

































































































































































































































































































































































































































































































































































































































































































































































OPEN-ENDED CONCLUSIONS ABOUT JACKSON POLLOCK

Ironically, it's those who try to explain the "fragmentation" and putatively dis
turbed turbulence of the paintings as one-to-one indices of the inner man who
ask us to accept a falsely neat ideal of integration, wholeness, and consistency,
between the different aspects of Pollock's psychic makeup and the variety of
expressions in his art. On the other hand, by disconnecting what we see in
Pollock's paintings from the schematic anecdotes we have about his life, we can
allow more of him, not less, into his art. We can begin to sece how the person
who emerged on these canvases was in many ways antithetical to—and certainly
complex in other ways than —the person who comes down to us in family rem
iniscences, fragmentary and often borrowed quotes, and cliched sagas of binges
at the Cedar Bar.

The search for such finer-grained discrimination fueled the examination, in
the retrospective and its accompanying publication, of the way Pollock actually
made the poured or drip paintings. In insisting on the evidence of refined con
trol and complex patterns of intent in these paintings, the aim was not to make
a fetish of technique; as Pollock himself averred, the end is what counts, and
technique is only a means of getting there. But if we are to understand what
these pictures are—to say what they properly evidence, and can legitimately be
made to stand for—we need once and for all to scotch the false myths of wild
and heedless improvisation that cling to them. And what we propose to replace
those romances with is hardly the flat-footed conservatism of some traditionally
premeditated craft. Just as certainly as Pollock's work belies the simplistic unity
inherent in the expressionist idea of inner feeling poured into outer form, so too
it will not be accommodated within crude dichotomies between the planned
and the unplanned, the intended and the automatic, the knowing and the
unconscious, the controlled and the accidental. The constant interplay and feed
back among these aspects of his practice was too swift, too inseparably interwo
ven, to allow for neat antitheses or clear either/or choices. Pollock's improvisa-
tional spontaneity was, as Pepe Karmel has suggested, akin to that of the jazz
musician who stitches together, on the fly and in wholly unpredictable ways, a
repertoire of familiar riffs—or, as I have said elsewhere, to that of the great ath
lete or dancer who, operating beyond any programmed move or convention,
achieves a spectacular grace, its intense, of-the-moment presentness a seamless
blend of unthinking spasm and trained will.

Accident and fatality have been the twin plagues of our understanding of
Pollock. The two romances —the ideas, respectively, of abandonment to
untamed chaos and of entrapment by tragic destiny—have twinned with each
other to surround his work with the modern myth of an involuntary art, born
of some irresistible necessity or external impulsion, and hence projected beneath
or above the mundane thresholds of mere fumbling intent, or into zones of free
dom beyond the manacles of conventional cultural construction. We cannot any
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unhackneyed terms, the density and range of the greatest human expressions—
Shakespeare, Beethoven—we have inherited.

For a long time now, Pollock has been admired as a great eliminator and
destroyer, and trumpeted as a poster boy for the anticultural freedom and essen-
tially anarchic, antihumanist force of modern art. This is at best only half the
story. Pollock’s particular kind of modern innovation undeniably derives much
of its cultural power from the corrosive, liberating power of its negations. The
countless ways in which it rejects the traditions of painting have long been sear-
ingly apparent. But, like the best of modern art, it also has tremendous genera-
tive, and regenerative, power. In return for all that it takes away from art’s tradi-
tions, it gives back something fertile, complex, and expandable—and this not
simply by clearing the decks, but by the range of expressive powers in the origi-
nal language of form it deploys. When Pollock eliminates all that he eliminates
from painting, what is left is not chaos, or anarchy, or heedless spontaneity.
What is produced is a densely complex language of form, capable of an enor-
mous range of expression, from the monumental to the intimate, from the lyri-
cal to the apocalyptic, from the basely crude to the ethereally fine—and perhaps
most enthrallingly, capable of conjuring all these things near simultaneously, in
a special wedding of intransigent abstract materiality and rich metaphoric evo-
cation that will not be prized apart. The dream of modern art may be an impos-
sible one, and the wager unlikely—that individual freedoms can yield shared cul-
tures, and that the apparent negation of tradition can rebuild something of
equal worth, binding us paradoxically both to our time and simultaneously to
the greatest achievements of the past—but in Pollock’'s best work, we feel, near
the end of modern art’s first century, that the gamble was redeemed.

