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The Temple of
Vesta and the Falls
at Tivoli (detail),
1859. William Callow
(British, 1812-1908).
Watercolor with
gouache and graph-
ite underdrawing;
75.1x57.8cm.
Sundry Purchase
Fund 2011.4. On
view in British
Drawings.

FROM THE DIRECTOR

Dear Members,

Since 2010, we have used the March/April magazine to
review highlights of the previous year’s acquisitions, an
approach that has proved to be popular with our readers
and our curators alike. This time, we asked each cura-
tor to select one to three works and gave each of them a
page in which to illustrate and write about them. From
chief curator Griff Mann’s brief introduction on page 10
to the last curatorial entry on page 25, these pages offer
an overview of the museum’s collecting activity during
2012, with each selected highlight coming in the cura-
tor’s own words. The variety and quality of the museum’s
acquisitions continue to set us apart as one of the world’s
elite collecting institutions.

The Last Days of Pompeii: Decadence, Apocalypse,
Resurrection opened February 24, beginning a run that
will last into the summer. The exhibition, which our
own Jon Seydl co-organized with colleagues at the Getty
Museum in Los Angeles, explores how the catastrophic
events two millennia ago at Pompeii have taken on pow-
erful symbolism to artists of recent centuries; the show
features an intriguing mix of works ranging from the
18th century to today. The department of education has
arranged a rich menu of accompanying programs includ-
ing lectures, gallery talks, and even in-gallery theater
performances.

Curator of photography Barbara Tannenbaum picks
up the theme from a different angle with her show Amer-
ican Vesuvius featuring the photography of Frank Gohlke
and Emmet Gowin, both of whom traveled to the site of
the 1980 Mount St. Helens volcanic eruption and came
away with compelling bodies of work. We're delighted
that both artists are participating personally: Emmet
Gowin spoke here in February and Frank Gohlke wrote
the article in this issue that starts on page 4.

CLEVELAND ART

Across the KeyBank Lobby from the main exhibi-
tion hall in the newly opened Kelvin and Eleanor Smith
Foundation Gallery, curator of medieval art Stephen
Fliegel offers an exhibition built around a great Italian
Renaissance illuminated book called the Caporali
Missal, a masterwork acquired by the museum in 2006.
The installation evokes the reverential quiet of a
medieval church. In the prints and drawings galleries,
Heather Lemonedes has developed the first-ever exhibi-
tion celebrating the museum’s fine collection of British
drawings (with a sumptuous catalogue available in the
museum store). The focus show about the museum’s
great Blue Period Picasso, La Vie, runs until April 21.

The museum has long presented performance and
film with the same curatorial attitude applied to the vi-
sual arts. Massoud Saidpour’s article on page 6 about the
ancient Persian art of Naqqali storytelling embodies this
approach: read his story, then make sure to attend one of
the performances by Morshed Valiollah Torabi between
March 6 and 10. Meanwhile, John Ewing continues to
champion the art of cinema with filmmakers appearing
in person, movies inspired by Pompeii and others about
California music composers, and our annual collaboration
with the Cleveland International Film Festival.

Finally, I'm pleased that our efforts to collaborate
with University Circle neighbors continue to bear fruit,
as described in the article on page 8 about joint projects
with CWRU. The potential of the Circle to grow as a
fount of thought and innovation is great and we are eager
to help lead that evolution.

P

David Franklin
The Sarah S. and Alexander M. Cutler Director
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= XHIBITIONS

Fred Wilson:
Works 2004-2011
In the glass box
gallery

ON VIEW

The Last Days of Pompeii:
Decadence, Apocalypse,
Resurrection Through July 7, Smith
Exhibition Hall. The volcanic destruc-
tion of Pompeii in AD 79 has been a
modern obsession for artists from
Piranesi, Ingres, and Alma-Tadema to
Duchamp, Rothko, and Warhol.

Co-organized by the J. Paul Getty Museum and the
Cleveland Museum of Art. BakerHostetler is the
presenting sponsor of this exhibition in Cleveland.

