e c t o r ,  of 

course 

And, thanks t o  having a bout of i l l n e s s  and t h e  Pooles 

tak ing  me i n t o  t h e i r  home t o  have me near the doctor ,  I 

learned about p r i n t s .  Dr .  Poole was e l d e r l y  then, and 
I 

so  during o f f i c e  hours, when he d idn ' t  have any p a t i e n t s  

wait ing,  he would b r ing  up a solander  box and show p r i n t s  

from h i s  l a r g e  c o l l e c t i o n  t o  me. And we would d i scuss  

them, from both the  art and t echn ica l  po in t s  of view, ' I 

learned a l o t  about p r i n t s  t h a t  way, I 

I 

Riess: A solander  box? 

Morley: A solander  box is  one of those black boxes i n  which p r i n t s  

a r e  s tored ,  

Riess: Oh.. , What was contempaary art l i k e  i n  Cincinnati? 



Morley : 

1% . 
.;: 3 

Well, there  were some excel lent  artists but,  a f t e r  all, 

t h a t  was the beginning of the t h i r t i e s .  It was the  be- 

ginning of the  regional  development of t h a t  period - 
S t u a r t  Curry and Thomas Benton, Grant Wood -- we knew 

a l l  those people's work, followed i t  closely,  And a l l  

the contemporary R e n c h  artists were known, more o r  less. 

One of the  things we showed was a b i g  r e t rospec t ive  of 

Andrd Derain. Derain had been a Fauve, you know. We 
1-4 

2 had some fauve pa in t ings  i n  thatshow, but  i t  was h i s  la- 

t e r  work t h a t  was admired then. Abstract  pa in t ing  hadhst 

been thought of then i n  t h i s  country very generally,,, 

Well, i t  had been by a few artists i n  New York, but hardly 

anywhere e lse .  Cubism was known a l i t t l e  b i t .  Ue knev 

about i t  and we talked about it. But the re  were no very 

outstanding d i r e c t  r e f l e c t i o n s  of contemporary movement8 

i n  Cincinnat i  i n  1930, I ' Biess: When you speak of the regional  development does t h i s  mean 

t h a t  ar t  was not  regional  before t h i s ,  t h a t  it was nar- 
L - 

rowing down, so  t o  speak? 

. , . -  - Horley: No, not  narrowing down, It was simply a very s t rong  move- 
d 

ment to  put  emphasis on what gave reg iona l  charac ter  and 

f l avor  to, a given artist's work, o r  t o  a given movement, 

what expressed i n  art a s p e c i f i c  l o c a l i t y ,  I n  the mid- 



Morley: 
; ;f '' 

i 

1, 
i 

f ,  
g . 

t: 
. . 
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> 
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-- Benton, Curry, Grant Wood -- the f e e l i n g  t h a t  art had 
. - 

t o  have roo t s  i n  the country was .strong. It w a s  a c t u a l l y  

an anti-foreign movement, because Thomas Craven, and 

Grant Uood,, and Benton, had been i n  Europe and .hadn't 

l i ked  i t  and they were r eac t ing  powerfully f rom. tha t  ex- 

perience and t r y i n g  to develop t h e i r  own s t y l e S . v i t h  a 

nat ional  f l avor .  If you read Thomas Craven y o u ' l l  see  

how s t rong was the reac t ion  aga ins t  fore ign  inf luence  

and how ea rnes t  was the des i r e  t o  e s t a b l i s h  a n a t i o n a l  

art, expressive of t h i s  country and of i ts people at t h i a  

time.+ Ztemember too t h a t  the depression had been f e l t  

by artists and there  was the beginning of the expression 

of s o c i a l  comment -- regionalism and na t ional i sm and 

s o c i a l  themes, a l l  l a t e r  to  be developed i n  the  various 

government art p r o j e c t s  of the t h i r t i e r .  

+ 
Craven, Thomas, Men of Art, 1932; Modern A r t ,  1934; 

Story of Paint inq,  1943. Published by Simon and Schuster,  
new York. 



mendous amount, but I found i t  a l i t t l e  far away. It 

at the same time, I was away from the  family, and the 

climate d id  not  agree with me. Also I g o t  married [1933] 

and came back t o  California.  

And, a f t e r  a while, I discovered that it would be neces- 

s a r y  t o  g o  back i n t o  the profession. While I was dabat  
. . .  

i n g  whether to  go t o  Mew York, where I had an opening i n  



Morley: 

Riess: 

Morley: 

s ince  1916 i n  the Palace of Fine A r t s  on the  Marina, 

had gone along very well  f o r  about t en  years ,  and then 

because of f inances  p a r t l y ,  and p a r t l y  because of the 

f a c t  t h a t  the  bui ld ing  -- a temporary s t r u c t u r e  t h a t  

had been e rec ted  f o r  the  1915 Exposition -- wasn't 

s a fe ,  had c losed  down i n  the expectat ion of having 

quar ters  i n  the  new War. Memorial Building i n  the  Civic  

Center. With t h a t  information I made an appointment 

with Mr. W.W. Crocker, t o  whom I was d i r e c t e d  as t h e  

person most i n t e r e s t e d  i n  t h a t  enterprise ,* 

How had you heard about the  opening? 

I heard about i t  first through Dr.  Walter Heil ,  Be 

w a s  d i r e c t o r  of the deYoung and I had asked h i s  advice 

about r e tu rn ing  t o  museum work. And he sa id ,  "Why 

don't you go and see  W.W. Crocker, who is s a i d  t o  be 

i n t e r e s t e d  i n  reopening the  o ld  museum?" And so  I did 

tha t  and Mr. Crocker and I talked a b i t  and he r e f e r r e d  

me then t o  Timothy L. Pfleuger ,  an a r c h i t e c t ,  who had 

been.a  g r e a t  leader  of ar t  and of c i v i c  development i n  

San Francisco, ! 

+ .$ 
: . +  [ ~ u s t  at  t h a t  time, the e n d  of June. o r  e a r l y  Ju ly ,  1934, . . ,. , 

. 3  . . . . 
:?. , . 
-,.< 

h i s  e l e c t i o n  as pres ident  o f  the museum w a s  announced i n  
:+ , ,  the l o c a l  newspapers. G L M ~ M . ]  See c l ipp ing  follo&ing. 
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Governors of 

Institution Will Open 
Next Autuztm at - 

Civiccenter . - 

w. w. crccker, vice wtddant al 
the Crockv First Nationrl %mS 
has been elected chatrmrn d tbr 
board of governoTs of the 8.n Fmm- 
cisco Museum of Art by the dincl 
tors of the &an R a n W  Art AIme 
ciations, according to v a n t m L  1 yesterday by -0th~ L. 

I president. - 
~ o h n  Ran* Neglas w. 

wes elected a dvector oi the w- 
a6&1 at  the same meetku. 

When the art museum operrr hp A 

the War Memorial gmup at 
Civic Center this fall. the d 
the 63-pear-o!d insitutlon b 
controlled by a board of g m  

GBEAT SHOW 6LA- 
The museum will be opn d;PI 

from noon until 10 p. m. Ons d 
the first attractions will b 2  t@ su- 
nual Carnegie IntanotQnol ahkit., 
is under contract to UhibfL 
March 14 to ApfJ 25. lS3& 

outstandmg c c w m  of tSB 
palnting by lirlng PrfM. 
and 100 paintings bY Uvino -- 
ican artists ail1 be shown onty O 
Pittsburgh, Balitimore 8nd 8ur 
Francisco. E3aer Saln- 
duector of f ~ n e  arts of the C m  - 
Instlute. has just retuxned itan m- 
rope, where he selected th -, 
ings for this exhibit. 8 q 

CURATOB TO BE Nb#ED - 
The annual Carnegk IPkrll.l- 

tional will include tbe fbs t  ea8- . 
temporary work of palntcrr d Am- 
tria. France. Great Brit&& -- 
m e y .  Belgium Holland m. 
Spam, Norway, Sweden. ud 
Foland. m addition to the fin& 
works of American 

As soon as tbe member8 d a 
b a r d  of governors of the 
'lave been selected by the dtrsdar 

1 the art aWClatf0% 8 -tad 
~e appointed and the d.U 

the museum vifl b~? mgrmoed : . . .- - 



. 

Art Association. 

trustees of the museum and t h e  board o.f 'directors-of 

. . 

you see ,  had been incorporated in  1921 a s  a separate 

. . 

seum carried th i s  line: "The Art Museum of the San Ran- 

cisco Art Association," but i t  didn't mean that i t  be- 

. . . . . . . . . . . 
. . . . 

. . 



as a result of t h i s  support, more spaces in the build- 

with' the veteranu. 

I t  had founded the San Francisco Museum of Art in 1916 

. . . . . .  . . 



Banrrgft Llbrav 

. . .  ..... . 

Barbizon School paintings. 

. . 

museum amount to? 

.. .. .~ . -. .- --..- . . . . . ~ 

, r . .  , . . 
. . 

. .  - -  . . . . 



quite a distinguished group of them over the ten-year . . 

prints of Rembrandt, for instance. It had a great ax- 

hibition of tapestries. 

Traveling exhibitions? 

they were organized by others, and the museum partici- 

They made a very considerable contribution to .art in- 

, , . . . .  

. . , . .  ,, .. ,~ . .. . . .  
. . .  . .  . 

.- 



Morley: 

of the a r t  associat ion were shown there. Then during 

the period of the museum's being closed, u n t i l  the new 

quar ters  opened, those Annuals were shown i n  the deYoung 

and i n  the Palace of the Legion of Honor, I believe. 

The museum's permanent co l l ec t ion  a t  tha t . t ime  was the 

Barbizon School group? 

No. These co l l ec t ions  didn' t  belong to  the museum; they 

belonged t o  the art associat ion,  co l l ec t ions  t h a t  had 

been bequeathed to  it. The museum, when i t  reopened i n  

its present quar ters ,  owned p r ac t i c a l l y  nothing i n  the 

way of a r t  except about ninety-eight very f i n e  modern 

French p r i n t s ,  including some Picassos, which had been 

bought by some of its Bevoted supporters  when the art 

shop, Vickery Atkins and Torrey, closed i n  San Francisco 

That was the beginning. 

They were bou& before 1926, then? 

No, I think i t  was a f t e r  the Marina version of the mu- 

seum had closed, and i t  was i n  an t i c i pa t i on  of  the re- 

opening of the o ther , .  which d idn ' t  take place u n t i l  

1935. 

When the S a n  Francisco Museum of Art was incorporated 

i n  1921, was i t  incorporated as a museum of contempor- 

a ry  a r t ?  



I n  1916, when i t  began, i t  was the only museum i n  

San Francisco devoted exclusively t o  art, The deYoung 

w a s  a genera l  museum, including his tory.  The Legion d id  

not  ye t  e x i s t .  By 1921 there was no change. But t h e  

al legiance t o  the  art as soa ia t ion  meant t h a t  it was at 

l e a s t  to  some ex ten t  committed t o  contemporary art, Vheq 

i t  reopened i n  1935 i t  wasn't d e f i n i t e l y  and exclus ive ly  

designated f o r  contemporary art. The Opening Exhibi t ion,  

of which the catalogue is i n  the Universi ty  Libra=,+ 

r e a l l y  was a survey of the art f i e l d ,  with the  most In+ 

portant  s p e c i a l  exhib i t ion  devoted t o  the n ine teenth  cen- 

tury, the French Impressionis ts. This was d e l i b e r a t e  

because t h a t  represented the  beginning of the  contempor- 

a r y  movement; making t h i s  period of art known was irnpor- 

t a n t  f o r  a museum which would show Annuals of contemporary 

art regular ly,  

And the second exhib i t ion  was p a r t  of the  Carnegie 

In te rna t iona l ,  the European s e c t i o n  of the Carnegie In- 

te rna t ional ,  with a s e l e c t i o n  of the Americans.++ It 

*Opening Exhibi t ion,  San Francisco Museum of A r t ,  1935. 



Morley: 

Riess: 

Morley: 

had been arranged f o r  a considerable  while before I vaa 

appointed. Subsequent exh ib i t ions  were very o f t e n  his-  

t o r i c a l  exh ib i t ions  i n  the  sense  t h a t  they vent back t o  

the  pas t  i n  order  to  t r a c e  a l i n e  of development -- a 

technique, a poin t  of view. I remember we did one big 

one on t e x t i l e s ,  going back t o  the  Renaissance and in- 

cluding contemporary weaving; the  Bay Region w a s  even 

then a notable  center  f o r  t a p e s t r i e s .  We .did another  on 

landscape gardening, with a g r e a t  dea l  of h i s t o r i c a l  ma- 

t e r i a l  as an in t roduct ion  and continued the survey on 

i n t o  the present ;  the  Bay Region had a considerable  

number of t a l en ted  garden des igners  then and some, l i k e  

Thomas Church l a t e r ,  won n a t i o n a l  fame. We presented 

another  on the  h i s t o r y  of landscape paint ing,  l ead ing  I 
from t h e  remote p a s t  t o  the present .  And we d i d  smal le r  I 
ones of f i g u r e  pa in t ing ,  and s o  on. 

Have they been doing t h i s  s o r t  of t r a c e r  exh ib i t ion  much 

l a t e l y  at  the San Francisco Museum of Art4 

Well, t h e r e ' s  no poin t  r i g h t  now t o  doing t h a t  srt of 

h i s t o r i c a l  review t o  the same ex ten t  as i n  1935 t o  1939 

because, you see,  the ground has  been covered, the foun- 

da t ions  have been l a i d ,  while the o t h e r  two museums have 

become much more a c t i v e  and t h a t  s o r t  of th ing  is more 

properly t h e i r  r e s p o n s i b i l i t y  as, gene ra l  art museumr. 



yorley: I n  S a n  ~ r a n c i s c o  i t  is always important to t r y  not  t o  

duplicate but to have each museum do those p a r t s  of the  

art picture tha t  a re  i t s  natural  concern. I n  t h a t  w q  

the par ts  f i t  f i n a l l y  together in to  a t o t a l  repor t  on 

That's why t h i s  exhibit ion downstairs is  so wonderful.* 
i 4 

Morley: Oh, yes, i t  is a s o r t  of survey of the high points  i n  

a r t  from the beginning of the nineteenth century to  the  

present -- a review of the evolution of modern art, 

Empty Gal ler ies  

Riess: When the War Memorial Building was being planned did the 

art  associat ion members have the i r  ideas of what s o r t  of 

a ga l le ry  they would l i k e  to  be hung in? 

Morley: No, I don't think a t  tha t  time tha t  anyone c l e a r l y  thought 

of a se t t ing ,  t h i s  s e t t i n g  or tha t  se t t ing.  What they 

wanted was a space. And Arthur Brown, who was a rch i t ec t  

of the Civic Center, and one of the museum's t rus tees ,  

A r t  from Ingres to Pollock: Paintings and S c u l ~ t u r e  
since Neoclassicism. March 6 - April 3, 1960. Kroeber 
H a l l ,  University of California,  Berkeley, 1960, 
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that time t h e i r  a r c h i t e c t u r a l  l i m i t a t i o n s  were t o  an . . 

ex ten t  corrected,  

be seen i n  pre-1945 publ ica t ions  of the  museum. 

: Well, because of t h e f i n e  proport ions those empty gal- 

Pfleuger  f o r  the  f i r s t  time Mr. Pf leuger  s e n t  me t o  the 

empty the re ,  an a c r e  of f l o o r  space. Heaven knows I 've 

but i t  was a trenendous area. There was nothing in  

. . . . 



at the  time the bui ld ing  was planned, i n  the e a r l y  

twenties ,  no one rea1ize.d t h a t  l abor  was going t o  c o s t  . 
as much as i t  f i n a l l y  did,  and no thought had been 

given t o  t h e  imposs ib i l i ty  of using p a r t i t i o n s  which 

requi red  e igh t  men t o  i n s t a l l .  

~ u t  I remember very well  -- . t h i s  i s  by way of aa 

anecdote, I suppose, and i t  f i t s  i n  with my s a y i q  

t h a t  the  board of t r u s t e e s  d i d n ' t  meet of ten  -- one 

of the  things,  and I w a s  young i n  those days, you see, 

t h a t  r a t h e r  s e t  me back, was t o  be asked by Mr, Crock- 

er :  "Well, do you think you can f i l l  the  g a l l e r i e s  

without bothering us?" (Laughter) 

"Well, I th ink  so, I'm going t o  t ry ,  anyway,* I 

said. And of course I never f a i l e d  to. The problem 

became r a t h e r ,  as time went on, how t o  choose between 

the  g r e a t  number of extremely f i n e  shows t h a t  we  could 

have shovn. We became one of the  p laces  t h a t  coopera- 

ted  r egu la r ly  with the  Museum of Modern A r t ,  i f  it 

were having an exh ib i t ion  t h a t  i t  wished t o  show else- 

where and t h a t  i t  wanted to  have supported f i n a n c i a l l y  

by shar ing  with another museum. 

Was i t  d i f f i c u l t  t o  hang an  e x h i b i t  because of  the  

g r e a t  dimensions of the  g a l l e r i e s ?  



lem. And when the g a l l e r i e s  were redone, a f t e r  the  - . 

occupation -- they reopened i n  the sp r ing  o f  1948, -1 

think -- one of the  things planned -- because I l a i d  

out the p lans  before I went t o  Unesco and i t  was' done 

while I was away -- was t o  el iminate the c h a i r  rail 

and dado i n  order  to  give a un i f i ed  hanging space a d  

to minimiqe the archi tec ture .  

I d idn ' t  know at  t h a t  time t h a t  the re  were going 

t o  be Rothkos and S t i l l s  of the dimensions these ar- 

tists p a i n t  today. But a l ready i t  was becoming evi- 

dent t h a t  t o  have the  g a l l e r y  cu t  a t  a height  of ap- 

proximately thirty-two inches was not  a good idea. Simi- 

l a r l y ,  i n  order  t o  br ing the  s i g h t  l i n e  down, we put i n  

a molding about e i g h t  f e e t  below the o r i g i n a l  molding 

of the cove of the c e i l i n g ,  which gave u s  a very good 

c l e a r  w a l l  space f o r  hanging of maybe twelve feet .  

The g a l l e r i e s  a r e ,  I think,  about twenty-seven f e e t  

high, you see. It's t e r r i f i c .  So, from t h a t  poin t  of 

view i n s t a l l a t i o n  was d i f f i c u l t ,  and the  r i g i d i t y  of 

those black columns the re  i n  the entrance ga l l e ry ,  t h a t  

s o r t  of th ing  made i t  d i f f i c u l t .  

They're s t i l l  there ,  a r e n ' t  they? 



I ! Riess: Was the o r i g i n a l  de i ign  of the  museum t h a t  of most .u- 
! scums of art a t  t h a t  time? 
I 

Morley: I t  was what a very,  very good a r c h i t e c t ,  very s e n s i t i v e  

I t-o space, d id  as a worthy s e t t i n g  f o r  exh ib i t ions  i n  

the  t a s t e  of the  period. And don1 t f o r g e t  t h a t  at 
I - 

i t h a t  time the  museum had no co l l ec t ion .  It began with 

the ninety-eight  f i n e  Rench p r i n t s .  So i t  was an ex- 

h i b i t i n g  g a l l e r y ,  not  a g a l l e r y  f o r  a co l l ec t ion .  On 

the o the r  hand, the a r c h i t e c t ,  and I don' t  th ink  one 

should blame him because there  was no one to t e l l  him, 

had not provided f o r  the out-of-sight spaces,  the  o f f i c e  
l 

and workshop spaces,  t h a t  you need f o r  an a c t i v e  museum. 

And t h a t  was a g r e a t  hardship t o  us  i n  everything we I 

did. We never had enough vork space and eventual ly,  

of course,  took o f f  some g a l l e r y  space i n  order  t o  get 
l 

a place f o r  o f f i c e s  t c  house the  people we needed to  I 
I 
I 

operate  an a c t i v e  museum. 

1 

I 

Acquisi t ionu 1 

I! Riess: Now what i s  the museum's permanent co l l ec t ion?  And how 
. . 

was i t  acquired? 

1 . : . . .....-.. . . . , 
. . 
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far in the past for you, but it was a critical time for 

truistic; it was watching your back door. Latin America 
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:living thing, . . a part ,of strengthening United States de- 

showing them our art and bringing their art here,. , 

Latin America, Nelson Rockefeller's Inter-American Office 

cisco Museum of Art participated in it in vtcrious ways, 
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Morley: wangled g i f t s ,  sometimes I go t  a l i t t l e  money and simply 

searched ou t  s i g n i f i c a n t  examples. The Mexicans r e s u l t e d  

from t h e  l o c a l  i n t e r e s t  i n  the f r e scoes  from the e a r l y  

1930s; the  o t h e r  Lat in  American works da te  mostly from the 

f o r t i e s .  But i t  'is a f a i r l y  good small se l ec t ion ,  t o  

i l l u s t r a t e  the  var ious  phases of Lat in  American art, up 

u n t i l  t he  e a r l y  f i f t i e s ,  I 'd  say. 

very f i n e  th ings  indeed -- almost a complete f i l e  of  Josd 

Clemente Orozco's p r i n t s ,  f o r  instance,  which a r e  magni- 

f i c e n t ,  a r e  r e a l l y  on a world standard, g if ts  of Alber t  

Bender. 

Riess: Is i t  t r u e  t h a t  a f t e r  a Mexican artist d i e s  you camlot 

g e t  h i s  art  o u t  of  the  country? 

Morley: I don't  t h ink  so. I suppose Orozco's work is f a i r l y  care- 

f u l l y  control led.  The country would no t  want t o  l o s e  i t  

-- a s o r t  of n a t i o n a l  heritage. Mexican archaeologica l  

m a t e r i a l  may be exported only by consent of the govern- 

ment. But I do n o t  th ink  the work of  l i v i n g  artists is 

prevented from being  exported. 

Riess: Probably c o u n t r i e s  a r e  becoming more aware of t h e i r  own 

art, its value. 

Morley: Oh, yes, b u t  it 's not  pecu l i a r  t o  Mexico. Af te r  a l l ,  

i - 
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. . . . 

thing of importance in  art - history 

considered of the French school. 

the th ir t ies  and early fort ies ,  

W i l l l a m  Gerstle. Again, there was never quite enough 
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There are i n  the col lect ion very f ine  examples of 

and other works of modern art. 



l e c t o r s  of Matisse.. They came back from France i n  the  

1 autumn.of'1935, f o r  they had o r i g i n a l l y  had t h e i r  home 

i n  San Francisco. They l e t  me show t h e i r  c o l l e c t i o n  i n  

1936, i n  February, I th ink  i t  was. And we augmented i t  

with a few Matisse th ings  owned b y - o t h e r s  and borroved 

3 from elsewhere i n  the United S t a t e s  t h a t  could b r ing  the 

# repor t  on h i s  ar t  up t o  date. It i s  i n t e r e s t i n g  t o  no te  

t h a t  t h i s  t r u l y  g r e a t  survey of  Mat isse ts  art s t i r r e d  

4 l i t t l e  i n t e r e s t  then. By con t ras t ,  i n  1952, when the  

i Museum of Modern a r t ' s  Matisse Retrospect ive came t o  the 
$ 
4 
P museum i n  San Francisco as first of the  paid-admission 

! s e r i e s ,  i t  had a record attendance and a g r e a t  amount o f  

6 l o c a l  c r i t i c a l  not ice,  
1 

Riess: And you've s i n c e  been given works by Matisse? 
I 

Morley: That 's  r i g h t .  There was Miss Levy's bequest of Mat i s se t s  

t o  the museum. Then more recent ly ,  as a memorial collec- 

t i o n  t o  honor the  S t e i n s ,  the two g r e a t  p o r t r a i t s  of 
I 
3 1916 by Matisse of Michael and Sa rah .S te in  were given, 

4 This was appropr ia te .  The S te ins1  r e t u r n  t o  the  San Ran- 

4 cisco  region j u s t  as the  museum reopened was a d i r e c t  he lp  

1 t o  i ts  work. They l e n t  t o  i t  generously on many occasions. 

