1914—  Lillie establishes her first “Music Room,” adjacent to her third-floor bedroom. She
commissions Davies to execute thirteen oil panels to cover the wall. As an accom-
plished pianist, Lillie identifies compositional relationships and structural rhythms
as common to both visual art and music.

1916—  Lillie acquires 17 watercolors by Paul Cézanne from Montross Gallery.

1921-  With the aid of John Quinn and Louisine Havemeyer, Bliss convinces Bryson Bur-
roughs, curator of paintings at the Metropolitan Museum, to organize a show titled
Loan Exhibition of Impressionist and Post-Impressionist Art in an effort to bring at-
tention to contemporary French painting. Bliss (anonymously) lent twelve works to
the exhibition, including five paintings by Cézanne.

1926—  Alfred H. Barr attends John Quinn Memorial Exhibition at Art Center, 65 East 56th
Street. Lillie organizes a lecture at 29 East Thirty-Seventh Street on the “interpre-
tation of modern art.”

1928—  Arthur Davies dies in Florence, Italy.

1929—  MoMA opens with its inaugural Cézanne, Gauguin, Seurat, van Gogh exhibition on
November 7th, two weeks after the market crash that beings October 24, 1929. Lillie
is MoMA'’s first vice president and one of its three founders (with Abby Rockefeller
and Mary Quinn Sullivan). Eight of her works feature in the inaugural exhibition.

1930— A year before her death, Lillie moves uptown. She installs Cézanne’s Still Life with
Apples over the piano in the apartment’s “Music Room,” a quasi-gallery space de-
signed for the presentation of the collection. She places Picasso’s Woman in White
and Cézanne’s Bather with newly-commissioned furniture from Jules Bouy. When
asked by Monroe Wheeler (director of exhibitions and publications at MoMA) how
she came to appreciate “outlandish pictures,” she answered in two words: “modern
music.”

1931~  Lillie dies, leaving her collection to MoMA with the condition other members raise
an endowment fund of $1,000,000 (later reduced to $750,000) to care for them.
With Rockefeller leading, 160 members produced $630,000, including $100,000
from the Carnegie Corporation. 4 Memorial Exhibition: The Collection of the Late
Lillie P. Bliss opens on May 17 at MoMA. In the catalogue, Eleanor Belmont de-
scribes Lillie as an “advocate for modern art when it had few admirers, a patron
when it had almost no market; finally through her keen intelligence, valiant champi-
oning of young artists, and her personal experience with their work, she became not
only an important collector but one of the best judges of contemporary painting in
this country. To gather that which has stood the test of time takes skill and taste, but
to select wisely from the vast amount of unweeded material produced by contempo-
rary artists, requires taste, courage, and insight that amount almost to the gift of
prophecy.” The Memorial Exhibition travels to Addison Gallery of American Art in
Andover, Massachusetts.

1932—  Mary Sullivan opens an art gallery on East 56th Street, employing a young Betty
Parsons. Parsons earns a slender income from sales of her own work and gallery
commissions.

We’d like to thank the Sherrie Levine Studio, David Zwirner Gallery, Steve Henry and Leo
Koenig for their support and assistance with this project.

Open hours: Tuesday through Thursday from 10AM—5PM and by appointment.

For inquiries: info@frontdeskapparatus.com

29 EAST 37th STREET, NEW YORK, NY 10016 FRONTDESKAPPARATUS.COM

FRONT DESK APPARATUS is pleased to continue its ongoing One Work | One Month se-

ries with a month-long showing of Sherrie Levine’s Loulou—a bronze sculpture cast in 2004:

Sherrie Levine
Loulou, 2004
Cast bronze

12x61/2x71/2in.

