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THE FOLLOWING OVERSIZED FLOORPLAN: “EXISTING GARDEN
WING FIRST FLOOR PLAN, NOVEMBER 1964, MOTHERWELL,” WAS
NOT IMAGED DUE TO SIZE LIMITATIONS.
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LOS ANGELES COUNTY MUSEUM OF ART

5905 Wilshire Boulevard, Los Angeles, california 90036 Telephone 937-4250

June 18, 1965

Mr. Frank O'Hara

Associate Curator of Painting and Sculpture Exhibitions
The Museum of Modern Art
11 Weet S53vd Crwn-s
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William Osmun

Senior Curator
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LOS ANCGLELES COUNTY MUSEUM OF ART

sous Wihor waubvard, vos angeles, california goo 16 telephone 937-4250

June 18, 198N

Mr. Frank O'Rara

Associste Curator of Painting and Sculpture Exhibitions
The Museum of Modern Art

11 West 53rd Street

New York, New York

Dear Frank:

First the only Motherwell here that you might not know is "Man
in Grey, 1948" oil on canvas, 30"(h) x 24". This belongs to
Harry Sherwood (920 North Foothill Road, Beverly Hills). I do
not remember it but Maurice says it is an interesting painting
rather like "The Best Toys Are Made Of Paper" but has a certain
quality of mystery.

Second, our photographer will make slides of all the paintings
in the New York School show.

Do let me know when you expect to arrive in Los Angeles and plan
to stay with me.

Yours as ever,

|
oy
I |

Willied Osmun /
Senior Curater
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2 Mr, Frank Q'Hara
Miss Sarah Rubenstein
Misg !'rangoise Boas

July 12, 1965

J. Pltrtok m, E'q.
760 Perk Aveme

Hew York

Hew Yopi: 10021

Pear Pst:

I am delighted to hear from my colleague, Mr. Frank O'Hara,
that you have graciocusly agreed to lend your Robert Motherwell
peinting entitled wWall Paloting with Stripes, 19kl te the major
exhibition of his Work wWhich opens here in Deptember. To co=
incicde with the ezhibition, we are publishing a survey of
Hetherwell's work by ¥r, O'Hars, with statements by the ertist
anc many reproductions. Howaver, becsuse they sre so helpful
to people throughout the world who depend upon Museum of Modern
4rt publicstioms, we like to have as many eoler repreductions
ae popaible, but becaurs of the high cost of color plaies ==
&énd cur stromg desire to keep the prics of ouwr Looks within
the reach of students -~ we are obliged to depend upon the
generosity of owners to make them possible. For thase resa-
sons, I an taking the liberty of enquiring whether The Lannan
Foundstion might wish to make a comtribution to the Museun in
the mmourt of $500 toward the cost of making a color plate of
your painting, If this should be possible, we shall be most
appreciative, but if it is not comveniemt, pleass be assured
that we shall in any case reproduce your peimting in black
and white, because we srv very happy to havs your collection
represented in our homuage to this grest American artist.

Thanking you in advance for the courtesy of your consideration,
I am,

Sincerely,

[¥hars Arewive rile
| -
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bes Mr, Frank 0'Harg

%“ Sarah Rubenstein
88 Francgise Boas

July 15, 1965

Mr, Boris Leavitt
Lana Lobell Farms
RD 1, Hanover
Pennsylvenia

Dear Mr, Leaviti:

I an delighted to hear from my collesgue, Mr. Frank Ofiara,
thet you have graciously agreed to lend your Robert Motherwell
painting Two Fi g with Cerulean Blus Stripe, 1960 to the
major exhibition of his work which opens here in September,

Te colneide with the sahibition, we are publishing a survey of
Notherwell's work by Mr, O'Hara, with stetements by the artist
and many reproductions, However, because they are so helpful
to people throughout the world who depend upon Museum of Modern
Art publicstions, we like tc have as many color reproductions
as poegible, but because of the high cost of color plates ==
and our strong desire to keep the price of our booke within
the reasch of studemts -- we are obliged to depend upon the
gensrosity of owners to meke them possible. For thase rea-
sons, I an taking the liberty of enquiring whether you might
care {0 make a tax~deductible comtribution to the Museum in
the smount of $500 toward the cost of meking a color plate of
your painting. If this should be possible, we shall be most
apprecigtive, but if it ies not convenient, please be assured
thet we shall in sny case reproduce your painting in black
end white, because we are very happy to have your collection
represented in our hommege to this great American artist.

Thenking you in advance for the courtesy of your consideration,
I an,

a8 1”3”13 »

oo g
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be: Mr. Frank O'Hara *

Miss Frangoise Boase

Albnight-Knox Art Gallery

s

Buffalo 22. New York

101 ogGeril J
rd otreet

New York
> Monroe;

a meeting o
presenied your regquest ior
cost of a color plate of our
of the forthcoming
It was the decision of tn
130;".,., SUcl a8 COoNirioutic
you that we are

paintisg in color if you wish 1o
With kindest regards,
Sincerely yours,

y keIl
Gordon M. Smith
Direcior

GMS:eb
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THE MUSEUM OF MODERN ART

DateJuly 6, 1961

To: Re: Sao Paulo: MITHERWELL'S LOANS

From: Renéde Neu

We have received no answer to our request on the following Works:

View from a Tower. Mr, Paul PeteTs
12 Eas L Street

New-York City\ Tel. GR 3-5732

M quhe Emperor of China. ¥r, Frederic Varady
— B West 86th Street
~ New York City Tel, JU 2-0689 (home)
A - SC 1-8l22 (office)

At Five in the Afternoon,

__ SR B OU
204 (ad fod Sogl
/k r Kot z’a@fﬁ W ?27

0'Mara Archive File

Huseam of Modem At
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MOTHEEWELLS IN MOMA COLLECTICNS

Elegy to the Spanish Republic, No. 54 (1957-61)

| &
% x 90 1/4

Pancho Villa, ete, 1913
Gouache & Collage
28 x 35 7/8 (s. X 5511)

Personage with Yellow Ochre & White, 1947

ZC; Sk (5. 14-248)

The Voyage. (19L49) '} 47 /
oil & Eﬂaera on paper mounted on composition board {[ / f UMy

43 x 9

Western Air, (19L46-47) &/, ( o h Aes Vi y,
7——-—-'0 - \ ) AU

72 % 5k

LA {

e

—_—

Ut M,az 369.62 Capriccio. 1960

i/ ; Pochoir

363.63 In Black with Yellow Ochre., 1963
Lithograph
Sheet: 30 x 21 ¥ 1/h

370,62 Poet, Number 1, 1961
Lithograph

371.62 Poet, Number 2, 1961
Lithograph
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Newark. Museum. A museum in action;j...American
paintings & sculpture from the Museum's collections...
Oct.31, 194l - Jan.31, 1945.

p.60, 166, 182, - 1 work. - Intro. by Holger

Cahill.

New York. Federation of Modern Painters and Sculptors.
Seventh annual exhibition of paintings and sculpture
by guests of members... Sept.9-27, 1947.

po(L)+ = 1 work. - Exhibition held at Wildenstein

& Co. - Reviewed in Art digest, p.10, Sept.15,1947.

New York. Whitney Museum of American Art. Annual

exhibition of contemporary American sculpture,

watercolors and drawings. Apre2 - May 8, 19L9.
p.[9]s = 1 work.

New York. Museum of Modern Art. Recent sculpture,

U.S.A. Sponsored by the Junior Council of The

Museum. May 13- Aug.l6, 1959.

> po[24,139)411. - 2 works. - Catalog published as
Bulletin v.26, no.3, Spring 1959. = A circulating

exhibition.

Chicago. Art Institute. 6Lth American exhibition;
paintings, sculpture. Jan.6-Feb.5, 1961.

p. 31} - 1 worke

Great Jones gallery, New York. Heads by eight

sculptors. Sept.19 - Oct.l5, 1961.
p.[3]. - 1 work. - Revieved by Sidney Tillim in

A‘I‘ta, pc36-36, 001.‘.-1961.

0'Hara Aichive File @

Mugeum ol Modern Art
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When a major artist has a major retrospective and he is an
American and it is in an American museum, all sorts of harrowing
excitements occur which involve all concerned. For the artist it is
the temporary summation of his achievement thus far, an exposure

which no sensible person should want and many artists don't want. e

er arts-- tha moreorless full range of sensibility in two
’5 Al sy, B0 +'s
s from a composer, a poet, a novelist, an actor or playwright,
a great diva? Each has a relatively vast temporal area to prove and
reprove, correct or re-assert, the grandeur of the vision. But painters \
and sculptors are expected to be able to affirm, by the simple method
of collection and installation, the verity and importance of their
preoccupations, instantaneously and simultaneously. Jmsbccocoammemmr

AP AR IS ISR EA T N R R I PR RN RS P NG I A R B NS BB

because their arts do not #sé time as duration, they use it as concep
We love the "long time" look of Rembrandt and Vermeer as we love the
languorous ease of a cabaletta in Bellini or Verdi, and we love the
aquickness of the whiplashes and drastic lines of Pollock and

as we love the speed of transition of motive and musical thought in
Stravinsky and Webern. But these are not identifications, they are

@

Missuim of Medern Art

Otiaen Arckie Fite

correspondances. In painting and sculpture we perceive fast or slow

as a frontal onslaught, not a cumlative experience.
Motherwell's work is a frontal experience par excellence.
sistence has been on the painting as "wall"-- flat swx

no illusioniam, Whether messured five by ten inches o

.).
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his work, 1like that of Fransz Kline, is concermed with a frontal a

on the viewer of Xmpmmrionet significant two-dimensional forms. Where
much 20th Century art naively assumes that to project another dim
is to do something extraordinary, here we find the clarification of
means between painting and sculpture, the extreme detisiénion which
properties belong to which. Beside this, Op Art becomes merely trempe
l'oeil, the old fakdr's trick, about as convincing as Dali's recent
conception of the discovery of America. (Whet has come out of troppe
1'oeil, for mmple)the early Dali in one way and Joseph Cornellts
wonderful work in another, is of course something else.) But in every
way the great truth begin with the simple truth: that painting is
made with paintimg—e canvas, that poetry is made with words, The
irritating thing about Philistine criti¢ism is that sometimes it's
right: some Assenblaga;ists cannot draw, and scme Pop artists can only

render what someone else has designed. There's nothing wrong with this

as long as the result is a work of art, but it does not ensure a long
career of delight, but rather one of repetition of what ome can do,

(This goes for certain expert realists as well-- how many melancholy
ladies do you want to see having the eternal breakfast? And now that
photography has zoomed in, how many repetitious forms of your least -
favorite actress, or even most favorite, do you want to conl;qhuf) 3

But to get back to the harrowing aspect of a retrospective in

another sense, my own: nobody who hasn't done a selection has any idea

= i i
of how anxiety-making it is. You make your preferences known to the

artist, and in this case a very grand,generous, open-minded one. He
says he is satisfied, or more so, with the works you are including. .
immediately your mind is flooded with mentions by critics of ot

which are superlatively import.nt to the representatiom. And
of the walls] You think of the walls here and in Eur

Mussam of siedetn At

we . -

can show and what you must not put in for th
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exact painting you have decided to exclude because you think :‘mth_or
is more important-- and then you have the appalling realization that
the thought-word you used was "think"} Helpl Are you sure? With a
major artist it is very difficult to be sure between two important
paintings, and suddenly you wish you were doing a show of the Pont-Aven
school or the Barbizons or the Surrealists, because to no single artist
would you be responsible if someone wouldn't lend a key work, or if
your judgment weht astray. But one-man shows are what you want to see,
what you want to do, and this is the artist you want to presenmt: so you
Jjump, lkmowing full well that in Burope restrospectives of living artists
abound, but here until very recehtly they were very rare, and that you

have put your head in the noose of your admiration for this artist, and
the

show say
ibﬂ doesn't/dw what you want it to say, it is nobody's fault but . -

your own, With=the-present show I think we are all -in grest-shape,
Motherwell is tough, sassy, and elegant, as a painter. stec.
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Notes on ROBERT FOTL/RVELL

T saw my Pirst Hoﬁhlmll:nt the Kootz Oallery
ﬂl\in\{ﬁmmtoﬂﬁ!ork Iuswithsymn(' ttrﬂo.tow
own roepkp to the show, sald, "Yes, but if ye ¢ K., avay the olo;ana.
what hﬁ?‘;\u R e ,'/

™ s
e (@E B/'t",ﬁ [ MNolherce CL 5
T finall
imaginat

Velasque

with a ¥
David i
, J __'__.—-—-'—""
i L -
Notherwell {a tough, sa-sy ela;rlnt% Where a ncbh ntn’

*_hm'i 7}7uu VG ece i iJ\;’G/W

m, as in the first Spanish Slegies, he will pursue 11‘. lu:i nlg 1t
for fiftesn vears, prmrin; that tragedy, disillveion and diffm are
our daily inevitable fare, and thus producing some of tho m m:l.ntup
in American culture. Similarly with the collages: his mutmw
the Mr, mt they miss the physical tur,inanou and dutmﬂu
“eyond technical nesd, the sparseness i which is more mean~
ingful then mere simp’ioi'y, He alvays seems to be wryly unm

that o do less is more, and petting no satisfaction from the thought.
What 1s difficult in Hotherwsll's work is not the raticnale for its
surfact attraction, wt the interconnection of the individuval works,
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Notes on Rn“'..-:.}“' FOTHERVELL

“n.

ihli\( Pirst 'came to Mow York, T was with a young

I saw my first r.on-mn,‘n the Koots Gallery I

own mpohet to the show, said, "Yes, but if yoﬁ tdto avay the elegance
what hﬂ?& lertrn e

T e, e @ -ha\m. was & mm,-frnny 11 luminating question,
Because after another vhq or tw€ and a Gogple of weeks had padbed

T rinally realised that :r%\m atny quality out of a padnting in

Yélasques, Picabso, de Kooning or Motherwell.

with -!uy!’suu-a Barnatt Wewman? Or a Nodin

David FEItH? J—
o,

Xotherwall is tough, sa.sy ot.p;ma,i “here a neble motif
@ppedrs, ds in the first Spanfsh ‘legies, he will pursue it and nag it
for fifteen ysars, proving that tragedy, disillusion and dif¢idends are
our daily inevitabls fare, and thus producing some of the great paintings
in Amerfcan clture. Similarly vith the collages: his initators gt
the glamour, but they miss the rhysical uu,imm and am '
seyond technical need, the sparseness wiich 1s more mean
ingful than mere simpiei'y, We alvays seems to be wryly reflecting
that to do less is more, and petting no satisfaction from the thought.
What is dif”icult in Motherwell's work is not the rationale for its
surfac€ attraction, tut the interconnection of the individuval works.
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What he is mking, with all its vnriuty i THE WORK, as Mallarmé intended,
f Cainta, o gewam nn))
however various t.he poams, to be writing THE B0OK. One trinks of D.fi.

L e

Lamnm, too, md or Césanne and Oaquetti. Amng the mtmporary

wizo was M le Eﬁ'dﬁuu&
!.lor!cma he relateu‘ odd‘lv mcnrh, ms* t-]mmlv '

A
thoir“ differant personalities one finds a stromr oentrll
inpulsa which unnot cmf‘ine itse]r to one utyla or Imrum, to I.l:l,'
one mode of communication, so prot.d mr‘r mxiuul are t.hlir d“iral. They
Vet et e . ha adsloton
awa pmbn.h‘lv both f“lirt‘np !rit.h the Abso']ute, anA 1? thcy 7‘ ah-

m tnm‘lnp a di"“omt shoun lr'er to them, or tﬂling thn to nlkl a

-lir‘ht ulh»stunt of t.ha dmv‘lnr of that shovlder thcy dm the rhy
ash ido - 4 .

'be'oﬂ hst..

.

LY

1 £550¢ %% Notbenpeld] Ia Baot Hasplom tn, probab!y 1932. w—

‘Mw W When wo am ulk,

later, 1* was almoyt always about roetry: l.rn“linliﬂ, Baudelaj.n,

Jucob, '?mn‘ly, “"‘ 1ke (no so such) and bm (m.-), u:d n l}io gvt

i

t.o \h‘llaoo uuv?'n- md William C—-r]os h’inina. I h.d bson imﬂoully

Y w1

1lnproud by Docmnta of Mode irt .;arie I'nich Moth
= 7. Pl 1 gﬁéa%fmﬁ)
.diud ['indzbd 1!. was The f‘.osrm?, fo:"}L

'\that time ye never diacunssd puuting, so ru- as I
ridouj._,_ hl 1: punoou; ad, .
Dif.ti.denco. Sq£ poo-pln
‘1
lot. ainpley ;. £3

rr-Jﬂ'nr L inn on i%—.
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i (w

H\pd.n_t.u, makes eollages, draws (this year he pade -3w868 small
'dnks on Jepan paper in six veeksf), teaches, lectures, travels, and

also, serves on certain compittees V6 feels the aontemporary
artist should be involved, or at lepst acknowledged, Motherwell :
,outside the studio is an engaging, wily conversationalist, He is
not gregarious, hut he is soeially expansive and curious, . He is
o vary attentiye to what you have to say, and will not hesitate to
- poipt ovt, subtly but definitely, whers he.finds your thinking going
Mrong. If he finds your thinking right, ar if you have & really
+fresh, idea, ha acts as 4f you had just gives him a present he'd been
. longing for. le is open-minded and gharply oritical! he was the
first Abstract ixpressionist to say Pop Art was "okay", and the first
to, admit, putlicly shat ke didn't Jike it fhopeh he felt 1t had s .
yonthful joy which woild doubtless lead certain individval artists
‘onward, ; Tis latter quality is scmetring few if any professional
art-critics have noted, so eager have thay hbeen to tie Pop Art to
a sogial millstone and dump it in the Budsen, . y exciion Fen
v Motherwell ds 50 this year, looks younger, and is definitely
interssted in Qpwand, OGontrary to what aome criticas have gaid,
partdoularly n the.daily and weekly papers, Pop and Op Art have .
not at all "killed" other contemporary movements, least of all Abstract
ixpresslonian, as evidenged by the two excellent exhibitions of the
New York School given recently at t.ha University of Pennaylvania and
the Los Anpeles Gounty Museum. As & matten of fact, Fop and Onhlﬂ
tended to stimulats a way of looking, partioularly at the Abstract
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Expressienists and !m-f;dn painters, which reveals new qualities

in their works. %lsworth Kelly, for example, is more interesting

Father than less if ou have just mome from & show of Michard Anuskiawies

or larry Fdons, and you ses move ih a Motherwell rather than less if

you have jnst hoen studying a James Rosenquist or a Jim Dine. '
Variety is what, of course, Abstract Zxpressionism has insi ted

on all altnr and its originators have offared it to us consistentiy:

thore hai heell no "Behool™ in the history of art that T know of which

has ‘4ncluded artists so totally different in style and subject matter

48 rollock, de Fooning, Rothko, Hewman, Kline, Gottiieb, Nétherwell

and ‘othérs. (A variety, incidentally, which Pop and Op AFt acherents

Rave & hard time maintaining smong their mambers.) Motherwell's own

development from the early 'hOs has included a freat many changes in

style and eon’rontation, There is, t6 be sure, a charscteristic

Motherwell touch, placement and attadk, but the uses to which thay dre

put from parfod to perdiod are snommously d4fferent, - "
Modern beauty is what interests nim. MNoderr baauty -xcfuéij-i'-’a_’

first and interests yed Weitiadd. " i of other periods interests

’ L6 '
you first and then mﬁunny, boeunfuau;i% its beauvty, -~ -

Motherwell's work continually fluctuates botwsen chance and deliber-
ation. MNew moti”s arise from visval and wbnmxc*énl"éxpoﬂmm : -
(the Summert'ms fn Italy and the Heside the Sea series, for example,

were inspired visually, the o Suite s+ des and the Automatisms
svbeonscicusly), yet the Elegies to the Spanish Republic continue
obsessively through every period since their ineeption in 1948, as

do certain aspects of the collases and his almost hedenistio delight
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in trEg tgxturea, qualities and colors of Paper, which 4n Mothsrwell's
gouvre must have a capital P, whather cne speaks of collage, watercolow
and ink or lithopraphic media. A piecs of paper can dnspive hin.Aas’ W(&é_,
ardanf an =o-a-ement as a Civil Var,

The ciher capital P 4n his work is Po2 ry. Vithout being literary 7l
in ccnt.om, his work continually reflects the importance of poetry im m
his lifa and art. Une of his great early collages is titled The Post, cF f Rﬁd(’
as is one of his most rdcsnt/_‘]tthog_rtphs (the laiter is the mirror mi-/o\
image of the shape of a P,