BakerHostetler

Studio Glass in Focus: Dialogue and
Innovation Through April 14, Ratner
Gallery. Drawing on the museum’s
and local collections, this exhibition
celebrates a major medium of the late
20th century.

Picasso and the Mysteries of Life:
La Vie Through April 21, Gallery One.
An intensive exploration of La Vie,
Picasso’s culminating masterwork

of the Blue Period.

Fred Wilson: Works 2004-2011
Through May 5, east wing glass box
gallery. A unique installation centered
on To Die Upon a Kiss, a glass chande-
lier hanging in the glass box gallery.

American Vesuvius: The Aftermath
of Mount St. Helens by Frank Gohlke
and Emmet Gowin Through June 2,
photography galleries. Important
series by two photographers who
independently took to the air after the
1980 volcanic eruption.

Made possible through the support of Nesnadny
+ Schwartz

www.ClevelandArt.org

Untitled 2002. Antony Gormley (British, b. 1950). Mild steel blocks; 45 x 189 x 53 cm
(overall). Collection of Asher Waldfogel and Helyn MacLean. Photo: Stephen White,
London. © Antony Gormley

British Drawings from the Cleveland
Museum of Art Through May 26, prints
and drawings galleries. This show of
about 50 drawings includes works by
some of the best-known artists in the
history of British art.

The Caporali Missal: A Masterpiece
of Renaissance Illumination Through
June 2, Smith Exhibition Gallery. This
exhibition revolves around a sump-
tuous and important Renaissance
manuscript acquired by the museum
in 2006.

Connecting with Caporali April 5-
June 2, education lobby. Showcases
the artwork of students from several
local universities created in response
to the themes and objects in the CMA
exhibition The Caporali Missal: A Mas-
terpiece of Renaissance Illumination.

Renaissance Textiles Through Decem-
ber 1, gallery 113. About 15 Italian silks,
velvets, and altar frontals of the 14th
and 15th century from the museum’s
world-class collection.

Red Leaf about 1995. Dante Marioni
(American, born 1964). Blown glass; 33% x
6% x 4 in. Private collection, Cleveland. In
Studlio Glass in Focus [5S




Right and far
right:

Mount St. Helens
from Approxi-
mately 6 Miles
West of the Moun-
tain 1981. Frank
Gohlke (American,
born 1942). Gelatin
silver print; 73.9 x
84.1cm

Mount St. Helens,
Rim, Crater, and
Lava Dome 1982.

Frank Gohlke. Gela-

tin silver print; 96.2
x100.8 cm

Both © Frank
Gohlke / courtesy
Howard Greenberg
Gallery

Frank Gohlke Photographer

Sublime Catastrophe

The artist traveled to Mount St. Helens across the decade after its
eruption and came away with more than just photographs

efore the explosion of Mount St. Helens in 1980, only two
noteworthy volcanic eruptions occurred in the continental
United States in the 20th century. The Alaska Peninsula,
where Novarupta erupted in 1912, is remote; when the
National Geographic team finally arrived four years later,
they were awed by the scale of the destruction. Novarupta
was the 20th century’s largest eruption anywhere; its lo-
cation, however, meant that very few people were aware of
it. Mount Lassen in California received more attention as
it erupted between 1914 and 1917, but the slow speed and
shallow penetration of the news media of the day limited
the impact. Both stories were discrete events, not con-
nected by any larger narrative.

When Mount St. Helens began waking up after 130
years of dormancy in March 1980, the phenomenon was
better understood by scientists and a larger audience
of interested citizens. The theory of plate tectonics and
its public acceptance made individual eruptions part of

a much larger story that included the collisions of con-

tinents and the evolution of life on earth. Big stuff. By
1980 the technology available made it possible to tell
the story as it happened. One of the first actions taken
by the U.S. Forest Service was to open a press office and
designate a public information officer. Mount St. Helens
was a celebrity volcano from the first puff of steam that
March.

