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INTRODUCTION

"During the 25 years in which San Francisco has boast-

ed a museum of'modern art, it has become one of the world's
primary»éenters for the creation of modern art... The San
Francisco Museum became what it is today very 1argély és'the
result of'ohé person's inSight. That person was Grace L.
McCann Morley, who is still nominally dlrector of these gal-
leries." In addition to directing the San Francisco Museum
of Art, Dr. Morley has held many important consultative and
editoriai positions. The United States government claimed
her professional and personal abilities in inter-American '
affairs and cultural relations frbm 1941 to 1945 and, ffom
1947 to 1949 Dr. Mdrley was able also to use her gfeaf vision
and capability as head of Unesco's museums division. Aware-
ness of her skills by.the art Qorld and her own sense of re-

bsponsibility have brought Dr. Morley generously to put thése

Thls and a following quotation are from Alfred Frankenstein's
"Tt Made Sense to Concentrate on the Contemporary," San Fran-
cisco Chronicle, This World, October 23, 1960, pp. 20-21.
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.skllls to work in many national and 1nternat10nal.undertaklngs.
In 1958 Dr. Morley left the San Francisco Museum of Art,
"the only 1nst1tut10n of its kind west of New York... still
possessfing] few rivals in the country,” the museum that she
had pioheered to such a preeminent position. Her reasons for ,
so doing involve,some'hist§r§ and they are ekplained-in the in-
terview. Her pext positioh, at the Guggenheim Museum in‘New
York, did not lead to permanently satisfying work, and early
in 1960 Dr. Morley accepted the very challenging d1rectorsh1p
of the National Muveum in New Delhi. Vhen it was known that
Dr. Morley would be in the Bay Area briefly in the spring of
1960 vefore depérting'for at leasf five years in India;.the
Regional Cultural History Project took_that opportunity to re-
quest a series of interviews. At the time, éarly in March,
Dr. Horley wis on this campus to supervise the unpacking and
hanging of the valuable exhibition she had been invited to ar-
range coincident with the-official-opening of Kroeber Hall,
the "Art from Ingres to Pollock: Paintings and Sculpture since
Neoclassicism" exhibition. ~She consented to do the interviews
when she camelback to the University to repack the‘exhibition,
The usual extended autobiography was out of the question be-
cause of Dr. lorley's limited t1me and her ndtural w1sh to |

~ see somethlna of the area that she loved and had spent l1tt1e
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time in-since‘1958 The following volume ie the result of
:four sessions between March 29th and Aprll 11th.

Dr. Morley hurried to the late afternoon interviewing
sessions held in an upstairs office in Kroeber Hall from her
very intense reepbnsibilities --'packing:theﬁpaintings,_di-
rectihg eorrespondence,Alabeling shipping tickets (see page
170) ~- in the galleries below., Yet there was no question of
"gathering her wits about her" and stepplng back in time to
cull her memories; the past was vital and accessible, she was
eomposed and eager to begin the intefviews - perhaps the only
preak‘from hef‘dawn to dusk work with the packers. And later;
when it came to editing the interviews, despitevthe fact that
she was then, in late summer of 1960, in New York on he}”ﬁay
to Paris andtmaking plans:fer her further departure to New Del-
hi, she was able to make extensive additions‘and correctiqns,
and volunteer supplemental iuformation that makes the manu-
script as full as it is in contradiction to the brief time
spent in interviewing sessions. |

As an interviewee Dr,_Morley vas-an attentive and reas-'
surlng person to work with. Experienced as a 1ecturer, w1th a
sharp powver of recall, she was able to speak long and fully on

any quest1on put to her. Though the. ultra—a"t1v1ty of her day'_

-put the 1nterv1ews on a no-nonsense ba51s, this fact and
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newspaper reports of her. efflclency as a museum dlrector would
be wrong if they 1mp11ed that she is a chllllng, forblddlng
person; she is not ‘that, as’ the 1nterv1ew will show. Angd her

.warm 1nterest in the project contlnued ‘even as she began her

wwork 1n Indla. It was from New Delhi that she sent a most im-
portant addltlon to the. manuscrlpt, the story never told before
that begins on page 48. A September 22nd letter of’ Dr. Morley's
from New Delhi is illustrative of her p051t1ve, v1gorous and
young approach to life: '

"The job here I,llke very much. I like
India and I enjoy working with Indians. I'm beginning to learn
the language and thin:s appear to be going well. Apparently I
am going to be given good support in doing the job and I am go-

.ing to be used to the maximum for the benefit of the museum
movement here in India. This of course pleases me. It is a sort
of reward for previous frustrations. I hope that what seems so
promising now may be indeed fulfilled. We shall see. Meanwhile
I am hiving an interesting time." '

In imagination, in realizations, Dr. Morley is far ahead

of the sixty years of this century that began the same year
she was born. She maintains that what was achie\'red‘in the San
Francisco Museum of Art was the result of a fortunate ‘combinae-
tlon of people and times. Fortunate, rare even, and it may be
long before the people and times are ready again for such fore-~
sight as she brought to San Francisco in 1935. Then a young wo-
man, with an education unusually suited to her life's work, and

an expansive interest in art,vGraee'McCann Morley's was to be




Vfrecognized as the clearest and strongest voice for the art of
the West Coast. | |

: Documentary material donated By;Dr. Moriéyfis;deposited
Qith the cbpy of this volume in the Library bf the UniVefsity

of California at Berkeley.* The Whitney Mgseum of American Art
has donated the catalogues of the;§;ate Dépértment'fravéling
Exhibition of 1947 and the aucfion fqildﬁing, and Dr..Morley:has
donated,UNESCO/CUA/64,'her report to a Unesco seminar in Athens
in 1954. Thése_items are on file in‘fhe Library.

This volume is'pa:t of a larger Series of tape;recorded auto—'f
biographical interviews conducted by the Regional Cultural His-
tory Project with persons wno have been influenfial in some:
phases of the development of Northern California. The pfbgram
is under the administration of the General Library of the Uni-
versity of California at Berkeley. |

Suzanne B. Riess

Interviewer

Regional Cultural History Project
University of Califormia Library at Berkeley

December 1960

*#Women's Board Contributions to Museum Growth," SFMA, May 19583
"Communism under the Guise of Cultural Freedom - Strangling Am-
.erican Art," Concressional Record, House of Representatives, dJune
14, 1956, pp. 9577-9583; "The Picific Coast Artists Brought their
‘Climate to Sao Paulo," by Grace L. McCann Morley, San Francisco
Chronicle, This. World, Oct. 2, 1955, pp. 22-23; "Pacific Coast
Art at the Taird Biennial of Sao Paulo, Brazil, July - October
1955," by Grace L. McCann Morley, SFMA, 1955; "Report" on SFMA
dated January 1938; Statistical notes for a report to Mayor Rossi
- in 1939; "Important Exhibitions and Activities of the San- Fran-
_cisco Museum of Art During 13413"Catalog of 117 0il and Water -
Color Originals by Leading Aumerican Artists"offered for sale at-
‘sealed bid by War Assets Administration, 1948; "Art in the Uni-
ted States," by Grac e L. HcCann Morley, for exhibition organi- -
~ zed by United States for Sao Paulo III Biennial. .
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EDUCATION AND EARLY MUSEUM WORK

. Childhood in Bay Ares

I think one of the aims of this kind of a record -- which
is a little bit, I feel, more valusble as an account of & . -
period of interest1ng artist1c history here in tho aroa

than it is as an interview of special 1nterest because of

| ‘me as a»person - should be to try tovmake an exploration

.of vhat happened at a particular“moment,vexplaining vhy,

bringing in the people who vore, shali ve say, positive

‘elements in it, and then more or less letting go the extra~-

neous details. So that's what I'll try to do as we go
along. . |
Novw, about the childhood. I was born in Berkeley, as

‘a matter of fact., [3 No?ember 1900]) I wasn't very vell as

a child, so I didr't go to school until late, when I wvas

about ten years old. And,‘becauso of not being well; I vas

taken $t0 == oh, to various country places around California,

‘try1ng to find a.good climate —- and we finally settled in "d,i.‘




Morley:

Riess:

Morley:

St. Helena, in Napa County. That's where I grew ep and I
finishea grammar school there. .And then my high scheol |
education was there except for a brief pericd at the Ala-
meda High Schéol, Ny _ o

I was the eldest child. My brother is fire yearn
vyounger than I, and I have a s1ster seven years younger.:'}'
So there was a cons1derable d1v151on in interest and co-#
panionship. The fact that I vasn't well and therefore
eoul'dn't_’ play with _othe'r children meant that I had a very
solitary life as a child. I didn't learn to read until
very late and that meant thet I Vasfsemewhet, I suppose,
separated from the ordinari ehiid'S'eiperience and made
up m& own stories. When I did go te.scheol I learned to
read qﬁickly and began to read'eVerything 1 could, begin-
ning with the ordinmary class1cs - Dickens and Scott -
found in homes‘at that time. I remember Balzac in trans-
lation, fullfinch's Mythology, Bunyon's g;;gggglg_gggggggg

(read three times), poetry by Scott, Tennyson, Moore.

‘Vhat vas your father doing? Was he able to move to St

Helena easily?
Yes. My father had been out of any. thiheés connections
for many years and he szmply had a“ small income from ovning

property, so that we were fortunate in that vay.
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j Riess: What was St. Helena then? Population?

? Morley:s It was a very'lively.but'quite small fown, of course, and

. a vefy chafming and delightfui éne'at that time. The popu-

lation was, I suppose, less than a thousand. This wouid.'
be from about 1909 until 1918. The fact that it was such
a small place meant that you knew everyone, more or less,
and that there were no sharp distinctions based on occupa~-
tzon or money or social status. It was also a very healthy
kind of life, for fields, wodds and hills were close at
hand always, and as chlldren and high school students vo
knew 21l the country around the town. a

Riess: 1 It was a farming life for most peoplo?

3 Morley: Well, 1t was a region of prunes and grape-growlng princi- :
pally, yes. Then there were a good many retired navy peo-
Ple, which gave it g.someyhat.greater sophistication. per—

_haps, than many small towns have. It seemed véfy far away
from San.Francisco.in those days. And now, of course, it's

& matter of an hour and a half's drive, but at that time
it was a four-hour trip and you didn't come down to "the
City" -- as it was called — very often. |

Riess: It's still called that.

1 Morley: Yes, it is. From over on this side, ,(Laughter) _
'%, Riesss Newspaper interviews with you mention that when you‘vérc :

four years old you saw a piece of Greek statuary in the
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Morley:

I Riesss

& Morleyi

° Riess:

Morley:

museun.;.

Thet is actually a fact, and I remember it quite vividly.
I can't have been much more than four years old.

This was in the de!oung? ’

In the deYoung. At that time the deYoung had mostly casts
and a few of the paintings that it now has in its little
gallery of examples of ‘the pioneer as collector in the
Eariy California period room section. And to me that was
art, that Greek sculpture. . o

Did this firsfeexperienee of art have anything to do with
your 1nterest in the Greek language later on?

Maybe" that exposure to Greek eculpture and my entbusiastic
response -~ which I.think I was quite quiet about, I don't
think I talked about it at all —- had some effect on my
leter study ovareekQ_ fhose things you can't knov. But

later, vhen I did learn to read one of my favorite books

was Bullfinch's Mythology, as I mentioned. And, after

ali, Greek ves rather bgsic, and at that time you thought
of it as more basic to aft and chlture even than you do to-
day, because a great deal of the pre-Greek and the other
cultures hadn't been as completely studied as they have

been now, while there were continuous references to Greek

 and Roman periods in much of one's reading then.
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Riess:

Mdrley:

Riess:

Morley:

D1d they have more classical 1earn1ng in high schools then?

'In large high schools probably, but in St. Helena they aid '

not have any classics in high sehaol, except Latin. Of
course Latin led to the Greek t66; St. Helena had a very
small high school, There were fewer than a hundred ‘students.,
All I had 1n forelgn languages was Spanish, whlch I started |
there. .

wWhen I began high school, because i-couldﬁ't get Ffench,
and wanted.it very much, I taught m&self to read Ffench, just
b& the dictionary, and with a simple reader. Then later on,
when I came to the Un1ver51ty, I did major in French, you
see. 1 always feel I have a bad accent because I.taught
mysélf tc pronounce the words without hav1ng heard them.
(Laughter) o .
I looked at your master's thesis in aﬁazement because 1
thought you were an art major at the time and doing your -
thesis in French was a really ambitious performance!#
No, I didn't ever take any art at the University. I knew
ihat I wvasn't a creative artist; I didn‘t have any aspira-
tions of that kind. I was interested in art, but not to

do it, énd there just weren't any art history courses.

*La poétigue d'Aristote en Erancé a l'épogué classique,
Grace McCann,. Berkeley, California, 1923. Thesis (M.A.).
University of California, Berkeley, May 1924.
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Morley:
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Morley:

Riess:

Morley:

Bancroft Library

No?

No. There was a sort of survey course, but it wasn'f,

. well, considered very useful bj serious studenteéihvthose

days. There was almost no art to look -at in- the area.
There wasn't any point in just looking at elidee.»

._So your B.A. was in French and Greek.

' Yes, that's r;ght, a double major. The M.A. was in French.

~Student in Paris

And then I had a fellowship —- and I can't remember the

name of it, after all.of these years =~ which helped ne

‘to go to France in the sense that it proved to my family

that I was good enough to have‘help for study abroad. And_
so, what with the financing — I think it was a thousand
dollars or something like that -~ plus family, vhy I had :--
approximately three years in France. '
Was this a renewing scholarship, or just a lump sun!

It vas a single grant.

And how did you get to Burope? |

I got on a train, after getting my M.A., and went across
the continent, stopping in Chicago, where I had relatives,

for‘a‘short time, and New York, similariy vhere I had
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Morley:

““rRiess:V

Morley.
%f Riess:

4
. Morley:

Riess:

X
n3

1 Morleys

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

- What there wvas of foreign art was mostly French, wasn't

:.Le Sentiment de la nature en France dans la premi%re moi-

Lesot, 1926 (190 pp. text, 16 111ustrations)

friends, then got on a boat, got on a train again, and
there I was in Paris at six o! clock in the morningl

That's
o'clock 1n the morningl

Yes. vhen everyone arrives in Parls, I think. Six

And then you walk around a bit. It's a beautxful place. o

When did you change to art from your study of French?
Vell, as I say, I'd always been ‘interested in art when I
uas_here gt the,University. The Legion--- the California
some rather good exhihifioné._.l remember going fo those. -
And there was a French exhitition in the Civic_Auditoriﬁn;
a very modern exhibition,'aod I remember going to that.

There wasn't very much in permanent collections to see

then, you know, in this area.

it?

Yes.

And then, when I went to Paris, and settled down to
writing my thesis there, I chose a subject that combined
It was The Feeling for Nature in the

First Half of the Seventeenth Century.* I worked under the

literature and art.-

tié der XVII® siécle, G.L. McCann, Nemours, Imprimerie Andr‘
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wise and kindly direction of Gustave Regnier who was at
the time the great authority on the 17th century in the
Faculté des Lettres of the University of Paris (the Sor-

bonne).

rhis'wasfa very ioteresting»period in France because

it vas a turning point both in literature and in art from-

“the more, shall ve say, conscious attention to man's sur-

roundlngs to the emphasls on man himself. Ihe Acadenio

Francaise vas created toward the mlddle of the century,

_'you see, for l1terature, and in art, too, an academy vas

establlshed soon af ter it, and it stressed man, not nature.

The last of the great landscape painters -= Claude Lorrain

“and Nicholas Poussin == dominated the early half of the

century. Also nature poetry that had cone, actually, out

of the Mlddle Ages, went on still during the first half of

_the century

I read a great many novels of the time in which noblos
became ‘shepherds and shepherdesses and sheperds and shcp-
herdesses became heroes of one kind or another;’ These ro-

mances vere usually in ten volumes. Very delightful to

- read. Very easy to read.

So, it was a good periodtfor comparison, for sumning

‘up the old period, with its delight in nature, which vas

shortly to give vaybto the new "classic" period in which
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55 Mofley:‘ man was the center of interest. It was a tran5i¥ion,peri-
od, in which the classic point of view waé_gnﬂually.doninap
ting in meny forms of expressioh, but much more feeling

for nature continued well on 1nto the century than has been
usually realzzed by those acquainted only with works for
the ;heatre ~- Corneille and Racine -—-yhich islthe,mogt_.. :_
important literature of the time. Even gardening, witﬁ' _
the development of the formal French type of garden during
the seventeenth century, was an indzcation of - the change.
Orig;nally.laterature was my subject, but I soon found to
my pleaeure that ertvwae'equally importent'td make ny ‘
points.

Riess: How did you use that historical background in ﬁlanning
the landscape exhibits at the San Francisco Museum of Art?

Moriey: I kmew where to £0, shall we say, to get more material.

So my time in France was a good classic education in
| both literature and art. |
Riess: In contemporary art in Paris wvhat was geing on when yon'
| vere there? | '

Morley: There were many exhibitions: Cezanne, Gauguin, Van Gogh,

Picasso, and Dufy, to name a few I recall. All_the great

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

rain, Vlaminck, were all known, more or less. But peoplo'



U

R e T T IR TR N T BT RN T TR

- f‘)ﬁ."-): oy

Morley:
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Morley:

Riess:

Moriey:
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had no idea how important they were to become. I bought
quantltles of small, 1nexpens1ve 111ustrated booklete on
these artists that are the modern masters now, and brought

them back with me when I returned to California atter -7

stay in France. The Impressionists vere - very seriously

accepted in Paris and were accepted even in this country,,'

at least 1n the vell-informed centers like New York and

.Boston, by that time. -

That means that we were apprOximater forty years behind,
at that point, in art? o |

Yes,

Was there an art circle in Paris that jou were in touch
with? Actually 1 suppose that as an art historian this

doesn't happen.

| No. I used to see artists around, and I knew some art

students. I lived.in Montparoasse,'vhich was the quarter
in those'daye'for.artists and art students., It was very -
convenient‘totthe'Sorbonnef you walked across the Luxem=-
bourg Gardens, which was pleasant. But Iespeat most o:

my time in the libraries, because I was doing research,

you see, and mostly in the Arsenal Library, which very few

people know but which is very rich in seventeenth century
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ifAMorleyz_ material,
2 ,
4

Riesst Is that library a part of the Sorbonne? -

Morley: ’No, it's one of the public libraries, in the sense of be-'.‘--'

ing 2 research library. Itt's state-owned, and is 1n quitc

another part of Paris, on the rue de Sully, quite far

from the Sorbonne.

5;VRiess: And when’you took out the ten-volume books of shepherdéa—

‘ses and =hepherds could you read them in the gardens?

Morley: No. You had to read them in that library, or in the Bib—

liothéque Nationale which had a lot of them too. I vent

vherever they vere, you see, for they were valuable,

printed at that time and often unique copies which had

been preserved, so I read them in the library reading

TOORS,

For art I spent my:Sundays at the Louvre, and I

spent my summer Sundays going to different places near

Paris that were'important for art -- Fontainebleau and

Versailles, for example, For my thesis, I vorked at art

history in the Biblioth&que Nationale, mostly, using

books, of course, but also studying prints and drawings

in its Cabinet des Estampes (print departmcnt).

1 Riess:  And you had some summer school, didn't you, in Franco?

Morley: Yes. The first summer I was there [1924] I went to Gre-

noble and took courses, simply as a matter of learning to
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understand French more easily and quickly, and to speak
it more fluently. Althbugh I had dqne a‘gd?d-deal of
writing in French while I was here at‘the UniverSity,.*
and understood it fairly well ~- could read anything -—f.
Stlll it's not the same thing as using a language daily.

I'd never-really heard French around me, continuously.
- So I went to the theatre a great-deal fo: the Samq rea—

' son. Every night that I could‘I vould go to the fheapl

tre. It helps a great deal‘in'tfaining one's ears.

What had you been planning to do with just French, if

~ you hadn't gone into art?

Oh, at that time'the ordinary thing for women university
students to do was to go into feaChing. A great many of
my‘ciassmates did, 6f course, unless they had some véry
strong vocation for some speéialized field. I planned

to teach in a college or umiversity. 'I had decided defi-

"nitely against taking courses in edﬁcation and so made

the decision against high school teaching fairly early.
B ¢ think perhaps if i!d come along a littleblﬁter I
would have gone into anthropology. I was always very
much interested.in anthropology,'though I never actua11y
enrolled for a courSe, except thg-géneral introductory

one., But duiing my years at the University most of Dr.

_‘Kroeber's big classes had me in them, unless I vas
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attending one of the classes in which I was enrolled. I
attended lectures and»classes bylother anthropologists '
too when I could, those by Waternan and Lowie I recall.

And I used to know very well the ancestor of this nusenn

here [Lowie Museum of Anthropology], which was then at

AParnassus Heights in San Francisco._

o To me it was a very fortunate thing that I had’ that

: 1nterest in anthropology at the time, because later on,

when I went 1nto contemporary art, the anthropological

| background that I had derived from mw enthusiasm and which

I-continued to a certain extent from ‘that interest in ny
student days, carried over into art of today and its ro-
lationships with what is alled prinitive art. -

And so that was the groundwork on which my interest
in art was based. It~then developed ‘in a more systematic
and orthodox way when I got to Paris, as I attended art
lectures at the Sorbonne, went to museums and aid speci-
fic research in art for my thesis.

~ Then when I came back from Parisrvith ny dcgreo
[ Ph.D. 19261'1 had to start looking for a job, as every-

one does, and obviously the_first thing I did was come to

. the University of California. But the University of

California didn't have then many openings for women, and

also they usually liked to have their students teach
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SOmeyhere else and then perhaps be called back,

Teaching at Goucher

I wrote around to universities and colleges in various

parts of the country and finally Goucher asked ne to go

‘there. And so I went as an instructor in French —

French literature and conversation [1927-1930). I had
what were the morebaﬁvanéed courses, actually. There
was a native Frenchwoman who did the beginning courses,
Mrs. Siebert. | |

Yes, she was at Goucher when I was there in 1956.

Is she still there? _

I think she has since retired.,

And then -- and this you probably don't know anything
about, in spite of your Goucher background -~ there was
a Dr. Froelicher. Did you ever hear of him?

Yes. I lived in Froelicher Hall.

Well, he was the one who taught history of art,

Oh, I was wondering whether you had started that deparf-

ment. _ :
No. He did, I believe. And he covered the whole field

-- classics and everything else up through the nineteenth
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centu:};‘ He was an old man when I went there and he died,

I thipk},g{fef Ild-ﬁegnvthere abbutvg year,‘diéd,ip mid-" . -

-Year. And it was a ptobiém to kinow vhat to do vifh‘thc-

_‘courses. 'So, they were divided. Those that'concq:ned

the classic period were given to the'ciassicsdepartment,

“the Latin department. And I took over from the Gothie

period on, just to fill in, you see, until the end of

the yearo

Then, when the American Institute bf'AthitectS be=-

camé vefy worried about the kind of art instruction that

was being carried on in polleges, evenlﬁﬂiversities,_all o

over the United States in the late twenties, they gqt'a

grant from the Carnegié Corporation of New York to do

something about it. So for several years they formed

groups of about i1hirty representatives of different cole

leges and universities and had them go to the Fogg Museum

at Harvard for intensive study during summer ses31qn.-

Learning at Harvard

Mprley: Goucher was offered the'opportunity to send someone and

they simply didn't have anyone. 1 was the only one young

enough who knew anything about art. It Qas:éﬁiddvahtage
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for the college to have this ~opportunity, because 1t
meant a very small book fund as one result. So I was

asked if I would cons1der'go1ngaand-l said, "Yes, I'd

- be interested to go.* It must have been the summer of

1929 I spent there.

I was very-inte;eéted. T ‘took aicourse in drcﬁl-

'tqctu:e-of fhc séventeenth cehtury, a véry classie

course again. It fitted r1ght in vith my background.
And then a decorative arts course, and some otler odds
and ends, and wrote some papers. | .

Meanwhile, I was examining with great'iuterest_tho
Fogg Museum and realized that the'Fogg; HurVard; had a
course for tra1n1ng museum people. I was so interested
in contznu1ng the art 51de of things, and found studying,
vorking and teaching in relation to thc objects so,ot—
tractive, that I investigated the possibility of going
to Harvard, taking the museum training course, and |
getting another doctorate. My idea_upsef Harvard quito
a bit at that time because they didn't understand why a
person who had one doctorate wanted another.

But while I was investigating that, the man == uho_
was secretary of the Fbgg Museum and had beea in chargo
of the Carnegie group, Walter Siple -- was nameo cirec—

tor of the Cincinnati Art Museum. And when he was named
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director he needed a general curator. Andrso, befqre I

had a bhance to settle down at HArvafd”tOVStUdy,,I vas a

- curator in ‘Cincimnati in that new museum [curator from

1930-1933]., It wasn't, in faét, a,neyimnseuﬁ; it”waé.a
very old one, and a very fine ﬁne;fbgt 1tvﬁés 5gingvfgor-
ganized and so appeared in a new form. A
This was the peridd, 1928,"29, 30, ﬁhen Fogg;frained
people wént-out all over the coﬁhtry‘andvreorgﬁniied the
muséums thaﬁ;had fallen into a more or iess static pattern.
Mr.'Siple,.the'director of the Cincinnati, wvas a Fogg pro-v
duét, and hi§ wife was too, and one of the leaders of the
museun movement at that time. So I learned the trade by

actually doing it and so I am a sort of second-hand pro=

“duct of the Pogg Museum.
‘Mr. Siple was originally with the American Institute of

Architects?

No, he was the secretary of the Fogg Museum and he was

in charge of the group that had been formed by the Ameri-
can Institute of Architects with the Carnegie subsidy for
the improvement of the training of college teachers in art.

Vhy did the American Institute of Architects.undertake

this? VWas there no one else more logicgi, such”asfthe"

American Institute of Art Historiams, or somefsuch'thing?
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.§-Morley£ No, there was nothihg of the kind in existenceiatithat
~time. 'And'thé-A.I.A., I think, had become seriously con- ;
cerned about the féct that the art teéching of'tﬂé time
vsiﬁply vas not in step with the art development of the -
éountry at lafge, espeCially‘in the smaller college; and
in the ones far away'from Harvard, which was a recognized
center for art teaching. They got the Carnegie to finance
the program. | |

It was part of this vhole movement, this whole im-

provement in the status of art, that was taking place at
this time, o C
Around 1930,

Well, I would say from the time Paul Sachs took over in

the Fogg in the mid-twenties., This great wave of Fogg-
trained people who went out across the country to museums

was the result of his art training and.musénm course at

Harvard., '

General Curator in Cincinnati

Riess:  Cincinnati vas a general art museum?

Morle&' Yes, but on a very high level. It included everything,

from some classic works straight through‘to contempbrary.

PR T AR A A
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It even had an American Indian collection, and decorative

arts collections. Cincinnati is one of the great centers

in the éountry, and it wvas a leading museum even fheh.
Do you remember something of this first experience as a
curator? » |

Vell, it was very hard work. In those days one usually
didn't have any days off. You worked straight through

the week, took Qhat time jou could. Today museum people

"have a muchfeasier time. Cincinnéti had a very small

staff, a very small number of trained people. It was

very unusual for anyone with a doctorgte'to be in nuseum

.-work af that time.

Vhere did the doctorates in art history go?

Mostly into university teaching. Museum work doesn't nec-

essarily, has never really necessarily, required a doctor-
ate. 'Even the Fogg coﬁrse at its height, when‘it vas the
most complete, didn't lead to a doctorate usually. It was
post—gradu;te work but it didn't involve independent re-
search as much as it did a sort of profes;iona;.or voca-
tional'training of different technical kinds féquifed'for '

museums,

" Was Cincinnati what is designated as a "storghouse"'variety

of museum?
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"7 Morley: No. It had-ﬁeen. YTou Seé,iI.went.ia at the break Setweon'
the sto:ehoﬁseéaccumulgtion era and the new peribd;when
mﬁseums were reorganizing théir colie¢¥ions, putting"thdlf’
less important things'into s$oragé as studylcollectiont-.
or reserve collections, and bﬁtt;ngvop.éihibitibn, as at-
tractively‘as ppssibie; the'mqsflimportaht'items jn the
collections. ‘Chgnging exhibitions"too Qere beginning to
.be used to supplemént collecfions in the reorganized mue
seums throughout the couﬁtry; Cincinnati-presented,aono
important exhibitions touring the country fheﬁ (American

Indian Art; Modern Architecture from the Museum of Modern

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

[ R lels

225D E

exhibitions for showing only there, usually with reference
to its own collections or to private collections in the
city (lndré Derain Retrbspective; Paintings and Drawings

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,

O

obviously, but also to instruct it. -
And it was the period of the'devélopment'of the ac- |
1

tivities and educational programs. It Qas a period when
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therg'vas-a great struggle between the educators and the
curators in the museums, because the-cufatdr;-usually liked
“to remain in a little tower and study,.and.théﬁeducators,

ihe museumveducationai people --‘ﬁhd should be aistinguished'

from the art educator, who is another kind of snimal == -

these museum'education people'were the linkvbetwéen fho.

err g

eager;'unihstfuctéd general public and the'specializéd,

knowledge of the curators. And they're the ones that

A

launched the great campaign for children's work in the

museums, classes for adults,.educationalwexhibitionég and -

Rk SRR ot

that sort of thing. Cincinnati was one of the first mu-

seums at that fime that develdped'a very good education

program, and for a long time it was a leader in that field.

 This was all Fogg-inspired. o | | |

Yes, in Cincinnéti it was, through»Mr.vSiple and his wife,

Ella Siple, who'd been one of the very pioneers in that

type of work in the Wbrceéter Art Museum, in the twenties,
So it was just good luck that i happened to have

this introduction to museum work, and experiehco in it

at the beginning of a hew development; But for my art

interest too I was lucky. Cincinnati had been a very,

very great co1lecting center, oh;'fér years,

] Riess: Private collectors.
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Yes, private'collectors. 'The nmuseum itsélf had collected

- well and it had been given or bequeathed impOrtantbvarks

fﬁy private'collectors but it hadn't done anything special
with the exhibition of its material until that time,

Cincinnati.was especially notable for print-collecting.

There was the Print Collecto:é Club which was made up of

SRR

‘the business and financial leaders of the city, who vgré‘

B R

at the same time quite scholarly in their_interestk and

very, very serious. And Cincinnati remains today a great

B e ]

print center, now however especially active with contem-

e -

porary prints.v

okl e -, SR i R

Ly
™

" Riess: Fine printing and print-collecting seem to be one 6! the
things that leading péoplé in a ciﬁy are attracted to.
s “Yes. Both rare books and prints are intimate things.
Collecting prints aliowgd these people of Cincinn#ti, who
obviously couldﬁ't put their hands on many'great Italian

masterpieces, to have a fine Mantegna'or a'Pollaiuollo in

their collections, you see.
' Riess: - Oh! This was the sort of print?

¢ Morley: They wefe all master prints, and great ones. Dfrers...

one of the greatest groups of Dlrers in-thé United States

vas there. Still is.

o=~ — L
e LS. T

And it went right up to contemporaries. The whole
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history of art... -
I see, o
The print curator in the museum was Emily Poole, the sis-

ter of one of'thé great collectors there, one of the pio-

‘neer cdllectors.and a very great expert, Dr. Allyn C. Poole.

"And Emily Poole was a very knowledgeablg curator indeed,

and gof the priﬁt department started well. So I wasn't

in cLarge of prints, but I bgcame»very iﬁterested in fhel
and very fond of them because of the association. We used
to discuss thg relationship between the paintiﬁg ahd scupo
ture part of the muse@m and the print part.

Did théSe amount to two stréng.and equal divisions?

Well, decorative arts was vefy strong, too, in the‘museun.
They were just different departments,'éhall we say. Prints
in a museum form alﬁays a suppleménfary departmént. The
prints numbered some thousand items or so, maybe more,

in Cincinnati;'thé paintings also Qere a la:ge group, and
included a good many important old masters. There wvas not -
so much sculpture, but quite a bit. Good sculptﬁre, too.
But the prints department had the largest group, and had
outstanding examples. |

You were curatdr of_painting and sculpture, then?

Yes, and all the rest of the collections. I was; shall we

say, second in command under the difector and responsibld
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to him for génefal museum operation, as his“deputy.i ThéJ
éurator_is'not concéfnﬁd; usually,.with'the financiail -
part of the museum. Tﬁé direétoflis.' Thefcurator‘iéyg-
copcerned with the, theoretically, more schqlarly partsx

of the museum, and the physical cére»and study of the col-.
lections. So I.was second in command under the director,
in charge, therefore, of the whole mﬁseum, except prints.,
And you were getting to know what it would be like to be

a director.

Yes. When Mr. Siple was away I was acting director, of

course,

And, thanks to having a bout of illness and the Pooles
taking me into their home to have me near the docfor, I
learned about prints. Dr. Poole was elderly then,.and
so during office hours; when he didn't héve';;y-patients
waiting, he would bring up a solandgr box and show priﬂfs
from his large collection‘to me. And we would discuss
them, from both the art and technical points of view. I
learned a lot about prints that vay. |
A solander box?

A solander box is one of those black boxes in which prints '

are stored.

Oh... What was contemﬁaary art like in Cincinnati?
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Well, there were some excellent artists but, after all,
that was the beginnlng of the thirties. It was the be—
gznnlng of the reglonal development of that period -:ii

Stuart Curry and Thomas Benton, Grant Wood -= we knev

-all thqse people's wo:k, followed it closely. And all

the contehborarqurench artists were known,7more_or less.
Ong of the things we sﬁpwéd was a big rétroséeétii& of
André Derain. Derain had been a Fauve, you.knov. Ve

had some fauve paintings in thatshow, but-it ﬁasbhis la-
ter work that was admired then. Abstract painting hadh‘t
been thought of then in this éouhtry'very generally...
Well.lit had been by a few artists in Neﬁ-York, But hardly
anywhere else. Cubism was known a little bit. We knew
about it and we talked about it. But there were no very
outstanding direct reflections‘of contemporary'hovements
in Clncinnati in 1930. o |

When you speak of the regional development does this mean
that art was not regional before this, that it was nar-
rowing down, so to speak? '

No, not narrowing,dovn; It was simply a véry strong move-

ment to put emphasis on vhat gave regional character and

-flaior to,a given artist's work, or to a given movement,'

what_expressed in art a specific locality. In the mid-
thirties in all this work that came out of the Middle West
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Morley: --_Bgntbn, Curry, Grant Wood -- the feeling that arﬁ_hﬁd

to have‘nqois_iﬁ'the country was strong. It was actually

an anti-foreign movement, because Thomas Craven, and
Grant Wood, and Bentbn; had been in Europe and hadn't

~ liked it,aﬁd they were reacting powerfully from_that ex5 

'fperience and.t:yingito develdp their own style with a

T g, o e

national fla#or.‘ If you-readfThomas Craven you'll see

R

how strong was the rgaction agaihst foreigﬁ influence

and how earnest was the desire to establish a national

art; expressive of this couhtry and of its people at this

e g

time.* Remember too that the depression had been felt

by artists and there was the beginning of the expression

Ty Y.

of social comment -~ regionalism and nationalism and
social themes, all later to be developed in the wvarious

government art projects of the thirties.

e T v an e e e
. T T LA

*Craven, Thomas, Men of Art, 1931; Modern Art, 1934; The
Story of Painting, 1943. Published by Simon and Schuster,
New York, _ .
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SAN FRANCISCO MUSEUM OF ART: -

EARLY YEARS IN THE WAR MEMORIAL BUILDING

Reopening of the San Francisco Museum of Art

What brought you back to San Francisco?

Well, I enjoyed_Cincinhativa great dedy learned a tre-
mendous amount, but I found it a little rér aﬁay. It
wasn't Néw York, which would have been wonderful, And,
at the same time, I was away from the family, and the
climate did not agree with me. Also I got married [1933]
and came back to California.

You got married while you were in Cincinnati?.

I left Cincinnati to get married, and I camevback here.
And, after a while, I discovered that it would be neces-
While I was debaf—

sary to_gb back into the profession.

ing whether to go to New York, where I had an opening in
New York University, or to go somewhere else, I discovered
‘that there was talk of this museum in -San Francisco.