Notes

1. Clement Greenberg,"Art,” The Nation
160 no. 14 (April 7, 1945); 397.
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Pollock: Response as Dialogue,” and
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It," both in the present volume.
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parts -1V, Artform 5 nos. 6 (February
1967): 14-22, 7 (March 1967): 28-37,
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It," in the present volume,




Index

Alfieri, Bruno 93, 94, 101,
223, 224
Alicata, Marlo 226
Alloway, Lawrence 385,
208-10, 213
Andre, Carl 175
Lever 174
Appel, Karel 218
Amheim, Rudolph 23
Ashton, Dore 219
Auden, W. H. 71

Bachelard, Gaston 34

Baker, Betsy 155

Balzac, Honoré de 77

Banham, Reyner 218

Barr, Alfred H. 9-11, 40, 73,
75, 87,213, 223

Barrer, Gertrude 84

Baselitz, Georg 235

Bataille, Georges 161, 168

Baziotes, William 46, 78, 223

Beaudoin, Kenneth 84

Beckmann, Max 10

Benglis, Lynda 196

Benton, Thomas Hart 35
39, 43, 44, 45, 47, 52, 5
64, 66, 84, 102

Berger, John 208, 212

Berggruen, Heinz 218

Blake, Peter 62, 63

Bloom, Harold 55, 71, 161

Bocour, Leonard 112, 149

Bois, Yve-Alain 160

Bonnard, Pierre 210

Braque, Georges 36, 71, 73, 206

Breton, André 223

Brian, Doris 76

Brown, G. Baldwin 89

Brus, Gunter 63

Bryen, Camille 216

Bucarelll, Palma 225

Burchfield, Charles 40

Busa, Peter 52, 61, 84, 102, 117
The Thing in the Present 86

Cahill, Homer 207

Calder, Alexander 205
Campbell, Lawrence 195
_apogrossi, Giuseppe 216, 217
Carmean, E. A. 155

Caro, Anthony 213
Carpentier, Charles 219
Cassou, Jean 220

Cézanne, Paul 33, 244
Chastel, André 219

Chirico, Giorgio de 43
Choay, Francoise 220
Coddington, James 149, 236
Coldstream, Willlam 209
Connelly, Cyrll 202

Cortés, Hermmando 48
Courbet, Gustave 16, 27
Crispolti, Entica 226, 227
cummings, e, e. 203

Dannatt, Trevor 210

Dausset, Nina 216

Davie, Alan 205

Davis, Stuart 223

Degottex, Jean 218

Delacroix, Eugéne 16

Deleuze, Gilles 175

Demuth, Charles 223

Denny, Robyn 203, 204, 209,
213

246

d'Harnencourt, René 9
Dix, Georgina 202
Doerner, Max 113
Donati, Enrico 218
Dorival, Bernard 220
Dornand, Guy 219
Dove, Arthur 223
Drexler, Arthur 62
Drouin, René 218
Dubuffet, Jean 17, 29, 217
Duncan, Isadora 30

Ehrenzweig, Anton 208
Einstein, Carl 72, 73
enstein, Sergei 42
Elderfield, John 184, 185
El Greco 41, 43, 103
Elliot, Gerald 64

Empson, William 195, 196
Ernst, Max 39, 73, 74

Faulkner, William 203, 204

Fautrier, Jean 217

Ferml, Enrico 30

Fin 205

Fliess, Wilhelm 195

Fontana, Luclo 223

Fougeron, André
Civilisation Atlantique 215

Francis, Sam 206, 218

Frankenthaler, Helen 8, 181-99
Before the Caves 142; Blue
Territory 184; Eurapa 192;
Holocaust 183; Jacob’s
Ladder 193; Mountains and
Sea 142, 191; Seven Types of
Ambiguity 143

Freud, Sigmund 71, 161, 163,
195, 196

Fried, Michael 23, 27, 185,
187, 188

Fricdman, B. H. 42, 46, 52

Fuchs, Claus 22

Calantiére, Lewls 201, 205
Genauer, Emily 81, 87, 88
Gershwin, George 44
Gindertael, R, V. 218
Giotto 41, 193
Goetz, Alexander 218
Goodnough, Robert 87
Gorky, Arshile 34, 204, 223
Gottlieb, Adolph 213
Graham, John 37, 39, 77
Greenberg, Clement 10, 23,
35, 36, 37, 38, 39, 57, 64,
65,71, 72, B4, 88, 94, 112,
155, 156, 158, 160, 163-7,
175, 185-8, 190, 204,
208, 233, 235, 242
Gromaire, Marcel 17
Guggenheim, Peggy 10, 37,
51, 73, 78, 118, 119, 159,