Ml f‘_'.
was discovered whils decepatimp a po!l oy leolsl Rosenbarg, and its

to th 3 sb Republie motif

first wajor development was titled At Five in the Afterncos, (1949),.the
hputodlxj!-g-‘rain of Garcia lorca's great elegy for the bullfighter
Ignacio é}inchel ¥ajlas, a poem which undoubtedly suggested. tha title
for the whole seriss. Such other titles as Hallammé's Swan and

Throw of the Dice, The Voyage and The Joy of Living, Jour la Maison, '
Nuit la Rue and Automatisms indicate his homage to Mallammé, Beudelaire

and the Jurrealist poets of France, respestivaly.  One-shoudd also. add
Wallace Jtevens io this roster of entiusiasms, as the American poet
probably most similar in sensibility to Hothorwall. OStevena' Thirteen.
vays of looking at a Blackbird is almost a paradige of Motherwell's eon= .

geption of the "sariss’, in which variations on a visual motif invite the
artist and the viewsr to see things with as much dngenuity and insight
available to esach without violating the essential idemtity ofthe initial

i.-pl.tﬁ‘.ln this way Motherwell brings the variation idea into the area .,
of portraiture, in his case a saries of portraits whiich reveals sapects

of a given image rather than a face or a torso, or a ballerina backstage

“Umer Mrehlve File
i i

thumdam il Modern Arp
'__——‘-\——-—-.
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as dn Degas. MNotherwall is evary bit as enagoured of ths rough triangle
and the slightly irregvlar gircle as legas was of the backutage thsatre
and ‘the race track. As Franz kline once -pemarked; "Ii's i
thing to.be in love with the squars,” (Usikwl)

Only & truly inteR Sontinental artist (Washington, California,
New York, NMassactusetts, Oregen, Mexico, Canada, Fast Hampton, Cape Cod)
sonld dash into Buropean culture with such zest and alacrity, while

reteining his ddentity as an American, admiring, inspired, hut not at

q
al) swampad by it all, as were most American artist, ‘n the past,

Short. of a national disastar, thera could never be a quastion of
Mothrrwell becoming an expatriate, perhaps bicause he heliavas that,
aftar Picasso, latisse and Mird, modarnity in art lives here,

Motherwell is vary conscicus of distin-tions and, for all the
spontaneity in his work, of what must ba dens [or and a‘wut. Irt riaht
now in an historical semse, Hecently nq, Channel 13 TV, dirogtorl of
The Whitschapel Gallery in. londen, Bryan Robertson, asked him,ig he
veould nmake some absclutely final and vltimate and all-embracing
statement” about his work as a whole, HMotherwell rsplied:

%7 think I weuld most chcess to talk about the ethical character
of art which I think moves us even more than art's delight in semsuality,
or its beauty of formal structure, I'm not talking about paintings
with a moral 1ike Aesepn's fables, or course. MNoralisms belens to the
lowest forms of painting--genre painting, propaganda, popular religious
art, a‘vertising. “hat I mean by an artist's ethic is what he insists
on having in a pioture and wha' equally strongly he om_llldl_ll__lt_“
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pieture through conviction, Tn my case, I allow no nostalgia, no
sentimentalism, no propaganda, no spelling out for the wvulgar, no
avtobiography, no violation of the nature of the sanvas as a flat
surface, no clichés, no 1llusionism, no deseription, no seduction,
no chars, no relaxation, no mere taste, no obwiousness, no coldness,
On the contrary, I insist on immediacy, passion or tenderness, sheer
Presence, beingnese as s ch, objectivity and true invention and re-
solution, light, the unexpected, direct color (sky blue, grass green,
Snglish vermilion, the earth colorst: ochre, sienna, umber), and black
and white, and a certain broad masculinity and emotional weight that is
hard to describe. These are my moral acceptances and rejections.
Other painters have other values, but there is nothing mysterious
about any artist's values if ond's mind and heart are sympathetie,
clsar and unprejudiced, a vondition less common than you night think.,®
“hen this interview was firat shown half the audience said,
"Oh yeah," and the other half said, "Wowl" I myself thought the
tone of it quite uilike "the Motherwell I know," BHut a littls later
3( something about it reminded me of all those zh;ttlas fought by the
Abstract Fxpressionists against provineialism and regionalism in
Amarican art, for recognition of a new, clear and passionate expression,

the panels and forums, the gournals, the letters to museums and news-

x pap:rs demanding a change 1n>;L 'Ju%’nf‘ feeling a painting and an
That battle was won ﬂa'pw*‘j Vo
gemoration, ahﬁrmwnhmwpmtm.ihﬁﬂz

_ acknowledyament of the new vision,

wuimnmmdmminm
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Coadd (ndaude, biad ke g lyo dice f?ﬂ,ﬂlwémv‘“
Ob34-certainly oSt secure in His accompIishment, —Hut—he—

Ming further, in %Wis most recent works, towards a naw

sirplieity/ and candor, and I'm glad hels 4n thers Tighting,————

himself
insists on

Frank 0'Harg,——
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LAST PARAGRAPH FOR VOGUE ON MOTHERWELL

... secure in his accomplishment, But the modern artist has mo re
laurels to erown him and no inclination to rest. Like the rest of u
more as aneﬁplarthanacmpamon, he has his arrogant insistence o
joy and his f;:beml cognition of the deaths around us. In presenting

his exhibition we are joining Motherwell's passionate affirmation otf

S

experience against despair. With each line, mass and torn edge he is
Apelles, erecting for us the noble wall of his aspiration against the
darkness without.
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LAST PARAGRAPH FOR VOGUE ON MOTHERWELL

¥

-

«¢. secure in his accomplishment, But the modern artist has no |

more as an e:inplar than a companion, he has his arrogant insistence
A

joy and his fateful cognition of the deaths around us. In presenting

his exhibition we are joining Motherwell's passionate affirmation d_r

experience against despair. With each line, mass and torn edge he i

darkness without.
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therwell,

Rodin, a Gizcomebti, =

Vi

ifteen years

painter who,

e

teke away the

s had passed

painting
conceive of how), you

.oretto, Rembrandt,

ind what would happen

David Sedith?

ke sometling away
wanted to/in the

shear enmed,

feion, education or : g
Qo i/l

Aoy

Hobrermelits Trintings,

sble ene-saocalypdbe=motif appears,

ursue it and nag it for fifveen
iiffidance are our daily

l Ereat '.-'ij.ll't;.l'lcti in

is imitators get the
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glamour, but

techinical need,

destruction beyond

more meaningful

v reflecting that to do

at is
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HEerkenrosx

Bottom of page 2.

I first met Motherwell in East Harnpﬁa/n in, probebly 1952. Great

party, lots of dancing, no conversation with him. When we did talk,
later, it was almost always about poetry: Apollinaire, Baudelaire,
Jacob, Reverdy, Rilke (not so much) and Lorca (lots), and we also
got to Wallace Stevens and William Carlos Williams. I had been
tremendously impressed by the Documents of Modern Art Series Mmidomowok
which Motherwell had edited (indeed, it was The Gospels, for me and
my poet friends). At that time we never discussed painting, so far as
I remember. I thought my thoughts about his paintings, but hesitated
to express them, Motherwell is not diffident, he is preoccupied, but
at the time I thought he was the Prince of Diffidence. Some people
still do, Actually his personality is quite a lot simpler than I at
first thought. He has a very acute mind, and a great many things on

it.

Contimie p. 3 "He paints etc."

0"May

8 Atchive File

um of N

. _‘_‘_-‘_‘—n—_.__
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80 Serves on

ist should be

ornward, This

ial art critics have
Hillstone

ocial Lostand and

1 is U0 this year,zomix looks younger, 2nd is definibely

wel
intersstod jopdopoodoe® in Omvard. Contrary to what ¥m some ebitics have

the daily and weekly papers, Fop and Op Art have

her contemporary movements, least of all Abstract

lent exhibltiongof the

Expressioniam,

e A= o e ot ot Fha TIndiversityv of
OYrE acl ool gnvan : i \ L N

Permsylvania and

Los Angeles C » Pop and Op have

ed to stimlate a f looking,zk particularly at the Abstract

essiondsts and Hard-Edge painters, which yeveals new qualities

their works. Ellsworth Kelly, for example, is more interesting
just coma frem a show of Richard Anuskiewicz

her than less

or larry Poons, and Mmookt you see more in a Mo therwell rather than

ames ;'LD::O“-':HiLi'L or a Jin Dine,
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Jarisliss of religlous-expord t It religion, nmord6 varieties
nf oagthedic eXperience NUrt art,
f
Varietylis what, of course, Abstract-Expressionism has insisted on
all along and jmooosffwomt Its originators have offered it to us con-
sistently: there has been no "school! in the history of art that I know

totally different in style and subject

thiko, Newman,Kline, Goltlieb, Motherwell
mtally, which Pop and Op Art adherents

ir members,) Hotherwell's owm

cluded a grsat orkeiyx many changes

to be sure, a characteristic Motherwell

uses to waich thay are put from

are enormously xomxiosEy different.

add % P 5s Wl -

One sBould also add Wallace Stevens to this roster of enthusiasms, as

the American poet probably most similar in sensibility to Motherwellj(

Stevens's Thirteen Ways of Looking at a Blackbird is almost a paradigm

of Motherwell's conception of the "series", in which variations on a
mEkEPr visual motif invite the artibt and the viewer to see things with
as much ingermity and insight available to each without vielating the
essential identity of the Zmkk initial image. In this way Motherwell
brings the variation idea into the area of portraiture, in his case

a series of portraits which reveals aspects o:r/;tsi :;:zo rather than

a face or a torso,or a ballerina backstage as in Degas. Motherwell is
every bit as enamoured im of the rough triangle and the slightly
irregular circle as Degas was of the backstage theatre and the race

track, As Franz Kline once remarkdd, "It's a terrific thing to be in

love with the square,” (CHECK)
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Modern beauty is what interestst him. Hodern beauty excites you

first andim interests you afterward. The/lnnty of other periods
first
interests you/and then gradually you become excited by its beauty.

fy -l OW gl 2 L TUBSFARIOE,,

Motherwell's warl%{ontimally fluctuates between chance and

deliberation, New motifs arise from visual and subconscious expeeiences
(the Summertime in Italy xwximx and the Beside the Sea series, for

example, were inspired visually, the Iyric Suite series and the
Automatisms subconsciously), yet the Elegies to the Spanish Republie

continue obsessively through every period since their inception in
1948, as do certain aspects of the collages and his almost hedonistie
delight in the textures, cqualities and colors of Paper, which in
Motherwell's oeuvre must have a capital P, whether one speaks of
collage, watercolor and ink or lithographic media. A piece of paper
can inspire him mcombmrkty to as ardent..re:ngagement as a Civil War,
The other capital P in his work is Poetry. Without being 1iterary
-in content, his work continually reflects the importance of poetry in
his life and art. One of his great early collages is titled The The Poet,
as is one of his most recent lithographs (vm latter is aimpet the?},%;()’( = -
shape of a Pj),The Eleg¥ to the Spanish Republic motif was discovered

while decorating a poem mEx¥ by Harold Roserberg, and its first major
uxm development was titled At Five in the Afternmoon (1919), the

great
repeated refrain of Garcia Lorca's memm elegy for the bullfighter

-~
Ignacio Sinchez Mejias, a poem which undoubtedly suggested the title

v
for the whole series, Such other titles as Mallarme's Swan and Throw

of the Dice, The Voyage and The Joy of Iiving, Jour la Maison, Nuit
ey
la Ruey and Automatisms indicate his homage to Mallarme, Baudelaire

and_—th—:,mlist poets of Prance, W M ' &ﬂf Q&M l ajﬂ@ Q[(n Gf&‘ f
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Only a truly inter<continental artist (Kllifornia-- New York,
A d
jaononbecgemgamy: Massachusetts-- Oregon, Mexico-~- nw
East Hampton-- Cape Cod)could dash into Buropean culture with such
zest and wiodmex alacrity, while retaining his identity as an American,
admiring, inspired, but not at all swamped by it all, as were most
Americammcim: artists in the past. Short of a national disaster, there
could never be a question of Motherwell becoming an expatriate, perhaps
because he believes that, after Picasso, Matisse and Hir:, modernity in
art lives here. {(Mendrian; one of his early and contiming great—

N
o g (A ALt

) 7Y, el A4 ;
4 L4 _!_1 ’

“MotHerwell outside the studio is an engaging, wily conversationalist, .
e, attentive to
—Hé is very mkmxeskmixi® what you have to say, and will not hesitate to

\': A/‘*.U" : pojmt out,wki¥y subtly but definitely, where he finds your thinking

going wrong, If he finds your thinking right, or if you have a really

\ fresh idea, he acts as if you had just given him a present he'd been
———

longing for. <
= o Tin ¢l
_*' is very conscious of distinctions and, for all the spontankity
N
in his ¥ix work, of what must be done for and about art right now in
Channel 13
an historical sense, Recently on/TV, Zomesmmooecos the Jneccdsmnk
director of The Whitechapel Gallery in London, Bryan Robertson, asked
him 1f he "eould make some absolutely final and ultimate and all-embracing
statement" about his wobk as a whole, Motherwell replied:
"T think I would most choose to talk about the ethical character
of art which I think moves us even more than art's delight in sensuality,
or its beauty of formal structure. I'm not talking about paintings with
a moral like Aesop's fables, of course. Moralisms belong to the lowest
forms of painting-- gemre painting, propaganda, popular religious art,

advertising. What I mean by an artist's ethic is what he insists on
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having in a picture and what equally strongly he cannot allow in a
picture through comviction, In my case, I allow no nostalgia, no
sentimentalism, no propaganda, no spelling out for the vulgar, no
autobiography, no violation of the nature of the canvas as a flat
surface, no cuchés, no illusionism, no description, no seduction,
no charm, no relaxation, no mere taste, no obviousness, no coldness.
On the contrary, I insist on immediacy, passion or tenderness, sheer
presence, beingness as such, objectivity and true invention and
resolution, light, the unexpected, direct coloer (sky blue, grass
green, English vermilion, the earth colors: ochre, sienna, umber),
and black and white, ahd a certain broad masculinity and emotional
weight that is hard to describe. These are my moral acceptances and
rejections. Other painters have other values, but there is nothing
mysterious about any uﬁﬂ's values if one's mind and heart are
sympathetic, clear and unmprejudiced, a condition less common than you

might think,"

AT - - 4 '
W statement reraalsJ in its al
. 1 Z -

and gusterity wpich is the bkckb‘bhe of

Expressionist paint..tng, for' all its sp ;|
pas ion. Tt alsb implies u{at. struggle, ‘between starkness a

which’:ls the special drama of- Hothemll's own work,

o
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When Itoommxfivxt thie interview was first shown half the audience
said, "Oh yeah," and the other half said, "Wow!" I myself thought the
tone of Itmwkkm quite unlike "the Motherwell I know." But a little
later something about it/m all those "battles" fought
by the Abstract Expressionists against provincialism and regionalism
in American art, for recognition of a new, clear and passionste ex-
pression, the panels and forums, the journals, the letters to museums
and newspapers demanding a change in our way of feeling a painting
and an acknowledgement of the new vision. That battle was won and a
younger generation, an Andy 2Warhol or a Bxiugwk Larry Poons, has a

quick, lively and responsive audience at hand because of these earlier

vietories, Motherwell himself could certainly rest secure in his

accomplishment, But he insists on pushing further iz.nth

, in his most recent works, towards a new simplicity and candor, and

' th fighting.
I'm glad he's in there fighting Prank 0'Hare

O'Hara Arer .
W Archie B
— e File

Musuum o Modun Any
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Notes on ROEE

) L’L Lo cie. J— b {_ A:._,m_,

when I first (e T Nawk ('.’.r-H_—a.-w

I saw my

e T Pl ¢
what have you
L
Because after another visit or two and a cogfple of weeks had passed
T finally realised that if you took any quality out of a painting in
imagination (and T don't believe you can or conceive of how), you
wo 1dn't have anything left there, whether it were Tintoretto, Rewbrandt,
Velasquez, Picassc, de FKooning or Motherwell, And what would happen

with a Matisse or a Barnett Newman? Or a Redin, a Giacometti, a

MWW

Notherwell is tough, sa.sy and, yes, elepant,, Where a noble motif

David Smith?

appears, as in the firat Spanish Slegies, he will pursue it and nag it
for fifteen years, proving that tragedy, disillusion and diffidence are
our daily inevitable fare, and thus producing some of the great paintings
in American oculture. Similarly with the collages: his i.litawr; ot
the glamour, but they miss the physical tearingmess and destruetion
weyond technical nead, the sparseness and ¢ynicism which is more mean-
ingful than mere simplicity. He always seems to be wryly refleeting
that to do leas is more, and getting no satisfaction from the thought.
vhat is difricult in Motherwell's work is not the rationale for ite

surfac€ attraction, but the interconnsction of the individual works.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

FoH 1o

The Museum of Modern Art Archives, NY

Notes on ROSERT MOTHIRWELL

I saw my first eruelﬂnt the Koots Gallery fiftean years ago,
when I first came to Yew York. T was with a young painter who, to my

own response to tha show, said, "Yes, tbut if you uh:mqr the elegance

what have you left?"

This, it £ med out, was a wonderfully i1luminating question.
Because after another visit or two and a cofjple of wesks had passed
I finally realized that if you took any quality out of a painting in
imagination (and T don't believe you can or conceive of how), you
wo ldn't have anything left thare, whether it were Tintoretto, n-m,
Velasquez, Picasso, de Wooning or Motherwell. And what would happen
with a Natisse or a Barnett Newman? Or a Redin, a Glacometti, .

MQ’W

Notherwell is tough, sa sy and, yes, elegant,, Where a noble motif

David Smith?

appears, as in the first Spanish “legies, he will pursue it and nag it
for fifteen years, proving that tragedy, disillusion and diffidence are
our daily inevitable fare, and thus producing soma of the great paintings
in American culture. Similarly with the collages: his imitators get
the glamour, But they miss the physical tearingmess and destruection
“eyond technical need, the sparseness and eynicism which is more mean-
ingful than mere simpliciiy. He always seems to be wryly reflecting
that to do less s more, and getting no satisfaction from the thought.
What is difficult in Motherwell's work is not the rationale for its

surfac€ attraction, but the interconnection of the individual works.
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ARl gmm2
inches or eight by twemty feet, his work, like that of Frams Klime,
is concerned with 2 fromtal assault on the view of Eignificant
two-dimensional forms, Where much 20th Century art naiuly Asgumes
that to project another dimension is m’t-hinc mrlo!'dinlw, hm
wa Tind the clarification of means between painting and uu:l.ptm.
the extrems decision on which properties belong to which. mi!oaid.
this, Op Art becomes merely tromps l'ceil, the old l’s!dr'n triek,
about as convineing se Dali's recent conception of the cimm'ro:t
America, (What has coma out of trompe l'oeil, for mh,
sarly Dali in one way and Joseph Cornell's wonderful wri:i.;! ::nhu,
is of course somathing else,) Put in every way the Mm
must begin with the simple truth: thatnainmgiund-rmpm
and canvas, that postry is made with words. The irritating thing ~
sbout Phillstine criticism is that sometimes it's right: some
Assemblagists cammot drawj; soms Dlp.lrtiltﬂ can only m:!lu'ubat
pomeone olse has desigged. There's nothing wrong with thi.o as long
as the result is a work of mrt, but it does not ensure a rlmu
career of dalight, but rather one of repetition of that..onlo can do.

(™hig poes for several expert realists ns welle-~how many nphnchoh

ladies do you want to see having the oternal breakfast? And now

that photography has soomed in, how many repetitious r?ams of your

least favorite actress, or oven most favorite, do you want to

contemplate?)

But 1o pet back to the harroiing aspset of a retrospective in
asother sense, my cwmt mobody who hasn't done a selection has any
jdes of how anxlety-making it is. You make your praferences known
to the artist, and in this case a very grand, generous, open-minded
one, He says he ls satisfied, or more so, with the wrks you are

including., And immediately your mind is flooded with mentions by




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

FoH 12~

The Museum of Modern Art Archives, NY

What he is mk:tn,g, with a11 1t.a variety is THE WORK, as Hanm-i 1m,
however t'arir-us t.he poems, to bc writing THE BOOK. Ona f.hinl;- of D..‘.
I.amnce, too, and of Oinms and hilccmett.i. Among the oont-porlry
A-er*cms he relatesy oddly encugh, most closely to de Koming: 111

their utterly different personalities one finds a stronr cantrll

hp\-lsl which cannot confine itself tec one atyia or Im;-um, to w

one mode of communication, so pmd and nnxiwa are their duim. They

probsb‘ly both flirting uith the Abso‘JLt.e, and if t.hcy m, she

kee-pa turning a diffevent ahon lder to them, or ta]lmr them to mako a

—
a

slight adjustment of the drawing of that shouldar they drew the day

hnr'or.'n last.