_Thé_San Francisco Museum of Art, which had existed
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‘i' Morley: since. 1916 in the Palace of Flne Arts on the Marina,
had gone along very well for about ten years, and then
because of finances partly, and partly because of the.
fact that thé buildingﬂ-- a temporary structure that
had been erected for the 1915 Exposition —- wasn't
safe, had closed down in the expectation 6f having-

. quarters in the new War.Memorial Building in the Civie
Center. With that information I made an appointment |
with Mr. ¥W,¥. Crocker, to whom I was directed as the

person most interested in that enterprise.®

Riess: How had you'heard about the opening?.
Morleyé I heard about it first through Dr. Walter Hell. He

was director of the deYoung and I had asked his advice

A T p—

Al
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about returning to museum work. And he said, "Why

don't you go and see W.W. Crpcker, who is said to be

. e vy

ey

interested in reopening the old museum?" And so I did

that end Mr. Crocker anmd I talked a bit and he refe:red

s e g

errn

me then to Timothy L. Pfleuger; an architéct, who had

been a great leader of art and of civie devélopment in

ey ey

San Francisco.

O

*[Just at that time, the end of June or early July, 1934, .
his election as president”qf>the museum was announced in
the local newspapers. GLMcM.] See clipping following.
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Crocker Hea&s?
Governors of

Museum of Arl:‘

Institutioni' Will Open:
Next Autuwmn at ’:’ .
Civie Center '

W. W. Crocker, vice preddant'd"'

'the Crocker First National Bank,.

has been elected chairman of the
board of governors of the San Frad-
cisco Museum of Art by the direce
tors of the San Francisco Art Asso- -
ciations, according to announcement
yesterday by Timothy L. Pnuem

.| president.

John Francis Neylan, a.ttcrnq'
was elected a director of the assocl-
ation at the same m ..

When the art museum opm !n
the War Memorial group at
Civic Center this fall, the policies d
the 63-vear-old insitution will be
controlled by a board of governors. '

GREAT SHOW SLATED . .

The museum will be open dally

from noon until 10 p. m. One of"

wals

March 14 to April 25, 1838.

This outstanding ccllection of 350
painting by living European artigls -
and 100 paintings by living Amu’
ican artists will be shown anly in
Pittsburgh, Balitimore and .
Francisco. Eomer Saint-Gaudens,
director of fine arts of the Carnegie -
Instiute, has just returned from Eu-
rope, where he selected the pa.m-
ings for this exhibit. ot

CURATORE TO BE NAMED -

The annual Carnegie Internas="
tional will include the finest ean~"
temporary work of painters of Ause )
tria, France, Great Britaln, Ger- i
many, Belgium, Holland, Ihly - -

‘] Spain, Norway, Swedeén, Russis and

Foland, in addition to the fiest
works of American painters.

As -soon as the members of the
board of governors of the museum '
‘aave been selected by the directors

{ the art association, a8 curatorwill
e appointed and the opening date

" the museum wm be annmmeed. :

Bancrott Librery
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And also vice president.
'He was later v1ce pr951dent of the museum. ‘He was-also;;_'
I thlnk, at that tlme pre51dent of the San Franclsco |

" Art Association.

Yes. Thasa people seemed’tb be doing things ihte:éhangéé 

. ably. -

Well, that is part of the pattern of the San Francisco

-Museum of Art and the Art ASSOCIatlon.  The board of

trustees of the museum and'thé board'of'difectors“of

the art assoclatlon are theoretlcally interlocking. -

- Who actually had the autnority to ask you to direct tho

puseum? The art association?

Ko. The museum is indepepdent, and the trustees.of.the»
museum, not the art association, hired me. The museum,
you see, had been incorporatea in 1921 as a separate
institution. For many years the letterhead of the mu-
seum carried this line: "The Art Museunm af the San Fran-
cisco Art Associztion,”™ but it didn't mean that it be-
longed to the art association; it meant simply that it
served it. It had been founded by the art association

too, of course.

Orlglnally the idea had been that the war Memorial

would have an opera house, a great theatre in the center,~
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Morley: and a museum all around it. With timé that plan was
. modified. |

' Riess: . Why? 4'1 | _

Morley:_' Well, different.a:chiteéts, igSupéose,,and diffefent

ideas.

Riessz It sounds l1ke a. good plan. j:fff

o :
Lfﬁmwmmf“ﬂﬁ“anww-w_ﬂfmtw~»-w

 '7 Morley: Yes, but 1t's dlfflcult to admlnlster and to safeguard._
| A So there are two different buildings: the Opera
i House and the so-called Veterans' Building;_in which
_?% the museum isllocated. In the beginning the whole Vet-
erans' Building, except for one suite of offices on

the ground floor, was to have been museum. Then the

RSN &

money wasn't sufficient to build the group of buildings

3

:

4 was launched the veterans' groups were brought in‘énd;

» as a result of this support, more spaces in the build-
3

;g ing were given to all sorts of organizations associated
f% with the veterans.
4

: without having a bond issue. So, Qhen the bond issue

f Riess:: The bond issue was supported by the art associat1on, too.
"Morley: Yes, the art assoc1at10n was eager to have a ‘new museum,
It had founded the San Francisco Museum of Art in 1916

and had always had a very deep interest in it even after

Ei

the museum was 1ncorporated as an 1ndependent instltution_
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Morley: in 1921. When the museum closed, the art associatioﬁ

served as.itSPStorage plg¢e. It had its own home on

g T

Chestnut Streét, in the Caiifornia School of Fine Arts

Eioit

' Building, and that was used to store what books, maga~

~zines, and so on, had been aqcumulated by the library

e

TR 0, o ii ok i st i - ('v“ . hé

of the old museum on the Marina, as well as the collec-

T

tions in their custody which were later supposed to be

W;’z

passed over to fhe museum -- mostly nineteenth century

ki

Barbizon School paintings.

1}»?7"-'4" oo
L TR Ry

The art association was very anxious to have a
special museum to represent them and their interests,

'in San Francisco. And they were the ones that kept the

equity in the War Memorial Building and eventually

T T AT PRI 47 YR
“"‘Ivi"l' \ kY

- found means to bring the museum back into existence in
1934, | | |

~What did the ért association's "remote confrol" of the
museum amount to?
Practically nothing. It was a very close ;elationship
of a friendly, professional kind, and for mutual,.reci—

:~»it".:} procal advantage, shall we say. But apart from tﬁat

there was no real control. The two are separate organiza-

tions but with these links: the historical founding of

‘the museum by the art association, the boards inter-
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locking to a considerable extent, and the fact that by
tradition the museum presents'the Annuals of the San |

Francisco Art Association, and emphasizes contemporary

'art,which is thé,natural concern of an organizatiom in

which_artists aré acfive as they are in the art aséociap
tiom. _- | _. | |
What waS in the museum at the time when it was hoﬁéed
in.the Palace of Fine Arts?

It had almost no collections then. It had a library, a
periodical library - quite a revolutionary thiﬁg at the
time -- and it presented changing exhibitions. It had
quite a diStinguished group of them over the ten-year
period. It had a fine showing of the drawings and

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

hibition of tapestries,

Traveling exhibitions?

Well, they were assemﬁled sometimes by it, sometimes
they were organized by others, and the museum partici-
pated in them. They weren't so much fraveling exhibi-
tions in that thef went to many places, but exhibitions

that were organized for showing in one or two places.

4

They made a very considerable contribution to art in-

terest in San Francisco. Also the annual exhibitions




)

3

sdiadial st

:

|
§
I
|
f

g

=5

T T R
gt e

©  Riess:

!
.:.3

, Morley:

ki
1
i
3

~ Riess:

e Morley:

! Riess:

Boncroft Library

34

~-of the art association were shown there. Then during
. 'the period of the museum's being closed, until the new

 quarters Opened,'those'Annuals were shown in the deYoung

and in the Palace of the Legion of Honor, I believe.

The museumfs permanent-collectioh at that_time was the
Barbizon School éfbup? | ' 

No. These collectiohé'didn't belong td-the museum; they
belonged to the art association, collections that had
been begugéthed to it. The museum, when it reoﬁeh¢d in
its present quarters, owned practically:npthing in the
way of ait except about nineteright very fine modérn
Ffench prints, inclﬁding some Picassos, which had been
bought>by.some of its dévotéd supporters when thé aft
shop, Vickery Atkins and Torrey, closed in San Francisco.
That wés the beginning.

Théy were bougdt before 1926, then?

No, I think it was after the Mariﬂa‘version of fhe'mu-
seum had closed, and it was in anticipation of the re-
opening of the other, which didn't take place until -
1935. | “ .

When the San Francisco:Museum of Art was inéorpbratg@

in 1921, was it incorporated as a museun of cohtémpé:é

ary ait?
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No, just as a museum of art.

In 1916, when it began, it was the only museum in
San Franciséq-dQQ&Eéd}ei&lusivély:tb art. Ehé deYoﬁng
was a generél muséum,‘including-hiStory. The Legion'did

not yet exist. By 1921 fhere was no change. But the

'allegianqé’fovthé art assooigtion meant that it was at

least to some.extent éomhitted to cpntem§¢rary art, Hhen‘ f

s .
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it reopened in 1935 it wasn't definitely and éxclusivéiy' ,

designated for contemporary art. Thé Opening Exhibitipn;

S

s r"l:n;:c""" s S o i PR

of which the catalogue is in the University Library,*

T

‘ really was a survey of the art field, with the most iﬂ9

v.‘ “‘; [N

r

portant special exhibition devoted to the nineteenth cen-
tury, the French Impressioﬂists. This was deliberate
because that represented the beginning of the,contémpor— _

ary movement; making this period of art known was impor-

-
KA
1.
¢

tant for a museum which would show Annuals of contemporary

]
b=
'

N

art regularly.

And the second exhibition was part of the Carnegile
Intérnational, thé European section of the Carnegie In-

ternational, with a selection of the Americans.** It

i : *Opening Exhibition, San Francisco Museum of Art, 1935,

**1224-1235 Carnegie'Internaﬁional, Eurovean Segtion, ;np .
cluding a representative showing of Contemporary American
painting. March 15th-April 15th. San Francisco Museum of
Art, 1935. ’ : : : 3 '
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Morley. " had been arranged'for‘a considerable while before I'vag’
appointed. Subsequent exhibitions were very 6ffeﬁfhis-

‘torical exhibitions in the sense that theyfient‘ﬁack to

e

the past in order to trace a line of development -- a

technique, a point of view. I remember ve did one big

B

ammﬁmmwmﬁmmﬂﬁmmﬁﬁWNEWMEﬁwﬂﬁmﬁh

one'en:textilee, going back to the Rénﬁissance~and in-
cluding:contemporary weaving;.the Baj Region was even

" then a notable center for tapestries. Weedid'anpther on
landscape gardening, with a great deal of.historieal ma-

terial as an introduction and continued the survey on

,_....
"

o DA e

into the present; the'Bey Region had a considerable
number of talented garden deSigners'theh_and some, like
Thomas Churcﬁ later, won national fame. We presented
another on the history of landscape painting, leading

;% _ from the remote past to the present. And we did smaller

: ones of flgure pa1nt1ng, and so on.:

Riess: Have they been doing this sort of tracer exhlbltzon much

lately at the San Francisco Museum of Art?

Adiine L LA

Moriey: | Well, there's no point right now to doing that srt of
historical review to the same extent as in 1935 to 1939
because, you see, the ground has been covered, the foun-

~ dations have been laid, whlle the other two museums have

- "
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become much more active and that sort ‘of thing is more

i
i
3
3

properly their respon51b111ty as.general art puseuns.
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' Morley. In San Frénéisco it is always important tolfry not to
duplicate but to have each museum do those parts of the
art picture that are its natural concern. In that way

the parts fit finally together into a total report on

RS

an&m.\ et

‘arte

" Riess: That's why this exhibition downstairs is so wonderful.®
gMorley. Oh, yes, it is a sort of survey of the high points in
art-fromlthe.beginning of the nineteenth century to the

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

Empty Galleries

iRless. When the War Memorial Building was being planned did the
art association memﬁers have their ideas of whét sort of
a gallery they would like to be hung in?

Morley. No, I don't think at that time that anyone clearly thought
of a setting, this setting or that setting. WVhat they
wanted was a space. And Arthur Brown, who was architect

of the Civic Center, and one of the museum's trustees,

*Art from Ingres to Pollock: Paintings and Sculpture
since Neoclassicism. March 6 - April 3, 1960. Kroeber
Hall, University of California, Berkeley, 1960,
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:"Morleyz a Beaux Arts man, extfeﬁely'well trained, with the ad-

i

vantages, and also the limitations, of that training in
‘ France, had a greét feeling for proportion. The gdl-
leries when empty were vefy fine. They were not ideal

for showing,contemporary art. They were renovated after

ke sl e < DL

the occupation of the United Nations in 1945, and at
that time their architectural limitations were to an

extent corrected. .

PP .
e T

_Riess: Pictures of the galleries with the original walls can

be seen in pre-1945 publications of the museum, -

e

Morley: Well, because of the fine proportions those empiy gal-

il 3 RN 4 oGl i T SR i

leries were véry beautiful, as abstract sculptdre if you
like., Very soon after I had seen Mr. Crocker and Mr,

Pfleuger for the first time Mr. Pfleuger sent me to the

| War Memorial to look at those galleries. 1 saw them

empty there, an acre of floor space. Heaven knows I've
never figuréd out how many running feet of wall space,
but it was a tremendous area. There was nothing in
them and they were véry imposing. There were very,
very heév& partitions'lying'on the floor that had been
built to break up the space and which were completely
impractical. _welhad to have them brokén down and re-

placed with others.fbr economy of man-service. I suppose
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at the time the ‘building was planned, in the early
twentles, no one realized that labor was going to cost
as much as it f1nally d1d, and no thought had been f
given to the impossibility of using partitions which-
reqﬁifed eight men.to ihstall.._ '

But 1 remember very well -- -this 1s by way of an
anecdote, 1 suppose, ‘and it fits in wlth my saying
that the board of trustees didn't meet often -- one
of the things, and i was young in those days; you éee,
that rather set me back, was to be askéd'by Mr. Crock-
er: "Well, do you think you can fill the gaileries
without bothering us"?'i (Laughter)

"Well, I.think so. I'm going to try, anyway,* I
said. And of éourse I never failed to. The problem
became rather, as time went on, how to choose between
the great nﬁmber of extremely fine shows fhat we could .
have shown. We became one of the places that coopera~
ted regularly with the Museum of Modern Art, if it

were having an exhibition that it wished to show else-

 where and that it wanted to have supported financially

by sharing with another museum.

Was it difficult to hang an exhibit because of the

great dimensions of the galleries?
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k Morley: "Yes, the- monumentallty of the arch1tecture was a pfob-l
“ _lem. And when the gallerles were redone, after the v
occupatlon - they reopened in the svrlng of 1948 I
think -- one of the thlngs planned -- because I laid
out the plans before I went to Unesco and it_was-@gng:
vhile I vas avay —- was to eliminate the chair ggil'"
and dado -in order to giQe.é unified hanging sﬁécéléﬁd‘:
to minimize the‘architecture. ‘ |
I didn't know at that time that there were 5oing
to be Rothkos and Stills of the d1men51ons these ar-
tists paint today. But already it was becomlng evi-
dent that to have the gallery cut at a height of ap- |
proximately thirty-two inches was not a good idea. Simi-
larly, in order to bring the sight line down, we put in
a molding about eight feet below the original molding
of the cove of the ceiling, which gave-us a very good -
‘clear wall space for haﬁging of maybe twelve feet. |
The galleries are, I think, about twenty-seven teet.
high, you see. It's terrific. So, froﬁ that point of
view installation was difficﬁlt, and the rigidity of
those black columns there'in the entrance gallery, that
sort of thing made it difficult.
Riess: ‘They're still there, aren't theyf,
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Yes, they re still there.

Vas the or1g1nal de51gn of .the museum- that of most mu-

seums of art at that time?

It was what a very, very good architect, very sensitive

'i-to apace, dld as a .worthy settlng for exh1bit10ns in

the taste of the perlod. And don t forget that at

'that time the museum had no collectlon. It began with
"the nlnety-elght f1ne French priats. So it was an ex-

" hibiting gallery, not a gallery for a coliéction.' On-a

the other hand, the architect, and I don't think one
should blame him because there was ho one to tell him,
had not provided for the out;of-sight spaces, the office
and workshop spaces, that you need for an active museun.
And that was a great hardship to us in everything we
did. We never had enough work space and evantually,

of course, took off some gallery space in order to get
a place for offices tc house the people we needed to .

operate an active museum.

Acquisitions

| Now what is the museum's pefmanent collection? And how

was it acquired?
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Well, there are several different phaees. The collection

includes prlnts, qulte a good group of prznts, 51mply 'g

,because pr1nts don't cost too much. . We started wlth the

small, good collection I mentloned and 1n the ensuing

years, when there was opportun1ty, tried to 1ncrease it.
There is a Latln Amerlcan collection of paintlngs

and prints which is bullt partly around the gifts and

bequests of Albert Bender and W1111am Gerstle, strong

. in Mexlcan mater1a1, partly bu11t as the result of an

intense cultivation of Lat1n American interest during
the early years of the war and my own knowledge of Latin
Amerlcan countries.

Why during the early years of the war?

You wouldn't know, of course, because that period is so
far in the past for you, but it was a critical time for
the U.S. Interest in Latin America wasn't entirely al-
truistic; it was watching your back door. Latin America
was filled with German companies, Italian cultural pres-
sures, Japanese enterprlses.' I worked for the State
Department (the Inter-American Office) in the early.years
of the war as a oonsultant. On my first trip down there,
which was before the State Department a551gnment, I had v

been very aware of the German 1nf1uences and the Italian

ones. So to me the need to establish cultural exchange )
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between Latin America and the United States was quite a
living thing, a part of strengthening United States de-

féhses, by gaining the?interest, symbathy and understand-

" ing of Latin American leaders by this natural means of

showing them our art and bringing their art‘here._
As a result of these foreign bids for influence in

Latin Aﬁerica,.Neison Rockefeller's Inte:-American Office

.was set up -- as part of the State Department, you knoﬁ.v

It carried on a vefy intensive program, and the San Fran-

,CiSCO Museum of Art participated in it in vurious ways.

One result was quite a nice collection of lLatin American
painting, not nearly as complete as I'd like tolsee it,-,
but there were acquired a good Figari and a good Torres-
Garcfa and examples of the_indigenisfé group in Peru and
so on.* Ve already-had excellent Mexican_eigmples.

That you got throﬁgh this Inter-American participatioh?
No. Albert Bender and William Gerstle had fine Mexican
examples and they gave them to the museum. 1 got‘other

Latin American examples in various ways -- sometimes I

“Mexican Art and the Museum, Supplement San Francisco Mu-
seum of Art Quarterly Bulletin. Series II, Vol. III, No.
3, 1954; An Introduction to Contemporary Peruvian Painting,

Grace L. McCann Morley, San Francisco Museum of Art, 1942,
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Mofleyi wangled gifts, sometimes I got‘afiittle money aﬁq simplj
} searched out significant'exampies.,:Ihe ﬁeiicans':esulted
from the local interest in the freécégs from tﬁe éérly
19305; the other Latin American works date mostly from the
forties. But it is a fairly good small selection, to
illustrate the various phases of latin American ért,‘up
until the eafly fifties, 1'd say.

Of course in the Mexican collection theré are some
very fine things indeed -- almost a complete file of Josd
Clemente Orozco's prints, for instance, which are magni-
ficent, are really on a world standard, gifts of Albert

Bender.

~ Riess: Is it true that after a Mexican artist dies you'cannot

, get his art out of the country?

| Morley: I don't think so. I suppose Orozco's work is fairly care=-
fully controlled. Thé country would not want to lose it
-- a sort of hational hefitége. Mexican archaeological
material may be exported only by cohsent of the govern-
ment. But I do not think the work of living artists is
prevented from being exporfed.

Riess: Probably countries are becoming more aware of their own

art, its value,

Morley: Oh,' es, but it's not peéuliér to Mexico. After all,
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England buys in, not»so,much work of its contemporarygar; -

tists who die; but anything of importance in art history

that's owned by’ah'Eng1isHﬁan. ‘Ihe National Museum has

first call on anything from an English collection that

- comes up for sale, and-in some'instance§.thé_work may not -

be exported if it is consi&ered, in the national culturéI’f;.r"

interest, wise to insist that it remain in the country. =

France has approximatelylthe same prohibition againsi exe

‘porting art éohsidered national treasure, but I think in

this case the restriction affects only art by French ar-
tists or.those who by long residence or association may be

considered of the French school,

' Now what else did the San Francisco Museum of Art's col-

lection include?

Thére is the art of the region, a very strong representa-

tion of the painting of the thirties and early forties,

going back in some instances into the twenties and even
before, and continued to some extent up to the pfesent.
These are mostly gifts, especially from Albert Bender and
William Gerstle. Again, there was never quite enough
money to buy systematically. Some ére‘purchases prizes
froﬁ Art Association Annuals. The mbst recent acquisi-

tions in local art have been made from a fund set up by
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'That group continues
to support local purchases, ‘but 1ts funds are limited.
' F1na11y there is a collectlon representlng the

evolution of contemporary art, As often as 1 could, i

would get.the-mohey to get a good thing that didn't cost

too much, that was an example of the currents of contem~ -
pOrary art, so that there wdﬁld be in tﬁe~eolie¢fion a
series of key points to whlch one could refer, you see,
Do you have  these hanglng cont1nuously at the museum?
No, because there isn't spaee. But they are always-.
brought in whenever appropriate'in relation to exhibi-
tions that are in the museum, and they are used for fill-
in exhibitions in various combinatibnsg

There are in the collection very fine examples of

Matisse, of course, because of the Michael Steins, and

" of Sarah Stein's very great friend, Harriet Levy; who

bequeathed to the museum a good group of Matisse bronzes,
an importaﬁt Matisse painting, many-Picasso'drawings,

and other works of modern art. | |

This is the same family as Gertrude Stein, isn't it?

Yes. It was Gertrude, Leo, and Michael Stein. And Sarah
Steln was Michael's wlfe and was the one who was most |

interested in Matisse, was a student of his for a while,,'
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‘fDMrley: ‘and they, she and her husband, Michael, were great col-
~lectors of Matisse. They came back from France in the

 autumn -of 1935, for they had originally had their home

in San Francisco. They let me show theif”collection in

' 1936, in February, I think it was. And we augmented it

. with a few Matisse things owned by .others and‘borrbﬁqd

from elsewhere in the United States that could bring the
report on his art up to date. It is interesting to note
that this truly great surve&'éf.Matisse's art stirred
little interest then. By contrast, in 1952, when the
Museum of Modern art's Matisse Retrqspective came to the
museum in San Francisco as first of the paid-admission
séries, it had a record attendance and a great'amqﬁnt of
local critical notice, | | ,

And you've since been given works by Matisse?

That's right. There was Miss Levy's bequest.of Matisse's
to the museum. Then more recéntly, as a memorial collec-
tion to honor the Steins, the.two‘gfeaf portraits of

1916 by Matisse of Michaél and Sarah Stein were given.
This was appropriate. The Steins' return to the San»Fran4
cisco region just as the museum reopened was a direct help

to its work. They lent to it ggnerqusly on many 6cca$ions.-

They were among its first members. They gave intcrest'and
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‘it was the owners of important works of modern art in the

earliest was a small collection of French art since 1880,

~ offered spontaneously and unexpectedly, which remained for

48a
care to be shown whenever it found them useful.

However,

Bay‘Region, making long term:“indefinite," or "permenent"'

loans' to the museum who contributed most d1rectly to its

work durlng the early years.._Thelr loans supplemented the

museum's own resources and.were especially helpful before

Thanks

the war when its collections were just beginning.

to them the galleries were kept fiiled during the intervals

between touring and other temporary exhibitions. More

important still, these loans'allowed,the museum to develop

its program as a museum of contemporary art and to keep

on view continuously a small group of works}representing

some aspects of modern art which the_generél-ppblic, as

well ‘as artists and art students of the Bay Regioh, needed

for study, reference and comparison in reldtion to the

changing exh1b1t1ons, and museum activ1ties.‘

In additlon to Miss Harrlet Levy s collection, tvo

groups of long term loans made to the museum during the

first few years were of great value and help to it and

“The first and

should»be specifically mentioned here.

many years at the museum as the works of modern art of most
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48b

Thetloan was proposed to me at a cri-
tical moment in the museumls development. By 1936 it vés
'plearfthatvfhe museum mnét-become a museum of COntémporafyv;
and modern aft, for that was the field that needed to be
served in the Bay Area commﬁnity. It would then not dupli-
cate in any way work carried onvﬁy agy other museum nor

would it in any way compete with any other institution.

‘But despite the busyvprbgram of changing exhibitiohs, al- -

ready.obviously successful, it-foﬁnd itself sevefely handi-
capped for lack of a collection of modern art of sufficient

importance to serve as illustration and reference and as a

- standard always at hand,ffor comparison Vith visiting ex-

hibitions and for educational work. The offer represented
an encouragemeht,to the museum's efforts in that it had
been prompted by apprbval of what had been accomplished
since the opening. It also meant a very important in-
creasé in thé museum's resources, for the collegtion,

though small, was important. Its quality was exceptionally

- high. Especially valuable for art development in the Bay

Area were the three major paintings'by Vincent van Gogh
included in it: First Steps after Frangois Millet, Land-
séage at Sunset and a Mademoiselle Ravoux. The last two

illustrétéd well van Gogh's direct and nervous brushwork,:

Mademoiselle Ravoux, like other late portraits,
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exemplifled the artist's 1nnovat10ns in composition, color

and. expre551onlstic style, so 1nfluent1al in. later develop—

‘ments of modern art. Perhaps hav;ng these powerful van N

Gogh's in the museum for So many years had somethlng to do
with the development of the expre551onlst1c movements for

which the Bay Region became known after the war. At least,

from the museum's point of v1ew,-1t was immensely halpful,}'

as long as the- palntlngs were there, to be able to point

to them as older examples of the tradition to whlch abstract
expre551onlsm, 1like other express1on1st1c movements Qf the .

twentieth century, belongs.

The c1rcumstances of the offer of thls collection re-

main v1v1d1y in my memory though it took place S0 long ago.

'Qne day in the autumn of 1936 I was in my officetvorking

“into the early evening to clear my desk as was always my

custom at the museum. The rush of the afternoon was over
and the evening activities were not due to begin for an
hour or so. It was dark outside, and quiet inside, for

the staff members had left for home or were. out for dimner.

-The attendant at the information counter telephoned in to _

~me 10 say that someone asked to see me. A»slim'young nanf_

with a great mop of bushy dark’hair and earnest eyes came

in and introduced himself as Robert Oppenheimer, a membet
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of the Department of Physics at the Universityvof Califor=-
nia in Berkeley. He sat down across the desk ﬁnd explained
that he had been interested in watching the museum and would
like to arrange to place in its charge on long term loan
some mode:n works of art vwhich were then at the Museum of
Modern Art ih New York. He went on to say that he thought
that perhaps works of modern art were more needed in San
Francisco than in New York jusf then and that having this
small group to exhibit might help the museum's program. It
was a collection that he and his brother had inherited froa
their parents and that they would now like to have in a
museum near them so that the local pbl;c éould benefit and
they could also see them from time to time. He gave me

the list. (In addition to the three van Gogh's, it in-
cluded a pastel portrait by Vuillard, a small fine still
life.by Renoir, a blue period Picasso, a pprtrait head in
bronze by Despiau.) Then he asked if it might be an anony-
mous loan. I thanked him, though I had no way to tell him

" what the prospect of having a few first rate works of art

would mean to the museum and indeed to me persouaily, just

then in the midst of a period of struggle. It was the

first time that any art of international importance had

come within our reach, to be used and enjoyed on a semi-

p:rmanent basis. In a way getting that collection marked
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a turning point; from then on it seemed fhat gifts and

For hany years, until
aftér the war, the collection remained at the museum and
was a precious resource. Evenvduring the war when other
collectors asked the museum to find places of safety in

the interior where tﬁeir loans could go, together with what
they valued in their homes, this collection remained in 8an
Francisco. When the museum asked Robert Oppenheimer if he
wished it sent away he replied that it shoud stay, for per-
haps there was even more need of it fhan in ordinary times.
This vas,'of course, true, for temporary exhibitions had

to be reduced in number, and fewer loans remained. Even
now, despite the growth of the museum's collection in size
and quality, there has been no group of loans to repiace
this one that Robert Oppenheimer had a:ranged SO generous-
ly and so self-effacingly.

The second plan for long term loans was established
not long afterward by Mrs. Adolph Mack., Mrs. Charlotte
Mack was a pioneer collector of contemporary art in San
Francisco. She had specilized in science, but she had an
inborn flair for understanding and collecting art. In her
apartment, then at California and Gough, I was happy to

find not only furniture and a plan of decoration and color
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Morley: modern in design and expressive of a sure and, for the

i

time, an advanced personal taéte, but extremely important

contemporary paintings and sculptures. Works by Kokoschka,

L' T

Klee, Jawlensky, Chagall, (later of Mird, Picasso and

e

Henry Moore among others), as well as examples of the few

ey
PY

artists of the Bay Area who were at that time leaders inm

AR

exploring abstract styles, decorated her home. David Park

s B

1 remember among those local artists she had admired and
from whom she had purchased. She was genérous in making

works from her collection available for exhibitioms, but

[ O gy T

she also lent to the museum important paintings and sculp-

Sl

tures which she was not using at the time. A little later

she began giving each year one or more works of art from

e 4R

her collection to the museum. Oskar Kokoschka's fine city

s wlflgin

view, Aigues Mortes, was one of her first major gifts.

The two important bronzes by Henry Moore which the museum

M a

owns are both gifts from her in recent years. So the muse-

um's resources grew, by these long term loans which gllowed

Y Y T

it complete freedom in using the material in its charge for
exhibition and for education; by generous gifts. Only much
later was it possible to begin purchasing in a very modest

way, first by interesting generous donors in the museun's

ks iy oY il e,

particular needs and drawing their attention to a specific

Lo,

opportunity to acquire the item or items needed; later, in

"
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the mid-forties from purchase funds that had been be-
queathed to the museum. However, these funds vere-snall;
they were in some cases restricted, and as art prices
increased after the war very rapidly their growth did not
keep pace and only occasion#lly, if there were an unusual
opportunity, were they sufficient or could they be turned
to a definite museum need in rounding out its collections.
There was always the hope that money for purchase could
be included in the annual budget and that a Qell thought
out program of regular purchases could be carried out.
That time never came, The museum did the best it could
wvith such help as was given ~-- women's board purchase
fund, for example -~ but the planned systematic growth

of collections could not be established at any time
during the first twenty-five years. It continues an ainm

for the future.

You spoke a while back of the exploration of modern art
being a 'lonely‘ pursuit in San Francisco, of boards and
members not knowing about modern art. Didn't they come

later to learn about it from the museum's collections
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and exhibitions?

Some did, but if was slow. They were busy; had other in-
terests; often were board.hembers or museum gembers to .
support avcause they believed in in general for the good
of the community ratﬁer than having a personal interest
in arf. The:syéff'tried,to help them get more pleasure
and benefit from art in various wvays. We all thought
that since they helped the museum so much they deserved

a satisfactory pefsonal return in art terms. One effort
was a board-selected exhibition of local art, prepared
over about eighteen months, requiring study of exhibi-
tions in the museum and elsewhere, and repeated balloting.

It was quite a success, [See Appendix A]

Critics and Teachers

Could you set the scene for the art of the Bay Area at
that time a bit more?

This was an extraordinary period, the thirties as a be-
ginning, and then later, since the war and up to the pre=-
sent. There were cdincidences of circumstances, all kinds
of circumstances, and there was the development of art

knowledge and the extraordinary vigor and quality of
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artists' activity heré. There was this and more that
worked out well for art in the area during the museum's
first twenty-five years in the War Memorial. A good
many people were a part of it or contributed to it. I

feel that I, myself, came along at a lucky time in 1934,

" and whatever virtue I had was mostly because I recogni;ed

possibilities and opportunities for a museum of contem-

porary art, the second one in this country after New
York's Museum of Modern Art. I carried them through,
and had the good luck to get support to do it and, I
suppose, had the knowledge and the experience from the
past -~ the training -- to recognize them and act on
them. I think something similar happened in the case of}
a good many other people in San Francisco from the thir-
ties, not themselves artists, but connected with art and
contributing to creating favorable circumstances for its
develbpment.

Take Alfred Frankenstein, for instance. He canme
to San Francisco as the critic of art for the Chromicle
in the autumn of 1934 when the museum started, and I
think his first interview on an art subject == he'd
written some reviéws-; was one he did with me about the

new museum. So we've grown with art of the period and
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have always been rather close, so to speak. And, of
course, he's alvays been very helpful ténthe museum,
Then Douélas MacAgy -- and I'm afraid I can't re-
call the exact date -~ must have come to join the museum
staff in 1938 or 1939. He's now director of the Museum
of Contemporary Arts in Dallas, Texas. He hzd the ap-

peintment quite recently. Dallas has the fourth museum

of modern art in the country.

What is the third?
The third is the Institute of Contemporary Arts in Bos-
ton.

The contribution Douglas MacAgy made was a very
considerable one. In the first place he was a very good
curator when he was at the museum, very imaginative, very
scholarly, a very great help. ﬁe left it because of the
war; he went into the information service, the agency
which broadcast news and information about the United
States, corresponding to the present Voice of America.
And then after the war =- again I can't tell you the
exact date, I think it must have been in 1944 or 1945
[1945] —- he became director of the California School
of Fine Arts.

And it was at the time when the men who'd been




——

} Bencort iLrmcacy

52

A A S s Wt L

Morley: in the war came back and had scholarships. So it was
_ an older and a very gifted group of students that came
Lé to the California Schéol of Fine Arts. It was under

' his direction that people like Rothko and Still, and a
good many others, came there and contributed their par-
ticular points of view to the school. It was a very
creative atmosphere with all sorts of cross-currents
of interest because MacAgy has, and had then, a very
active and creative sort of mind. One of the important
things he did was to organize a round table on modern

art ;n April, 1949, at a time when art in the area was

- v,

entering on its present successful phase.* A special

T s N

exhibition was organized in connexion with it at the

iy "

San Francisco Museum of Art. I was still away in Prance

*The Western Round Table on Modern Art, abstract of

f proceedings,"” edited by Douglas MacAgy, San Francisco

: Art Association, 1949. (Participants: George Boas, Gre-

gory Bateson, Kenneth Eurke, Marcel Duchamps, Alfred
Frankenstein, Robert Goldwater, Darius Milhaud, Andrev

C. Ritchie, Arnold Schoenberg, Mark Tobey, Frank Lloyd Wright.)

g yhere I had been working for Unesco, but when I returned
% five months later I learned about the event and read the
: proceedings. It was an important contribution to art

1 understanding in the area, especially valuable to the ar-
3 tists, )

:
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Riess: But he went to Dallas, _ )
Morley: He left San Francisco in 1950. I think the school perhaps
! ~ didn't satisfy those people who wanted, shall we Bay, &

2 more systematic and more utilitarian teaching of art.

g And I suspect that he wasn't so much interested in com-

‘ mercial art courses and that sort of thing. Anyway, he

‘ went to New York and had a short period working oﬁ films
for the Museum of-Modern Art. Then he was for a good many
years on the staff of Wildenstein, carrying on research.

Riess: Was his going a demand of students who wanted a commer-

cial art approach?
No, I think some of those on the boards of the San Fran-

AR

Morley:
cisco Art Association who were not sympathetic to his

point of view probably made him feel that his methods were
not appréciated. I don't know, really, very much about it,
because as I say I had been away on my Unesco service

(1946-1949) and wasn't very close to the institution at

that time, _
But he did a first-rate job in one direction, in

any case, and I think some time if he happened to be in
the community it might be rather interesting to record
his account of that phase'of the development of the school.

Certainly it was a creative and productive period there,

an alille. B o S o s MO, .ot it o 5 ity ol . oS A 11l bt

It has had far-reaching influence. Out of it came a
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great many -- some I-suspeét rathér-difficult -= students
-=- but very creative artists. Ga;qagno and Sam Francis,
among others, thére just after the wﬁr period, have now
von international reputations, for example.

Then, who else? There are so many people who
have touched the field, I suppose Fried, too, should
be consulted for any complete account of art in San
Francisco since 1934, I have the feeling that there
should be a record of this extraordinarily productiv§
period of San Francisco's growth as an art center and
the basis on which it later produced many people who
vent out from this area to gain international and na-
tional reputations. It might be very useful. Claire
Falkenstein, for instance, who's now active and recog-

nized in Parié,-in Rome, and in this country, is another

_example, And so on.