They were mong i ts  first members. They gave i n t e r e s t  and 





i t  was the  owners of important works of modern ar t  i n  t h e  
I 

Bay Region, making long term " indef in i t e , "  o r  "permanentn 

loans t o  the  museum who contr ibuted most d i r e c t l y  t o  its 

work during the e a r l y  years .  Their loans supplemented the  

museum's own resources and were e s p e c i a l l y  he lp fu l  before  

the war when i ts  c o l l e c t i o n s  were jus t  beginning. Thanks 

t o  them the  g a l l e r i e s  were kept f i l l e d  during the i n t e r v a l s  

between touring and o the r  temporary exhibi t ions.  Hore 

important s t i l l ,  these loans allowed the museum t o  develop 

its program as a museum of contemporary art and t o  keep 

on view continuously a s m a l l  group of works.represent ing 

some aspec t s  of modern art which the genera l  publ ic ,  as 

well as artists and art  s tuden t s  of the Bay Region, needed 

f o r  study, reference and comparison i n  r e l k t i o n  t o  the  

changing exhib i t ions ;  and museum activities. 

I n  add i t ion  t o  Miss H a r r i e t  Levy's co l l ec t ion ,  two 

groups of long term loans  made t o  the museum during the 

f irst  few years  were of g r e a t  value and help t o  i t  and 

should be s p e c i f i c a l l y  mentioned here. 'The first and 

e a r l i e s t  w a s  a small c o l l e c t i o n  of French art s i n c e  1880, 

offered  spontaneously and unexpectedly, which remained 

many years  at  the  museum as the works of modern art of 
. . 

f o r  

most 



I 
Morley: importance there. The loan was proposed t o  me at a c r i -  

t i c a l  moment i n  the museumfs development. By 1936 i t  was 

,clear t h a t  the museum must become a museum of contemporary 

and modern art,  f o r  t h a t  was the f i e l d  t h a t  needed t o  be 

served i n  the Bay Area community. I t  would then not  dupli- 

ca te  i n  any way work c a r r i e d  on by any o the r  museum nor 

would i t  i n  any way compete with any o ther  i n s t i t u t i o n .  

But desp i t e  the busy program of changing exhib i t ions ,  al- 

ready obviously successfu l ,  i t  found i t s e l f  severe ly  handi- 

capped f o r  l a c k  of a c o l l e c t i o n  of modern art  of s u f f i c i e n t  

importance to  serve a s  i l l u s t r a t i o n  and reference and as a 

standard always a t  hand, f o r  comparison with v i s i t i n g  ex- 

h i b i t i o n s  and f o r  educat ional  work. The o f f e r  represented 

an encouragement t o  the museumts e f f o r t s  i n  t h a t  i t  had 

been prompted by approval of what had been accomplished 

s ince  the opening. I t  a l s o  meant a very important In- 

crease i n  the museum's resources,  f o r  the co l l ec t ion ,  

though small, w a s  important. Its q u a l i t y  was except ional ly 

high. Especia l ly  valuable f o r  art development i n  the Bay 

Area were the  three  major p a i n t i n g s b y  Vincent van Gogh 

included i n  it: F i r s t  S teps  a f t e r  F r a n ~ o i s  Mil le t ,  Land- 

s c a ~ e  a t  Sunset and a Mademoiselle Ravoux. The last two 

i l l u s t r a t e d  well  van Gogh's d i r e c t  and nervous brushwork, 

while Mademoiselle Ravoux, l i k e  other  l a t e  p o r t r a i t s ,  



I 
gorley: exemplified the artist 's  innovations i n  composition, color  

and express ion i s t i c  s t y l e ,  so  i n f l u e n t i a l  i n  l a t e r  develop- 

ments of -modern art. Perhaps having these powerful van 

Goghls i n  the museum f o r  so many years had something t o  do 

with the development of the express ion i s t i c  movements f o r  

which the Bay Region became h o v n  a f t e r  the war. A t  least, 

from the museum's point  of view, i t  w a s  immensely helpful ,  

as long as the .  paint ings were there,  t o  be able  to poin t  

to  them as older  examples of the t r a d i t i o n  t o  which a b s t r a c t  

expressionism, l i k e  other  express ion i s t i c  movements of the  

twentieth century,  belong^, 

The circumstances of the o f f e r  of t h i s  co l l ec t ion  ro- 

main v iv id ly  i n  my memory though i t  took place so long ago, 

One day i n  the autumn of 1936 I vas i n  my off ice  working 

i n t o  the e a r l y  evening to  c l e a r  my desk as vas alvaya my 

custom a t  the  museum. The rush of the afternoon was over 

and the evening a c t i v i t i e s  were not  due t o  begin f o r  an 

hour o r  so. I t  was dark outside,  and q u i e t  inside,  f o r  

the staff members had l e f t  f o r  home or  were out f o r  dinner, 

The a t tendant  a t  the information counter telephoned i n  t o  

me t o  say t h a t  someone asked t o  see me. A s l i m  young man 

with a g r e a t  mop of bushy dark h a i r  and earnes t  eyes came 

i n  and introduced himself as Robert Oppenheimer, a member 
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norleg: of the ~ e p a r t m e n t  of Physics a t  the University of Califor- 

n ia  i n  Berkeley. He sat  dovn across  the desk'and explained 

t h a t  he had been i n t e r e s t e d  i n  vatching the museum and would 

l i k e  t o  arrange t o  place i n  i t s  charge on long term loaa  

some modern vorks of art which vere then a t  the  Museum of 

Hodern A r t  i n  Bev York. He vent  on t o  say t h a t  he thought 

t h a t  perhaps vorks of modern art vere more needed i n  San 

~ r a n c i s c o  than i n  Bev York j u s t  then and t h a t  having t h i a  

s n a l l  group t o  exh ib i t  might he lp  the  museum's progrm. It 

vas a c o l l e c t i o n  that he and h i s  brother  had inher i t ed  from 

t h e i r  pa ren t s  and t h z t  they vould nov l i k e  t o  have i n  8 

museum near  them s o  t h a t  the  l o c a l  p b l i c  could benef i t  and 

they could a l s o  see  them from time t o  time. He gave me 

the list. ( I n  addi t ion  t o  the  th ree  van Gogh's, i t  in- 

cluded a p a s t e l  p o r t r a i t  by Vui l la rd ,  a small f i n e  u t i l l  

l i f e  by Renoir, a blue period Picasso, a p o r t r a i t  head i n  

bronze by Despiau. ) Then he asked i f  i t  might be an anony- 

mous loan. I thanked him, though I had no way t o  t e l l  him 

what the  prospect of having a fev  f i r s t  r a t e  vorks of art 

would mean t o  the museum and indeed t o  me personal ly,  jua t  

then i n  the  midst of a period of s t ruggle .  It w a s  the  

first time t h a t  any art of i n t e r n a t i o n a l  importance had 

come within oiir reach, t o  be used and enjoyed on 8 semi- 
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I norley: a turning point ;  from then on i t  seemed t h a t  g i f t s  and 

1 
long term loans came more ezs i ly .  For many years ,  u n t i l  

a f t e r  the war, the c o l l e c t i o n  remained at  the museum and 

vas a precious resource. Even during the war vhen o t h e r  

co l l ec to r s  asked the museum to  f i n d  places of s a f e t y  in 

1 the i n t e r i o r  vhere t h e i r  loans could go, together  with vhat  
I I I they valued i n  t h e i r  homes, t h i s  co l l ec t ion  remained i n  San 

I 4 Francisco. When the museum asked Robert Oppenheimer i f  he ' i 

1 
vished i t  s e n t  avay he r e p l i e d  tha t  i t  s h o a  s t a y ,  f o r  per- 

I 
hzps there was even more need of i t  than i n  ordinary  times. 

This was, of course, t rue ,  f o r  temporary exh ib i t ions  had 

t o  be reduced i n  number, and fever  loans remained. Even 

nov, despi te  the  growth of the museum's c o l l e c t i o n  i n  s i z e  

and qua l i ty ,  there  has been no group of loans t o  r ep lace  

t h i s  one t h a t  Robert Oppenheimer had arranged s o  generous- 

l y  and s o  self-effacingly.  

The second plan f o r  long term loans was es tabl i sh04 

I 
not  long a f t e r v a r d  by Mrs. Adolph Hack. Mrs. Char lo t te  

Mack was a pioneer c o l l e c t o r  of contemporary art i n  Saa 

Francisco. She had specjelized i n  science,  but  she  had an  

inborn f l a i r  f o r  understanding and c o l l e c t i n g  art. In her  

1 
apartment, then a t  Ca l i fo rn ia  and Cough, I was happy t o  

f i n d  not  only f u r n i t u r e  and a plan of decorat ion and co lo r  



I ! time, an  advanced personal t a s t e ,  but  extremely important 

contemporary pa in t ings  and scu lp tu res ,  Works by KokaxUa, 

Klee, Jawlensky, Chagall, ( l a t e r  of Hird, Picasso end 1 $ Henry Moore among o the r s ) ,  as wel l  as examples of the few 1 "  artists of  the  Bay Area who were a t  t h a t  time l eade r s  i n  
1 4  explor ing  a b s t r a c t  s t y l e s ,  decorated her  home. David Park 

I remember among those l o c a l  artists she had admired and 

from whom she had purchased, She vas  generous i n  making 

works from her  c o l l e c t i o n  a v a i l a b l e  f o r  exhib i t ions ,  bu t  

she a l s o  l e n t  t o  the  museum important pa in t ings  and sculp- 

t u r e s  vhich she  was not  us ing  a t  t h e  time. A l i t t l e  l a t e r  

she  began g i v i n g  each year one o r  more vorks of  art from 

her  c o l l e c t i o n  t o  the  museum. Oskar Kokoschkats f i n e  c i t y  

view, A i ~ u e s  Mortes, was one of he r  first major g i f t r .  

The' two important bronzes by Henry Moore vhich the  museum 

o m s  a r e  both g i f t s  from her  i n  r e c e n t  years.  So the  muse- 

um's resources  grew, by these long term loans  vhich a l loved 

i t  complete freedom i n  using t h e  m a t e r i a l  i n  i t s  charge f o r  

e x h i b i t i o n  and f o r  education; by generous g i f t s .  Only much 

l a t e r  was it poss ib le  t o  begin purchasing i n  a very modest 

way, first by i n t e r e s t i n g  generous donors i n  t h e  museum'm 

p a r t i c u l a r  needs and drawing t h e i r  a t t e n t i o n  t o  a s p e c i f i c  

o p p o r t ~ u i t y  t o  acqui re  the i tem o r  i tems needed; l a t e r ,  i n  



norley: the mid-forties from purchase funds t h a t  had been be- 

queathed t o  the museum. However, these funds were -11, 

they were i n  some cases r e s t r i c t e d ,  and as art p r i ce8  

increased a f t e r  the war very rapid ly  t h e i r  grovth did not  

keep pace and only occasional ly,  i f  t he re  were an unusual 

opportunity,  were they s u f f i c i e n t  or  could they be turned 

to  a d e f i n i t e  museum need i n  rounding out  i ts  col lec t ions .  

There was alvays the  hope t h a t  money f o r  purchase could 

be included i n  the  annual budget and t h a t  a well  thought 

out  prosram o f ' r e g u l a r  purchases could be c a r r i e d  out,  

That time never came. The museum d id  the b e s t  i t  could 

with such he lp  as was given -- women's board purchane 

fund, f o r  example -- but  the planned systematic  growth 

of co l l ec t ions  could no t  be e s t ab l i shed  at arry t i r e  

during the f irst  twenty-five years. It continues an aim 

f o r  the  fu ture ,  

Bless: You spoke a while back of the explorat ion of modern art 

being a wlonelyn p u r s u i t  i n  San Francisco, of boards snd 

members not  knowing about modern art. Didn't they come 

l a t e r  t o  l e a r n  about i t  from the  museum's col lec t ionn 



1 Riess: and exhibi t ione? 

C 4 Morley: Some d i d ,  bu t  i t  vas slow. They were busy; had o the r  in- 

t e r e s t s ;  o f t en  were board members o r  museum members t o  

support a cause they believed i n  i n  genera l  f o r  the good 

of the ~ommunity r a t h e r  than having a personal  i n t e r e u t  

i n  art. The staff t r i e d  t o  help them g e t  more pleasura 

and benef i t  from art  i n  various ways. We a l l  thought 

tha t  s ince  they helped the museum s o  much they deserved 

a s a t i s f a c t o r y  personal  r e t u r n  i n  art terms. One e f f o r t  

was a board-selected exh ib i t ion  of l o c a l  art, preporad 

over about eighteen months, r equ i r ing  s tudy o f  exhibi- 

t i ons  i n  the  museum and elsewhere, and repeated  ba l lo t ing .  

I t  was q u i t e  a success. [ s e e  Appendix A] 

C r i t i c s  and Teachers 

If Riess: Could you s e t  the scene f o r  the  art of t h e  Bay Araa at 

t h a t  time a b i t  mora? 

Morley: This was an ext raordinary  period,  the  t h i r t i e s  as a be- 

ginning, and then l a t e r ,  s i n c e  the  war and up t o  the  pra- 

sent .  There were coincidences of circumstances, a l l  kinds 

of circumstances, and there  was the  development of art 

knowledge and the  extraordinary vigor  and q u a l i t y  of 

s , -  - 
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Mmley: a r t i s t s '  a c t i v i t y  here. There was t h i s  and more that 

worked out well f o r  art' i n  the  a r e a  during the  museum's 

first  twenty-five years  i n  the War Memorial. A good 

many people were a p a r t  of i t  o r  cont r ibuted  t o  it. I 

f e e l  t h a t  1, myself, came along a t  a lucky time i n  1934, 

and whatever v i r t u e  I had was mostly because I recognized 

p o s s i b i l i t i e s  and oppor tuni t ies  f o r  a museum of contea- 

porary art ,  the second one i n  t h i s  country a f t e r  Hew 

Yorkls Museum of Modern A r t .  I c a r r i e d  them through, 

and had the good luck t o  g e t  support t o  do i t  and, I 

suppose, had the knowledge and the experience from t h e  

past  -- the  t r a i n i n g  -- t o  recognize them and a c t  on 

them. I th ink  something similar happened i n  the case of 

a good many o the r  people i n  San Francisco from the  th i r -  

t i e s ,  not  themselves artists, but  connected with art and 

cont r ibut ing  t o  c rea t ing  favorable  circumstances f o r  its 

development . 
Take Alfred Frankenstein,  f o r  instance.  He came 

t o  San Francisco as the c r i t i c  of art f o r  the Chronicle 

i n  the autumn of 1934 when the  museum s t a r t e d ,  and I 

think h i s  first interview on an art s u b j e c t  -- he'd 

wr i t ten  some revieus-- was one he d id  with me about the 

new museum. So we've grown with art  of the  period m d  



Horley: have always been r a t h e r  c lose ,  s o  t o  speak. And, of 

course, he ' s  always been very h e l p f u l  t o  the  museum, 

 hen Douglas HacAgy -- and I1n a f r a i d  I can ' t  re- 

c a l l  the exact  da te  =,- must have come t o  join the museum 

s t a f f  i n  1938 o r  1939. He's now d i r e c t o r  of the Museum 

of Contemporary Arts i n  Dallas ,  Texas. He hrd the  ap- 

pointment q u i t e  recently.  Dallas has the  four th  museum 

of modern art  i n  the  country, 

Riess: What is the third? 

Morley: The t h i r d  is the  I n s t i t u t e  of Contemporary A r t s  i n  Bos- 

ton. 

The cont r ibut ion  Douglas MacAgy made w a s  a very 

considerable one. I n  the  f i rs t  place he w a s  a very good 

cura to r  when he was a t  the museum, very imaginativs,  very 

scho la r ly ,  a very g r e a t  help. He l e f t  i t  because of the 

war; he went i n t o  the  information se rv ice ,  the  q e n c y  

which broadcast news and information about the United 

S t a t e s ,  corresponding t o  the  p resen t  Voice of America, 

And then a f t e r  t h e  war -- again I can ' t  t e l l  you the 

exact  date,  I th ink  i t  must have been i n  1944 o r  1945 

[1945] -- he became d i r e c t o r  of  the. Cal i fornia  School 

of Pine A r b ,  

And i t  w a s  at t h e  time when the  men who'd been - 



I; an older  and a very g i f t e d  group of s tudents  t h a t  came 

1 :  t o  the Cal i fornia  School of Fine Arts. It was under 

h i s  d i rec t ion  t h a t  people l i k e  Rothko and S t i l l ,  and r 

lj good many o the r s ,  came the re  and contr ibuted t h e i r  par- 

t i c u l a r  poin ts  of v i e v  t o  the school. It  w a s  a very 

c rea t ive  atmosphere with a l l  s o r t s  of cross-current8 

of i n t e r e s t  because MacAgy has, and had then, a very 

a c t i v e  and c r e a t i v e  s o r t  of mind. One of the  important 

things he d id  was t o  organizes round t a b l e  on modem 

art i n  Apr i l ,  1949, a t  a time when art i n  the  a r e a  uru 

enter ing  on i t s  present  success fu l  phase,* A s p e c i a l  

exhibi t ion  was organized i n  connexion with i t  at t h e  

San Francisco Museum of A r t .  I was still away I n  France 

where I had been working f o r  Unesco, but  when I returned 

f i v e  months l a t e r  I learned about the  event  and read the 

proceedings. It was an important cont r ibut ion  t o  art 

understanding i n  the  a rea ,  e spec ia l ly  va luable  t o  the ar- 

t i s t ~ ,  * 

nThe Western Round Table on Modern A r t ,  a b s t r a c t  of 
p r o ~ e e d i n g s , ~  e d i t e d  by Douglas MacAgy, San Francisco 
A r t  Association, 1949, (Par t ic ipants :  George Boas, Gre- 
gory Bateson, Kenneth Burke, Marcel Duchamps, Alfred 
Frankenstein, Robert Goldvater, Darius Milhaud, Andrew 
C. R i  t ch ie  , Arnold Schoenberg, Mark Tobey, Frank Lloyd Wright, ) 



Riess: 
f 

Morley: 
t 
i 
1 

i 

.I 
9 

1 .  
f 
Riess: 

I 
: Horley: 

But he went t o  Dallar, 

He l e f t  San Francisco i n  1950. I think t h e  school perhapr 

d idn ' t  s a t i s f y  those people who wanted, s h a l l  we say, r 

more systematic  and more u t i l i t a r i a n  teaching of  art, 

And I suspect  t h a t  he wasn't so much i n t e r e s t e d  i n  com- 

mercial art courses and t h a t  s o r t  of thing. Anyway, he 

vent t o  New York,and had a shor t  period working on f i lm 

f o r  the Museum of Modern A r t .  Then he was f o r  a good many 

years on the  s t a f f  of Wildenstein, car ry ing on research, 

Was h i s  going a demand of s tudents  who wanted a comerc  

c i a 1  art approach? 

No, I think some of those on the boards of t h e  San Ran- 

cisco A r t  Association who were not  rympathetic t o  h i8  

point  of view probably made him f e e l  t h a t  h i s  methods were 

not  appreciated. I don't know, r e a l l y ,  very much about i t ,  

because as I say  I had been away on my Uneaco rerv ico  

(1946-1949) and wasn't very c lose  t o  the i n s t i t u t i o a  at 

t h a t  time. 

But he d id  a f i r s t - r a t e  job i n  one d i rec t ion ,  i n  

any case, and I think some time i f  he happened t o  be i n  

the community i t  might be r a t h e r  i n t e r e s t i n g  t o  record 

h i s  account of t h a t  phase of the  development of  the  school, 

Certainly i t  was a crea t ive  and productive period there, 

It has had far-reaching influence. Out of i t  came r 



v - I : . Morley: @eat  many -- some f suspec t  r a t h e r  d i f f i c u l t  -- s t u d e n t s  
- 

. 1 - but  very c r e a t i v e  artists. Calcagno and Sam Franc is ,  

a among o the r s ,  t he re  j u s t  after the v a r  period, have now 

i von i n t e r n a t i o n a l  r epu ta t ions ,  f o r  exampla. 

Then, who e l s e ?  There a r e  s o  many people uho 

have touched the  f i e l d .  I suppose Fr ied ,  too, should 

be consul ted f o r  any complete account of art i n  San 

I ' Francisco s i n c e  1934. I have t h e  f e e l i n g  t h a t  t h e r e  

I ! should be a record  of t h i s  e x t r a o r d i n a r i l y  product ive 

.. - f period of San Pranc isco ' s  growth as a n  art c e n t e r  and 1 
t he  b a s i s  on vhich i t  l a t e r  produced many people who 

. ( . .  - vent  ou t  from t h i s  a r e a  t o  g a i n  i n t e r n a t i o n a l  and MP 

t i o n a l  reputa t ions .  It might  be very  useful .  Clalra 

I ' Palkenstein,  f o r  ins tance ,  vho's now a c t i v e  and recog- 

I! nized  i n  P a r i s ,  i n  Rome, and i n  t h i s  country,  is another  
i 

A 
, example. And s o  on. 

And too any thorough s tudy  should inc lude  refer- 

i 
ence t o  o the r  c r e a t i v e  p e r s o n a l i t i e s  and a c t i v i t i e m  i n  

i the a r e a  during t h i s  per iod ,  f o r  a g r e a t  d e a l  was goiag  
d 

on, and d i r e c t l y  a ~ d  i n d i r e c t l y  i t  con t r ibu ted  t o  the  

: ncl imatew i n  vhich art  and 'the museum too, could f lour -  
4 
4 ish.  I th ink  of a r c h i t e c t s  (William Wurster, Ernes t  
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Liebes, Margaret de&tta and many more), musicians (those 

of the Composers1 Forum -- Darius Milhaud of ?!ills and 
Paris especially, and others less close to the museum) 

who were continuously helpful. 

What do you think of art criticism in this region? 

As America cities go, San Francisco is% very lucky. It 

has two scholarly critics -- Alfred Frankenstein and 
Alexander Fried -- and a good many who write rather well 
from time to time. Of the two, Frankenstein is the more 

sympathetic, I suppose, to the more adventurous artists 

and movements. Fried is more interested in the back- 

ground, the traditional side of art, but he is extremely 

well-informed, and his criticisms are very much to the 

point also. 