Guilbaut, Serge 29, 214
Guston, Philip 34, 43, 44,
57, 60, 213

Hartley, Marsden 223
Harten, Jiirgen 42
Hartung, Hans 217
Hayter, Stanlev William
83,93
Combat 85

14,

Heartfield, John 42

Held, Al 65

Heller, Ben 11, 12

Hemingway, Ernest 203

Herner, Irene 42

Heron, Patrick 206, 209

Hesiod 74

Hesse, Eva 1735, 196, 233
Untitled (Rope Piece) 234

Hofmann, Hans 29, 36, 37,
39, 78, 213, 236
Fantasia 28

Holmes, Martha 100

Hopper, Edward 219

Horn, Axel 42, 45, 52

Hunter, Sam 10

Hurlburt, Dolores Valdivia
Diagram of Siqueiros's com-
position for Portrait of the
Bourgeoiste 54

Hurlburt, Laurance 42

Jaguer, Edouard 216, 218
Janis, Harriet 12
Janis, Sidney 11, 12, 75, 83,
88, 15 7
Jeannerat, Pierre 208
Johns, Jasper 168
Diver 169
Johnson, Philip 64
Judd, Donald 64, 164
jung, Carl 155

Kadish, Reuben 43, 44, 60
Kamrowski, Gerard 46
Kandinsky, V y 36,39, 75,
204, 226
Kaprow, Allan 62, 160
Yard 160
Karmel, Pepe 103-5, 120, 155,
156, 171
Kelly, Ellsworth 64
Khroshchev, Nikita 222

Klee, Paul 73, 80
Klein, Yves 64
Kline, Franz 213

Kooning, Willem de 33, 34,
60, 65, 149, 204, 213,
Kosuth, Joseph 164
Kounellls, Jannis 227
Krasner, Lee 10-12, 36-38, 46,
56, 57, 60), 64, 71, B1,
110-12, 145, 155, 236
Krauss, Rosalind 11, 59-60

Landau, Ellen 42

Lanyon, Peter 213

Laszlo, Violet de 29

Lauterbach, Ann 65

Lautréamont, Le Compte de
0

Léger, Fernand 10, 12, 75, 83

Lehman, Harold 36, 42, 43,
44, 45, 57, 59

Leiris gallery 219

Lepore, Marlo 226

Lévi-Strauss, Claude 15, 185

LeWitt, Sol 64

Lieberman, William 11

Louchheim, Aline B. 201, 202,
205

Louis, Morris 149, 186-90,
192, 194, 233
Beta Lambda 234

Lunacharsky, Anatoly 40

Maeght gallery 219

Malevich, Kasimir 16

Mancusi-Ungaro, Carol 236

Mangold, Robert 64

Marin, John 223

Martin, Philip 218

Masson, André 39, 73, 74, 158
Antilles 73

Mathieu, Georges 206, 216,
217

Matisse, Henri
66, 210, 236

Matta, Roberto 117, 119

Mayer, Ralph 113

McBride, Henry 77

M /, Porter 220

McNeil, George 66

Melville, Herman 204

Melville, Robert 206

Moessinger, Lisa Mintz 42

Michaux, Henri 206, 217

Michelangelo 155

Miller, Dorothy 111

Miro, Joan 9, 36, 39, 47, 77,
78, BO, 84, 85, 87, 89, 92,
93, 204, 218, 235
The Beautiful Bird Revealing
the Unknown to a Pair of
Lovers 78

Moller, Hans 81, 87, 88
Chessplayers 82

Mondrian, Piet 10, 12, 16, 36,
37, 64, 93

Monet, Claude 38, 93, 156

Morris, Robert 160, 161, 163,
168, 170
Untitled 163, Untitled
(Tangle) 163

Motherwell, Robert 88, 117,
145, 185

Moy, Seong 84

Mussolini, Benito 222

10, 16, 40, 64,

Naifeh, Steven 42, 46, 59, 60

Namuth, Hans 26, 29, 30, 63,
86-88, 92, 100, 102, 155-7,
161, 170,
220, 227, 236

Newhy, Howard 203

Newman, Amold 100

Newman, Barnett 64, 213, 220

Newton, Eric 206, 208

Noland, Kenneth 186, 188,
189, 192, 194, 233
Thaw 167; installation view
showing Coarse Shadow and
Stria 166