The series takes inspiration from Lillie P. Bliss, an art collector who resided at this address
(29 East Thirty-Seventh Street) from 1866 until 1929. We don’t consider presentations to
be exhibitions, but follow Lillie’s tendency to show works discretely—one work at a time.!
When Lillie hosted viewings at the house, an art handler from nearby Macbeth Gallery would
retrieve a single work from the fourth floor store-room and place it on an easel on the parlor
floor. Cézanne’s Still Life with Apples (1895-98) would replace The Bather (1885). Matisse’s
Interior (1917) would replace Redon’s Orchids (1912), etc. Increasingly, Lillie’s conduct as a
collector transitioned away from something private to something more public. She would host
lectures and recitals at the house.” Sometimes she would play the piano.? In 1913 (the year of
the International Exhibition of Modern Ari—an exhibition she helped to fund), Lillie acquired
Edgar Degas’s Jockeys on Horseback Before Distant Hills from Durand-Ruel, New York.* The
painting, a small oil from 1884, for which she paid $20,000, is the work the Museum of Mod-
ern Art would later exchange for Pablo Picasso’s Les Demoiselles d’Avignon in 1937. Two years
later, when Alfred Barr exhibited Les Demoiselles in November 1939, the work was shown ten
years after MoMA’s inaugural Cézanne, Gauguin, Seurat, van Gogh exhibition. At the time
(November 1929, two weeks after the stock market collapse that began October 24), Lillie
was MoMA’s vice president (the institution’s first) and one of its three founders (with Abby Al-
drich Rockefeller and Mary Sullivan). Eight of her works were exhibited in MoM A’s inaugural
loan exhibition—works that would later lay the foundation for the institution’s permanent
collection.® Before then, one could find these propped on an easel—one work at a time—next
to Lillie’s piano on the parlor floor at 29 East Thirty-Seventh Street.

From May 1 until May 31, Loulou will stand in a vitrine at Front Desk Apparatus. Visitors
are welcome Tuesday through Thursday from 10AM to 5PM and by appointment. Additional
talks and readings will run adjacent to the presentation. A copy of Sherrie Levine’s publica-
tion Flaubert: un Coeur Simple (1990) will be on display in the office library.

LOULOU

I'm interested in sameness—what does it mean
for two things to be identical, or not? °
— Sherrie Levine
The story of Loulou begins in 1984.
In New York.
Before Loulouis a sculpture, or an edition cast after an electrotype model Sherrie Levine finds
at a flea market.
Before May 2023, when Loulou stands in a vitrine at 29 East Thirty-Seventh Street.
In 1984, the story of Loulou begins when Levine copies Gustave Flaubert’s short story
Un Coeur Simple (1877).
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from staging Loulou (in the middle of things) where there is no “one picture” and

no “one work.”®

From May 1 until May 31, Loulou will stand in a vitrine at Front Desk Apparatus. Visitors
are welcome Tuesday through Thursday from 10AM to 5SPM and by appointment. Addi-
tional talks and readings will run adjacent to the presentation. A copy of Sherrie Levine’s
publication Flaubert: un Coeur Stmple (1990) will be on display in the office library.

1. MoMA Archives Oral History Program: E. Cobb, July 06, 1988, p. 2.

2. A clipping from a 1926 edition of the New York Times, describes a lecture given
by Forbes Watson on “An Interpretation of Modern Art.”

3. MoMA Archives, p. 5.

4. Together with her friends, art collectors Louisine Havemeyer and John Quinn,

she persuaded the curator of painting, Bryson Burroughs, to host the Loan Ex-
hibition of Impressionist and Post-Impressionist Art at the Metropolitan Museum
of Artin 1921. Quinn lent 26, Bliss 12 (including five Cézannes and her Degas
painting) and Havemeyer two works (both women were anonymous). Lillie also
helped with funds to enable the International Exhibition of Modern Art.

5. To the surprise of her friends, Lillie donated most of her art collection, 150
works of art, to the Museum of Modern Art following her death in 1931. The
museum, first concenived as a space exhibition purposes only, was enabled
though Lillie’s bequest to lay the foundation for a proper permanent collection.
The conditions attached to the bequest in the will included a “secure financial
basis” to be provided to the museum within three years. The conditions were
met and MoMA’s permanent collection secured.

6. “The Anxiety of Influence — Head On. A Conversation Between Sherrie Levine
and Jeanne Siegel” in Sherrie Levine, exhibition catalog (Kunsthaus Ziirich
1991), p. 18.