I first met Hothemn 1n aat Hampton in, pmbu.bly 1952. Oﬂat
party, lots of dm‘lnw, no cmnrut!on wit.h h!.n. ‘Ah.n we did tllk,.
hter, i"’ was almost always about poetry: Apo"]inuiro, ')mdelun,
Jacoh, ”mrdy, Filke (no so much) and lom (luta), and we l.'llo M
t; Wallace Stevens and William Carlos Williams, I had been tmﬂmﬂy
mnas.d by the Documenta of Hodern Art Series 1;1 ieh Motherwell had
edited (indcod it was 'Wm nonrels, for me and my poet 'riorﬂl). At
t.hat tm we never discussod paintins, 8o ru- as I mublr. Hotmmn
is not cliffideut., he is preocoupied, wt at the tinn I t.houmt. ho was
the Prinu of Dirridenc‘u. Seme people still do. Aot.ullly hia pouﬁul.t\v
is quit-u a lot simpler than I at first thought., He h-n a very mtl

114

mind, and a maf many things on it,

0'Haia .'....:.i.f.‘. ile (;‘-1}1

Mureum of Maodara At
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- He paints, makes collages, draws (this year he made 1,000, small
i, inks on Japan paper in six weeks! ), teaches, lectures, travels, and
also serves on certain committees whers he feals the contamporary.. «:
artist. should be involved, or at least ackmowledged. MNotherwell-
outside the studio is am engagings wily convepsationalist, He is
not gregarious, but he is socially expansive and curious. - He.ds
very ettentive to what you have to say, and will not hesitate to

- point out, subtly out definitely, whero he finds your thinking going
wroug. If he finds your thinking right, or if you nave a really.,
fresh idea, ba acts as If you had just given him & present be'd been

. losging for. He is open-minded and sharply eriticali he wes the

_ first Abstract Expressicnist to say Pop.Art was "okay", and the first

_to admit publicly that he didn't like it though he felt it had a.

. youthful joy whigh would doubtless lead certain individual artists
omward, This latter quality is somotning few if aay professional .
art _critics have noted, so eager have they been to tie Fop Art to
& sogial millstone and dump 4t .in the Hudsen.. . envitie yeu

. JMotherwell is 50 this ysar, looks younger, and is definitely -
interested in Onward., OContrary to what some cpities have said,
particularly in the daily and weekly papers, Fop and Op Art have - .

. -mot at all "killed" other contgmporary wovements, least of all Abstract
[xpressionism, as evidenced by the two excellent exhibitions of the

 low York Sohood siven recently at the iniversity ef Pemeylvanis and

- the Los Angelea Gounty Museum., Aa a matter of fact, Fop and Op have
tended to stimulate a way of looking, particularly at the Abptract

Msen of Modern Al

a1t
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Hie paints, makes ecollages, draws (tbis year he made,1.000,small
.. inks on Japan paper in six weeks!), teaches, lectures,. travels, and
also serves on eertain commdttess whers e feels the contemporayy.. -
artist should be involved, or at lsast ackaowladged. ' Notherwells
outside the studio is an engaging,; wily comversaticpalist, He is
not_gregarious, but he is socially expansive and curious. . He.ds
very ettantive to what you have te say, and will not hesitate:to.

- point out, subtly but definitely, whero he [inds your thinking going
wronge If he finds your thinking right,; or if you have a really
fresh idea, be acts aa if you Lad just given him & present.be'd been

. losging for. He is open-minded and sharply critical: he wes the

. firat Abstract Expressicnist to sey Pop.Art was “okay", and the first

. to admit publicly that he didm't like it though he felt it had a.
youthful Jjoy whigh would doubtless lead certain individual artists

~omward. This latter quality is sometning few if aay professional

. .art eritics have noted, so eager have they beem to tie Pop Art to
a sogial millstone and dump it .in the Hudsen.,. . P
.., JMotherwell is 50 this year, looks younger, and is definitely: .
interested in Onward. Ocontrary to what some orities have said,
particularly in the daily and weekly papers, iop and Op Art have .« . .

,mot at all "killed" other contemporary movements, least of all Abstract
ixpressionisy, as evicenced by the two excellent exhibitions of the

 Now Xork Schood siven racently at the iniversity of Pemeylvanis and

_ the Los Angeles County Museum. Aa a matter of faot, Fop and Op have
tended to stimulate a way of looking, particularly at the Abstract

-y . - ' -"
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Sypressicnists and Hard-Fdpe painters, which reveals new qualities =
in theis works. Fllsworth Kally, foy evample, is more interesting
rather tlan less iF “ov have Just come from a show of Richard Aduskiewios
o¥ Bivry ‘Poena, and you see more 4n-a Motherwell rather than less if

you have just heen dtudying a James Rosenquist or a Jim Dine.

" Owapety 19 what, 6f course, Abstract Sxpressionism has insisted

on a1 &léng and its oripinators have offered it to ve comsibtentlys
there has been no "school® in the history of art that I imow of which™
has fneluded avrtists so totally different in siyle and subjsct matter

a9 Pollock, de Hooning, Hothko, Wewsman, Kline, Gottlieb, Hotherwell

and otners. (A variety, incidentally, wiich Pop and Op Art adherents
Have' @ hard time maintaining wmong their members.) Motherwell's own
development from the early 'i0s has included a great many changes in
style and eonfrontation. There is, to be surs, a characteristic

Hotherwell tough, placement and attack, but tho uses to which they are

put from period to period are enomously different, DS
Modern beauty i8 what interests him. Modern beauty excites you
Pirst and interests you afterward, The art of other periods interests
you ®4rst and then pradually you become excited by its beauty.
© Motherwell's work continually fluctuates between chance .nd deliber-
ation. Mew moti®s arise from visual and subconuc®ous experiences
f¢he Summertime in Italy and the Seside the Sea sories, for sxample,

wore dntpired visually, the Iyric Buite so-dies and the Automatisms
sbeonsoinusly), yet the Elepies to the Spanish Republic continve
obsensively through every period since their inesption in 1948, as

do certain aspeots of the o0olla es and his almost hodonistic delipht
0'Hara

Archivg Fily
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in the textures, qualities and golors of Paper, whieh in otherwell's. ..
osuvre must have & capital P, whethar ons speaks of eollaga, watercolor .
and ink or 1ithographic media. A piscg of paper can dnspire hin 4o as

ardent an engasement as a Civil War.

.'!'hu_l ther gapit.all {’_ in his work is Pes ry, Mithout being literary
in ngnteﬁ;, hie werk continually reflects the importance of poetry dm .
his 1ife and art, Une o!"ﬂ nis groat early collages is titled The Poet,
as is ons of his most recent lithographs (the laiter is tue nirror end

inage of the s:aps, of # F), The Hlagr.io.iha. peaist Reveblis,metif
uu.u‘:iis;,_:-gam whils cdecorating a poam by Narold Rosenbarg, and its, ¢
first malor dsvelopment was titled At Five in ths Aftercon £1949),. the
repeated re’rain of Carcis lores's great elegy for the byllfighter
Ignacio g.i_nguq:uaaiag, a peem which undoubtedly suggested the title

for the whole serieg. Such other titles as Hallarmé's Swan and

Throw o_f the lics, The \"m‘: and Ehu Joy of Livimg, Jour la Naison,

Nuit la Bue and 4utomatisms indicate uis homage.to ballarné, Baudelaire
and the Surrealist poets of Fraugs, respaatively.  Ong shouldd also add
wallage Stevens to this roster of entiusiasms, a3 the American poet
probably most similar in semsibility to Fothorvell, Stevens' Thirteen,.
jays of looking at a Blackbird 1s almost a paradige of Notherwell's come,
ception of the "seriss’, in whigh variations on a visval metif invite the
artist and the viewor to see things with as much ingenuity and insight
nqj.],lb:lo to sach without violating the essential identity of the initial
imaje. In this way Motharwell bhringe the variation idea into the area.,
of pol;}_l'&!&!-nﬂ, in his gase a series of portraits w\ich revasls aspesis

of a piven image rather than a face or a torso, or s ballerina
3 Harw e haye Tl

usmom of, Nogurr Arr
———
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88 An Degas. MNotherwsll is ewary bit as enamaurad of the rough triangle
and sthe 3lightly irregular circle as jlegas was of the uﬂuug;‘ ugu
and the race track. As Frans Kline once remarked, "It's a egﬂé‘l

thing t¢ b9 in love with the aquare.” (CH&VE). .\ . .. seduetic

Only a truly inter ¢ contineatal artist (Washingten, Califernia,
Wew York, Nassactvseits, Oreran, Mexico, Canads, [ast Hampten, Cape Cod)
couwld dash into Buropean cultura with such sest and alacrity, while
petaining his i‘entity as an Americsn, admiring, inspired, tut aq.gﬂgt:
all sus-ped by it all, as were most Maricm,gr;iqﬁfmrg- pagb.

_Shert of a,naticasl disaster, theregoyld asver be.a Queatien of, .
Moth rrell bescming an sxpatriate, pertaps bisause he believes, that,
after Picasso, Matisse and Hiré, moderaity im art lives here,

+Mothervell is viry consciqus.of distinotions and, for all, the
spontaneity in his work, of whai must be dons. for and about art right,
now im.an historicsl sense,. Becestly on Chewnel 13 7V, directer of
The Whitechapel Gallery in lendoa, fryan Robertscn, asked bim if he
‘eould make some avsolu’ely final and vltizate and all-embracing. ...
statement” about his work as s whole, .Motherwell replieds . o .,

N1 think I would mogt. choese to talk sbout the ethicel character
of art wrieh I think moves us avep more than art's delight, in sensuality,
or. its beauty of forwal structurs,, I'm net talking about paintings,
with & moral like Aesop's fables, Or Courds, Horalisms belong tq the
lowest forms of paintings-senm painting, propaianda, popular raligigus
arty. scvertiaing. . What I mean by, an artist's ethia is what, he ingists
on having in a pietupe and vha. equally strongly he cannet. allow inA& ... .,
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pleture through convigtion. In my case, I allow no nostalgia, no

sentimentalism, no propaganda, no spelling out for the vulgar, no
sutobiography, no violation of the aature of the canvas as a flat
surface, no clichds, no 1llusionism, no description, no seduction,
no charm, no relaxation, no mere taste, no obviousnéss, no coldness.
fn the contrary, I insist on immediacy, passion or tendermess, sheer
presenoe, beingmess as svch, objectivity and true invention and re-
solution, light, the unexpacted, direct color (sky blve, prass gresn,
Engliah vermilion, the earth colorst ochre, sionna, umber), and black
and white, and a certain broad masoulinity and emotional weight that is
hard to dessribe., These are my moral accertances and rejections.
Other painters have other values, but there is nothing mysterious
atout any artist's valuas if ond's mind and heart are sympathetie,
clear and unprejudiced, & condition less common than you might think."
when this interview was first shown half the audience said,
"0r yash," and the other half said, "Wowl" I myself thought the
tone of it quite uilike "the Motherwell I know." But a little later
something about it reminded me of all those "battles' fought by the
Abstract HExpressionists against provincialism and regionalism in
American art, ‘or recognition of a new, clear and passionate sxpression,
the pancls and forums, the goumals, the letters to musoums and newe-
pap-rs demanding a change in ovr way of feeling a painting and an
acknowledrement of the new vision. That battle was won and a younger
gensration, an Andy Warhcl or a Larry Pocns, has a quick, lively and

res: onsive audience at hand hecause of these earlier victories. NHotherwell

O'timre Arctive Tl
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himself could certainly rest secure in his accosplishment. But he
insists on pushing further, in his most recent works, towards a new

asimplicity and candor, and IT'm glad he's in thare fighting.

Frank O'Hara.
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AROUT ROBERT MOTHERWELL

mmalnaorumsthun-qormmnudhilp
Mmuﬂitiahmlmdemmallmﬂofm
oxoltements occur which involve all congerned. lor the artist it
iswmmtindmwthuru,mw
which mo sensible person should want and many artists den't want,
Who would demand it of the other artse-the moreorless full range
of sensibility in twe hours of attention, let's say, from a

comnoser; a poet, nmﬂiﬂ,macturorplmt,;m.d&u?
Mhaﬂaﬁtﬂyhﬂtﬂmﬂmhpﬂnmﬂw,
oorrect or re-assert, the grandeur of the visien. imtpninun__

mmm-mwmummmm,byw-wh
nethod of collection and imstallation, tla_writyuq:lnpom
of their preoccupations, instamtaneonsly and simultaneously.

And this is right, ultimately, because their arts do'no$

use time as a duration, they use it as conception. We 1ove the
"long time" look of Rembrandt and Vermeer as we love the lamgnerous
ease of a cabaletta in Sellini or Verdi, anf we love the quicimess
of the whiplashes and drastic lines of Pollock and Motherwell as
we love the speed of iransition of wotive and musical thought in
Stravinaky and Webern, DBut these are not idantifications, thay
are correspondences, In painting and sculpture we perceive fast
or alow time as a frontal onslaught, not a cumulative experience.

Motherwell's vork is a frontal exporience par axsellence.
iiis insistence has been on the painting ms "wall"--flat surfaee; *
two dimensional, no illusionism, Whether weasured five by ten
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crities of other works whish are superlatively important to the
Reprasintation.  And you think of the walls. You fhink of the walls
mwm&mmdwlmttheycmmm'h:tmmtut

put in for the sake of the otherwrks, and of the esact Dlinﬁu

you have decided te exelnde bocsuse you think another is more .
important--and then ysu have the appalling realization that the F
thought~word von used wag Yehivk"y  Helf! Are you gure? With a
major artist it iz very diffieult to be sure betwaen two ilm
paintings, mndd-nlymulshmumdo:ln‘n ahnwottho I
Pont-ivan school or the Harbizons or the aurmlim, bscause to no
mmthmminh if!mwﬂm'tllﬂlhy
work, or if your M?mt west astray, bSut one-man shows are what
you want to see, vhatyuuwauttodo, and thiliaﬂulm:tm
waut o present: so you jump, lmowingrulluullthntinhupo
retrospectives of living artists sbound, but hare mtil very
recently they were very rare, and that you have put your hasad in

the noose of your admiration for tais artist, amd if the show doean't
saythat you want it to say, it is nobody's fault bus your own,

Nothervell is touph, Sassy and elegant, as 2 painter, Uhm I
noble motdl appears, as in the st Spanish Zlegies, he wild

pursue it and nag 4% for 1 ftesn yeara, proving that tragedy,
disiliusion and diffidenes are oy dally inevitable fare, and M
producing some of the grent paintings in American ewlture, mlr
with the collageet %is imitators got the glamour, but they miss the
physical tearingness and destruction beyond technical need, the
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gparesnsss which is more meaningful than were simplicity. ilg lllllyl
saams to bs wryly reflescting that to do less is more, and getting me
satisfaction from the thought. ihat is difficult in Motherwell's
work is not the rationals for its surface attraction, but the mtu'-
connaction of the individual works, What he is making, with all its
variety is THE WORK, as Mallarmé intended, however various the p;,
0 be writing THE BOCK, Orne things of D.H. Lawrence, toeo, and uf
Cefanne and Glacomsdti, Among the contemporary \mericans he gy

relates, oddly enough, most closely to the late David Smith: in

¢ Wt

their different personalities one finds a strong central impulse
which cannot confine itself to one styls or language, %o alﬁ m

node of commnication, so proud an! anxions are their desires, They
have probably been both flirting with the Absolute, and if they

have been, she kept turning a different shoulder to them, or telling
thes £o make a s14sMt adfustment of the drawing of that shoulder they

drew ths day before last, ™

1 '

1 first met -u't.hemll in East Hampton in, probtably 1952.
When we did talk, later, it was almost always about po.tql lptnh-:ln,
Baudelaive, Jacob, Reverdy, Rilke (not so wuch) and Lorea (Ml),
and we also got %o Jallace “tevens and William Carlos Hi:l.lh- I
had been tremendously impressed by the Documents of Modern Art m

whigh Notherwell had edited (indeed, 1t was The Oospels, for myself

end a 1ot of other poets) that tine we never discussed painting, so

far as T gan remember.

O T

otherwell paints, makes collages, draws (this year he made
£00 gmall 4nks on Japan papsr in six weelks), teaches, lectures, travels,
and also serves on certain committees by which he feels the sontemporsry
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artist should be involved, or at least acknowledged. Motherwell
outside the studio 1s an engaping, wily conversationalist. 'fe is
sat gregarious, but he is socially expansive and curious, ¥e is
very attentive to what you have to say, and will not hesitate to
point out, subtly Bat definitely, where ha rinds your thividny ‘geifg
wrong. If he Pnds your thinking right, or if you have a rexlly
frash 1dea, he acts as 1f you Nad Just given Him a present ha'd been
longing for, /e 1s open-minded and sharply eritical: he was the
First Avstract Dxpressionist to say Pop Art was "okay", and the first
o admit publicly that he didn't 1ike 1t thouph he felt it had a '
youthful joy which would doubtless lesd certain individual artists’
omward, This latter quality is something few 1f any professional
art critics have noted, =o eager have they been to tie Peop Art to

a soclal millstope and dump it in the Hudson,

Wotherwoll 1z SO this year, looks younger, and is definiteély
interested in Onward. Contrary to what some crities hive said,

partigularly in the daily and weekly papers, Pop and Op tr? have
not at all Blédloed" other contemporary movements, lsast of all

Abstract bxoressionism, as evidenced by the two excellant exhibitions
of the lew York School given recently at the University of Pennsylvania
and the log Angeles County Husewm, As a matter of faot, Plo and

Op have tended to stimudate a way of looking, partisularly at the
Abstract Sxpressionistes and Hard ©Sdge palnters, which reveals new
qualities im their works. Sllsworth Kelly, for example, is more
interesting rather than lees i you have lust come from s show of
iiiehard inusldewvles or Larry Poons, and you see more in o NHotherwell
rather than leas if you have just heen study a James Bosenquist or

a Jim Dine,




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

FoH TS

The Museum of Modern Art Archives, NY

lllo"."'é

Variety is what, of course, Abstract ®wpressionisn has'
insisted on all alony an its originators have offer 1t €0 us
eonsistently: thers has been no "scheol® in the history of art
that I imow of whiech has imcluied artists so totally different styls
an' subjeect matter am Polloel, de Looning, fiothko, Newman, Kline,
Jottlieb, Hotherwell and others. (A& varisty, incidentally, which
fon and Up Art adherents have a hard time maintaining smong thedr
iembers,) Yotherwell's own development from the early 'L0's has
included a great many changes in style and confrontation, There is,
to be sure, a characteristic Yotherwell touch, placement and attack,
but the uses to which thay are put from period to period are

enormously diffasrent.

Hodern teauty is what interests him, Modern bheauty excites
firat and interests afterward. The art of other verieds interests

first and then gradually becomes exciting by its bheauty,

Hothervell's work contimaally fluctuates between change and
deliberation. New motifs arise from visual and subeonscions expe=
riences (the Summertime im Italy, and the Beside the Sea series,
‘or exampls, were inspired visuallyy the Lyrie Suite series &nd

iiepublie econtinue ohsascively through every period since their
inception in 1944, as do certain aspects of the collages and his
almost hedonistic delight in the texturmives, qualities and colors

of Paper, which in Motherwell's ceuvre must have a capital P, whether g

one speaks of collage, watercolor and ink or lithographic media,

A plece of paper can inepire him o8 much as a Civil War,
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The other capital F in his work is Poetry. vithout being
literary in content, hls work continually reflects the iq”m
of poetry in his 1ife and art., Cne of his great early collages 48
titled The Post, as 1s ome of his most recent lithographs (the latter

is the marppinage of the shape of a Po)

The Slegy to the Spanish Hepublig motif was discovered whils

aldng & dradnr for a poem by Harold Rosenberg, and its first major
developmant, was titlad AL Flve in the Afternoon (1949), the repeated
refrain of Oarcia lowea's greaat elagy for the hullfighter Ignagio

3dnghes YMailas, a poem which undoubtedly sugpested the title for

the whole series. "nch other titles as Mallarmf's Owan and Throw

4

of the Dics, The Voyage, and The Joy of living, Jour la vedson,

Yuit 1a ue and Automatisms Indicate his homape to ’*fallnr‘,' o

~ [ \ ¢ ey
Saudelaire and the Surrealists poete of France, respectivaly.

One should also add Wallsce Utevens to this rostér of enthusiasms,
as the Amerlcan poet most probably similar in sensibility to W.

Staven's Thirteen days of Looking at a Mackbird {s almost a paradigm

of ‘atherwell's concaption of the "series", in which variations om

s visual notif invite the artist and the viewer Lo see things with

a5 meh Inpenuity snd insicht available to each withowt violating

2\ &

t @ aspential identity of the inmltial image.