Frankenstein is teaching American art at the University. 

1 ' Morley: Yes, traditional American art, as 'well as the contempor- I 
ary, of course. And he's a very good teacher, I under- 

stand, 

Riess: A dynamo! 
d 

I ' Morley: Probably so, 
I 4  

Riess: And what about art writing in general? 

Morley: Some ;f the members of the art department here do some 

writing, but there's not a great deal of writing here I 



Morley: 

f o r  one verg. good reason: lack  of materia,l. ~ e n e r a l l ~ '  , , .. . . 

a r t .  h i s t o r y  . .  . , a d  art cr i t ic i ' sm o f  the l e s s  ephemekl . ' -  

kicd -- t h a t  is ,  book-writing on art -- i s n ' t  prac- 

t i ced  here very much, partly because there  r ea l ly .  i s n ' t  

enough opportunity. There a r e  few c o l l e c t i o n s ,  those 

there a r e  a r e  not  impor t i n t  and genera l ly  speaking 

there  is no t  enough mater ia l  t o  work th i s ,  

And as yet  there  i s n ' t  much his tory ,  

No. For the  a r e a  i t s e l f ,  of course, h i s t o r y  is short .  
I 

But still, a c lever  person could do something r a t h e r  

i n t e r e s t i n g  on l o c a l  art- history. 

Pa ren the t i ca l ly  I shorn l i k e  t o  c a l l  a t t e n t i o n  t o  

an exce l l en t  s h o r t  account of art a c t i v i t y  i n  the  tvea- 

t i e s  and e a r l y  t h i r t i e s  i n  the Bay Region by a person 

who was very much a p a r t  of  i t ,  Bea t r i ce  Judd Ryan, one 

of the pioneers i n  understanding modern a r t  and present- 

ing  i t  t o  the l o c a l  public. See "Rise of Modern A r t  i n  

the Bay Area," by Beat r ice  Judd Ryan, Ca l i fo rn ia  H i s -  

t o r i c a l  Socie ty  Q u a r t e r l y ,  March 1959. 



norley: P a r t  of the success  of the museum and of the growth of 

ar t  i n  the a r e a  must be a t t r i b u t e d  t o  a few outstanding 

t rus t ees .  They were a c t i v e ,  responsible ,  i n t e re s t ed ,  

and helped i n  one way or  another. 

V.V. Crocker 

Horley: Mr. W.W. Crocker was the f i n a n c i a l  leader;  t h a t  is to 

say, because of h i s  wealth, h i s  g r e a t  generosi ty ,  and 

the generos i ty  of h i s  family,  the s tanding  of h i s  family 

i n  the community, the  f a c t  t h a t  h i s  mother had been one 

of the  first g r e a t  c o l l e c t o r s  i n  the area,  and h i s  fa- 

the r  had been a s soc ia t ed  with the  o ld  museum i n  the  Pal- 

ace of Fine A r t s  i t  was n a t u r a l  t h a t  he was e l ec ted  the 

president.  He had a very  deep i n t e r e s t  i n  the  museum, 

but i n  the a b s t r a c t  genera l ly .  He was no t  concerned 

with d e t a i l s  as Pf leuger  was. 

Because of h i s  s tanding  as a f i n a n c i a l  leader  i n  

the community, he was the  one who vas a b l e  more than any- 

one e l s e  to  g e t  the necessary f i n a n c i a l  backing t o  open 

i t  and t o  support  i t  f o r  the  first couple of years. I n  



example, the only three van Gogh's owned by San Francis- 

co were acquired by her. He and h i s  s i s t e r ,  Mrs.. Henry 

Potter Russell  -- a l s o  a generous supporter o f  the mu- 

own i n  the same tradition. 

u n t i l  Brayton Wilbur, who became a trustee in  the for- 

t i e s ,  succeeded him i n  1948, carrying on b r i l l i a n t l y  

- .  . . . 
. . -. ? - . .- . - . 

. . 



decorations, and the l i k e  for  i t .  ' The place is  f u l l  of 

painting, sculpture, iron-work -- a l l  designed by l o c a l  

commissions in  it. 





Morley; completely revoliltionary. I think a t  t h a t  time no museum 
j 
4 

i n  the United S t a t e s  was open regu la r ly  a t  n ight  and even 

t .  now i t ' s  f a i r l y  r a r e  t o  have any museum open every n igh t  

4 a of the week. The San Francisco Museum of A r t  was open 

a l l  evenings except Sunday u n t i l  long a f t e r  the war, you 

M r .  P f l e u g e r l s  idea  w a s  t h a t  artists themselves 
i a r e  p a i n t i n g  i n  the daytime or  scu lp t ing  i n  the  daytime, 

t h a t  t h e  public ,  except the l e i s u r e d  people, were not  

able  t o  use the p lace  during the  day because of t h e i r  
J 

own occupaticns. He thought t h a t  i n  i t s  loca t ion ,  t h e r e  
+ 

3 next t o  the  Opera House with the Veterans Auditorium 
i 
3 downstairs, the Publ ic  Library i n  the  neighborhood, 

the Civic Auditorium nearby, made i t  a a u r a l  evening 

center.  And t h a t ,  of course,  w a s  l i t e r a l l y  true. I 

I ! w a s  very, very  happy a t  the  idea  when he proposed i t ,  
B because i n  Cincinnat i  we had ta lked  about evening hours 

{ but  had never been ab le  to  o f f e r  them except f o r  s p e c i a l  
[ occasions. 
i; 

liiess: Why hadn't o t h e r  museums been a b l e  t o  do t h i s ?  
1 

' Morley: Because i t  's very expensive. For one thing,  i t  means 

4 you have t o  have a more complicated staff pa t te rn .  It's 
i 
3 hard t o  g e t  guards t o  come a t  n ight ,  you see,  cover both 

. . 
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s ic - lov ing ,  art-loving group -- and s o  obviously vhen 

i n  other words, and we could e f f e c t  an economy without 

. . 

. .  . .  

. . .  . . . . . .  , . . .  , . .  



6 3 

Albert  M. ~ e n d e r  

gorley: Now, another important member o f  t h a t  very a c t i v e  group of 

t r u s t e e s  i n  the beginning, who may be considered the  peo- 

p l e  r e a l l y  responsible  for .  the formation of the museum 

i n  i t s  o r i g i n a l  and very successfu l  form, was Alber t  I, 

Bender, He was an insurance man devoted t o  the  c o l l e c t i n g  ' 

of art, very i n t e r e s t e d  i n  music, books, f i n e  p r in t ing ,  

but above everything e l s e ,  a devoted f r i e n d  of artists, 

He was the f i r s t  one t o  give us  ma te r i a l  f o r  the  col lec-  

t ion,  and very good ma te r i a l  i t  was, and through the years  

he continued t o  give art  and a t  h i s  death we i n h e r i t e d  

s t i l l  more things,  and a fund f o r  the purchase of art 

of the region. 

Riess: What was i n  t h a t  f i r s t  co l l ec t ion?  I th ink  of mostly 

Or ien ta l  art  when I th ink  of M r ,  Bender. 

Morley: He was very fond of i t ,  yes. You probably th ink  of t h a t  

because of the  Or ienta l  th ings  you have here a t  the  Uni- 

v e r s i t y  t h a t  came from him. He was very fond of Or ien ta l  

2.rt but not  a g r e a t  connoisseur of i t ,  I would say. He 

was i n t e r e s t e d  i n  i t ,  l i k e d  i t ,  enjoyed i t ,  but  he was 

most i n t e r e s t e d  i n  the l i v i n g  artists, r e a l l y ,  H i s  

, ~ 



He w a s  i n f l u e n t i a l  i n  plans for the War Memorial. . He 

. . 





He was a c o l l e c t o r ,  an  e n t h u s i a s t i c  one, and he w a s  

a person who, by v i r t u e  of himself being an artist, under- 

stood the problems of the artist, and the  problems of art. 

He was very generous t o  the museum. Very of ten  l a t e r  on, 

when I wanted very much an example of a European pe r iod  

as a s o r t  of key po in t  i n  our c o l l e c t i o n ,  he would respond 

very generously. 

What s o r t  of examples of art  would you acquire  through Mr. 

Gers t l e ?  

Well, Mr. Gerst le ,  l i k e  Mr. Bender, w a s  always open t o  

suggest ion when acqui r ing  art was proposed. A s  time vent  

on we acquired, thanks t o  them, a very f i n e  U t r i l l o  of 

the 1922 period, a Kandinsky of the  geometric period,  a 

small Rouault -- one o f  the clown s e r i e s  -- a l l  works 

not e a s i l y  accepted a t  the  end of t h e  t h i r t i e s ,  

How did you go about g e t t i n g  these? 

Well, they became a v a i l a b l e  i n  the  area.  In those p a r t i -  

cu la r  cases  the  pa in t ings  were included i n  the  Exposi t ion 

of 1939 o r  i n  exhib i t ions  t h a t  we brought here. They re- 

presented artists o r  art movements which i t  would be valu- 

ab le  t o  have i l l u s t r a t e d  i n  the  co l l ec t ion .  We t a lked  

over the works, t h e i r  p r i c e s ,  the gaps i n  the co l l ec t ion .  

Albert  Bender gave the  money t o  buy the U t r i l l o  and the  



. . 

I 

I 

I 

to purchase a Jackson ~ o l l o c k  and this remains an out- 

Clyfford Still was even more controveldal when. this ex- 

. . .  . . 













Harley: and unassuming ways, Mrs. E.H. Hel le r ,  Mrs. J e r d  S u l l i -  

van, Mrs. Nion Tucker, were o ther  f a i t h f u l  and i n t e r e s t e d  

board members. Each one of these women represented 'a 

support t h a t  very f a r  transcended t h e i r  indiv idual  contr i -  

butions, though they a l l  were generous, 

To me the women's board was a very g r e a t  support 

a t  t h a t  time because they were the people who, as I say, 

met monthly and whom I came t o  know, i n  some cases q u i t e  

well, and on whom I could c a l l  f o r  he lp  i n  small p r o j e c t s  

tha t  wouldn't, i n  t h e i r  busy l i v e s ,  have a t t r a c t e d  the  

men. For ins tance ,  Mrs. E.S. Hel le r  made i t  possible ,  

by paying my f a r e ,  f o r  me t o  f l y  to  New York t o  t a l k  t o  

the Carnegie Corporation of New York . people . and g e t  a 

grant f o r  the  f i r s t  b i g  educat ional  program we did. As 

long as she l i v e d  she paid the subscr ip t ions  f o r . t h e  art  

periodicals  i n  the  museumrs l i b r a r y ,  with the  r e s u l t  

tha t  i t  was a cen te r  f o r  research and reference  f o r  the 

en t i r e  area.  She bought the  museum i ts  f i r s t  p ro jec to r  

f o r  educat ional  work. 

Mrs. Duncan McDuffie was very much i n t e r e s t e d  i n  

the educational development a t  a l l  l e v e l s  i n  the  museum 

and gave a g r e a t  dea l  of se rv ice  and help. And l a t e r ,  

of course, I worked with her i n  the Exposition, a s  direc- 

tor  of P a c i f i c  House during the second year  of the 
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orley: Exposition. .She was s p e c i a l l y  i n t e r e s t e d  in ,it, 

iess: Does the women's board s t i l l  a c t  i n  these extensive cap* 

c i t i e s ?  

3r-e~: The women's board is s t i l l  funct ioning.  When i t  was s e t  

up i t  was meant t o  be primari ly s o c i a l ,  with the idea  of 

a Lady Bountiful ,  you know, t o  r ece ive  a t  recept ions  and 

previews and s o  on, Well, these women were of a c a l i b e r  

to  whom t h a t  would no t  have had continuous appeal.  They 

were pe r fec t ly  wi l l ing  to  do t h e i r  duty s o c i a l l y ,  and i t  

was very necessary and he lp fu l ,  of course,  t o  have t h a t  

kind of s o c i a l  representa t ion  a t  our b i g  openings andpre- 

views and so  on, and the s o c i a l  p u b l i c i t y  t h a t  i t  pro- 

duced was very good. But they were of a type t o  respond 

with more conviction to  other  more s e r i o u s  i n t e r e s t s ,  and 

t h a t ' s  why I c a l l e d  on them so  continuously and so  urgent- 

ly ,  and very o f t en  a t  much s a c r i f i c e  of t h e i r  time, energy 

and even money, t o  g ive  ne support i n  the  educat ional  de- 

velopment of the  museum, 

We moved i n t o  t h a t  museum with abso lu te ly  no educa- 

t i o n a l  equipment. 1t's hard to. be l ieve  now t h a t  there  

weren't colored s l i d e s  i n  those days. We had no money 

t o  buy equipment -- I barely had money enough t o  pay a ha l f  

dozen indispensable s t a f f  members, Other work w a s  done more 



Morley: o r  l e s s  well, by young people . . whom we would dragoon i n t o  ' . . 

... . . . . , : .. .. . . . .  . .. . doing jobs. . .  .. . . . .  . 
. * 

. . . . .  . . .  . . . . . 
' .  ' . . ..I , . . . . . .  . 

::. ' . . 

And t h e r e  w a s n ' t  t h i s  mongy f o r  equipment and the re  . . . . 
8 

5 

was no way of my convincing the board of t rus t ees ,  you see ,  I 
when they had a l l  these  demands f o r  s a l a r i e s ,  t h a t  you 

' .  

had- t o  have educat ional  equipment t o  work with. Well, 

with the  .women i t  was poss ib le  t o  show the need, and i n  

. the beginning i t  was they who provided, i h  one form o r  

another,  f o r  a ba lopt ican  and s l i d e  p ro jec to r ,  and movie 

pro jec t ion  equipment, l i b r a r y  funds, magazine funds, rand 

s l i d e  funk. 

Riess: Did they sometimes th ink  of these th ings  on t h e i r  own o r  I 
were these usual ly  p r o j e c t s  t h a t  you put before them? I 

Morley: Usually t h a t  I put before them, simply f o r  the  reason 

t h a t  there  had been no experience whatsoever i n  thinking 

about an a c t i v e  museum here  a t  t h a t  time. The o the r  tvo I 
museums were mustuns t h a t  preserved and exhibi ted  w a l l ,  1 
but were no t  a c t i v e  i n  the eense of carrying on educat ional  I 
work i n  any form but  g a l l e r y  tours. I 

I should add t h a t  a good many of the women's board I 
members were he lpfu l  i n  q u i e t  arid u n o f f i c i a l  ways t o  the  I 
museum and to  .me. ' Mrs. Lloyd A.ckerman,, who became' a 

. . I 
member of the women's board a l i t t l e  a f t e r  the opening, 







I 

I 

,. drawings and prints Annual. This gave artists of each 
. . 

in  the years immediately following the opening. They 

fort  to inform the public on l o c a l  a r t  and to  encourage 

. . .  

. . . .. . . - .. . . . . . .  . . . . .  . .  . - . 
. . . . . . 



I t  is an o ld  pa t t e rn  t h a t  goes back t o  France i n  the  

ganization to  present  exh ib i t ions  f o r  them, between the  

opening of the museum i n  the War ~ e m o r i a l .  During the  pre- ' 

processed the rece iv ing  and re tu rn  of the  art associa- 

I t  a l s o  s e t  up f o r  the  art as soc ia t ion  the circumstances.  

. . 

tee e lec ted  by a r t  a s soc ia t ion  members) jur ied  t h e w a r k  

. . .  . .  . . . 
. . - . . .- . . . . 



submitted. And a f t e r  they ju r i ed  the  m a t e r i a l  they did 

the hauging of vhat had been accepted. I t  was a g r e a t  

help jus t  then f o r  I had a l l  the  r e s t '  of . the  Opening - 

Exllibi t i ons  t o  i n s  ta l l  single-handed. But t h a t  method 

vas never used again,  simply bet-ause i t ' s  a g r e a t  dea l  

to  a s k o f  artists, t o  g ive  time t o  t h a t  s o r t  of thing, 

And i f  you have profess ionals  t o  do i t  f o r  you.., This 

is the job of a museum. From then on the museum was i n  

f u l l  operat ion and i t  served t h e  artists by i n s t a l l i n g  

the Annuals. They continued t o  do the jurying. 

Could these a r t i s t - j u r o r s  he lp  but be biased? 

I n  my r e c o l l e c t i o n  and experience I ' v e  never known ar- 

tists t o  s e t .  out  de l ibe ra te ly  t o  be biased. I th ink  it's 

perfec t ly  n a t u r a l  f o r  them t o  judge art sympathet ical ly 

and on the whole jus t ly .  Af te r  a l l ,  they a r e  the  people 

best  equipped t o  understand o the r  artistst methods and 

aims. 

Vell, biased by t h e i r  own a r t i s t i c  view? 

Yes. Well, t h a t ' s  a d i f f i c u l t y  v i t h  artists, of course, 

as jurors  of art .  They a r e  necessa r i ly  committed t o  

t h e i r  own poin t  of view. They be l ieve  i n  i t  and they 

should. So therefore  they sometimes a r e  no t  a b l e  t o  

enter  i n t o  the s p i r i t  of another  art ist .  This r e e u l t s  



fe l low.  artis.ts. 

e lec ted  by the artistsw membership of the associat ion,  

as i n  1935. . : 

Morley: Out of the membership. 

pa r t  the r e s a l t  of my continuous recommendation f o r  a 

c a l l y  f eas ib le  t o  br ing  i n  a ju ro r  from outs ide  who acted 

as a one-man jury. I t  was done with the idea, f i r s t ,  

agreed with i t  o r  not. Over a period of time, s ince  the 



And then, second -- and t h i s  was very d e l i b e r a t e  -- 
we rea1 ized : tha t  ' br inging in '  . .  gwpl .=  . . .  l ik=  Thomas Hess, 

. . '  . , . .- .. ..;.. . ,. . 

who is' the  edi tor  o f  A r t  h'ews,:_@uld a t t r a c t  wider a t t e n -  ' . 
. . 

t ion  t o  l o c a l  a r t i s t s  i n  the n a t i o n a l  art  press ,  Simi- 

l a r l y  i t  was recognized t h a t  by i n v i t i n g  people l i k e  

Lloyd Goodricb, who i s  the d i r e c t o r  of the Whitney Mu- 

seum of American A r t  i n  New'York, and l i k e  Gordon Wash- 

burn, who is the d i r e c t o r  of the Carnegie's A r t  Museum 

i n  Pi t tsburgh -- both museums having exhibi t ions ,  invi- 

ted exhibi t ions,  which a r e  very important t o  contempor- 

ary art - they would become somewhzt acquainted wi th  

the kind of work being done out  here  and might very wel l  

i n v i t e  representa t ion  from t h i s  region f o r  those exhibi- 

I $ 
t ions. 

From my po in t  of view a s  a  d i s in te res ted ,  bu t  very 

s incere ly  i n t e r e s t e d ,  suppor ter  of art i n  the  region, 

i t  didn ' t  matter  whether these outs ide  jurors  took t h i s  

a r t i s t  or  t h a t  one f o r  the p a r t i c u l a r  Annual f o r  which 

they were responsible,  o r  l a t e r  wrote about o r  i n v i t e d  

f o r  a  na t ional  o r  i n t e r n ~ t i o n a l  show one o r  amther artist, 
3 

The important th ing  i n  my mind was t h a t  art i n  t h i s  region 

have some recognit ion on the n a t i o n a l  l e v e l ,  and from 

leaders  inpor tant  ou t s ide  the area ,  because such recogni t ion  



obviously,  s ince  you nay have, as I d i d  the 

. - . . .  . . .  . . .  - . . . . . . .  



invited to serve on the jury of the Northwest New York 

of some hundred and twenty-one thing8. ' .  

awarding prizes? 

.functioning separately; we did both, and it is a usual 

. . . .  . 

-- . . -. . . - . . .- - --.- .. .- . . . 
. . 

. . . . 



. . 

on a kind of "your first reaction is apt to  be the bestw 

Morley: No. ' What you do usually i n  a show, any regional shov, .. 

are not up t o  the standards of the region. Usually you 

a t  the standards of the region; i n  other words, your 

. .  . . . . ..  . . ,  . . .  
. , . ,  . - .  

. .. 
. . 

. . 



. . .  -- " 

r* 

8 c :  
3 ..'k&V 

if  you have a jury made up of  p'eople who are completely 

into ndoubtful" and then you review them to  make sure no 

merit is overlooked i n  the rush of the f irst vieving. 

On second inspection, af ter  a l l  the submitted material 

h ~ s  been reviewed, what is  good enough to  stay,  vhat 

represented? 

. .: .,. 
. . 

. ... 



Bancroft L l t a v  
I 
I 

view, you see ,  each one  of vhom decides to  show only the 

aspect of  ar t  he f inds  acceptable, 

i f  three individuals were s e l e c t i n g  independently, 

But generally speaking, shows come out pretty well. 

I've never had tvo better colleagues than Guston and 

. . .  



Murch was on t h e i r  s ide ,  and t h a t  Gust and I probably 

were not. Representat ional  pa in te r s  tend, i n  our cur- 

rent  period, t o  be l e s s  i n t e r e s t i n g ,  ab le ,  and c r e a t i v e  

than those worki.ng i n  o the r  forms of expression, and 

they therefore  o f t e n  form a l a r g e  group among the r e j e c t s  

i n  a jur ied  show. They tend t o  f a l l  i n t o  the group t h a t  

a re ,  s h a l l  we say,  l e s s  adventurous, while the  non-repre- 

senta t ional ,  a b s t r a c t ,  semi-abs t r a c t  segment of  contem- 

porary art tends t o  a t t r a c t  the artists t h a t  a r e  more ex- 

ploratory and c rea t ive ,  with the  r e s u l t  t h a t  q u i t e  t e r r i -  

b l e  things a r e  sometimes produced i n  t h a t  segment, but  

a l s o  usual ly  the  more b r i l l i a n t  work is t o  be found 

there,  too. This  explains the  dominance of t h i s  segment 

i n  exh ib i t ions  of any kind today, whether ju r i ed  o r  in- 

v i  ted.* 

*  h he exh ib i t ions  represent ing  the United S t a t e s  at  the  
Brussels  F a i r  i n  1958, a t  t h e  Moscow Fa i r  i n  1959; the  
exhib i t ions  c i r c u l a t e d  abroad by the Museum of Modern 
A r t ;  r ecent  Annuals a t  the  Vhitney Museum of American 
A r t  i n  New York, a l l  i l l u s t r a t e  t h i s  f a c t .  I t  should 
be added t h a t  i n t e r n a t i o n a l  exhib i t ions  -- the  Carnegie 
In te rna t iona l  i n  P i t t sburgh,  the Biennials  i n  Venice 
and Sao Paulo, as the most important, d i f f e r  l i t t l e  i n  
t h i s  regard from the United S t a t e s  shows. GLMCM.] 



l n o o h  L ~ b r r q  

ART AND ART MUSEUMS IN THE CONTEMPORARY SCENE 

The Art Language of Our Time8 

Morley: Now, you wanted to know what I think of very, very mo- 

dern painting, advanced, avant garde painting. Well, 

I think of it as contemporary painting, and to me there 

isn't zny question of liking or disliking it. It exists 

and certain aspects of it appeal to me very much, cer- 

tain personalities I find congenial, just as in any 

other art period. It's just the language, the aesthetic 

language, the art language of our times. As you become 

experienced in it you naturally have your favorites; 

and others much admired that you even think very highly 

of, perhaps on technical and critical grounds, don't 

appeal to you especially in a personal vay. 