And too any thorough study should include refer-
ence to other creative personalifies and activities in
the ﬁrea during this period, for a great deal was going
on, and directly and indirectly it contributed to the
"climate"™ in which art and the museum too, could flour-

ish. I think of architects (William Wurster, Ernest

Born and others), craftsmen (Anthony Prieto, Dorothy
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‘Liebes, Margaret dePatta and many more), musclans (those

of the Composers' Forum -~ Darius Milhaud’ of Mills and _'

Paris - especlally, and others less close to the museun)
who were contlnuously helpful.

What do you think of art crlticlsm in thls region?

As Amerlcan cities go, San Franclsco is very lucky. It

has two scholarly cr1t1cs -— Alfred_Frankenstein and
Alexander Fried —- and a good many who.ﬁrite rather well
from time to time.
sympathetic; I suppose, to the mere adventurous’artists
‘ Fried is morevinterested in the back-

and movements.

groﬁnd, the traditional side of art, but he is extremely

‘well-informed, and his criticisms are very much to the

pqint~a1so.

Frankenstein is teaching American art at the University.

Yes, traditional American art, as well as the contempor-

And hefs a very good teacher, I under-
stand, |

A dyhamo!

Probably so. |

And what about art writing in general?

Some ef the members of the art departﬁent here do some

writing, but there's not a great deal of writing here

0f the two, Frankenstein is the more
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for one very good reason: lack of material. 'Genefallj'

" art. histofy and art criticism of the less. ephemefal’
”'klnd -= that 1s, book-wrltlng on art -- isn't prac-
htlced here very much, partly because there really isn't

. enough opportunity. There are ‘few collectlons, those

there are are not 1mportant and generally speaking
there is not enough materlal to work this.
And as yet there isn! t much history.

No. For the area 1tself, of course, hlstory is short.

But still, a clever person could do something rather

interesting on local art-history.

Parenthetically I shoud like to call attention to
an excellent short account.bf art activity in the twen=-
ties and early thirties in the Bay Region by a person
who was very much a part of it; Beatrice'Judd Ryan, one

of the pioneers in understending modern art and present-

ing it to the ‘local public. See "Rise of Modern Art in

the Bay Area,™ by Beatrice Judd Ryan, California His-
torical Society Quarterly, March 1959,
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Leéding,rrusteeg
Part of the success of the museum and of the growtﬁcof
art in the area must be attributéd to a few outstanding

trustees. They were active, responsible, interested,

and helped in'ohe way or another,

¥.¥. Crocker

Mr. V.V, Crocker was the financial leader; that is to
say, becauée of his wealth, his great generqsity, and -
the generosity of his family, the standing of his family
in the community, thevfact that his mother had been one
of the first great collectors in the area, and his fa-
ther had been associated with the old museum in the Pal-
ace of Fine Arts it was natural that he was elected the
president. He had a very deep interest in the museum,
but in the abstract generall&. He was not concerned
with details as Pfleuger was,

Beéause of his standing as a financial leéder in
the community, he was the one who was able more than any~-

one else to get the necessary financial backing to open

it and to support it for the first'COnple of years. In
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the beginning there were only about thirty-five people

who paid the necessary funds to open the museum, and Mr, f

"Crocker was responsible for securing the support of al-

most all of them. He himself was generous then and haa

alwayS“been a large annual donor. He also often pur--

chased important works of art fa'the museum?! s collee—

- tions: two great Braques, a P1casso, a Tamayo, a Rou-

ault among others. He lent generously also, for his

mother Mrs. W.H. Crocker had been San Francisco's first
collector of great works of art in the serious way, with
regard for quality, found‘in older.communities; For
example, the only three van Gogh's owned by San Francis-
co were acquired by her. He and his sister, Mrs. Heary
Potter Russell -- also a generous supporter of the mu-
seum and lender to it -- inherited some of this family
collection, and of course have added purchases of their
own in the same tradltion.

Mr. Crocker.remained the president of the museul
until Brayton Wilbur, who became a trustee in the for-
ties, succeeded him in 1948, carrying on brilliantly
the sahe pattern of constructive, somewhat informai

leadership. Mr. Crocker then became chairman of the

board, an office which was made his for'lifebmuch later,

2 e b e
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-.and a much more formal formula was adopted by the trus- -

"tees, than had marked the early years of struggie?and i

- of -the museum were‘fevisedgvthe board ‘was made‘rétating -

financial support of the museum and in his geherous>ih-
fluence on others in this continuing effort to thain _

sufficient money for operafion. But the other trustees

59

in the mid—fifties,lwhenlfhe constitution and,by-lgﬁs

creative growth. Mr. Crocker has never wavéréd'in'hié

in the museum's early years we should remember too..

Timothy L. Pfleuger

Now Timothy Pfleuger had been interested for many years

in the use of artists in his architectural projects, and
he stands out in»the memory of people who were here in'
the thirties because of the Stock Exchange. He commis-
sioned a great hany artists to do murals, wall and door
decorations, and the like for it. ' The place is full of
painting, sculpture, iron-wbrk -~ all designed by local

artists for the most part, though the Mexican Diego

Rivera and the American Edward Bruce received two major

commissions in 1t.

-

He was always very muéh interested in artistsand
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' Mbrley= made an admlrable link for the museum between a place
| where artlsts' work would be shown and the artist whose

work would be shown. So he was an extremely good presi-

.dent. of the art assoclatlon, and he was the effectlve
leader in the San Francisco Museum of Art though he was
only vlce-pre51dent. He was the active and th1nk1ng mem- 
' ber of the cemmittngthat'WOrked with mehbefore'thelboara»
was actually set up asfa legal entity. |
'tRiess: When he Qas working with you in those early days was.he
working in his trustee'svcapacity or was he working as

varchitectf

AaMorley: No, not as architect. He had nothing‘to do with the -

Var MemorialvBuilding, you see. That was done by Arthur

RN SN W

Brown, who was on the board also, and who had been the

o adainds .

architect of the Civic Center. Arthur Brown had also

been a member of the board of the San Francisco Art

hAssociation and he had been very active with artists!'

B P SR Y FEvpITs

groups there, but was less S0 by the time thejmuseﬁm

L roals

opened in 1935.

Timcthy Pfleuger was closer to the museum's opera-

PrEL NPT TN Y

‘tion. He was a most interesting and imaginative sort of

b i L,

person. Itvwas he who raised the'possibilityvef keeping

the museum open at night and that, at that tlme, was

Lo et b kA
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completely revolutiohary.= I think at that time no museum *

in the United States was open regularly at night and even

now it's fairly rare to have any museum open every night -

6f'fhe week. The San Francisco Museum oflArt was open

all evenings except Sﬁnday until lbng after the war, you

T See, ’

- Mr. Pfleuger's idea was that artists themselves

are painting in the daytimefor sculpting in the daytimé,

‘that the public, éxcept the leisured people, were not

able to use the place during the day because of their
own occupéticns. He thought that in its location, there
next to the Opera House with the Veterans Auditorium
dounstairs, the Public Library in the neighborhood,

the Civic Auditorium nearby, made it a mtural evening
center, And that, of course, was literally true. 1I

was very, very happy at the idea when he proposed it,
because in Cincinnati we had talked about evening‘hpurs
but had never been able to offer thém except for special
occasions.

Why hadn't other museums been able to do this?

Because it's very expensive. For one thing, it means

. you have to have a more complicated staff pattern. It's .

hard to get guards to come at night, you see, cover both
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phony makes up'its mind what it can do
'nanéially. We had observed that great
fore the symphony on Saturday night --

sic-loving, art-loving group -- and so

:Riess: You worked this out with the symphony?

closed on Saturday evening for that reason.

Bancoti Librdry

62

Morley: day and night. But we solved the pfbblem by opening at -
{ vgqqn'and staying open until ten o'clock in the evening.
Andtfhat was every hight:éxcgpt”Sunday. Later, lbng.
after the Qé:, when the éymphony was no longer given on
Saturday evénipgs, we closgd on Saturday eyenings, but

only Qhén the-symphbny changed its evening performances

Yorley: . Oh, no. “We adapted ourselvés to ¢qnditibns. Tﬁe syl-

s feasibly and fi-
crowds came be-
that was the mu-
obviously when

the symphony was on Thursday night when we were open any-
way, they would come then and they wouldn't come on Sat-

urday. When the economic pressures became very great wve

wasn't any longer on that evening our ready-made audience,
in other words, and we could effect an economy without

diminishing seriously our servicgs‘to the community.
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Albert M. Bender

Now, another;important_membér af that ver& active gféuﬁ of
trustees in the beginning, who may be considered the peo~
ple really responsible for*the'formation>of the museum

in its orlglnal and very successful form, was Albert M.
Bender. He was an 1nsurance man devoted to the collecting
of art, very 1nterested in music, books, fine prlnting,
but above everythlng else, a devoted friend of artists.

He was the first one to give us material for the collec-
tipn, and very good material it was, and through the years
he continued to give art and at his death we inherited
still more things, and a fund for the purchase of art

of the region,

What was in that first collection? I think of mostly

Oriental art when I think of Mr. Bender.

He was very fond of it, yes.. You probably think of that
because of the Oriental‘things'you have here at the Uni-
veréity that came from him. He was very fond of Oriental
art but not a great connoisseur of it, I would say. He
was interested in it, liked it, enjoyed it, but he was

most interested in the living artists, really. His
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friend, avverj‘staunch friend of the'museum, not so much
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first gifts were primarily works of local artists.

‘He was very enthus1ast1c about the Mexicans he knew

: then - Rlvera, who had worked up here and. other Mexican ‘

artists who were contlnually, in the late twenties and

" early thirties, coming through San Francisco. The things

that we 1nher1ted from him were Mexican thlngs and the

" local work of the thlrties, especlally, in San Francisco. -

It was aunucleus, in a way, of a collectlon of that period,

_to represent the art of the region.

Charles Kendrick

Doing this alphabetically [lobking at names of San Fran-
cisco Museum of Art board of trustees in catélogue of the
Opening Exhibitioms 1935], next on the list of active

effective'leaders-among.the group is Charles Kendrick.

He was influential in plans for the War Memorial. He

had a distinguished war record, was an outstanding lead-
er civically and among the veterans. He was very much
interested in the cultural idea in general, music, art,
and so on, and he,was devoted to San Francisco. He had
fought very hard to keep as‘muchtspace for the cultural

part of the building.as possible. He was a very good :
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' Morley: interested in contemporary art as such, but’intereStea' |
in the idea that art was of beneflt to the cultural 1ife ﬂ.,ﬁl”
of the city. He s still 11v1ng and stlll a very good o
friend. | | -
Riess:  What did he do? .
'H@;iey:"He was a*gheiness ﬁan;_azeiiic leader,'veryepromineht in
|  the thirties in all sorts of‘aitruistic'things -- the Coh- 
- munity Chest, .that sort of thing. He also wes on fhe
art associatien; of course. ILater he was vefj much in-
terested'in our international activities, eepecially in
wﬁatiwe did in relation to Latin America. He himself
know well South.America, spoke Spanish, and eupported
in'every way cultural and business ties with Latin Ameri-

can countries.

William Gerstle

.EMrley: I skipped, among the officers, William Gerstle, vho Qas
? the treasurer and was extremely helpful at the time be-
cause he was himself ah artist. He was a businessman; he
had been,president-of the art association preceding the
ternm of Mr. Pfleuger. He was responsible for bringing. .
Rivera to San Francisce for the Stock Exchange mural and

for the fresco in the California School of Fine Arts.
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He was a collector, an enthusiastic one, and he was -

- a person who, by virtue of himself being an artist, under-

Riess:

berley:

Riess:

!Morley:

stood the problems of the artlst, and the problems of art.
He was very generous to the museum. Very often later on, |

when I wanted very much an example of a European period -

;aS»a sort of key p01nt in our collect;on, he would-respond'

very generously.

'whét sort of examples of art would you acquire through Mr,

'Gerstle?

Well Mr. Gerstle, like Mr. Bender, was always open to
suggestlon when acqulrlng art was proposed. As time went
on we acquired, thanks to them, a very fine Utrillo of
the 1922 periogd, a Kandinsky of the geometrlc period, a
small Rouault —- one of the clown series -- all works

not easily accepted at the end of the thirties.

How did you go aboutbgetting these? »

Well, they became available in the area. In those parti-

cular cases the paintings were included in the Exposition

~ of 1939 or in exhibitions that we brought here. They re-

presented artists or art movements which it would be valu- '
able to have illustrated in the collection. Ve talked

over the works, their prices, the gaps in the collection.

Albert Bender gave the money to buy the Utrillo and the
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s Rouault, from the Expos1t10n collectlon, Villiam Gerstle,

. shortly afterwaras, purchased the Kandlnsky for the col—

lectlonzf:om a museum exh1b1tlon, after we had discussed

at great length its interest'from our point of view. 'And

it was these men also, later on, with their sympathetio
understandlng of the museum's needs, who made it possible
to buy the early Jackson Pollock and who would accept
gifts of such th1ngs as a Clyfford Stlll, or a Rothko,
even though they were not conv1nced of.thelr value. '

(I should point out that in 1945 or 1946 Jackson Pollock
was little known and even in so early a work as Guardians
of the Secret [1943] was already difficult to understand
for those ‘attuned to.representational art. .I believe
that the San Francisco Museum of Art was the first museum

to purchase a Jackson Pollock and this remains an out-

standing one of the very beginning of his important period.

Clyfford Still was even more controvemial when this ex- -
ample of his work of the period was offered to the museum
by Peggy Guggenheim. I personally had confidence'in his
creative 1ntegr1ty. The trustees accepted my advice and
the pa1nt1ng. It, like the Pollock and two early Rothkos,
acqu1red about the same tlme, is a star of the museum 8

collection.) 1
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It was these men, specially as I say Pfleuger, Ben-
der and Gerstle, who were the yorkihg group, wifh’Mr.
Kendrick standing for civic interest and Mr. Crocker for

financial backing. They and the other trustees had then

- confidence in the director, -and even when acquisition pro-

' posalslwere'not to their perSonai taste they would accept

the recommendations of the director as their expert.

One of the interesting things at that time was that

- there were no regular meetings, no monthly meetings of

the board of trustees. The women's board had monthly
meetings, because its members were concerned with social
activities, helping the educational development, and so
on, and theirs was a more continuous activity. The board
of trustees was made up, as you'li see by the list thefe,
of extremely bﬁsy and important men in the community, but
could be said to have no direct interest in contemporary
art or in the museum's way of serving it, and there was
no point in having a meeting for the sake of a meeting.
It included not only the people who were active, like
Pfleuger, Bender, Gerstle and Kendrick, but also people
who lent their names and their backgrounds.

Wheneier it was necessary I asked for an eiecutive

comnmittee méeting —- the executive committee being these
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(}mrley:v'active meﬁbérs, some of whom were also officers ~=- with
whatever ofhér'gembers of the board would.be especially
fperfiﬁent fb thét particulér questidn, whether it was a -

]-matter of money—ralslng perhaps, or' whether 1t vas a mat-.
ter of acqu151t1on or of policy. | _' - _ |
‘Riess: | Probably you got'a much more responSiyéﬁboéfd;be dbiqg  

ﬂ | it that way. ” | »

EMmiey: I think it worked extremely well. ThereIQas; of,cou?SG,_.

| by law, an annual meeting of the whole board. ‘At that
time it was in February. I believe it still'is. But it
was an extremely flexible thing and I thlnk to be explained
in terms of the period.

You see, you had in the thirties, still, people whb.
continued in the pattern of leaders who selected the peo=-
ple who worked for them, wﬁether it was in business or

- whether it was in cultural affairs. They delegated their
‘powers, then, to the executives that they considered com-
petent, and they were used to giving a great deal of ini-~
tiative and a great deal of liberty and a greaf deal of
confidence to their able executives in whatevef field,

And then théy backed them up. And it made for a very flexi-
ble arrangement and for the possibility of quick adjust-

ments ang for-fapid growth. As contrasted with today when
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the emphasis is'oodsmaller enterbrlses or on soecialized

JObS in 1mmense corporatlons and therefore for lack of
v{scope for bolder actlon, on "do it yourself“ interest,

the leaders ot tpe time delegated authority andvencouraged
‘1n1t1atlve. ' 7 - »
’~_That earlier att1tude descr1bes the relat1onsh1ps between
the board and you, then.; | »

At that time, yes,'duripg all these early years. It was d
the delegated autnority,bthe support ofvlnitiative, the
lack of interference in detail, and the confidence shown
‘uufailingly in the director's professional competence
which allowed the muSeum to develop and grow so rapidly.
lt would not have been possible otherwise; for there was
little money; a small staff being trained on the job; an
enormous amount of work to do and no time to spare for
explaining or justifying minutiae of professional action
or for simply being attentive to people connected with
the museum, however important. But these were great
people, busy in their own affairs and they had no time_
for detailsand trivialities.. So they delegated responsi-
bility. I'm pointing this out because there has been a
change in the social picture of thls country that has to

be explalned a little- b1t for it has a bearing on recent
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developments, including the. San Fran3i5cobﬁuseum of Art's.

>

_ Women‘S'ﬁoerdb e

The ‘same thlng was ‘true, to a great extent, of the women 8

| board. The women's board, from the beglnnlng, vas very

1mportant. The men S board, the trustees, represented
to.a con51derable'extent_a contlnulty with the old'musee |
um when it was in the Palace of Fine Arts;_withlmery_fev_
additions,vand those few additions chosen to renresent'a
connexion of somekind -- public interest or financial sup-
port in the community. The women's board likewise was
chosen with greaf care, but there was not; I.think, direct
inheritance from the women's board of the'museum in the
Palace of Fine Arts -- which was called the vomen's aux-
iliary in'those days. But each one of these wOmonv
brought .on the board of the museum in 1934 and 1935 re-
presented an interest in the community, an interest geo-
graphically; an interest aesthetically perhaps, or‘an
influence. Forming their board was extremely carefuliy
done. And a great many of them were very great ciiiou
leaders 1ndeed.

And were .they members of the same circles, soclal or




72

‘Riess: ~ otherwise -= or not necessarily? .
| rorley: Most of them were in the cultural group, the art and mu-

; sic group. A great many of them were very wealthy. A

,g , great many of them represented outstanding leadership
§ ‘eifher in a community .or in‘an art. Mrs. Leon I; L1ebes,
for inStance,'is Dorofhy Liebes, the textile,designér;
Mrs. Cabot Brown was a spebialist in laﬁdscape afchitec-
ture and garden désign; B L
Mrs. Henry Potter Russell,'the,firstApresident, of
course was -- is -- the sister of Mr. Crockef; Though
sh¢ was not at all active in the beginning, she hecame,
bafter the war, very greatly interested in internatiohal
activity, in conhexion with Unesco especially,vand sup-
ported the museum and its director in that aspect of the
museum's developmeﬁt. Mrs. E.T. Spencer is anlarchitect,
trained in France, concerned with standards of museum ac-
tivity. Mrs. Johh T. Kittle represented Marin County;
Mrs. McDuffie the East Bay. Mrs. Sigmund Stern was a
very gréat leader, especially in the musical world, but
in many other fields as well,.and a very, very great lady
iﬁdeed, very generoﬁs to the museum inﬁmanyvays. I use
the word "lady" advisedly; she was.indeéd that in the old
_and good sense. Mrs. Milton H. Esberg, simiiarly, was a

leader and staunch supporter of the museum in fundamental_
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and unassuming ways. Mrs. E.H. Heller, Mrs. Jerd Sulii-
van, Mrs. Nion Tﬁékery‘Wéfe’°ther faithful and interested

board members. Each one of thesefwohen represented a

| support that very far transcended their individual contrié

butions, though they all were gaherdus;

To me the Qomen's board was a Qérj great support
at that time because they were thé people who, as I say,
met monthly and whom I came to know; in some cases quite
weil, and on whom I could call for help in small ﬁrojects
that wouldn't, in théir busy lives, haﬁe attracted the

men. For instance, Mrs. E.S. Heller made it possible,

. by paying my fare, for me to fly to New York to talk to

the Carnegie Corporation of New Yorkvpeopie and get a
grant for the first big educational program we did. As
long as she lived she paid the subscription; for the art
périodicals in the museum's library; with thé result
that it was a center for research and referehce for the
entire area. She bought the museum its firsf projector
for educational work. |

| Mrs. Duncan'McDuffie was very much interested in

the educational developmeﬁt at all le#els in the museum

~and gave a great deal of service and help. And later, -

of course, I workedlwifh_her in the Exposition, as direc-

tor'of PaQific House during the secoﬁdgyearvof:tho
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Exposition. .She was spec1a11y 1nterested in 1t.

Does the women s board stlll act in these extensive capa-

clties? o o - N L

The women - s board is still functioning. :When it was'set_‘
up it was meant %o be primarily soclal, with the 1dea of'

a Lady Bountlful, you know, to recelve at receptlons and

" previews and so on. Well, these women were of a caliber

to whom that would not have had continuous appealQ They
were perfectly'willing to do their duty socially, and it
vas very necessary and helpful, of course, to*haveithat |
kind of social representation at our big openings andpre-
views and so on, and the social publicity that it pro- |
duced waé very good. But they were of a type to respond
with more conviction to other more serious interests, and
that's why I called on them so continuously and so urgente
ly, and very.often at much sacrifice of their time, energy
and even'money, to give me support in the educational de-
velopment of the museum.

We moved into that museum with absolutely no educa-
tional equipment. It's hard to believe now that there
weren't aolored slides in those days. We had no'money

to buy equipment -- I barely had money enough to pa&fa‘half

‘dozen indispensable staff members. Other work was done more
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v'rfMorley: or leSs»wellvby young people whom we would dragoon_into‘
'. ‘doing jobs. L e .__ - '
And there wasn t thls money for equlpment and there
was no way of my conv1nc1ng the board of trustees, you see,
dwhen they had all these demands for salaries, that you '_x
had. to have educatlonal equlpment to work wlth. Vell, |
w1te_the women it was possible to show the,need, and in
".thé beginning it was they who provided, iﬁ dﬁefform:or:
another, for a balopticah and slide projector;’and vaiev
projection equipment, library funds, magazine funds, and .
slide funk. | |
Riess: Did they sometimes think of these things on tﬁeir own or
were these usually projects that you put before them?
Morley: Usually that I put before tHem, simply for the reason
that'there had been no experience whatsoever in thinking
about an active museum here at that time. The other two
museums were musums that preserved and exhibited well,
but were not active in the sense of'carrying on educational-
work in any form but gallery tours. ‘ _
I should add that a good many of the women's board
members were helpful in qﬁiet end>unoffieial ways to the
museum and to me. Mrs., Lloyd Ackerman,fwho.became”a |

member of the wemeh's board a little after the opening,




- Morley:

76

for years took respons1b111ty for the children's Satur—

day mornlng classes. She also took charge of the library

_‘from 1938 before the museum could afford a 11brarian and
' contlnues st111 to glve two afternoons a week volunteer
fsuperv151on for the readlng room. She establlshed in

1945 and malntalns the Lloyd Stuart Ackerman Memorial

Fund for the purehase of books for the 11brary.

Mrs. Drew Chldester, who also Jolned the board after

the first year, launched the rental gallery. The bene-

factions of. the women's board, as individuals and as a
group, have been continuous_ahd important through the years.
The thoughtfulness and generosity of some of them toward
the_director in personal ways was not their least contri-
bution to the museum's well being, for they eased the work
in times of great pressure. Mrs. Esberg became a close
friend and wise counsellor. Mrs; Sullivan was a staunch
friend in times of stress; Mrs. Stern and Mrs.lRussell
gave support in international projects. The list could

be lengthened.

The women's board today continues some of these inp
terests. It has added others, for example it SpOnsors
the rental gallery and it has set up a purchase fund -

very important for a museum that has nome of its owm..
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Artisfs' Adviéory_Commitfe?-

In those early days wé*had an artists! advisofy commi t-
tee which met occasionally with me. It was guite im-

pqrtaﬁt, especially for thé'first-big exhibition, the

Art Assbciation Annual, which was a part of the Opening

Exhibitions. But, as.time went on and the miseum became

'technically more complex we found it better -~ both the

artists and the museum -- to have informal consultations
when we needed them. The technicél detail of 6perating
anvorganization wasn't very attractive to the artists —-
just'tb-be told that.so many exhibitions were booked and
these were what they were, and for these and these rea-
sons, was of no speqial significance from their point

of view, ,

The same people that wére on the artists advisory com-
mittee in 1935 also comprise the membership of the art
association jury of selection and hanging and jury of -

awards. They were the powers that were?

they were simply delegaféd'by the art assochtioh to
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Annual in the new quarters, whlch was included among

" the Opening ‘Exhibitions. Thls was a general Annual.

‘It included painting, sculpture, drawlngs, and pr1nts..

As timé went on we split the Annual in order to give
more emphasis to the so-called.minof media of Qatercolors,

drawings and prints; painting and s¢ulpture tend alwayg

to receive gréatest attention. So we had a painting

and sculpture Annual, then a watercolor Annual, then a
drawihgs and prints Annual. This gave artists of each

type of work more space'and more opportunity fbr.fecog;"

. ni tion.

You were also having one-man shows of lécai>artisfs;
then, weren't you? _ o ST
Yes, we had a great many one-man shows of local artists
in the years immediately following the opening. They
were organized according to various patterns. In the —
first’period, well-known local artists who had»ﬁot had

one-man shows in the area were shown as part of the ef-

fort to inform the public on local art and to encourage

it. A series of small exhibitions by art assoclation

members was presented in 1937-39. But later nsually
groups -- "galaxies" -- of one-man shows were the rule,ﬁ

with the idea that that.provided be tter crosséinterésf.
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" Morley: People hould.cbmerfor one artist's work and they;ﬁbuld
‘ | .see that of others. Varieties of that SystéilQere_usual

‘until my exﬁibitioﬁ,programming at the museum tétﬁinafed._;”

'Jurzigg

The jury of seleéction and hanging was an art association
function, but would you explain how that worked?

Well, a jury of selection is found almost everywhere that
annuals are presented. A "hanging" committee is unusual.

It is an old pattern that goes back to France in the

-nineteenth century. The art association had to main-

tain that pattern because they had no professionél or=
ganization to present'exhibitions for them, between the
closing of the Palace of Fine Arts on the Marina end the
opening of the museum in the War Memofial. During the pre-
paration of this first,'this opening shoﬁ, the museum staff
processed the receiving and return of the art associa-

tion exhibition -~ the shipping in and.the shipping out.

It also set up for the art association the circumstances.
under which they wished to jury. But they (this commit-

tee elected by art association members) juried the work
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"Morley: ubmitted. And after they Jurled the mater1a1 they did

‘the hanglng of what had been accepted. It was a great

help Just then for I had a11 the rest of the Opening

Ex_hlbltlons to install s:l.ngle-handed. But that method

. was never .used again, 51mp1y because 1t's a great deal

1‘to ask of artlsts, to glve tlme to that sort of’thing..

o S . TR S IR At A

And if you have profe551onals to do it for you... This

_is the job of a museun, »From>then»on the museum was in

full operation and it served the artists by installing

the Annuals. They continued to do the jurying.

[Ty SRR Y

Riess:  Could these artist-jurors help but be biased?

Morley: In hy.recollection and experience I1've never known ar-

VT C N

tists to set out deliberately to be biased. I think it's

A

perfectly natural for them to judge art sympathetically

and on the whole justly. After all, they are the people
best equipped to understand other artists' methods and

aims,

A SRR 1 X 5. 1.5, LR € 0

Riess:  Well, biased by their own artistic view?

3t e

; Morley: Yes. Well, that's a difficulty with artists, of course,

as jurors of art. They are necessarily committed to

their own point of view. They believe in it and they.

} shculd. So therefore they sometimes are not able to

enter into the,spiritbof another artist. This results
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- Morley:. in accusationms of7bias some times. That, of course, goes

sl - L

ion endlessiy;A But, pn the whole the charge of blas tends

“to be exaggerated Ordlnarily artlst-gurors work hard

[~ NI UEEE

to avoid any»preaudlce for or against the work-of their'

fellow artists.

29 LR )

" Riess: Who does the'jurying for fhe_Aﬁnuals.nov?

!Morley: Recently the system has been chenged.v Until aboﬁt‘five

years ago, it was an eiected'jury, usually of artists,

elected by the artists' membership of the association,

as in 1935,

ﬂRiess: Out of the membership;

; Morley: Out of the membership.

But, in recent years -- and this, I think, was in

part the result of my continuous recommendation for a

lqng time -~ it finally was decided and became economi-

cally feasible to bring in a juror from outside who acted

as a one-man jury. It was done with the idea, first,

that you would get a fresh point of viewvin the selec~

tion, and you'd get a certain consistency, whether you

agreed with it or not., Over a period of time, since the

jurors would be different peoﬁle, you'd get different

 kinds of cross-sections, which would supplement and com~

‘Plement oneanother, .
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If-mﬂﬂey:' And tuen, second —-:and thls was very deliberate --

: ' we reallzed that brlnglng 1n people l1ke Thomas Hess, _
ﬁwho is theedltor of Art News,-would attract wider attén— ;
tion to local artlsts in the natlonal art press. Simi-

larly it was recognlzed that by 1nv1ting people liko

'-Lloyd Goodrlch who 1s the dlrector of the Whltney Mu-_
seum of American Art in New. York, and 11ke Gordon Vash—
burn, who is the dlrector of the Carnegie s Art Museum
in Pittsburgh -- both museums having exhibitions, invi-
ted‘exhibitiéns, whichtare very impbrtant_ta contempor- i
ary'art - they would become somewhat acguainted with
the kind of work being-done-oat here and might very well
invite representation from this region for those exhibi-
tions.

From'my point of view as a disinterested, but very
51ncere1y interested, supporter of art in the reglon, ‘
it didn't matter whether these out51de Jjurors took this
artist or that one for the particular Annual for which
they were responsible, 6r later wrote about or invited
for a national dr international show one or amther artist.
The important thing in my mind vas that art in this region
have some recognition on the national level, and from |

'.léaders,impdrtant_outside the area, because such recognition.'
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in the long run'helps ail local artists, whether they

are 1nd1v1dually represented or not in any glven show.

No,‘artlsts were never a problem in the San Franc1scd
Museum of Art. Somet1mes we didn't agreej sometimes we
had to argue thlngs out, or even demonstrate our proposal

befofe it won acceptance by the artists of the art asso-

’c1atlon or of some other group; but I never can recali.

any instance of a conflict.

You've done jurying?

Oh, yes, often. "

But not for the museum.

Not for the San Francisco Museum of'Art, no, except in.
the sense that always when you are selecting a show you
are acting as.a one-man jury. And of course I did in=-
numereble invited shows from the art of this region in
the museum, so I did have that expefience in relation to
art here. You ask about jurying a show? Well, you try
to select the best from the material suﬁmitted -= rather
quickl& obviously, since you may have, as I did the
other dey; up to twelve hundred items to review in only
a couple of days... Did I tell yoﬁ about my eiperiehce

in Buffalo? Well, it was my most recent jurying job...
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h gorley: :'.i Buffalo is a véry-important centef of art. The

L muséum,3th§_§%bright Gallery, has a'great collection
of modern’;fé;ﬁq§nfempora;y art, and it buysxéqntihu;

~ ously and-weii;vrIt has two Clyfford Stills, fbr in-

"éiancé, the second museun after thé San Ffancisco ¥u-7:
seunm of Art to own Clyfford Still, I believe. And it
is also a very active center of artists.' I had been
invited to serve on the jury of the Northwest New York
State Regional.show. ‘There vere something like twelve
hundred entries and they included painting, Sculpture,:
waéercolors, prints, drawings, and photography. Even-
tually we -- two artists and I -- came up with & show

of some hundred and twenty-one things. S o 1

Riess: Is this the usual function of a jury, rather than just

awarding prizes? )
ﬁorley: There may be a jury of seiection and a jury of prizes
 functioning separately; we did both, and it is a usual
. procedure., | |
My colleagues were Philip Guston,vﬁho i; aﬁ abstract
péinter, and Walter Murch who does.-- well, it's a sort
- of magic realism painting, I suppose. That is, he uses

recognizable objects but they,ha#e_symbolic or éssociafl

- tive values: he very often uses a bit of a machine of,an"
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old clock or a pendulum, or someth1ng of that sort, and

v,flt has a very deflnlte symbolic meanlng, a suggestlon of :'
'somethlng beyond the obaect itself. He says he doesn't~»’ﬁ
. paint the ob;ect, he- palnts what's between the ob;ect
“and the v1ewer. And that's.l;terally true.,,

Riesst Oh. B

Morley: Very difficult. But he means it and he does it.

'vRiessz Welltthen, in jurying do you look'at theuwe:k and operate
on a kind of "youf first reaction is apt to be the best" .

lvprinciple? _ |

& Morley:. No. VWhat you do usually in a show, any regional show,

even quite large shows; and national shows, is to go

throﬁgh rapidly a good part of the material submitted,

In all such exhibitioqs you get a certain amount of-map

terial done perhaps bvaunday painters or by inept paint-

ers or by studentS-and;it'e imnediately visible that they

are not up to the standards of the region. Usually you

g0 through a considerable amount of material fovarrive

at the standards of the region; in other words, your

standard in even so good a region as Buffalo was serv-

ing in this Northwest New York State Annual would not

be as high as the standardjet'the Carnegie International

. show, for which in the past e jury selected a section.
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Now, I th1nk it's all 1nv1ted.

Then as you review the mater1a1 subm1tted,.there '

‘are certaln thlngs as they come up that are so- good

that you-know at once that they have to be 1n the show..
There are some obv1ous1y so poor that they can be dis~
carded at once. A large group 1n the beg1nn1ng 1s usual— }
ly "doubtful" and therefore held for a second look. Sone—
times the dec1s1ons are made by maJority vote._ Sometimes,
if you have a jury made up of people who are completely
opposed in point'of view, you may have to settle for a
eelection in which each Jjuror makes a certain groub of
choices. This produces a show which hasn't much uni ty
usually. In any case you usually put'a very large group
into "doubtful" and then you review them to ﬁake sure no
merit is overlooked in the rush of the first viewing,

On second inspection, after all the submitted material
has been reviewed, what is good enough to stay, vhat

falls below the general level, are much more clearly seen.

~ Then when you think of a show you think of the total

picture, the unity of it primarily, rather than seeing
to it that a certain number of artists and schools are

represented?

Yes. You do not forget quality in the effort to
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répreSent;all tendencies and styles; you try to obtain

comparable quality whatever the tendenby of sty1e5 Ibu '

try to get togethgr,a show ihatuis respeétable»in'terms" .

of qrt; You don't'try to simply represent artists and

'étylés as such; you are trying to give récognition to

arte

I am puzzled about Qhat kind of unity fhis is.

When a single person makes a selecfidh, or when you have

a selection by'three people who choose accofding to

majority vote, you have much more unity than when you

 have threé people who have irreconciliable points of

view, you see, each one of whom decides to show only the_
aspect of art he finds acceptable.

1t is unity'of standard of quality, I would say,
versus the diversity of standérd which you hight_haie
if three individuals were'selecting independently.