In this way lotherwell bringe the variation didea into the area
of portralture, in his oase a serles of portraita which reveals
aspects of a yiven image rather than a £ace or a torse, or a ballessina

’ ity MeNe'Rle (2
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backstage as in Degas, stherwell is every bit as enamowrsd of the

rough trisngle and the slightly irregular circle as Degas was of ‘Hll.

backstage theatre and the rece track, As Frans Kline once said,
"It's a wonderful thing to be in lova with the sguare.”
ruly intercontinental artist (Washington, (Ialifom. '
husetts, Oregon, MYexleo, Canada, %ast Yamptom, Cape
into Buropesn culturs with such west and alaerity,
while retaining his identity as an imerican, adairing, 1n!piM, but
not sl all swamped by it sll, as were most 'merican artists in th.

pazt,

“hort of a natiomal disaster, there could never be a guestien - .
of Motharwell becoming an expatriate, perhaps because he heliswves . -
that after Picasso, Matisse and Mivd, modernity in art lives heve,

Motherwell iz very consoious of distinctions and, for all the
spontaneity im his work, of what must be done for and about art right
now im an historiecal semwe, Hecently on a2 Channel 13 TV program;
director of The whitechapel Callery in Lendon, "ryan ilobertsen, asked
him if he"could make some ahsolutely final and nltimate and alle
embracing statement” about his work as a whole, lotherwall replied:

"] think I would most choose to talk about the ethiecal character
of art which 1 think movea us even more than art's delight in

sensuality, or its beauty of formal structure., I'm mot balking about

(

paintings with a moral like Assop's fables, of course, Horalisme

b-l

I

)
Muzewm of Moders Art

belong to the lowerst forms of paintinge-genre painting, propaganda,

e

ek

porular religlous art, sdvertiming, what I mean by am artist's ethie

is what he insigts on having in a picture and what squally strongly
s i

O'Hars
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he cannot allow in a pieture through conviction. In my case, I
allow no nosbalgia, no sentimentalism, nv propaganda, no spelling out
for the valgar, no autobiograshy, no violation of the neturé of the
eanvas a¥ a flat surfafe, no clichs, no 11lusionism, no "Taaet"{ptim,
no seduction, no charm, no relaxation, no sere taste, no obvicusness,
no coldnass,

"n the contrary, 1 insist on {mmediacy, paseion or tenderress,
sheer presencs, “eingness as such, objestivity and trie invention and
rénolutdon, 1ight, the unewpested, direct color (sky blue, grass greeam,

nyiish vermilion, the earth colors: ochre, sienns, umber), and

blask and white, and & certain broad maseulinity and emotional weight
that is hard to deseribe. These are my woral acceptances and rejections,
Other painters have other values, but there iz nothing mysterious about
mny artiets values if one's mind and heart are sympathetic, clear

and worojndiced, 2 condition less common than you might think.®

shown half of the awlience said,
"Oh, yeah," and the other half said, "Wowl" I mysell thoughtthe tome
of 1t quite unlike "the Votherwell I know", But a littls later
something about it remindad me of all those hattles fought by the
Abstract Expressionists against rrovincialiem and regionalism in
American art, for recognition of a mew, clear and passionste expression,
the panels and forums, the journals, the letteras to museouns and newe=
parers demanding a change in the way of feeling a painting and an

acknowladgement of the new vislon.

That battle was won and a younger generation, an indy Warhel
or a larry Poons, has a quick, lively and responsive aundience at hand
because of thase sarlier victories., “otherwell himsalf could certainly




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

The Museum of Modern Art Archives, NY

FoH Vok

o LM, ==10

rest secure cocomplishmant, But the modern artist has ne
recognisable 8 to crown him and no inclination to rest. Like
the rest of u MOY s ar exgnplar than a companion,; he has
his arrogant insistenca on joy and his fataful cognition of the
desths around us. In presenting his exhiition we are jJoiming

11 &

otherwell's passlonate affirmation of experience against despair,

{ith Bach lins, mass and torn edge he is, like ipelles, erecting

for us the nobla wall of his aspiration against the darkmess without.

Prank O'Hara
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larger version and called it Granada. Since
then he has used the motif over and over
again and every painting in the series is now
entitled Elegy to the Spanish Republic. The
most recent example in his retrospective at
Whitechapel Art Gallery is dated 1965 and
numbered 104,

The series is one of the great contributions
to Abstract Expressionism, and when several
examples are hung together, as they were
when the retrospective was held in New
York, they make a staggering spectacle. But
at Whitechapel they have been dispersed and
put into corners, as if the repetitiveness were
something to be minimised, and all the best
positions in the gallery are given to paintings
in which Motherwell has tried, in the intervals
between the Elegies, to find effective alterna-
tives. Unsuccessfully, in my view.

Even before he started on the Elegy series
he had a weakness for titles which reflected
his literary interests or, more ambiguously,
his liberalistic views. Thus he inconsequently
labelled an over-sweet abstract collage Mal-
Tarmé’s Swan, and had the nerve to call a
picture containing two stupid stand-ins for
‘the human figure (featureless ovals on stilts)
Pancho Villa, Dead and Alive. Under one of
‘the ovals, a long, narrow, round-ended oblong
‘hangs between two circles, and this configura-
tion is intended cither as eyes and nose or the
igenitalia. A figure-eight on the side of the
other oval may be an ecar. Frank O'Hara,
\who has written the introduction to the hand-
{some 96-page catalogue, explains that one of
‘the figures is Pancho Villa's corpse ‘hanging
{bullet-riddled beside his live image, in which
pink stains take on the aspect of not-yet-dried
blood.” But which one? One of them is spat-
tered with light brown paint and the other

~with red and black paint, and neither or both
{.are hanging., Perhaps the one without the
little configuration between its stilts is the
dead one; but since it's said that a hanged
man has an erection, the long narrow oblong
on the other one may be a dilatory attempt
to represent just that. As a bit of arbitrary
picture-making the painting is pleasantly
decorative, but as sign-language it's a ridicul-
ous muddle, Motherwell himself has some
pretty lofty things to say about the ethical
values of the modern artist, but his use of
titles to obtain impressive associations for his
absiracts scems to me to be quite wrong.

Adler the carly Elegies, the abstractions be-
come much livelier, He sometimes obtains in-
teresting chance effects from Arp's torn-paper

_collage technique and a number of his splash
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sphere’ of
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irojections

just above

where the navel would be, and 1 feel sure
that Motherwell must have been itching to
give it some such title as Paolo and Fran-

cesca, but in this case he could rely upon ‘the |

direct diagrammatical relation’ to make the
point for him. IUs perhaps because intimacy
doesn't occur in the right place that O'Hara
considers this coupling to have ‘a specific
tenderness and a poignancy which has noth-
ing to do with “figure” painting or with
handling.’ At the same time, he claims that ‘a
Courbet-like health establishes a sensc of both
sexuality and repose.” This dragging-in of
Courbel's name to bolster up a picture which
is in fact a blown-up doodle aud a desultory

caricature of human behaviour seems to me |

to be as thoroughly improper as some of
Motherwell's titles.

I'm perhaps cutting the ground from under
my own feet by knocking at the pretentious
claims made for certain paintings which
spring from doodling whilst praising to the
skies the Elegy to the Spanish Republic series,
which undoubtedly originated in the same
way; and it sounds a bit ridiculous to claim

that the Elegy motif is more ‘inspired’ than |

the others. It's perhaps nearer the truth to say
that it was a great picce of luck for Mother-
well when he was asked to produce a decora-
tion for Rosenberg’s poem. I don't know
whether Motherwell had several shots at it or
whether it came out ‘right’ first time, but its
‘rightness’ would be a matter of how well it
looked on the page, for I think he would
have in mind the brilliantly arbitrary way in
which the School of Paris masters decorate
books, The motif certainly has no illustrative
connection with the imagery in the threc lines
of the poem which appear in the reproduction
of the original page — they refer to a wire
in the neck ‘up to the ear’. But the poem no
doubt had a sombre theme, and if it was ele-
gantly written, Motherwell's motif was not
inappropriate. By the same token it is not in-
appropriate to the poctry of Lorca.

The design is simple enough, but extraor-
dinarily monumental cyen on its first appear-
ance as a small ink drawing. Three flat black
ovals are lodged between three broad, flat
black verticals, The ovals look as if they are
held in place by the bars and put slightly out
of shape by their pressure, O'Hara says that
individual paintings of the series have been
variously interpreted as ‘male verticals and
female ovoids, as bulls' tails and testicles
hung side by side on the wall of the arena
after the fight, and as purist formal juxta-
positions of rectangular and curvilinear

g : interpretation could

ted with the same passionate infensity as the
earlier examples in the exhibition, and | ag-ee
with O'Hara when he says that they all die
close ‘an absolute belief in the reality of the
schema’, Motherwell’s concern with it is com-
pulsive and irrational: the truth of the matler
seems 1o be that the motif has chosen him.

~ Naum Gabo is the last of that band—af
idealistic abstractionists who converged on
Moscow at the time of the Revolution to start
making a brave new world, and like most of
the pure abstractionists he has been a great
theoriser, much given to renouncements and
pronouncements and to talk about ‘perfect
harmony' and ‘beautiful reason’, Herbert
Read, introducing the retrospective at the
Tate and fired perhaps by Gabo's rhetorical
reference to the time when he formulated tho
principles of Constructivism — ‘above the
tempests of our weckdays. Across the ashes
and cindered homesqof the past. Before ths
gates of the vacant fulure’ — gives him the
benefit of his revolutionary fervour and dec-
lares that

Constructivism was born in the heart of the

Russian Revolution, at the most decisive mom-

ent in the history of the modern world. It re-

mains the most revolutionary doctrine of art
ever pronounced in the modern world.
But at the risk of being scorned by the
lentire avant-garde, 1 suggest that some of the
most beautiful and most Constructivist works
/in the Tate exhibition now look like a de-
| velopment of the linearism of Art Nouveau,
i and that some of the most filmy effects pro-
duced by his webs of fine wire and nylon

| thread, together with the glimpses they aflord

| of a tight, clongated oval at the centre, are like

| images of a certain kind of femininity and

| bring to mind the dancer Loie Fuller; hiding

| in a cloud of nun's-veiling.

The two earlicst works in the exhibition -

| the small and large version of Head No 2 —

| are for me the most satisfying things in the
show. The small version was completed in

| 1916 and is a marvellously radical attempt to

| represent a human head in three dimensions,

| totally without the use of mass. It is a de-

| velopment of facet Cubism, and it's as if
Gabo has lifted off all the facets in Picasso’a

| painting of Fernande and found a honey-

| comb of interior spaces which miraculously i

| retain the likeness of a girl. The incredibly
| subtle use of intersecting planes gives her a
r\rariablc expression; she scems even (o raise
and lower her glance, and one doesn’t ever |

J get her quite into focus. It represeals a
triumph of scnsibility over perverse means.

The exhibition includes a surprising num-

ber of trivialitics and lapses in taste. One of
the constructions horribly juxiaposes stone
and white plastic, and although ene of Gabo's
most famous and influential renouncement:”
was the use of mass as a sculptural element - ¢
‘never modified,” says Herbert Read - thert
are some unenlerprising stone carvings in the
show. They were made long after he issuec
his manifesto and undoubtedly prove that he
has little fecling for mass. The abstract pic-
tures are poorly painted. A circulac example
| is pretentiously called Blie Kinetic Painting
simply because it goes slowly round anc
round. i
One small object is genuinely kinetic. Tt's ¢
short metal rod clamped into a liny power g
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Black Devices

ROBERT MELVILLE

In 1948 Robert Motherwell made a black-
and-white decoration on a page of a pocm
by Harold Rosenberg for a magazine which
folded up before the poem was due for
publication. In the following year he used
the same motif in a small painting, but related
it to Lorca's ‘Lament for Ignacia Sinchez
Mejias’ by calling it At Five in the After-
noon. A few days later he painted a much
larger version and called it Granada. Since
then he has used the motif over and over
again and every painting in the series is now
entitled Elegy to the Spanish Republic. The
most recent example in his retrospective at
Whitechapel Art Gallery is dated 1965 and
numbered 104,

The series is one of the great contributions
to Abstract Expressionism, and when several
examples are hung together, as they were
when the retrospective was held in New
York, they make a staggering spectacle, But
at Whitechape! they have been dispersed and
put into corners, as if the repetitiveness were
something to be minimised, and all the best
positions in the gallery are given to paintings
in which Motherwell has tried, in the intervals
between the Elegies, to find effective alterna-
tives. Unsuccessfully, in my view.

Even before he started on the Elegy series
he had a weakness for titles which reflected
his literary interests or, more ambiguously,
his liberalistic views. Thus he inconsequently
labelled an over-sweet abstract collage Mal-
Tarmé’s Swan, and had the nerve to call a
picture containing two stupid stand-ins for
the human figure (featureless ovals on stilts)
Pancho Villa, Dead and Alive. Under one of
‘the ovals, a long, narrow, round-ended oblong
hangs between two circles, and this configura-
tion is intended either as eyes and nose or the
igenitalia. A figure-eight on the side of the
other oval may be an ear. Frank O’Hara,
\who has wriften the introduction to the hand-
isome 96-page catalogue, explains that one of
‘the figures is Pancho Villa’s corpse ‘hanging
ibullet-riddled beside his live image, in which
pink stains take on the aspect of not-yet-dried
blood.” But which one? One of them is spat-
tered with light brown paint and the other

—with red and black paint, and neither or both

l'are hanging. Perhaps the one without the
little confipuration between its stilts is the
dead one; but since it's said that a hanged
man has an erection, the long narrow oblong
on the other one may be a dilatory attempt
to represent just that. As a bit of arbitrary
picture-making the painting is pleasantly
decorative, bul as sign-language it’s a ridicul-
ous muddle, Motherwell himself has some
pretty lofty things to say about the ethical
values of the modern artist, but his use of
titles to obtain impressive associations for his
abstracts scems to me to be quite wrong,

After the early Elegies, the abstractions be-
come much livelier, He sometimes obtains in-
teresting chance effects from Arp's torn-paper

~collage technique and a number of his splash
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silhouette on the right wouldn’t bring to mina
a human figure at all if it weren’t associated
with the other, which roughly adumbrates a
side view of a standing woman wearing a hat.
O'Hara refers to the ‘sexual atmosphere’ of
this picture, since the silhouetie on the right
establishes a sort of coital relationship with
the hatted fizure by means of two projections
which appear to effect penctration just above |
where the navel would be, and I feel sure
that Motherwell must have been itching to
give it some such title as Paolo and Fran-
cesca, but in this case he could rely upon ‘the |
direct diagrammatical relation’ to make the
point for him, It's perhaps because intimacy
doesn't occur in the right place that O'Hara
considers this coupling to have ‘a specific
tenderness and a poignancy which has noth-
ing to do with “figure” painting or with |
handling.” At the same time, he claims that ‘a |
Courbet-like health establishes a sense of both \
sexuality and repose.’ This dragging-in of
Courbet's name to bolster up a picture which
is in fact a blown-up doodle and a desultory
caricature of human behaviour seems to me

Motherwell's titles.

I'm perhaps cutting the ground from under
my own feet by knocking at the pretentious
claims made for certain paintings which |
spring from doodling whilst praising to the |
skies the Elegy fo the Spanish Republic senies, |
which undoubtedly originated in the same
way; and it sounds a bit ridiculous to claim
that the Elegy motif is more ‘inspired’ than
the others. It's perhaps nearer the truth to say
that il was a great picce of luck for Mother-
well when he was asked to produce a decora-
tion for Rosenberg’s poem. 1 don’t know
whether Motherwell had several shots at it or
whether it came out ‘right’ first time, but its
‘rightness’ would be a matter of how well it |
looked on the page, for I think he would
have in mind the brilliantly arbitrary way in |
which the School of Paris masters decorate |
books. The motif certainly has no illustrative |
connection with the imagery in the three lines |
of the poem which appear in the reproduction |
of the original page - they refer to a wire
in the neck ‘up to the ear’. But the poem no
doubt had a sombre theme, and if it was ele-
gantly written, Motherwell's motif was not
inappropriate. By the same token it is not in-
appropriate to the poclry of Lorca.

The design is simple enough, but extraor-
dinarily monumental even on its first appear-
ance as a small ink drawing. Three flat black
ovals are lodged between three broad, flat|
black verticals, The ovals look as if they are
held in place by the bars and put slightly out
of shape by their pressure. O'Hara says that
individual paintings of the series have been
variously interpreted as ‘male verticals and
female ovoids, as bulls' tails and testicles
hung side by side on the wall of the arena
after the fight, and as purist formal juxta:
positions of rectangular and curvilinear

: interpietation could

|
Imost beautiful and most Constructivist works

to be as thoroughly improper as some of |

ted with the same passfonate intensity as the
eadlier examples in the exhibition, and 1 agree
with O'Hara when he says that they all dis-
close *an absolule belicf in the reality of the
gchema’. Motherwell’s concern with it is com-
pulsive and irrational: the truth of the matter
seems 1o be that the motif has chosen him.

~ Naum Gabo is the last of that band 5
idealistic abstractionists who converged on
Moscow at the time of the Revolution to start
making a brave new world, and like most of
the pure abstractionists he has been a great
theoriser, much given lo renouncements and
pronouncements and to talk about ‘perfect
harmony’ and ‘beautiful reason’. Herbert
Read, introducing the retrospective at the
Tate and fired perhaps by Gabo's rhetorical
reference to the time when he formulated (he
principles of Constructivism — ‘above the
tempests of our weekdays. Across the ashes

| and cindered homessof the past. Before the

gates of the vacant future’ - gives him the
benefit of his revolutionary fervour and dec-
lares that
Construclivism was born in the heart of the
Russian Revolution, at the most decisive mom-
ent in the history of the modern world. It re-
mains the most revolutionary doctrine of art
ever pronounced in the modern world.
But at the risk of being scorned by the
entire avant-garde, 1 suggest that some of the

in the Tate exhibition now look like a de-
velopment of the linearism of Art Nouveau,
and that some of the most flmy effects pro-

duced by his webs of fine wire and nylon
thread, together with the glimpses they atford
of a tight, elongated oval at the centre, are like
images of a certain kind of femininity and
bring to mind the dancer Loie Fuller; hiding

| in a cloud of nun's-veiling.

The two carlicst works in the exhibition -

| the small and large version of Head No 2 -

\ are for me the most satisfying things in the

| show, The small version was completed in

| 1916 and is a marvellously radical attempt to
| represent a human head in three dimensions,
totally without the use of mass. It is a de-
velopment of facet Cubism, and it's as if
Gabo has lifted off all the facets in Picasso’a
painting of Fernande and found a honey-
comb of interior spaces which miraculously ||
retain the likeness of a girl. The incredibiy £
subtle use of intersecting planes gives her a o
variable expression; she seems cven o raise |
and lower her glance, and onc doesn’t ever |
get her quite into focus. It represents a
triumph of sensibilily over perverse means.
The exhibition includes a surprising num-
ber of trivialities and lapses in taste. One of
the constructions horribly juxtaposes stone
and white plastic, and although one of Gabao™s
most famous and influential renouncements
was the use of mass as a sculptural element - ¢
‘never modified,” says Herbert Read — there
are some unenterprising stone carvings in th
show. They were made long after he issuec
his manifesto and undoubtedly prove that he
has little fecling for mass. The abstract pic
tures are poorly painted. A circular example
is pretentiously ecalled Blue Kinetic Painting
simply because it goes slowly round anc
round. |
One small object is genuinely kinelic. Tt's ¢
short metal rod clamped into a

_liny power I
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Black Devices

ROBERT MELVILLE

Tn 1948 Robert Motherwell made a black-
Jd-white decoralion on a page of a poem
Harold Rosenberg for a magazine which
Ided up before the poem was due for
blication. In the following year he used
+ same motif in a small painting, but related
o Lorca's ‘Lament for Ignacia Sfnchez
¢jias’ by calling it Ae¢ Five in the Afier-
on, A few days later he painted a much
rger version and called it Granada. Since
en he has used the motif over and over
ain and every painting in the series is now
ititled Elegy ro the Spanish Republic. The
ost recent example in his retrospective at
‘hitechapel Art Gallery is dated 1965 and
mmbered 104,
The series is one of the great contributions
v Abstract Expressionism, and when several
Immp'lcs are hung together, as they were
hen the retrospective was held in New
‘ork, they make a staggering spectacle. But
t Whitechapel they have been dispersed and
ut into corners, as if the repetitiveness were
smething to be minimised, and all the best
|ositions in the gallery are given to paintings
y which Motherwell has tried, in the intervals
jctween the Elegies, to find effective alterna-
I Unsuccessfully, in my view.
: Even before he started on the Elegy series
'e had a weakness for titles which reflected
uis literary interests or, more ambiguously,
iis liberalistic views. Thus he inconsequently
abelled an over-sweet abstract collage Mal-
larmé's Swan, and had the nerve to call a
bicture containing two stupid stand-ins for
he human figure (featureless ovals on stilts)
sancho Villa, Dead and Alive. Under one of
he ovals, a long, narrow, round-ended oblong
wangs between two circles, and this configura-
ion is intended either as eyes and nose or the
henitalia. A figure-eight on the side of the
})lher oval may be an ear. Frank O'Hara,
'who has written the introduction to the hand-
wome 96-page catalogue, explains that one of
the figures is Pancho Villa’s corpse ‘hanging
‘bullet-riddled beside his live image, in which
pink stains take on the aspect of not-yet-dried
blood.” But which one? One of them is spat-
tered with light brown paint and the other
{with red and black paint, and neither or both
‘are hanging, Perhaps the’ one without the
litle configuration between its stilts is the
dead one; but since it's said that a hanged
man has an erection, the long narrow oblong
on the other one may be a dilatory attempt
to represent just that. As a bit of arbitrary
picture-making the painting is pleasantly
| decorative, but as sign-language it's a ridicul-
“ous muddle, Motherwell himself has some
pretty lofty things to say about the ethical
values of the modern artist, but his use of
titles to obtain impressive associations for his
Jahmacts scems to me to be quite wrong.
After the early Elegies, the abstractions be-
come much livelier. He sometimes obtains in-
| teresting chance effects from Arp’s torn-paper
| coltage technique and a number of his splash
paintings convey a sense of violent activity -
i whipped-up waves, angry-looking knoltings
and that sort of thing. Two ragged black sil-
houettes in the large picture called Two
Figures with a Cerulean Blue Stripe have a
splotchy, gestural vitality and suggest a freak-
ish and rather brutal get-together, It's
evident that the vague relationship to human
figures has come about by chance, because the

. . . 4 M ¥
silhouette on the right wouldn't bring to mina

a human figure at all if it weren't associated
wilh the other, which roughly adumbrates a
side view of a standing woman wearing a hat,
O'Hara refers to the ‘sexual atmosphere’ of
this picture, since the silhouette on the right
establishes a sort of coital relationship with
the hatted figure by means of two projections
which appear to elfect penctration just above
where the navel would be, and I feel sure
that Motherwell must have been itching to
give it some such title as Paole and Fran-
cesca, but in this case he could rely upon ‘the
direct diagrammatical relation’ to make the
point for him. It's perhaps because intimacy
doesn’t occur in the right place that O'Hara
considers this coupling to have ‘a specific
tenderncss and a poignancy which has noth-
ing to do with “figure” painting or with
handling.' At the same time, he claims that ‘a
Courbet-like health establishes a sense of both
sexuality and repose.’ This dragging-in of
Courbet's name Lo bolster up a picture which
is in fact & blown-up doodle and a desultory
caricature of human behaviour secems to me
to be as thoroughly improper as some of
Motherwell's titles.