I had only the vaguest grasp of the history and the
science when I made my first trip to the mountain in June
1981. (What little geology I knew came from a 1963 sum-
mer class in Wichita Falls, Texas. The theory of plate
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tectonics was about to shake geology to its foundations,
but we felt not a tremor.) Drawn by the desire to be in a
place where vast power had been set loose, I wanted to
experience intimately the presence of the biggest things
that happen on the earth. To feel insignificant in the face
of forces unimaginably greater than oneself is the quintes-
sential sublime sensation as defined by Edmund Burke in
1756. The idea that terror could be an aesthetic experi-
ence was a novel development in European thought, and
sublime experiences were not expected to be comfortable
or pleasant. The pleasure they promised was qualitatively
different from that associated with beautiful objects,
which Burke and others deemed inferior to the elevation
of the imagination resulting from the simultaneous expe-
rience of negative and positive emotions—the exquisite
pleasure of being scared out of your wits.

For the first three days I poked around the pe-
riphery of the blast zone. The peak itself was hidden

in clouds, and I felt a superstitious dread of going any
closer until I had received some sign from the mountain
that I was invited. On the afternoon of the fourth day, the
weather cleared, and I saw Mount St. Helens for the first

time. It was huge. I was much closer than I had thought,
or the mountain was vastly bigger than I had imagined.
I was in awe; it could crush me like a bug.

The size of the impact zone and the distinctiveness
of each place within it assured me that I had years of
work ahead of me. Two hundred thirty square miles is
a daunting amount of ground for a single individual to
cover. Complicating the problem was the difficulty of



Right and below:
Braided Streams
of the Toutle River
West of Mount

St. Helens,
Washington 1981.
Emmet Gowin
(American, born
1941). Gelatin silver
print; 27.9 x 35.6 cm

Spirit Lake and
Mount St. Helens,
Washington 1983.
Emmet Gowin.
Gelatin silver print;
279 x35.6 cm

Both © Emmet and
Edith Gowin; cour-
tesy Pace/MacGill
Gallery, New York

EXHIBITION
American
Vesuvius:

The Aftermath
of Mount St.
Helens by Frank
Gohlke and
Emmet Gowin
Through June
2, photography
galleries

Made possible
through the

support of Nesnadny
+ Schwartz

getting around in the early years when many roads were

still impassable or had disappeared entirely. I spent the
first four summers—1981, 1982, 1983, and 1984 —
seeing all parts of the impact area at least once. When
I returned in 1990, most of the area had opened up and
a trail to the summit was available to hikers.

The natural disaster occurred against the backdrop
of a man-made one: for over a hundred years commercial
timber companies, with the active collaboration of the
Forest Service, had been replacing the ancient forest of
the whole northwest coast from Alaska to northern Cali-
fornia with an enormous tree farm. The eruptions hardly
slowed them down. They just started salvaging all the
usable wood from the impact area. Only the creation of a
National Volcanic Monument prevented them from taking
it all.

In the early ’80s, I and many others around the
world were preoccupied with the size and destructive
potential of the world’s nuclear arsenals. In that con-
text it was easy to see the ravaged terrains of Mount St.
Helens as premonitory of a future that no one seemed to
want but that no one could stop. In retrospect, the most
sobering aspect was how energized I was in these places
that had been stripped of all evidence of a previous ex-
istence. The thought of an ordinary person prey to such
fantasies—with his or her finger on the nuclear button—
should disturb anyone’s sleep. By the time of my last
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trip to Mount St. Helens in 1990, the Soviet Union was
no more. The Johnston Ridge Observatory was taking
shape and a new road pushed through from Castle Rock
to handle the anticipated traffic. Events had, happily,
ruined my nuclear metaphor.

I was left with what had really fueled my quest in
the first place: the excitement of seeing things that were
new in every sense. Areas close to the mountain were a
clean slate, virgin ground, a chance to observe an eco-
system rebuilding itself from nothing. The landscapes
I encountered gave fresh meaning to exclamations such
as “I've never seen anything like it!” My time there was
transformative, reshaping my understanding of photog-
raphy at every scale, from the details of picture-making
to my sense of vocation as an artist. It might sound odd,
but before Mount St. Helens I was not conscious of hav-
ing a relationship with the universe. When I thought
about the “here and now” of my life, it was in the nar-
rowest of terms, rarely going beyond my chronological
age and the city I happened to be living in. At the end
of my decade of photographing at Mount St. Helens I
felt like a full citizen of the cosmos, on a timeline extend-
ing from the big bang to whatever end the universe might
be heading for billions of years from now. My location
encompassed the farthest galaxies and the interactions of
fundamental particles. That’s a lot to claim for a middling