1 think this extraordinary vehemence and freedom 

and almost violence is characteristic, or has been 

characteristic, of art in this country since the var 

years, really, though it goes back in its almost violent 



reaction against traditional art to Jackson Pollock. It 

isn't anything new in art, i,n the sense that art always 
, . . - 

came from the same sources as these people (often called 

"action" painters or abstract expressionists) use - 
that is to say, the unconscious, sub-conscious reactions 

to experience, to visual stimuli or .to' ,emotion or what- 

ever the stimuli are. But where it differs is that it 

is a more direct thing; it isn't strained through rules 

and dogma; it's almost automatic, in some cases, as in 

automatic writing. And it has a certain virtue of spon- 

taneity and it has a sense of freshness and discovery, 

It also, of course, has certain dangers. 

But with automatic writing the automatic process is only 

the beginning. What comes automatically is then worked 

over, I believe, 

Well, I think some of the .artists do the same thing. They 

may go through differing phases of this type of expression. 

But certainly the quality that has always been in art is 

to be found in this kind of contemporary art. It's just 

that it's a new 1-age, if you like. But the essential 

creative qualities of art, art as a creative language, 

are there just exactly as before. And I believe in it. 

You see, I believe in human beings, and artists are 



9 1  

.:. : I 
. . 

Harley: s i m p l y  human beings t h a t  have the  g i f t  of krpressing . . . .  . . 
. . .  ., . , . . , .. . . . - .  . .  i 

c e r t a i n  personal  r e a c t i o n s  and - record ing  them. .>  he^ ; . . . . 

, 
. . 

. a r e  extremely s,ensi  t i v e  people ... They ve ry  ~ f ' t e s ~ a r e '  , :.: ' ' . '  . .  
.'. , , ,: . . 

. . . .. 

prophets . without . knowing i t ,  . i : n  t h a t  they r e a c t  and under- 
. . . . . . . . 

s tand  i n t u i t i v e l y  . . many .,. - t h ings  t h a t  a r e  t h e r e  and, t h a t  
. . .  .:. ... . 

. .. 

o the r  people l e a r n  .to;:know about very sl .owly~arid long  
. .  .. ... . . . .  , 

: '  , . I  
a f terwards.   hot you should f i n d  artists today s t r e s o  ~ 

i 
'.I 

s i ng  the non-li  t e r a S  a spec t s  of a r t  is c6mple.tely normal. ' :~ 
I 

I 
-After  a l l ,  the  kind of world we l i v e  i n  is one t h a t  is . . .  i 

expressed i n  r e l a t i o n s h i p s ,  i n  a lgeb ra i c  equat ions.  And I 
! 

i n  a way a b s t r a c t i o n  is the  counterpar t  i n  art  t o  t h e  

s o r t  of th inking  t h a t  we have i n  our time. To l e a r n  t o  
I 

understand and t o  respond t o  contemporary art  t h e  b e s t  

way i s  t o  be open t o  what co lo r ,  the  t e x t u r e  of  p a i n t  i 
I 

on canvas and a l l  the  o t h e r  elements of art express ion  ' 1 
can convey i n  v i s u a l  and emotional experience. 

Riess: One thing t h a t  I th ink  bothers  those t h a t  r e s i s t  t h i s  1 

contemporary expression i s  the  h a s t e  with which i t  is I 

produced. In s t ead  of "art i s  long and l i f e  is  s h o r t n  

you have q u i t e  t he  oppos i te  -- manifested i n  qua& t*''&nd 
. . I 

speed. 1 

Morley: Yes. Well time w i l l  cure  tha t .  The t h i n g s  t h a t .  have .  , 

I 
I 

been done t o o  speedi ly  w i l l  drop out.. Moreover, i t  is 
. . 

. .  . . . I . . 
. . . . . . . . . . 

, . . ,  . . . . 

. . .  . . . . 
. .. . . . . 

. . .  
. . . . . . . . 

I . . 
. . 

. .  . . . 

. . 
. . 

. ,  . . . 
. . . ' .  

. . 



way of their own under the tremendous burden of  knov- 

ledge and prestige from abroad, i t  seems wonderful to 

European painting of Thomas Craven and Benton and s o  on 

didnl t have themselves enough personality , and experi- 

. . 
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Aiess: Then it isn't ~ ~ m m ~ n i ~ a t i ~ n  that is important to him? 

~~rley: Not necessarily. He'd love, I think, to communtcate what 
, i he thinks and feels about things but it may be that he's 

< 
before his time. Van Gogh was; no one responded to his 

* 
2 

work and he went on with it anyway. His communication 
3 

is more important for us now than it was for people in . 
h 

his own time. And I think art very often develops in 

that way. It explores continuously new frontiers of see- 

ing, feeling, expressing human experience and emotion. 

It's a living, growing thing. First it lives and grows 

in the artist; but it lives in its own right and grows 

in its relationship to everything that happens afterwards, 

long after the artist is dead very often, long after it's 

external to him. And that's one of the interesting and 

exciting things about art. It is history in a direct 

expression, not only of the individual artist, but of . 

his time, of his place. 

Riess: Though from what we see art is not a living and a growing 

thing in the Soviet Union, for example. 

Morley: Well, obviously in the Soviet Union there has been a con- ' 

demnation of the free expression of the artist since from 

their point of view there it's necessary for the artist 

to serve the state, and therefore he does, officially at 
; 

4 
€ 1 

3 
3 







similar ways of expressing them. As a matter of fact, 

at no time in the world hzs there been as much similarity 

of living, feeling, '+hinking, exchanges of influences 

everywhere -- from San ~rancisco eastward all the way 

around to China -- as there is now. And so you find to 

some extent the same things everywhere. The artisbre- 

flect this condition; they find similar ways of expres- 

sing it in their art. Often there are exchanges of in- 

fluence but not necessarily. What is worth 'noting is 

not what started an artist off in his way of expressing 

himself, but rather how successfully he does it. Human 

beings inevitably have somewhat similar patterns every- 

where today, modified naturally by their own experiences, 

background, environment. They all face a world of baf- 

fling problems, an unsatisfactory world, 

Artists, being especially sensitive, probably know 

much more about the meaning of our time -- without know- 
ing what it is, although they are expressing it -- than 
most other people. We just live our time blindly, most 

of us, while they are reacting to it and expressing it. 

And so they are recorders of the time and I think this is 

true everywhere, 

The quality of what artists express in different 





r ep resen ta t iona l  work -- e s p e c i a l l y  i f  i t 's  very academic. 

If the snoulder i s n ' t  i n  the r i g h t  place i t 's  p r e t t y  evi- 

dent,  while i n  an a b s t r a c t i o n  i t  takes more s tudy t o  re- 

cognize c r e a t i v e  qual i ty .  Abst rac t ion  is  a more mature, 

i n  a way, c r e a t i v e  expression, and therefore  i t  requ i res  

more experience and maturi ty  from the  viewer f o r  an ab- 

s o l u t e  judgment than the purely sur face  representat i ,on o r  

i m i  t a t i o n  of na tu re  i n  - an academic p ic tu re  does. 

Poin ts  of Departure 

Then do you think the  San Francisco artist, a s  had been 

suggested, being an a b s t r a c t  express ion i s t ,  would be at 

home anywhere? 

Yes, I think he'd be a t  home anywhere. It should be 

noted t h a t  all Bay Area artists a r e  not  a b s t r a c t  expres- 

s i o n i s t s .  Those who s a r e  p a r t  of a world-wide art 

movement. But the re  is  an i n t e r e s t i n g  point  here: does 

art of San Francisco, of the P a c i f i c  Coast, show some 

regional  stamp within a b s t r a c t i o n ?  I 've  had the quest ion 

r a i s e d  a number of times when Europeans have f o r  t h e  

f i rs t  time seen work done on the West Coast. These 

Europeans had been f a m i l i a r  with ar t  done i n  New York t o  
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~, l~r ley :  a c e r t a i n  ex tent ,  and they, when they s a w  work by .artists 
. . . . ' ,  . 

. of the P a c i f i c  Coast, did f e e l  somet$ing d i f f e fen t , .  a d  
! inquired about it, 

I do think t h a t  i n  the ar t  of many of the artists' who 
i . 

have l ived  and worked out  here and who hzve developed a 

very personal expression of t h e i r  o m ,  l i k e  Diebenkorn, f o r  

instance,  o r  Carl  Morris, o r  Mark Tobey, the re  is a c e r t a i n  

qual i ty  t h a t  comes from the place. This can ' t  be l i g h t ,  

because the l i g h t  is  q u i t e  d i f f e r e n t  i n  S e a t t l e  from the  

l i g h t  i n  San Francisco,  I t  i s n l t  Or ien ta l  inf luences ,  

though many -- Graves and Tobey -- have been deeply i n t e r -  

ested i n  Chinese and Japanese art, and have sought de l iber -  

a t e l y  inf luences  from the Orient  -- and have learned  much 

from Or ien ta l  techniques. 

I think perhaps i t  comes, the  deep th ing  t h a t  is d i f -  

f e ren t ,  and c h a r a c t e r i s t i c  of  P a c i f i c  Coast ar t ,  from the  

landscape. This l i e s  not  i n  the s u p e r f i c i a l  resemblance 
, 

to  Chinese landscapes which you f i n d  i n  some of Mor r i s l s  

or i n  some of Tobey1s pa in t ing ,  which may o r  may not  come 

d i r e c t l y  from the f a c t  t h a t  the scenery i n  Oregon and 
i 

Washington and i n  China and Japan -- with t h e i r  combination 
> 

of water, f o r e s t s ,  m i s t s ,  mountains -- resemble one another  

on both s i d e s  of the  Pac i f i c .  But the d i f fe rence  is  some- 

thing r a t h e r  d i f f e r e n t  from t h a t ,  and f suspect  --*is 
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liorley: i s  my idea  -- t h a t  i t  i s  a space f e e l i n g ,  a s p a t i a l  con- 

ception, the f a c t  t h a t  t h i s  a rea ,  i n  the  youth of a l l  those 

art ists,  was s t i l l  a cant rys ide  t h z t  wasn't extremely 

densely populated, t h a t  there  were v a s t  expanses, enormous 

d is tances ,  and the s c a l e  of th ings  was la rge ,  

- I  d.onl t know whether it 's an i d e a  t h a t  I push too far 

or  not, ' I t 's  d i f f i c u l t  t o  say. But i t ' s  a p o s s i b i l i t y  

tha t  i n t e r e s t s  me and I have ta lked  t o  people about it. 

It  happens t h a t  I am myself very s e n s i t i v e  t o  space, very 

nuch i n t e r e s t e d  i n  i t  and inf luenced emotionally by it. 

Riess: And i n  the Eas t ,  i n  New York, people l i v e  down i n  a s o r t  

of man-made canyon, an e n t i r e l y  d i f f e r e n t  space, 

Morley: Yes. And, of course,  t he re ' s  q u i t e  a range from Oregon's 

h i l l s  and m i s t  t o  the Southern Ca l i fo rn ia  d e s e r t ,  bu t  

f a r  d is tance ,  v a s t  spaces,  monumental s c a l e  a r e  charac- 

t e r i s t i c  of the Far  West. 

Riess: Is art  done mainly i n  the s t u d i o  these  days? 

i4orley: Yell ,  mostly. A r t i s c s  now hardly ever  work from the  ob- 

j ec t  d i r e c t l y ,  though they may do an i r lcredible  number 

of very c a r e f u l  drawings which a r e  mot i f s ,  i n  a way, o r  

which a r e  ways of thinking. They see ,  they think,  visual-  

l y  and drawing is a way of e x t e r i o r i z i n g  t h e i r  thinking,  

s o  t o  speak. 
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~{orley: nature i s  h i s  motif very often.  It 's h i s  point  of de- 

parture. And he does ink  drawings, rice-paper pa in t ings ,  

of an a b s t r a c t  kind t h a t  a r e  similar to  h i s  o i l s .  They 

are  a preparat ion and working up of the themes l a t e r  used 

i n  the o i l s ,  often, though never a cont inui ty  t h a t  leads  

d i rec t ly  t o  an o i l .  By con t ras t  there  a r e  a l s o  f i g u r e  

drawings. He t o l d  me the  o ther  day, I bel ieve,  but  ra- 

ther  a reference o r  a l l u s i o n  t o  i t  -- when I saw them f o r  

the first time, r e a l l y ,  i n  Portland -- t h a t  when he had 

been s t i r r e d  up by a t r i p  t o  New York, with a l l  the  in- 

fluences t h a t  go on there ,  and a l l  the excitement of see- 

ing a l o t  of art  of a l l  kinds, he would come back and draw 

f igures  f o r  a while, because t h a t  was a way of g e t t i n g  

the excitement out of h i s  system, so t o  speak. And these  

a re  beaut i fu l ,  very f r e e  f igure  drawings, wonderful, evoca- 

t ive  things, 

Riess: These drawings were a b e t t e r  way f o r  him t o  g e t  i t  out  of 

h i s  system than through pain t ing?  

Morley: Well, i t  j u s t  happens t h a t  t h a t ' s  h i s  way of working with 

these inf luences and d iges t ing  them, if you l i k e ,  

Riess: What d i rec t ion  do you think art w i l l  go next? 

Morley: I dont t think anyone knows tha t ,  

Riess: People suggest t h a t  i t  has r e a l l y  exhausted the  canvas' 



business or being i n  anything e l s e  is. There are only a 

few that stand out i n  any profession, in any l i n e  of  ' . 

there, from a plateau instead of from a depth. And that,  

I 

I 

and col lege centers,  where a r t i s t s  are professors or are 

become a r t i s t s  themselves, but for a brief  time have the 

. . . .  . . 
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5brley: i n t e res t ed  i n  art ,  e n t h u s i a s t i c  about i t  and wel l  in- 

formed. This produces a cl imate favorable . t o  art, and 

such centers  a r e  found widely d i s t r i b u t e d  throughout 

the country. They provide an increas ingly  good s e t t i n g  

i n  which a r t  and artists may develop. 

I n t e r e s t  i n  A r t  Grows: 1935 

ftiess: Would you describe i n  more d e t a i l  the art  of the  a r e a  

when you returned t o  San Francisco i n  19351 

Eorley: Yell, you see ,  Cal i forn ia  was very f a r  away from the  b i g  

museums and the eas te rn  cen te r s  f o r  artists and the art 

market. The artists1 group was a very s t rong,  very in- 

t e res t ing  one here a t  the time. The Ca l i fo rn ia  School 

of Fine A r t s  and the A r t  Associat ion had maintained a 

high standard. There's no doubt about tha t .  The A r t  

Association had occasional ly been a b l e  t o  br ing  an exhi- 

b i t ion ,  an inv i t ed  exhib i t ion ,  from somewhere e l s e ,  but  

i t  was too infrequent  -- oh, .perhaps s e v e r a l  years  might 

elapse between such c a r e f u l l y  s e l e c t e d  shovs -- and t h e  

r e s u l t  was t h a t  the a r t i s t s ,  f o r  the  most p a r t ,  vere t en  

or  f i f t e e n  years behind the movements of t h e i r  time, simply 











111 

Morley: about t h i s  Sor t  of of fer ing  i s  t h a t  you get Ei*vonderful 
/ I response e a r l y  i n  any development; l a t e r  o n . i t  tends t o  

1 i taper off.  
l i 

Riess: Because you've drawn off the  people who a r e  inte 'rested? 
I *  

Morley: Pa r t ly  t h a t ,  and p a r t l y  the novel ty of i t  has passed, I 

I ! suppose. 
/ i  . 

Then i t  was i n  1937, I bel ieve,  t h a t  a membership 
i was f i n a l l y  es tabl i shed .  There was a reason f o r  th i s :  
I 

first, I ' d  come from a museum where the re  had been a mem- I 
I bership and I very h e a r t i l y  bel ieved i n  the  i n t e r e s t  t h a t  

i t  represented i n  the  community at l a rge ,  the  d i r e c t  con- 

, ' t ac t  and wide support  t h a t  a museum had i n  its community I 
* 

1 ! as  a r e s u l t  of having members. And a l s o  I was faced I 
, . with the f a c t  t h a t  the  museum was growing very fast and I 

the th i r ty- f  i v e  o r  f o r t y  people t h a t  Mr. Crocker wrote 

to  personal ly d i d n ' t  produce enough money. You see ,  i n  
I I 

the beginning a sec re ta ry ,  a very good sec re ta ry ,  b s t t e r  

than you f i n d  very of ten  now, c o s t  s ix ty- f ive  d o l l a r s  a 
1 I 

month. And t h a t ,  of course, as the depression was more I 



Ennuoft 

~ ~ r l e y :  felt that if you had a membership you had a nuisance . , 

-- people you had to do something for and about. But 

it worked out extremely well. We had close to a thou- 

sand members, as I recall, by the time of the war. It 

was more or less static during the war period. .,Then 

after the war it began to grow very, very fast. When 

the museum was renovated and I came back from Unesco it 

took great spurts. Nothing to do with me especially. 

It just happened that that was the period of expanding 

activity, bigger exhibitions, and so on. By August 1958 

there was a membership of over 4,600. 

Riess: Could we go back to what the regional school of this area 

might have been in 19359 

Morley: Well, the San Francisco-Bay Area had always been good for 

art activity. You had Carmel and you had artists here 

in San Francisco, in the Montgomery Block, in the set- 

tin2s which attracted artists -- pleasant, inexpensive 
living, delightful subject matter, interesting people, a 

certain amount of interest in art, especially in the per- 

son of Albert Bender, of course. Even at that time the 

studio part of art teaching at the University of Califor- 

nia was producing good artists and it had on its staff 
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School of  Fine Arts and a t  the Stock Exchange. These . , 

were treasures, sha l l  we say, for  the a r t i s t s  i n  San Fran- 

their own mural work. These drawings belong to  the art 

bited them repeatedly. The museum a l s o  owns another 

for compositions intended f o r  murals. 

The WPA to a certain, extent,  i n  i t s  administrative 

. . . .  . . . . . . . . 
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they said, of "having to rake leavesew 

Evolution of a Museum of Contemporary Art 

How did the San Francisco Museum of Art evolve into a 

museum of contemporary art? ' 

Well, that's an obvious development. When it was founded 

by the San Francisco Art Association in 1916, as a result 

of the success of the Fine Arts Palace's exhibitions at 

the Panama Pacific International Exposition of 1915, 

the San Francisco Museum of Art was, as I have said, the 

first museum devoted entirely to art in the city. The 

deYoung included at that time other subjects as well as 

art. The California Palace of the Legion of Honor was 

founded later. In the Opening Exhibitions we more or 

less covered the field because we were recalling the mu- 

seum's early years and were spanning the interests of the 

people who were most involved in it as well as recent art 

developments. The art association with its Annual was 

interested primarily in contemporary art and in art of 

the region; the Crockers were the leading collectors and 

they lent tapestries and paintin-s, but especially their 

great old master drawing collection, always of interest 



i 
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Norley: to artists and art students of today, a unique thing in 
t c  

1 3  the cornunity and very valuable. The French nineteenth 
;.,$ 
'I century paintings, the Impressionists especially, 'which 

were included in the -group of exhibitions for the open- . 

ing, represented an early period of modern art little 

known in San Francisco, basic for any museum which would 

show contemporary art, while themost important recent art 

event in the area, a Chinese exhibition at Mills College, 

which Salmony, who was a great scholar, had done, both 

honored the college's contribution to art in the area 

and indicated that the museum was not liaited to art of 

the Europesn traditions, 

The next exhibition, to follow the Opening Exhibitions, 

which had been arranged long before I was engaged for the 

job, indicated the museum's concern for conteaporary art 

still more precisely. That was the Euro?ean section of 

the Carnegie International, to which, at my suggestion, ve 

added an invited section -- a sort of repesentative cross- 
section -- of contemporary Americans vho were represented 

- -- 
in that show. All the prize-winners, Axerican and for- 

eign, were in it. And this made a very handsome, very 

stimulating review of the whole world of contemporary art. 

Biess: This exhibition came only to San Francisco? It didn't 





. . 

a c t i v i t i e s .  ~ n d  as . time . went on t h e .  San Francisco Museum . ' 

we always d i d  was t o  seek out ,  f e e l  out ,  those aspects  of 

were an obvious development f o r  us. 

In  1937, again, ve introduced the motion p i c t u r e  as 

a l i v i n g  ar t  form and were the f i r s t  out  here t o  use the  

which i t  had s t a r t e d  only a year  o r  s o  before. O f  course 

. . 

. .  . . 
. . 



who was a very g r e a t  scHolar i n  the  f i e l d  and himself 

a motion p i c t u r e  maker.* 

And i n  1938 the bookshop s t a r t e d .  Had t h a t  been a p a r t  

of a g i f t ?  

Yes. I t  had been an information desk p r i n c i p a l l y  be- 

fore  t h a t ,  s e l l i n g  only catalogues f o r  the  c u r r e n t  shows, 

but the women's board gave twenty-five d o l l a r s  t o  buy a 

stock of the  Museum of Modern Art's catalogues f o r  resa le .  

And t h a t ' s  what s t a r t e d  the bookshop, these e x c e l l e n t  

catalogues t h e  Museum of Modern A r t  had been publ i sh ing  

f o r  a year  or  two. They were beginning t o  appear i n  

hard covers and they were the b a s i c  l i t e r a t u r e  of modern 

art. . 

Each one grew out  of a museum exhib i t ion?  

Yes. 

And the library... 

The l i b r a r y  was present  from the beginning, because we 

inhe r i t ed  a c e r t a i n  number of books and pe r iod ica l s ,  

from the o ld  Palace of Fine Arts on the Marina. But, 

from 1935, even if most modestly, we t r i e d  t o  b u i l d  i t  

sys temat ica l ly  around our exh ib i t ions  and our growing 

co l i ec t ions ,  t r y i n g  a l s o  t o  have a l l  the indispensable  

publ icat ions on modern ar t ,  a l l  the leading ar t  p e r i o d i c a l s  

* 
See A r t  i n  Cinema, ed i t ed  by Frank Stauffacher ,  San Fran- 

cisco A r t  i n  Cinema Socie ty  and San Francisco Museum of A r t  
1947. A symposium on the avantgarde f i lm together  wi th  
program notes  and references  f o r  s e r i e s  one. 





c i p a l  museum, with operat ing expenses completely at t h e  

charge of the  c i t y  a s  i s  the  case f o r -  the o the r  two. 

ment of the  premises. Also i t  has from the beginning 

fund to  the museum on the  argument t h a t  an ac t ive  museum 

varied: i t  s t a r t e d  a t  about $10,000 a year  and at the  

present time is  $15,000 or' a l i t t l e  'more. This g ran t  





. . 

discrimination. Since,  of course, Miro has been shown 

I 

appointment o f  trustees? 