I'm perhaps cutting the ground from under
my own feet by knocking at the pretentious
claims made for certain paintings which
spring from doodling whilst praising to the |
skies the Elepy to the Spanish Republic series, |
which undoubtedly originated in the same
way; and it sounds a bit ridiculous to claim |
that the Elegy motif is more ‘inspired’ than
the others, It's perhaps nearer the truth to say
that it was a great picce of luck for Mother-
well when he was asked to produce a decora-
tion for Rosenberg’s poem. I don’t know
whether Maotherwell had several shots at it or
whether it came out ‘right’ first time, but its
‘rightness’ would be a matter of how well it

looked on the page, for I think he would |

have in mind the brilliantly arbitrary way :n |
which the School of Paris masters decorate
books. The motif certainly has no illustrative |
connection with the imagery in the three lines |
of the poem which appear in the reproduction |
of the original page — they refer to a wire |
in the neck ‘up to the ear’. But the poem no |
doubt had a sombre theme, and if it was ele-
gantly written, Motherwell's motif was not
inappropriate. By the same token it'is not in-
appropriate to the poetry of Lorca,

The design is simple enough, but extraor-
dinarily monumental even on its first appear-
ance as a small ink drawing. Three flat black |
ovals are lodged between three broad, Nat |
black verticals. The ovals look as if they are|
held in place by the bars and put slightly out!
of shape by their pressure. O'Hara says that
individual paintings of the sceries have been|
variously interpreted as ‘male verticals and |
female ovoids, as bulls' tails and testicles,
hung side by side on the wall of the arena
after the fight, and as purist formal juxta-|
positions  of rectangular and  curvilinear
forms. But the second interpretation could|
only have been made because Motherwell]
provided the pictures with a Spanish title, The|
title has stuck and by force of repetition the |
image has become one of the most familiar |
in post-war painting. It no longer tempts one
into flights of interpretation. It stands as pure
sign = a black badge for Spain,

The 104th variation at Whitechapel is pain-

close ‘an absolute belick i f1g §patity ot the
schema’, Motherwell’s concern with it is com-
pulsive and irrational: the truth of the matter
seems (o be that the motif has chosen him.

idealistic abstractionists who converged on

Moscow at the time of the Revolution to start
making a brave new world, and like most of
the pure abstractionists he has been a great
theoriser, much given o renouncements and
pronouncements and to talk about *perfect
harmony' and ‘beautiful reason'. Herbert
Read, introducing the retrospective at the
Tate and fired perhaps by Gabo's rhetorical
reference to the time when he formulated the
principles of Constructivism — ‘above the
tempests of our weekdays, Across the ashes
and cindered homes of the past, Before the
gates of the vacant future’ - gives him the
benefit of his revolutionary fervour and dec-
lares that

Constructivism was born in the heart of the

Russian Revolution, at the most decisive mom-

ent in the history of the modern world. It re-

mains the most revolutionary doctrine of art
ever pronounced in the modern world.

But at the risk of being scorned by the
entire avant-garde, 1 suggest that some of the
most beautiful and most Constructivist works

in the Tate exhibition now look like a de-
velopment of the linearism of Art Nouveau,
and that some of the most filmy effects pro-
duced by his webs of fine wire and nylon
thread, together with the glimpses they afford
of a tight, elongated oval at the centre, are liks
images of a certain kind of femininity and
bring to mind the dancer Loie Fuller; hiding
in a cloud of nun’s-veiling.

The two earliest works in the exhibition -
the small and large version of Head No 2 -
are for me the most satisfying things in the
show. The small version was completed in
1916 and is a marvellously radical atlempt to
represent a human head in three dimensions,
totally without the use of mass. It is a de-
velopment of facet Cubism, and it's as if
Gabo has lifted off all the facets in Picasso'a
painting of Fernande and found a honey-
comb of interior spaces which miraculously
retain the likeness of a girl. The incredibly
subtle use of intersecting planes gives her a
variable expression; she seems even to raise
and lower her glance, and one doesn’t ever
get her quite into focus. It represents a
triumph of sensibility over perverse means,

The exhibition includes a surprising num-
ber of trivialities and lapses in taste. One of
the constructions horribly juxtaposes stone
and white plastic, and although one of Gabo's
most famous and influential renouncements
was the use of mass as a sculptural element -
‘never modified,’ says Herbert Read - there
are some unenlerprising stone carvings in the
show. They were made long after he issued
his manifesto and undoubtedly prove that he
has little feeling for mass. The abstract pic-
tures are poorly painted. A circular example
is pretentiously called Blue Kinetic Painting
simply because it goes slowly round and
round.

One small object is genuinely kinctic. It's a
short metal rod clamped into a tiny power-
driven turntable, and when it whizzes round
it resembles a fan of fine spray. It's been
placed near the honeycomb heads and looks
a paltry little thing beside them, but Vertical
Construction No 2, which doesn't actually
move, is the most beautiful example of kin-
etic sculpture I have seen. The overlapping of
the wires produccs an effect of watered silk,

Naum Gabo is the last of ll'll:!t“'iﬁml_-‘:f'r
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art, but that there was such a thing as modern art: that it was essen=
tially internstional in character, that it was the greatest painting
adventure of our time, that we wished to participate in it, that we
wished to plant it here, that it would blossom in its own way here as
it had elsewhere because beyond national differences there are human
similarities that are more comsequential..." (bibl, )

The measure of the sucgess of Abstract Expressionism may be gauged
by our response to this ethic today--it seems a2 foregone conclusien,
common sense, it is surroinded by an atmosphere of "of course."” But
in the late thirties and early forties there were many enemies of
this "passionate allegiance." We forget, in the complexity of our
present worldwide artistiec and political engapements, that peried's
artistic and political isolationism (how controversial then were
Oertrude Stein and Wendell Wilkie!), the mania for the Impressionist
masters, the conviction where there was any interest at all that
avant-garde was not only a French word but an Feole de Paris monopoly.

Without transition the struggle against Depression conditions be=

came the struggle against War. War on such a scale that "conditions"
became an obsol¥ite word, faced down by the appalling actual and phile
osophical monolith of historical event. But the artists were not faced

down by vecabulary, With the advent of war a heterogeneous number of

American artists whose only common passion was the necessity of contem-
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ROBERT MOTHERWELL INTRODUCTION

Recently, in a TV interview, Robert Motherwell remembered the aims
of the early period of Abstract Expressionism as being, "Really quite
simple in a way, almost too simple, congidering what has happened in the
last twenty years. But really I suppose most of us felt that our passione
ate allegiance was not to Ameriecan art or in that sense to any national
art, but that there was such a thing as modern art: that it was essen=
tially international in character, that it was the grestest painting
adventure of our time, that we wished to participate in it, that we
wished to plant it here, that it would blossom in its own way here as
it had elsewhere because beyond national differences there are human
similarities that are more consequential..," (bibl, )

The measure of the suogess of Abstract Expressionism may be gauged
by our response to this ethic today--it seems a foregone conclusien,
common sense, it is surrounded by an atmosphere of "of course."” But
in the late thirties and early forties there were many enemies of
this "passionate allegiance." We forget, in the complexity of our
present worldwide artistic and political engagements, that period's
artistic and political isolationism (how controversial then were
Gertrude Stein and Wendell Wilkiel), the mania for the Impressionist
masters, the conviction where there was any interest at all that
avant-garde was not only a French word but an Fcole de Paris monopoly.

Without transition the struggle against Depression conditions be-

came the struggle against War. War on such a scale that "conditions®
became an obsolite word, faced down by the appalling actual and phile
osophical monolith of historical event. But the artists were not faced

down by vecsbulary, With the advent of war a heterogeneous number of

American artists whose only common passion was the necessity of contem=-
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porary art being Modern began to emerge as a movement which, in Boris
Pasternak's famous description of a far different emergency, ... "turned
with the same side towards the times, stepping forward with its first
declaration about its learning, its philosophy and its art." (1)
Underlying, and indeed burgeoning within, every great work of
the Abstract Expressionists, whether subjectively lyrical as= in Corky,
publicly explosive as in de Kooning or hieratical as in NHewman, exists
the traumatic consciousness of emergency and crisis experienced as
personal event, the artist assuming responsibility for being, however
accidentally, alive here and now. Their right was to a somber and
joyful art: somber because it sees, snd Joyful because it exitis. But
they were frequently the first violators of their own right, %o which
we often owe the marvelously demonic, sullen or mysterious guality of
their work, as they moved from the pictorial image to the hidden subject.
Motherwell's special contribution to the American struggle for mod-
ernity was a strong aversion to provincialism, both politieal and esthetie,
a profound immersion in modern French culture (especially School of Paris
art and the poetry and theories of the Symbolist and Surrealist poets--
conquest by sbsorption, like the Chinese), and a particular affinity for
what he has sometimes called "Mediterranean 1ight", which in his paint-
ings seems to mean a mingling of the light of his native California with
that of Mexico and the South of France. This latter may explain some-
what the ambiguity between the relatively soft painted edges of many
of his forms and the hard, clear contour they convey, efpecially in the
series of Mh@_sk'}i_'mm- He can employ a rough, spon-
taneous stroke while evoking from the picture plane a precise personal
1ight with great economy. There is no atmospherfie light in his paintings;
1f he uses grey it is never twilight or dawn. One of his important early




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

FoH e

The Museum of Modern Art Archives, NY

painting is called Western Air (eat. no. ) and the 1ight in it persists

in many later works.

Motherwell was born in Aberdeen, Washington in 1915, but his child-
hood and adolescence were spent in Californis, mainly in San Franeisco,
with short periods in los Angeles. He also attended a school in the dry
climate of Atascadero, California because of chronic asthma. Although he
was not to make the decision to devote himself to painting until 1940,
in 1926 when he was eleven years old, and again at seventeen, he attended
art schools for brief periods, thus indicating a surprisingly early talent
for art, considering that at eleven he was awarded a fellowship to the
Otis Art Tnstitute in Tos Angeles (where Philip Guston also studied brief-
1y). But the intervening years were spent largely with the study of the
libersl arts and philosophy, rirst at Stenford and later at Harvard.
Meanwhile, his travels had begun, w!th summer trips to Canada, Mexico
and Europe. At the end of the '30s he spent a year in France studying
modern French art and 1iterature. Then in 19L0 he moved to New York
where he has lived since.

Motherwell discussed his first days in New York in a recent talk
at Yale University: (bibl. ) "One of the great good fortunes I have
had in my life, and there have been seversl, was that at a certain crucisl
moment in my life when T was in my mid-twenties and still hadn't really
decided what T wanted to do, though in another way I'd always wanted to be
a painter but through the circumstances of fate had never known ongies
for better or worse, I don't know-- at a certain moment through a contasct
with a friend who is now professor of music at Brandeis University T decided
to go to New York... and study with Meyer Schapiro. In those days there was
nothing 1ike there is here, that if you were interested in contemporary art
there was a place where you could go snd be oriented. «sssthe closest
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approach to it, though he is essentially a classicsl scholar, essentially
devoted to the premisea of art history and so on, in those days was Meyer
Schapiro. And I went to New York and studied with Schapiro. Also by
chance took a room near him snd new nobody in New York-- nearly died of
loneliness, at how hard and cold and overwhelming it seemed to me as a
person from the far west, which is with all its defects s somewhat more
casual and open place.

"And sometimes at eleven o'clock #mr the night I would drag the latest
picture T had been making on the side in the most amateurish way around to
Schapiro. And one day in exasperation really, because I had then no con-
ception of how busy people are in New York, he said, 'It takes me two
hours to tell you as best I can what any painter colleague could tell
you in ten minutes. You really should know some artists.' And I said,
'Well, I agree... but I doen't lmow any.'"

As a child, WMotherwell was obsessed by the fear of death, perhapa

partially because of his asthmatic attacks. He grew up during the Great

Depression and, though his family was not impoverished, his unlihility'

even while pursuing philosophical studies, could not be immune to the
then inexplicable econcmic misery which was general. That was not a

time of false optimism or phlegmatic pragmatism, even for a growing boy.
And the first political event to draw his passionate consideration was the
Spanish Civil War, that perfect mirror of all that was confused, venal and
wrong in national internstional polities, and which has remained so but is
no longer such s shock because we have devoted twenty-five years to naking

1t a habit. World Wer IT followed this "rehearsal” as inevitably as World

4

0'Wara Archive File

War T followed Sarajevo, TFor a slightly younger generation that Motherwell,
and by slightly T mean only by ten years or so, World Wer IT was simply part

of one's 11fe. One went to war at seventeen or eighteen and that was what
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one did, perfectly simple, and one though about it while one was about
it, or you might say, in it. But Motherwell's ethical and moral conside
rations were already well formed, snd for him the problems of that war
were quite different and far more shattering psychologieally.

It is no wonder then, thst when Meyer Schapire introduced him to
the Furopean refugee artists who had fled here from the Fall of France
he was strongly drawn to them, both as emblems of art and slso as
emblems of experience, an experience which no Americsn suffered as the
French themselves did, save Gertrude Stein. Their insoucisht survival
in the face of disaster, partly through character, partly through be-
1ief in art, is one of the great legends and it did not escape him.

The list of artists was indeed staggering (see fig. ) and Motherwell's
affinity for French Symbolist and Surrealist poetry made him a quick
l1iaison between the fefugees and certain New York artists whom he scarce-
1y knew at the time. But he believed in the seriousness of the Parisian
endeavor, which then unlike now was beleaguered by the bourgeoisie as well
as the Nazis, just as American art was beleaguered by the bourgeoisie and,
far more distantly, by the war, Tt cannot have bben too difficult to es-
teblish some identification, =nd of course these artists were already
heroes of the modern artistic revolution; if some of them hadn't invented
it, they had certainly aided, abetted and extended it. In the artistic
imsgination, these refugees became esthetic maquis, guerillas, a Foreign
Tegion, as some critics pointed out, but a Foreign legion which ultim-
ately had the positive effect of encouraging the Nopth American artists
to be modern artists, as surely as the military Foreign Legion negatively
encouraged the North Africans to become independent. It is impossible
for a society to be st war without each responsible element joining the

endeavor, whether military, philosophical or artistic, snd whether con-

Mugeum of Modern An
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sciously or not. Their aims may be different, but the tempo of the time

is inexorable and demanding for all concerned. I think that it is the
pressure of this tempo and this time which forced from Abstract Fxpression-
ism its statement of values, which is, and probably shall remain, unique
in the history of culture.

Extremes, like parallels, meet only at infinity; along the way they
create other eftremes which pursue their other courses, not always parallel.
This was the great anguish of the American artists. They had a theoretical,
but not a practical, knowledge of the great suffering involved in being
extreme. Bo they shot off in every direction, risking everything. (It
should be noted here that in the context of historical time, van Gogh's
suicide was evidence of insanity, Artsud to the contrary, snd Arshile
Gorky's was not.) They were never afraid of having an Important Thought,
and the Tmportant Thought was never self-referential. Theirs was a
struggle as abstract as their painting. A struggle which, in the poet
Edwin Denby's deseription was ageinst the cliché about downtown painting
in the depression-- the accepted idea that everybody had doubts and imi-
tated Picasso and talked politics. None of these features sermed to me
remarkable at the time, and they don't now. Downtown everybody loved
Picasso then, and why not. But what they painted made no sense as en im-
itetion of him. For myself, something in his steady wide light reminded
me then of the light in the streets and lofts we lived in. At that time
Tchelitchew was the uptown master, and he had a flickering light." (2)

Tt was this "downtown" struggle Motherwell joined when he moved to New

York in 1910 and shortly settled in Oreemwich Village.
During this period we find Motherwell veering between the opposite

poles of the marvelous and the sombre, if not morbid, From Mallarme's

Museum of Modsrn Ar

Swan, imaged forever in exquisitely glacial beasuty, to Pancho Villa's




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

FoH 1o

The Museum of Modern Art Archives, NY

Corpse, hanging bullet-riddled beside his 1ive imoge, in which pink
steins take on the aspect of not-yet-dried blood. Two years earlier,
in 12L1, he had in begining his painting career done three totally

divergent piectures, La belle mexicaine (of his first wife, a Mexican

actress), a highly "automatic" Imaginary landscape, end the wore purely

conceputalized The Tittle Spanish Prison. The first (fig. ) owes

a great deal to Picasso, the second (fig. ) to the Surrealist theory of
sutomstism mnd erpecia 1y to Masson, snd the third (fig. ) is connect-
ed in my mind to the House of Orange, a modern version of Dutch clarity
of tone =llied with Spanish reserve and elegence. As a self-taught

painter, Motherwell had many avenues open to him and in begining he did

not close any of them off as possi‘bi'ii*s.

Certain of the Abstract Expressionists seem to hive burst into paint
with an elready emergent personal style from the wery fipst works we knoWee
one thinks particularly of Motherwel® and of Barmett Newman. The variety
from period to perlod in each of these artists encompasses a broadening
of technical resources, as it does in Rothko 21so, =nd moves in a stead-
11y rising power of emotional conviclion. Each has had a convictiaem, if
not » style, frem the beginning, more ethical then visual, which has left
them free to include mything useful and has guided them away Irom the
peripheral, Along with Clyfford S5till, each has chosen on several
occasione to make éthical statements in relation te their art, rather
than esthebi ones.

This is, of course, a matter of temperament. The passions of others

of their colleagues have led to far more abrupt and dramatic changes.

At

Motherwell once remsrked that an ertist is lmown as much by whst he will

Museum ol Modern
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not permit as by what he includes in the painting. One would be herd put

to aver whether Newmsn or Pollock, de Fooning or Rothko, were more drastie

in their decision between the Dionysian snd Apollonisn modes of feeling,
between seething impasto excitation end scmber, subtly evoked grendeur,
between the coloratura and the bassc profondo aspects of abstract paint-

ing.

Museum of Modern At

O'Hare fichive Mile
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seripts)

[pn that there are still
40 respect and follow
. or sbsurd they may first
appear. From their perspective, it is the socisl world that tends to appear
irrationd and sbsurd. Tt is scmetimes forgotten how much wit there is
in certain works of sbstract art. There is a certain point on the curve
of anguish where one encounters the comic « T think of Hirg, of the late

Paul Klee, of Charlie Chaplin, of what healthy snd humm values their wit

dieplays.