volcano, but Mount St. Helens is up to the task. M=




Massoud Saidpour Curator of Performing Arts and Music

Tales of Persia

Naqgqgali the ancient Persian art of storytelling, traces its roots back

more than 2,000 years

special series of performances in early March offers
northern Ohioans the opportunity to experience one of
the world’s greatest and longest-lived performance tradi-
tions. The Persian art of storytelling dates back to at
least the Parthian era (247 BC—AD 224) when minstrels
known as gosan established its basis. W. B. Henning,
an expert on Middle Iranian languages and literature,
notes a Parthian passage that identifies the role of these
ancient minstrels: “like a gosan, who proclaims the wor-
thiness of kings and heroes of old.” Scholar Mary Boyce
cites the Greek historians Xenophon and Dinon, who
both speak of a strong tradition of professional minstrels
in Persia as far back as 580 BC.

The minstrels’ stories were not written down. It’s
likely that the ancient Persian calling passed orally from
parent to child, who at an early age would commit to
memory volumes of all types of verses and learn musical
modes and performance techniques—a tradition that
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continues in many cultures, including those in India
and Iran. The stories were largely improvised, as ap-
prentices developed a wealth of traditional vocabulary,
imagery, and themes to draw upon in the creation of new
compositions of their own. And the tradition was truly
multidisciplinary: for the Parthians, music, storytelling,
and poetry were so closely entwined that a man could
not be a professional poet without also being skilled in
instrumental and vocal music.

These storytellers played an important role not only
as entertainers but as oral historians and commenta-
tors. Their art reached widely, to the nobility as well as
to commoners throughout villages and towns—from the
court to bawdy taverns. The storyteller, somewhat like
the “embedded” reporter of today, accompanied kings
and generals to war and recorded scenes through verse
and music, thus providing citizens with firsthand “news”
of the battlefront and leaving an oral history for genera-
tions to come.

The minstrel tradition continued throughout the
Sassanian dynasty (224—651)—where the huniyagar,
like the Parthian gosan, was a poet, instrumentalist, and
singer all in one. Although the Sassanid tried to anni-
hilate as much of the Parthian heritage as possible, the
huniyagar clearly inherited a body of traditional material
from the gosan on which he could improvise to suit new
cultural tastes. Native and foreign prose works com-
posed for entertainment thrived in the Sassanid era. The
most famous native work is Hezar Afsan (One Thousand
Tales), which gave the world the heroine Scheherazade,
who through her imagination and evocative stories saves
her country from the murderous king Shahryar. Hezar
Afsan faded in history but became the kernel of One
Thousand and One Nighis.

After the Arab conquest of Persia in AD 644, the
minstrel tradition again adapted to a new regime. Sog-
dian murals painted circa 700 near Samargand depict
legendary Persian heroes such as Rustam and Siavash,
evidence of the continuation of these legends under Arab
rule. The durability of the minstrel tradition is seen also
in Rudaki, the greatest post-conquest poet, who in the
ninth century still composed in the old improvisatory
style of Sassanid huniyagars. Further evidence is in Al-
Narshakhi’s tenth-century History of Bukhara, which
vividly describes a ritualistic performance by minstrels
in commemoration of the legendary Persian prince



PERFORMANCES
The Art of
Nagqgaqali: Master
Storytellers of
Iran Wednesday
and Friday, March
6 an 7:30;
Saturoay' and
Sunday, March

9 and 10, 2:30.
$45

LECTURES
Art of Storytell-
ingin Iran Friday,
March 8, 6:00,
Stephen Blum;
Saturday, March
9, 1:00, Davood
Fathali Beygy.
Free

LEFT

Rustam’s Seventh
Course: He Kills
the White Div
1520s-40s.
Illustration from
“Tahmasp Shahna-
meh” by Ferdowsr
(folio 124r).
Attributed to Mir
Musavvir (Iranian).
Opaque watercolor,
ink, gold, and silver
on paper, 47.5 x
32.2 cm. Leonard
C. Hanna Jr. Fund
1988.96.a

Siavash. Al-Narshakhi cites this as an ancient rite
whose origin dates back more than 3,000 years.