Morley: No. They are a board. 

Role of Local Galleries 
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!.iorley: Well, g a l l e r i e s  of course a r e  business  en te rp r i ses ,  and 

they have t o  do the bes t  they can. And very 0-ften they 

make a tremendous cont r ibut ion  i n  t h a t  they w i l l  a ssure  

an a r t i s t  two o r  three years  of s e c u r i t y  t o  work. They 

obviously t3 ink  t h a t  they a r e  going to gain from tha t ,  

but they do pay him what is  e s s e n t i a l l y  a s a l a r y  so  he 

can l ive .  And t h a t ' s  a very important thing: 

Now t h a t  kind of en te rp r i se ,  I think, is non-exist- 

ent  here. Even the s m a l l  g a l l e r i e s ,  which you f i n d  on 

-- what is  i t ?  -- Union S t r e e t  now, I think, artists' 

cooperatives, t h a t  kind of thing,  a r e ,  i n  the number 

which e x i s t  i n  San Francisco now, a very recent  develop- 

ment. I n  the o l d  days there was l i t e r a l l y  nowhere f o r  

artists -- artists who were not ,  so to  say, representa- 
I 

t ional ,  almost commercial artists -- t o  show. That 's  

one reason why the museum c a r r i e d  on a very considerable 

ga l le ry  a c t i v i t y .  
I 

Riess: Did you have the art r e n t a l  program then? 

Norley: No, though t h a t  went back a long way. I t  went back to  

1938, but i t  was a long time taking form. It took a long 

time before people thought i t  smart to  r e n t  a pa in t ing  

o r  sculp ture  and before the re  was competition among r e n t e r s  
I 

on the opening of the r e n t a l  g a l l e r y  i n  sp r ing  and autumn. I 

I 

I 



. . 

. . 

away unless someone gives you a tremendous amount of I 

I 

you have to plan; very slowly build so-lid foundations; 

gain support; make a long term effort. Before f ' left 

of the things as I could which had been begun, but many 

of the things, obviously, will lapse, simply for lack of 

be taken up in another form in time to coma. 
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Controversies 

Refregier Murals 

xorley: One of the  i l l u s t r a t i o n s  of what a museum of the kind 

the San Francisco Museum of A r t  represents  i s  t h a t  con- 

troversy over the  Refregier  murals i n  the Rincon H i l l  

Post Office. That 's  r e a l l y  a,n i n t e r e s t i n g  episode i n  

San Francisco a r t  h is tory .  

One of the values of such an i n s t i t u t i o n  as t he  

Museum of Modern A r t  i n  a g r e a t  way, and the San Francisco 

Museum of A r t  i n  a small way, is t o  give leadership  f o r  

points of view t h a t  a r e  somewhat confused by popular pre- 

judice and l ack  of knowledge. The Museum of Modern A r t ,  

a s  you know, has opened up whole avenues of development 

i n  the decorat ive and the  f i n e  a r t s ;  i t  has always re- 

s i s t e d  a t t a c k s  from the uninformed on modern art, whether 

inspired by p o l i t i c a l  b i a s ,  by ignorance, by economic 

r iva l ry .  A l l  t h a t  we d id  i n  San Francisco very d e f i n i t e l y  

goes back t o  the f a c t  t h a t  we could g e t  ma te r i a l  from 

them t o  do similar things on a smaller  s c a l e  i n  t h i s  

area and t h a t  we could poin t  to  t h e i r  example f o r  defense 

I 





they may. at times, find It m- 
By Alfred Frankenstein venlent to deny ~t in certain com- 

pany. knoas R is all true.' 

T HJI ENVELOPE bore the name 
and retum address of the 

I 6oclety of Western ArUsta. 111 H phrssed ~n such 8 fashion 
ERE, TEEEN. was an article 

Gutter street. San Prnncbm. It as to cast doubt on the loyalty 
was postmarked Dec. 1. 1951, mu and honesty of every art teacher. 

, rddressed to the miter of these every museum official and every 
liner and was placed on hm de# art cntlc m the Bay F&gion. It 
on Deeunbv ¶. was hmng circulated in Ne form 

Inside was a reprint of m ortl- d a repnnt and came to my 
r le  yhch John Garth. art cnuc attentron m the envelope pi a 
of the Arponaut, had publuihed local art society. Since there am 
in hls'column on October 12. Its ' no cove- letter or ~ t i m  
general tone was qulte f&ar. with attenuon to de- Of any W me might bm 
for Mr. Garth has long been play- wtall." assumed that the mcfety 
~ n g  st.  George to that protean The article went on to develop was res~odble  for the 
monster, modem art. Thls tune, the thesis that contemporary ex- 0' at leas f* it3 m w .  but On@ - 
however, the wieldmg of the Gar- pe-ent art ur a communist could Scaraly credit thl6 
tblan larick was something spe- plot to create mood our pea- naa0- mrmal as it W t  seem; . 
cial: the plece -. m fact, the pie of dotbt, oncertainty and after a them maw h a -  ,, I 
humdnger to end all humdngers. defeatism" and asserted that "the gent people the m w  M i 
I quote: subverslves m the art fleld" have and thq shoWd 

'The plan to conquer the world '.boasted openly of what they had have been to th.t I 
through lnternal subversion was done to our art, what they were their organ-tbn to " 
conceived and put m acuon un- domg. and intended to do" But. of Chis 

- mediately followmg the Russlan Mr. Garth contmued. "the Corn- bag It into diueputc. 
revolution. I myself attended the munists permit no irrataonal de- Having made a few hQ- 
first meetmgs here in San Frsn- featst art I N  RUSSIA. There and 'hat -e . 

c-. where the whole conspiracy they allow only confidence- had -v* the rs- 
was lsld down m detal, to affect bu~ldlng subject matter: The dig- PIiot in the soc'etfi I 
not only pamt~ng and sculpture, mty of labor, the beauty of par- wrote to its president and ** 
but every other aspect of our enthood, the valor of strength, * the maw hai bWn 
esthetic and spinturd Me. The courage, loyalty. The power of the authoneatiM of the 
ut museum personnel the school art to shape men's rmnds, to ln- " a whde Or Of Its board Of 

u t  faculties, the art schools them- still confidence in the existang dlrecm.oril it had done 
selves, the more influential art order, Ls weU understood in the l ~ ~ ~ - T h ~ ~ ~ ~ ~ t W ~ O ~ ~  
critics were the fust targets more mature countries." 

town and 1 received no reply mtll I - 'elected for elther ~ n v e r ~ o n  Or Nter  B few cracks at  -self- *. It - a Perp - g M u d  liquidation to make naJ deluded amateurs" nnd 'deluded ,t letter i;l rhrch mp Qucstaw 
for the instdlauon of fellow fashionables." Mr. Garth touched ,, moM tmvelers. upon the charges of Communism was a change m @w' . 

'In the intervening 30 y e m  in modern art  made some Years p-dency, and ulbatee, 
this task has been acmmphshed ago by Congressman George A two more 1 - . 
to a very marked extent. the Dondero of Michigan, and added by M* ~ ~ h ] ~ ~ ,  -t 

I 
I I 

arectives being executed usually that "no one has ever dared to &lef urecuave of me -- 
with msxlmum ruccess. and wlth contradct lum or the Argonaut tiOK the exmpt for a 
the attempts always bemg marked because everpone, even though prior to the pubuaaon ~f 

Mr. Garth's arhcle, he had at- 
San F r a n c i s c o  C h r o n i c l e ,  tended every meeting or the rp 

ciety and of ib executive bmd T h i s  'tiorld, Kar.23,1952. and at noneof ttesedid h e m  
orhearofmrotcorrrthmfsattorr 

: I 
of any kmd relahve to the lrcprlnt 
mentumed.- 

Mr. Mohler UM klnd cno- . 
to do more than rnsacr my in- 

I 

and hu news, especially thoas 
a f 

I 
expressed m his speech of Aug. ;ommunists Influence Modern Art have lw.anddU.dt.UIwI heard irorn certain groum- 

I 

to date about these reports L 
curies and impmcationq but m 

I eonvrnclng denials." He went on 
to state an interertlng hypothe&: 

I 

"If prefetentlal consideration L 
given by publicly owned museumq 
or those m control of the eXhtbl- 
Uons In such museums, b per- 
sons listed in the Dondero repoN . 

( .s k n g  definlkly ?eftl5r 6ym- 
I pnthrecrs. and If the facllltks el 

such museums u e  denied 
of reprsenmtronal 8rUptr aho 
are loyal utlzem, ca chuged Ul 

1 
the Dondcro repom and bY X C  

I 
Garth. it Is not at dl gvprktnl 
that credence b given the Don- 
dero report&- 

I 
I n r r p b t a t h h I u L e d ~ .  - 



This drawing of r beardless Uncle 5.m. in a w. 
business suit and r star-studded vest. w m  for U& ; 
Freedman of North Hollywood the $2000 first prb. b 8 

Nationwide contest to find a symbol of h c b k a .  1- . .i - 

Mohlu 3 he had m y  etndence ta 
show that preferenbal wnsldem- 
am IS glven lef-t SYmPathizem 
in our pubhc museums and that 
lopal auzens are excluded trom 
them: I asked. furthemon. if he 
could demonsmte that such left- 
1StS as may be urhlbited are gven 
the nght of way because they are 
lef- and that such lopal Cltl-  
t b ? ~  asam excluded ere tossed 
out becaw they are loyal. Up to 
the tune of r m t ~ ~ g ,  this questbon 
hrs m e d  unanswertd 

T THE TIME of my wm- A spondurce with Mr. Mohler, 
early this month: my rewllec- 
t~on of the Dondero incident W a n  
vague. but I have since looked 
into i t  and I can well under- 
stand why t h e  speech to which 
Mr. Mohlv referred me wrrs met 
mth  "curses and nnprecations." 
Dondero had be- taken to task 
for Sugg~Stmg. in a prevlous 
speech, that the art  critics of New 
York be m d e d .  and on Augud 
16 he 1~shed back like 8 man 

possessed. An et~mpk d tbc*' 
cred~ble length to vhleh bc -". 
is the foliomng omtened: 
1914, K 8 n w .  8 ' 

Expres51onist m d  s: 
m n t u ,  who found it d m  OD &U ' 
in Germany. returned to srsrlq 
and three years kta a 
revolution" Quoted O&U al Qa- 

text this statement my rern OC 
be P m e n  non rpulDr. WB 
full context it can oab ba m. 
as an effort to blame D. 
for starting mu Lbc (roubic i; 
Rm&. - 
- Dondero vousd thc a 
the late Pcyton -tbc ec 

. eator  of the M d 
conservative critic m".' 
Garth hrrs often quoted with m' 
approval. Bosudl hrd at l#m 
gentleman fmm bbkhignh-. 
eatorlab published J tn- 
fn  1949. One of thesc--easrein 
particularly devPst.tirU .plea 
June l-formed pPrt d a 
well-reasaned rtplj b DoPda, 
dellvend on the !loor d thc 

Continued or, +S 1 
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A Discussion of the Charges That -* 

Communists Influence ~ d e r n v  Art : 

Continued I r a  Page 28 
by hu feuow ~epubbcan, Con- 
gressman Jacob Javita of New 
York on August 23 of the year 
in question. But Dondero was 
really served up on mast by Emrly 
Genauer-far from a modernistic 
cxtrermst. as wltness her famous 
feud anth the Museum of Modern 
A r t m  an artlcle m ISarper'r 
for September. 1949. All m all, I 
wa8 able, without the shghtest 
trouble, to fmd ten mstances of 
utemlve published "contradIc- 
uon" to Representative Dondero. 
They may not be convmcing to 
Mr. Mohler. I! he is aware or 
them. but to assert, as does Mr. 
Garth, that they do not emst at 
dl, inhcates a &regard for easlly 
obtalned fact which scarcely m- 
rplm conf~dence in his View& 

S INCE, u s local crltla, I am 
more interested m whst Mr. 

Garth is raymg in 68n PrEnclxr, 
today than in what Mr. Dondero 
vlld m Waslungton four yean 
ago. I wrote Mr. Garth and asked 
h m  about the meetmgs he at- 
tended orid the plots unfolded 
there; I Jso ssked htm if the 
meetings had been repork4 to 
the proper outhorfues, and re- 
quested Ule name# of the art 
teachers, museum officials and 
cnucs who had been ltquidated 
or converted and the namen Of 
the fellow travelen who have 
been put in then places. In re- 
8ponw. Mr. Garth very U d l y  
came to my office and we Spent 
two h o w  diXussing the entlm 
mtuation ln a very friendly, ob- 
Mhve rtmosphem. 
A conversation of thir kind al- 

ways wanden off into rlde issues 
m d  hto tsngehts that are not 
s t  Wue at a. Mr. Garth declined 
ta name m y  nsmes and there- 
fore could not dte my instanma 
mlf the bMtbg about C o l a m e  

success in the field of art about 
ahlch he had wntten He ssld 
that in lw opinlon the active 
Commumts m the art fleld ac- 
counted for about 10 per cent of 
the whole. and that the rest 
whose acuvltles he &approved 
were dolng the Commusts' bid- 
dmg wi~hout being aware of it 
He w d  that the existence of a 
Cornmumst plot proved itself by 
the fact that EO htUe representa- 
banal art fmds its way mto mu- 
seums, but he also s a d  that he 
hlmself ad- much abstract 
painbng. He mslsted. like Alfred 
Barr, that abstracuon is nothmg 
new, but goes back through the 
whole &tory of art; and he said 
he uses it m  IS o m  paintmg. 
How t b s  ties in anth the view 
that abstracuon k P Cornmumst 
plot hatched in Russia after ID18 
he did not say. 

Mr. Garth agreed wlth me that. 
ln the 1 s t  onalyslq "modern 
art" is ~mpossible to define. m d  
that what may seem to one per- 
son conducive to 'doubt, uncer- 
W t y  and defeausm" may e m  
quite otherwise to a different 
person of equal dnceritg. He said 
the art he IS mterested ln Is the 
ut that appeals to the common 
man When I suggested thaJ the 
common man-whoever he may 
b-ay learn through experience 
that there are many different 
levels of m e m g  and apprech- 
tion m the world of art, he pro- 
tested that art should not r w W  
speual ~ndoctnnahon and that 
too much art of this klnd ir 
shown. (By t h ~ ~  time, ~t you wil l  
see, we had drifted some dlstanw 
from the quesuon 02 Cornmunlsm 
into some of the age-old puesWnS 
of sesthebca.) 
So far as Mr. Garth's Cornmu- 

nist meetlngs were concerned, he 
said that in the lDZOs he war 
hmAf lnvolved In left& activl- 

ties and was s aitncs b ttu 
Commumt directives. lor 
handed out at that time. P16 
these directives were so welL 
to the FBI Lhat there wan m 
need to report them. and he at- ' 

fered to bring me documenty 
proof of then existence if I poUM 
glve hull a Signed letter ct8tmg 
that m return for this fsvm I 
would dscontmue my in- 
hon of these mattera I - 
to give Mr. Garth any mch bLb+ 
check, but on further quaNonb# 
he sald the duectives were 0 ttr 
effect that artists were to p.LP( 
pictures of poverty and 
s thing one m~ght well 
left-wmg utlsts to do withaat 
any duecuve at all. Ha dtrd r 
recent 6tatement of Wllllrm k 
Foster-*M k s weapon In tb. 
c h  struggle.' or mumething dm- 
ilar--but admitted at the md & 
our talk that he could addum rn 
documentary proof that the Cku- 
munists in the ut world M 
been ordered to employ n b h a  
or nonobjeetivo ld imn~ 

One dislike6 to am tb. tsob- 
nique of the opmtion mud htd 
s t  dirty wort ln rccrcC ante 
ence, but the timing of ths Gar&' 
reprht may be dgmflcrst. It .p 
peared just u the Sod* & 
Western ArUata rsr dosing 1(. 
twelfth m u d  ahibitlon, Lbr 
third such annual to be bda at 
the M. K de Younr MamrW 
Museum. The de Young .oapkd 
the society's aowr alth tha po- 
vlslon that they k bmid, m d  
the jury, by agmmmt, hu al- 
ways consisted of two memben d 
the SWA. one member. ol W- 
de Young staff, pm lonl alw 
and one m u t W  8cceptabIr uC 
Lst from mother city. The gmpr 
vine has repeatedly brought re- 
ports of restlvenem under tbtr 
arrangement amon.g.artria iaem - 
bem of the SWA, 06- 4 

- I - - -  
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fall. nhm tho number of njm- 
Uonr seema to have been =Po- 
ially large. On November 4 lB51. 
Alexander Prlcd. ~ h o  had emed 
as the critic-member of the jury 
for the twelfth umunl. pub- 
h h e d  a laxilly unprecedented 
prtlcb in the Snn F r a n m  Ex- 
Prmner defending the rctionr of 
the mmrmtteo of r e l e c t h  from 
an unspecli~ed attack, and char- 
acter- the rejected matedd 
u full of "worn, outof-data 
formulas, .nu-ortktlc sentimen- 
tality. f& p r e t h e y  m d  bud-  
ity." 
lRhatevtr Mr. Q ~ W ~ O  WM 

too bury thk year to mbmit to 
the SWA ~ ~ l l u a l - m a y  have had 
in rmnd when w n b g  hk 8rhcb. 
it may well k that it w u  drcu- 
hted la the maih by mmo of ttu 
dugruntled rejecteu u a mean8 
of expressing thelr dlsplwurr. 
Recently in New York certain 
rnemben of the Nahoml &ulp 
tun Society, with tho r tnnuow 
d s e n t  of men u comMatlTe u 
Paul Manshlp m d  J a m a  Ear10 
m, their post presidenu, &- 
culated a violent letter ottackmg 
the sculptura awara  at the M e t  
ropolltan Museum despite the fact 
that the E-xliity had itself ap- 

r' mted half of the jury of stlee- 
Ion and one of the thm lculpton 

on the jury of award. Th(r letter 
was rammed through by a mlnor- 
1ty of the cornnuttee appointed 
to draft It. m d  a t  l& on0 mcm- 
ber of that comm~ttee ww not 
even permitted to we it. Corn- 
mentlng on thh matter in the 
Saturday Review of Llteraturo for 
March 1. James Thrall Soby re- 
m ~ r k s  that "lt Ir the long-&ab- 
bshed tcchnlque of rmnorltla 
withln art organlzationa to rpeak 
as II they had the backing of thelr 
absent colleagu~." We may have 
B slmilar dtuatlon iu the ease of 
the SWA &how and the Garth 
repnnt 

Perhaps W s  = r i b  more de- 
vlousneds m d  .ubtle)y to the 
affair than it menu. At all w e n u  
for mlnorltlen w i t U  -- 
tions to make use of the namtr 
of those organlzatiom without 
authority Ir a f a m l h r  Comrnu- 
nlst tacUc. and the SWA would - 

do welJ to  vow ouch &' 

' YICCL - -- 
TTAWEartranecommm T" nlsts among practitlomm ot 

expenmental idiom in ut L be- 
yond dispute: t h e n  are * - 
Communistbor thm hrve 
--among atomic scimtist8, but oo 
one suggests that nuclear phOllg 
h a Communist plot. Unefdm- 7 
tally. there o n  raw Oom- 
mulusts Brnong UtistlE cmawm- ' 
Uves.) The linkage d 
mental art per u aith Cammu- 
rusm Is. of course, the product d 
a common p s y c h o l ~ ,  fdlbg: 
We tend to lump a f t  
llka m d  dkhka, our pleasma 
and ow fears, m d  to phy trpao' 
thIr tendency h one d the oMa& ' 
tricks in the art d pro- 
When a univerad few l i h  tb. 
present fear of Cammunkmw 
amongst IU. propsgandisb riP 
instantly adze upon it for Ulclr 
o w  end& When tka m' 
Show. the fvSt big &play oCf 
modem European ut to hlt thtr* 
muntry, war taken b Chhgo 8" 
leu, the polica ccrutinlad iC 
nupiclously for idar subvmhn 
to morale: now it b politid sub- 
vuslvenw that ~ ~ s r  popla t. - 
look under,their bed# at Pllbt. 

; 
How far this tendenw an m 

i lndlcated by Mr. Outh'r .rtld. 
in lsst week'r Argonaut. Ear tbr - 
policies of the Na& and  bold^^-4 
vlb.  which led to the e x k m h b  
tlon of aftistia expdmmt in - 
thelr countries, am desalbed a8.. 
"wise," "intelligent" and YnrtbD- 
ally rtrengthenln(r; we m taU 
that "the combat- d all dlr- 
integrating ideology in .b 
~ 1 . l  s~Nc~UM b right,. & 
the former masterr of C&mauV 
m d  the present muter8 ad B\lr- 
d a  are "social experts." Whm W 
instlgators of the Lberlm f o r d  
labor camps and the p r a c t i t l o n ~ '  
of maM murder u an weryday 
instrument of socleJ poUcy an 
held up for our Pbntratloll u 
'soc~al experts,' and when tb 
Nth]= regimentation of rrtlrb 
Is c~ted a6 m Index of cultlprl 
maturity. I submit it k tlmc for 
Mr. Garth and hi8 frlends to dt 
down and think when thU ut 
controversy may be lesdlng than, 



$ 
)jorley: murals i n  t h e , P o s t  Off ice gave no ind ica t ion  of it,  

RiesS: This work da te s  from the time Rivera was here, .  o r  l a t e r ?  

~ o r l e y :  No, from much l a t e r .  I think t h i s  decorat ion was com- 

missioned about 1$7 o r  1938 under a plan t h a t  tlie United 

S t a t e s  government then had f o r  devoting a percentage of 

the budget f o r  any f e d e r a l  bu i ld ing  t o  art f o r  i ts  adorn- 

ment. The new pos t  o f f i c e  had been completed and had 

admirable w a l l  space, k na t iona l  competition had been 

held. Refregier  won i t ,  The f e e  f o r  the  s e r i e s  of 

twenty-seven mural panels was t en  thousand d o l l a r s ,  Re- 

f r e g i e r  submitted h i s  sketches; they were accepted by 

representa t ives  of government and the  panels  were execu- 

ted over a period of some years ,  Most of them a r e  dated, 

They record the h i s to ry  of Ca l i fo rn ia  from pre-Spanish 

times r i g h t  s t r a i g h t  through t o  the United Nations 

Charter (1945). 

Well, the s t i r r i n g  up of the controversy r e s u l t e d  

i n  quest ions i n  a congressional committee and l o c a l l y  i n  

a move -- i n  p a r t  l e d  by the American Legion -- but  a 

l o t  of o ther  p a t r i o t i c  s o c i e t i e s  too were involved -- t o  

have the government remove these murals from the  Pos t  

Office. They couldn ' t  be taken from the v a l l s  without 

des t ruc t ion;  they were not on canvas but they were painted 



or  tempera painting. 