MNovros, David 64

O'Connor, Francis V.
O'Hara, Frank 11, 35
O'Keeffe, Georgla 223
Onslow-Ford, Gordon 39
Oppenheimer, Max 22
Orozco, José Clemente 8, 35,

38-44, 46, 47, 48, 49, 50, 51,

52, 55, 56, 57, 60), 61, 64
Barricade 50, La
Belicosidad (The Spanish
Conguest: War Scene) 51,
Cortés 48, Dive Bomber and
Tank 41, Gods of the Modern
Wrld (The Epic of American
Civilization, panel 17) 49,
Man of Fire 47

12, 42




Ossorio, Alfonso 535, 120, 145,
170, 206

Ozenfant, Amédée 75, 76, 83, 90
La Belle Vie 76

Paalen, Wolfgang 39
Parsons, Betty (Betty Parsons
Gallery) 18-21, 23, 25,27,
29, 30, 60, 86, 120, 186
Picabia, Francis 39

71-75, 77-81,
92-94, 155, 1
224, 236, 237
Dot and line drawing 78, La
Crucifixion 74, Painter and
Maodel 72, The Swimmer 75,
Two Women in front of a
Window 79
Pistoletto, Michelangelo 227
Polcari, Stephen 42
Polke, Sigmar 235
Pollock, Charles 43, 60, 61
Pollock, Frank 118
Pollock, Jackson
Auturiin Bhytlm: Number 30,
1950 18, 19, 123, 124, 156,
Yald Woman with
Skeleton 49; Birth 238; Bluck
and White Painting I1l 56;
Blue Poles; Number 11, 1952
134; Convergence: Number 10,
1952 135; Croaking
Movernent 129; The
Debutante 146; The Deep
139, 150; Easter and the
Totem 239; Echo: Number 25,
Enchanted Forest

Fatihom Five 104, 105;
Lavender Mist: Number 1,
1950 123, 125-30; Lucifer
124; Male wird Female in
Search of a Symbol 79; The
Moon-Wornan Cuts the Circle
137; Mural 118, 119, 121;
Number 14, 1948 12
Number 5, 1948 145; Number
114, 1948 (Black, White and
Gray) 148; Number 14, 1948
103; Number 20, 1948 144;
Numtber 6, 1950 28; Numnber
15, 1950 19; Number 19,
1950 20; Number 20, 1950
27; Number 22, 1950 2();
Number 27, 19500 24, 25;
Number 28, 1950 13
Number 32, 1950 122, 125;
Number 14, 1951 57, Nurber
22, 1951 133; Ocean
Greyness 139; One: Number
31,1050 91, 123
Phasphorescence 106, 107;
Ritual 141, 239; The She-
Wolf 136; Shimmering
Substance 134; Stenographic
Figure 80, 238; Totem Lesson
2 138; Untitled, c. 1938-41
48; Untitled, c. 1938-41 50;
Untitled, c. 1939 47;
Untitied, c. 1939-42 89,
Untitled, 1944 159; Untitled,
1944-45 84; Untitled,
1946 91; Untitled, 1951 189;
Untitled [Black Pouring over

Color] 82; Untitled
[Composition with Donkey
Head] 51; Untitled [Red
Painting 1-7] 182; Untitled
(Scent) 240; Untitled (Woman)
53; White Light 135