The best-known literary work of Persian history
and legends is Ferdowst’s epic Shahnameh (Book of
Kings), written about AD 1000 in 60,000 couplets. The
poet toiled 30 years to compile and compose it, drawing
on traditional sources. In A Literary History of Persia,
Edward Browne writes that a complete and corrected
Pahlavi text of the entire epic was compiled during the
reign of the last Sassanid king, Yazdigird I1I (d. 651).
Browne notes that this same Pahlavi text—known as
Khudaynameh—was translated into Arabic in the
eighth century by Ibn Mogaffa’. From this Arabic trans-
lation a modern Persian prose version was made in 957,
and there’s no doubt that later poets based their rendi-
tions on this edition—including Daqiqi (932-972), who
versified 1,000 lines before his life was cut short by an
assassin. FerdowsT then picked up the task.

Ferdowst was a dehgan, or member of the
landed nobility, from Khorasan in northeastern Iran.
The dehgans were preservers of Old Persia civilization,
customs, and culture, including the national legends.
Ferdowst’s family, according to Shahnameh scholar
Khaleghi-Motlagh, accepted Islam mainly to preserve
their social standing. Meanwhile, they dedicated them-
selves to transmitting the culture of their forebears.

www.ClevelandArt.org

MORSHED VALIOLLAH TORABI

Morshed (an honorific title meaning master or guide)
Valiollah Torabi is one of the last remaining masters of
naqqali. He grew up in a family of prominent Iranian perform-
ers and from his father, uncle, and older brothers learned
traditional performance skills: singing, role-playing, horse-
back riding, and martial arts such as sword fighting and
wrestling. As a youth he gravitated toward naggali and be-
gan studying with Dr. Shoghi, memorizing stories from the
Shahnameh and other literary sources. He simultaneously
attended the zoorkhaneh (house of ancient Persian martial
arts), mastering its practices over a 25-year span.

Torabi reenacts stories not just from the Shahnameh but
from multiple written and oral sources. Through peerless sign,
gesture, mime, and vocal inflection, much like the ancient
gosan, he immerses audiences in the magical world of legend-
ary figures. In his first U.S. tour, organized by the Cleveland
Museum of Art in celebration of the reopening of its Islamic
gallery, he is joined by Dr. Davood Fathali Beygy (director and
scholar) and Mohammad Mokhtari on percussion and voice.

A typical naqgali performance lasts about 90 minutes.
The nagqal begins with a prelude—usually a sung salutation
to the Divine Being and a bit of moral or spiritual teaching in
the form of recitation from classical Persian poets. The main
story that follows is serialized, a new segment told at each
session. In 2011, UNESCO placed nagagali on its list of “Intan-
gible Cultural Heritage in Need of Urgent Safeguarding.”

Ferdowsi spent a substantial portion of his personal
wealth and health in search of the early legends and
history, in oral and written forms alike. His resulting
massive composition has reached us almost intact, and
serves as much of the source material for today’s story-
tellers or naqqals.

To Khaleghi-Motlagh, the written sources make it
clear that FerdowsT did not reinvent the legends but rath-
er continued an extant oral and written tradition, in both
his epic style and narrative method. As such, Ferdowst is
a faithful transmitter of the voices of the Parthian gosan
and the Sassanid huniyagar. The great naqqals of today
carry on this extraordinary heritage, wrapping them-
selves in the spirit of the ancient legends through invis-
ible threads that stretch beyond history and time. m=



Performing Arts, Music, & Film
Sticky Note
Due to illness of the 76-year-old master storyteller, the U.S. tour of the The Art of Naqqali has been canceled. The performances will not be rescheduled.

Ticketholders: see web site for more info
http://www.clevelandart.org/events/music-and-performances/art-naqqali-master-storytellers-iran


Team Leaders
Caroline Goeser
and Griff Mann of
the museum flank
Catherine Scallen
of CWRU.