But generally speaking, shows come out pretty well.
I've never had two better colleagues than Guston and
Murch. There was an awful row in Buffalo afterwards
because obviously all the people who didn't get in were
such that Mr. Murch had been outvoted by Guston and mé,
because mostly the people who don't get inm to a juried
exhibition nowadays are "repreéenﬁational*_paintérs,

and those in Buffalo who had not been accepted were sure -
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'Mufch;was_onrtheir side, and that Gust and I prgbabiyv-
were'hbt. Representatibnal painters tend; in-our-cur-
fenf peribd; to be léss interesting, abié; and creative
than those working in other forms of expreSsioni and L
they therefore often form a large group ahong the reject#
in a juried show. They tend to fall into the group that
are,_shail we say, less adventurous, while the”nbn—repre-
sen@étional, abstract, semi-abstract segment of contem-
borary art tends to éftract the artists that are more ex-
ploratory and'creative, Qith.the result that quite terri-
ble things are sometimes produced in that segment, but
also usualiy the more brilliant work is to be found
there, too. This expiains the dominance of this segment
in exhibitions of any kind today, whether juried or in-

vited.®

*[The exhibitions representing the United States at the
Brussels Fair in 1958, at the Moscow Fair in 1959; the
exhibitions circulated abroad by the Museum of Modern
Art; recent Annuals at the Whitney Museum of American
Art in New York, all illustrate this fact. It should
be added that international exhibitions -- the Carnegie
International in Pittsburgh, the Biennials in Venice
and Sao Paulo, as the most important, differ little in
this regard from the United States shows. GLMcM. ]
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ART AND ART MUSEUMS IN THE CONTEMPORARY SCENE

The Art Language of Our Times °

- Morley: Now, you wanted to know what I think of very, very mo-
' | dern_painting,,adianced,-avaﬁt garde painting. Well,
1 think:of_it és contemporary painting, and to me there
iﬁn't ény question of-liking or disiiking 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 languége, the aesthetic
language, the artvlanguage of our‘tiﬁés. As you become
experienced in it you naturally have ydur favqrites;
and others much admired that you even think very highly
of; perhaps on technical and critical grounds, don't
appea¥ to you especially in a pérsonal'vay.
I think this extraordinary vehemence and freedom
and almost violence is characteristic, or has been

characteristic, of art in this country since the war

.years, really, though it_goés backgin i%s>a1most'violént -_"'
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'. 1sn’t anythlng new in art, in the sense that art always
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reactlon agalnst traditional art to Jackson Pollock It

~came from the same sources as these people (often called

'vv"actlon" pa1nters or abstract expressionists) use ——

Riess:

-Morley:

that is to say, the unconsclous, sub-con501ous reactions

;'to experience, to visual stlmuli or to emotlon or what-

ever the stimuli are. But where it d1ffers.1s that it
is a more direct thing; it isn't strained through rules
and dogma, it's almost automatic, in some cases, as in .
automatlc wrltlng. And it has a certain v1rtue of spon- 3

tanelty and it has a sense of freshness and discovery.

It also, of course, has certain dangers,

But with automatic writing the autematic‘process is only
the beginning. What comes automatically is then worked
over, 1 believe. |

Wellf.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 justa
that it's a new language, if you like. But'thefessential
creative qualities of art, art as a creative langnage,

are there just exactly as before. And 1 believe in it.

You see, 1 belleve in human belngs, and artlsts are
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ffmnqeyﬁ h51mply human belngs that have the glft of expr9551ng _

3 certaln personal reactlons and recording them. They

are extremely sen51t1ve people.' They very often are
‘prophets w1thout know1ng 1t, 'in that they react and under-
stand 1ntu1t1vely many thlngs that are there-and that |
other peOple learn to know ‘about very slowly and 1ong .
_afterwards. That you should find artlsts today stres- |
-sing the non-literal aspects of art-ls completely normals,’
‘After all, the kind offworld we live in is one that is
expressed in relatlonshlps, in algebralc equations. And
in a way abstractlon is the counterpart in art to the

sort of thznklng that we have in our time. To learn to
understand and to respond to contemporafy art the best
way is to be openvto_what’color,.the texture of paint

on canvas andvall the other elements of art expression ‘
, can convey in visual and emotional experience. |
: Riess: One thing that I think bothers those that resist this

- contemporary expression is the haste with which it is
produced. Instead of "art is long and life is shoft"
you have quite the opposite -~ manifested in quaditffano
: speed. "; " _ | o

" Morley: Yes. Well time will cure that. The thinge that_haveh 1 . .

been done too speedily will drop out.‘.Moreover,_it is
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well to remember that pa1nt1ng a work on canvas is only

" his knowledge and experience up'te then. Andzeven,in

1abrbad,.~
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the final stage of what is often. a long perlod of pre—v

paration. It is always the.result of-the_artist s life,

'the 51xteenth century a lot of art was done that dldn t

get preserved, fortunately.

I do thlnk that it is a very excltlng period, es-

‘peelally so to me. Hav1ng becen partly educatedxln Europe,f

heving recognized and understood this great heritage that
had developed in the dider countries, having seen gifted
artists here struggling with the problem of finding a

way of their own under the tremendous burden of know-

~ ledge and prestige from abroad, it Seems wonderful to

see them entering naturally the international arena of
art. Remember my telling you of the rection against
European painting of Thomas Craven and Benton and so on

in the thirties? Well, they Qere not good enoﬁgh; they

were reacting against influences, all right, but they

didn't have themselves enough personality, and experi-
ence, to find their place in competition with the Euro-
peans. Well, in our time, this recent time sinee the

war, things have changed. The quality and power of art

in the United States has begun to be seen and recognized
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1 Bt 1 . - L
. Morley: - The quality of Americans as artists has come”through;

has found a form of its own. I have certain reservations

N iy
’ v

about some things that aré.characteristic of art in this

e i

country -- the haste, the vigor, the fact that #ery often

AR e o

the artists don't stop to iearn their. materials. But on

the other hand I canft'help but-be exhi1aréted and pleased

that this freshneés, this aggresiveness, if yoﬁ like,  this

tremendous quality of creative vitality that has come to

a maturity here in this country in the last ten years, is

obviously something that has:great value. Anyone would

recognize it. But, farther than being recognized by

people who are sympathetic -- as I am, because I'm inter-

ested in discovering artists who are finding their way =

the quality of American art is fecognized by people in

R

Europe, for example, who have no special reason to re-

LR T

Py

spond to it, except that they see in it art that seems

to them worth while.

After all, Americans are newcomers to the world of

art. . Three hundred years? That's hothing. So that, to

me, the recent international recognition that has come

to art here, is é very exciting thing. And I think trends

of the highest guality, the highest percentage of what

is produced, if you like, are going to go on developing




Banaorott Library

94

AR LT o b it

' Morley: and wiil'ﬁot be forgotten in our time. Théy will not be
E forgotten even in the’future, as characteristic of our

f time and as a contributiqn to bur time.
 3Riéss: -Do you think art trends spring up siﬁultaneously.in dif—
C ferent countries? - - | B |
WBMrléy: I don't-know.'_Art is én élusiQe sort of:fhing; you know.
Artists everywhere live and work under similar conditions
today; théy may_very well come'to similaf ways of éxpres-
sion in different plaées without direct comnexion or in- |
fluence. In our highly developed technological civile-
ization ért may well be the purest personalﬂexpression

and freedom of the individual which'is leff, for the ine
dividual otherwisé tends to be fénced-in, suppressed,
controlled; perhaps.necessarily so in an urban, indus-
trial civilization.

The artist has to be a free being. He's‘fesponsible
ultimately only to himself. He is, of course, very glad
if other people like what he does so that he can earn
his living by doing his art -~ and that's happening more.
usually now than it did in 1935, But ultimately what
other peqple say and think about his aft touches. him
only indirectly. He is himself. His york-.mi;svt satisfy

- hime _-'.
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""" he thinks and feels about things but it may be that he's

Riess:?

Riess:

- Morley:
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Then it isn't communication that is important to him?

Nof;necessarilj. He'd love, I think, to commdni¢ate what

before his time. Van Gogh was; no one responded to his

'work and he went on with it ényway. His communication

is more important for us now than it wasifor;peoplq in
his.own'time. 'And I think art very often develops im
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 growvs

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 |
exfernal 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.

Though from what we see art is not a living and a growing
thing in the Soviet Union, for example.

Well, obviously in the Soviet Union theré has been a con-
demnation of the free expressioh 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
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1east, very representat10na1 historic records of thlngs

*that happened that are 1mportanttn the state —- successful;

harvests, the honorlng ‘of "labor, h1stor1c events and-por-
traits, and that sort of thing. There is, very deflnltely,

a suppre551on of freedom of expre551on in that he doesn't-

- have a chance to ‘show to people publlcly whatever he does

of a more personal, unoff1c1a1 type. But apparently, from
what one hears, there is an infinite continuity of experi-

mentation there too.

~ Yes.

If there is a simultaneous springing-up of trends

towards abstraction in art, or nearly simultaneous, can

it be said thzt America is in the fore?

No, it isn't headed by American art. I think the American
expression is a very important part of it and, as I say,
for the first time in art history the Americans are re-
cognized as equals and, in some cases, people who are
enthusiasts think them superior in the abstraet field.
Certainly abstraction has beeh indisputabiy the dominant
movement in the United States for the last ten or more
years, and certain Americans -- Mark Tobey and Jackson

Pollock, to cite ‘two outstanding examples -- have made
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"'art and are recognlzed 1nternat10nally as maJor flgures
‘in 1t. I don't thlnk you can categorlze thlngs and ar-
‘range them in the partlcular way that your question.sug-

‘ gests.v It's much more’ subtle than that.

There have been exchanges of exauple and of influ-

"ences in abstract art. The Amerlcans have contributed '

importantly to it. They had been stimulated and had found
suggestion in what was being done in other countries, just
as now artists of other countries are interested and stimu- L

lated by them. The important thing is that some of them

found that they could make abstraction their own, and

within its varied expressions make their’own personal and
poverful statement.

But I think human beings -- and this is anthropology
rather than art -- that human beings everywhere are pfettj
much alike. At every period artists tend to reflect their
time, to be spokesmen for their tine in a very intimate ‘
way. They are the truest histofians, af ter all, because
they record in a subtle way the climate of their times,
thinge'that'are'inportant, the feeling of what people are
1nterested 1n, ‘and s0 on. |

And obv1ously the same condltlons of liv1ng produce
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vsimilar'ﬁayS'of gxpressing:theﬁ;v,As a matter of fégt,
at -no time in the world_has,there been asrmuchASimiiarity"~

~of living, feeligg? $hinking, exéhangeé'éf influeﬁéeé

' everywhere -- from Saﬁ FrénciSco eastward ail the w@y

'around“té China -= as“thefe'is nov. And so you find to
some extent the savme‘thi_ngs ‘everywhere. The artists re-

" flect this condition; they _f'i'rid éimila_.r ways of exﬁre‘s'-
sing it in their art. Offen thefe afe_exchénges of in-
fluencé but not necessarily. Vhat is worth noting is

- not whéflstafted an artist off.in his way of expressing
himself, but rather how successfully he does ij. 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 unsatisfabtory world,

Artisfs, being especially sensitive, probabl&lknov
much more>about thé 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 reﬁcting té it and expressing‘if, 
And so they are récorders of the time and.I think'this is

- true everywhere, - | o |

The quality of what artists express in different
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Mmﬂey%i places natu:ally differs. If:they see good work being

'donevby_their_pee:s and are méasﬁring themselves- against

it, why they are more'likely‘to be a'part of a_ﬁore imi

‘portant movement than in places where they know what's

going on in contemporary expression ohly through illus-

trations in art books. This explains inlpart.the general

superiority of work done in centers -- Paris; New York,

London -- as compared with that doneﬁin'outlying regions
-~ San Francisco,'Lahore,_Sydney -~ where less 1s»seen. |
Contemporary art demands more from the artist than art in
other periods, in a way, because the'artist éanhot stéy

as close to observed nature; he has to create,

Yes, fhat's true. On the other hand, there are loté of
people who are "imitating" in the sense that they are fol-
lowing a recognized style, more or less well understood,
and that's one of the things that makes for confusion today.
That is, it's very easy, is you have a little taste and a-
little facility, to seem to "create" an altraction, and
it's harder, probabiy, to differentiate;between an ab-
straction that's a good one and an abstraction that's an
indifferent one, than between a good and bad'traditional
painting. . |

It's a little easier to'evaluate'bad drawing in &
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Morley: :ep:esentational.work --'esp;cial}y;ifvit‘s vefy7abademic.
I the shoulder isn't in the right place it's pretty evi-
dent, while in an abstraction it takes more stﬁdy to. re-
- ‘cognize creative quality. Abstraction is a more.mature, :
in a way, creative ekpression, and therefore it require§‘ 
more experience and maturity from'thevviewer for an ab-
solute judgment than the purely suffacé representation or

imitation of nature in an academic picture does.

Points of Departure

Riess: Then do you think the San Francisco artist; as héd been
suzgested, being an abstract expressionist, would be at
home anywhere? |

Morley: Yes, I think He'd be at home anywhere. It should be
noted that all Bay Area arti§ts are not abstract expres-
sionists. Those who are are part of a world-wide art
movement. But there is an interesting point here: does
art of San Francisco, of the Pacific Coast, show some
regional stamp within abstraction? I've had the question
raised é number of times when Europeané have for the
first time seen work done on the West Coast. These

_ Europeansvhad been familiar with art done in New York to
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a certain extent, and they, when they saw work by artists

of the Pacific Coast, did feel something different, and.
inquired about it. '
1 do thlnk that in the art of many of the artists’ who

have 11ved and worked out here and who have developed a.

} very personal. expres51on of thelr own, 11ke Diebenkorn, for

instance, or Carl Morrls, or Mark Tobey, there is a certaln
quallty_that oomes.from the place. This can't be light,
because*fhe light is quite different in Seattle from the

light in San Francisco. It isn't Orientaivinfluences,'

though many -~ Graves and Tobey - have_been deeply inter-

ested'in Chinese and Japanese'art, and have sought deliber-
ateiy influences from the Orient -- and have learned much
from Oriental techniques,

I think perhaps it comes, the deep thing that is dif-
ferent, and characteristic of Pacific Coast art, from the
landscape. This lies not in the euperficial resemblance-
to Chinese landscapes which you find in some of Morris's
orbin some of Tobey's painting; which may or may not come

directly from the fact that ‘the scenery in Oregon and

Washlngton and in’ Chlna and Japan - wlth their comb1natlon

of water, forests, m;sts, mountalns - resemble one another

on both SideS'of“the.Pacific. But the difference is some-

thingnrather'different"f:omvthat,‘and Insuspect_-chis -
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Mmiéy; is my 1dea - that 1t 1s.a spacevfeeling,ha spatlal con—_,
g ceotzon, the fact that this area, in the youth of all those-
artlsts, was still a contry51de that wasn't extremely
densely oopulated, that there: were vast expanses, enormous
'.distances, and the scale of things was large.{ _' ‘
I don't know whether it's an . 1dea that I push too far |
or not., It s difflcult to say. But it's a p0551b1lity |
that interests me and I have talked:to people’about_it;
It happens that I am myself very sensitive to space, very.

much interested in it-ahd.influenced emotionally by it.

iﬁess: And in the East, in New York, people live down in a sort

i of man-made cahyon, an entirely different space.

EMmﬂey: Yes. And, of course, there's-quite a range from Oregon's

! hills and mist to the Southern California desert, but

far distance, vast spaces, monumental scale are charac-

teristic of theiFar West. '

3ﬁess: Is.art done mainly in the studio these days?'

“Nﬂey' Well, ﬁostly. Artists now hardly ever work»from the ob-
ject directly, though they may do an incredible number. -

‘of very careful drawings which are motifs, in a way, or

R e

which are ways of thinking. They see, they think, visual-

QECOCT TN

o ly and draw1ng is a way of exterior1z1ng their thinking,

' "so to speak.
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J?Riess: Do they do'realistic drawings?

‘fﬁﬁmiey: Sometimes. It doesn't matter. ‘Most artists have a:skill
& of hénd ad of vision. A realistic drawiﬁg'is not_diffi—i
cult. They're usuélly notvpigglingly realistic things,
but they are expressiyely realistic, recognizable things,
very often figure drawings, for example, Sometimes ar-

tists do them to rest themsélves from the more intenée
expioration of the ﬁew fro#tiers of vision and expression
which-they are exploring in their abstract art.

The human figure's véry”excitihg. Vhen the Carl
Morris show comes to the Palace of the Legion of.Hono:
(and it's scheduled for 1961), go over and see that,>
becausé Carl Morris‘is an abstract painter, though there
are sources in nature fr what he paints, I did the Ford
Foundation retrospective exhibition and catalogué on
him, you see, so I know quite a lot about how he works
and what he does.®

Well, his work comes principally from landscape,

though he says the subject is not important to him. But

*carl Morris, a Ford Foundation grant .to the American Fed-
eration of Arts for a retrospective exhibition to be cir-
culated natlonally, 1960-1961, and a monograph and cata-
logue, New York, 1960. '
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nature is his motif very often. It's his point of de~
bartufe. 'And he does ink“drawings, rice-papef paintihgs,
of an abstract kind that are similar to his oils, They
are a preparation,and werking up of the tﬁemes later used .
in the”oils, often,.though never a'eontinuity,thet leads
directly to'en dil. By contrast there are also figure
draﬁihgs. He told e the other day, I.believe, but ra-
ther a reference or allusion to it -- when I saw them for
the first time, really, in Pertland -~ that when he had
been stirred‘up by a trip to New York, with all thebin-t
fluences thet g0 on there; and all the excitement of see-
ing a let of art of all kinds; he would come back and draw
figures for a while, because that was a way of getting

the excitement out of his system; so to speak. And these
are beautiful, very free figure drawings; wonderful, evoca-
tive things. | |
These drawings were a better way for him to get it out of
his system than through painting?

Well, it just happens that that's his way of working with
these influences and digesting them, if you like.

What direction do you think art will go next?

.I don‘t thlnk anyone knows that.

PeOple suggest that it has really exhausted the canvas‘ .

i L
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:Do you think that's p0551ble’

No, I_don't thlnk so. 1 thlnk people saylng that are

 making phrases. Art goes on, renews itself, finds new

wajs and always has. ‘ .
, After all, live w1th art and enJoy it. That is the
important th1ng for now. Not all contemporary art is

great and that isn't important. What 1s 1mportant, though,

"is that there be a general high level of'actlv;ty in artg

After all, being an artist is a way of life, as being in -
business or being in anything else is. There are only a
few that stand out in aoy profession, in any line of
work. Well, it's the same thing in art. But if there

is a very strong movement, and the general el is very

~ high, why then you begin to have the peaks coming up from

there, from a plateau instead of from a depth. And that,
I think, is what has happened in this country.

ﬁhat is the important thing is that art is not only
in New York; it's spread all over the countrj around in
a great many centers, a great many of them university

and college centers, where artists are professors or are

- artists in residence. They have students who perhaps don't:

become artists themselves, but for a brief time have the

experienee.of artists. There yoﬁ find peoplerwho'are
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1nterested in art, enthus1astlo about 1t and well in-
formed. This produces a cllmate favorable to art, and
such centers are- found w1dely dlstrlbuted throughout
the country. They provide an 1ncrea51ng1y good setting

in whlch art and artists may develop.;i’}

Interest in Art Grows:bl

Would you describe in more'detail_the ert_of the area
when you returned to San Francisco in 19357 ‘

Vell, you see, California was very far awaj from the bdig
museums.and the eastern centers for artists and the art

market. The artists® group was a very strong, very in-

" teresting one here‘at‘the time. The California School

of Fine Arts and the Art Association had maintained a
high standard., There's no doubt about that. The Art
Association had occasionally been able to bring an exhi-
bition, an invited'exhibition, from somewhere else, but
it was too infrequent -- oh, perhaps several years might
elapse between such carefully selected shows -- and the

result was that the artists, for the most part, were ten

or fifteen years behind the movements of their time, simply
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ﬁﬁqey;u;because they dldn t see enough of what was g01ng on in

rpal s

?f-art. They dldn't ‘have’ other s work against Vh1°h to mea-

v

.];sure thelr own. They dldn't have sufflclent stimulus.
Also remember that you didn't have then the k1nd

'and quantlty of color reproductlons that you have now,

s «ﬁu:@i‘.&k.,

the g*eat movement back and forth across the world of art
work in that form. Color reproductions are not;sufflclent-
for artists‘und'art students but they help. 'Aleo;;travel
was less ffeouent‘then. That is the reasonhwhy during
the first years of the museum we emphasiied’exhibitions,
the basic exhibitions that were summaries of the history
of the development of modern art, exhibitions that were
reports on what was going on by artists who seemed inter-
esting, leaders at the time, as a stimulus, as a standard,
against which the local artists uight measure their own
production, and as a means of informing the public so
that they, too, wouid become interested, stimulated, and
have standards. For the local artist, too, an informed
public was needed. The program seems to have worked ex-
tremely well. And the results, I think, were evident
fairly soon. ‘ = | _ _

of course the Carnegie grant’[l937] was extremely

~ valuzble in building up a small nucleus of a very earneSt:,
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-and 1nformed publlc. The flrst year - the grant vas

'year was devoted to demonstratlons of technlques, illus-
“trating the way: artlsts work and explalninr art through

‘the manner lnjwhlch‘materlals are manlpulated for ex-

" to groups and tried their hands at whatever‘the technique

is one of the ways of learning what it's all about.

108

spread over three years and prov1ded for courses, very

serlous courses with se551ons two hours long --,the first

pression. The first hour was devoted to a demenstrationi‘

and explanation; the second hour the people bque up in-

was, SO they'd get.the'feel-pffit in their fingers, which

The second year was history. And the third year'took
in arohitecture, the decorative, applied, industrial, and
the minor arts, and put them in their place in relation ‘
to the general development of art history. '

Was this a program suggested by the Carnegie?

No, it was our program, submitted to the Carnegie Corpora=-

tion of New York, which gave us the funds for carrying it
out. The Carnegie had subsidized other art programs at
different times in the past, but nothing of this sort --
* .

"The Carnegie Grant: What it Meant to Art in San Francis-
co," by Grace L. McCann Morley, San Francisco Museum of Art-

Quarterlx Bulletln, Serles 11, Vol. VI, No.2 391957, Ppe 13.




AR A 2 ;;.;.w-s;.;--;i;, _,;'1:- B s o .

'.i,Riess;

-Morley:

3

Riess:

t Morley:

Riess:

- Morley:

Horley- .

Bancrofl Librety

109

-

beglnnlng with the the techniques and materlals of art

to prov1de a direct experience of it =~ had been done

before, and. they were therefore 1nterested in supporting

itr

D1d the same students take the entire course?

.Yes. ;They were adults. We. had,'ln the flrst year,

three sections of seventy-five each. By the second year

abomt a.third had dropped out. But then while carrying

the orlglnal group into the second year we re-started the

first year. You really had a cycle of two three-year
courses. And they were, as I say, basic, and seemed to
have been tery valuable in gi#ingbthose wvho attended a
sound approach to understanding art. Of course there
were reading lists and much discmssion and consuitation.
We had a Qaiting list for the first course of almost
enough to begln the second immediately. |

Was it free to members?

No. There wasn't any membership at that time; it came
a little later. The fee was -- oh, I've fbrgotten how
much -- I think ten dollars. |

And materials and everything were paid for with that?

Yes, but that was because of this Carnegie grant, you see,

And also that grant allowed us to have our first’curetor,
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'Morley: an educational curator.

We also did an extension service under the same pro-

gram, in which we used fine color reproduétions -~ which
allowed us to build up our éoi§r reproduction collection
-~ organized them in a manner to give in simpler form es—
sentially the samefdoﬁrSes, and sent them throughout -
Northern California'ﬁith one aﬁpearance of a lecturér
during the time of the showing. |
-?Riess: After the Carnegie grant ran out did this séﬁe.sort of
: educational program continue? '
:Mmﬂey: Well, by that time we had eqﬁipment and we cquld go on’
' on our own and we built up a very large educationally
interested group. But the Carnegie helped enormously in
providing equipment and staff at the beginning. Even
before the Carnegie we had already started courses. They
consisted usually of six weekly meetings, lectures and
demonstrations on all sorts of phases of art and art his-
tory, illustrated as best we could. As I sa&, in the be=
ginning we even had no black and white slides,
: Riesss Vho taught these’eariier courses?

Morley: In the beginning my assistant ahd I did. We were the
.g : only people who were trained, yoﬁ see. And there was a

tremendbus public response. One of the curious things
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Mmﬂeyz"about this sort of offering is that you get F: 4 wonderful

response early in any development' later on it tends to

T TR

taper off._

L

Riess£ Because you' ve drawn’ off the people who are interested?
?Mmqu; Partly that, and nartly the novelty of it has passed, i
%- ‘suppose. N R :h '
i Then it was in 1937, I helieve, that a membership

vas finally established. There was a reason for this: B
first, I'd‘come from a musenm where there had been a2 mem-
bership and I very heartily beiieved in the interest that
it represented in the community at large, the direct con-

tact and wide support that a museum had in its community

s

as a result of having members. And also I was faced
vith the fact that the museum vas growing very fast and
the thirtyefivevor forty people that Mr. Crocker wrote
to personally didn't produce enough money. You see, in
the beginning a secretary, a very good secretary, better
than you find very often now, cost sixty-five dollars a
month. And that of course, as the depression was more J
or less resolved, wasn't any longer true. |
The membershlp proved in the end to be a life-saver

for us. Some of the more conservatlve members of the

' board of trustees were rather apprehens1ve because they B
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felt:thét if'you had a membership you had a,nuisach o

-u5-f'peop1§_YQthad_to do something for and about. '3ﬁ§-‘

”it'#orked'out_ext:eﬁely we;l; ~Wefhad close to g tﬁou-_

sand membérs, as‘I_recall,‘by the time of the war. It

_was more or less static during'thévwér7period;.?ihen >

~after the war it began to grow very, very fast. When

',,the”museum:waé'renovated and I came back from Unesco it

;-Morley:

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.

Could we go back to what the regional school of this area

might have been in 1935%

Well, the San Francisco—Bay Area had always been good for
art activity. You had Carmel and you had artists here
in.Sén Francisco, in the Montgomefy Block,'in-the set-
tinzs which attracted artists -~ pleasant, inexpensive
living, delightful'subject matter, interesting people, a
certain amount of interést in art, eépecially 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 if had on its staff
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~ then held against the wall and the guiding outlines are

. oration as appropriate for public buildings and govern-
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“as one of the first blg progects, and 1nnumerable other
progents scattered throughout the city and the general

'area, gave a great deal of opportunlty for artlsts here

in the Bay Area. The d1recton of the government's art
nrogect here was espe01ally enlightened.

I thlnk it should. be noted that here in th1s parti-
cular area you had a more extens1ve development of muralt
painting -in general, and especlally of fresco palnting
than elsewhere. That was certalnly because of Diego

Rivera's work here and the fact that he had many of the

~younger artists, who later became more or less promin-

ent, as his helpers. In fresco work, you see, you use a
great deal of help since a lot of the process is mechani-
cal, putting plaster on the walls and then transferring
the cartoon to the walls. So Rivera had influence in

teaching the fresco technique and in proposing mural dec~

ment sponsorship.

How did they transfer the cartoons to the wall? Did they ‘
punch them on? | |

After prreliminary drawings have been made they are often.

transferred in a scaled enlargement to paper:which“ie
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| Morley: traced on the wall, either by working charcoal fhrough'

X

small perforations in these outlines or incising or

tracing the ouflines through the paper. Rivera didvthis.ﬁr

e

work very freely and very easily, but his preliminary

‘drawings were, at this period, very detailed. William

RPNV T AT

Gérstle bought up the series of the "Hands" that Rivera

s g

had done .for frescoes in Mexico, and also fhose drawings

AU T R

he did‘in preparation for the,fféscoes at the California
'School of Fine Arts and at the Stock Exchange. These

careful, rich and brilliant studies fo: mural‘decoration

e L S

were treasures, shall we say, for the artists in San Fran-

s idlofade.,

cisco at that time. They were examples they stﬁdied for

(o= .

their own mural work. These drawings belong to the art

R O

association and are lent to the museum, which has exhi-

Al

bited them repeatedly. The museum also owns another
important group of drawings by Rivera, executed in vari-
ousmedia, among which are some studies for figures and

for compositions intended for murals.

The WPA to a certain extent, in its administrative

pattern, borrowed something from the Mexican plan of gove

A M0 B A N 4 b a4 oL 11

ernment commissions to artists of the early twenties. That

i,

is to say, artists reéeived nqt'an artist's wage but al- -

most a laboﬁfef's'uage; but they were alloﬁed.to'dovthe

T RTIER N VPR VS ey

work that their skills prepared fhem for, instead, as
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Mmiey:' they said, of "having to rake'leaVQS.-:m

- Evolution of a Museum of Contemporary Art

" Riess: 'How did the San Francisco Museum of Art evdlve into a

‘ museum of contemporéry art?

?erley: Well, that's an obvious develbpment. When it was founded
by the San-Francisco Art Associatibn in 1916, as a result
of the success of the Fine Arts Palace's exhibitions at
the Panama Pacifié International Exposition of 1915,
the San Francisco Museum of Art was, as I have said, the
first museum devoted entirely to art in the éity. 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 vere 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 ih contemporary art and in art of
the region; the Crockers were the 1eading'cbllectors and
they 1eﬁtvtapestriés and paintin:s, but especially their

great old mastef dravwing colléction, always‘of interest
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5 Morley: to artists and art students ofvtodey,'e udique thing in
- the communlty and very valuable.l The French nlneteenth‘
century palnt1ngs, the Impre551onlsts especlally, whlch“.
were 1nc1uded in the group of exhlbitlons for the open—
ing, represented an early perlod of modern art 11tt1e~
knmown in San Francisco, basic for enyimuseom which ﬁoulafr
show conteﬁporary art, while themost ;mportent recentjert
event in the area, a Chinese exhibition at Mills College,
which Salmony, who was a great scholar, hed done, both |
honored the college's contribﬁtion to érf'invthe erea‘
and indicated tﬁat’the museum was not limited to'art of
the European traditions.,
| The next exhibition; to follow the Opening Exhibitionms,

which had been arranged long before I was engaged for the
job, indicated the museum's concern for contemporary art
still more precisely. That was the European section of
the Carnegie International, to which; at my sugzestion, we
added an invited section -- a sort of representative cross-
section -= of contemporary Americans who were represented
in that show. All-t;e prize—w1nners, American and for-
eign, Qere‘in 1t.' And this made a very handsome, very
stimulating review of the whole world of contemporary art.

Riess: -~ This exhibition came only to San Francisco? It didn't

travel? = .
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No, And it was. 1n March 1935 that we were representlng

' the International that had Just closed 1n Pittsburg,
.the'1934 Internatlonal. In those days I think an: Inter—

natlonal took placeevery year.

But- ;t was very good. It was a very sound basic

_survey of what was going on. 'Perhaps it 's significant

to note that it was not gs adventurous as Carhegiellnter-
nationalé are ﬁow,_bnt that was a different period. Peo-
ple were still lodk;ng back more than they weré looking
forward, in art. | | ' |

And you say the development of the San Francisco Museum
of Art as a museum 6f contemporéry art was logical-too
because of the two historical art museums in the city.
That's it. There was no point to duplicating what was
being done well. And both of those museums had, within
recent years, come'into the form that they continue to
the present day. |

Were there people from the Fogg Museum out here?

Mr. Howe was from the Foggz; he was trained at the Fogg.
And Waltef Heil at the deYoung came to the deYoungvfron

the Detroit Institute of Arts and was a very highly-

_trained European scholar before he went to Detroit.

They were museums in the best sense, but they vere
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not at_thatTtime especially active in having mény exhibi- -

tidns,;though they‘had some, and very goodvoneé. Nor

. were they active-in of fering many educationél or cultural

:activities.. And as time went on the San Francisco Museunm

of Art did more and more activities -= partly because'pflf

" its changing exhibitions and field of art, partly because

sof beingvopen'at nighf gnd its location. It wouldn't -

have made sense for thevothéf‘two to have béen‘opeq at
niéht. Théy were too rémote, you see. The more familiar
fields of art they served and theif:permanent exhibitions
likewise seemed to require less educationai work. What

we always did was to seek out, feel out, those aspects of

~the art needs of the community that were not already being

served; ’Pfograms in art education and cultural activities
at night, which adults busy in the daytime could attend,
were an obvious development for us. '

In 1937, again, we introduced the motion picture as
a living art form and were the first out here to use the
Museum of Modern Art's motion picture rental services,
which it had started only a year or so before. Of course
wé had a tremendous successAwith that. In time'it brpught
us to all sorts df_use of experimehtal‘moiies;‘and ulti-: |

mateiy to the ArtAIn;Cinema [1946] under'FrankuStauffgéher,
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MOrief?' who was a very great scholar in the fleld and bimself

R

-a motlon picture maker,®

.fgies's:, And in 1938 the bookshop s,tartec_i.__ ‘Had that been a part

| of a gifrt? | -

Mofley: Yes. It had been‘an ipformation desk principally be-
‘foretthat; seiling only catalogueS’fof the‘current'shows,
but the women's board gaye twenty-five dollars to buy a
stock of the Museum of Modern Art's eataloguesvfor resale.
And that's what started the bookshop; these excellent
catalogues the Museum of Modern Art had been publishihg
for a year or two. They were beginning to appear in

hard covers and they were the basic literature-of modern

e el L AEvw . v

art. .

- Riess:  Each one grew out of a museum exhibition?

| Morley: Yes.

Riess:t And the library..e

Morley: The library vas present from the beginning, because we
inherited a certain number of books and periodicals,
from the 0ld Palace of Fine Arts on the Marlna. But,
from 1935, even if most modestly, we tried to build it
systematically around our exhlbitions and our growing
collections, trying also to have all the 1ndispensable B

publlcatlons on modern art, all the leading art periodicals

See Art in Clnema, edited by Frank Stauffacher, San Fran- _

~cisco Art in Cinema Society and San Francisco Museum of Art __i
1947. A ‘symposium on the avantgarde film together with
program notes and references for series one."

B e 5 S S B S i e e Stk s e i o S e o o )
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published in the United States and Europe, some from
Latin America, and later some frem Asia, It was open
one or two nights a week and weekday afternoons, and was
much used by students. But it was also an indispensable
reference and research instrument for the museum's staffr_'
members when organ1z1ng exhlbltlons or preparlng educa-

‘tional programs,

Citz-MuSeum Relafionship

What is the relationship of the cityrto the museum?

Well, the San Francisco Museum of Art is in a citylbuild-
ing, built by a bond issue. The art association had been
responsible originelly for providing the private funds
for the building but they were insufficient and the

city had to supplement the sunm b& launching a bond issue.
The veterans had brought that about. So it was, is, a
public building and the physical premises have been main-
tained, from the beginning,‘by the city. That is to say
the city of San Franciseo supplies janitors, heat, light,
/ cleanlng supplles, wax for the floors, that sort of

thlng, and our elevator operator is also prov1ded by the
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city. . All the other'pOSts'in the museum have always
been péid for:privately,_and have been directly under
the‘director'aﬁd'the board of trustees. .- : e
If worse had come to .worse and you had exhgusted‘yoﬁf“

-~ supplies of money could you have fallen back upohithe

_ city? v o :
iMorléy: With very gre#t difficulty; I would think. It would re-
: quire, I'suppose, special action ﬁy the board of super-
visors or possibly even a vote by the citizéns‘in an
election fo permit the city to take it over as‘'a muni-
cipal museum, with operating expenses completely at the

éharge of the city as is the case for the other two.

¢
A gt 1 g

Now in addition to maintenance and rent-free occu-

RS

pancy the city from time to time provides for improve-
ment of the premises., . Also it has from the beginning

made an annual grant from its publicity and advertising

Py

fund to the museum on the argument that an active museum _H

in the city is a tourist attraction. The grant has

varied: it started at about 310,000 a year and at the

present time is $15,000 or a little more. This grant

F T A A P

could be used for exhibition expense only, not for salar-

L na

-ies, not for maintenance, but only for exhibition expense,

(including transportation; printing of announcements and
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catalogues, 1nsurance) This'was a very great help at

-that time, in 1935, when it opened. Even. very. big museums

',1n the East had then only a couple of thousand dollars

.for changing exhibitions.

You see, this museum represented a new pattern. Only
the Museum of Modern Art was hav1ng changing exhibitions
~to any great extent ‘then. Other museums had an occa~f>f'
sional7special exhioition. But we had the~funds to do ; |

large program of changiug exhibitions as our principai
activity, and they became our program, for we had no col-
lection to mention at first. _

That grant probably influenced the activity of the museum
greatly. |

It was an oPportunity which we seized., And that's why,
in the thirties, until 1939, when we deliberately cut
down our program somewhat in order not to compete in any
way with the Exposition, which had a very great art show,
we usually had from eighty to over a hundred exhibitions
a year, |

Vell, that's extraordinary, isn‘t it?

Yes, it is.. I don't suppose any other museum has ever
had quite that amount of exhibitiom activity.

It amounts to more_than,one‘each'veek.
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- Morley: '¥¢11, thatfs true. Some of them?werg very, verxismali‘A

: Tones, obﬁiouslyi And the galleries lent thém§e1vés to -
small groups pf paiqtings.or séﬁlpfure. _Iiremembef in
1975, I think it wés; bringing a grquﬁ of Miros, véry
beautiful, small Miros, and puttingvthem in one of the

: gallérieS'-- there.wefe.fifteen of them. Well, people
came and gasped, andiwhen fhgy saw them the second time
it wasn't quite as bad, you see, and they began to de-
cide they liked this one beiter than that. It was an ed-
ucational metﬁod —-. exposure, familiarity, and eventually
discrimination. Since, of cburse; Miro has been shown

: . many, many timeé.