T like the wsy that many Parisian painters have tuken over the
word "poetry" in speaking of what they value in painting. But in the
Fnglish-speaking world there is usually an implication of "literary eontent,
if one speaks of a paintin; as having"resl poetry". Yet the word Yaesthetic?
does no' satisfy me. Maybe becsuse it calls up in my mind those dull
classrooms snd books when I was a student of philosophy and the nature of

the sesthetic was a course given in the philesophy department of every

university. I think now that there ir no such thing as "the sesthetic”,

no more than there is any such thing as "art", thst each period and plsce
hes 1ts own art and 1is aesthetic - which ave specific applications of
a more penerai set of human values, with emphases and rejecticns correa=
ponding to the basic needs and desires of » particular place and time.
T think that abetract ert 1= niquely modern - not in the sense that word

is sometimes used, that ouwr art has wprogressed” over the art of the past,

though sbstract art may indeed represent an emergent level of evelution-
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WHAT ABSTRACT ART MFEANS TO ME
("Pinal Copy" in ILibrary Typescripts)

The emerpence of abatract art is a sign that there are still
men of feeling in theé world. Men who know how to rTespect and follow
their inner feelings, no matter how irrationsl ‘or sbsurd they may first
sppear. From thelr perspective, it is the soeisl world that tends to appear
irrationd and sbsurd., Tt is sometimes forgotten how much wit there is

in certain works of sbetract art. There is a certain point on the curve:

of mguish where one encounters the comie = T think of nu%', of the late

Paul Klee, of Charlie Chaplin, of what healthy and tumm values their wit

displays.

T like the way that many Parisian painters have taken over the
word "poetry" in speaking of what they value in painting. But in the
¥nglish-speaking world there is usually an implication of "literary eontent”,
1f one speaks of a paintins as having"real poetry". Yet the word "aesthetic®
does no' satisfy me. Maybe because it calls up in my mind those dull
clsssrooms md books when T was a student of philosephy and the nsture of
the sesthetic was a course given in the philosophy department of every
university. I think now that there is no such thing as "the sesthetic”,
no more than there ie my such thing as "art", that esch period and place
hes its own srt and 1is seésthetic - which are specific applications of
a more general set of human values, with emphases and rejecticns corres=
ponding to the basic needs snd desires of # particular place and time.

T think that abetract srt i= micuely modern = not in the sense that word

is sometimes used, that our art has "progressed" over the art of the past,

though sbstract art may indeed represent an emergent level of evelution=
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but in the sense that abstract art represents the particular scceptances

and rejections of men living under the conditions of modern times. If

I were asked to generalize about this condition, s it has been minifest
in poets, peinters mmd composers during the last century =nd a half, T
should say that it is & fundementally remsnticrespense to modern life -
rebellious, individuslistic, unconventional, sensitive, irritable. T
should sey that these sttitudes srose from a feeling of being i1l at esse
in the universe, so to speak - the collapse of religion, of the old close
knit community and family may have something to do with the origins of *he
feeling. I do not kmow,

But whatever the source of this senee of being mieeded to the
universe, I think thet one's art is one's effort to wed oneself to the
universe, I think that cne's art is cne's effort tc wed oneself to the
universe, to unify oneself through union. Sometimes I have an imsginery
picture in mind of the poet Mallarme in his study late at night - changing,
blotting, transferring, transforming each word smd itsrelations with such
care - and T think that the sustained energy for the travail must have
come from the secret knowledge that each word was a link in the chain
that he was forging to bind himself to the universe; and so with other
poets, composers and painters. If this suggestion is true, then modern
srt hes a different face from the art of the past because it hss a somewhat

different function for the artist in our time.

D%iara Archiyu Filg @J

Mussum of. Bodén Ait
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I suppose that the art of far more sncient and "simple" artiste expressed
something quite different, a feeling of already being at one with the

HO‘I‘H-.-.---..

One.of the most striking aspects of abstract art's appearance is
her nakedness, sn art. stripped bare. low many rejections on the part of
her srtistsl Whole worlds - the world of cbjects, the world of power and
propapanda, the world of anecdotes, the world of fetishes snd ancestor
vworehip. One might almost legitimately receive the impression that abstract

artists don't like anything but the act of painting...cee.e

What new kind of ggtig is this, one might ask. For make no

mistake, sbstract art is » form of mysticiem.

Well, this is not to think of the situstion very subtly. To
leave out consideration of what is belng put inte the painting, I wmean.
(ne might truthfully say that sbstract art is stripped bare of other things
in order to intensify it, its rhythms, spatial intervals, and color structure.
Abstraction ie a process of emphasis, snd emphasis vivifies life, as A.N.

Whitehead said.

Mothing es drsstic an innovation es gbstract art could have

come into existence, ssve as the consequence of a most pro‘ound, relentless,

unguenchsble need.

i

Cl'i-'ui.ll'cf\:u Fils ﬁé E!
Mussurn of Medeen Ant
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The need is for felt experience - intense, immediste, direct

subtle, unified, warm, vivid, rhythmic.

Fverything that might delute the experience is stripped away.
This 1s the origin of abstraction in art, as in any mode of thought., Abstract
art is a true m ysticism - I dislike the word - or rather s series of
mysticisms that grew up in the historical circumstance that all mysticisms
do, from the primary sense of gulf, an abyss, a void between one's lonely
self and the world. Modern art is an effort to close the void that modern

men feel. Tts abstraction is ite emphasis,
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BTACK OR WHITE
(Iibrary file folder)

Paragraph 3

The chemistry of the pigments is interesting: ivory black, like
bone black, 1s made from chesrred bones or horns, csrbon black is the result
burnt gas, snd the most common whites - spart from cold, slimy zinc oxide
and recent bright titanium dioxide - are made from lesd and are extremely
poisonous on contact with the body. Being soot, black is 1ight and fluffy,
weighing a twelfth of the average pigment: it needs much oil to become 2
paintert's paste, and dries slowly. OSometimes I wonder, laying in a great
black stripe on a conves, what animal's bones (or horns) are mskins the
furrowe of my picture. & captain on the Yukon River psinted the snow
black in the psth of his ships for 29 miles; the black strip melted thrae
weeks in sdvance of spring, and he was sble to resch clear'water.: Black
does not reflect, but asbeorbs all 1ight, that is its essential nature;
while that of white is to reflect 211 lipght: dicticnaries define it as
snow's color, md one thinks of the black s1it glasses used when skiing,

For the rest, there is a chapter in Moby Dick that evokes white's gquslities as

no painter could , except in hls' medium,

Paragraph 6
But look for vourselves, I want to pet back to my white-washed

studic. If the smommts of black or white are right, they will have condensed

into quality, into feeling.

Im 1chive Filg

Wiuoum of Madery ;nt:
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BLACK OR WHITE :, +.
(Library file folder)

Paragraph 1
There is so much to be seen in a work of art, so much to say if

one is conerete and accurate, that it is a relief to deal on.oocasion

with a simple rslation.

Paragraph 2

Yet not even it, no more than any other relation in art, is so

simple,

Paragraph 3

The chamistry of the plgments is interesting: ivory blaek, like
bone black, is made from charrad bones or horns, carbon black is the
result of burnt gas, and tha most coimmon whites - apart from cold,
slimy zinc oxide and rascent bright titanium dioxide - are made from
lead and are extremely poisonous on contact with the body, Being
soot, black is light and fluffy, weighing a twelfth of the average
pigment: it needs much 01l to become a painter's paste, and dries
slowly. Sometimes I wonder, laying in a great black stripe on a
eanvas, what animal's bones (or horns) are making the furrows of my
pleture, A captain on the ‘ukon River painted the snow black in the
path of his ships for 29 miles 3 the black strip melted three weeks in
advance of spring, and he was able to reach clear water., Black does
not reflect, but absorbs all light, that is its essential nature;
while that of white is to reflect all light: dictionaties define it
as snow's color, and ome thinks of the black slit rlasses used when
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skiing. For the rest, there is a chapter in Moby Dick that evokes

white's qualities as no painter could, except in his medium.

Paragraph 6

But look for yourselves. I want to get back to my white-washed
studio. If the amounts of black or white are right, they will have
condensed into quality, into feeling.

Iﬁ'ihm Areiive Fils ‘il

Mateum of Modsgn Art
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FOR MR. O'HARA FROM mer mmm.. ‘E" A
9 : ".-‘ =
"What Abstract Art Means to Me," (See "Final
in library book of typescripts.) Entire, -xeopt
last paragragpk.,

Ontalogue of Retrospective at Smith College,

"R.M.: Conversation at Lunch": ] ;
ird paragraph,, from line 6 ("A picture is...")
to end of jparagraph. ;
Lth Paragraph, from line 9 ("An artist il... ) e
to end of paragrapha.
7th Plrapragr entire.

Picture caption #1 I"T take an elegy™) entire.

"Beyond the Aesthetic."” (In libra.ry file romr.) mm,.

-

Partisan Review. "Painters! Gﬁfocu.' hram;g hgw
at bottom of p.95 And Hosing at top of p.

Catalogue of The New kﬁhripan Painting. Btntnppnt
"~ Paragraph 2.

~ Perspectives UBI "The Painter & The Audience.” 2
Pfalﬁ9, paragraph 2 to close of section in -1a35: of

: . Jean Arp. On My Way. Prefacé by R.M. Iut paragraph, j
" 'The New Decade, Btatement by R.M. P. 594 2nd parsgrap

w __The Rise of mvlil (Kahnweiler). Preface by R.M.
e Y -7 P, vii, lines 4 ("Sg¢metime in 1909 Wk ") to

Moderr Artists.in America, Panel e betwee
:;3 H hm’#’- !I‘. 20’ Bﬂim lgmt, &

" el Raymond. Fror Bsudelaire.to 3u.t-ru1m. Pr.
mgy R.u. P, viii, last paragraph. g

'!S- lehu u ﬁv l'ork.' l‘-rll hhluu. e

ObﬂDIH! Bﬂll’lﬂb y .
P I;n.:ont. Phihdclphiu Paned U& .u.J Ps 3; :

I.“ Wn_‘lﬁo ”‘w w R.M. for

| i e
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Frank:

While I think of it, woul. you amend (wherever it
appears) the account of the schcool and The Slub as follows:
"The Friday Nights at the school lecd to the Friday Nights at
The Club, the celebrated avant-garde artists club of the
'50's, but other aspects of The Club grew out of another
set of friendships at the old Jaldorf cafeteria in the
Village."

TR OF R W F R R I W S IS E N

"I told a group of philosophers to thoir faces: Philosophy
is simply a question of formi" Valery, Idée Fixe, p. 107 (932).
ok W R o KRR KW W W R K G H W
Everyone agrees that intelligence manifests itself

an excellent use of language. ZIut laymen do not recognize
that painting is also a language. Iadeed, what makes a lay-
man is insensitivity to a given language. In the case of
painting, this includes many people--certain painters, curators,
eritics, scholars, dealers—--—uho are '"professionals", No wonder

?
‘the art .-..cene becomes a comnedia dell'arie.

T H o R B RN R LR HE R RE RN R * R R

0'Hara Archive File [ 2
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But if intelligence is assential in order to organize
relations, i.e., to arrive st structural form, the subject-
matter is feeling: that is why art is not a science.
Painting that does not radizte feeling is mot worth looking
at, The deepest=-and rarest--of grown-up pleasures is itrue
feeling.

o OO[R HIH RO W S Rk R R R R R R OR R R R

When one is asked what painters one admires, oune
realizes one likes all the great ones. What is more
ignificant ave those who invariably excite ons to paind

Cafe
n my«2s¢, Rembrandi's drawings, Goya, Matisse
On the other hand, the great van Eyck or
Titian never incite me. Another test is those of ome's
contemporaries whose shows one looks forward to.  These
are few, bubt crucial, For me that has meant Mird gnd a

dozen Aimericans--and the possibility of anyone else anywhere.
03 % o WNH E K KXW %4 % W % o 3 W N o R KN
3
T A : ol
% is a considerable achievement to have made one
masterpiece in a lifetims.
4 "‘*ﬁ-**%*%ﬁi?:&**%%*%*%%**%

:.‘yt" '7(.1‘;1’% * #

An exhibition can never realize all ome's desires
from the worlid, even the most select and complete shows.

mcomprehending the world

Indeed, one feels how coarse and
. et
But the real trauma is one's own reaction

in general is.
to one'syoust work. As a great « ntonporary painter says:
nIf, after long contemplation, one feels one's life

wasn't wasted, one has come out rather well."

ii'%*****'ﬂ'*%**'ﬁ--:?-‘.%-h-i'.--il-%’:*-}ﬁ-%*ﬂ*
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Only painters ard sculptors among artists can be exposed

in *oto in a few minutes--or seem to be.
- - B3 % o 3 N NN N HEERRERERER

The content has always to be expressed in modern terms:

that is the basic premise. Joyce understood it
S % I R 3 R % o M %K W KR K

rveater the precision of feeling, the more p

The more anonymous a wors, the s universal. Camp
followers are always provinciale
'ﬁ‘*ﬁﬁ-*i&****-‘-{--ﬁ—ﬁ—:’c‘-{-.r-"‘-'.l--'ai-n'-." 3 R H R R

Tae dangers of the recognition that everyone wants are

reater than those of its lacke
H H R FHERHERERERF e ogr W S e W O MR FHERE R

The problems of inventing a new language are gtaggering.
[SEL

But what else can one do if one needs to express one's

feelingg precisely?

FOH N K O O F R KOG
"l
L‘/’,'g_ h L

«cj effort to respect one's feelings, integrily

It is 4&==s

.

that leads to radical notions. No real revolutionary was ever

one for the hell of it: it is too painful a condition. But

the pain is eased by__i_‘ps inevitability, given the problem.

B3 K de M N R R WO E HE K ENEEENE NEE LR
HOne can never be as raiical as reality itself." LENIN

R e 36 A S 6 3 W B B 3 3 AF 3E 3 S b 3 GHEE 36 kW R R

fa
What paintings can stani up sgainst the physical presdence
~

of natare? TFew, and most ofien, least of all those who have

nature as the subject.

3 3 3 3k 3 b W A W H W W WG oA W W R 3k b 3 W 3 R % R

O'Harn Archive File C/Z}?
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Confusion always has the sams cause: lack of feeling.
LR I A R B R S R e

Every picture one paints involves nmot painting others:

- T

What a choice! What

b R I B R B - R R R NE - TS R
Caution is the-gw==; of art, and everyore is mo.

=N ’.lﬁ ‘-i“. L7
cautious than he thinks he is,
Bt B E R R R F Ik T = i e e R S A

The drama of creativiiy is that one's resources,

no matier how great, are inadequate.
3o o o3 H W NN NN W NN
The ultimate act is faith, the ultimate resource

he preconscious: if either is :;spendad_}the artist is
impotent. This is possible any hour any day, end it

is the artist's nightmare throughout life.
o3 3 3 3 HFHHE AR AR R EFERR R ER R ER

Many artists are fascinated by sports figures, |

who must perfomm at a2 given place and bims,
M e 6 GE O3 3 G W W W W R R W R R RER

But what better wey tc spend one's 1ife than to

have, as one's primary task, the protecticn of the

integrity of feeling? No wonder other professional

men are fascinated by artists.
LR IR N
Vle rush towards' deat
3 % W O H % % 3 I 4E 3 3 % A 3
Joy makes exdstence
is immoral.

# o3 W H W W W W e o W H
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One longs to be treazicd by the growm-up world as

one is by small children: th total trust,

L AR TR CHE LR A R - O o9k ook e W W KF K
One never really gets used to reality. The ultimate

joke is a life of anxiety. s small compensation is

2 sense of wonder,.
LR L A T S S r A
But a sense of wonder in some articts becomes &

mannsrisms No one is naiv I averyihing, especially
geniuses.
B H 3 % N % % R H N ol ke R R N ¥ o o

The material thing : are mere decorations.

feeling. :.mo%h space and but not necessarily wni'r.eg-/\

B3 % W FW NN WEoHF N R E N RERFEEF—
The world cannot en ] U ertists' money comes

from so much pleasure. &ar.istc connot endure that the

world's money comes from so much work, and usually give

extravagant tips and preseuls, as though our money is

less “real'.
O3 i W M M O G 3 AR W N At 3R 3 3 3 3 A

The whole question of art and money is vexding,

: :
I much prefer trading to selling, but not everyons

who has something I nesd is an art-lover,

H 35 36 3 o 3k 3 B o OH W F ow W R oS o W W Gt ¥R N R

0'Hamm Ar

Muszy
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The Surrealist group used to demand a picture each
year from its painters: <ihc procceds were used to support
their poets. They recognized the social injustice in the

ore commodity value than

No one objected.
GO S

Contemporary paintings would not have to sell for
so much if living artists rzceived royalties from

exhibitions and reproductic
oMo R W E RN HEE E N %R RS H o oA R

When artists are blamed for the financial madness
art-scene, the psychology of tae collectors is

left out of account.
*%ﬁ-ﬁ-}*%**%****-:--:E-i:‘s‘-i--'.‘rﬁv-{.i--ti-ﬂ-‘ﬁ-*%#*

Any picture is fairly priced, if its subsequent

value is greater. : 5

o3 R W O 3 N W o % o o % w R o R W F R
Recognition from The Lsbtablishment is only

valuable in dealing with one's relatives, and one

feels a parallel ambivalence: it is at once real

and empty.
R I kA Ik U U A S TR VAV

When I see a newsreel from 1915, the year I was
born, or a movie, thit' takes place then, like Jeanne

Moreau's "Mata Heri", I can.ct believe that my life

-+ 1

span has been from that moment untll the present: I
had the same feelings throughout, while the appearance

of the world y== changed: when I was born is another
nn:.varse)and I am 50, As though one were born in a -

M. aeum of Modary

muaeum,
WO W H W R
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Whenever I hear tallk about howosexuals, I remerbex
: Zhe
grecatest epic poem of yor=ul

that Proust?s book is the

century.
5% TH K ® KRN

LA R I S I S TRy
5L, but I do believe

he present vitality of American art is connected with
cracy it certainly

the unparalleled depth of our

did not ecome from cultural tx
/i‘\

. 3 | r
e:a.s‘bent:..al-c,ﬁi":,_k
-
++ 3 5F ¥+ ; 5 1
is a Constantinople,

4%
Besides New York City, which is
But London is

the capitals of Europe are provincial.

irexzhaustible.
¥ % W R W W RN W oAt W oA W R W o A 3

The present conflict between American and European

; - . " o - 4t
art is between the reality end the pleasure principles:

everybody but Paris and South America senses it.
r i g e Sk M R ¥ % #

% W ok 3 303 N o :
Parisian art was great when it was the most
e in Europe.

democratic and interratio
o 3 3 o W R FE H R oW W R RN W K W oW

Whenever I hear talk ebout art and foreignypolicy,
Pound is the greatest living
o

I remember that Ezra

Y

American post.
3 o35 30 3k M 3 O 36 e M o0 H F HHF R F R RO, H W

dodarn Art
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It is impossible tc

one's character.

character growth,

or in leaps, like Columbus:®
I R R

The problem

The nerve lies in not

I could stranglethose

varnish on ~my pictiures.

* 3 %

Artists should be Lo:

in all the problems of rummi
some prints to neighbor gla:
he had the adjoining czbin cn
one smile to think of it.
O3 K ¥ o o® ¥
Irony, the greatest ne

Neith:

noct work in pictures.

#* % %

G KO ¥R B R

If one has capital,and

one can accomplish miraculou
%% 3 3 % S W N

Little pictures are fox
souvenirs.

O ot M WK KR

What secrets are hidden i

oW W o B W O R R R #* 3

v without modifying
work develops represents

steady, like a garden,

iscovery of America.

¥ oae 3k e 36 # S

: the glimpse presentable.

rvators who put glossy

% H R O% R EH

matlhare
LS MOLLers.

B B S S

e, one gets involved

the next week

’

It makes

P W W 3R

v of everyday life, does

TR R 3 H O % 3 G ®

no respect for it per se,

Cl O R

.tzels or for tourists--

A EEEEEE
Jenicel

S I R R

=

im of Medern Art
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everybody in the Legean slaughtered everybodyl

all is ruins!

