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Mec ToRBERT, editor of the Design Quarterly, will be
on leave of absence until next September. As a result
the present and the next issue of the Quarterly will be in
the hands of a guest editor. We are most fortunate in
having as guest editor for this issue Miss Belle Krasne,
formerly editor of the Art Digest. Miss Krasne has de-
parted from the tradition of the Quarterly in producing
an experimental issue devoted to painting, sculpture,
and architecture, with articles by a particularly dis-
tinguished group of critics and artists. In succeeding
issues the Quarterly will return to its predominant em-
phasis on various aspects of design.—H. H. Arnason



Robert Goldwater discusses con-
flicting points of view in the
modern attitude toward the pat-

tern of artistic creation.

Twentieth-century taste would
like to have its cake and eat it
too. It seeks the satisfaction of two
antithetical esthetic goals. Diver-
sity, originality, freshness and in-
dividual expression — we look for
all these; we expect the artist to be

entirely true to himself, and we ad-
mit and cultivate a wide variety of
styles as the fruit of this freedom.
And yet we also believe that our time,
no less than others, has, not styles, but
a style, a consistent and far-reaching
style that is its own, and we look for a
real unity behind a surface multiplicity.

INDIVIDUAL

AND STYLE

These two expectations are constantly

getting in each other’s way.

In this connection the success of André
Malraux’s concept of the silent voices
gathered in the “museum without walls”
is something to ponder. To be sure his

eloquence, his conviction and his learning
have a good deal to do with it. Only rarely
is there a critic of the visual arts who is so
inside his subject without pedantry, for
whom painting and sculpture are a vital part
of his existence, rather than mere adornments;
and it is equally uncommon to find a historian
who writes as he breathes. All this is infec-
tious, and we are prouder of ourselves as we
feel the contagion spreading and become will-
ing victims of this unrelenting passion for fine
and vigorous sensation.
Besides, the “museum without walls” seems
an ideal realizable in practical terms, and this
is always attractive. It is somehow intriguing to
make use of one of the pervasive mechanical
devices of the 20th century—photography—which
by its very spread and facility has become the



common man’s art, to achieve an ideal that surpasses
the limited views of the high cultures of the past and
offers the whole of art., past and present, near and far,
for our enjoyment.

Inherent in the concept, too, is a logical extension
of a process that has already largely taken place in our
museums: the plucking of the work from its context.
Museums have, it is true, tried to counterbalance this
tendency by cultural grouping and historical sequence,
but usually with only limited success. On the other
hand, the intensification of this tendency in the museum
without walls, which puts its emphasis on individual
rather than period style, leads directly to the drastic
solution of the conflict between our love of styles and
our desire for style. Malraux in effect simply cuts the
gordian knot and proposes that we ignore history, that
we apply to the art of the past the approach inherent

constantin brancusi: The Chief, 1925

in the art of the present, and consider each work on its
own terms. We, who have been so conscious of history,
are to forget its existence and come to each work direct-
ly, to ignore development, continuity and setting, and
allow all art to speak to us as if it had been created
yesterday.

Now what is it that we ask for in contemporary art;
what are the bases of our judgment? I would say there
are two, or rather two aspects of one: originality and
authenticity. We require that the work be the product
of a unique personality, that it be different from other
works of art and that it be the author’s own. Our first
demand is that from it proceed what Marcel Duchamp
has called an “esthetic echo”; our emphasis is not on
the recognizable, but on the new.

This attitude, if not unique in modern times, has at
least been greatly emphasizéd; but have we applied it

alberto giacometti: Man Crossing a Square on a Sunny Morning, 1950



yves tanguy: Vin miel et huile, 1942

joan miro: Composition, 1950 fritz glarner: Relational Painting, Tondo #28, 1953









































































