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The first aim in a painting should be universal expres-
sion. What is needed in a picture to realize this is an
equivalence of vertical and horizontal expressions . . .

The second aim should be concrete, universal expres-
sion. In my work of 1919 and 1920 (where the surface of
the canvas was covered by adjoining rectangles) there
was an equivalence of horizontal and vertical expres-
sion. Thus the whole was more universal than those in
which verticals predominated. But this expression was
vague. The verticals and horizontals cancelled each
other, the result was confused, the structure was lost.

In my paintings after 1922 I feel that I approached
the concrete structure I regard as necessary. And in my
latest pictures such as Broadway Boogie Woogie and ¥ic-
tory Boogie Woogie the structure and means of expres-
sion are both concrete and in mutual equivalence . . .

It is important to discern two sorts of equilibrium in
art: 1. static balance; 2. dynamic equilibrium. And it is
understandable that some advocate equilibrium, others
oppose it.

The great struggle for artists is the annihilation of
static equilibrium in their paintings through continu-
ous oppositions (contrasts) among the means of expres-
sion. It is always natural for human beings to seek static
balance. This balance of course is necessary to existence
in time. But vitality in the continual succession of time
always destroys this balance. Abstract art is a concrete
expression of such a vitality.

Many appreciate in my former work just what I did
not want to express, but which was produced by an in-
capacity to express what I wanted to express—dynamic

movement in equilibrium. But a continuous struggle for



this statement brought me nearer. This is what I am at-
tempting in Victory Boogie Woogie. . . .

To move the picture into our surroundings and give
it real existence, has been my ideal since I came to ab-
stract painting. I think that the logical outgrowth of
painting 1s the use of pure color and straight lines in
rectangular opposition; and I feel that painting can be-
come much more real, much less subjective, much more
objective, when its possibilities are realized in architec-
ture 1n such a way that the painter’s capabilities are
joined with constructive ones. But then the construc-
tions would become very expensive; they would require
a pretty long time for execution. I have studied the
problem and practiced the approach with removable
color and non-color planes in several of my studios in

Europe, just as I have done here in New York.