1forley: Well, l e t ' s  see ,  t h a t  took place i n  1953, though t h e r e  

had b e e n ' i n t e r m i t t e n t  a t t a c k s  on them during the  pre- 

ceding two o r  th ree  years.  These took the form of arti- 

c l e s  i n  the  Argonaut, l e t t e r s  t o  the e d i t o r s  of the l o c a l  

papers, and r e s u l t e d  i n  quer ies  by the responsible  congres- 

s iona l  c o r n i t t e e  t o  the l o c a l  f e d e r a l  government o f f i ce r s .  

They i n  tu rn  would c a l l  on the d i r e c t o r s  of the th ree  

art museums and o the r  competent persons t o  look once more 

z t  the murals and t o  t e s t i f y  t o  t h e i r  being f r e e  of pol i -  . 

t i c a l  t a i n t .  This happened s e v e r a l  times. It was, I be- . 

l i eve ,  an echo of the McCarthy business  which opened the  

way to p o l i t i c a l  accusat ions of a l l  v a r i e t i e s .  
i 

We th ree  a r t  museum d i r e c t o r s ,  l o c a l  artists, and 

San Francisco people i n t e r e s t e d  i n  art knew the sources 

i n  t h i s  case: a conservat ive artists' group, the  Socie ty  

f o r  Sani ty i n  A r t ,  of which Garth was a leader ,  s t i r r i n g  

up p a t r i o t i c  organiza t ions ,  e a s i l y  puzzled by the  mild 

d i s t o r t i o n s  of the murals' s t y l e .  We decided t h a t  we must 

now make a s t and  and defend the murals. They a r e  exce l len t  

and worth f i g h t i n g  f o r ,  but  a l s o  i t  had t o  be done on 



I ~ , i,iorley: pr inciple .  There were ind ica t ions  t h a t  if these  murals 

were destroyed, a.movenent to  remove from publ ic  build- 
i ings a l l  art  good and bad, would sweep the country, al- . . 
I 

I 
ways as here based on pre judice  and on oppos i t ion  t o  con- 

5 :  

temporary art  i n  general,  

The WPA had provided mural art f o r  pub l i c  bui ldings,  

Tne Treasury Departaent had had a program t o  r e se rve  

one per cent  of the  cons t ruc t ion  budget of any f e d e r a l  

bui lding f o r  art decoration, and numerous states had 

programs during the  t h i r t i e s  and f o r t i e s  f o r  pub l i c  decor- 

a t ions .  Some were good, some were poor. This s e r i e s  by 

Refregier  i s  probably the f i n e s t ,  and the  charges a g a i n s t  

them were f r ivo lous  o r  untrue. For example, one charge 

was t h a t  ass's e a r s  had bsen placed on the  American's 

head i n  the, panel r e f e r r i n g  t o  the United Nations Con- 

ference. It  happens t h a t  the s t age  of the  Opera House 

where the meeting was held was decorated with b lue  dra- 

peryhung i n  swags, and the person who thought the ass's 

ea r s  were on the American's head had never seen t h e  mural 

i n  co lor  and d id  no t  recognize the  blue swags o f  the 

Opera ~ o u k e  behind the  American's head! That kind o f  

h y s t e r i c a l  pre judice  would have swept the  country, It 

hzd to  be stopped. We f e l t  i t  here,  
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you have asked mo am an  expert on Cal i fornia  h i s t o q  t o  e v e n t  on fb. 
higtor ic~l  accuracy of the  Refregier ma ale.  W h a t  caepetency I bar, ia 
the field would lie i n  the p e r i d  Leforcr 19G~,  and would k baed on tb 
work I have Jom in the preparation of my biogni,hier of liarfoe Phaenix, 
ad Thcmes, ;ay brdeal b _lhnrer am3 varioua other  Pltings. Eincm I de 
not ccnsider nyself qualified on tho recent h -s tory  of California,  I ddl 
ctrLfice ny cw~en tm t o  the picturer  tkt data bofom 290,. ' T h i r  Am rrp- 
;arently t h e  hiportant period i m o l v i w  the nurals,  slnca th. Ii. J. Ikr. 
211 macticns thm aharscter  of t he  Upioneersn, card pooplo appearing irr 
s i c t ~ r e s  t h i e  eide of 1900 can hardly be c a l l d  piorrsrr.  

I kave studied the d s  by aeam of tho black.adl-vhit~ rmproduetiom 
t k t  you hate sent me. In  most n e p e c t r  I considor thir method auparlo? 
from the point of view of h i s to r i ca l  remearch t o  an attempt to  st* f b  
crizincbla. The nr in t r  can be h i d  on the do& and studisd 
thrcugh tize ha& lens  wherear tho orlginalm chll only k obclervd by dab, 
iq and iwnlng the hsad back. I doubt whether in thew pioturoa tb. 
historical accuracy in involved with the us0 of eoler. 

More giving an opinion it i r  n e e o a ~  to  make . t r f w n t  t* 
v k t  oonstitutes h i r t o r i d  accuracy In p.intia;r. 

3. I m i l d  t .~ke  it thet literal a c c u a a y  Is not d d o d .  If ir  & 
us- amnded of h i e to r l ca l  pa in t iws .  For ia8thnctBp i n  Th. an&%$ 
of "76 we do not demand to k m w  on w h a t  battlefield three slmh Umwml 
~ff i i '~ i~ui t )  ysrs ao group&. In  dastrinpton Croasim the  Delawl, W dm 
nct emect precise eviuonce a r  t o  the grouping of the  figurea h tb 
k t ,  d w skip tho point ar t o  uhethar a prac t ics l  J.ik0 We-8 
would have rtood up at such a time, thur  Jeopu'dising the 0rait18 I r t a b u t Y .  
Such . icturee are imaginative reconatructiom, usually w i t h  an . I l e g m i d  
slment. T h e  aame bar t o  b a l l w e d  f o r  himtorioal p a i n t i w a  ge-6 
or ua shall brs t o  get r i d  of dl of thr. 

2. I would take it a l so  that aimr doriat ione in d e t a i l  m e t  k a l l 4  * 
the -tiat. iie must be allowed sew Latitude f o r  o~cpr*s:iion In hi8 d i m ,  
EBI also by the mry f a c t  t b a t  ha i r  an artist ha Carnot har. 
l i f e  a t  studying the details of Cal i fornia  history. @ ~~i~ nGn aunt 
I*x. find the m e  muat b. -.llowed for  h i s t o r i a r l  paintinq - n 



,,t thrw t h  all at. Gnly major m t t o r r  an p.rtin@nt. ?or imtazwo, 
1 &auld We objection If the artist hnd represented th. Indlaru i. r 
, , t o ~ ~ t  or shown the padm using r ~O~W-.UI. 

. . 

the basia of crftlcf mn I fiad tbr Reiregler mrualr (bfom 190C) t o  k 
the whole historFoally accurst.. (Certain be t s i l r  vill k dlsuuarnd 

, tow). 

 he eecorrd parakaph ot H.J. Roe. 2U imo1v.r aim tb q~ast iom 
h i s t o r i d  ~ o c u r a a y ,  tbt ir, it in affect lmlm r chatgo tbt thm 
~ 1 8  l ibel the pioneers and in  a a m  of lib1 tho question sf truth i. 
of greet i m m ~ .  

Sine0 I hevo already stated that  I consider the murals hisforioaUy 
rate in general, I mlght ~mrely l o t  the caso stand a t  W e  point. It 
fr, houevsr, true tha t  uhUe ths detai le  of a took o r  paint- ey b 
true the uhole affect  c r e ~ t e d  by selection of detaile, emphasis, eta., .Y 
be such th-,.t the  resul t  may kt f o r  all practical purposes, liboloPr. 

I have not seen aw written imictment of tho murals, but I tbbk 
sorreom told im that objection var taken tct the faoes of tho pio~mers, 
Tbse faces, ham a cer ta in  sazeness, vhich I mysex f i d  ratbrr mondoaopr. 
Becau3e of the saneness m o m  who thought the face8 objsctbnahh mi# 
c h h  tbat the a r t i s t  h-d conscio~sly aati:.ized the 2loneero. bct \raw, 
however, I should say that t h e  vlllrereoe result8 *an either  a desirr to  
give a unlty of effect or f'rerr a corm s ty l i a t i a  unlty elirtfng l a  th. 
art is t@s CM unconscious mind. This is a well-recognized phonqenoa In 

art.. Thba, i n  l i te ra ture  vo spz-k of a Iiemiqvay character or o f  r 
Shaiceepeannn tragic-hero, because they have aortain reemhlancom a 
springing from the miam a r t i e t i a  iragiaatlorr. 

krawor, I do not fM the facer of tha mural8 objectiortablo a8  d. 
TL ap3arently aadw, length, ae obsemed in t h e  prlnts, is doubtlarr 
pclrt3.y csuzed a t  least  by d e ~ i r e  to coml;ecsat@ for  th. mWal8 hing 8008 
frca below. Thle length contricuter scmethlng to the sed effect  of reap 
of the faces. im the other hard, I vould ssy thtt the faces 8rO mitbu  
etupiii, nor vicious, nor vil1a:nws. Thoy are s ~ ~ c t 3 . m ~  $tern, ofton how, 
sad generaby mrioua, 

Poeeibly I have gone out of my f i e l d  t o  dl.suse phyefogaoq, 'hat I b+.. 
lie- that tbero is a historical  connexiun. Padres, pione~r r t  ete., wm 
histor;cally b n r d - u ~ r k i n g  often under-fed. They ran t o  UB r u w  
tms. I have, i n  fact ,  made o m e t h m  of r study of thir pofd 
rically. T b r e  i n  a c t d i y  a &lit thin type which can b called tb 
'ear ly Ameriann horo figur.e.* %re belong ths  IwslO Yashbghn (b 
On weight la ter ) ,  a d  nlvo Jefl'erocn, Jackson, ad LlnColn. b r a  a160 b- 
l o q r  Lecths:-stocking, ar described in  the first ahaptsr of th. 2-r 
a d  bar 'oecaa the typ. cf the frontiersran. Shate men often had m o b t d  
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,d &.faces. fn fact, vhon 14r.'?bfrogier1a flgu.ror u o  k d d  
often ehov 8 conoiderablq Z'OiWmbh- to L ~ o & ,  

bwther ha war consciour of it OF mt, ??re R s h g i u  baa k e n ,  it momn k 
,,, mrarkr.~ly sensitive in h i m  feeling f o r  w r l y  Amorfaan physiesl typore 
rou dl1 note that cnlp ' in Torchlight Procession arc, stoclg, WOW& 
t p e  represented, end them i. ~ f t y d H l l ~ 8 .  

TM questlon can a l s o  -o m i d  as t o  whether t t ~  of the indiridusli p3e- 
tures nscresent tho pioneor8 d o r o p t o r i l r ,  I e U  d i a m r r  ewerdl  pi .c  

1. Chf~ele  riot^. I shall map ncthlng In  defenar cf t h e e  raco-rle%ma 
(ht am below f o r  aom g e m 1  m = m t i ~ & )  

2.. Vigihcte Dhys. This apxrcr l t lp  r e f e r s  perticularly to  the 3an b 
. rieco Cm~it t . ee  of Vir-ilnnce of 1395, nlthcueh thore are certain sag;*skiau 

of the 13'51 Camrrittoe also, Them h i idant8  have ocoupid a h i m  c o b  
t r o v e r c i ~ l  noeixicn in  Cs 1 l fernla  history, having h n  attt-eked ard de5mab.d 
by various histor1 sne. I myself once made a very careful at* of tbr, 
~ r d  erded vi th  h?ving very great respect for  the way i n  vhich thy m 
conducted. Inrecent time8 than h a m  been 8 tendenoy, large* thromgh 
unnce, to  thizk of them am men lynching parties. IloWng e?uM b 
farther from the truth.  Although, t o  La sure, the tob once or tuia. @ 
cut of hand, t h e  a f f a i r a  of the Comaittees wen i n  general eondoetad 6 t h  
decom,  v i t h  :uetice, a d  v i th  a r3apect f o r  Civil Llbertiem t h a t  pPtr 
' I B ~  of us mcdernr t o  sbul.. Tho opposing ao-cslled Law and Ordu P w  
vaa actually compoaed l a rge ly  of waf t e re ,  corrupt judges, and eri . imlaa 
I wuld think the re fo r s ,  t h s t  arrpcim believing t h i s  picture t o  k do- 

, rogatory to the nlomsrr would hollers so on l r  through Igxrm. 
i ' In fact, Ithink tht t h e  a r t l a t  bar teen amasinglJ 3 n t o d  in thin pi* 

ture. The ordered rank0 cf ~ o b r  c i t i s en r  hold the  forsground. Tbs rob 
18 suggeeted In hhe backqroud. The two figurer on the left nu 
gest the necesmarily somevhat equirocsl mture of the a f f a i r ,  I am m* 
eure vhether the fl,4urs wt-th the n ? o e d  hand ia r l iwter  a @ d m B q  ~boaba 
l egd i s t ,  or a hypocri t ic i l  'Law and Grder w, 

I 

rapresent well-)mom l i t e r a r y  -a. I erm not swo i n  what w tho 
sad-nude figure r e p r e s e n t s  cultu e, Ird thw ohow gut on by Adah Ms~~km 

. k !.az5~!3a was not ofithe kina u- termad cultural.  I tm.ld mu- 
I Pect rither igau:ance on the artist'r part ,  ar quiet ' p l ~ u ~ n t r 7 0  hrf 

these am oxtreraly m i m r  matter.. 

In thia comexloa thorn i a ,  fur c a a ~ o t .  f a i n a s s ,  1~n0th.r a d  nrJ - . 
ratter t o  ba ccnsiderd. In the eighteen picture8 dfdch I have not a- 
aidered a s  aten possibly dsrogatcrg hf2a the artirt cwape-tad far 0- - 
or two derogutory 2ict-a by avoicing derogutlcn and by a0t- P--* 
in# the pioneers in ca~pliarai?tAq fashion7 It mom8 t o  at. that b. h.r@ 

W q  a t r lk ing4 .  

I 



might bave reprewnted tho Coqyistadorr ar torturing: a d  emlnvicy tb 
Ipdianr, Ha ha8 mt* 

might have m m s e n t d  the  Ix!lanm at sc~14 p r i ~ i t l v o  praatfae vhich wuld 
to ar d i ~ ~ ~ s t f n g .  Ha b.8 not, 

d g h t  h v e  r e ~ r e w n t d  the padres a8 b i n #  dieciplinary urd brsh to  tho 
mianr. Inst&, ha bar &OM t h  h i g w  boarfieant. 

u ho b h e n  a t tm? t lng  Colareunist propagada, he c d d  ham reprematad 
tbr Russians a t  Port R o u  dl f fuent ly .  (But enpvy t b w  vsre C u r i d r . )  

n f ~ h t  have ?epmsentad tbo pioneers k i l l i ng  falianr,  p r b s p r  m a  u 
wantonly tassacrfng aqusva a d  children as they dM on various oacarioar, 
notably, neBr Eut.ka on Pebonrpq 26, 1860. Imt.sd & shovn m .Olijp.bt 
kl l led&an-  

krgr hiatorianr ham co~rfdered  th. W Flag Rerclt 88 a w i d  a d  & 
very ethiaal affair. The a r t f a t  bas not cbosen so t o  r e p m n t  it. 

I The lorty-Rfnerr fhquently lad- Ln drinking, gambllag, a d  g m m  
1icentic;w living. T h e i r  descendent8 IIlde-d often ~ ~ p h a s : a s  t h i r  a r p m t  
oi tho- riotous g c d  old days, The artist has ehostn t o  show thm h r d  
r t  wrk or else  a t  tbs du l l  but respectable taak of get t ing air nll. 

( Th. VIg1lu.a C d t t r  could due h.n been lpwh more bumlily p .sanU.  

I wuld even speak of the Ch?nera Rlota. It i r  w e l l  LnaM the t  th. riotor0 
apinat the Chfnrsm wen predcrminantly Iriah. Inatead, hovemu, of p i b  
ning the r l o t  upon 8 particular p u p  the artist hnr let tbm amapo tat0 
general amngsiw by showiag h u e  hir usual Ammrioan ihce without rrp &id 
cPgp8tion. 

& conclucloa I M d  say that ,  in q cplnton, the onlp plct- of the- 
tventy4n  that m t h e  pioneerr derogatorily i r  CUneao Riotre Of w 
i t  aaa bs said: 

1. It i 8  o w  O ~ C  picture. h t e w  derogation Is Lmsm m s o n t d  18 
much mom t b  -vnsated by the ccaupllaeatary n~tura of m a t  of tk 0-• 
~ic tu re r  . 

2 .  By act pol ntlng the finger aealnet a part icular  rae1.l .ni 
group the a r t i s t  bar t o  erne extent avoided the sovlEg of dl8mUUio% 

3. The i c t u r s  can be considered h i a t o r i a a q  a c m t O *  
4. If something derogatoq vsre nbt lrtcludad in mch 8 c v h n r i m  

wirv of hiatory as t h i s ,  tha a r t i s t  would k subject t o  the chargo of fUd- 
f~lng th. wccrd, aad hi8 piolwerr could br  prowl^ ~ ~ @ o Q M  
eprauting wings. 

5. The ouppression of unpleasant h c i d e a t r  in a nntion's hidor7 18 
dangsr~ue, We should keep t h m  to time extent before as, l i k ~  a deathma 
head a t  banquot, t o  m f n d  us, first, t h r t  our f a t b r s  lik. m - s e l n r  
faUiola men a d  that rr, tharafom wad not think w m uholl7 d e g . m m t i 4  
ard m?.ond, tbat ua r s ~  bar. -nix befolce ur  against frilling into  -8 
a axearms. 

Simat..4 pat* ,  



Horley: i n  a l l  p a r t s  of the country to  wri te  to  t h e i r  respec- 

t i v e  congressmen; and then the l o c a l  patronage groups, 

.of t r u s t e e s ,  women's boards, i n t e r e s t e d  i n t e l l e c t u a l  

leaders  of the community, and laymen spoke up. And 

tha t ,  I think,  is  one of the things t h a t  a museum, 

e spec ia l ly  a museum of contemporary ar t  which is i n  

the middle of th ings  anyway, must consider p a r t  of 

i ts  funct ion  - t o  take a s tand on the a r t  ques t ions  

of the day, t o  fu rn i sh  information, t o  g ive  leadership. 

(A complete f i l e  on the controversy i s  i n  the  l i b r a r y  

of the San Francisco Museua of A r t .  ) [I'or i l l u s t r a -  

t ions  of the  Refregier  murals see Appendix B.] 

1947 S t a t e  Department Exhf b i t i o n  

Riess: Maybe you would say something about the S t a t e  Depart- 

ment exh ib i t ion ,  the t ravel ing  exh ib i t ion  i n  1947. Did 

you have an a c t i v e  p a r t  i n  t h a t  controversy? 

Harley: You mean the  exh ib i t ion  tha t  was withdrawn? 

Riess: Yes. 

Morley: I saw i t  i n  Pa r i s .  It was got ten  together  f o r  use a- 

broad and I th ink  i t s  first showing was i n  P a r i s  a t  the  

time of the  Unesco f irst  genera l  conference, t o  which 





i Rsurplus,m and because they vere f i n e  they were i n  great 

! demand.* I understand the  government had a p r o f i t ,  
I I think the a t t a c k  w a s  p a r t l y  by people who weren't 

very well  informed on contemporary art, p a r t l y  by artists 

who were h u r t  t h a t  they hadn't  been included, and who 

pointed out  t h a t  some of the  artists who were included 

had been prominent i n  one organizat ion o r  another t h a t  

i n  most cases,  l a t e r ,  long afterwards, had received the  

l abe l  of nsubversive.u I t  w a s  a very complicated aad 

d i f f i c u l t  thing, something t h a t  we're not  completely o u t  

of a t  the present  time, because the United S t a t e s  Informa- 

t ion  Service, which asks  organizat ions t o  make exh ib i t ions  

avai lable  f o r  i ts  use abroad, has repeatedly been subjec ted  

to  similar a t tacks .  Its exhibi t ions  have f a r e d  r a t h e r  

badly i n  some cases, and have been withdrawn, 

More recent ly  i t 's been admitted t h a t  you a r e  hang- 

ing p i c t u r e s  and not  artists, so t o  speak. If the work 

has no message t h a t  by any s t r e t c h  of the  imagination can 

be in te rp re ted  a s  subversive, why obviously i t ' s  a l i t t l e  

*Advancin~ American A r t  1947 ( t e x t  by Hugo weisgal l) ,  
published by U.S. Information Service, Prague, 1947, is 
the o r i g i n a l  introductory catalogue. The Catalog .of 117 
O i l  and Water Color Or ig inals  by Leading American Artists 
published i n  1948 by the  War Assets Administration is t h e  
s a l e s  announcement, 







. . 

being such, because of exhibiting abstract art. And 

file on me they see such a reference and they say, 'Well, 

well, what is this?" You see? . . 

r"~omunirm Under the Guis.e of Cultural F'resdom - S trang- 

. . - . :  . . . . . . . . . . 







NorleY: Then I came back t o  Ca l i fo rn ia  and s e t t l e d  i n  the  

San Francisco Museum of A r t .  Obviously being a very poor 
1 

museum i t  couldn't  send me abroad. And I d idn ' t  do much 

t r ave l ing  out of the country. But i n  1939 the S t a t e  De- 

partment c a l l e d  together  exper t s  i n  education and the  

a r t s  f o r  a meeting t o  d iscuss  i n t e r n a t i o n a l  c u l t u r a l  ac- 

t i v i t y .  Soon af terwards a number of advisory committee. . . 

were s e t  up by the S t a t e  Department under the d i r e c t i o n  I 
of Waldo Leland, then d i r e c t o r  of the American Council I 
of Learned Socie t ies .  I was appointed t o  the committee I 
on art. Charles Thomson was the  o f f i c e r  of the S t a t e  

Department with whom we worked, giving the b e s t  advice 

we could.* Much of our a t t e n t i o n  was turned t o  Latin 

America. This was the first groping towards t h e  cul- 

t u r a l  a c t i v i t i e s  which our government has gradual ly  dove&- 

oped, i n  connexion with Unesco and on its own account, I 1  
f o r  example, i n  the United S t a t e s  Information Service.  

My f i r s t  t r i p  t o  South America f i t t e d  i n  with my 

S t a t e  Department committee work. I n  1940 under Timothy 

Tcharles Thomson was l a t e r  representa t ive  of the United 
S t a t e s  t o  Unesco and then exeutive sec re ta ry  of the  U.S. 
National Commission f o r  Unesco, S t a t e  Department, Washing- 
ton, D.C., now professor  a t  the Universi ty  of Indiana, 
Bloomington, and author ,  with Walter H.C. Laves, of UNESCO; 
purpose, program, prospects ,  Bloomington, IndiamUnivers i ty  

Press,  1957. GLMcM.] 