Riess: One more question on the subject of the city's relation-

| ship to the museum: does the city have aﬁything to do with

appointment of trustees?

Morley: No. They are a Self—perpetuating board,

Role of Local Galleries

" Riesss What'do commercial galleries do in the way of sponsoring

art? Do they generally have a high level of selectivity?

B e o b 2 a0 ;
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Well, gélleries of course are'businesszenterpfiSés,uaﬁd"
they have to do the best they can. And very often they
make 2 tremendous contributibnvin thaf_the& will assure
an artist two or:three years of sedurity'to work. They

obviously think that they are going to gain from that,

‘but they do pay him what is essentially a salary so he

- Riess:

, Nerley:

can live. And that's a very important thing.-

Now that kind of enterprise, I think, is non-exist-
ent here. Eveﬁ fhe-small galleries, which you find on
— what is it? -- Union Street now, I think, 'artists‘
cooperatives, that kind of thing, are, in the number
which exist in San Francisco now, a very recent develop-
ment. In the old days there was literally nowhgre for
artists -~ artists who were not, so fo séy, representa-
tional, almost commercial artists -- to shoy. That's
one reason why the museum carried on a very considerable.
gallery activity.

Did you have the art rental program then?

No,'though that went back a long way. It went back to
1938, but it was a long time taking form. It took a long
time before people thought it smart to rent a painting

or scﬁlpture and before there was'§0mpetition among renters

on the opening of the rental gallery in spring and autumn.




[RETT RN R P S | \

Morley:

126

This type of success for the rental gallery dates back:
only about ten years.v‘Such things are always very slow
of growth. The fenfal galléfy would have been beyond
the means of the‘museum, but in its early period it was
operated by voluhtegrs. More recéntly, it has been
staffed by someone paid by the women's board; a more .
efficient system certainly,.but one that sacrifices much
of the spontaneous character of the originél plan, |
'So many other things that we did when I was at the
museum we had thought would flower, say, in another ten
years or so. That is normal. Things don't happen right

away unless someone gives you a tremendous amount of

. money. IThen you can dg anything you want. Otherwvise,

you have to plan; very slowly build solid foundations;
gain support; make a long term effort. Before I left

I tried to fihish up as much as possible, %o do as many
of the things as I could which had been begun, but many
of the things, obviously, will lapse, simply for lack of

continuity in nurturing them. In many cases they will

be taken up in another form in time to come.
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Refregier Murals

§ , - ) - o
" Morley: One of the illustrations of what a museum of the kind

‘the San Francisco Museum of Art represents is'fhat con-
troversy over the Refregier mural$ in the Rincon Hill
?ost-Office.' That's‘really én interesting episode in
San Francisco art history. -
| One of the values of such an institution as the
Museum of Modern Art in a great way, and the San Francisco
Museum of Art in a small way, is to give leadership for
points of view that are somewhat confused by popular pre-
~judice and lack of knowledge. The Museum of Modern Art,
és you know, ﬁas opened up whole avenues of development_
in the decorative and the fine arts; it has éiQays re-
sisted attacks from the uninformed on modern art, whethef
inspired by political bias, by ignorance, by economic

rivalry. All that we did in San Francisco very definitely _

N L e

goes back to the fact that we could get material from -

them to do similar things on a smaller scale in this

area and that we could point to their example for'defenée'

e ko B AN s MM A IR s - -
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'faced preJudlce. They defended art and artlsts and in--'

specially here, a wrlter-at that t;me for the Ar onaut,'
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of modern and contemporary art - and c1te the princlples -g:,

that they had formulated and depended on, whenever we

51sted Judgment should depend on art value alone,‘and so ';f;,

did we. v _ L
Well, the Refregler murals controversy 1s a very .

interesting local casee... A number of artlsts, one

John Garth, contended that any contemporary art, modern
art, was directly inspired by a desire to subvert the

United States government. (And there's a very interest-

ing article by Alfred Frankenstein examining the whole
rroposition.*) But part of the result of oontinual
hammering away at the subversiveness of contemporary ;U_':y
art and its Communist-roots uas an attack inspired‘bp
him on the murals by Anton Refregier in the Rincon Hill
Post Office. - -

I do know Refregier, though not well, ande have
no idea what his politics are; he may have been as5001a-

ted w1th some left wing organlzatlons, but certalnly hls

*See clipping following: "A Discussion of the Charges That
Communists Influence Modern Art,". by-AIfred Frankenstein;,'"“
.San Franc1sco Chronicle, Thls Worlgd, March 23, 1952, pp..




" This World,

By Alfred Frankenstein ;

HE ENVELOPE bore the name
and return address of the.
Bociety of Western Artists, 111
Sutter street, San Francisco. It
was postmarked Dec. 1, 1851, was
sddressed - to the writer of these

-~ linew; and was placed on his desk-
. . onh December 2.

‘" Inside was a reprint of an artl-
-ele which John Garth, art eritic
of the Argonaut, had pubhshed

in his column on October 12, Its °

general tone was qune familiar,
for Mr. Garth has long been play-
ing St. George to ‘that protean
monster, modern art. This time,
however, the wielding of the Gar-
thian lance was something spe-
cial: the piece was, in fact, the
"humdinger to end all humdingers.
I quote:

“The plan to conquer the world
through internal subversion was
conceived and put in action im-
mediately following the Russian.
revolution. I myself attended the
first meetings here in San Fran-
cisco, where the whole conspiracy
was laid down in detail, to affect
not only painting and sculpture,

“but - every other aspect of our

esthetic and spiritual life. The
art museum personnel, the school

art faculties, the art schools them- -

selves, the more influential art
eritics ' were the first -targets
selected for either conversion or
gradual liquidation to make way
for the installation ' of feuow

_travelers.

“In the jintervening 30 years
this task has been accomplished
to a very marked extent, the
directives being executed usually
with maximum success, and with
the attempt.s always being marked

San Francisco Chronicle,

Nar 23, 195§

with maximum attenmoa to de-.

tail”

The article went on to develop
the thesis that contemporary ex-
periment in art is -a Communist
plot to create “a mood in our peo~
ple’ of doubt, uncertainty and

defeatism” and asserted that “the:

subversives in the art field” have

“boasted openly of what they had.
done to our art, what they were:

doing, and intended to do” But,
Mr, Garth continued, “the Com-
munists permit no irrational, de-

featist art IN RUSSIA. There '

they " allow only confidence-
building subject matter: The dig-
nity of labor, the beauty of par-
enthood, the vdlor of strength,
courage, loyalty. The power of
art to shape men’s minds, to in-
still confidence in the existing

order, is well understood in the’

more mature countries.”

After a few cracks at “self-
deluded amateurs” and “deluded

" fashionables,” Mr. Garth touched

upon the charges of Communism
in modern art made some years
ago by Congressman George A.
Dondero of Michigan, and added
that “no,one has ever dared to
contradict him or the Argonaut

because - everyone, even though
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_gent people. in the Society of.
Western -Artists, and they should’ -’
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they may, at times, find it con- -
venient to deny it in certain com-:
pany, knows it is all true.”

ERE, THEN, was an article’

phrased in such s fashion -
as to cast doubt on the loyalty
and honesty of every art teacher,
every museéum official and every -

" art-critic in the Bay Region, It

was being circulated in the form - :
of a reprint ‘and came ‘to my -
attention in the envelope of a.
local art society. Since there was -

no covering leiter or explanation - -

of any kind, sne might bave:
assumed that- the society itzelf
was responsible for the reprint, -
or.at least for its mailing, but one .-

could scarcely credit this expls- . - -

nation, normal as it might seem
after al, there are many- intelli.

‘have been able to. see that for -
their organization to endorse &
document of this kind could omly
bring it ‘into disrepute.’

_Having made a few mqulrlu' *
‘and discovered that some others. .
- had received the Argonsut re-

print. in the socety’s envelope, I

wrote 10 -its president and sasked .

if the mailing hai been done with'
the authorization of the society
as a whole or of its board of -
directors, or if it had been done by
individuals acting without author-

‘{zation. The president was out of

town and I received no reply until-
February 2; it was & very pleas-’

ant letter in which my questions =~ .

were ignored. JMeanwhile there -
was a change in the society’s
presidency;. and ultimately, after
two more inquiries, I was in- ;
formed by Mark Mohler, present
chief executive of the organira- °
tion, that, except for =& brief. .
period prior to the publication of -
Mr. Garth's article, he had at-

1 tended every meeting of the so-

ciety and of .its executive board
and at none of these did he “know
or hear of a voie or acthortzation—
of any kind relauve to the reprlnt
mentioned.” .
Mr. Mohler uu klnd enouzh .
to do more than answer my in-
quiry. In his letter he bore down .

hard on Congressman Dandero |,

and his wviews, especially those
expressed in his speech of Aug. -
16, 1949, and declared that “all I

have heard from certain groups..

to date about these reports is
curses and imprecations, but no.

convincing denials.” He went on -

to state an interesting hypothems:

“If preferential consideration is -
given by publicly owned museums, " "

or those in control of the exhibt-
tions in such® museums, to per-

sons listed in the Dondero reparts -

as being definitely ‘Jeftist’ sym-

pathizers, and If the facilities of ..
- such museums are denied groupe
_ of representational artists who
. are loyal citizens, as charged in

the Dondero reports and by Mr.
Garth, it is not at =il surprising
that credence is given the Don
dero reports™ .

In reply to this I asked Mr.




This dnwmg of a beardless Uncle Sam, in- a d*npe‘
business suit and a star-studded vest, won fo'

Freedman of North Hollywood the $2000 first prize in s -
Nahomnde contest to fmd a symbol of UnclcSall. 1952. :

Mahlerx:henndmymdeneem
show that preferential considera-
tion IS given leftist sympathizers
in our public museums and that
‘loyal citizens are exciiuded trom
them: I asked, furthermore, if he
could demonstrate that such left-
ists as may be exhibited are given
‘the nght of way because they are
leftists and that such loyal citi-
zens as.are excluded are tossed
out because they are loynl Up to

" the time of writing, this question

h_ns ‘remained unanswered.

T THE TIME of my corre-
\ spondence with Mr. Mohler,

early this month, my recollec- *

tion of the Dondero incident was
vague, but I have since looked
into it. and I can_well under-

stand why the speech to which.

Mr. Mohler referred me was met
with “curses and imprecations.”
Dondero had been taken to task
for suggesting, in a previous
speech, that the art critics of New
York be muzgled, and on August
16 he lashed back like a man

T A I
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possessed. An ‘example of the f8-*
credible length to which he went™
is the foliowing sentence: “in’
1914, Kandinsky, a. Russian-borm;
Expressionist and nonobjective-
painter, who found it safer to live’
in Germany, returned to Russls,

and three years later came the’
revolution.” Quoted out of com-::
text this stetement may seem 9
be a-mere non sequitur, but j=-
full context it can only be remd
85 an effort to blame Kandinsky'

for starting all the trouble -

SV oa b be

‘Ruassia,

- Donderomusdtheml .
the late Peyton Boswell, the aalty:
editor of the Art Dlgutuﬂ‘
conservative - critic' ‘whom ~ MY
Garth.has often quotéd with gresg’
approval. Boswell had af the
gentleman from Michigan in fowr-
editorials pubhsbed at intervels
fn 1949. One of -these—Bosweil's

- particularly devasuung piece of

June  1—formed part of a very -
well-reasoned reply to Duondero

_ delivered on the floor of t.mm

Contirmed_ on Pape 30 .

12%9a
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Continued from Page 28
by his fellow -Republican, Con-
gressman Jacob Javits of New
York, on August 23 of the year
in question. But Dondero was
really served.up on toast by Emily
Genauer—far from a modernistic
extremist, as witness her famous
feud with the Museum of Modern
Art—in an article 'in Harper's
for September, 1949. All in all, I
was able, without the slightest
trouble, to find ten instances of
extensive published *contradic-
tion” to Representative Dondero,
They may not be convincing to
Mr. Mohler, if he is aware of
them, but to assert, as does Mr,.
Garth, that they do not exist at
all, indicates a disregard for easily
‘obtalned fact which scarcely in-
spires confidence in his views.

INCE, as a loca! critic, I am
more interested in what Mr."

Garth is saying in San Francisco
today than in what Mr. Dondero
. said in Washington four years
azo, I wrote Mr. Garth and asked
him about the meetings he at-
tended and the plots unfoided
there; I also asked him if the
meetings had been reported to
the proper suthorities, and re-
quested the names of the art
teachers, museum officials and
eritics who had been liquidated
or converted and the mames of
the fellow travelers who have
been put in their places. In re-
sponse, Mr. Garth very kindly
came to my office and ‘we spent
two hoiirs discussing’ the entire
situation in a very friendly, ob-
Jective atmosphere.

A conversation of this kind al-
ways wanders off into side issues
and Into ‘tangents that are not
at issue at all, Mr. Garth declined
to name any names and there-
fore could not cite any instances
of the boasting about Cammunist

success in the field of art about
which he had written. He said
that in his opinion the active

Communists in the art field ac-’

counted for about 10 per cent of
the whole, and that the rest
whose_ activities he disapproved
were doing the Communists’ bid-

ding without- being aware.of it.’

He said that the existence of a
Communist plot proved itself by
the fact that so little representa-
tional art finds its way into mu-
seums, but he also said that he
himself admires much abstract
painting. He insisted, like Alfred
Barr, that abstraction is nothing
new, but goes back through the
whole history of art; and he said
he uses it in his own painting.
How. this ties in with the view
that abstraction is & Communist
plot hate¢hed in Russia after 1918
he did not say.

Mr. Garth agreed with me that..
tn the last analysis, “modern
art” is impossible to define, and
that what may seem- to one per-
son conducive to “doubt, uncer-

tsinty and defeatism” may seem’

quite otherwise to & different
person of equal sincerity. He sald
the art he is interested in is the
art that appeals to the common
man. When I suggested thaj the

.common man~—whoever he may

be—may learn through experience
that there are many different
leve_)s of meaning and apprecia-
tion in the world of art, he pro-
tested that art should not require
special- indoctrination and that

"too much art of this kind is

shown. (By this time, as you will
see, we had drifted some distance
from the question of Communism
into some of the age-old questions
of aesthetics.)

8o far as Mr. Garth’s Commu-
nist meetings were concerned, he
said that in the 1920s he was
himself involved in leftist activi-

ties and was a wltnem to th.
Communist directives. for. m
handed out at that time.
these directives were so.well
to the FBI that there was ne
need to report them, and he of-
fered. to bring me documentary
proof of their existence if I would -

give him 'a signed letter stating

that in return for this favor X
would discontinue my investiga-
tion of these matters. I declined
to give Mr. Garth any such blank

-check, but on further questioning

he szid the directives were to tl:n

effect that artists were to pains

pictures of poverty and Injustices,
a thing one might well expect
left-wing artists to do without -
any directive at all. He cited &
recent statement of Wililam X.
Foster—"“Art is.a weapon in the .

class struggle,” or something sim- - -

ilar—but admitted at the end of

our talk that he could adduce no -

documentary proof that the Com-
munists in the art world had
been ordered to employ abstract
or nonobjective idioms.

One dislikes to use the tech-
nique of the opposition and hint
at- dirty work in secret - tonfer-
ence, but the timing of the Garth*
reprint may be significant. It ap-
peared just as the Soclety of

Western Artists was closing its -

twelfth annual exhibition, the
third such annueal to be held at
the M. H. de Young Memorial

Museum. The de Young aocepted .

the society’'s shows with the pro-
vision that they be juried, and

the jury, by agreement, has al-"

ways consisted of two members of

the SWA, one member.-of the_
de Young staff, one local critie, -

‘and one mutually acceptable art-

ist from another city. The grape- -

vine has repeatedly brought re-
ports of restiveness under this
arrangement among certain mem
bers of the SWA, especially
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fall, when the number of rejec-,

tions seems to have been espe-
ially large. On November 4, 1951,
Alexander Fried, vho had served
as the critic-member of the jury
for the twelfth annual, pub-
lished o locally unprecedented
articie in the San Francisco Ex-
aminer defending the actions of
the committes of selection from

- an unspecified attack, and char-

acterizing the rejected material
as full of “worn, out-of-date
formulas, anti-artistic sentimen-
tality, false prettiness md banal-
ity

Whatever Mr. Garth—who was
too busy this year to submit to
the SWA annual—may have had
in mind when writing his article,
it may well be that it was circu-
lated in the mails by some of the
disgruntled rejectees a3 & means
of expressing their displeasurs.
Recently in New York certain
members of the National Sculp-

ture Soclety, with the strenuous

dissent of men &8s conservative as
Paul Manship and James Earle
Fraser, their past présidents, cir-
culated a violent letter attacking
the sculpture awards at the Met-
ropolitan Museumn despite the fact

_ that the socléty had itself ap-

inted half of the jury of seiec-
ion and one of the three scuiptors
on the jury of award. This letter
was rammed through by a minor-
ity of the committee appointed
to draft it, and at least one mem-
ber of that committee was not
even permitted to see it. Com-
menting on this matter in the
Saturday Review of Literature for
March 1, James Thrall Soby re-
marks that “it is the long-estab-
lished technique of ' minorities
within art organizations to speak
as If they had the backing of their
absent colleagues.” We may have
a similar situation in the case of
the SWA mow and the Garth
reprint.

Perhaps this ascribes more de-
viousness and subtlejy to the
affair than it merits. Atall events
for minorities within organiza-
tions to make use of the names

of those orpanizations without

authority is a familiar Commu-~
nist tactic, and the SWA would
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doweutod!nvowmhperxom-
+ ances. _ A

T 'I'KEREueme commn-
nists among practitioners of
experimental idioms in art is be-
yond dispute; there are also some -
Communists—or there have been
—among atomic scientists, but no
one suggests that puclear physios =
is a Communist plot. (Inciden=~
tally, there are also some Com«-
munists among artistie conserve~
tives.) The linkage of experi~-
. mentalartperuwmzcmu-
nism is, of course, the product of
a comimon psychological falling: ~
We tend to lump together our
likes and dislikes, our pleam
and our fears, and to play upul
this tendency is one of the oldest -
tricks in the art of propagands.
When a universal fear liks the
present fear of Commiunism arises
amongst us, propsigandists will .
instantly seize upon it for their
own ends. When the ’
Show, the first big display ﬂ’;
modern European art to hit this:
country, was taken to Chicago In™
1913, the police scrutinized [
suspiciously for ideas subversive
to morals; now it is political sub~- -
versiveness that causes people to °
look under,their beds at night. :
How far this tendency can go-:
1s indicated by Mr. Garth's article
in lsst week’s Argonaut. Here the *
policies of the Nazis and Bolshe-:
viks, which led to the exterminh- -
tion of artistic experiment in -
their countries, are described as’ .
“wise,” “intelligent” and “nation- .
ally strengthening”; we are told
that “the combating of all dis- -
integrating ideclogy in every so=
clal structure is right,” and that
the former masters of Germany
and the present masters of Ruse
sia are “social experts.” When the -
-Instigators of the Siberian forced-
labor camps and the practitioners’
of mass murder as an everyday
instrument ‘of social palicy are -
held up for our admiration as
“social experts,” and when the
ruthless regimentation of artists
is cited a5 an index of cultural
maturity, I submit it is time for ..
Mr. Garth and his friends to aif .
down. and think where this art
controversy may be leading them, :
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murals-in the Post Office gave no indicatibn of it.

Thls work dates from the t1me Rlvera was here, or 1ater?

No, from much later. I thlnk thls decoratlon was com- j:a“‘

nissioned about 1937 or 1938 under a plan that the United =

- States government then had for devoting a percentage of

the budget for any federal building to art for its adorn-
ment. The new'nqst”office had been completed and had

admirable wall space. A national competition had been

held. Refregier won it. The fee for the series of
- twenty-seven mural panels was ten thousand dollars. Re-

fregier submitted his sketches; they were accepted by

representatives'of government and the panels were execu=
ted ove; a period of some years. Most of them are dated.
They record the history of California fromvpre-Spanishv
times right straight through to the United Nationms
Charter (1945).

Well, the stirring up'of the controversy resulted
in questions in a congressional committee and locally in
a2 move -- in part led by the American Legion -- but a
lot of other patriotic societies too were involved -- to
have the govefnmentvremove these murals fron the Post -
Officea"They couldn't be taken from the walls without

destructibn; they were not on canvas but they Were painted
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directly on the wails in some'sort of, oh,adry fresco,

or tempera palnting._

' Thls move to remove them was 1n the fifties?

Well, let s see, that took place in 1953, though there

cedlng two or three years. These took the form of arti-

cles 1n the Ar onaut, letters to the edltors of the local

. papers, and resulted in querles-by;the'respons1b1e congres-~ .

sional committee to the local federal government officers..
They.in turn weuld-eall on the directors of the three
art museums and other competehthpersons to look_ohce more
at the murals and to testify te theirvbeing free of poli-
tical taint. This happened several.times; It was, I be-
lieve, an echo of the MCCarthy_bgsiness which opehed the
way to politieal accusations of all varieties.

We three art museuﬁ"directors, local artists, and
San Francisco people interested in art knew the sources
in this case: a conservative artists' group, the Society

for Sanity in Art, of which Garth was a leader, stirring

~up patriotic organizations, easily puzzled by the mild

distortions of the murals' style. We decided that we must

now make a stand and defend the murals. They are ex¢ellent

and vorth fighting for, but also it had to be done on_
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principie. There were indications that if these murals
";uere destroyed, a, movement to Temove from ‘public bulld-

. 1ngs all art good and bad, would sweep the country, al=-

ways as here based on pre;udlce and on opp051t10n to con—
temporary art in general.;_r ’ _
The WPA had prov1ded mural. art for publlc buildings.'
The Treasury Department had had a program to reserve.
one_per cent of the constructlon budget of any federal
building for art decoration; and namerous states had
programs during the»thirties and forties for'public decor-

ations. Some were good, some were poor., This series by

| Refregier is probably the finest, and the charges against

them were frivolous or untrue., For example, one charge

~was that ass's ears had bzen placed on the American's

head in the panel referring to the United Nations Con-
ference. It happens that the stage of the Opera House
where the meeting was held was decorated with blue dra-
veryhung in swags, and the 'person who thought the ass's
ears were on the American's head had never seen the mural
in color and did not recognize the blue SWags of the
Opera House behind the American's head! That kind of
hysterical prejudice would have swept the coﬁntry.‘ It

had” to be stopped. We felt it here.
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demdeytr' - And so, a 01tlzen s committee was formed, 1nclud—

» | .1ng Mr. Dav1d Zellerbach, Mrs. Henry Potter Russell,

~ and. many other leaders of the communlty, to defend the
murals. Petitions were clrculated F1nally the his-‘
torians were consulted and the Callfornla Historlcal

'Society was called in to refute the accusatlons that
California hlstory was mlsrepresented, for example that
the depiction of a lynch;ng ecene.and4thevaptlfghinese; 4

" riots were insbired by racerﬁrejudice and brutality,"/x“
and other criticisms of that:kind_founded on misuﬁderf
standing.* 'Eventually.Chauncey McKeever; a lawyer, and
Mr. Thomas Carr Howe, Jr., the director of the Califor-
nia Palace of the Legion of Honor, were sent by the citi;__

. zen's committee to‘Washington to teStify before the
committee of congress. The attack was»defeated._ And
the murals are still there and all other murals -- ﬁerf
haps not as good -- elsewhere, were saved. o

That was the kind of leadership in community action

that only the museum could give. On the level of the
art museum profession we could set up a committee of

directors here} we called on all our art museum colleagues

*[George R. Stewart; professor of tﬁe University of Cal- |
ifornia, wrote a careful letter examining the’ charges. - tf'
PLMcM ] See copy following.rm; e L
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Diresctor ' : ' April 29, 1953
Sanpr;nciseommofm ‘ o
sap Francisco 2, California

Desr Mrs, Morleys

You have asked me as an expert on California history to ement on th.
nistoric:l accuracy of the Refregier mu als, What corpetcncy I have ia
the field would lie in the period befure 19ii, and would be based on the
vork I heve dons in the preparation of my biogra-hies of Earte, Phoenix,
and Thomes, my (ardes] by liupcer and various other - .iitings, Since 1 do
ot consider myself qualified on the recent h:story of Californh, I shall
ccrfine ny comments to the pictures thut date before 190..  This is ap-
rarently the important period izrvolving the rurals, since the H.J. Res.
211 msnticns the charscter of the "pioneers®, and pecple appsaring im
sictures this side of 1900 can hardly be called pionssrs.

I have studied the wurals by means of the black-and—vhito nprodnetiou
thzt you have sent me. In most respects I consider this method supericr
from the point of view of hiatorical resesrch to an attempt to study the
crizintls. The orints can be laid on the deak and studied carefully
through the hand lens whereas the origimmls cun only be cbserved Ly stende
irg and leaning the head back, I doubly whether in these pictnro. the
kistorical accuracy is invoived with the use of coler,

Bafore giving an opinion it is necessary to make scme mtmnt asg teo
vt constitutes historiczl sccuracy in paintin:s.

1. ‘I would t:ke it that literal accuracy is not demanled., It is mot
usually demanded of historieal paintings, For instsnce, in The Spirit

of '76 we do not demand 1o know on what battlefield three such umisual
iGivicuuis were so grouped, In washington Cropsing the Delawars we de

nct excect any precise evidence as to the grouping of the figures in the
tost, ard we skip the point as to whether a practical man like Washingtom
vould heve stood up at such a time, thus jeopardizing the craft's statility,
Such rictures are imaginative reconstructions, usually vith an allegorical
eloment. The same hes to te allowed for hi-terical paintings gensrally,

or ve ghall have to getr:.dofmetth-

2, I would take it also that minor deviations in detail must bo allovul te
. the artist, He must e allowed scme latitude for expression in his medium,
tnd also by the very fact that he is an artist he cannot have spent his

life at studying the details of California history. pPe mimimip non euray
lsx; and the same rust be - llovod for hiutoricc.l painting - or again ve
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rust throv them all out, Cnly major matters are pertiment. For instance,
I should teke objection if the artist hed represented the Indians in &

rotor=boat or shown the padrq using a power-sav.

b the basis of criticizm I find the Ret"re_giér m‘g_ls (vefore 190C) to be o
cn.the vhole historically accurste, (Certain detsils will be discussed

holov). .

the second paragraph of B.J. Res. 211 involves also the question of
nistoricul £ccuracy, thit is, it in effect levels a charge that the mi~
rals libel the pioneers and in a case of libel the question cf truth is

_of great impartance. :

sm-.a 1 have slready stated that I consider the murals historically acou=
rate in general, I might rerely let the case stand at this peint, It

| 1s, however, true that while the details of a Look or painting may be

true the whole effect created by selection of details, emphasis, etc., may
be such th:t the rszsult may be, for all practical purposes, libelous.

I have not seen any written iniictment of the murals, but I think

someone told me that objection was taken to the frces of the pioneers,
These faces, have & certain saxeness, which I myself find rather monotonous.
Because of the sameness anyone who thought the faces objsctionable might
claim that the artist h.d conscicusly satirized the pioneers. Actually,
however, I should say that the s:menress results from either a desire te
give a unity of effect or from a mere stylistic unity existing in the
artist's cwn unconscious mind, This is a well-recognized phenugenoa im
reny arts, This,in literature we spe-k of a Hemingway character or of &
Shaxespearesn tragic-hero, because they have certain resanblances Hwem
springing from the same artistic imagination, ‘ .

Moreover, I do not fird the faces of the murals objectionable as sueh,

The aprerently undue length, as observed im the prints, is doubtless

partly cauced at least by deuire to compensate for the murals being seen

from helow, This length contricutes scmething to the azd effect of many

of the faces, Um the other hand, I would szy thet the faces are neither
stupid, nor vieious, nor villaincus, They are scretimes $term, cften homely,
and gonerca‘n}y serious, ’

- Poasibly I huve gone out of my field to dlscuss physiogncry, tut I be=

lieve that there is a historicel conmexion. Padres, picneers, etc,, were
historically hard-working and often under-fed. They ran to ®ll, rangy

iypes. I have, in fact, made something of a study of this point histo-
:‘ically. There i@ ectusily .a t&ll, thin type which can te called the

early American hero figure.,* Here belong the young Washirgton (bs put

on wveight later), and clse Jeff{erscn, Jackscn, and Lincoln, Here also be-
longs Leatherstocking, as described in the first chapter of the n »

and he has veccms the typs cf the frontisrsran, Thess men often had emnciated
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snd .a,d facu. In fact, vhon Mr, Refregier's figures are bol.rdod they

often shov. 8- eonniderahlq raaambhmo to Limohl.

} yhether he was conscious of it or not, Mr, Rofroglor has boen, 4t seexs to

e, rerarkn ply sensitive in his feeling for early American prysie=l types,
fou will note that only in Torchlight Procession are stocky, woll-fd .

E types represented, and thase are eity-dwellers,

' The question can 21lsc e reised as to whether any of tho imividual p!e-

tures rerresert. tho pionesrs dcrogatorily. I shnll diacuu Mem]. pio- i o

»mlo . ) o ‘ .
¥ 1, Chirese Riots, I ahall say ncthing in dofonac cf thoso mo—rm:. -

"' (But see below for come general summetiom,) -

. 2, Vigilarte Days, This apparently refers particu_arly to the s-m Frap-

cigco Committee of Vi- ilnmco of 1356, althcugh there are certain sug-estioms
' of the 1351 Comrittes also, These incidents have cecupied a highly com-

troverzizl noeitiocn im Califcrnia histery, having been atticked znd defended

' by vsrious historiane. I myself once made a very careful study of ‘hem,

end ended with heving very great respect for the way in which they vere

conducted, Inrecent times there bas been a tendency, largely through ig-
. nurance, to think of them as mere lynching parties, Nothing coculd be

ferther from the truth, Although, to be sure, the mob once or twiee got

cut of hand, the effairs of the Comrittees weres in general conductsd with
- decorur, with justice, and with a respect for Civil Liberties that puts

rany of us mederns to shawe. The opposing so-called Law and Order Party

* was actually composed largely of praftere, corrupt jJudges, and crimimls,

© I would think therefors, thet anycne believing this nieture to be de-

f, rogatory to the nionesrs would believe so only through ignarance,

L In fact, Ithink that the artiast has been ama:ingly informed in this ple-

" ture., The ordered ranks cf =ober citigzens hold the forsground, The mob

- 18 sugrested in the backgrourd, The two figures on the left well sug-

. gest the necessarily somewhat eguivoeal neture of the affair, I am mot
sure whether the fisure with the raised hand indiocstes a gonuinely lhoeh.l _

© leglist, or a hypocriticsl "Law ard (rder Mar",

© 3. 8,F, as s Cultural Center. The fzces, in so far as I x"ocpgniu then,
© Tepresert well-known literary figures. I em not sure in what wvay the
semi-mude figure represents cultu e, and the show put on by Adeh Menckem'
- in lazeppa was mot ofithe kind usually termed cultural, I would sus-

- Pect either ignc-ance on the artist's part, or a quiet ploalantry. But
these are extrerely minor matters. .

In this connexion there is, for complete fairnesa, another and nr,y hportult
tatter to be ccnsidered. In the eighteen pictures éhich I have not eon=
sidered ua even possibly dercgatcry hrs the artist ecmpenseted for one oF

. OF two derogatory pictures by avoicing deroguticn and by actually presente

- ing the pioneers in a couplineptary fashion? It seems to me thﬂt he hll, :
trd very atriklngly. »

S A S o i o . v o .
-»».f‘?jﬂ-’\.r?,;x. sacgin ;;gr,“,,,”, el ke ke o e o~
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: o might have represented the %nqx;isMér- as torturing and enslaving the
Indians, . He hes o, - R

] s might have represented the Iniians at some priritive practice vhich would -
seez to us disgusting. He bhas mot, o '

He mﬁght have represented the podres as be_ingldiaeiplim,ry and harsh to the
Inijans, Instead, he has shown them highly beneficent, B : o

If he had been a ttemoting Comrunist propagarde, he could have represented
the Russians at Port Ross differently. .(But anyvay these were Czarists.)

" He right bhave representsd the pioneers as killing Indisns, porbapi,ma as
wantonly rassacring squaws and children as they did on various occasions,
notably, nesr Eureka on February 26, 18¢0. Instesd he shows an emigrant

killed by an Indlan. _ :

Mary historizns bave corsidered the Bear Flag let as & ctupid and not
very ethicsl affair., The artist has not chosen so to represent it.

The Forty~Riners frequently indulged in drinking, gembling, and generally
licenticus living, Their descerdents inde:d often erphasize this aspect
of those rictous good old days, The artist has chosen to show them hard
st work or else at the dull but respectable task of getting their meil,

1 7;‘ The Vigilance Cormittes could’a;eo have been mch wmore harshly presented,

I vould even speak of the Chinece Riots, It is well knowvn thet the rioters
against the Chinsse were predominantly Irish., Instead, hovever, of pin-
ning the riot upon a partieuler group the artiet has let them escepe imto
general anonymity by showing here his usual American face without any Irish

i suggestion,

In conclueion I should say that, in my cpinion, the only picture of these
. twenty-ons that shows the piomeers dercgutorily is Chinese Riots, Of this
1t can be salds _ |

' 1. It is only one picture, Whatever derogation is here presented is
milclt&u::are than compensated by the complimentary n:ture of most of the other.
pie 8o -

2, By mct pointing the finger against a particular racial and religiocus
group the artist has to scme extent avoided the sowing of dissension,

3. The picture ean be considered historically accurate,

. 4e If something dercgatory were not included im such a comprehensive

~ Viev of history as this, the artist would be subject to the eharge of falsi-
fying the reccrd, and his pioneers could be properly presented only with
sprouting wings, : ’ : -

5. The suppression of unpleasant dmcidents in & mation's history is
dangerous. We should keep them to scme extent before us, like a death's
head at a bamuot, to remind us, first, thct our fathers like curselves wers
fallible men and thst we therefore need not think we are wholly degemerating
B ﬁ :°°°mo that we may have a werning before us agairst falling into errors

: XCe8808, . ' - o :

Sincerely yours,
Géorgo R, Stewart
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.in all parts 6f,the country to write—to their respec-
tivé congressmen;iand thenvthe'locai'patronage'éroups,_
‘of trustees, womgﬂ's boards, intefésted inﬁellectual ,'.
leaders.of the community, and léymen spoke up. Ahd
‘that, I think, is ome of the things that a museus,
vespecially a museun of contemporary art which is in
the middle of things anyway, must considér part of
ité'function - to take a stand on the art questions
of the day, to furnish informati@n, to give leadership.
(A complete file on the cohtrbvéféy is in the library
of the San Francisco Mﬁséum of Art.) [For illustra-

tions of the Refregier murals see Appendix‘B.] B

1947 State Department Exhibition

Maybe you would say something about the State Depart-
ment exhibition, the traveling exhibition in 1947. Did

you have an active part in that controversy?

You mean the exhibition that was withdrawn?

Yes. ) | .i,

I saw it in Paris. It was gotten together for use a-
broad and I think its first showing was in Paris at the

time of the Unesco first general conference, to which
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- porley: I had been summoned. It was a very good exhibition, very

carefuilyiohosen.

 piess: 'By 'h°l"

f-mwley= By LeRoy Dav1dson, an art expert now teaching at Clare-

mont Graduate School in Claremont, California, who had

- originally worked for some go#ernment agency, 0.5.S5. I.

believe, which was the intelligence and the informatiom

arm, the propaganda arm; of the government at that time.

Tﬁis particular program was taken over by the Department

of State at the end of the war and it fell heir to the

group of paintings Mr. Davidson had seiected.'.It vas a

very carefully chosen survey exhibition of contemporary

American art. [For list of artists exh1bit1ng see. Appen-

dix €.] At that particular time there wasn't anything

very surprising about it or in it for'people who were used

" to art. There wasn't very much abstraction; there was a

good deal of semi-abstraction.

It was sent for the showing in Paris at the Musée

d'Art Moderne, in which all countries interested in Unesco

had partlclpated as one of the cultural events in honor of

the general conference., After that show1ng it was supposed

to tour Europe. I think it got as far as Czechoslovakia,

I think that was the next stop and there it was vithdrawn, -




141

Mmﬂsi: Many years later the palntlngs wvere sold at auctlon as
| }st"surplus, and because they were flne they were in great
demand.*,I'unds:stand the governmeqt had ‘a profit.