Caroline Guscott Communications Manager

Art) Historic Grant

Case Western Reserve University and the Cleveland Museum of Art
receive a $500,000 grant from the Andrew W. Mellon Foundation

ast November, the museum and Case Western Reserve
University announced the award of two grants total-
ing $500,000 from the Andrew W. Mellon Foundation
to support the launch of the redesigned Joint Doctoral
Program in Art History. The highly selective, object-ori-
ented program features firsthand study of the museum’s
comprehensive collections under the guidance of Case
Western Reserve faculty and museum staff members.
Founded in 1967, the CWRU-CMA Graduate Art
History Programs have trained students in traditional
and theoretically based art historical approaches taught
by a diverse array of faculty, including museum curators.
Many classes are held at the museum, where students
have access to the comprehensive permanent collection,
and students enjoy access to the museum’s Ingalls Li-
brary and Archives, the third largest art research library
in the United States, and to the resources of CWRU’s

Kelvin Smith Library.
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“When the Case Western Reserve University doc-

toral program in art history was founded 45 years ago,
it was a leader in promoting a working relationship be-
tween a major metropolitan art museum and a university
art history department,” says Catherine Scallen, chair
of the university’s department of art history. “Our
collaboration with the Cleveland Museum of Art will
become even stronger now.”

Caroline Goeser, the museum’s director of education
and interpretation, agrees. “The CWRU-CMA doctoral

program is unique. Students have as their research
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laboratory one of the best collections of world art, while
studying at a top-tier research institution. The Mellon
Foundation grant allows the program to flourish and
draw the very best students to Cleveland.”

The funds from the grant will be used for pre- and
postdoctoral fellowships as well as compensation for
museum staff members to engage in additional teaching
and mentoring activities. The grant will also support two
students with $25,000 stipends for the five-year duration
of the program; Case Western Reserve will provide a full
tuition package to those two students as well as a third
student at the same level.

The newly redesigned PhD program will offer stu-
dents an immersive, object-oriented experience based
on the study of individual works of art. One foundation
course, taught by a conservator, will enable students to
gain in-depth knowledge about materials, techniques,
and technical examination of works of art. After two
years of coursework, students in the doctoral program
will complete a one-year internship at the Cleveland
Museum of Art. The museum experience will include
professional training in many aspects of curatorial prac-
tice, including exhibition, interpretation, and acquisi-
tion-related research. Collections-based seminars also
will enable a teacher and class to plan and research an
exhibition at the museum.

In January, the museum and CWRU announced the
joint purchase of the Cleveland Institute of Art Gund
Building property located at 11141 East Boulevard,
across the street from the museum’s east wing. The in-
stitute sold the land as part of its Campus Unification
project, which will relocate and consolidate all of its op-
erations to the Euclid-Mayfield triangle, expanding on its
existing Joseph McCullough Center “factory building”
where many studio functions are already located. The
purchase agreement among the three organizations calls
for the closing on the parcel of land to occur in 2015.

This collaborative action, with the museum and
CWRU each paying half the $9.2 million purchase
price, further cements the bonds between the two insti-
tutions and ensures that this key piece of real estate—
located at the heart of University Circle and flanked by
the CWRU campus on three sides and the museum on
the fourth—will find a long-term use that mutually ben-
efits our organizations and facilitates collaboration for
decades to come. ME



COLLECTIONS

Rock Star Dr.
David Saja, cura-
tor of mineralogy
at the Cleveland
Museum of Natural
History, stands
with a group of
three 18th-century
French tables with
distinctive stone
tops in gallery 216.

Berthe Morisot c. 1873. Edouard Manet
(French, 1832-1883). Qil on fabric; 74 x

60 cm. Bequest of Leonard C. Hanna Jr.
1958.34. If you want to see it between now
and April 14, you have to go to London.

PERSONAL FAVORITE

ON THE ROAD

See works from Cleveland’s collection
in exhibitions around the world

Wari: Lords of the Ancient Andes,
including 12 Peruvian works from
Cleveland’s collection, is at the Ft.
Lauderdale Museum of Art through
May 19, then travels to the Kimbell Art
Museum, Fort Worth, June 16 to Sep-
tember 8.