1; . , 

lorley: and i n  French and therefore  use fu l  t o  people who doit't 

speak'English. (Laughter) A s  a r e s u l t ,  I was the  first 

museum d i r e c t o r  from the  United S t a t e s  t o  become w e l l -  

acquainted with South America and contemporary art there. 

And i t  worked very well  and was t o  me a very s a t i s f y i n g  

opportunity. 

Then, of course, the  war came, and the re  was no tra- 

veling and the  museum had no staff. A l l  t h e  young men 

l e f t ,  I had one o ld  man, who was an exce l l en t  packer, but 

t ha t  was a l l ;  the  o the r s  i n  the  museum were women. I n  1945 

the museum's premises i n  the  War Memorial Building were 

taken over by the United Nations. The museum's f loor ,  

the four th  f l o o r ,  was the communications headquarters of 

the meeting, ( f o r  example, i n  two minutes the  army exper ts  

who were i n  charge 'of  the cen te r  could reach any p a r t ; o f  

the world. ). The mimeograph department vas up there  too, 

and s o  were the  i n t e r p r e t e r s '  and t r a n s l a t o r s  of  documents. 

We had t o  move the  museum at a week's not ice.  I got 

as our temporary a shop on Post  ' S t r e e t ,  next  t o  

the S t ,  Francis  Hotel. But I d i d  g e t  back t o  the wm 

Memorial f a i r l y  f requent ly  because the re  were seve ra l  large 

. plants ,  very valuable p lan t s ,  t h a t  were so b ig  that they 

couldn't be moved, So 1 had a j an i to r ' s  pass! 



fiiess: To water them! 

Morley: And also we received shipments o,f art in the storerooms 

at the War Memorial, unpacked them there, and then I 

took them down to the temporary museum on Post Street. 

Riess: Did you leave some art, for the United Nations people? 

Morley: No, they didn't want the responsibility. But ve had 

certain festivities for them down at the Post Street 

quarters. A good many Latin Americans I knew attended 

the U.N. Conference. Some of those in international 

activity in the U.S. government, whom I had known when 

I worked for the coordinator's office, were in atten- 

dance. I attended many of the sessions. 

So that was further experience in the international 

field. 

Then Unesco had been in people's minds in Europe 

during the last years of the war. Ministers of educa- 

tion, especially, got together in London to discuss the 

international organization to be formed, for all those 

of the occupied Allied Nations were in exile there, you 

see. This proposed new organization to take over the 

functions of the Institute of Intellectual Cooperation 

(of which the International Museums Office was a part), 

and which wzs responsible to the League of Nations in 

various ways, led finally to the formation of Unesco. 



commission in London in the summer of ,1946.. 

committee to have lunch and make a "crashn dive a cable 

commission of Unesco which would launch the first con- 

Unesco being set 'up as an international organization, 

ton that night to find,out more about the offer. I got 

. . . . 
. . 





Unesco -- I hz~d plrmised the museum to be away not more 
. . 

I got back to the museum in August of that gear. 

lorley: Yes. Museum's first number, a double issue, appeared. in 

July 1948, for the first general conference of the Inter- 

national Council of Huseums, in paris. That publication, 

was published by the International Museums Office of the 

. . 
. . . .  . . . .. . . ,. . -,- . - . ._ . . . . . . .  " .  

> . . '  ' . , 
. . .  . 
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Riess: . It is a sort of teaching magazine? 

Harley: Yes, for professional technical matters. It's meant 

to keep people abreast of what's going on in museum 

techniques. For instance I expect to see within the 

near future an article on the new installation, that 

modular structural ins tallatioh, of the Lowie -~useum 

here in Kroeber Hall, because that's a contribution to 

technical museum operation. Museum is supposed to be 

a technical magazine discussing the philosophy,. the 
I 

various technical skills that are employed in museums. I 
Riess: Like restoration. ~ 
Morley: Yes. Well that's very important. And of course in 

Europe it's ' carried to a tremendous point. They had 

to develop it for one thing, because they had a great 

many problems as a result of the war years, destruction 

Riess: Everything but the Lourn's wbrownw pictures. 

as one .of my re~~dnsibilities. 

. . 
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~orley: of the d i r e c t o r s h i p  vaa made, 

Riess: Have you ever  been t o  New Delhi, t o  India?  

Morley: No, I ' v e  never been t o  New Delhi. I ' v e  been t o  Pakis tan  

and o t h e r  coun t r i e s  of southeast  A s i a ,  bu t  never y e t  t o  

Riess: What is the National  Museum l i k e ?  

Morley: Well, i t ' s  a new bui ld ing  t h a t ' s  not  q u i t e  f i n i s h e d  ye t ,  

Riess: They had a museum before. 

Horley: Oh, yes,  a g r e a t  co l lec t ion .  Thousands of objec ts !  Pre- 

h is tory ,  archaeology, anthropology -- c u l t u r a l  and phy- 

s i c a l  -- and then art, which includes s c u l p t u r e  - stone 

sculpture,  bronzes -- and pa in t ing ,  mural pa in t ing ,  such 

as t h a t  i n  the A j an ta  caves, and miniatures ,  ~ u ~ h a l  and 

Rajput, f o r  example. They have been exh ib i t ed  i n  the  

pres ident ' s  residence and i n  var ious  government bui ld ings  

and much has been i n  s torage,  

Riess: And you w i l l  have t o  l e a r n  Hindi? 

Morley: Yes, I expect to. I ' d  l i k e  to. 

Riess: And w i l l  you have t o  l e a r n  Indian a r t  h i s to ry?  

Morley: I h o w  q u i t e  a b i t  about it. One of the  last  exh ib i t ions  

I did i n  San Francisco was f o r  the  Unesco conference - 
the s i x t h  n a t i o n a l  conference of the  United S t a t e s  

f 



. . 
. . 

been. a great  deal, 

Morley: Yes, but e s p e c i a l l y  i n  the Northwest, 

were something l i k e  f i f t y  very f i n e  Indian bronzes re- 

Candhara, Mathura, Guptaand l a t e r  periods; Khmer, Cham,. 

sculpture ; painting s imi lar ly  representative, 







I 

hard, to see the paintings. 

metal projecting out from the wall so they would be held 

quite well especially for the contemporary things. A11 

is on the lower level. 

. . .  

.. . . . . .  . 
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~ ~ r l e y :  to  the in tense  l i g h t ,  On the o t h e r  hand, i t  As t h e  

only so lu t ion ,  and i t ' s  r e a l l y  a s t age  e f f e c t ,  t he  b lo t -  

t i n g  out  of the  space behind the  pa in t ings  by l i g h t ,  

I t  works q u i t e  well. 

But vhen we moved t o  the new building. ,, 

Riess: You vere i n  i t  f o r  a s h o r t  period, then? 

Morley: Yes, I w a s  t he re  f o r  the  s i x  months t h a t  j u s t  overlap- 

ped the move. 

I t  became very quickly evident  t h a t  the re  was r e a l l y  

no p o s s i b i l i t y  of doing the  kind of work t h a t  I ' d  been 

expecting t o  do vhen I went there ,  which was the  supple- 

mentary program, The problems of the i n s t a l l a t i o n ,  the  

presenta t ion  and exh ib i t ion  p a r t  of the  museum, which 

Mr, Sweeney l i k e s ,  and f o r  which he is q u i t e  adequate, 

took a l l  e f f o r t .  You see ,  l e s s  than 130 th ings  can be 

shovn at  one time as the  museum is now arranged. But 

there was no need f o r  me i n  t h a t  p a r t  of the  e n t e r p r i s e  

and there  was no p o s s i b i l i t y  of doing supplementary pro- 

gram because everyone was p u t t i n g  a l l  h i s  a t t e n t i o n  on 

t h i s  problem of  exhibi t ions.  So... 

Riess: Some day there  w i l l  be? 

Horley: I don't know. You j u s t  can ' t  t e l l .  Things evolve, you 
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' ~or ley:  Well, t h e r e ' s  no t  empty space there  because i t  has been 

reserved f o r  o t h e r  u s e  than exhib i t ion .  The bu i ld ing  

doesn' t provide any s to rage  space elsewhere. M r .  Sweeaey 

has taken the  top t u r n s  of the  ramp f o r  s to rage  and f o r  

ce r t a in  work areas .  These have not  as y e t  [l4ay 19601 been 

put t o  t h e i r  intended use. Obviously they have t o  be 

sealed of f  f o r  p ro tec t ion  aga ins t  dust  and t h a t  is an- 

other  problem. So the  ramp is only about t h r e e  b i g  

turns below t h a t ,  and t h a t ' s  the only e x h i b i t i o n  space, 

you see. There' i s  a l i t t l e  thea t r e ,  n o t  very big,  seats 

about t h r e e  hundred. Charming. It would be n i c e  f o r  

concerts and l e c t u r e s  and t h a t  s o r t  of thing. And at 

one time i t  w a s  hoped t h a t  there  could be development 

of an important supplementary program; I had hoped some- 

thing new i n  museum "education" and i n  museum c u l t u r a l  

a c t i v i t y  could be developed. 

But obviously present ing  exh ib i t ions  i s  a tremendous 

undertaking under t h e  circumstances and i t  w i l l  r e q u i r e  

a very long period of adapta t ion ,  a f t e r  moving i n t o  s o  

unorthodox a bui ld ing ,  t o  f i n d  your vay.  or more re- 

cent developments a t  the  Guggenheim Museum see  Appendix ' 

D.] The problems a r e  complicated by inadequate and 









as the Matisse r e t r o s p e c t i v e  t h a t  t h e  Museum of Modern - 

A r t  c i r c u l a t e d  i n  1952; t he  Leger show o r i g i n a t e d  by the  

A r t  I n s t i t u t e  o f  Chicago; t h e  Dufy, which we o r ig ina t ed  

and shared with Los Angeles; t he  Renoir which Los Angeles 

o r ig ina t ed  and shared with us; the  A r t  i n  Asia and the  

West e x h i b i t i o n  I have descr ibed;  t he  Pauve and t h e  

Juan G r i . s  shows from the  Museum of Modern A r t ;  t h e  Mar- 

quet which was one of t he  last I put  on (1958), or igin-  

a t ed  by the  San Francisco Museum of A r t ,  and which l a t e r  

t rave led  a c r o s s  t h e  United S t a t e s  t o  f i v e  o t h e r  museums, 

( S e a t t l e ,  Cinc inna t i ,  Baltimore,  Syracuse,  Boston). The 

museum would have gone on with t h a t  kind o f  a c t i v i t y ,  

cont inuing t o  explore  the contemporary f i e l d ,  i ts immedl- 

a t e  background and an tecedents  and s o  on. Admission fees 

supplemented whatever s p e c i a l  e x h i b i t i o n  funds were ava i l -  

ab le ,  made a catalogue poss ib l e ,  permi t ted  br inging  works 

of art from abroad -- and o t h e r  t h ings  n o t  p o s s i b l e  other- 

wise, 

How can a museum a f f o r d  the "not pa id  admissionn exhibi-  

t ions? 

Well, t h e  museum had always a c i t y  subs idy  f o r  exhib i t ions ,  

Ordinary ones a r e  n o t  q u i t e  as c o s t l y  i n  t h a t  you don't  

publ ish a catalogue. If they a r e  t o u r i n g  e x h i b i t i o n s  
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MUSEUMS : EXTERNAL AND INTERNAL 
. - 

Museum as A r t  Patron 

Riess: What about the question of the museum as patron, as col- 

l ec  t o r t  

Morley: Well i n  older centers, i n  European centers f o r  instance, 

and i n  New York, the museums f e e l  t h a t  they don't have 

the same responsibi l i ty  to  the artists' community as a 

museum l i k e  the San Francisco Museum of A r t  thought i t  

there were prac t ica l ly  no commercial ga l l e r i e s ,  cer ta inly  

no ga l l e r i e s  t h a t  were in teres ted i n  the l e s s  familiar  

aspects of the contemporary development. There were 

some t h a t  were quite sound and tha t  would show things 

tha t  were well established. 

But i n  recent years t h a t  has changed. There a r e  

a great  many dealers '  ga l l e r i e s  i n  San Francisco now. 

You see, i n  New York for instance, there a r e  something 

l i ke  a hundred and eight  ga l l e r i e s ,  good ones, and so 







Bancott labrary 

But what is important is the r epea te r ,  the  person 

who comes i n  aga in  and again. And i n  our program i n  S a a  

Francisco our d e l i b e r a t e  pol icy  w a s  t o  t r y  t o  b u i l d  up 

a v i s i t i n g  publ ic  of repea ters .  And we d i d  t h a t  by a 

c e r t a i n  con t inu i ty  i n  program, by c e r t a i n  ways of devel- 

oping a c t i v i t i e s ,  and so  on. And i t  seemed t o  work q u i t e  

well. The person who comes once when Aunt S u s i e l s  coming 

to  town, ydu know, then doesn ' t  come again  f o r  t h r e e  

years  u n t i l  Cousin Katherine does, doesn ' t  g e t  any good . 

out  of the museum. 

I th ink  even a very casual  exposure t o  art, however, 

is l i k e l y  t o  do a person a b i t  of good. Also you remem- 

ber  i t ' s  percentage you're working with. You drav  peo- 

p l e  in: t o  most people i t  doesn ' t  mean very much except  

a momentary, p leasureable  experience, you hope; b u t  a 

c e r t a i n  number of t h a t  casua l  group suddenly d iscovers  

he o r  she is caught by the r e v e l a t i o n  of a new experience, 

a new kind of world, a new way of l i v i n g ,  rea l ly .  And 

t h a t ' s  what art is, you see ,  i t ' s  a broadening of  e rpe r i -  

3iess: Another problem Katherine Kuh mentioned w a s  the  tendency 

f o r  museums t o  compete with popular entertainment.  



I 

179 
3 

~ ~ r l e g :  Well, I th ink  a g r e a t  many museums f e e l  t h a t  they must 

do so. They have a broader gr.oup -- i n  v i s i t o r s  and i n  

supporters  -- than i n  the  past .  And t h i s  more o r  less 

leads t o  a poin t  t h a t  completes what I w a s  t ry ing  t o  make 

c l ea r  -when ve ta lked  a w h i l e w .  That is, s ince  the  var 

you have an e n t i r e l y  new group of people who a r e  inter-  

e s t ed  and involved i n  c u l t u r a l  and a l t r u i s t i c  e n t e r g r i s e s  

of d i f f e r e n t  kinds. They a r e ,  obviously,  younger than 

the former group; they come from a d i f f e r e n t  kind o f  a 

background, i n  t h a t  they a r e  more "do i t  yourse l fm pee- 

ple,  the  counterpar t  of people who bu i ld  o r  f i n i s h  houses 

f o r  themselves. 

This o lde r  group, of whom I spoke previous ly  v i t h  

considerable  admiration and a f f e c t i o n ,  the  "grea t  ladym 

type, vere the  people who were used t o  de lega t ing  d e t a i l  

t o  o thers ;  the  women had b u t l e r s  and the  men had great 

business managers. And they a l l  had g r e a t  wealth. They 

had g r e a t  power. They gave everything,  i f  they bel ieved 

i n  an i n s t i t u t i o n  -- whether i t  w a s  a h o s p i t a l  o r  a mu- 

seum -- they gave everything without expecting any re- 

turn  vhatsoever because they had no reason f o r  any r e t u r n  

i n  p r e s t i g e ,  recognit ion,  pover, advantage. A l l  t h a t  

they had a l ready and vere br inging to  the  i n s t i t u t i o n  o f  







. . 

Riess: They mature out of  th i s ,  the trustees  too? . . 

In other. words, I think the more permanent and importdt  

Because obviously you can'tdo adequately everything i n  t h i s  

time of t ight  budgets and l imited s t a f f s  and do things.  st 

! 
. . --. . . .. -- 
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norley: using the museum to give enjoyment, to' translate art and 

information for.tha benefit of the public, to educate and 
L 

so on -- that they are satisfied when it operates well, 
I 

And exhibitions themselves are used in that fashion to 

transmit information, to educate. They are communica- 

tions, as if you were writing, you see, 

Incidentally museum people do a good deal of writ- 

ing of a technical kind of one kind or another,.popular 

articles, catalogue introductions, sometimes catalogue 

articles, translations. My specia* is technical writing 

for Museum, and other professional journals. I write on 

art too, of course, but more frequently on museum tech- : 

? 
niques. 

Riess: Who makes up announcements and bulletins from the museum? 

Horley: Various people on the staff. That [looking at "The 

Anatomy of Art," twelve illustrated lectures, sea8on 

1956-1957, San Francisco Nuseum of ~ r t ]  was done by the 

man who gave that course, and it was a very personal ex- 

pression of his own feelings. He's a very good artist, 

John Baxter. Some of the catalogues we ourselves de- 

signed; sometimes we had a designer in to do it for us; 

sometimes they were the result of collaboration between 

a designer and the museum, 



On the Job Training of Curators 

Riess: Hov much educating of your cura tors  do you have t o  do? 

Harley: A considerable amount. I always t r i e d  t o  r e c r u i t  peo- 

p l e  who had very se r ious  profess ional  t ra in ing ,  usual ly  . 

i n  art ,  and some experience i n  museums. I n  some cases 

they came from the Fogg; i n  o ther  cases they had degrees 

i n  art  h i s to ry ;  'in some cases  they werear t i s t s .  It all 

depended on our needs at  the  time. But the p r a c t i c a l  

work, the work of museum rout ine ,  almost has to  be 

learned on an apprent iceship basis .  And i n  a small mu- 

seum l i k e  the San Francisco Museum of A r t  we did a g r e a t  

deal  of t raining.  

A g r e a t  many of our good people there went out a f t e r -  

wards t o  o the r  museums. On the o ther  hand, i t  vas a 

l imi ted  kind of t r a i n i n g  and i t  happened tha t  people who 

had good equipment and I thought might become good museum 

people I have de l ibe ra te ly  to ld  t o  leave a f t e r  a c e r t a i n  

period because i t  was too l imi ted  an experience -- only 

contemporary art,  only s o  small a museum, and i n  a c i t y  

the s i z e  of San Francisco. They needed broader experi- 

ence a f t e r  a time. So a number of them have gone t o  bigger  





policy changes, that sort of thing., 

.~ , . , . , . . . . . . . . . . . . .. . . . 
. .  . 

t 
. . 

. . 
. . ' . . .  : 



Pancroft Ukal, 

198 

Morley: - contact  and c l e a r i n g  house organiza t ion ,  

The Western Associat ion of A r t  Museum Direc tors ,  

by con t ra s t ,  i s  an a c t i o n  o rgan iza t ion  i n  the sense 

t h a t  i t  c i r c u l a t e s  exhib i t ions .  I understand t h a t  re- 

cen t ly  they've changed the  t i t l e  t o  Western Associat ion , 
I 

of A r t  Museums. I t  s t a r t e d  long ego because of the  need I 
of people here i n  the  western reg ion  who a r e  remote 

from New York, with t h a t  l a r g e  jump from Chicago a c r o s s  

a country where the re  weren't  any museums at all ,  t o  

g e t  together  on exh ib i t ions .  I t  was, t o  a very l a r g e  

ex ten t ,  and s t i l l  is, s t x i c t l y  an e x h i b i t i o n  agency, 

with a c e r t a i n  amount of c o n f i d e n t i a l  consu l t a t ion  b u t  

much l e s s  because i t 's  a much more open group, 

Riess: On what l e v e l  would "conf iden t i a l  conversat ionn be? On 

Morley: No, i t  i s n ' t  a t r ade  a s s o c i a t i o n  i n  t h a t  sense; it 's a 

profess ional  a s soc ia t ion .  I t  d i scusses  po l i cy  t o  some 

extent .  But i t  is the American Associat ion of A r t  Museum 

Direc tors  which does most of t h i s  type of c o n f i d e n t i a l  

consu l t a t ion  among i ts  members. For in s t ance  we would 

be l i k e l y  t o  pass  around among ourse lves  information i f  

there  were a fo rge r  a t  work i n  the  art f i e l d  i n  t h i s  



It's a very important professional assistance. 

of years the American ~ssociation of Art Museum Direc- 
I 

But it isn't an "actionn association in the strict 

tially always. But it has improved director-trustee 

relationships on occasion, by formulating ideal standards; 

copyright use of color reproductions and on other tech- 

. . .  

. . .  . . 
. . 
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Association of Museums; which has art sections of vari- 

well as sections in the fields of science and his'tory. 

individual members and serves museums, principally by 

ing exhibition service, also, and it provides a great 

. . . . . . .  - . . . -- ~. 





~ ~ r l e y :  museum does t h a t  serves  the  pub l i c  is education i n  a 

very profound sense. But a p a r t  from t h a t  there  a r e  ac- 

t i v i t i e s  whkch a r e  d e f i n i t e l y  organized from an educa- 

t i o n a l  po in t  of view, They d i f f e r  usua l ly  from the  

educat ional  a c t i v i t i e s  of a u n i v e r s i t y  o r  a school  i n  

t h a t  t he re  is  ~o.compuls iod .  The museums have no t  a . - 

cap t ive  audience, you see ;  t h e i r s  is  an audience, t h a t  

is  a t t r a c t e d .  And t h a t  audience may be a t t e n t i v d a n d  

work o r  i t  may not,  and be r a t h e r  casual.  Usually t h e  

programs i n  t h i s  category a r e  very  d iverse  and they may 

be, some of them a t  l e a s t ,  d i r e c t e d  t o  the genera l  pub- 

l i c  t h a t  j u s t  wants a c e r t a i n  m o u n t  of background. 

Some may be very spec i f i c .  

To me it 's a very i n t e r e s t i n g  f i e l d  beca-ase I came 

i n t o  museum work when the re  w a s  a very v i o l e n t  contro- 

versy,  t o  which I e a r l i e r  r e f e r r e d ,  going on between 

the c u r a t o r s  and those people who were scho la r s  i n '  t h e  

art  museum f i e l d ,  and those who were, s h a l l  we say, t h e  

go-betweens, t he  popular izers  of  s c h o l a r l y  information, 

who were the  educators and who were f i g h t i n g  very hard 

f o r  recogni t ion  i n  t h e i r  own r i g h t  as a p a r t  of  the  

museum hierarchy. That b a t t l e  w a s  won, I would say, 

during the  e a r l y  t h i r t i e s ,  so  t h a t  most b i g  museums have 



. . 

the Eng:lish term f o r  the same th ing  -- of t ang ib le  ma- 

sewn -- s p e c i a l i s t s  i n  c h i l d  i n s t r u c t i o n . i n  art, you 

have l e c t u r e r s  i n  a l l  ca tegor ies ,  you have gues t  lec- 

t u r e r s  vho .come i n  who .may be a l l  kinds of people - 
frorn abroad, l o c a l  scho la r s ,  and s o  on. 

Riess: Does t h i s  describe the  way i t  is  i n  San Francisco? 

usual ly  helped out  with o ther  things as well. . And. then 

. . . . . . . . . . 
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Morley: d i r e c t o r ,  l e c t u r e d  o r  d i d  demonstrations o r  whatever was 

needed, from time t o  time i n  a r a t h e r  wide range of  lec- 

t u r e s ,  demonstrations, forums, panel leadership ,  and the  

l i k e ,  both i n  the  museum and ou t s ide  it, 

Riess: And the program would d i f f e r  from samester t o  semester? 