I think the‘sttack was partlY-by'people»Qho weren't
very well info;med on contemporary art, partly by artists
vho vere hurt that they hadn't been included, and who
pointed out'that some of the artists who were included
had been prominent in one organization or another that

in most cases; later, long sfterwards, hsd‘received the

label of "subversive.” It was a very complicated and
difficult thing, something that we're not completely out
of at the present time, because the United States Informa-
tion Service, which asks organizations to make exhibitions
available for its use abroad; has repeatedly'been subjected
to similar attscks. Its exhibitidns have fared rathes
badly in some cases, and have been withdrawn.

More rééently it's been admitted that you are hang- o
ing pictures snd’not.artiSts, so to speak. If the ﬁork
has no messége that by any stretch of the imsgination can

be interpreted as subversive, why obviously it's a little

*Advancing American Art 1947 (text by Hugo Weisgall),
published by U.S. Information Service, P:ague,‘1947, is

the orlglnal introductory catalogue. The Catalog of 111

011 and Water Color Originals by Leadlng Amerlcan Artists
- published in 1948 by the War Assets Admlnlstratlon is -the

'sales announcenent.
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5111y to. w1thdraw the painting: s1mp1y because the artist v_'
is thought by some -- usually other artlsts vho don't a
believe in h1s p01nt of view -- to be subversive. r

It's a very compllcated matter and for ‘a good many

years -—- sometnlng llke twelve years - a committee of
puseum dlrectors and other people 1nterested in the arts N
have been worklng, sometimes as part of*a vzsual“artSig;:
committee oniy; sometimes.as part of a general cdmmitteell.
representlng all the arts -- music, drama, and so on --

the commlttee for government in the arts, to help the
government arrlve at a reasonable policy for ‘using art,

at home andébroad. Lloyd Goodrich, director of the White
ney Museum of American Art in New York has been a leader
in this movement over many years. Recentiy a committee .

to advise the State Department on the arts has been

formed and includes Charles Nagel, director of the City

~ Art Museum, St. Louis, and Mrs. Henry Potter Russell, '

trustee of the San Francisco Museum of Art to represent
the visual arts. A good deal of progress has been made;

I think eventually the situation will be corrected and

cbmpetent people'vill'be used to advise on these exhibi-

~ tions, and when they've chosen a good exhlbltion nothing,

will happen afterwards. At present, all exhlbltlons are
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vulnerable to attacks by congressmen and irate c1tlzens,‘
untutored in art. ' -

' The most recent ev1dence of the klnd of cr1ticisn

that started with th1s exh1b1t1on that we are. speaking

of in 1946-47, with whlch I.had d1rect connexion, refer-

| red to the Brussels Fair show. in 1958, for which I was L

one of the jurors. ‘The Moscow Fa1r snow exh1b1t10n in
1959 repeated the experlence to .some extent.‘.

It's a complicated business,_representing a country

by art, and you can understand'thét'people:vho don't

knovvvery much about art and are ailittle suspicious of
artists‘because thej don't know them either, can be upset
by having things that they don't understand sent abroad:
to represent them. But it's a very benighted and untene
able position to attack exhibitions selected bj competent
people to win prestige for a country. - |

I'm suprised that the artists were in”the'fore.of this
attack, - |

Weil, it is curious, and it's always been somewhat of a
sore point, but there are a couple of artists' organiza-

tions that are extremely conservative in their point of

- view. Some of them have members who‘have,enjoyed a

great many official commissions intthefpast;‘that's
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especially true of one of the sculptors' groups.‘ They

o have con51stent1y attacked on polltical grounds anything

Riess:

-}done by anyone ‘outside their own group, and there 8 evi-

dence, as a matter of fact, to 1ndicate their having

: fed garbled 1nformat10n to Dondero when he attacked

practically evewone in the modern art field at various
times.* There is apparently a connexion between the

Refregier controversy and other attacks by artists"

_groups and by those whom they inspire, like Dondero.

I've been called_a Communist by Dondero, for_instanceé,

I'm in the Congressional Record as such, or accused as

being such, because of exhibiting abstract art. And
therefore, every time I come up for a special job of an
official kind,-why‘i have to go through the process of
being vindicated once again. I've never failed to be,
but it's a nuisance because as officials go through the
file on me they see such a reference and they say, "Well,
well, vhat is this?" You see?

The division between the conservative artists' and

'sculptors' groups and the others is not on stylistic

I"Communisn Under the Guise of Cultural Freedom - Strang-

ling American Art" in’CongreSSionaliRecord (House of Re-
presentatives), June 14, 1956, p. 9377 is a recent exam- ‘
ple of Dondero attacks. GLMcM. ]
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;‘,Riess: : grounds,theh? B

| § - Morley: Not completely. It's partly economic. Quite_frankly,

it's 1argely economic rivalry. Again, you can under-

stand the human element: if for yéarslyou've been the

person who's gotten all the commissions, it's a little

disturbing suddenly to see this new group whose work you

don't like coming into public favor and competing success-

fully for patronage.’ bf course, it's a losing dattle,

However, such attacks are very uncomfortable when they o

happen.
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WIDENING'ACTIVITIES

’Ihte;national Leanihgs

How and when did you become involved so internationally?

Well, in spirit it goes béckva long time, back to the

~ Berkeley campus. After the League of Nationﬁ; you know,

Wilson appeared here at the Hearst Greek Theatre. I vas

a student then. And i was convinced ffom the beginning

that the League of Nations was a good idea. Charles Mills

Gayley used to give lectures on it in those days -'I sup-

pose it was in 1920 and 19217 And I was disappointed that

the League of Nations in the end didn't have the support

of the Unifed States. I.thought this was a great érror.
Naturally after being partly educated in another

country I was later even more internationally inclined._

At least I realized that there was an advantage in having

'several‘counfries that one knew»well and with‘whose pat-

terns of thought one was at home. As I think back I al-

ways had an interest in internatiogal'éffairs.
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Then Ilcame back to California and settled in the
San'Franeisco Museum of Art. 0bv1ously being a very poor
museum it couldn't send ‘me abroad. And I,didn t do.much_

traveling»out of the country.‘ But in 1939‘t5é State_De—

ppartment called together experts in education and the
arts for a meeting to dl;cuss 1nternat10nal cultural ‘8C=
<t;vity. Soon afterwards a number of adv1sory committeea_

~were set up by the State Department under the d1rection

of Waldo Leland, then director of the American‘Couneil _
of Learned Sbcieties.v I was appointed to the‘committee
on art. Charles Thomson was the officer of the State
Department uith whom we-worked,.giving the best advice
we could.* Much of our attention was turnedfto Latin S
America. This was the first groping towards the cul-
tural activities which our government has gradually devel-
oped, in connexion with Unesco and on its own account,
for exampie, in the United States Information-Service;

My first trip to South America fitted in with my

State Department committee work. In 1940 under Timothy

TCharles Thomson was later representative of the United
States to Unesco and then exeutive secretary of the U.S.
National Commiasion for Unesco, State Department, Washing-
ton, D. C., now professor at the University of Indlana,
Bloom1ngton, and author, with Walter H.C. Laves, of UNESCO°
purpose, program,rprospects, BloomlngtOn, IndlanaUniversity,

'-,_Press, 1957. " GLMcM, ]
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L.. Pfleuger, of whom I have spoken, the art section of

the Golden Gate. Internatlonal Exp051tion in its second

iyear dec1ded it would have a survey of contemporary artf
~iof the Paclflc Basin countrles in the latin Amerlcan area,
A as well as. an approprlate representatlon from the other‘

‘side of the Paclflc. I went to choose the palntings -

no sculpture, too heavy to ship - from Chlle, Peru,' o
Ecuador, Colombla, Costa Rlca ‘and El1 Salvador. - Mr. Hoye
of the Pakce of the Legion of Hénor chose -those from Mex-
ico. | o |

As always happens, one thing leads to enother. Early
in 1941 I was asked by the office of the coordinator of

inter-American affairs to go to South America and make

~ the arrangements for an American exhibition to be shown

in all parts of South America and Cuba. I did the surveyb

of the principal cities and of places in them where it

could be shown and I made the preliminary contacts with

the Latin Americans in charge of them. ,
Then I was, for the years 1941 through'1943;an ad-
visor to the coordinator's office on art in Latln America.l
So that was an international job. The reason for all th1s ,
vas that in addition to my interest.fostered by the State

Department adrisory’work I am fairly fluent in Spanish
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and in French and therefore useful to. people who don't ;’
"speak Engllsh. (Laughter) As a result, I was’ the first
fmuseum d1rector from the United States to become vell-.
acqualnted with South America and contemporary art there.;.
‘And it worked very well and was to me a very satlsfylng ;-;
- opportunity.} - | N |
-, Then, of course, the war came, and there was no tra-
’vellng and the museum had no staff. All the young men
Cleft. I had one old man, who was an excellent packer, but:
‘that was all; the_others in the.museum were women. = In 1945
the museum's premises in the War Memorial Buildingvvere
taken over by the United Nations. The museum's floor,_
‘the fourth floor, was the communications headquarters of
the meeting, (for example,-in two minutes the army experts
who Qere in charge'of.the center could reach any partaof
the world. )., The mimeograph department was up there'too,
and so were the interpreters and translators_of documents.
We'had to move the museum at a week's hotice. I got
as our temporary quarters a shop on Poet'Street,'nert to
the St. Francis Hotel., But I did-get back to the Yar '
Memorial fairly frequently because there were several large
' plants, very valuable plants, that were SO b1g that they

~couldn't be moved. So I had a janitor's pass!
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. Riess: - To water them!
: Morley: And also we recelved shlpments of art in the storerooms‘
~ at the War Memor1al, unpacked them there, and then I
took them down to the temporary museum'on Post Street.
- Riess: Did you 1eévé some art for the United Nations people?
"Mm1ey: .No; they didn't vant ﬁhe ré§ponsibility. But we 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 internatiohal
: 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 héd been in people's minds in Europe
during the last years of the war. Ministers of educa-
tion, especially, got fogether 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 newv 6rganization to take over the
functions of the Institute of Iniellectual Cooperation 1
(of which the International Museums Office was a part),

and which was responsible to the League of Nationg in

various ways, led finally to thé formation of Unesco.h
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I Qas one of the people who briefed the,American represen-

tative for the preliminary méétings-of*thé prepa:atory

commission in London in the summer of 1946,

Unesco

Theniin_October of 1946 aé I was going on board a sub-

marine with other members of the navy's civilian advisory

 committee to have lunch and make a "crash" dive a cable

arrived for me fhere in New London from Julian Huxley in
Paris, asking me to come and be advisor on museums to
the library divisibn for the meeting of the preparatory
commission of Unesco which would launch the first com-
ferehce which hopefully, ét that time, would résult in
Unesco being set up as an internationai organization.

So I had my luncheon and my dive and called Washing-
ton that night to find out more about the offer. I gof |
to Washington the next day, got a passport in twenty-
four hours, went back and arranged things at the museum
so0 that I could be absent,‘and by == that was the S5th of
October when I received the message -- the 20th of

October I was on a plane for andon.l I spent‘about‘a ,
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) Morley: week in London at JuliaﬁfHuxleyfs réqqut,llivihg-in
his house in Hampstead, as a métter offfact,‘for he was
in Pé:is,.and then wénf;d&er_to Pafié on the 3rd pf'
' November. } | o | »
I prepared -= rewvrote -- the museum progrém to bq
- presénted-tO“the genera1 cpnferehce since it had beeh
" originallydrafted in very general terﬁé.by someone who -
. wasn't familiar ﬁith museum procedﬁres;and presentéd.
it to the conference after the Unesco charter was signed,
There were sub-meetings in each subject, you see,-and I
presented the museums part of the program. Then.it was
adopted and Unesco asked me to refurn for as long as I |
could stay. Well, I got permission from my museum to
have 1eave‘for two years. | _
Riess:  Was that easily done? Did the museum have a full staff
then?
Morley: Yes. Experienced stéff mémbers who had been away with
 the army had returned. Also I got aﬁ assistant direc-
tor, Richard Freeman, who became in essence acting direc-
tor and who did an excellent job in my absense.
So I finished up the various coﬁmitments I had for

the museum. One of the things that made my absense easy,

of course, was that the United‘Nations -- not deliberately

48 e DA A b b e
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but because-offall thelstructureuthat was built_within

the premises -- had pfetty wellltefﬁ3to-pieees'the gal—

’leries;, Ve had been coverlng thelr Walls with dlsplay
‘paper but it wasn't really satlsfactory. The renovatlon

" was to take place in my absense. Of course that vas a

long and compllcated process, taklng about n1ne months
altogether. So my absense was not too’ noticeable.'

i reported for duty on July 1st and stayed vlth
Unesco —— I had prmised the museum to be away not more;
than two yeérs -- until the.end of Februarj 1949. And
I got back to the museum in August.ofrthat.year. |
Did you start Unesco's Museum then? | -

Yes. Museum's first number, a double issue; appeared .in

~ July 1948, for the first general conference of the Inter-

national Council of Museums, in Paris. That publication,
of course, like Unesco itself, also goes back into the
past in that it is the contlnuatlon in a new form of what
wvas known as Mouseion (the Greek form of "museum'), which
vas published by the International Museums Office of the

Institute of Intellectual Cooperation. It had been

| voted in Unesco's progfam and budget at Unesco‘s second

general conference iniﬁexico in 1947;”-It'was Planned

and designed under my direction.
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- Museums Division Head

'MéfleQ: Vhén I went back,tothescolfof;the two yeats bggiﬁﬁing
| . iﬁ July 1947 1 weht back ﬁot és advisor on museums‘to
"the l1brary d1v1sion, but as head of the museums divi-
31on, and that was one part of our- program, that period—'t
1ca1 At that time Museum vas in French and Engllsh._ ~
It has recently become more 1nternat1onal still in that
1t has added summaries of all the artlcles in Russian :
and Spanlsh, and all the captlons of the 111ustrations
‘are in all four languages. Since it is primarily a vis-
ual communication this makes it very useful to all mu~ ‘.
seum people. Obviously Museum isn't of great concern
to Americans and British and French -- all museum peo-
ple in placés»vhere there is a very hiéhly deve}dped
museum profession and.organization -= but it's‘of in-
credible value to those in far-off places whefe there
are tery few museum workers. It is fdr them a link
- with the profess1on, it is the substitute for annual
meetings and that sort of professional 1nterchange, and
it helps them in keéping in touch with whatfs going on

in the other more active centers.
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It is a sort of teaching magazine?

Yes, for professional technical matters. It's meant

‘to keep people abreast of what's going on in museum
techniques. For instance I expect toséee?vitﬁin the

near future an article on the new instaliation; that

- modular structural installatioh, of the Lowie Museum

here in Kroeber Hall, because that's a contribution to
technical museum operation.‘ Museum is sﬁpposed to be
a technical magazine discuésing the philoéophy,.the

various technical skills that are employed in museums.’

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
and damage that 6ccurred to masterpieces..

Everything but the Louwre's "brown" pictures.

Yes. Well, thej haven't cleaned them quite as much as
some of the other museums do. There's a great contro-
versy on this subject still going 6n as‘a.matter of fact. ' 4
That's another thing that I knew a lot about when I was

there in Unesco, and I followed it to a certain extent

as one .of my responsibilities.
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Well, the other thing that started in those first
years of Unesco with the help of the muséﬁms division

when I was head was the International Council of Museuns,

'ICOM, launched originally by an American, Chauncey Hamlin,

former president of the Buffalo Museum of Science, who

had been‘president-of:the American Assbciafibh'df Hu-
seuns. He was able to engage the interest of a great

many Europeans and Latin Americans so that the organiza-
tion staried immediatelj éfter the war_andfhégﬁgroiﬁ'_ |
steadily since. - | . | o

And how is it related to the museums division?

vell, it's‘the international professio@al orgéniiation

in the museums field. It's made up of natidnalfcommittees

representing the museum profession in each of iis member

"countries., It has headquarters in Paris; general con-

ferences are now held every three jears and business and
committee meetings 'in between times. It receives a sub-
sidy from Unesco, and Unesco asks it to do certain pro-
fessional and other tasks of interest to its own work in
the museums field. So in a way it's the professional.
and action arm of Unesco, because the museums division 7
is very small and is more a clearing house, a direction

center, a leader;.if you like, rathef.than-being itself




Morleys:

‘Morley:

Riess:

Morley:.

157

an dperating organization.

‘Monuments

'The big museums program right now, pfacoufse,lis'beins

carried on by my successor, J.K. Van der Haaggn;,i

Dutcﬁman, who's especially interested in monuments. Thiﬁ -

.is the international campaign to save monuments in Nubia.

With the building of the Aswan Dam all the Nublan monu-
ments 6f upper Egypflare threatened for the& will be
flooded. You'll be hearing a greét deal about that.*
What can be done? - '

Well, they‘re launching a worldwide campaign for funds.
First, of course, they had to get information. They'fe
also collecting photographs'as documentationar There's
an extraordinary néw technique of taking photographs‘of
sculptures or of any art object of a three dimensioﬁal
kiﬁd which gives you an absolutely exact measure of itsh
form, so that through these pictﬁres you can reconsttute

the spatial organization with accuracy. (If you're .

.*Seé, for example, "The Coming Flood of Pharaoh's Temples®

by Etienne Drioton, Horizon, July 1960, Vol.II, No.6, p.8.
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interested in this sort of thihg,'the number of the -

‘Unesco Courier on Nubia has a great deal of informati6n

. ;ﬂébbﬁt it,"vﬁl}f%his'effort»tofsaveathé'monuments and fo ﬁ

Riess:

Morley:‘

‘document them has been formed and guided by the Unesco’

_peoplq.l'

Are,tthnical'devélopmepts in art of this sbrtvusually;
the’igﬁéntion of the people in art, or of scientisf5§:
No, of scientiSté rather. Egyptologists in this ¢ase;
The advisor to'Uhesco‘onlthe project and the persoti who .
has carried on a great-deai'of the negotiation‘with”thev
Egyptians directly; on the'professional level, is a
Frenchwoman, Ch;istiane Delarocﬁé‘Noblecourt, vho's

the curator of Egyptd;ogy at the Louvre. Of course you
should remember, in the case of museums in Unesco, the
museums division -- the museuﬁs and monuments division
as it's called now —- that it includes museums of every
kind, everyfhing from aguaria to zoologicaiEgardens.

They all have in common the collecting of specimens ==

*see "A Common Trust: The Preservation of the Ancient
Monuments of Nubia,"UNESCO, Paris, 1960. Also "Inter- -
national Campaign to Save the Monuments of,Nubia, offi-
cial Inauguration, 8 March 1960," UNESCO, Paris, 1960._
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whether of art, history or science -- and using them

'for the pleasure and 1nstruct10n of speclallsts and the
ngeneral publlc. They are the 1nd13pensable adauncts to
'research and they serve educatxon at all 1evels." ‘Since

my serv1ce in Unesco I continue to be connected vith it;

sometlmes formally, as vhen I was dlrector of the inter-'

_national seminar . on museums and educat1on in- Athens,>ﬂ;"

Greece, in September 1954*; as a member of the advisory

board of Museum, as a contributor to its publications;

as an expert for one or another technical task; or in-

formally and in its professional'or national connexioné
(2 member of ICOM's exccutive'committee; a member of the
United States national commission. for Uneéco for two.
terms; a meuber of the United States natioual comni ttee
for ICOM, called ICOMUS, and other such committees) to

help Unesco causes. The international interests have

indeed broadened and deepened, and the international

connexions have multiplied. They have. contributed to

the San Francisco Museum of Art's development -in various

~ ways. Exhibitions have been possible here_iu'San Francisco

*See"UNESCO International Seuinar on the Role of Museums
in Educatlon," report by Grace L. 'McCann Morley, UNESCO/
CuA/64, Parls, 21 November 1955 ‘
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because of these 1nternat10na1 interests and, espec1ally

.1n Latln America, they were respon51ble for the museum® s

'H_'belng 1nv1ted to assemble the Un1ted States representa—

tion for the third 1nternat10nal Blennlal at Sao Paulo,
Braz1l, and for my servzng as United States comm1381oner

there.f To me . thls was an espec1ally satlsfactory inter—

national chore. The‘other national commissions from out-

side Brazil were mostly colleagues I had known for a long

while;'I was interested to see what other Latin American .

’countries were doing in art since my earlier observations
in the forties; I was delighted to discover what the Bien-
nial in its short existence of six years had done for the

'artists‘of Brazil; and I was very happy to be able to

bring'to international attention our Pacific Coast artists.

They had a great success.¥%

*See "The Pacific Coast Artists Brought Their Climate To
Sao Paulo," by Grace L. McCann Morley, San Francisco Chroni-
cle, This World, October 2, 1955, pp. 22,23.
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' New Delhi National Museum

~ Riess: And I understand that in the fall you are going to New .
Delhi to direct the National Museum. Is this another
‘outgrowth of these international interests?

Morley: Yes. Only last summer my international activity and my

interest in Unesco led to a new opportunity for me: my

appointment to théJPOSitiOn of director‘of the National

Museum of India in New Delhi. I had attended ICOM's

triennial fifth general conference at Stockholm JulylfSi

and had given the report on Unesco's major proje¢t'f0r

incfeasing appreciation of the cultural values of Orient

and Occident. I then Stopped in Paris to work on thev_

number of Museum devoted to thevmuseums seminar in Rio

de Janeiro, then in preparation. . There I was asked by

the Unesco museums division staff to meet Dr. A.M.

D'Rozario, joint secretary of the ministry of scientific

vresearch and cultural affairs, and to discuss with him

some of the problems of the National Museum for which

a new building Qés then under construction. He inguired

if I would consider a post in it and some time later,

after my return to the United States, the formal offer
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Morley: of the difecfdz‘éhip was made,.
Riess: Have you ever been to New Deihi, to Indfa?
év,Horley:  No, I've nev-e:r been to New Delhi. Itve -been"to_Pak'istan :

o and other countries of southeast Asia, but néver yet to |
India. |

Riess: What is the National Museum like? _ |

Morley: Wéll, it's a new building that's ‘not guite finishéd- Yet.

Riess: : They had a museum before. » 'v ’

Horleys: “Oh, yes, a great collection. Thousands of objects! Pre-
history, archaeology; anthropology - cuitural andvphy-
sical -- and then art,,ﬁhich includes sculpture ~- stone
sculpture, bronzes -- and painting, mural painting, such
as that in the Ajanta caves, and miniatures, Mugl'ial and
Rajput, for example. They have been exhibited in the
president's residence and in various government buildings
and much has been in storage.

Riess: And you will have to learn Hindi?

Morley: Yes, I expect to. I'd like to. | _

Riess: And will you have to learn Indiah art history?

Morley: I know quite a bit about it. One of the last exhibitions
"1 did in San Francisco waé for the Unesco cohference -—

the sixth national conference of the United Stat‘_es
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national commission for'Unesco which was held'ih San N
Franclsco 1n November 1957 * And that exhlbition was
planned to illustrate the theme of the conference.

"Better Understand1ng Between the Orient and the Occi-

very big exh1b1t1on trac1ng the whole tradltlon of Orlen-
tal art and then br;nglng it down to its influence in the
present on-architecture, painting, and prints. There's
been_a great deal. ” |

Strong around here. :

Yes, but especially in the Northwest.

It made a very handsome show, a #ery interesting -
show for it both reviewed Asian-art development and'il-
lustrated, by a careful sampling geographically and in
type, how well it is represented in publiec collections
in the United States. And I prepared that show. In it
were something like fifty very fine Indian.bronzes re=-
presenting various periods: Indian stone sculptnre_from
Gandhara, Mathura, Gupta and later periods; Khmer, Cham,t
Thai, Javenese, Nepalese, Thibetan, Chinese and Japanese '_‘

sculpture; painting similarly representative.

Art in Asia and the West, San Franclsco Museum of Art,
October 28 - December l, 1957. '




~ Riess: ‘But T thlnk it's brave to go to New Delhi. j_ ' 

 M6r1e¥5- VhY° (Laughter)

B Riess: ‘Well, it seems as.if you re settl1ng yourself...ﬁ;ﬂﬁi

Morleys Far avay?

Riesé: _’Far, far away. '

Morley: Yes, it's a long way. Doesn't take so‘lbng;fﬁAbqut ééveﬁ-,

teen flying hours from New York,.l'think, if you flew

straight through.

Riess: You look forward tov'it? _

Morley: Yes. Oh, India is a great country! And I expect to en-

joy the Indians in the mass as I'vé enjoyed thdSe,I've

known as individuals,_ Theirs is a very great art'heritageg

and of course the prbblem is preserving the heritage,

 meking it vital to life today, in a country that is

adapting itself to the contemporary‘téchnological civil=-

ization of the West. And of course they're doing that -

very well as far as economic and other adaptations go.

I shall be very happy if my experience in developing

museums according to their contemporary ideal of scholar-

ship and public service for enjoyment and education can

be ‘helpful.
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_'Cﬁégehhéim.ﬁuééuﬁism !
Meés;’.vhat was ydur-year'siexperience at»thexGﬁggeﬁheiﬁ'Hﬁseun
in New York? - -: | | | | i |
Mmﬂeyi vweil, 1 vasﬁ'tvthere a year. I:was therepaboufvsix monfhs;: 5
| "And it was while the ﬁuséﬁﬁ,ﬁas in the temborary'qgarters
on T2nd Street. I left fqr{én,gssignment>in Europe al-
 post immediétel&'after the ﬁo§e tb2the Wright building.
So I don't really know. very much about the new building
éxdept its defects and &ifficulties f:dm therpoiht of view
of installation. It's a very handsome building, very ex-
citing as a spatiél expefience inside. But thefeAare‘prob;
lems because of thé rémp‘aﬁd the very strong limitations
of space imposed by the structural pattern. |
It's like a nautilus shéll, ydﬁ see, and 56 you have
ribs about every twenty-four féet, and that means you have
little bays breaking up the space and no continuous wall,

And the lighting in those bays wasn't very satisféctory as

Frank Lloyd Wright set it up, and so the only thing to do
was to introduce artificial light, and that's been done.

and it's very strong light.
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'mrgrt_of the problem was - that the walls, because

of this curious structure, slope .outward. Ofvcoufsg '

normally you hang paintings either'straight against a

vall or tipping forward slightly. But Frank Lloyd Wright's
theqrj'was:that when the artist paints-hé usually has his |
canvas inclinéd on an eésel.» Thét actually iSnYtsso;
most artiSts raint on é'Verticél surface. So this'élqp-
ing wall he .thought, would be a sort of contlnuous

easel. But it doesn't work; it would have made it very

 hard to see the paintings.

So Jaﬁes Johnson Sweeney, who is the director and

who is a genius at installation, decided that the only

- thing to do was to put the palntlngs on little stems of

metal progect1ng out from the wall so they would be held

forward and straight., And it works pretty well, it works

quite well especially for the contemporary things, A4ll

paintings, YOu'see, are being hung without frames. But
it's quite hard on a Cezanne to have no frame though,
and this painting actually is against the wall, for it
is on the louer level. |
The method of progectlng the palntings would give an -
external dlmen51on of depth, though, that mlght be in
confl;ct with whatever space is in the painting.'v

Yes, and people object to that, just as sogevpeople do
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to the intense light. On the othér'hand, it Qés thé‘
only solution, and it's really a stage effect, the blot-
ting out of the space behind the pa1nt1ngs by light. ; '
It works qu1te vell. R

But when we moved to the new building;..
You were in it for a short period, thea? .
Yes, I was thére for the six months that just bverlap—
ped the move. . | ‘ |

It became very quickly evident thaf there Qgs really
no possibility of doing the kind of work that I'd been
expecting to do when I went there, which was the supple-
mentary program. The problems of the instailatiqn, the
presentation and exhibition part of the museum, which
Mr.-Sweeney likes, and for which he is quite adequate,
took all effort. You see, less than 130 things can be
shown at one time as the museum is now arranged. But
there was no need for me in that part of the enterprisé '
and there was no possibility of doing supplementary pro-
gram because everyone was putting all his attentibﬁ on

this problem of exhibitions. $So...

Some day there will be?

I don't know. You justican‘t tell. Things evolve, you -

know. -
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But isn t there some. empty space at the top of the ranp?
;well there' s not empty space there because it has been

~reserved for other use than exhlbltlon. The bullding

doesn't provide any storage space elsewhere. Mr. Sweeney
has taken the top turns of the ramp for storage and for

certain work areas. These have not as yet [May 1960] been

put to their intended use. Obviously they have to be

seeied off for protection_against}dust,end that is ahe.
other problem. So the'ramp isvonly‘ebout three,big

turns below that, and that's the only exhibition space,
you see.l There is a little theatre, not verj hig, seats
about three hundred. Charming. It would be nice for
concerts and lectures and that sort of thing. And at

one time it was hoped that‘there could be development

of an important supplementary program; I had hoped some=-
thing new in museum "education" and in museum cultural
activity could be developed.

But obviously present1ng exhlbitlons is a tremendous
undertaking under the circumstances and it will require
a very long period of adaptation, after moving into so
unorthodox a building, to find your way. [Fer more re-

cent developments at the Guggenheim Museum see Appendix‘

D.] The problems are complicated byfinadequate and
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umdey{. podrly.arraﬁgedrpfficé and wofk.sbaég behind the scenes.

' And after all I haven'f too mény_yéars-at my disposal
"and.I;didn't want to wait until thing5~qduld q6me to a
"éonciusiop.' I want to kéepboﬁ inng:things; _' |

Riess: ‘In another fiye years you coul& pop back; |
Morley: = (Laughter) ﬁell, by that timé;;.
So I went over to the International Councillgf H§-'
_seums meetings in Stockholm in July; made a tripltd ﬂéi;:
Sinki»and.Coﬁenhagen,'and later to.Barcelona for soms
' reséérch, then I worked af Unesco in Paris for some weeks
and then did some writing. When I returned to the United
States in the autumﬁ.I got together séme exhibitions, |
includinglthis one down here*, and the Céfl’Morris,.a
Ford Foundation retrospéctive exhibition which I started
the preceding autumn.** Now I'm out here to supervise
the return of the Art from Ingres to Pollock' show,
Riess: Could one be a free-lance exhibition arranger?
Morley: It's very hard work and it's not very ﬁrofitable; You

need an office, a permanent organization through which to

*See note p. 37.

' *§ee note p. 103. . -
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;‘&nqey;‘ work.. In d01ng this exhlbltlon I.wvas the dlrector of
the exhibition, the selector of it, the presenter of. it,-7:
>the 1nstaller of ity the reg1strar that writes all the.
paper work -- plus the maker of labels for the express

5 vcompany, all that, you see. o

:ﬂniéés: : And-the packer of it! I don't think they knew what‘theyf>

 were giving you to do. _. ' , | |

“Morley: They didn't. But that's all rlght.; I knew. It inter-
ésted me. I thought it would be amusing. Méanwhile I
was waiting for -- you{see, I've'knoﬁnuof this Ihdian
appointment since_last August, but it had to evolve too,
And so I was very intefested in doing this small job for
my university. |

Riess: You menfioned the theatre in the Guggenheim. Had you

| done concerts and other extracurricular prograns of this
varxety at the San Franc1sco Museum of Art?

Morley: Oh yes, a very great deal of that kind of activity. In a
sense the San Francisco Museum of Art acted as a sort of
cultural center in general. So there was an 6verlap of
the various arts.. |

Riess: How about dance?

Morley: Yes. Durlng the late thirties, thanks to the WPA programs,
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,Qance‘wés'ﬁe;y;"very activé in San'FrandiscOa Andjfhe"
-museum_ﬁélpéd'anQOd deal byfpresenting'pgograpky‘

Sy

. OQutstanding Exhibitions

-Riess:

'_Horléy:

!

]
.fi‘

1
¢
i
+
3.
1

If you had stayed at the San Francisco Museum 6f“4rt"-
where do you think you might have tried for even more
improvement?

Well, if I had stayed it would have continued to be a

- small scale'museum but essentially the same typeyit'vés.'

That is to say, it would have continued trying gradually
to become more perfect as a small museuﬁ -- building col-
lections, building pfogram; trying to have the very high-
est standards of professional operation, very definitely
cdntinuing the policy of frying in a modest way to be‘g
center for study of modern art and to serve as it so .

frequently had in the past as an international center,

originating a certain number of outstanding exhibitions

and bringing to the area major high level exhibitions
originated by other institutions -- the type begun in
1952,‘présentéd_two or three times a year,_fhat-we called

"paid admission" exhibitions. These included such shows
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as the Matisse retrospective that the Muséﬁm of Mpdefn'ﬁ
Art circulated in 1952; the Leger show priginaied‘by_the't‘
Art Institute pf Chicagb; the Dufy, wnich we originated
and shared with Los'Angeles;.the Renoir which Los Angéles
6riginated'énd sha}ed with us; the Art in Asia and the.
West exhibition I haﬁe.described;'the'Fauve.and'the

Juan Gris shows from thé Museum of Modern Art; the Mar-
quet which was one of the last I put on (1958), origin-
ated by the San'Franéisco Museumlof Aft,_and which iater

traveled across the United States to five other museunms,

(Seattle, Cincinnati, Baltimore, Syracuse, Boston). The

museum would have gone on with that kind of activity,

continuing to explore the‘contémporafy field, its immedi-

ate'background and antecedents and so on. Admission fees

' supplemented whatever special exhibition funds were avail-

able, made a catalogue possible, permitied bringing works

of art from abroad -- and other things not possible other-

wise,

How can a museum afford the "not paid admission" exhibi-

:tiona?

Well, the museum had always a city subsidy.fér exhibitions.

Ordinary ohes are not quite as costly in that you don't

publish a cataldgﬁe. If.they are touring exhibitions '
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 Morley: _thérq'is sometimes a'Catalogue available, butfbnly those

sold are purchased and there is no expense involved.

They've been quite fine exhibitions in some cases. But

they're not as highly organized, not as elaborately in-

stalled as the paid admission exhibitions.

:'hiess: And when you send ohe out fromASAn Francisco your grant

from the city can cover that cost?

Morley: Oh, yes. It covers the cost of Qrgahizing the exhibi-

tion for our own use. After it starts traveling the

participating institutions pay the transportation costs

and a fee, which takes care of insurance.,

Of course we did organize exhibitions, like that

for the Sao Paulo Third Biennial in Brazil, you know,

which I mentioned earlier, that were not under the city

grant. That was independently financed. The Los'Ange—

les County Museum shared in sponsoring it. Money was

raised by people who were interested; the Museum of

Modern Art's international council gave a certain amount

too.

Riess: How does it feel to be raising money all the time?

Horley: You wish ydu didn't have to , because if you didn't have

to you could spend your energy on other things. But

yoﬁ don't consider the money raising a major part of
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;Moﬂﬁy:- youf—life it's a means to an end, and the end 1s blggerh‘
‘ . than the unpleasant means, and 1t's rewardlng, the final:j 

| result. You concentrate on that.
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" MUSEUMS: EXTERNAL AND INTERAL -~ = = -

. Museum as Art Patrom

Riess:

"Mcrieyz

What about the question dffthe museuﬁ as patron, as cole

lector?

Well,ln older centers, in European- centers for instance, dﬁ
and in New York, the museums feel ‘that they don't have
the seme responsibility’to the artists' community as a
museunm like the San Francisco Museum of Art thought it
had. At the tiﬁe the'museum'opened in San Francisco
there were practically no comﬁercial galleries, certainly
no galleries that»were interesﬁed iﬁ the iees_famiiiar
aspects of the contemporary development. There vere
somevthat were quite sound and thet would show things j
that were well established.

‘But in recent years that has changed There are
a great many dealers' galleries in San Francisco nov.
You see, in New York for 1nstance, there are something

like a hundred and elght gallerles, good ones, and 80
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the Museum of Modern A;t, which has its own particular

" toric mbde;n'movémentS}_veryra;éiy'shoﬁs the work of . -

artists-unlesé:they have_alréédy arrived at a ﬁositibn
of beipg recqgnized légders (Matisse, Picasso, Sterne),
or pf:artists that they are trying t§ bring to attention
after discovery (Americans, 1942; 16 Amgricéns,'etc,).'
Génerélly‘speaking the tradition of.hﬁseums is to

insist that art is something that is established. It's

only in our time that they've to some‘extent gone into

the area of living artists. Previously museums were col-
lecting agencies, preserving and presenting the art of
the past, and they felt no great obligation to have
a connection with art of the present. Now almost every-
wvhere, every'kind of art musguﬁ does have a program of
conteiporary art because it has been proved_that people
are immensely iﬁterested in that growing asﬁect of art
today and showing it is a method of getting people into

the museum.