(=

tudy Paul Valéry's woxrd
P d 3 AR 3 S N % X % % % ¥
one's qualities

# O O3 M X 3

e is that

The miracle of a good 2
i life continuity that

The
are ephanced and strengthensd

no one can sustain alone.
I I $oH B W % 3R K A HH M H
T ‘am astonished at all the young artists now who

do not seem to reflsct~--as my generation did--on how

expensive children are.
o3 I3 3 o 6%
uTo be an artist

Sy 3

Were DPOOrers
o % HE R

buc we

%% % ¥ ¥
As David Smith used o

is a lwury."
¥ 3 o3t 3 W N % R K O I IS RN EHNEHEE B
Alex Libermen says, “lothing is too good for

artists.™
U O A M H R R R O H O S W

o # %
There is something princely about even the most

democratic artists.
o H e o W G K o ¥ o W 3 I A

H OO W I EKHE T
YAyt is much less important than life, but what a

*

poor life without itl
# o3 3 3 3 4 3 o oA H o3 3 3 # O R

* ¥ % # % %
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One can't think clearly

of alternatives.
o ook 3 % W I o e 3

t's a good thing th:

What would one do with it

that much capzc
HHR RO R NN N E S

If life were longer,

it isn't, stick to essentizls.
PR OB ¥ W

very artist needs

OO K ¥ R

Science and techuolog
our instruments to be
B ORE KR N EE
Modern European

Killed the Jews.

o ¥ 3 R K K HR FH

The power in saying no

o4 R FER T

It's not the art in Greece

other eivilizations have gr

nakedness!
95 4L 3 3 3 3 H X

What has the world

#* *

much ) really:

W WA W WO MW I N HE

; the
through eternity?

ity in the human subsia

one could express more.

isely

without thinldng invariably

w oW W R R KRR

re is not an after-life.

There's not

TiCC.

o o %o %

Since

ut the evoticy , shrivelled, -
r

oW HSE R o9 W O WO

7ot our enemies, but
or not.

#* oW o H W W3 R

itself when it

castrated

R oW 3 3 % R

* # %
ravishes everyons:

i 3% I ¥ o %

pecvass ra_

Lis=-=it's the ?@6}-

*

#* A A W H O W EH R

ot to tempt an artist? Not

what is more desirasble than feeling?

3 % R W oW E W RERER

Il

Q'Hara

L

Areh

Ive Fila (;32!

T ol Modern Art
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To feel like a man, What stte a man?
o SR I e 3 e 3 I O3 W M
A man of feeling has a ripght 4o be furious.
AR AE 3k 3 3b 35 F 3 % 5 3 3 R 3 5 25 R M o3E % 9%
I would fight more if I had more time.
¢ o3 3 F ¥ % o % e 3 ot 3 oW oW K
We will shortly be sa: ~om the word: there will
simply be more than one can
RO W W W HH R E B H W
The beauty of another bei
E L R R O g i U A T T
It's better to be brutal the
E e * & it _'.' ¢ 3 b £ R e o #
e trusted.
o oW oW ¥ o #

they haven't the proper

color. Picasso sgys
OB S M M I W Gl MM W I N E R EEEF N
Drawing is dividing & plaresurfece.
3 3 M R W 3 SR oA o ot Rk W ¥ %N EHE
lor is a question of guantity, i.e., extension,
G I N R M M S NOE W OR R
But it is light that counts above everything. Not

colored light, but color thet gives of light--radiance}
3 M OSE O W IR KA H R RN RS R

e supreme. gift, after light, is scals.

H# O3 A e R R e 0 3R R I R O 3 dE e i dF 3% ¥

'I?he technicque of pain > is the simplest of all
the arts: For '-';.hat reason it demends the greatest
sensibility.

# 3 4 3 d H 3 B H R F OE i R o R W HEEHE R R

| —
,-J HaT§ Arehive File .
I
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t an inflatable

Then painters would be as

predicament of sculptors i:

a

5 s

& s

k-3 +*

+ %

5

The
Liie

beauty of Europe

It doesn't have to be

% R OB R RN

rearing our infants on bab;

to tongues or teeth.

R R

I wonder how deeply w

- -4
de

drinking e
% % HE W R R oW G

In a little more than

a

T

Americans will be under 25. Th

in many directions.

oW W ® X F

given means enough and time

**

3 * 3 i
luck for mode

o 3 3*

What -
language. The greatest vecabul

CEE R 3

#* # 3% oG #
5 ]

And Englicsh common

independence.

W O % o R oG o X - ¥

& M

‘he greatest American crimi

ects a civilization!

e % 9

out I would rather see.

*

3 3 * 5

* # o

#*

studio,

.
Fielc]

T

to travel.

* ¥ R

.
 aaiarie]
erywn

sculpture is ev
in the
unction perfectly 1

SI'Ce

L W, RS

T the man who invented

imexdicans

have no right

* 3

#* R R R

rinlding versus liquor=-

sexual life?
= 3 % R R ER R,

ar, nore than a half of

n( slde:
e effects mﬁéeéjé{r/ﬁf:lq;

£ 3

#oH R R R ER

people of Eurcpe invented,

=

d the simplest grammer.

5% W

¥

2t miracle of sturdy

% 3% 3 W % F

# 3% W AEEHE ¥ OH 4 9 St R

e Archires File
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‘he miracle of a place that one likes +o go home
prefers to any other.
oW W R R W E R F R
Homer, Shakespeare, Mgart and 1'art Hoderne £i11
my pantheon: the rest is exira.
Rl B R R T T v e S s
The only thing that I bought in Greece (1965) was
a scale-model of a Homeric
L I I TR PV
pplication of psycho-aznalysis
II’I,
application
recision and ccmpleteness.
¥* 3* -:?i«’—*-:'.—-}?*7‘!--2{—'.‘1--)&7“:-?1—'}*****
is more indebted than it seems to lnow
lot's "Picesso'. It, perhaps more than

should be required reading for every

GG DR LB R A
David Smith saw Ernst Kris twice--who was already
dying, and who apparently told David to endure it all,

to live with it. Bul in ‘he end he couldn't, Oh, Davidl
% W O N o N EY O R G BOAR W G 3 W .3 RO B % o
Every painter & Vot the question

is whether he has a o
L B R R T ST S
=3
Painting is/fuotally
* o o KM RN

But the audience is 1
o W W W W O W W I 3 oA o 3 3 3 3 % % N B
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THE NEW DECADE
(Statement by R.M. Pg

Motherwell had his first one=man exhibition at Art of This Century
194li, Since then he has divided his time between painting, teaching
and editing the Docmenﬁ‘s of Modern Art series, He was instructor at Black

Mountain College in the Summer of 19)5 and again in 1951, With Baziotes,

Hare and Rothko, later joiﬁ\ed by Barnett Newman, he started an artschool

on 8th Street in 1947 out uf\which grew the "Friday Evenings™ in the
Village = 2 meeting of avant-é\grde artists, which still continues under
other auspices, Since 1952 he ‘\h@s been Assistant Professor at Hunter
Collegeo. In the summer of 195L he taught at Colorado Springs Fine
Arts Center and spent the fall in Ggrmany, with a group representing

various arts, as a guest of the West\German government.

\
\

/"/“_
/o Dad @MW dé

o t";f_:S §(2fwwf\
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THE -N'W DECADE
(Statement by R.i, Pg 59 2nd Paragraph)

|

e

Motherwell had his first oneeman exhibition at Art of This Gentury .

191k, Since then he has divided his time between painting, teaching

and editing the Doewments of Modern Art series. JHe was instruector at Black
Mountain College in the summer of 19\5 and again in 1951, . With Basiotes,
Hare and Rothko, later joined by Barnett Hewman, he started .an artsmhool
on 8th Street in 1917 out of which grew the '"Priday Evemings® 4n the
Village = a meeting of avantegarde artists, which still continues under
other suspices, Since 1952 he has been Assistant Professor at Finter
College, In the summer of 195l he taught at Colorado Springs Fire

Arts Center snd spent the fall in Germany, with a group representing
various arts, as a guest of the West Jerman government,

' Hara it
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Stat b
\ atement by Robert Motherwell) S‘l'a'

\
\

\\

\

There is a serious difficulty about formulating a brief

statement. I remembexr that 12 years ago Harold Rosenberg and I got
Baziotes, Pollock, and Rothko to make short statements for our magazine
= 211 admirable statements, but they in turn must have got fed up

over the years with the constant republication of their few paragraphs
by the museum=machine and the art<bcok factory. No one wants to be

imprisoned in a few sentences, even his own,

I think my situation at the moment is that I am absorbed

by intimations of the painting Ili going to do these next few months,

or yearse
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1 ITI8
(Statement by Robert Motherwell)

There is a serious difficulty about formulsting s brief
statement. I remember that 12 yesrs spo Harold Rosenberg and T got
Paziotes, Pollock, mnd Rethko to make short statements Ter oif magazine
- all admirable statements, but they in turn must have got fed up
over the yesrs with the constent republication of their few paragraphs
by the museum-machine and the art-bock factory. WNo one wants to be

imprisoned in 2 few sentencee, even his own.

e T

T think my situation st the moment is that I am absorbed
by intimetions of the psinting T am poing to do these next few months,

or yéars.

1 tpdrdee Hip
seuny of Shadern A
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THE NEW DECADE
May 1l-August 7, 1955 WHITHEY MUSEUM OF AMERICAN ART

%If a painting does not make a human contact, it is
nothing, But the audience is also responsible. Through
pietures, our passions touch, Plectures are vehicles of pass=
ion, of all kinds and orders, not pretty luxuries like sports
gars, In our society, the capacity to pive and to receive
passion is limited, For this reason, the act of painting is
a deep human necessity, not the production of a hand-made
commodity. I respect a collector who returned ome of my
iahatrect' pictures to the gallery, saying it war too tragle
in feeling for her to e sble to lock at it every day. Dut
gomewhers there is a man with a tragic sense of life who loves
that same picture, and I think he will find cne day a way to
have it., These are real humsn contacts, and I love painting
that it can be a vehcile for human intercourse, In this sol-
itary and apsthetic society, the ritusls are so often obsolete

and corrupt, out of accord with what we reslly know and feele..

True painting is a lot more than “picture-making.” A man is

neither a decoration nor an anecdote."
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Preliminary Notice: from baudelaire to surrcalism

5till, the fundamental relation between modernist paint-
ing and French poetry is indirwot, pervasive, and not wholly recov-
erable nowjy but it is extraordinary how, in countries that speak
other tongues, the implications of the fact that French is the language
of the School of Paris are so often fassed over. And do not tell me
that Parisian painters have not read or conversed with poets,

True painters distain 'literature' in painting. It is an
error to distain literature itself, Plainly, painting's structure

is sufficiently expressive of feelings, of feelings far -nu stibtle

and 'true' to our being than those reprecenting or reinforcing anec-
dotes; but true poetry is no more anecdotal than painting. Both

have sought 'n modern times bo recover the primitive, magical and
bold force of their mediums and to bring it into relation to the com-
plexities of modern felt attitudes and lmowledge; no modernist painte
er can read inm this marvelous book of some of the ideals of French
‘poets without a sharp sense of recognition.

Perhpos, the 'plasticity' that we painters so admire is no
les: than the poetry of visual relations.

The miners' graveyard. Beyond, the town's ruins, burnt
slenna, pink, yellow ochreesarid and clear in the distamce, as the
hill towns of Italy. Here silent monuments of the past rest, in
white October sun, wind sweeping from the Sierra Nevada mountains.
Crystal light! Vertical personages gaping, a broken grave, Here, too,
in the midst of gold end silver, there were yearnings for the word,
but what confusions! Jenny Lind, the Groat Patti, Mark Twain, General

Tom Thumb, Uncle Tom's Cabin companies. As with French poets, desire
for the sensuocus 'mew'. Dragged up the mountains from California in
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eight-span wagons, wood, to construct French baroque mansions. Olass

chandeliers from Vienna., But the desert air is white, Mallarme's

Robert Motherwell, Virginia City, Nevada, October, 19L9.

. I~
0'Hara Archive File I.!_‘E‘/)

Museum of Modern Art




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

FoH |-

The Museum of Modern Art Archives, NY

-

K

THE Wi AMFRTCAN PATNTING
(Statement by =M Paragraph 2)

T believe that painters judgmen's of painting are first e thiecal,
then sesthetic, the aesthetic judmments flowing from an ethical context...
Soren Kierkegaard, who did not value painting, was nevertheless very much
sware of this distinetion in his general snalysis of existence. In guite
snother context, he wrote, If anything in the vorld can teach mm to
venture it is the ethical, which teaches to venture everything for nething,
to risk everything, and also therefore to renounce the flattery of the
world-historical....the ethical is the absolute, and in all eternity the
highest value.....Venturesomeness is only one of the ethical values
respected by modern pesinters. There are many others, integrity,
sensuality, sensitivity, knowingness, passiom, dedication, sincerity,
and so on which taken altogether represent the ethical background of

judgment in relation to any given work of modern art.

|

e ‘5

T

(ith athe ol C["e"’
LW?Q;%M?

Miseum of Moderg Art
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THE NEW AMXRTOAN PAINTING
(Statement by mv paragraph 2, 3, k, §)

Peragraph 2

I beliave that painters' judgements of painting are first athical,
then aesthetie, the assthetic Judgements floving from an ethical context ...
Soren Kierkegaard, who did not value painting, was nevertheless very
much avere of this 44 stinetion in his general analysis of existence., In
quite snother context, he wrote, 'If anything in the worild can teach
man to vant ve it is the ethical, which teaches to venturs everything
for nothing, to risk evarything, and also thersfora to renounee the
flattery of the world-historical,..the ethical is the absolute, and in
all eternity the highest value,!' .,.Venturesomesness is only one of the
ethical values respected by modern painters. There are many others,
integrity, sensuality, sensitivity, knowingness, passiocn, dedication,
sincerity, and so on which taken altogether represent the ethical

backerond of judrement in relation t¢ any given work of modern art,

Paragraph 3
»+s0ne has to have an intimate acquaintance with the languae of

contemporary painting to be able to ses ‘the real benuties of it; to see
the ethical background is even wore diffieult, It is a question of

eonseiousness )

Parapraph |

Without ethical consciousness, a painter is only a decorator,

Paragraph §

Without ethical consciousness, the audience is only sensual, one of

aesthetes,
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MODFRN ARTISTS TN AMBRICA

(Panel exchange between BM and Ad Reinhardt)
Pg 20 colum 1

Reinhardt (to Hoffmenn: Do you consider the inter-relationships of the

elements in a work of art to be self-contained?

Hoffmann: Tt is r elated to all of this world - to what you went to express
You want to express samething very definitely and you do it with your

means., When yon understand you means you can.

Moderator Motherwell: I find that T ask of the painting process one of two

seperate experiences, I call one the "mode of discovery and invention", the ¢
other the "mode of joy and veriation", The former represents my deepest
peinting problem, the bitterest struggle I have undertsken: to reject
everything T do not feel and believe, The other experience is when I want

to paint for the sheer joy of painting. These moments are few. The strain
of dealing with the unknown, the absolute, if gone. When I need Joy, T

find it only in making free varistions on what I have already discovered,
what T know to be mine. We modern artists have no gemerally accepted subject
matter, no inherited iconography. But to re-invent painting, its subject
matter and its means, is a task so difficult thst one must reduce it to

a very simple concept in order to paintfor the sheer joy of psinting, es

simple as the Madonna was to many generstions of psinters in the pest,
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An existing subject matter for me < even though T'hed 'to invent it to begin
Wwith - variaticns gives me moments of joy.......The other mode is a
voyaging into the night, one knows not where, on an unknown vessel, an

asbsolute struggle with the elements of the red .

Reinhardt: Tet's talk about that struggle.

Moderator Motherwell: When one locks at s Renaissance painter. it is evident

that he can modify existing subject matter in a manner that shows his

uniqueness and fineness without having to re-invent painting sltogether.
But T think that painters like Mondrisn tend to move as r apidly as they
can towerd a simple iconography on which they can make variations. Because

the strain is so great to re-invent reality in pasinting.
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THE PATNTFR AND THE AUDIFECE
(Perspectives p 109 to close of
section on p 110

rJ \
. 1

- Sometimes when I walk down Park Avenue apé regerd the handeome and \
clear~cut lever Brothers building, which I suppose belonge to the same
"family® as the tall UN skyseraper, I thirk to myself how the interior

walls need the semsuality and woral integrity of modern painting; but them =
one cannot help reflecting that what lies bebind ! his building is uot, the
possibility of collaboration between men on "ultimate concerns,” but instead
big business, that is, a popular soap, whose useds in the end will

detersine everything, including how its makers think stoub reality. It

is strenge when a commodity is more powerful tha +the men who meke it.

My emphasis is tho sbsence of divect secislrelations between the

modern painter and his audience. Ome cen understend though it is curious

to t hink this we , that s Picasso is rerapded by speculators as a sounded
investment that Fremch Government bondsy but what o peculisr responsitility .
or ciroumstence for a solitary grtist, Indeed, cur scciety, v hich has
seemed so freedom-giving and pass've in its attitudes toward the artist
reslly mekes extrordinary demsnds wpon him: on the one side, to be free
in some vague spiritusl sense, free to act only as enartist, and yet om
the other side to be riporously tested as to whether the freedom he hans

sehieved is grest emovgh to be more solidly derendable than a government's

financial structure - as though the painter's reslistic audience, as

opposed to an sudience with sentiment, Were rare stemp collectors. No

wonder that modern painters, in view of these curious elatione to society,

heve taken art matters into thelr own hands, decilded for themselves what
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what its subjects are to be, and how they are to be tre:;ted. ; Ih‘t- like

love is an active process of growth and developwent, not a God-given
talent; and since in modern society the sudience rsrel.y ;eas the actusl
process of art, the sudience's remoteness from the sct of '
painting has become sc jreat that practically all writing sbout sodern pd'
has become explaining to the audience what the art is that tﬁa 8 udience

has got so fsr sway from. And those whose profession is to do the
explaining sre more of'ten that not mistaken. It is in this context

that one has to wnderstand the fury of Picasso's famcus statement of

1935 beginning, "Everyone wants to understand art. Why not try to under-
stend the song of a bird? Ove loves the night flowers, everything ai-ound
one, without trying to mderstend them. While the painting Sveryma
wust understand. Tf enly thes wonld realize that an artist works avove

AN ‘ - -
all of neceasity.... hat angers Picasso 1s not the desire to understand,

but that underatanding should pose = problem, that his sudience is unprepared

is

for him. More exactly, prepared for something clse.
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"A TOUR OF THY S"BLI'E
(Trom Tiger's Eve Dec. 1948

The Sublime T take to be the emphasis of a possible felt gquality in gesthetic

experience, the exalted, the noble, the lofty, "the echo of a great mind",
as the treatist formerly ascribed to Tonginua phrases it.

The history of modern art cen be goncelved of as a ni.lita:y campaign,
as 8 civil war thet has lassted more than a hundred years - if movements
of the spirit csn be dated - since Bsudelaire first requested s palnting
that was to be specificall; modern in subject and style. Pnlthpn the
first dent in the lines of traditional ccuceptions was made by the English
landscapists and by Courbet, but the major engagement begins, earlier
means being now obsolete, with Manet and the Impressionists who, wbatever
their subjective radiance and rhythms, represent objectively the rise
of modern realism (in the seuse of everyday subjects), that is, the decisive
attack on the Sublime.....The story is interesting if the essence of their
roal is t-o.hn_to be a passionate desire to get rid of what is dead in human
experience, to get rid of concepts, whether sssthetic or metephysicd or
ethicd or socipl, that, being garbed in the costumes of the past, get
in the way of their enjoyment. As though they had the sensatiom, while
enjoying nudes in the open air, that someone was likely to move ad ark
Baroque decor imto the background, sltering the felt quality of their
experience, No wonder they wanted to bury the past permsnently. 1 pass
over how remarkable itumtoaonofuthltmumotm
ghould have had, for a century or more, au one of their ideals getting
rid of what is dead in huma experience.

A true history of wodern art will take agoount of its inpumerd le
comerete rejections. True, it is more difficult to think under the

sspect of negotions, or to contend with what is not stated. Put this

Metsum of Madern At
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does not Justify the history of an mq_l.n?pt process being mttmmdnr
the category of the direct. I do not see how the works of s Mondrim or
Duchamp csn be described apart from the description of what they refused
to do. Tndeed, a painter's most difficult and far-reaching deciuimq_
revolve sround his rejections.

Suppose thet we assume that, despite defaults and cmfuaiqgt,_ modern
art succeeded in ridding us of the costumes of the past, of kings snd queens
and the glorr of conguerors and politicos and mountains, rhet.omjil.c e.qd ‘the
grand, that is became, though "understood” only by a linowit_y, a Ipau'ph 's
art, a peculisrly modern humanism, that its tactics in relation to the

general humm situation were those of gentle, strong

snd humane men defending their values with intelligence and i.ngeuui.w F—

against the property-loving world. One ought not over-simplify: if hmm
men would doubtless agree with the character in Dostoievski who bolds
that no gain, socisl or li}itary, can be equated ageinst the life q{‘_
a single child, nevertheless I take a murderer by profession like
mMonsieur Verdoux® to fall under the heading of a gentle, strong and
humane, that is to sg/, it does not astonish me that the effort to be
gentle and humane involves one in mirder. Indeed, without trying to
present a paradox, but simply in an effort to be phenomenclogically
exact, and speaking apart from times of war, one might say that it is
only the most inhuman professions in modern soclety that permit the agent
to behave nicely in everyday life and to regard the world with a merry
snd well glassed eye.