The Springtime of the Renaissance:
Sculpture and the Arts in Florence,
1400-1460, at the Palazzo Strozzi,
Florence, Italy, March 21 to August 18,
then at the Musée du Louvre, Paris,
September 23 to January 6, includes
Mino da Fiesole’s monumental relief
sculpture Julius Caesar.

Manet: From Portrait to Tableau, Royal
Academy of Arts, London, through
April 14, features Edouard Manet’s
portrait of Berthe Morisot.

The museum owns George Bellows’s
greatest painting, Stag at Sharkey’s,
and has loaned it to the exhibition
George Bellows (1882-1925) at the
Royal Academy of Arts, London,
March 16-June 9.

Inventing the Modern World: Deco-
rative Arts at the World’s Fairs,
18571-1939, New Orleans Museum of
Art, April 14-August 19; Mint Museum
of Art, Charlotte, September 21, 2013-
January 19, 2014. Includes CMA works
by Alexis Falize, the Sévres factory,
the firm of Ferdinand Barbedienne,
Thorvald Bindesbgll, and Jules-
Constant Peyre.

Impressionism, Fashion, and Moder-
nity, at the Metropolitan Museum of
Art through May 27, then at the Art
Institute of Chicago from June 29 to
September 22, includes Jacques-
Joseph Tissot’s Seaside (July: Speci-
men of a Portrait) and Gustave
Caillebotte’s Portrait of a Man.

David Saja, geologist University Circle
is such a fantastic cultural center, with
CMA and CMNH right across from each
other. It gives us a lot of opportunities
to show the interwoven nature of sci-
ence and art. For example, when you
look at these three tables, there is an
incredible story told by the rock in their
polished tops. On the left is a conglom-
erate that contains rounded pebbles
(the fragments of other rocks), on the
right is a sedimentary breccia that has
beautiful angular fragments, and in the
center is a tectonic breccia.

These tabletops are not true mar-
bles; they are sedimentary rocks of a
similar carbonate composition which

the countertop industry referred to
generically as “marbles,” a metamor-
phic rock. True marbles are created
under tremendous temperatures and
pressures that recrystallize the miner-
als and smush any original shapes like
fossils or the pretty pebbles you see.
The fragments in the tabletops to
the right and left are pieces of other
sedimentary rocks that were originally
deposited in the bottom of an ocean.
Over millions of years, these rocks
were lifted up into the sky as plate
tectonics pushed a mountain up out of
the earth. Exposed to weathering, the
rocks were broken down into pieces
that were washed down from a moun-
tain and came to rest in the bottom
of a river where they were cemented
together to form a natural concrete. So
if you see a gray pebble, it originally
came from an entire layer of gray rock,
and the tan material came from a tan
layer. The colors in these tabletops are
a product of a blending of all the colors
of the rock layers that contributed frag-
ments. The farther a fragment tumbles
in its travels, the rounder it becomes,
so the fragments in the table on the
left traveled far from their source.

The tabletop in the center started out
as sedimentary limestone that was then
shattered by fault movement during an
earthquake. As it was broken up into
many millions of pieces, fluids flowing
through the earth seeped into the cracks
and cemented it back together with the
white mineral calcite. The white lines
going from the left to right reveal to me
the direction of stresses, the tectonic
forces that crushed the rock in a tale
about continental collision.

It makes me very happy that these art-
ists chose to use these materials despite
their being softer and more brittle than
marble. | walk through the galleries and
see many beautifully detailed sculptures
carved out of pure white Carrara marble,
but when | came by and saw these, it was
like “Ah! Something different! ... Some-
thing geologically amazing.”
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C. Griffith Mann Deputy Director and Chief Curator

Acquisitions 2012

Highlights of works that came into the collection between January

and December of last year

n the past three articles highlighting acquisitions at year
end, we outlined the process through which works of art
enter the collection, considered the criteria that guide
the museum’s acquisition work, and reviewed the sourc-
es from which the museum has obtained works of art.
Looking back on the acquisitions made during 2012,
several additional themes emerge as noteworthy.