We thought that we had two functions in San Francisco.

First, to inform fhe artists on what was going on in art

of their time, for their benefit, and incidentally to

help the public, by informing it, to understand what
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'their own grtistslwepé,doing; as well as about living

artists in general. And second, to do our.part.in

bringingafq wider attention, locally, nationally, and

-internatipnally, the art of the area,'because we were,

in a sense, a regional museum -- representing the region,

Conflicting Interests of Museum Supporters .

In a recent article by Katherine Kuh in the Saturday
Review she complains of the tendency of museums to think
in terms of numbers, of the "gate receipts."# Perhaps
this sighals another revoiution'in museum thinking. '

I kmow her very well, We often.talk about herbarticles.

Yes. That, of course, is a very ancient complaint,

‘that museums too often think that attendance is the onlyv

- way of measuring their success. We museﬁm people don't

normally think that. We naturally quote attendance be-
cause it's the thing that impresses outsiders if wve

need money, interest, attention, and the‘like.-

*ﬁCan Modern Art Survive Its Friends?" by Katherine Kuh,

Saturday Review of Literature, Vol. 43, Fo. 11, March 12,

1960.
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But what is important is the repeater, the person
who comes in again aﬁd-again. -And in our_prdgram in Sanﬂ

Francisco our deliberate policy was to try to build up

a visitihg.public.of repeaters. And we did that by a

certain-continuity in program, by,cértain ways of devel-
oping act1v1t1es, and so on. And if séemed.to work quite
well, The per=on who comes once when Aunt Susie! s coming
fo town, you know, then doesn't come again for three
years until Cou51n Katherlne does, doesn't get any good
out of the museum. |

I think even a very éasual exposu}e to art,'however,
is likely to do a person a bit of good. Also you remem-
ber it's percentage you're working with. You draw peo-
ple in: to most people it ddesn't mean very much except
a momentafy,'pleasureable experience, you hope; but a
cerfain number of that casual group suddenly discovers
he or she is caught by the revelation of a new experience,
a new kind of world, a new way of living, really. And
that's what art is, you see, if's a broadening of experi-
ence. ' | _
Another problem Katherine Kuh mentioned was the tendency

for museums to compete with popular entertainment:
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Vell, I think a great many museums feel that they must

do so. They have'a broader_éfdup--¥'in viSitdfé-and in

sﬁpporters'fé'than‘in the past. And this more or lesé -

leads.to a:pointftﬁét completes what I was tryingfto‘ﬁéke'

‘clear when we talked a whileago. That is, since the wvar

“you have an eptiféli-new.group of people who_are ihter-

ested and involved in'cultuféi and altruistic enterprises

" of different kinds. ‘They are, obviously, ybunger-than '

the former group; they come from a different kind of a

' background, in that they are more "do it yourself™ peo-

ple, the counterpart of people ﬁho build or finish houSes
for themselves. |

This oider group, of whom I spbke'previousiy vith
considerable admiration and-affection, thé ngreat lady"
type, were the people who were used to delegating detail
to others; the women had butlers and the men had great
business ménagers. And they all had great wealth. They
had greaf power. They gave everything, if they believed
in an institution -~ whether it was a hospital or a mu~-
seum -- they gave everything without expectiﬁg:any_re—
turn whatsoever because they had no reason for‘any'return

in prestig e, recognition, power, advantage. All that

they had already and were bringing to the institution of
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their choice.
Slnce the var, and th1s is very, very general, you.

have a dlfferent group - speaklng from a soc1al science '

"p01nt of view - concerned with museums. ‘In thevgeneral

publ1c 1t is younger, larger, ‘more varled and'from’aiis

. kinds of backgrounds. _Museum'supporterS'also ere-differ;’
" ent. They dare people who &oo't_heve'fortones for nobone h
.- has . such fortﬁnes.as in the past. They . are peOple vho,

because they have more recently gained a certaln amount

of financial standing, are very aware of vhat that T

‘presents to their status in the comﬁunity. They do things

very generously, very often, but they are also very aware
of what are the best things to do, in their terms, for
the kind of prestige they want, whether it's a prestigo
of socialvrecognition, civic advancement, or even busi-
ness adiantage; ' .

Therefore you find, in a great many museums, a very |
great emphasis nowadays on social activities because that
brings the individuals associated with the museums the
fastest popularity, shall we say, with more mention in
the public press, more status among those about thea.

They are, in other yords, a somewhat more practicel gropp

‘than the former one. - They're doing, for the-phblic,good,
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s all sorts of very good thlngs.‘ But at the same tlne they :

y,:are people who, 1n terms of ‘our - tlmes, are very aware of 'f'

| d01ng them the best way for themselves. They re very,-

" very often unselflsh . but not unaware, shall ve say, of

_theadvantages to be gained.

And so that's what Katherine Kuh was complaining '

about 1n_her article. A great many museums, a great nany

very good onmes, at the moment are not in a very hgppy,

state and mostly it is because of conflicts between groups

of their boards of trﬁstees and the women's boards, per-

‘haps, and so on, so that their good professionals have

'very often left to go elsewhere simply for that reason.

They_couldﬁ't de anything further in_terms of professional,'

development, which they thought was paramount, because of

this conflict and of this effort to be socially active

and to previde prestige.

I think this is a natural development. I think it

vill pass. It Jjust happens that museums at the moment

have a great deal of success because of the high prices

of art and therefore a great deal of prestige value,

They'therefore are under great pressure;from people who

do not think of their scholarly, cultural and educational

importance, but rather of making use of them for personal
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 advantage and in somewhat trivial ways.

How will it pass? Where will the change be?
Weil, I think people growvup in the_cbursé;of time. Mofé
responsible and serious pepple'wili,assert'thémselves in

the leadershipwhen it becomes clear, as it inevifably.

-does with time, that serious:prpfeSSioﬁal direction and

" integrity alone can bring permanént success to a cultural

institdtion. Just now this is not'yet clear and the 8itua-
tion‘is muddled in many places. ‘

They matﬁfe out of this, the trustees too? -

Yes, yes. Trustees and committee members.and so on. Yes.
In othef_words, I think the more permanent and impbrtaht»
thé vélues that a museum fepresents - becausé'a muéqun_
is a great educational and cultural instrument -- the

more definitely those values in the end will dominate.

Because obviously you cantdo adequately everything in this '

- time of tight budgets and limited staffs and do things at

a proper professional level. _So'yoﬁ have to chdose;

trivial soci#l'aétivity must bow to the serious responsi-

bilities of the muéeul. |
The third thing that Katherine Kuh was trying to

point out was that in thebenthusiasm for contemporary art

which has swept the country, modern art, art of the nine-




¥orley: -

Riess:

zMorley:

183

teenth century, Impressionism and so on, therértend_to"

. be people who think of themselves as gredt“connoisSeﬁrs

because they own some great moderns that have advanced

"phenomenally in price yet who don't know anything about .

art in general. And that leads_back to this question:
you asked if I‘felf frustrated because I was not ina.
general museum of art. _

No, because art's always the same thing, you see,
to me. Every time I deal with contemporary ﬁrt it is
only the manifestation at the moment of creative values
thaf I see going back as far as I can look into art
history. | | |
Then how can you let someone go through thé museum_wifh-
out telling them this history. |
Well, we did very often emphasize this continuity.v Ve
tried to do so for any important exhibition. Museums.
often can't afford the time and energy.td do it'all the
time, at least in detail, but invariably somewhere in the

museum you would find that contemporary art being shown

was placed in its context of art history. But in the mu-

seum we do, or did, try very definitely to show quite -
thoroughly the lineage of any important exhibitibh, so
that the visitor would get the relatlonshlps to art in 

general and a sense of the contlnuity. And 1n the
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educatlonal work there was never ‘any limitation to con--»

'-temporary art. We were contlnually giving courses thatA .
were leadlng back into the past, with the idea of shed-;; '~ L

-ding more llght on the present. -

" Ranks and Titles

When you joined the San Francisco Museum of Art in the

War Memorial Building were you director, or curator?

The title of curator was the original title simply be-

. Qause no one among the trustees knew any better. The.

former head of the museum down at the Palace of Fine
Arts had had the title of curator, but in modern pér—
lance curator means head of a department, a scholar, an
expert in his special field, and not the administrative
head of an institution. Director implies responsibility
both for the policy aesthetically, but also for the
policy economically and for the management financiﬁlly.
So my title was changed from curator to director -- I
can't tell you exactly when -- I think it was at the

end of the first four or five months.

"Then later you had curators'at the San Francisco Museum

of Art.
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" Yes, we had;7*That wasfope;of¢ther?anksltoward which a

peréon worked;z'We'ﬁsually'took bedple"ing‘if they were

-1n the profe551onal 51de of it, as museum assistants,

then a531stant curators, and eventually curators._ By

| about 1955 we were able to have a curator of prints;

'“fwho was also 11brar1an, who was profe551onally trained,,

Riess:

Morley:

and we called the chief —- well, he was the head of 1n-
stallatlon, but also dld a great deal of the research |
for exhibitions -~ a curator. Aﬁd we had usually'a
curator who was primarily charged witﬁ research and ed-
ucational work., But it's too smell a musum to heve large
departments, exceptvfor the prints,',That's like Cihein-
nati, as I_explained, because prints take little space
and one can acquire many of them, and . they serve well

to illustrate art history.

Adminjstration, Organization, Budget

One would expect that administration would go against :
the graln of the art expert.'-
Well, obviously people who are art experts suffer when

they have to give time to admlnlstration, but ‘there is

no help for it, because if you have an institution’you-
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have to have it admlnlstered. It's Just a way of making

- . the- thlng run. ‘And art museum people, though® they hope

-to spend as much time as p0551b1e with art, do vork

through 1nst1tut10ns., They don't work as 1nd1viduals,

~ or can't do the full scope of their work as individuals -

as art hlstorlans can, or artlsts can., Their uedium,

their 1nstrument, is a museum organlzatlon, vhether

it's a very small one-and they have a veryapersonal

control of every part thit,'or whether it's“azvery"

large one with deiegation of all detail. And they do

use it knowingly as an instrument of, shall we: say, educa—

tion, enlightenment, and enjoyment for the public they

serve. Whether it's a case of a university museunm,

where exhibitions and activities would to a very large

degree supplement courses and serve student, or of a

community museum -—a place like the Richmond Art Cen-

ter, for instance -- which hés certain features of mu-

seum operation in its exhibition program and which pro-

vides studio or workshop activities and courses as well

as exhibitions for a completely different kind'ot pub;

lic.

In San Ffancisco again it depends on opportunities.

A museum of contemporary_art of course has, to a cgttaih
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extent, a speclallzed public and you keep that public's
needs in mlnd._ Thls exhibition that just closed here,
Art from Ingfes to Pollack, was a more focused exhibi-
tion than normally is put:on in a museum.’ A museum
would cover the same ground,;perhapc, buttit.would cover

it from all the different points of view which a public

) interested‘in that particular period of art that would

come to visit might conceivably have. While here at

the University the exhibitioh vas deliberately chosen

and installed to illustrate fairly precisely a course of

which the art department is proud’endcwhich it used it

to celebrate,

What is the-crgecization of a museum?

It depends. A very smallvmuseum may.have a chief ad;
ministrative offlcer who may even: be called curator and
yet does admlnlstratlon. Ordlnarlly the admlnistrative
officer of a museum, who is very often also an art ex-
pert, is called the director, and in very small museums
there may be no curatof. In larger organizations the |

director may be an art expert, but he is prlmarily an

_ admlnlst*atlve head. And heads of departments are

called curators and they have admlnlstrative responsi-

: b111ty only for their department. They are prlmarily
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scholars,

How much of a problem to a museum is the budget?
Budgeté are difficult always. ,(Laughtef), It's very A
difficult to get enough money to do things in cultural

this country, were privately fournded and are still ‘to

a great extent prlvately supported, by endovments,_
memberships, and donations. Most of them, though, even
the private ones, are today recipients of sub51d1es-fron
some government organization, usuaily the city,'occap
sionally the county -- Los‘Angeles is a couhty' museum
for instance. Museums in the Smithsonian-system—4-
national museums -- in Washington ihcludihg the National
Gallery,'for instance, are federal, like the Smithsonian
Institution itself, which includes mueeums of science, of
history, and of American art.

But they received a great deal of their collection pri-
vately.

Yes, they did. The Smithsonian was founded by a private
donor and giveh to the nation with some funds; thetﬂap
tional Gallery was preSented, together with the beginnings

of the collection and endowments, to the federal govern-

ment, .
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§%mwlef=i' ' And an admlnlstrator struggles with budgets, of

course, and w1th staff, and with all the machinery of

making an organlzatlon go. Some people 11ke it very- '

much. It's primarily bu51ness. Obv1ously you have to,

 whether you like it or not, suffer through 1t, if you

'are respon51b1e for a museum. I never m1nded too much

because of the result -- 1 always thought of it as a

means to help art.

‘Here perhaps I should speak in detail of budgets

in relation to the San Prancisco Museum of Art, for

I remembered that you mentioned earlier having specific

interest in them as they afiected museum operatioh and

growth. You are quite right, of course: funds and how.

they are used are basic to any enterprise. The San Fran-

cisco Museum of Art mever had an easy time; there was

never enough monéy to do what needed doing. No one's

fault, just circumstances. It has no endowments, just

what income its trustees raise, its members'bring in,

and its various subsidies from the city add. As I look

back it is obvious we did miracles. Most museums have

some endowment; in recent years there was a dream that

the San Francisco Museum of Art might some day have

one. Perhaps it will come eventually.



fnmiey= , Meanwhlle, Mr. Crockar S frlends provided funds

:for operatlon durlng the first couple of years. Mem-

bershlp helped greatly thereafter. Vhen.the_museun_

opened, my own salafy‘was $2400 a year; the half’dézen'

 other employees all earned less than a-hundred a month,

The budget for the first year exceeded sllghtly $35, QOO., .

- When I left in 1958 it was in the nelghborhood of

$170,000. These flgures are not quite comparable for

they were calculated in somewhat different ways. - Hoﬁever,

there was an enormous increase. How costs have increased

is suggestéd: My salary was then (1958) $9,000, plﬁs a

travel allowance of $2400, annually, after twenty-four

year's service; my successor was recruited at $13,000

' annual salary, plus allowances. A secretary cost $60

monthly in 1935 and costs $285 to $300 now.

It was our custom to set up an "ideal" budget to

meet our needs. In fact, income never came up to expec-

- tations, though hard work on the part of the trustees

and staff and increasing acti?ities for members made it

grow steadily. Therefore expenditures had to be held as

closely as possible within the limitations of income, .-

Over the years, at incredible sacrifice, deficits at

thé-year end were avoided or held to a fbusand or two.
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Only in the exhibitibn,fﬁnd, subséribed-in 1952 for the -

_paid;admissibn'exhibitions, Vas_there-a cumulative defi-
5v'cf€;5for admissions'did_not_cpver'the'expenses of most

of thésé'great exhibitions and most showed some loss.

In that fund,aﬁhere was a deficit of less than 812,000__}

"By 1958, howévef‘ In other.wordS, géfned income from

admissidns,vplus the originﬁl;subscription‘of-about

$9500 and a deficit of less than $12,000, had provided’
two or three major exhibitions each year from 1952 to
1958. But increasing-cost of salaries and of every itea
in oPeration,‘usually'quite beyond‘the'museum'svcontrol,'
mounted steadily. The membership did;notrsufficévas a |
source, gnd though the trusteesvof the time worked hard,
they could not bring in enough.

Leaders in a éommunity differ a good deal in their
ability to raise funds and few in San Francisco can match
Mr. Crocker. Even when he became chairman of_the.board
instead of presidént, he continued to call on his friends,
but hedid not greatly expand the grdup., The others did |
their best, but income groﬁth vas slow. Yet expense
could not be held down, fof-membership growth depended
on»building up activities, and those could not'ﬁlways be -

self-supporting. As a result it was a continuous battle, |
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:'Hxiey; And the director found it vearisome sometimes! It was

‘discouraging too, fdr.it.stqod_in the way of accomplish-

ing much that needed doing. For example, Mr. Crocker -

was so intent on getting funds-for operation thet he

’never allowed sollcltat1on of money for art purchases.

tAs a result the museum could buy llttle and has only

smal 1 funds for acquisition bequeathed by Albert Bender

and" Wllllam Gerstle, and more recently glfts of the -

women's board._ Slmllarly, empha51s had to fall on

publlc aspects of the museum's work -- exhibitions, ac-

tivities, etc. -- ‘and more prosalc»thlngs behind the

scenes, like conservation jobs (that is,'the.technicgl'

care and preservation and, when necessary, restoratidn,

of works of art; For example, if a canvas' peiutéd

surface is scratched or dirty'br the varnish darkens

and must be removed and a new coat of protective var-

nish applied), had to wait sometimes for years‘for the

money to be found to get'them done. Sometimes they

never did get done; I always looked forward to the

next ten years!

So fund limitations were a very great handicap.

I do not recall any perlod when they were not. But »

somehow the essential was done, the museum did not go
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Morley: -into debt, and it.grew.' Whether membership -- inciuding

corporate membérship'-- fees could have ever been built

up sufficiently to make operation efficient and easy, I

feel”I éannot guess now. For the last few years before

1 left_the_"ideal" budget had been kept at the same fi-

gure, _Incoﬁe'increased each year but not sufficiently

to meet it. Expenditure exceedslincome by only-aqury

small sum each yeér, however, so the deficit was minor.

I hope the future will be easier.

-Riess: Vhat proportioh of your time did the administrative work

take?

Morley: Practically all the time when the museum had grown and

"became very active, by about 1951. Any time I gave to

writing or to activities or interests of a private schol-

arly kind was on Saturdays, Sundays, nights. The publié

relations business, sceing that the staff did the things

that were necessary, meeting with boards and comni ttees,

~ all that machinery of making the thing run, took prac-
tically all the time spent in the office during the day.

And that is general. It is a certain sacrifice one makes.

Bﬁt on the dther hand’I think devoted art museum“pedple

have the feeling so kéenly of the;ihstrument -- that is,




194

" ‘worley: using the museum to give enjoyment, to translate art and
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‘information for the benefit of the public, to educate and

so on -- that they are satisfied when it operates well.,
And exhibitions themselves ére'used:in that fashion to
transmit informafion, to educate.' They are édmmunicﬁ-
tions, as if you were writing;’youxsée. |
Incidentally museum people»do,a good déal of write-

ing of a technical kind of one kind or another, popular

“articles, catalogue introductions, sometimes catalogue

articles, translations. My specially is technical writing
for Museum, and other professional journals. I write on
art too, of course, but more frequently dn museﬁm tech- .
niques, | | |

WVho makes up announcements and bulletins from the museum?
Various people on the staff. That [;ooking at "The |
Anatomy of Art," twelve illustrated lectures, season
1956-1957, San Francisco Museum of Art] 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 designér and the museunm. -
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fOn the Job Training of Curators
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ARiéss: -How much édﬁéating of yduf cufators:do ybu havevto'do2.

| Morley: A considerable amount. I alwajs tried to recruit peb;

. ‘ple vho had very serious pfofessional training; usually'
in art, and some experience in museums. In some cases
they camé from fhe Fogg;‘in>other cases theyvhad.degrees

-in art histqry; in some cases.fhey wereértists. It all
depended‘on*our needs at the time. But the practiéal
work, the work of'museﬁm routine, almost has fbybell
léafned‘on an épprenticeship basis. And in a sﬁall -

seum like the San Francisco Museum of Art we did a great

deal of training. .
A great many of our good people there vept out after-

wards to other museums. On the other hand, it vas a

iimitéd kind of training and it happenéd that people ﬁho
‘had good equipment and I thought might Become good museum
people I have deliberately told to leave after a certain

period because it was too iimited an expérience»-a"only

contempora}y art, only so small a museum,-andAin a.city

fhe size of San Francisco. They needed.bfoader éxperi-

ence after a time. So a number of them have gone to bigger -




Morley:

196

mﬁseums where they get more general background.

- It should be emphasized however that the sﬁccess

' fof a museum depends very d1rect1y on the abilities of

Riess:

Morley:

staff members. San Francisco was very fortunate through

the years. It was able to brlng 1n an occa51ona1 well-.

‘trained curator or educational speciallst. Its,techni-v

_cal personnel it recrulted locally and for the moét

part trained. They were a skiiled and devoted group,
with high professionaljand technical standards Af‘verj
neeessary, for on their care and skills depended tﬁe
safety of art in the ﬁuseum. Changing exhibitions and
dependence on loans to such an extent made this depend-

ability of the staff of major importance.

Professionel Associations

What are the activities of the professienal aseociations
such as the American Associatioh of Art Museum Directers?
The American Association of Art Museuthireetqrs is
limited to seventy-five members at the present time.
They're‘elected on the'basis of their heading a museun,

on personal qualifications as well as on the basis of. the
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% Morley: qualitylpf work they and their museum do. That is,
_they_ere‘eelected personally in a SenSe; ‘but as repreQ
;sehtafiies of a museum. And 1t isn't automatic at ‘all,
'They meet annually, usually Just before or Just after,'
and generally before, the American A55001ation of Mu-
.seums meetlng (whlch is 1nclu51ve of all types of mu- |
seums and all ranks of museum vorkers) The directors
consult together about all the problems of. adminlstratlon,
conn01sseursh1p, and general art nuseum operation.

Riesst  This would be a "clearinghouse“ of sorts in the United

| States, like the Unesco museums division? |

mniey: Yes,'only‘it's professional and correspoﬁds rather to
ICOM. Also it's more limited to very confidential mat-
ters concerned with art and art museum operation. And
also we enjoy onebanether's company; we're entertained

niceiy, we see collections, we exchange professional

news and views, that sort of thing.

* Riess: I wondered whether the d1rectors' group make sweeping

policy changes, that sort of thing.

~ Morley: No. Within the group, yes, but on,a confidential level.

Also unlike other professional art organizations it is

not an action organization. { is rather a personal
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Morley:- contact and cleafing“house Qfganizétion;
. The Western Asépci;tion of Art Museum Directors,
by contrast, is an acfion'orgahiz;tiog in the sense
‘that it circulates exhibitions. I understand that re-
éently ﬁhéy'veféhanged:the tit1e to Western ﬁssociation ) N - f
of Art Muséums.,‘It startedfidng‘ego because of the need.
- of people here in the westefnlregion who are remote

from New York, with that large jump from Chicago across
a country where there.weren't any museums at all, to
get together on exhibitibns. 1t was, to a very large
extent, and still is, strictly an exhibition agency,
with a certain amount of confidential consultation but
much less becguse it's a much more open group.

Riesst On Qhat‘level would "confidential conversation" be? On
employees? ' _ |

Morley: No, it isn't a trade association in that sense; it's a
professional.association. It discusses policy'to some
extent. But it is the American Association of Art Museum
Directors which does most of this type of confidentiall
consultation among.its members. For instance we would

bé'likely td,pass around among ourselves ihformation if

. there were a forger at work in the art field'in this
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counfry or abrqad. The art museﬁm direcfors can help
them, on a very highly confidentiél baSiéJ“:It'ue':e"
having reports on problems of buying, of atfribﬁtion,;
they might be discussed and expérience‘sharedlwouid be
~ helpful. Reports might even concern ‘sources for-ac-
,,quifing pictufes, that sort of thing. It's the kindéof
. information that can't possibly be published-but is |
iery valuable to know if.you are.in the field of art.
It's a very important professionﬁl assistance.

And indirectly the art museun directors! associa-
tiohAdoes méke policy. That is to say if over a peribd'
of years the American Association of Art Museum Direc-
tors "frown" on something it's likely to be corrected,
But it isn't an "action" association in the strict
sense. It proceeds at a very high 1evé1 and confiden-
tially always. But it has improved director-trustee
relationships on occasion, by formulating ideal standards;
it has given guidance on employment practices and relation=-
ships, in an indirect Qay; it advises on the contro1 and
copyright use of color reproductions and on'bther tech~-
nical matters where sometimes there has been exploitation

for commercial purposés. We work very hard.' They'r§ 
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usually three-day meetlngs, or two and a hif,
Many such profe551onal assoclatlons have - an almost un-

wrltten law agalnst "shop talk" when they gather, and

" thus 1nvalidate the whole cause of the1r conferences.

Oh no, the . shop talk is the th1ng that counts for us
because we're dlspersed, ‘all busy. It's hard to*exchangef

1nformatzon by correspondence, though we do that too.-

But in so large a country as the Unlted States getting

together at least once a year is very valuable.

The other organizations of importance in the art'
museum world are the general ones, like the American
Association of Museums;‘which has art sections of vari-
ous types, educational and conservators' sections as
well as sections in the fields of science and history.
The American Federation of Arts has museum as well as
individual members and serves museunms, principaily'by
circulating exhibitions, helnful above ail to the smaller
art museums. The Smithsonian Institution has a travel-
ing exhibition service, also, and it provides a great
many art exhibitions, Then, of course, there‘is the
College Art Association, which is of interest to art
museums, but especially helpful to_art‘historians'and

teachers of art. - There is a conservation organization,
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the'IIC which has an American'chaptér Most of us are

'& ue partlclpate or contrlbute as the occas1on arises,

'fwhen somethlng they do is pertlnent to us, and most

.. of us at one.tlme or another hold offlqe\on the govern—ﬂ-

Riess:
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‘ing'boardsfof fhesevorganizations; There aré'also re-
~ gional organizations, concerned with art and with museums.

_ Most of us also participate in them.

"Us?"

Members of the art museum directorsf éssociétion. In
other words, we include the leaders, the acfife peopie
in the profession who try to help as they can to guide

and form it into a profession.

Museum Educatipn

Ve've mentionedvmuseum education several times. What
is its role in the museum structure?

It's very impbrtant, more and more impoftant as a mate
ter of fact, thqugh a good many of us don't much like )
the term,"educétion;"-simply because it tends to be re-
garded by a great many péOple as a_borihg,.pedestfian

sort of affair. In a way we feel that eferything an.afj_

'Internétibnal Institu£e for Conserﬁation_of.ﬂistoric"’
- and Artistic Works ' : : : L
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museunm does that serves “the pﬁblio is ed&oﬁtion-in a

very profound sense. But apart from that there are ac-

'~t1v1tles whlch are’ deflnltely organlzed from an educa-

tional point of view. TheJ d1ffer usually from the

‘ educatlonal act1v1t1es of a un1vers1ty or a school in
‘that there is no compulslon. The miseums have not a f’;'"

"captlve audlence, you see; the1rs is an audience that

is attracted. And that audience may be<attent1ve.and_
work or it may not, and be rather casual.'_USually the

programsvin this category are very diverse and'fhéy may

‘be, some of them at least, directed to the general pub-

lic that just wants a certain amount of backgrouhd.
Some may be iery specific,

To me it's a very interesting field because I came
into museum work when there was arvery violent.controf
versy, to which I earlier referred, going on between
the curators and those people who were scholars in the
art museum field, and those who Qere, shall we say, the
go-betweens, the popularizers of scholarly information,

who were the educators and who were fighting very hard

for recognition in their own right as a part of the

. museum hierarchy.: That battle was won, I would say,

during the early thirties, so that most big museums have
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had from that time on education departments that enjoyed

"a certain amount of ﬁieétige_within the museuonrganizAp

tion itself and were respected by the curatorial staff.

And were headed by their own curator?

Weil, usually not called-a ¢ﬂrétor.; But again that con-

troversy goes on at the present time.. A curator is a

person who's the custodian, the keeper if you like ==

the English term for the same thing -- of tangible ma-
terial, theicollections, while -the head of education is

often called supervisor or director, or dean in some big

museums like the Metropolitan,

And on the sfaff of an educational department you

have all sorts of people. You have -- in a very big mu-

seum -- specialists in child instruction in art, you -

~have lecturers in all categories, you have guest lec-

turers who come in who may be all kinds of people ==
from abroad, local scholars, and so on.
Does this describe the way it is in San Francisco?

Usually in the San Francisco Museum of Art, which‘I ->

know most intimately, we had one person who specialized

primarily in thé-educational part of the program. He

usﬂally helped out with other things as well. And then

all the péople of curatorial competency, including-the
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 director; lectured or did demonstretiens of'whatever was

'needed; from time to time in e fathef.side rangehof lec-
‘tures;‘demonstfations,'forums, panel leadership, and the
- like, both in'the museum and outside it. |

- And the program would differ from semester to semester? _

Yes, and there were changes to meet changing condltions
over the years. On Saturday mornings ye had a children's
pfbgram, a‘very small one now. I think I said earlier in
our talk that in the beginning we used ‘to hate up'to.:-
three hundred children on a Saturday morning simply be- |

cause at that time no one else met that partieﬁiar need,

But now a great deal is done for children in the city.

The deYoung and the Legion both have active educational
departments and they both have their special activities
serving adults, young adolescents, school groups, chile
dren in general, as weil as the general public, just as
the San Francisco Museum of Art does.

Are the people who come to the elasses usually members
of the museum? Or is this a way of gettihg members?

It depends. Usually if it's a paid course -- and very

often in order.to get a certain émount,of seriousness

we ask for a tokeh'registration fee -- the fee is waived

| or very much reduced for members. And-So@etimes people
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join in order to profit by those cdursésvat'a reduc-
tion. If they're at all interested in that sort of .
thing and participate to any extent in courses, attend -
lectures and movie programs and concer t s, they savo».

their annual membership fee very easily. v

' Was. Park Merced péft of. the education extension service

that ybu had under the-Carnegie?"' _

No, Park Meréed came muchvlatei and'ﬁas'an"indebendent
experiment. Park Merced was a community, you sSee, near
San Francisco, that theorefically would have been a
neighborhood, with opportunity for more or less cultural
and everyday life integral in itself. Local leaders were
very anxious to have the museum set up a branch there.
So we arranged to do it on an experimental basis. I had
hoped to carry it with volunteers, mostly, and to make
it a women's board project. And I think probably if we
could have gotten people to carry on long enough their
service as desk attendents thére it might have worked
very well, but it had to be staffed by volunteers who
got bored when there wasn't a lot of activity all the

time, It seemed a little thing compared to the museum

‘itself, you see. It did not offer enough prestige to
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hold their interest.

Volunteer meﬁbers of the women's board?

-

Yeé.z And other people who were 1nterested in the museum.

They didn't reallze that sometimes the museum didn’ t

"have lots of people in it either. They just thought that

it was always very busy and very actlve - had no 1dea of
the 1ong years-of bulldlng it up. Board members are
likely to visit the museum when big events are going on,‘

previews, and the like, and so they are inclined. to

" overlook the quiet times in between the act1v1ties. In

their projects they tend to get discouraged if there is
not great activity, and quick rewards. (Creating inter-
esting volunteer work and rewards and pretige is the.

task of the director, and often the effort to do so al-

most outweighed the behefit;!)

Curators as Educators

Generally how do curators feel about being educators?
It depends. In smaller museums, middle-sized museuns,

curators almost inevitably have to do part time work as

educators though they may do it on the higher, more
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specialized levels of educatiou,rather than_just'Sundaj

- afternoon gallery tours, for instenee; which are'the

lowest form of museum educatlon and communlcatlon., Nowa—

Fdays, however, curators are not 'so much in "ivory tovers'

as they used to be, and they usually partlclpate in edu-

: catlonal act1v1ty in some way, as ‘a matter of course.

It's not a matter of objecting on pr1nc1ple, usually,'

U it's just that to prepare for a good lecture takes a.

» very long t1me ‘and curators very often are fine scholars :

and have so much that they want to accomplish that they
begrudge the time. And you're always behind in scholarly
vork in a museum anyway. (I recommend that you look up

a recent number of the College Art Journal in which there

~ is an article by Valentiner on the problem of curators in

American museums as compared with his own youthful experi-
ence in Europe, and suggestions for what could be done
here.*) |

American museums, by the pattern of liviug‘in our
country, by the fact that theybhaVe to earn their way to.
a great extent -- there are private museums; but even

public‘museum;must appeal to the public to get publie

*nScholarship in Museums" by W.R. Valentiner, College

Art Journal, Fall, 1959, Vol. XIX, p. 1.
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support --'have'a heayiefgload fo'carry of extra-museum
_ aétiﬁities'théq.do;museuﬁsudf céuntries'where-support is

upfpiided traditionally by é%iérﬁment.v And so, only in

the very_great museums, where the curators can be pro-

vtectedffrom demands for education and popular services,
- are chatprs able to devote their whole time to scholar-

'ship. And it is a sore point with ﬁany. That's why at

the present time so many of our very'gifted young‘people,‘
who might very well be ornaments to the museum profession,
are drawn into teaching art in colleges and universities.
We -~ that is, those of us who are veterans in the museunm
profession -- are wdrried_right now because we can't get
enoQgh good young people to enter the professiom.

There will be conflicting demands ﬁﬁon them in teaching
too. | v | _
Yes. Still they do have‘long vacations as they have not
in museums. And they don't have to cope with trustees
directly, and committees of boards and that sort of admin-
istrative demand.that devours time. So there isn't quite

as much waste of human energy. And that means a great

‘deal to a scholar. Their starting Salaries are usually

better, tbo, right now. Then they have more security, be-

cause at the present time -the museum professidn in general,
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and espeéigliylthé'Art museﬁm professiqn,-is'fairli
chadtic.v It hasri't taken a stable form and»qu't,zl
think, for a little while. Tenure is rare and salary
scales are not logical.

Is that somethlng that the American Assoclation of Art
Museum D1rectors would try to correct? '

Well yes, indirectly. The American Associatlon of Mu-
seums 'is trying to do it on a broader scale because it
is more # trade orgapization, you see, and‘it is wofking
for better salaries, ténure,‘and that sort of thing.
Veryroffen the art museum directors, if it is a matter
for action, will ﬁass it over, with their recommendationms,
to the museum association for study and action.

Vell, it'S guite underﬁtandable.v We're a new coun-
try.v 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, and1so on. $o many )yeople,

especially out here in the West, but to a certain extent

everywhere in this country, think of it aé a luxury
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activity rather than a fundamental cultural or intel-

lectual activity. .

Openings and Social Events: Museums and
Changing Conditions L _ S

Has pub;ic assoqiation with museuﬁs‘become hofegof a
1uxﬁry activitylis the sense you just mentioned ihfre-;
cent years? I gather from our eaflier conyersétioné
that it was a serious commitment iﬁ the beginning —-
in San Francisco in 1935, -
In a way, from the broad point of view of the general -
public and for the legislator, art was always a little
bit of a luxury. But-from the point of view of the de- |
voted people who founded art museums ‘-~ back in the
seventies and_eighties it started, andlwept on into,
oh almost up to the beginning of fhevwar, I'd say —-
there was.deep respect for>their cul tural importance.
In gegéral that attitude of devotion to a cultural in-
stitution like a museuh, without asking for any return
of a pérsonal kind tended to prevail uhﬁil éftér the
last war. There was always a certain amoung ofbperi-,

pheral development of social activity and that sort of



‘thing, of course, but it was recognized as subordinate,
to serious museum,functions, liké_polléctions;lexhibié.,
tions, education.- " |

But in the struggle after the war to get a bf&ader .

L ,Bééeuof‘éupport, get more people interested, obtain more

money in order to pay higherfsalariéé; and to care for
a11 théE6£her things that were costihg'more and more,

the groups associated with museums changed to a 6ertain'
extent. AlSo the former serious group was older and
tended to disappear, and ybu.had new people coming in
who were not quite so alfruisticaliy devoted in some
cases; who did a good job and devoted fhemselve;'but
"who very.often were awaré df the advantages of attach;nél
themselves to a successful cutural institution and shar-
ing in the prestige it represented,

To a certain extent that's going on in every kind of
organizétion that depends on pubiic support at the pre-
sent time. It's not unique to art museums, but a little
bit more evident there simply because of this association
of art with prestige and social success. It's a compli- -
cated sort of thing, you see, and ver& interesting fron‘
the sociological point of view, shall we say, from the

social science point of view. That is, museums' place
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in the communlty and in scholarshlp is in flux now, 80

it's very hard to make any deflnlte evaluatlons -and ap— o

"prralsals. You Just note what's happenlng and consider.

