








or maquettes. The only comment I ever heard which might reflect
Mestrovic’s attitude on these matters was in response to my enthusiastic
description of a large, primordial, reclining figure by Henry Moore.
He looked at me, put his hand on my shoulder, and shook his head
as he smiled. “Mr. Schmeckebier, when an Englishman goes crazy,
he’s really crazy.”

For the new world of the postwar era, Mestrovi¢’s most positive state-
ment appeared in the various studies for a projected monument to the
six million Jews who perished in the Holocaust. From his own
background of heroic tragedy which we have followed from Kossovo
to the studies for Job done while languishing in prison, he conceived
a gigantic figure of Moses striding forward as leader pointing the way
of the future, against a vast panorama of migrating peoples in relief.
After years of Mestrovi¢’s hard work in the old studio-barn at Syracuse,
fund-raising for the completion of the project began to fail and the
full-scale, finished model of Moses was put in storage, until the
centenary exhibition at The Joe and Emily Lowe Gallery last spring.

Today, as we look back on the years of Mestrovi¢’s career in America,
we could admit that perhaps he was one of those who, like Thomas
Mann, were “survivors from a nobler era”, that the New World and
the revolutionary culture of the latter part of the twentieth century
have no use for the ideas and accomplishment of Mestrovi¢, the
Phenomenon. Yet, look again. The political and social tensions of this
century are still with us, changed in detail, but expanded into global
proportions. In such a world the peasant stonecutter from the granite
mountains of Croatia still has a message. It is the artist’s doctrine of
hard work, great ideas, and the dream of salvation through love and
sacrifice. The story is told both in his writings and in his life as a political
activist. As one of the great sculptors of the twentieth century,
Mestrovi¢ will speak to generations yet to be born: of respect for the
Old Masters which, for him, meant Rodin, Michelangelo, Phidias and
the anonymous sculptors of the medieval cathedrals; of faith in nature,
which for him meant the human figure; and of work—endless and con-
sistent work. For Mestrovi¢, work was a daily habit, begun in his earliest
years as a stonecutter with his father and continued throughout his
life. He was in fact at work in his studio on the morning of the day
he died.

While most of his contemporary artists, beginning with Rodin’s im-
mediate followers, were concerned with the problems of form and
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technique, the search for new values and modes of expression,
Mestrovi¢ sought to express the deeply-rooted memory of life’s greatest
moments. In our day, in a society that is shaken and confused, in need
of courage, strength and direction, this is still the message. It is one
of spiritual content rather than obsession with technical means. It is
one of deep and inner truth, humanitarian compassion as well as heroic
achievement. At Syracuse University we honor this great artist who,
as Chancellor William P. Tolley said, “dreamed no small dreams”.
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