As in the past, curators engaged in the major re-
installation work have been active not only in planning
the display of the collections in their care, but have
also identified new work that would further enhance
our newly installed galleries. This year, the major per-

manent collection reinstallation projects focused on the

museum’s late medieval, Renaissance, and Islamic hold-
ings. Stephen Fliegel, Jon Seydl, and Louise Mackie are
especially proud to have made a number of purchases
that further distinguish the collections now on view in
these galleries. The building project has shaped our ac-
quisition work in other areas as well. Reto Thiiring, who
arrived in May 2012, has worked closely on the com-
mission of a work of outdoor sculpture by Jim Hodges
that will eventually take its place in the Kohl Sculpture
Garden on the north lawn of the museum facing Wade
Oval. A major gift from the family of Sol LeWitt in honor
of Agnes Gund has also taken its place along a corridor
that overlooks Wade Oval and provides access to the
museum’s contemporary art galleries, which were rein-
stalled for the second time in 2012.

A second thrust of acquisition work in 2012 focused
on the museum’s exhibition activities, where notable
purchases will take center stage in shows developed or

March/April 2013

staged by the museum. A work acquired by Jane
Glaubinger, William H. Johnson’s Jitterbug IlI, entered
the collection just in time to join the William H. Johnson
exhibition, which inaugurated the Kelvin and Eleanor
Smith Exhibition Gallery. Works by Jared French, one
of the preeminent magic realist painters, and Francis
Towne, a master of mountain scenery, will feature promi-
nently in upcoming exhibitions originated by curators
Mark Cole and Heather Lemonedes.

In other areas of the collection, such as ancient art,
acquisitions occur with less frequency. All acquisitions
require painstaking research and testify to the museum’s
ongoing commitment to add works of major cultural and




Wall Drawing
590A 1989. Sol
LeWitt (Ameri-
can, 1928-2007).
Color ink wash;
543.6 x1,240.8 cm
(overall). Gift of
the LeWitt Family
in honor of Agnes
Gund 2012.66

Three Continents
and Two Thousand
Years A contem-
porary Chinese
scroll painting by Ji
Yun-fei, the ancient
Roman sculpture
Drusus Minor, and
a Sol LeWitt wall
drawing seen from
outside

The scroll is read
from right to left,
top to bottom (see
detail images on
page 16).
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aesthetic significance across the full scope of its historic

collections. The year 2012 was especially notable for
purchases that strengthen the museum’s holdings of Ro-
man and Pre-Columbian art. Indeed, we are extremely
proud to announce that Apollo magazine celebrated the
acquisition of the Portrait Head of Drusus Minor by
Michael Bennett as one of the top ten acquisitions by
any museum in 2012. This honor is the third such
recognition that a Cleveland Museum of Art acquisition
has received since 2009, a laudable achievement. The
Maya objects highlighted by Susan Bergh will have
pride of place in the museum’s Pre-Columbian galleries
when they open in June 2013. In the realm of contempo-
rary art, acquisitions of works by living artists speak di-
rectly to the museum’s historical collections of Chinese
and Islamic art, where the work of artists like Ji Yun-fei
(Chinese, b. 1963) and Afruz Amigi (Iranian, b. 1974)
reference traditional art-making traditions. Barbara

www.ClevelandArt.org

Tannenbaum’s acquisitions of new photography strength-
en our representation of photo-based work from the late
20th and early 21st century.

Finally, we are especially proud to celebrate the
generosity of donors who have given major works to the
collection, and the long-term stewardship that makes
these gifts possible. The gift of a stunning Newport desk
by Harvey Buchanan, in memory of his late wife Penny
and her mother Dorothy Draper, is one of the most notable
donations of a single work to the collection in many years,
and will serve as an anchor for the museum’s holdings of
early American decorative arts. Asian art and photog-
raphy also benefited enormously from major gifts to the
collection. In the selections that follow, the curators re-
sponsible for acquisitions made in 2012 highlight some of
the most notable new additions to the collection. We look
forward to sharing t