Riess:

Morleys

. 1t a sort. of shaklng-down period.

But even so un-soc1al non—luxury an opening as a shov-.

ing of ‘an art;st here ianrpeber Hall is preceded-with

engraved‘invitations. Hd& does this fit into-thg scheme?
That goes back much farther, actually. lIt has been al-
ways'the habit of artists opening a one-man show td inf'
vite friends and patrons to the obening. It is'the'yggr
nissage (...meaning opening or preview because artists-
sometimes were still applying varnish Qhen-their friends
came!), the tradition of French gallery shoﬁs and of

the French Salons, a very old tradition.

An opening can be used -~ and we did deliberately

use it in this way in San Francisco -- as a means to at-

tract members, because an opening is very gay and can be
very pretty. The member§ preﬁiew, for instance, of the
Art in Asia and the West show was a great spectacie. The
stage in the auditorium was filled with large brass Bud-
dhist candles on great yellow and whlte blocks so it

looked like a- Buddhlst temple and it was a very brllliant

occasion. -There were two or three thousand people there
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jorley: -- I don't remember how many -- all dressed up. And it

was pretty nice.

From my p01nt of view I- llke that klnd of social,_

or "soc1ety" if you llke, manlfestatlon around a museum:

event, like an 0pen1ng, because 1t's_of a very brogd_

- and democratic kind., Anyone who is a member comes, and

a member may bring a guest, and it's fun, and one has a

'dhance to talk to other people interested in art. There

is a sense of géiety but also art is part of it, Proba-

bly oné doesn't get a chance to look too much at the art,

but that's normal too. But some there come back to see

the exhibition, we hope. But in any case there is no

limitation to any particular group of members within‘

the general categories that the museum services and de-

pends oh, but all members come.

While for anything more specific that doesn't have

a natural limitation, the museum gets into a difficult

position if it does anything that is notbdpen easily to

the whole membership. For instance, if you were having

a dinner in the Members' Room beforeban’opening jou'd

naturally ask board members and their wives or péople

in the communlty who have special connection w1th that

event, and that would be a natural 51tuat10n and no one
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could criticize.,,But when you have a small activity,

for instance a hall,'well-the muSeum is'very small and

» you'¢ou;dn't'havé'comfo:tably more than a thousénd peo~

ple. Well that-meaﬁs turning'away several thousand mem-

bers and wives, or asking‘so much for tickets that it

'is out of the reach of many members of a museum serving

the public at large in a place like San Prancisco.
In other words, I think art should be surrounded

with gaiety and'elegance on appropriate occasions, to

-introduce an exhibition, for example. Why not? It's

the human thing. But I don't think an art museum should
ever be dependent on the stimulation of snobbishness;
it must never fail in any way to serve the membership as

a whole and of course the general public as well,

What were the outlines of an average few days for you at
the museum, both in the early days and recently?

Well, in the days of getting the museuonpened 6: in the
early years while getting any large exhibition opened,
one started, as I've been doing here (Kroeber Hall) re-
cently, at eight o'clock in the morning and one wofked
late, supervising the staff. Everyone was being broken
in-and'I had to keep very close track of things. Ih re-

cent years;itrained assistants carried on the detailed o
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MorleY‘ superv151ons. Then of.course one met with commjttees,
getting ready for a preview, for instance. Ihé women's
board, for examplg, took ' care of the soclaliéspects of
‘that kind of activity. But one met with them to discuss
and decide on plans. One met with committees fdr con-
certs. And from tye;ve'when.the museum;openéd until din-

: ner-timé one was in the office énd'probably-had-a eucées—
'51on of interviews, talked with staff, and so on.
In more recent years, because of a very well-trained
staff, mostly tralned by us drectly there, “the machlnery
- of operation went very smoothly ihdeed and it was just'é
'matter of conferring with staff members for the prepara-
tion of an exhibition and modifying or approving the way
it would be put on. And very often, if I were very busy
planning an exhibition, or writing, I'd stay home in the
morning and get to the office at about two o'clock.

I élways did a great deal of nizht work., I always
believed it was very necessary when the museum was open
to the public to have a competeht staff member present
behind the écenes; He might be doing something or other
connected with his regulér_wdrk but he was on call. I_
especially liked to be there:when the;e were any public

activities -- concerts and so on -- so I usually took
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night work and Saturdays because I was freer than some

of the other Pprlelvho had vives and children and other

-commitments_at=homé,"It worked well tqoibecaﬁ#é;l felt

free to use my mornings for quiet work.

It was a ve;yllarge public felatibns"job?»f_ 

Yes, it has to be, neceésarily. And it's a'very combli- 

cated one. 'Especially thé San FfanqiSco Museum of Art

vas complicated because it didn't have its own building.l

It was in a public building, but as a private museum

you had to walk the line very carefully. Always if

.there were a very exclusive social event I used to get

abusive letters criticizing the use of the museum for
any special segment of the population. -

From museum members Qho had missed out on something?

Ko. They were'vefy often unsigned, which is most annoy-

ing. If I got a signéd complaint or attack, why then 1
would always make a point of writing and explaihing why
such and such a thing was done. |

Usually there was a reason.

Very often I won ffiends for the museum in that way
from among those who had been critical. ’

But I remember quoting —- and I remember my board

members were very shocked by it, but.it was the sort of

it S
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thzng that I had cont1nually received 1n the past -- an

anonymous note saying that the soclal groups connected

w1th the museum were taklng “advantage of publlc facili-,ij

ties for 'society' purnoses. And. you could see vhy
that type of reproach mlght be dangerous to a prlvate o

museum in'a mun1c1pa1 bu11d1n°.3 And so I made it a

point never to close the museum to the general publie,

even when we had a special event for members, and that's
vhy our openlngs were on Monday nlghts when the museum
is closed anyway. And it worked out very well.

The only other time we ever.clesed the museum was
for the Unesco confe:ence here in November 1957, and
that was on a Thursday night. That was so Big'a public
event that it really transcended anything else. We had
some 1300 delegates from all parts of thevcounty who had
supper and saw the Art in Asia and the West exhibition
-- illustration of the theme of their conference: ine

creasing understanding of Asia in the United States.
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Riess:  You minimize your part in the museum's growth and suc-

cess.bffsdyingvif vas "just thevmomént" rather than the .

‘person. - -

Morley: Well, I thihk-the museum developed at a very lucky mo-

ment, in the sense that many circumstahces were favora-

ble. San Francisco was becoming more mature, and you'had

a place for a museum of our kind. You had the Museum of

Modern Art in New York which could make exhibitions

available which we'profitted by. 1 suppose that my per-

sonal contribution was that I nappened to be there, that

I had the proper kind of background, training, expérience;

and interest, which is a little bit unusual, in the con-

temporary living art, and at the same time in the his-

toric tradition. To me they seem a continuity, and not

too different, one from another, in their essentials.

The external appearance obviously differsQ; Now it is

the reaction to the‘environmeht;_to themement, to the . -

spirit of our time of which we spbke.earlier as the con-

ditions in which art is developing noﬁ, its direct




' d.Morley:

219

response (as in _actlon palntlng) and. 1ts unlversality
(51m11ar movements and express:.ons are elerywhere) that

count. The external expre551on has been qulte differ-

~ent in other paiods bu;vessentlally in art the creative

stream fiovs on. »

B 1 was lucky to be able to understand somewhat these
developments and to respond to them. And to me it's very
excltlng to have had an opportunlty to be a part of a ,
place where art was developlng very_fast, as it did 1n‘
San Francisco from 1934 to 1958. It was rewarding to
work where the stimulus that we were able to bring in
in the form of these exhibitions of abstract art —- the
Museum of Modern Art's.Picasso, Forty Years of Hiedﬁrt,
the Surrealist, Fantastic Art show, and all the others
that were summaries or illustrations of the background
and of the great leaders of the contemporary moVemenis
~- had a direct effect on artists and public. It was
satisfyinc to see the stimulus that that sort of exhibi-
tion was to the arﬁists, to see them responding; to

realize that having great things of their period agaimst

" which to measure their own work was important to them.

And then, why the San Francisco - Bay Region school

'ishould.develop S0 extraordinerily well was again a com=-
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bination of accidents, There was a Diebenkorn and a
Sam Francis; Still énd Rothko came here; and so on.
You see? So art development is a combination of things.'
And a very happy combihation... among other things,

of;ﬁaving people who believed in the kind_éf‘instiﬁution
the museum was, who got as much money as they could to
back it, had confidence in the sort of program that we
worked out, had confidence in mé'és the direcfér for
. that‘long and very profitéble peridd of steady growth,
until about 1955. And that gave me the.kind of freedom
and assurance‘I'needed in which to work, | o

- And then, obviously, as opportunities arose fﬁr
.me -- the Unesco opportunity, the connections aBroad,
the State bepartment trip under its "léader” program in
1955-56 which took me to East and Central Africa, to
Asia and Australia and New Zealand -- these helped me
to learn and made me of greater service to the museum.
Without demanding very much money, because we tended to
have relatively less and less as costs rose, I could
still gét'exhibitions that were extraordinary. It's
incredible that as small a museum as the San Franéisco
Museum of Art should have originated any exhibtions at

all, let alone participate in the Museum of Modern Art‘
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exhibitibns; ahd'those majpr_onesllike the Leger done
by the Art'Institute bf,Chicago. Simiiarly-it.vas fan-
tastic that the'ﬁusénm,could presenf‘Dufy and Marquet
retrospectives-orvaﬁ,Art in Asia and‘thé West eihibifibn
of major stature. (They were all three the result of |
my research qu the museum had no one else who couid
carry pn'fhat kind of scholarly work.) N
| But'it‘was a matter of building bonnections,‘be:ﬁr
ing interested, giving a great deal of tiﬁe to éll-so:té
of professional activity, which again nade it possible
to bring.thfeads together. It was élso the scholarly
training, the languages, the knowledge of art. It was
more than anything else being resigned to giving time,
. endless time when one wanfed to be studying or writing.
or courée that's the reason why I was able to do this
little show here. ‘I knew wherelto go and I had the —
confidence of professional people; they knew thelr
things would be well taken care of and well used. I
knew what were the trends to illustrate.

So all those things counted. You can't saj'one'
thing more than another. I was very fornate in the
early days with Tim Pfleuger and Albert Bgnder and Vil-

" lam Gerstle. Also certain members of the women's board,-
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3 who cared about the museum, backed me, got me the money
vfor 1mportant profe551ona1 projects, the Sao Pauk:Bzen—

'._nlal in 1955, for example. I've mentloned the;r names.,

’”l Mrs.iﬂenry PotteruRussell, who also became interested '

~-in Unesco, uorked very closely w1th me in internatlonal

act1v1ty for a long time and occa51onally ve work to-”'

gether Stlll. It was her support that for many years

‘made ny 1nternatlonal act1v1ty possible.

All that was part of it.

I worked hard. Don t think when I went on a trip

it was a holiday. Whether it was‘a State Department

trip -- as was the one around the world, ,0u know .= Oor

a trip to New York -~ sometimes I would go for a weekend>

to do a job and then I'd be back -- it was a part of the

general pattern. There were no hours; I lived the mu~

' seum's work all year long and round the clock, wherever

I was, It was, I think, an advantage that I had a cer-

tain freedom and a certain feeling that this work was

more important than personal convenience and therefore .

I felt a certain dedication to the task which, certainly

in the beginning,-and for a long time, and perhaps even

today, was a very great advantage. Unless you have a

blg organlzatlon, plenty of money, plenty of staff, there
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are lots of’things that you can't hire people to do and.

some of those thlngs that needed d01ng I could do, I knev'

how to. do. "And so I suppose I was a falrly valuable per- L

son therefore.. We hope so.

And not anybody could have walked 1nto these. 01rcumstancesf o

and made a success.’

Vell, I was lucky 1n ny background and my speclal combina-

tion of 1nterest, lucky too 1n the opportun1t1es that came

my way. I am happy that what-I_was could be of value bes
cause, after all a second generation of San Fransiscans
-= San FrenciSco'- Bay Region rather than San Franciscan

to be exact -~ but having known San Francisco in art snd

cultural terms from my early youth, having this tremen- .

dous possibility of giving time and energy and what ta-
lents I had to helping along sdmething‘that vas there

and nurturing it a iittle_bit, encouraging it, seeing

it eventually flower to the extent it did was to me a
tremendous;satisfaction and I'mvtery gled it happened.

I should have liked to see it through another ten years...
Whyvdid you retire then in January'1958?v _

As a matter of fact I did not retire,_though that was

one of the reports. But-as you see I continue my pro-

fession. I did resign January 30, 1958. . The reasons
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oould furnish a complicated explanation. of course'eco-

nomic pressures were great, with money dlfflcult to get.

and those supposed to get 1t not too successful bat that

vas nothlng new.a Essentlally, and 1n slmple terms, it was

~ because I had found condltlons 1ncrea31ngly unfavorable,

from about 1955, and they. flnally made it quite 1mpossible

for me to contlnue to carry the development of the museum

’forward accordlng to the standards .of the past, and I had

to remaln falthful to those.-vSo we came to an agreement,

the boards and I, convinced on both sides that an open

confiict on the ohange of policy would harm the museum

and the cause of art here. So I left August 15, 1958,

and let the ‘active dlrectlon of the museum pass into

hands of the boards' choice., I finished what I could

-and provided favorable conditions for continuance of such

projects as I could. But of course some had to be dropped;

started in some cases long ago, they would have produced

their results only some years hence, perhaps, and depended

on connexions of mine... I could not assure those. How-

ever, since being in New York I have been able to help

somewhat, to contribute toward securing several impor-

tant gifts-for,the museum, for example. But I cannot

‘help much now. That is why I regret the next ten years.
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- I should h-é_.vé liked to see 11; through but only if,
heedléss to say, the favorable conditions of the b¢s¥;
yeéps,'théiyears of stfuggle but of3creative'growfh;uand
ofrthé kind of §d§port given by the group‘fhat helpéd
me start the museum, could have been found again. But.

while I was its director the museum did contribute to

a moment of art history in the Bay;Regiqn:a#d it was 8 .

part of it -~ and the results have QbVibuslyibeeh good “

-~ for the artists and for the public. They are a deep

and lasting satisfaction to me now, and wherever I shall

" be.

e
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 Grace McCann Morley |

i v- Grace McCann Morley, 84, a

- longtime director of what is now

" the San Francisco Museum of Mod-

ern Art and a legendary figure in

the international museum contmu-

nity, died yesterday in New Delhi,

her home since 1960, after a brief
iliness.

. The world-famous -art expert
was born in Berkeley. She earned
her bachelor’s and master's degrees
in French and Greek at the Univer-

. sity of California.

. While: earn_lng a doctorate ‘at
- the University of Paris, Morley's ac-
. ademic interests shifted dramatical-
" 1y, and she decided to devote her
- life to art rather than teachmg 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 o

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 ye;rs 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 —“Artin Cinema” —atan
American museum, and television
series, “Art in Your Life,” that was
shovm m San Francnsco during the
1950s. .

After leavlng the San Francisco
Museum of Modern Art in 1958, she
spent a year as assistant director at
New York’s famed Guggenhenm

. Museum. From 1960 to 1966, she was
.. . Qirector the National Museum of
.. Fowr years later, Morley re-

New Delhi in India. In 1968, she
founded the International Council

of Museums reglonal office in New :
Delhi, which she headed for 10.
years.

She rémained active as a con-
sultant and lecturér until shortly
before her death. '

In the 1940s, she became deeply
involved in worldwide museum pro-
jects, among them the first ex-
change exhibitions with South
American museums and establish-
ment of the International Councxl
of Museums. . .

In 1947, she took an 18-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 1949, 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 Arts and Crafts,
Smith College and Mills College.

___Sheissurvived by nephews and _
nieces in the Sacramento area. :

;

e Funeral arrangements will be
‘announced. .
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APPENDIX A - Dro:)ect for a Board-selected Exhlbltion of

Local Art

First;Draft - for suggestion and improvément;'pleasé.

Project for a feétured exhibition of work by artists of the-
region selected by choice of Board Committees. ‘

Proposed for discussion by
G. Morley, Octiober .8, 1953

. Purpose To encourage study and active judgment of contem-.

porary art by those closest to the Museum as a means of pro-
viding for them some of the pleasure of experiencing art and’
of plannlng a major exhibition. It is an effort to emphasize
art - art in formation and of the place - as the core of the
Museum's existence, and to obtain deeper understanding for
contemporary art and increased regard for art1sts in the Mu-
seum group.

Parallels For a good many years with great suécess the Mu-
seum has depended on the artist community to help it in plan~
ning at intervals an invitational exhibition, reviewing art

‘here, to supplement the juried annuals of the San Francisco

Art Association. This is done by .sending ballots of the names
of all those recognized by inclusion in annuals in recent years
- with opportunity to make additional nominations - to all
those artists listed, requesting them to nominate the twenty

or thirty artists they consider, among their peers, leaders

at the time. Tabulation allows for an exhibition of the nec-
essary number of artists from whose recent work the actual
exhibits are chosen. The result is an exhibition of high

,quallty based on the judgment of artists themselves who are

in the best p0551b1e p051t10n to evaluate what is significant
from their point of view in contemporary product1on, and to
draw attention even to promise, S

The prOposal To request as many members of Boards, under

Board lcadership and museum and artist counsel, as are willing
to do so, to form a committee of study and selectlon of artlsts

A e
e
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of the area‘(exhibiting in the three annuals and in the Rental

Gallery, in.any group, in. therare one-man: shows and in the ar-= -

~ tist-selected surveys like the above) for a featured exhibition -
to be held in approximately a year from now, probably the maaor
exhibition of the late autumn of 1954, : :

Method The Museum will send to all Board members an 1nvita- -

tion to give assistance in this manner. Obviously some members

will be unlnterested and unsulted or unable to contribute.

Board leadersh1p is requlred to help 1n launchlng soundly the
- idea. Certainly a good deal of persuasion should be applied .

to younger and as yet 1nexper1enced members of" all Boards to
participate in order to fit them better for their services to.
the Museum, as well as to begin to establish through them an
informed nucleus of art llterate people in their respectlve cir-
cles.

Each exhibition as it occurs during the year-will'be~called to
their attention and they will be invited to form a judgment omn
the basis of the works in it. This process should begin with
the Watercolor Annual opening next week and should probably
continue at least through the watercolor show a year from nov
in order to iron out initial misjuggment based on inexperience,

- At the time of each pertinent exhibition all will be invited %o
see it, to study it and to form and record a judgment as to the
twenty or so artists from whom to select exhibition material for
the projected exhibition. It can be anticipated that from time
to time .they will be urged -to consider other exhibitions as
points of reference or clarification for their own studies. At
the end of .the period of studying in the exhbitions work of the
local artists their judgments will be submitted to them for re-
evaiuation and final decisions and then tzhiated t6 produce

the exhibition. To aid with advice the Museum will set during
each exhibition a period or periods when the Museum staff will
be available for an intimate discussion of the exhibition either
with groups or with individuals of the Board Committees. BEs=
‘tablished artists and art-informed people on the Boards, like
Mesdames Cox, Cross, Dailey, Haas, Hamilton, Martin, Sintonm,
Smith, Wurster, and W.W. Crocker, Gardner Dailey and others om
the Boards, or to join them who have eXperience or knowledge of

- art will be asked to assist in instruction as well as in leader-
snip. Occasionally artists may be asked to help. Reference:
books, of which the indispensable ones may be borrowed for home.
readlng, wlll be prov1ded 1n the lerary and visual reference




© material will be available in the Study Room., No need to go*

* " further into mechanics at this time for they will not be diffi-

- - cult for the Museum to administer and will be an adaptation DR
~of familiar technigues. . ; '

Results The experience should be stlmulatlng for Board members
and add interest to ‘their position. The.exhibition can hardly -
help being excellent. The selection of artists’ from which the:
eventual exhibition will be drawn is already on an exeeedingly
-high level. For the individuals participating there will-be

an incentive to know, understand and evaluate the prevailing -
styles and artists here, and also..to obtain sufficient back- '
cround to place them in relation t¢ art movements in this coun-
try, as well as on the international scene. It will- 1nev1tab1y
create conversation and discussion .which in themselves will have
value for the community. It should lead to broader and more
discriminating knowledge, a deeper. interest in the artists of

. ‘our region, even some purchases perhaps. -Most of all it will"
assure Board Members' becoming a part of art here which has not
been true before. It will give them a more intimate connexion
wvith what is probably the most important and exc1t1ng of the.
Museum's functions: helping people to know and enjoy art of
their time and to establish a direct and friendly contact with

- the artist as a creative human being valuable to contemporary

society.

It the plan works at all as it should the results for the Museum
in professional publicity will be gratifying. Locally it should
be stimulating to the artists and to the public. It should be
launched with the greatest amount of care with publicity on the
beginning of the plan as soon as it is functioning. The exhi-
bition should open with a major preview to assure publicity of
every kind, but focused whenever possible on the art meaning of
the show and to give prominence to the 1mportance of artists in
our community.

It is to be hoped that this will be "art education" ih the most
profound sense, but "education™ as fun not pain as it should be,

The Board Committees - and if they work it is to be hoped they

will continue indefinitely - will be a sort of trial rum for

a plan whlgh it can be foreseen may in some form be extended to

. the Museum s membership or such part of it as can be engaged
- to participate, However, it is important for success of the
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extension of this formdof'"museum education" to have e leader-
ship well formed in the Boards before the expan51on into ‘the.
broader field is undertaken. :

Suggzestions and comment please' To me this plan seems to of-
fer a p0551b111ty of swinging back to art the emphasis that
the Museum should always maintain, though in the multiplicity
of its other ‘aétivities and services. this primary responsibili-
ty appears sometimes to be lost to- 51ght by the publlc if not
by the Museum staff. S , .

It seems to me that it can be a very exciting. adventure in
spreading art knowledge, in providing Boards with a greater
part in the most valuable contribution the Museum has made here. -

Because there is no indication that conditions w1ll 1mprove in
our time it seems even more necessary than it has been in the-
past to consolidate our gains up to now. One of the most impor-
tant means of doing so seems to be to make sure that Board
members know the art that their Museum shows, in order to be-
lieve in it and not simply give to the Museum support out of
blind loyalty as sometimes has been the case. They should kmow
enough about art of our time to be able to refute prejudiced,
ignorant and hysterical attacks out of tneir own knowledge.

It seems to me that our artists here who are an extraordinarily
gifted and creative group deserve this understanding from the
people who support the Museum of this community that is most
important to them.

Will you please study the proposal, consider it, ask the ques-
tions that will help me clarify it for us of the Museum as for
you, make the comments and suggestions that occur to you. It

is an effort to extend art knowledge of a serious kind beyond -
the habitual circles of those already instructed and concerned.
It is my idea, dredged up out of long uneasiness over the situa-
tion of art today in this country, but to be successful it must
become a group effort. The support and leadersnip it gets from
those of you who head the Boards is very important as is the
extnt to which participation can be obtained from Board members.
I stiould hope that many from the Women's Board, a few from

among the present or new Trustees, and all or most of the Activi-
ty Board members would participate.




It is the intention to give them a real task - which can take
much or little time as they choose, but it .is not made work,

It is actual partlclpatlon in the formation of an exhibition.
and a chance to grow in knowledge as much or_as little as

they choose while they carry out the task. It is essentially
what we of museums do in planning exhibitions of contemporary
art. It is on the level that is most living and vital - here
in our own community - where it counts most, where one can

know the artists as living human beings as well as at a dls-
tance - a .creative expression in a work of art.

How can 1t be made better? I should like to have it on the-
.Azenda of our next meeting for means to support it - not for
discussion as such, for that is too cumbersome. This should
be a Museum invitation to assure a professional flavor bdbut .
tnen should be discussed and explained at meetings to increase
interest and assure support.
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APPENDIX C * Artlsts Exhlbltlng 1n the 1947 State_
' Department Travellng Exhlbitlon _

o Avery, Milton

. ,Baz1otes, Wlllian
Beal, Gifford
Bearden, Romare
Bennett, Rainey
Ben-Zion -
Booth, Cameron
Bouché, Louis
Breinin, Ra&ménd
Brown, Douglas
Browne, Byron
Burchfield, Charles
Burlin, Paul
Constant, George
Crawford, Ralston
Davis, Stuart

- Dehn, Adolf

De Diego, Julio
De Martini, Joseph
Dove, Arthur G.
Drewes, VWerner
Evergood, Philip-
Peininger,.Lwonel

*As taken from the'CataIQg,of 117 Oilvand Water Color
Originals bx,Leadln American Artlsts offered for sale
at sealed b1d by the War Assets Admlnzstratlon, 1948. S




Gottlieb, Adolph .
Gropper, William' - "

Grosz, George

Guglielmi, O. Louis

Guston, Philip
Gwathmey, Robert
Hartléy,.Marsden
Heliker, John
Hopper, Edward
Howard, Charles
~Jules, Mervin
Kantor, Morris
Kingman, Dong
Kleinholtz, Frank
Knaths, Karl
Kopman, Benjamin
Kuhn, Valt
Kuniyoshi, Yasuo
Lawrence, Jacob..
Lewandoski, Edmund
Levi, Julian
Levine, Jack
Liberte, Jean
Maclver, Loren.
Maril, Herman

' Marin, John v
Marsh, Reginald'
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Margules, De'Hirsch;A'b

~Morris, George L. K.
Moller, Hans
Motherwell, Bobert

" 0'Keeffe, Georgia
Pereira, I. Rice .
Pretopino, Gregorio
'Rattner, Abraham
Refregier, Anton

Robinson, Boardman

Shahn, Ben-

Sheeler, Charles
Siporin, Mitchell
Spruce, Everett
Tschacbasov, Nahum
Watkins, Franklin C.
Weber, Max

Wilson, Sol

Zerbe, Karl
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APPENDIX D - Re51gnatlon of dJames Johnson Sweeney-:ron ‘
- ' Dlrectorshlp of the Guggenhelm Museun

From the New York Times Thﬁfsday July 21 1960 Page. 1.

GUGGENHEIM MUSEUM DIRECTIOR RE-
SIGNSJIN 'DIFFERENCE OF IDEALS'

Sweeney Revised erght's Design
for Building Before Opening
Last October

by Sanka Knox

"A conflict that has been simmering for some tine be-
tween James Johnson Sweeney, director of the Solomon 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 "ideals."

Neither side offered any explanation of what the dif-
fering ideals were and neither Mr. Sweeney nor Harry F.
Gugzenheim, the president of the foundation, could be
reached after a formal statement had been sent out.

Mr. Sweeney's 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,
whlch I feel I have a responsibility to follow. '

The re51gnatlon will be effec t1ve on Aug. 15.‘
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. Mr. Guggenheim's statement, while expressing gratitude
for Mr. Sweeney's services, implied that such services were
no longer needed in view of the foundation's plan ‘to broaden
"the scope of its activities" and that the foundation would

- "require new approaches to the objectives sought by the
founder." ' : - L '

- "Mr, Wright's creation, an architectural achievement of
great moment, has proved to be not only unusually well suited
to the display of paintings but also extraordinarily attrac-
tive and interesting to people in-all walks of life," Mr. Gug-
genheim said. ‘ o a : :

"More than three quarters of a million persomns have vis-
ited the museum since it opened its door to the public last
October," the statement contined. "In view of this the trus-
tees believe the time has come to develop a series of activie
ties that will be interesting, informative, and educational’
- to an ever-widening number of art lovers.” v - -

‘The Wright building, which has its violent champions and
detractors, is a tourist attraction of such magnitude that a
line sometimes forms on Fifth Avenue at Eighty-eighth Street,.

It was no secret in museum circles that Mr, Sweeney re-
garded the building's vast interior, with its "galleries"
spiraling around an empty core, as a challenge, at the very
least, ' ‘ . :

Many museum people believed that Mr. Sweeney had worked
out a brilliant answer to what they considered an almost in-
soluble problem -- making the Wright "architectural exhibit”®
into an exhibition place for paintings and sculpture.

As one said, "with Wright it was architecture first; with
Sweeney, pictures first.”

Mr. Sweeney changed Mr. Wright's plan of illumination,
which depended largely on natural light. Mr. Wright had
planned that the paintings would be displayed on the angled
walls along the spiral ramp as though "on an easel.™
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‘Mr. Sweeney fdund this unworkabie, and had metal arms

made to hang the pictures out from the wall. He also changed
j»the color scheme. . '

: Tensions began between Mr. Sweeney and Mr. Guggenhein
'with "what was undoubtedly looked upon as Mr. Swecney's dis--
loyalty to the bulldlng,l as one museum man put it.

Mr. Sweeney, who is a former director of paintings and
sculpture at the Museum of Modern Art, has been director of
the Guggenheim Museum for eight years. Mr. Guggenheim did
not mention a successor, ‘ '
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~ PARTIAL INDEX

Ackerman, Mrs. Lloyd 75,76 - .

Albright Gallery,_Buffalo 84

American Art 96-8 '

American Association of Art Museum D1rectors 196-200,209
American Association of Museums 156, 197,200,209
Amzrican Federation of Arts 200 - . : g
American Institute of Archltects 15,17,18
American Legion 131 ST

Art Institute of Chlcago 221

Asian Art 163 ,

Atkins, Vickery, and -orrey 34

Baxter, John 194

Bay Area Art 100-02

Bender, Albert 42,43,45, 63 64 66, 68 112 192, 221
Born, Ernest 54

Brown, Arthur 37,38, 41 60

Brown, Mrs. Cabot 72

Calcagno 54 v

California School of Fine Arts 32,51-3,65,106,113,115
Carnegie Corporation 15-8, 73, lO7-lO

Carnegie's Art Museunm, Plttsburgh 82

Carnegie International Exhibition 1934-5 35,36,85,117
Chidester, Mrs. Drew 76 _
Church, Thomas 36 -

ClnClnnatl Art Museum 16-22

City Art Museum, Dt. Louis 142

Civic Center, San Francisco 37,60,61

College Art Association 200

Contemporary Art 89-102 . : B
Craven, Thomas 26,92 : ' : :
Crocker, Mrs. W.H. 58 ’
Crocker, W.W. 28,29,38, 39 48,57-9, 68,72,116,190,191

_Dav1dson, LeRoy 140 _
dehatta, Margaret 55 ° '
Detr01t Instltute of Arts 118
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deYoung Museum 4 28, 34-7 118
.Diebenkorn, Rlchard 101, 220
Dondero, George A. 129, 130 144
d'Rozarlo, A. M. 161 ‘

Esberc, Mrs. Mllton H. 72,76
Exposition 1915 28,116 . - -
Exposition 1939 66 73 148 o

Falkensteln, Clalre 54

Figari, Pedro 43

Fogg Museum, Harvard 16—21 118
Francis, Sam 54,220

Frankenstein, Alfred 50 51, 55 128-30
Freeman, Richard 152

Fried, Alexander 54,55

Froelicher, Hans 14,15

Garth, John 128-31

Gayley, Charles Mills 146

Gerstle, William 42,43,45,65-8, 115 192 221
Goodrich, Lloyd 82, 142

Goucher College 14-6

Graves 101

Guggenheim Museum, New York City 165-69
Guston, Pnlllp 84,87, 88

Hamlin, Chauncey . 156

Heil, Walter 28,118

Heller, Mrs. E.H. T3

Hess, Thomas 82

Howe, Thomas Carr, Jr. 118,134,148
- Huxley, Julian 151,152

Indian art 162,163

Institute of Contemporary Arts, Boston 51
International Council of Museums - 153,156,159, 161 197
Internatlonal Institute for Conservatlon 200 201

Jurylng 79-88 o
Kendrick, Charles >64 65,68

Kittle, Mrs, John T. T2
' Kuh Katherlne 177 178, 181
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Latin American Art 42-4 148
-Leland, Waldo 147
Levy, Harriet 46-8a
Liebes, Dorothy 54,72
Los Anzeles County Museum 173 ' ‘
Lowie Yuseum, Kroeber Hall, Unlver51ty of Callfornla 13 155

MacAgy, Douglas 51-3 ,
McDurfie, Mrs._Duncan 72,73 :
'Mack, Charlotte (Mrs. Adolph) 48e,48f
McKeever, Chauncey 134 -
Mexican Art 42-4,64,148
* Milhaud, Darius 55
Morris, Carl 101,103,104, 169
Murch, Walter 84,87, 88
Museum 153-55, 159 161 194
Museum of Contemnorarv Arts, Dallas 51
Museum of Modern Art, New York City 3%9,50,53,119,120 123,
127 173 176 218-20

Nagel, Charles 142 ,
New Delhi National Museum 161,162
Noblecourt, Christiane Delaroche 158
Nubian Monuments 157,158

Opening Exhibitions 35,47,77-9,116, 117
Opera House, San Francisco 31, 61
Oppenheimer, Robert 48a-e

Orozco, José Clemente 44

Palace of the Legion of Honor, San Francisco zag4-7,ll6,l34

Pfleuger, Timothy L. 28-30,38,57,59-61,65,68,113,148,221
Pollock, Jackson 67,90,96,97 : _ :

- Poole, Allyn 23,24

Poole,Emily 23,24

Refregier Murals 127,128,131-9,144
Regnier, Gustave 8 .
Rivera Diego 59,64,65,114,115
Rothko, Mark 40,)2 67 220 i
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‘Russell,.Mrs. Henry-Pottér.?72,76,134,142,222
Ryan, Beatrice Judd 56 L o

Sachs, Paul 18 -

St. Helena, Callfornla 2,3

Salmony 117

San Francisco Art A55001at10n 30~35, 57 53, 79,106 113, 121, o

=~ Annuals: 33,34,37,45,77, 78 81 82 1165 —-= Artlsts S
- Advisory Comnittee: 77 : : o

San Fran01sco, City of 121-24 '

San Francisco Museum of Art 29,30,33=5; == Admlnlatratlon.
185-87,19%,1543 ~- Boards. 29,30,482,49,57-77,111,
112,224; - Bookshop and Library: 76,120; --.Budget:
188-93; -- Cinema: 119; -- Curator Training: 195,196,
187; -- Educational Programs: 108-11,201-3,206=9; ==
Exhibitions: 35,36,47,77-9,85, ff.,162,163,171~4; =
Extracurricular Activities: 170,171; -- Hours: 60-2;
--~ Openings: 212-14; -- [in the] Palace of Fine Arts
on the Mgrina:_27,28,51—4,71,116; ~- Park Yerced: 205,
206; —- [on] Post Street: 149-50; -- Public Relations:
216; -- Membership: lll-l2~ <- Ranks and Titles: 184,
185; -~ Rennovation: 38,59-41; -- Rental gallerys: 76,
125,126; -- Supporters:s 177-32,210-14; -- United Na-
tions Occupation: 38,149

Sz20 Paulo Biennial 160,173,222

Siebert, Louise 14

Siple, Elsie 17,21

Siple, Walter 16,17,21,24

Society for Sanity in Art 132

Sorbonne 7,10,11 ,

Spencer, Mrs., BE.T. T2

State Department 42,43,147,148,220; == Travellnv EAhlbltlon,
1947: 139-44

Stauffacher, Frank 119, 120

Stein, Gertrude 46

Stein, Leo 46

Stein, Michael 46-8

Stein, Sarsh 46-8

Stern, lrs. Sigmund 72, 76

‘Stewart, George 135-38b :

Still, Clyfford 40,52,67,84,220 ,

Stock Exchange, San Francisco 59,b5 113, 115

Sullivan, MNrs. Jerd 73,76




Sweeney,-James Johnson 166;167-

Thomson, Charles 147
Tobey, Mark 96,97,101
Torres-Garcia, Joaguin 43
Tucker, ¥rs. Nion 73

United Nations. [ San Francisco Conference] 38 149
Unesco 42 524 72,150-59, 161-63 220

Valentiner, W.R. 207
Van der Haagen, J.K. 157
Veterans Building, San Fran cisco 31,61

War Memorial Building, San Francisco. 28-3%2,38,60,159, 160 :

Western Associztion of aArt luseum Directors l9
‘Jestern Association of Art Museums 198

Whitney Museum of American Art, New York City 82, 142
Wilbur, Brayton 58 . .

Wildenstein 53

Wilson Woodrow 146

Women's Board, San Frurcisco luseum of Art 71-6; and see

San Francisco Museum of Art, Boards
Worcester Art Museum 21
W.P.A. 113-15,133%,170,171
Wright, Frank Lloyd_ 165,166
wurster, William 54

Zellerbach, David 134
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