7. Jeanne Silverthorne, “Sherrie Levine: Nature Morte Gallery,” Artforum, Janu-
ary 1985 .

8. Sherrie Levine / MATRIX 94, Wadworth Antheneum, April 1987, p. 3.

9. Ibid., p. 2.

10. Jean Fisher, “Sherrie Levine: Baskerville + Watson Gallery,” Artforum, April

1984. Cont. “The secret of artistic success, like commercial success, resides in
the balance between that which is surprising and that which is “well-known,”
between information and code. ...One flatters the “taste” of a public, and the
eclecticism of a sensibility enfeebled by the multiplicity of forms and available
objects. In this way one thinks one is expressing the spirit of the moment, where-
as one is merely reflecting the spirit of the marketplace. Sublimity no longer is
in art, but in speculating on art.” In New York, she shows knot paintings and
lead works. Collins and Milazzo include a knot painting in their MEDIA POST
MEDIA exhibition at Scott Hanson Gallery, NY, presenting Levine’s work with
18 other artists. All women. At Hirschl & Adler Modern a lead work hangs in a
group exhibition LEAD with an early lead prop piece by Richard Serra and wall
pieces by Jannis Kounellis and Giinther Forg.

11. Sherrie Levine, “pathos: Trois Contes,” October, Vol. 101 (Summer, 2002), pp.
84-95.
12. Ibid., pp. 84-95.
13. In an ambivalent room, shelf after shelf of birds. ...There, standing in a line,
5

She copies it and publishes it (the copy) as “A Simple Heart (After Gustave Flaubert)” in
New Observations No. 35 (Labyrinths/Paracriticism), alongside Peter Halley’s
“On Line,” Izhar Patkin’s “Form of Service” and Linda Nochlin’s
“The Ballad of Miss Etta and Dr. Claribel.”

1984 is the year before Baskerville + Watson Gallery moves from 24 W. 57th Street to
the floor above the Curt Marcus Gallery in the 578 Broadway Building. They don’t
represent artists yet, but Levine is working on her second exhibition for the gal-
lery. Her first for Baskerville + Watson closes in 1983, after solo exhibitions with
A&M Artworks in 1982 and Metro Pictures in 1981. She will show knot paintings
and watercolor copies of illustrations by Fernand Léger, El Lissitzky and Piet Mon-
drian. The watercolors and drawings are traces on 11 x 14 in. pieces of paper. The
paintings are 20 x 24 in. easel-size boards.

Levine installs drawings and paintings after Kasimir Malevich and Egon Schiele for an
exhibition at Nature Morte the same year, with the aphorism: “We like to imagine
the future as a place where people loved abstraction before they encountered sen-
timentality.” ?

At the time, Levine considers herself “a still life artist—with the bookplate as [her| sub-
ject” and consensus around her practice already underscores the ways in which art
accumulates divergent meanings over time and in different contexts.®

In 1984, “every work, every image, is leased and mortgaged.”

In her review of the Baskerville + Watson exhibition for Ar¢forum, Jean Fisher describes
how “[Levine’s] displacement of the [modernist/masculine] image from its his-
torical context compels us to attach a different meaning to it. A slippage occurs
away from what is intrinsic to the image to what frames it...perhaps because it
transforms the status of the image from information to souvenir. The souvenir is
that which stands (in) for that which is ostensibly absent...Jand] always in excess of
the thing itself and only relative to the extent of the investment in it.”

In 1984, Levine copies Flaubert’s A Simple Heart word for word:

[4
The parrot was called Loulou. |

[The heart] sheds its leaves like a tree [and]
cannot hold out against certain winds.
— Gustave Flaubert

Flaubert said that he wrote 4 Simple Heart to please his friend, the writer George Sand.

She does not live to read it.

Of the story, he writes: “It is just the account of an obscure life, that of a poor country
girl, pious but fervent, discreetly loyal, and tender as new-baked bread. She loves
one after the other a man, her mistress’ children, a nephew of hers, an old man
whom she nurses and her parrot. When the parrot dies she has it stuffed, and when
she herself comes to die she confuses the parrot with the Holy Ghost. This is not at
all ironical as you may suppose, but on the contrary very serious and sad. [ want to
move tender hearts to pity and tears, for I am tender-hearted myself...”"!

Before A Simple Heart, parrots flit through Flaubert’s work and through his letters.

In a letter from December 9, 1852, Flaubert describes vanity as a “parrot [that] hops from

2
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