Horley: Yes, and the re  were changes t o  meet changing condi t ions  

over the years.  On Saturday mornings we had a ch i ld ren ' s  

program, a very small one now. I th ink  I s a i d  e a r l i e r  i n  
. . 

our t a l k  t h a t  i n  the  beginning we used t o  have up t o  

th ree  hundred ch i ld ren  on a Saturday morning simply be- 

cause a t  t h a t  time no one e l s e  met t h a t  p a r t i c u l a r  need. 

But now a g r e a t  dea l  is done f o r  ch i ld ren  i n  the  c i ty .  

The deYoung and the Legion both have a c t i v e  educat ional  

departments and they both have t h e i r  s p e c i a l  a c t i v i t i e s  

se rv ing  a d u l t s ,  young adolescents ,  school  groups, ch i l -  

dren i n  genera l ,  as well  as the  genera l  publ ic ,  j u s t  as 

the  San Francisco Museum of A r t  does, 

Riess: Are the people who come to  the c l a s s e s  usua l ly  members 

of the museum? O r  is t h i s  a way of g e t t i n g  members? 

Morley: It depends. Usually i f  i t ' s  a paid course -- and very 

o f t e n  i n  order  t o  g e t  a c e r t a i n  amount of ser iousness  

we ask  f o r  a token r e g i s t r a t i o n  f e e  -- the  f e e  is  waived 

o r  very much reduced f o r  members. And sometimes people 



l e c t u r e s  and movie programs and c o n c e r t - s ,  they save 

very anxious t o  have the museum s e t  up a branch there. 

So we arranged t o  do i t  on an experimental basis .  I had 

hoped t o  ca r ry  i t  with v ~ l u n t e e r s , m o s t l y ,  and t o  make 

i t  a women's board pro jec t .  And I th ink  probably if  we 

could have got ten people t o  ca r ry  on long enough t h e i r  

se rv ice  as desk a t t enden t s  there i t  might have worked 

very v e l l ,  but i t  had' t o  be s t a f f e d  by volunteers  vho 
I 

i t s e l f ,  you see. I t  d id  no t  o f f e r  enough p res t ige  t o  

. . . .  
... . 

. . . . . . 





~ ~ r l e y :  spec ia l i zed  l e v e l s  of education r a t h e r  than j u s t  Sunday 

afternoon g a l l e r y  tours ,  f o r  instance,  which a r e  t h e  

low,est form of museum education and communication. Bowa- 

days, however, cu ra to r s  a r e  hot  so  much i n  "ivory towersn 

as they used t o  be, and they usual ly  p a r t i c i p a t e  i n  edu- 

c a t i o n a l  a c t i v i t y  i n  some way, as a mat ter  of course. 

It 's not  a matter  of objec t ing  on p r inc ip le ,  usual ly,  

i t ' s  j u s t  t h a t  t o  prepare f o r  a good l e c t u r e  takes  a 

very long time and cura to r s  very o f t en  a r e  f i n e  schol&s 

and have so  much t h a t  they want to  accomplish t h a t  they 

begrudge the time. And you're always behind i n  scho la r ly  

work i n  a museum anyway. (I recommend t h a t  you look up 

a recen t  number of the  College A r t  Journa l  i n  which the re  

is an a r t i c l e  by Valent iner  on the problem of cu ra to r s  i n  

American museums as compared with h i s  own youthful  experi- 

ence i n  Europe, and suggest ions f o r  what could be done 

here,*) 

American museums, by the p a t t e r n  of l i v i n g  i n  our 

country, by the f a c t  t h a t  they have t o  e a r n  t h e i r  way t o  

a g r e a t  ex ten t  -- there  a r e  p r i v a t e  museums, but  even 

public  museunsmust appeal t o  the publ ic  t o  g e t  publ ic  

"Scholarskiip i n  Museumsw by W.R. Valent iner ,  C o l l e ~ e  
A r t  Journal ,  F a l l ,  1959, Vol, X I X ,  p. 1, 
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~orley: and especially the art museum profession, is fairly 

chaotic. It hasn't taken a stable form and won't, I 

think, for a little while. Tenure is rare and salary 

scales are not logical. 

Riess: Is that something that the American Association of Art 

Museum Directors would fry to correct? 

Morley: Well yes, indirectly. The American Association of Mu- 

seums is trying to do it on a broader scale because it 

is more a trade organization, you see, and it is working 

for better salaries, tenure, and that sort of thing, 

Very often the art museum directors, if it is a matter 

for action, will pass it over, with their recommendations, 

to the museum association for study and action, 

Well, it's quite understandable, We're a new coun- 

try. We haven't in the past had too much -- in the re- 
cent past, shall I say -- had too much respect for intel- 
lectual activities. And art museum work is even more 

removed than teaching from direct practical intellectual 

activities because it has so much association with fluff, 

prestige, social activity, and so on, So many people, 

especially out here in the West, but to a certain extent 

everywhere in this country, think of it as a ~ U X U W  











I 

~orley: could c r i t i c i z e .  But when you have a s m a l l  a c t i v i t y ,  

f o r  in s t ance  a b a l l ,  wel l  the museum is very small and 

you couldn ' t  have comfortably more than a thousand peo- 

p ie .  Well t h a t  means turn ing  away s e v e r a l  thousand mem- 

bers  and wives, o r  asking so much f o r  t i c k e t s  t h a t  i t  

is  out  of t h e  reach of many members of a museum serv ing  

the publ ic  a t  l a r g e  i n  a p lace  l i k e  San Francisco. 

I n  o t h e r  vords,  I think art should be surrounded 

with g a i e t y  and elegance on appropr ia te  occasions,  t o  

in t roduce  an e x h i b i t i o n ,  f o r  example. Why not? It's 

the human thing. But I don't  th ink  an art  museum should 

ever  be dependent on the  s t imula t ion  of snobbishness; 

i t  must never fai l  i n  any way t o  se rve  t h e  membership as 

a vhole and of course the  genera l  pub l i c  as well. 

Riess: What were the  o u t l i n e s  of an average f e v  days f o r  you at  

the museum, both i n  the ea r ly  days and recent ly?  

Horley: Well, i n  the  days of g e t t i n g  the museum opened o r  i n  the  

e a r l y  yea r s  while g e t t i n g  any l a r g e  e x h i b i t i o n  opened, 

one s t a r t e d ,  as I ' v e  been doing here (Kroeber Hal l )  re- 

cen t ly ,  a t  e i g h t  o 'clock i n  the morning and one worked 

l a t e ,  supe rv i s ing  the staff. Everyone vas  being broken 

i n  and I had t o  keep very c lose  t r a c k  of things.  In re- 

cent  yea r s ,  t r a i n e d  a s s i s t a n t s  c a r r i e d  on the d e t a i l e d  



t ,  
~orley:  supervisions.  Then of course one met with committees, 

L 
g e t t i n g  ready f o r  a preview, f o r  instance.  The women's 

board, f o r  example, took ca re  o f  t he  s o c i a l  aspects  of 

t h a t  kind of a c t i v i t y .  But one met with them t o  d iscuss  

and decide on plans.  One met with committees f o r  con- 

c e r t s .  And from twelve when the  museum opened u n t i l  din- 

ner-time one was i n  the  o f f i c e  and probably had a eucces- 

s i o n  of interviews,  ta lked  with staff, and so  on, 

I n  more recent  years ,  because of a very well-trained 

staff,  mostly t r a ined  by us  d i rec t ly  there ,  the  machinery 

of opera t ion  went very smoothly indeed and i t  was j u s t  a 

matter  of confer r ing  with staff members f o r  the prepara- 

t i o n  of an exh ib i t ion  and modifying o r  approving the  way 

i t  would be put  on. And very o f t en ,  i f  I were very busy 

planning an exh ib i t ion ,  o r  wr i t ing ,  I ' d  s t a y  home i n  t h e  

morning and g e t  t o  the  o f f i c e  a t  about two o'clock, 

I always did a g r e a t  dea l  of n igh t  work. I a lvays  

be l ieved i t  w a s  very necessary when the  museum was open 

t o  t h e  pub l i c  t o  have a competent staff member present  

behind t h e  scenes. He might be doing something o r  o the r  

connected with h i s  r egu la rwork  but  he w a s  on c a l l .  I 

e s p e c i a l l y  l i k e d  t o  be the re  when the re  were any pub l i c  

a c t i v i t i e s  -- concer ts  and so on -- so I usual ly  took 



night  work and Saturdays because I was f r e e r  than some 

of the  o ther  pe,ople who had vives and chi ldren and o the r  . 

commitments a t  home. I t  worked well  too because I f e l t  

f r e e  t o  use my mornings f o r  q u i e t  work, ' . 

I t  w a s  a very l a rge  publ ic  r e l a t i o n s  job? 

Yes, i t  has t o  be, necessari ly .  And i t ' s  a very compli- 

cated one. Especia l ly  the San Francisco Museum of A r t  

was complicated because i t  didnl t have i ts own building. 

I t  was i n  a public  bui lding,  but  as a p r iva te  museum 

you had t o  walk the  l i n e  very carefu l ly .  Alwaya i f  

t he re  were a very exclusive s o c i a l  event I used t o  g e t  

abusive l e t t e r s  c r i t i c i z i n g  the use of the museum f o r  

any s p e c i a l  segment of the population, 

From museum members who had missed out  on something? 

l o .  They were very o f t en  unsigned, which is most annoy- 

ing. If I got  a signed complaint o r  a t t ack ,  why then I 

would always make a poin t  of wr i t ing  and explaining why 

such and such a th ing  w a s  done. 

Usually the re  was a reason. 

Very of ten  I won f r i e n d s  f o r  the  museum i n  t h a t  way 

from among those who had been c r i t i c a l ,  

But I remember quoting -- and I remember my board 

members were very shocked by i t ,  but i t  was the s o r t  of 
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Grace McCann Morley 
, Grace McCann Morley, 84, a 
longtime director of what is now 
the San Francisco Museunl of Mod- 
ern Art and a legendary figure in 
the international museum conlmu- 
nits, died yesterday in New Delhi, 
her home since 19G0, after a brief 
illness 

The World-famous art expert 
\{as born in Berkeley. She earned 
her bachelor's and master's degrees 
in French and Greek at the Univer- 

, sity of California. 

ii'hilc earning a dottorate at 
the University of Paris, Morley's ac- 
adelnic interests shifted dramatical- 

I ly, anp she decided to devote her 
llfe to art rather than teaching lan- 

' guages at the college level. 

She taught both French and art 
at Goucher College in Maryland for 
three years before ,becoming chief 
curator at the Cincinnati Art Muse- 
um in 1930. 

Four 'years later, hlorley re- 
turned to the Bay Area to direct the 

San Francisco Museum of Art, now 
known as the Museum of Modern 
Art. During her early years at that 
Institution, the first modern art mu- 
seum in the western United States, 
she led a tiny, dedicated staff that 
mounted as many as 100 special ex- 
hibitions annually. 

During the 24 years that she 
headed the museum here, the self- 
described "archfiend for modern 
art" established the first gallery 
tours in any museum in the West, 
art history courses, a public art  ref- 
erence library, the institution's art  
rental gallery, the first regular film 
program - "Art in Cinema" --,at an 
American museum,-and television 
series, "Art in Your Life," that was 
shown in San Francisco during the 
1950s. 

After leaving the San Francisco 
Museum of Modern Art in 1958, she 
spent a year as asslstant director a t  
New York's famed buggeqheim 
Museum. From 1W to 1966, she was 
director the National Museum of 
New Delhi in India. In 1968, she 
founded the International Council 

of Museums' regional office in New 
Delhi, which she headed for 10 
years. 

She remained active as a con- 
sultant and lecturer until shortly 
before her death. 

In the 1940% she became deeply 
involved in worldaride museum pro- 
jects, among them the first ex- 
change exhibitions with South 
American museums and establish- 
ment of the International Council 
of Museums. 

In 1947, she took an l&month 
leave of absence from her job here 
to become the first director of the 
museum division of the United Na- 
tions Educational, Social and Cul- 
tural Organization in Paris. 

In 1049, Morley was. named a 
Chevalier in the French Legion of 
Honor. Over the years, she was 
awarded honorary doctorates by 
the University of California, the Cal- 
ifornia College of Arb and Crafts, 
Smith College and Mills College. 

She!s survived bynephws and . 
nieces in the, Sacramento area. 

Funeral arrangements ii11 be 
'announced. I . 
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P r o j e c t  f o r  a f , e a t u r e d  e x h i b i t i o n  o f  work by artists of t h y  

. . 



of the a r e a .  (exhibi t ing  i n  the three annuals ,  and i n  the  Rental 
Gallery, i n  afiy group, i n  the la re  one-man shows.knd i n  the ar- 
t i s t - se lec ted  surveys l i k e  the above) f o r  a fes tu red  exhibi t ion  
t o  be held i n  approximately a year from now, probably t h e  major 
exhibition of the l a t e  autumn of 1954, 

I 

Hethod The Museum w i l l  send t o  a l l  Board members an inv i t a -  
7 

tion to  give ass i s t ance  i n  t h i s  manner. Obviously some members 
w i l l  be unin teres ted  and unsuited, or  unable t o  contribute.  

Board leadership  is required to  help i n  launching soundly the 
idea. Cer ta in ly  a good deal  of persuasion should be appl ied  
t o  younger and as ye t  inexperienced members of a l l  Boards t o  
pa r t i c ipa te  i n  order to  f i t  tnem b e t t e r  f o r  t n e i r  s e r v i c e s  t o  
the Museum, as well as to  begin to  e s t a b l i s h  through them an 
informed nucleus of a r t  l i t e r a t e  people i n  t h e i r  respect ive  c i r -  
cles, 

Each exhibi t ion  as i t  occurs during the  year  w i l l  be c a l l e d  to  
t:?eir a t t e n t i o n  and they w i l l  be inv i t ed  to  form a judgment on 
the b a s i s  of the works i n  it. T h i s  process should begin with 
the Watercolor Annual opening next week and should probably ' 

continue a t  l e a s t  through the watercolor ehow a year  from now 
i n  order to  i ron  out i n i t i a l  misjament  based on inexperience, 
A t  the time of each pe r t inen t  exhibi t ion  a l l  w i l l  be i n v i t e d  to  
see i t ,  to study i t  and to  form and record a judgment as t o  the 
twenty o r  so  artists from whom to s e l e c t  exhibi t ion  mate r i a l  f o r  
the projected exhibi t ion.  It can be a n t i c i p a t e d  t h a t  from time 
t o  time they w i l l  be urged t o  consider o the r  exhibi t ions  as 
points of reference or  c lar i fLcat ion  f o r  t h e i r  own s tud ies ,  A t  
the end of the period of studying i n  the exhibitions work of the 
local artists t h e i r  judgments w i l l  be submitted t o  them f o r  re- 
evaiuation and f i n a l  decisions and  then tahaated t o  produce 
tke exhibi t ion.  To a i d  with advice the Museum w i l l  s e t  during 
each exhibi t ion  a period or  periods when the  Museum s t a f f  w i l l  
be avai lable  f o r  an int imate discussion of the exh ib i t ion  e i t h e r  
with groups o r  w i t h  indiv iduals  of the Board Committees. Es- 
tablished artists and art-informed people on the Boards, l i k e  
Mesdames Cox, Cross, Dailey, Haas, Hamilton, Martin, Sinton, 
Smith ,  Wurster, and F.W. Crocker, Gardner Dailey and o thers  on 
the Boards, o r  t o  join them who have experience o r  knowledge of 
a r t  w i l l  be asked t o  assist i n  ins t ruc t ion  as well  as i n  leader- 
snip. Occasionally a r t i s t s  may be asked to  help. Reference 
books, of which the  indispensable ones may be borrowed f o r  home 
reading, w i l l  be provided i n  the Library and v i s u a l  reference 



been t rue  before. I t  w i l l  g ive  them a more in t imate  comexion ' with what is probably the most important and exc i t ing  of the .  
k!useunits functions: helping people to  know and enjoy.  art of 
their  time and t o . e s t a b l i s h  a d i r e c t  and f r i e n d l y  contact  with 

be s t imula t ing  t o  the  artists a n d  t o  the public.  I t  should be 
launched v i  t h  the g r e a t e s t  amount of care with pub l i c i ty  on ' the . . 

o u r  community. 

The Board Committees - and i f  they work i t  i s  to- be hoped, they 
w i l l  continue i n d e f i n i t e l y  - w i l l  be a s o r t  of t r i a l  run f o r  

. . 



extension of t h i s  form of Rmuseum educationn to  have a leader- 
ship well  formed i n  the Boards before the expansion i n t o  .the 
broader f i e l d  is undertaken. 

Sugeestions and comment please! To me t h i s  p lan  seems t o  of- 
fe r  a p o s s i b i l i t y  of swinging back t o  art  the emphasis t h a t  
the Museum should always maintain,  though i n  the m u l t i p l i c i t y  
of i t s  o the r  a c t i v i t i e s  and s e r v i c e s  t h i s  primary responsibili-  
t y  appears  sometimes t o  be l o s t  t o  s i g h t  by the  pub l i c  i f  n o t  
by the Museum staff. 

I t  seems t o  me t h a t  i t  can be a very exc i t ing  adventure i n  
spreading art knowledge, i n  providing Boards with a g r e a t e r  
pzrt  i n  the most valuable con t r ibu t ion  the Museum has made here. 

Because there i s  no ind ica t ion  t h a t  condit ions w i l l  improve i n  
our time i t  seems even more necessary than i t  has been i n  the 
past t o  consol idate  our ga ins  up t o  now. One of the most impor- 
tant means of doing so  seems to  be t o  make su re  t h a t  Board 
menbers know the z r t  t h a t  t h e i r  Museum shows, i n  order  t o  be- 
l ieve i n  i t  and not  simply g ive  to  the Museum support  ou t  of 
blind l o y a l t y  as sometimes has been the case. They should know 
enough about a r t  of our time t o  be ab le  to  r e f u t e  prejudiced,  
ignorant and h y s t e r i c a l  a t t a c k s  out of t h e i r  own knowledge. 
I t  seems t o  me t h a t  our artists here who a r e  an e x t r a o r d i n a r i l y  
g i f ted  and c r e a t i v e  group deserve t h i s  understanding from the  
people who support the Museum of t h i s  community t h a t  i s  most 
important t o  them. 

W i l l  you p lease  study the proposal,  consider i t ,  ask  the  ques- 
t ions t h a t  w i l l  help me c l a r i f y  i t  f o r  us  of the Museum as f o r  
you, make the coments  and suggest ions t h a t  occur t o  you. It 
i s  an e f f o r t  t o  extend art  knowledge of a se r ious  kind beyond - 
the h a b i t u a l  c i r c l e s  of those a l ready i n s t r u c t e d  and concerned. 
I t  i s  my idea ,  dredged up out of long uneasiness over t h e  situa- 
tion of art today i n  t h i s  country, but  t o  be successfu l  i t  must 
become a group e f f o r t .  The support and leadership  i t  g e t s  from 
tnose of you who head the  Boards is very important as is the  
exlmt to which p a r t i c i p a t i o n  cari be obtained from Board members, 
I  should hope t h a t  many from the Women's Board, a few from 
among the present  o r  new Trustees,  and a l l  o r  most of the  Activi- 
t y  Board members would p a r t i c i p a t e ,  
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APPENTIIX D - Resignation of James Johnson Sweeney Srum 
~irectorship of the Guggenheim Museum- 

From the New York Time% Thursday July 21 1960 Page 1. 

GUGGENHEIM MUSEUM DIRECTOR BE- 
SIGNS IN 'DIFFERENCE OF ID=' 

Sweeney Revised Wrightts Design 
for Building Before Opening 

Last October 

A conflict that has been simmering for some time be- 
tween James Johnson Sweeney, director of the Solonon R. 
Guggenheim Museum, and the foundation that runs the museum 
boiled over yesterday. Mr. Sweeney resigned. 

The newest development in the history of the museum, 
now housed in Frank Lloyd Wright's controversial building, 
brought an acknowledgement from both sides that each was 
motivated by differing  ideal^.^ 

Neither side offered any explanation of what the dif- 
fering ideals were and neither Mr. Sweeney nor Harry F. 
Guggenheim, the president ~f the foundation, could be 
reached after a formal statement had been sent out. 

Mr. Sweeneyts short letter of resignation, dated June 
24, said merely that he was resigning because of the dif- 
ference between ideals held by the museum"and my own ideals, 
which I feel I have a responsibility to follow.w 

The resignation will be effective on Aug. 15, 



. . 

. . . .- 
M i .  Guggenheim' s statement , v h i i e  expressing p a t i  tid. 

fo r  Mr. Sweeney's services ,  implied that  such services  were 
no longer ne'eded i n  view of the foundationfs plan 'to broaden 
If the scope o f  i ts a c t i v i  t i e s f 1  and tha t  the foundation wovld 
"require new approaches t o  the obj'ectives sought by the  
founder, 

"Mr. Wright's creat ion,  an a rch i tec tu ra l  achievement of  
great  moment, has proved to  be not only unusually v e l l  su i t ed  
to the display of paint ings but a l so  ex t raord inar i ly  a t t rac -  
t i v e  and i n t e r e s t i ng  t o  people i n  a l l  walks of l i f e , "  M r .  Gug- 
genheim said, 

"More than three quar te r s  of a mil l ion persons have vis- 
i t e d  the museum s ince  i t  opened i ts  door t o  the public last, 
October," the statement contined. "In view of t h i s  the  trus-  
tees  believe the time has come to  develop a s e r i e s  of ac t iv i -  
ties tha t  w i l l  be in te res t ing ,  informative, and educational  
to  an ever-widening number of art  lover^,^ 

The Wright building, which has i t s  v io len t  champions and 
det rac tors ,  is a t o u r i s t  a t t r a c t i o n  of such magnitude t h a t  a 
l i n e  sometimes forms on F i f t h  Avenue a t  Eighty-eighth S t ree t ,  

I t  was no sec r e t  i n  museum c i r c l e s  tha t  Mr. Sweeney re- 
garded the building's  v a s t  i n t e r i o r ,  with its nga l le r ies '  
sp i r a l i ng  around an empty core, a s  a challenge, a t  the  very 
!east. 

Many museum people believed t ha t  M r .  Sweeney had vorked 
out a  b r i l l i a n t  answer t o  what they considered an almost in- 
soluble problem -- making the Wright "a rch i tec tu ra l  exh ib i t a  
i n t o  an exhibi t ion place f o r  paint ings and sculpture, 

A s  one s a i d ,  "with Wright i t  vas a rch i tec tu re  first) with 
Sweeney , pic tu res  f i r s t .  

Mr. Sweeney changed Mr. Wright s plan of i l lumination,  
which depended la rge ly  on na tu ra l  l igh t .  Mr. Wright had 
planned that  the paint ings would be displayed on the angled 
walls along the s p i r a l  ramp as though "on an e a s e l o n  
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