Pollock, Roy 43

Pollock, Sande 43, 44, 60

Posada, José Guadalupe 41

Potter, Jeffrey 42

Quirt, Walter B3
The Crucified 85

Ragon, Michel 218, 220

Rauschenberg, Robert 94
Rebus 94

Read, Herbert 87, 203, 207

Renau, John Joseph 42

Restany, Pierre 218, 220, 221

Revnaolds, Joshua 73

Riley, Bridget 209, 213

Riapelle, Jean-Paul 206, 217, 218

Rivera, Diego 35, 39, 40, 41,
42, 43, 44

Robertson, Bryan 35, 210, 212,
220

Rohn, Matthew L. 171
Diagram for Pollock’s
Convergence: Number 10, 1952
171

Rose, Barbara 184, 185

Rose, Bernice 147

Rosenberg, Harold 33, 35, 57,
63, 166, 167, 207, 208, 212

Rosenblum, Robert 219, 220

Rothko, Mark 64, B4, 213, 220,
223

Rothschild, Judith 78

Rubin, William 11, 12, 34, 36,
38, 39, 156, 175, 233, 242

Russell, Alfred 217

Russell, Bertrand 202

Russell, John 210

Russo, Giovanni 226

Ryman, Robert 64

Sadoul, Georges 216
Sakharov, Andrel 22
Saltzman, Lisa 182, 184
Sartre, Jean-Paul 212, 221
Schapiro, Meyer 207
Schoenberg, Arnold 158
Scott, William 205
Selberling, Dorothy 87, 88
Serpan, laroslav 206
Serra, Richard 55, 170-3, 175,
233
2-2-1: To Dickie and Tina 176,
Casthig 173, Cutting Device:
Base Plate Measure 176
Seuphor, Michel 217, 218
Shahn, Ben 207, 219
Sheeler, Charles 223
Siqueiros, David Alfaro B, 35,
3846, 52, 53, 55, 56, 57, 58,
59, 60, 61, 64, 65, 109, 167
Birth of Fascism (first version)
53, Collective Suictde 45,
Partrait of the Bourgenisie 54
Sironl, Mario 41
Smith, Adam 30
Smith, Gregory White 42,
46, 59, 60
Smith, Joseph 56
Smith, Richard 213

Smith, Tony 56, 59, 62, 63,
64, 155, 170

Sobel, Janet 39

Soby, James Thrall 10, 78, 235

Soulages, Merre 218, 221

Spender, Stephen 203, 204

Spever, Darthea 218

Stalin, Joseph 222

Stamos, Theodoros 223

Steig, William 205

Steinberg, Leo 165, 166

Stella, Frank 64

Stella, Joseph 223

Stevens, Wallace 16, 17, 21,
22, 30

Still, Clyfford 150, 213

Stowe, Robert 208

Sutherland, Graham 205

Sufton, Denys 205, 214

Sweeney, James Johnson 10

Sylvester, David 204, 205,
208-10, 213

Tal Coat, René Pierre 17, 218
Tapie, Michel 205, 206, 216,

Taubes, Frederic

Taylor, Basil 209

Teller, Edmund 22, 30

Thompson, D'Arcy

Thompson, David 210

Thurber, James 203

lintoretto 43, 103

Titian 193

Tobey, Mark 93, 223

Tomlin, Bradley Walker 2

Toyen 218

Truman, Harry 22

Turnbull, Willlam 213

Twombly, Cy 94, 161, 170
The Italians 162

Tyler, Parker 21-23, 25, 30,
182, 183

Trara, Tristan 218

o

Ubac, Raoul 205

Vaccaro, Tony 112, 149, 150
Valsecchi, Marco 227
Varnedoe, Kirk 118
Vasconcelos, José 40
Vedova, Emilio 223

Venturi, Lionello 227
Venturoli, Marcello 225, 226
Viviany, Catherine 223

Vollard, Ambroise 77

Wahl, Theodore 46
Warhel, Andy 60, 161, 164,

170

Oxidation Painting 162
Watsan, Peter 205
Weil-Lorac, M. 215
Wescher, Herta 218
Wheeler, Steve 36
Winters, Terry 235
Walfflin, Heinrich 160
Wals 158, 205, 217
Wright, William 57, 58
Wyeth, Andrew 207, 219

Photograph Credits

ot

Arties Iilgevis Sociery |AKS),

v, Mkimgrageh by o
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Jackson Pollock New Approaches

Jackson Pollock is widely considered the most challenging and influential American
artist of the twentieth century. In his revolutionary paintings of the late 1940s, he
poured paint into complex webs of interlacing lines, rhythmically punctuated by
pools of color. With their allover composition, apparent abstraction, and sponta-
neous but controlled paint-handling, these powerful works announced the emer-
gence of Abstract Expressionism.

In 1998-99, The Museum of Modern Art, New York, organized a landmark retro-
spective of Pollock’s work, making it possible for a new generation of artists and
viewers to experience his paintings firsthand. During the exhibition, nine leading
scholars gathered at the Museum to discuss Pollock’s work and its meaning today.
Their essays, collected in this volume, demonstrate the continued relevance of Pollock’s
work for contemporary art, and the vitality and diversity of contemporary criticism.

This book is accompanied by a companion volume, fackson Pollock: Interviews,
Articles, and Reviews, collecting essential older texts by or about Pollock. Along with
Jackson Pollock; the sumptuously illustrated catalogue of the exhibition, these books
offer an indispensable overview of a painter who decisively changed the nature of

modern art.
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