When living Ulysses meets in Hades the shade of Ajax, from whom he
had won the armor end set on the course that led to Ajax's death, Ulysses

expresses his regret; but Ajax wdid not answer, but went his way on into
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Erebus with the other wraiths of those dead and gome." One has not the
right from cne's anguish to bring to the surface smother's anguish. This
must be the meaning of the first century A.D. treatise on the Sublime
when it says: _"Thn silence of Ajax in The Wraiths is i.nupru_sit;l grest."

~ Otherwise it can only mean how terrible is being dead.

Pcrlup;- I say perhap? because T do not Encw how to refleet,

except by opening my mind like a zlass-bottemed boat so thst I can

watch what is swimming below - padnting becomes Sublime uhén the artist
transcends his personsl anguish, when he projects in the midst of a
shrieking would an expression of living and its end that is silent =nd
ordered. That is opposed to expressionism. So is the beauty and
perfection of the scheol of Paris. Tdke the letter, all of us must reject
the Sublime in the social sense, in its sssociation with institutional
suthority regardless of one's relation to beauty ms an ideal. In the
metaphysicisl sense, it cannot be @ question of intent, one experiences

the Sublime or not, according to one's fate =nd charecter.
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BEYOND THE ARSTHFTIC
ery | Folder

For the roal which lies bevond the strictly sesthetic the French
srtists say the ™Mmknown" or the "new", sfter Bavdeleire and Rimbaudj Mondrian
used to say "true reality". Striuctwre" or "gestalt" may be more accurate:
reality has no degrees nor is there @ "super" one (surrealisme). Still,
terminology is mmimportant, Structures are found in the interaction of the
body-mind and the externsl world; snd the body-mind is sctive and agegressive
in MnAing them. As Picasso says, there is no use looking at random: to

find is the t ing.

The sesthetic is the sine qua non for srt: if a work is not a¥sthetic,

it is not art by definition. But in this stage of the creative process, the

strictly seethetic - which is the sensuous aspect of the world - ceases to
be the chief end in view. The function of the sesthetic instead becomes
that of a medium, a mesns for getting at the infinite backsround of feeling
in order to condense it into an object of perception. We feel through the
genses, and everyone knows thot the content of art is feeling; it is the
crestion of an object for sensing that is the srtist's task; snd it 1s the
qualities of this object that constitute its felt content., Feelings are just
how things feel to us; in the old-fashioned sense of these words, feelings are
neither "objectiwe" nor "subjective”, but both, since all "objects™ or "things"

are the result of an intersction between the body-mind and the external world.

"Body-mind® and "external world" are themselves sharp concepts only for the
purposes of critical discourse, and from the stmndpoint of a stone are perhaps
yalid but certsinly unimportant distinotions. It is natural to rearrange or
invent in order to bring sbout states of feeling that we like, just as &

pnew tenant refurnishes a house.
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The passions are a kind of thirst; inexorable and intense, for
certain feelings or felt states. To find or invent "objects” (which are,
more strictly speaking, relational striuctures) whose felt guality satisfies
the passicns - that for me is the activity of the artist, an sctivity which
does not cease even in sleep. No wonder the srtist is constsntly placing
end displacing, relating and rupturing relatime; his task is to find 5 complex
of qualities whose feeling is just right - veering toward the umlncwn and
chaos, yet ordered and related in order to be apprebended.

The setivity of the artist makes him less socielly conditioned end
more humm . It is them that he is dispesed to revolution. Society stands
against snarchy; the artist stmnds for the humm against society; society
therefore treats him ss an anarchist. Society's logie 4s faulty, but its
intimation of an enemy 1s not. 5till, the socid conflict with society is

sn indidentsl cbstacle in the artist's path.

It is Cezamne's feeling that determined the form of his pietorial
structure. Tt is his pictorial structure that gives off his feelimg. If

all his pictorial structures were to disappear from the world, so would & -

certain feeling.

The sensation of physically operating on the world is very strong

in the medium of the papier colle or college, in which various kinds of paper

sre posted to the canvas. One cuts and chooses and shifts and pastes, and

Massam of Modesn At
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sometimes tears off and begins again. In any case, shaping mmd arranging such
a relationsl structure obiterates the need, and often the awareness of .
representaticn. Without reference to likenesses, it possesses feeling becsuse

all the decisicns in regard tc it are ultimately made on the grounde of feelings.

Feelings must have » medium in order tc function at all; in the a=me
way, thought must have symbols. It is the medlum, or the specific configuration
of the medium that we ¢all @ work of art that brings feeling into being, just
ss do responses to the objects of the external world. Apart from the strusgle
to endure - as Spinoza says, substence is no stronger than its existence -
the changes that we desire in the world, public or private are in the interest
of feeling. The medium of painting is such chenging end ordering .on an ddesl
plane, ideal in that the medium is more tractable, subtle, and capable of

emphasis (abstraction is 2 kind of emphasis) than everyday life,

Drama moves us: conflict is an inberent pattern in reslity.. . Hermony
moves us too: faced as we are with ever lmminent discrder. it is a powerful

ideal. Van Gogh's drsma snd Seurat's silent harmony were born in the ssme

country snd epoch: but they do not contradict one ancther; they refer to

different patterns among those which constitute reality., In them the.projection
of the humay has become so desoclalized as to take on the aspeet of the unknown

Yet what seems more familiar when we conivont it?

The "pure" red of which certsin abstractionista speak does not exist

ﬁ.m ol Madern At

0'Hare Acciiive Fila

no metter how one shifts its physical eontexts. Any red is rooted in bloed,
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glass, wine, hunter's caps, and a thousand other concrete phencmena.

ve should have no feelins toward red or its relstions, and it would be useless

as a artistic element.

But the most common error among the whole-hsrted sbetractioniste

nowadays is to mistake the medium for an end in itself, ‘instead of ‘e means.

On the other hand, the surreslists errcd in suppesing that one can do

without # medium, thet 1 attacking the medium one does not destroy Jjust onel

mesns for petting into the unknowm.

Color snd space relstions constitute such

8 meens because from ¢ em con be mede structures which exhibit the various

patterns of reality.

Iike the cubists before them, the sbstractionists felt a beauti ful

thing in perceiving how the medium cam, of its own accord, carry one into the

unknewn, that is to the discovery of new structures. What sn inspiraticn

the medium is. Colors on the palette or mixed in jars on the floor, assorted

papers, or a

canvas of s certain concrete space - no matter what, the painting

»ind 4s put into motion, probing, finding completing. The internal relaticns

of the medium lead to so many possibilities that it is hard tc see how

anyone intelligent and persistent enough can fail to find his own style.

like Rimbaud before them, the surrealists abandoned the aesthetic

Museam of Modern At




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

The Museum of Modern Art Archives, NY

FoH 12

altogether; it takes @ certasin courage to leave poetry “or Africa. They revealed
their insight as essentially moral in never forgetting for a moment that most
living is a process of conforming to snestablished order which is inhuman in

its drives and consequences. There hatred sustained them through all the
humiliatéing situations in which the modern artist finds himself, and led them

to perceptions beyond the reach of more pessive sculs. For them true "poetry"
was freedomfrom mechanical sociadl responses. No wonder they loved the vork

of children and the insane - if not the crestures themselves.

In the end one must apree with Rilke when he says thst with "nothing
can one touch a work of art s0 1ittle as with eritics] words: they always
come down to more or less happy misunderstandings" Tt was Marcel Duchsmp
who was eritical, when he drew a moustache on the Mona Lisa. And so vas
Mondrian when he dream® o the dissolution of peinting, sculpture, and

architecture into a transcendent ensemble,
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CATAIOOUE CF RETROSPECTIVE AT OMITH COILIEOR
R.M. : Conversation at Lunch

Paragreph 3
A picture is s collaborstion between artist and cenvas. "Bad" painting
is when sn artist enforces his will without regard for the semsibilities

of the canvaB...c...

Paragrarh L

An srtist is Siomeone who has an abnormal sensitivity to a medium.
The main thing is not to be dead. And nearly everycne is dead, painter or
not. Only an slive person can make an alive expressicn. The problem

of inspirastion is simply to be fully alive at o glven moment when working.

Paragraph 7

T don't expleit so-called "accidents" in painting. T accept them if
they seem appropriste. There is no such thing as an "accident” really;
it ie & kind of casuslness: it happened so let it be, so to spesk. One
doesn't want a picture to look "made" like an avtomobile or s loaf of
bread in waxed paper. Precision belongs to the world of machinery =-
which has its own forms of the beautiful. O(ne adwires Leger. But

machinery created with brush and paint ie ridiculous, sll the same...

T agree with Remoir, who loved everytling hand-made .

Picture Caption #16

"T take an elegy to be a funeral lsmentation or funeral sone for

something one cared about. The wSpanish Flegles" are not "political®
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but my private insistence that a terrible death happened that should

not be forgot. They sre as eloguent as T could make them. But the

pilctures are also general metaphors of the contrast between life and

death, and their interrelation.

.

O'tinea drghne File  f§

Mugiuy @t Mader i 1
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ON MY WAY

Preface by R, M. last Paragraph, pé

The sky is August Blue. Oreen skins dangle from the wild cherry
trees. Its hair scorched, the ground drowses. I an Arp sculpture
were present, it too would sleep in the sun ("I work until enough of

my 1ife has flowed into its body").

0'Waee Archive Fila

Mugeum of Modern Art
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14 Americans 19!6 Statement by RM for
Catalogue. Paragraph 2

In the art schools they say that one ought to learn anatomy, and then

"forget" it, in the sense no doubt that for Mozart the sonata form became
as much a part of the functioning of his body-mind ss his personal '
talent. Medical snatomy is irrelevant to the ends of modern art;

but there are some t.hinpls that must be known as well as anatomy has been
in the past, so that in the process of working in terms of feeling

they need not be consciously thought. One is to kmow that srt is not
national, that to be merely an American or & French srtist is ¥0 u¢
nothing; to fail to over come one's initial environment is never to
reach the huma ., 5till, we cannot become international by willing it,

or by following a foreign pattern. This state of mind arises instead
from following the nature of true reality, by taking things for what they
are, whether native or foreign. It is part of what Plato meant by
tochne, that is, mobilising one's memns inrelation to an insight

into the structure of reality. With such insight, nationalities become
accidental appearsnces; and no rendering of the appearance of reality can
move us like & revelation of its structure. Thus when we say that one
of the ideals of modern art has been internationalism, it is not meant

in the sense of a slogan, of a guper-chauvinism, but as a natursl con-

sequence of dealing with reality on a certain level,

Robert Motherwell

M lerg Arehiie Filp

Muagiiin, of Moduen Art
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THF SCHOOL OF N® YORK
(Perls Catalogue, Paragraph 1)

The recent "School of New York" a term not feorgraphical but dencting
a direction - is an aspeet of the eulture of modern painting, ‘!'h. works
of its artists are '"sbstract," but not necessarily "non-objective."
They are always lyrical, often anguished, brutal, sustere, snd "mfinished,"
in comparison with our young contemporiries of Paris; spontaneity and »
lack of self-consciousness is emphasized; the pictures stare back ss
one stares at themy the process of painting them is conceived of as
an adventire, without preconceived ideas on the part of persons of
intelligence, sensibility, and passion, Fidelity to what occurs between
oneself and the convas, no matter how unexpected » becomes central., The
specific sppearance of these convases depends not only on what the
pa‘nters do, but on what they refuse to do. The major decisions in the

process of painting are on the grounds of truth, not taste,

0'Harn Archive File [/507)

—
Wuzsum o Modern Rr
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dothy ry L ¢ xisti} Scrapio
CUDDIHY SCRAPBCOK oy

Liobert Motherwell in panel discussion with Jack Tworkov,Philip Guston sad
Ad Reinhardt; Rosenberg is moderator, K

Al G Yinil

MOTHERWELL: There is ao such thiag as art in general, but oaly the

epecifie art of 2 specific place aad Ume. 1 am concerned with the question of the
new in relation to modera art alone. (Ihe word "new" in early English refers to
nature or to fashions, such as clothes, or to somethiyg green, such as new wine

or afreshman in coliege.) It use ia art (ia (ke sepse Wiat wo sow bave to use i)
is modern, and perbaps frsi appears in a poem by Charles Baudelaire. He
invites us to journey wiia him, not to & country, but o qu,w,,&

c3

the new. Earlier, it never happaned that aa astisi's ultimate concern was just

"thenew." Before Baudelaire, newaass is something to be apologized for, some-
thing that an artist may he drivea to for one reason or another, but that does
st represent something to be valued deeply in iteelf. With Baudelaire, the new
beeomes the object of his esscatial desire. It iaspires Alm, aad is that with which
alone modern art can be creative. Though the creative is always experienced
as new, only in modera times is it the new itself that sometlmes is experisnced
as mew. PATEY } tantitutious, whioh are

1f you want to insure being dead, imitate in your life, or in your art,
or n both, & style that already exists, a past style, aad avoid like the plague the
new, which forces you to move. It is interesting thai the great citadels of past
personal styles in the United Btaies--Boston, Philadelpaia, Balumore, Washin-
ton, New Orleans, and 80 on--have ot been able to add mush to the body of modern
art, no more than Bordeaux or Brussels or Dublin or Rome. As Apollinaire
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is lmol:ad in Lha fresh. My favorlte dlctiomy is Skeat's. Bl gim as th.o
M oamthl meaninp of new, "recom" and "fruh" "Nn mml 'ﬂnt vllich
is m’ 'r.ccm.' "' The relation of the word "new" to "now" and to "novel”

T A %

is obﬂona_. WQ must npember that in America tha aew hu al. mco bon
h-.lped and dam.lpd by our culture bctng mndo "now-hlpw." One of the in-
hrnun( l.h.inp about the word ""new" is that it h 80 su'o:ub ddlnad tn m.m
ﬁ its mm--{or cnmplo. in urly l.hnu it munt g_cj_l_ mut. not plc.hbd
or aaltnd mm or, as we would n,y mida,n mned mut- it meant fresh
water, not brackish or sl.lty Hence its deepest monhxl (apart from meaning
m in the sense of novel) revolvo amund "untainted," "puu ) "nnt uul.li-d
or tarnished" {or as one might say, "nmhnad") not "stale or musty," but
refreshing and invigorating. In short, the opposite of fresh is that which is
artifici ved.

One might say that the specific enemies of modern art are those values
that are artificially preserved, especially established institutions, which are
the chief instruments for artificially preserving values. There is not a great
deal of difference between the Louisiana State Legislature, the Libby Cannery,
the Philadelphia Museum, the Eastman Kodak Laboratories, Cardinal Spell-

man's diocese, the Venetian ghetto and the Russian Writers' Congress—all

are involved in preserving what is dead.

For my part, 1 have never met a man or experienced a work of art

M Aichive Flo 7
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that 1 respected, without a sense of freshness emanating from either. A moral
beauty of medern art, which hu hd it ‘.Ineviubly and dialectically to the new,

is its inability to stand that which is mmty l.nd stale. No wonder mreel Du-

c!umpsm he is so greateful to anyone who can show him ”Whﬂ! No

wonder those who have a stake ia the old and stale hate the new' What an ultl~ . .,

maie confrontation, _ 1ote

'To put the tendency of my thought in enother way, 1 think that it is im=~ =

" possible to ‘be deeply in touch with one's feelings and, Tooking at the world -
squarely, not to bé come .hlvoluuonary aot to want to ehanso-tn.u'luﬁon to

unuin-d new pouihlnuu- the areas o! whieh one ll aware. 'I'o crnte is not

L but

to repeat, hnt to discover, critically and ndlcauy and fruuy A
. o bl

(Guston, fwerkov, Rosenberg and Reinhard: make further comment.)
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WHAT A MUSEUM SHOULD BE

( from Art in America Paragraphs 2,3,4,5)

Foreigners often focus on what we blur from habit. The trickle
of Europeans and Japanese through my New York studio (mainly persons interested
in what Clement Greenberg called "American sgyle" painting) consistently
express two judgments: profound admiration for the completeness and guality
of the collections of the Museum of Modern Art in general; shocked and
often angry dissappointment at the Whitney Museum of American Art,
whose whole name is taken seriously. As one museum director from the
Continent said, "You go straight from your hotel to the Whitney, but in
order to see the American art, you have to go to Ben Heller's apartment,
or to the Albright Art Gallery in Buffalo; even in the Museum of
Modern Art you can't see the new American art Whole," As for the

Guggenheim, no one seems to lmow what it is = its ldentity, I mean,

This particular f ailure of the Whitney is not especially hard
on New Yorkers who can see everything in private galleries; but to a
visitor who does not know his way around and who is limited in time,
the failure hurts. The Whitney's rationale seems to be democratic, to
give a fair sampling from hundreds cf artists of what is going on in
America at any given moment, like the Daily News; but the truth is that
what all the artists in any country at any given moment (even in cross=-
sections) are certainly humanitarian, learned, and filled with good willj
but unless all that is coupled with insight = i.e.,perception of what

is creative e nough to bring about changes = the selections remain

empty as an ensemble, meaningless to the individuals participating, and
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and w ltimately irresponsible to the public, My point 1is, should the
subject matter of an art museum be history or that which moves the
eye? The effort to do both (which everyone more or less tries) invariably
end on the side of history. Wo one but an artwhistorian could endure those
large paintings in the Louvre by Ingres, which misunderstand everything 3

painting and history both.

American artists are in a2 unique position among artists to see the
workings of a nuseum, because American museums are the most committed to
showing living artists, Whether this is a desirable situation I am inclined
to doubt, though I myself have benefited - unless the museum is devoted
only to contemporary art, in which case the sanctification of history is
not implied, but gambled on. The Museum of Modern Art is a great museum
and the exception to the dangers that I see = because of the insight,
wisdom and magnitude of character of Alfred H. Barr Jr. I wouldthink
that such a man in such a position would appear once in a century, and I
could almost wish that his museum remain unchanged (as the Frick should
have) when Barr retires, I believe in specific men, not institutions,
and I do not believe (nor do foreign visitors ) that there is his like

anywhere, Still, it only takes the appearance of another man of such

qualities to negate what I 8&8Yesssss

Perhaps, the most pemarkable experience that I have had of a museum

was in the new Ieger Museum in the south of France at Biot, not because

1t was devoted to Leger, but because its hundred of works by him show
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the whole working life of an artist of stature., There one can have the
sense, the real sense, of just what Ieger was, just by looking, just by
looking in one place. What a joy} And arelief from the anthology
museum. Most museums are conceived like a vaudeville show, a series of
acts, sampling everything, but only a samples....And so one's joy with
the Picasso Museum at Antibes, But less so, because there are may fewer
works than those of leger at Biot, and only from one period in Picasso!s

life, even though he interests me more personally than ILeger.

If I had absolute control of American mmseums = God forbidb my first,
smergency, act would be to install Charles Egan or Clement Greenberg to
choose all the works to be shown at the Whitney Museum of American Artj
second, longrange act would be to redistribute all the great artists, so
that each museum, according to its importance, place and scale would have
preponderance = preferably all = of the works in American publie collections
of specific artists, I would love to go to San Francisco, sy, to see all
the Matisses, to Cambridge for the Sassettas (if there are that may),
to Chicargo for the Goyas, to New York for the Rembrandts, to Merion for

Renoirs, to Washington for Titians, to Philadelphia for Cubism, to Beston

for Greek pots; or to any small town to see all of a minor artist ssgy,
Boudin or Marin or Guardi or Constantin Guys. And how incredibly less

dull wouldl travel be in America if sgy, in Falmouth one could see all the

Homer watercolors; in Cicero, Sullivan's architectural renderings; in

Gettysburg, all the Matthew Bradys (instead of Charlie Weavers and

Dwight Eisenhowers): in Oxford, Audubonj in Fargo, Frederic
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Remington; in New Orleans, Degas pastels = as one can, for example, in
Colorado Springs see all the Santos statues, Just the other dg, for the
first time in my life I had a desire to visit Wilmington, because I
learned that there is a preeRaphaelite collection., But as a genersl situatien
is everywhere in America one sees the same Main Street, same Woolworth's
same Coca=Cola, same chain drugstore, same movie, same motel, same

fried shrimps, and the same locd m.useumr eflecting the same e sser way
the same big museum. O samenessl Bolton Landing, N,Y. is to me one of the
great places in America because of David Smith's metsl sculpture strewn
across his acres, and in his house and studios; otherwise it is a banal
resort on Lake George, where I suppose the main place to eat is at

Howard Johnson'Scs.see
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Boopie - T lawe

been trensformed. The former severe black bands are fractured I.i."i‘l.t?.t1f
segments of color so intense in contrast that they jump, so short in
segment that they become » staccato rhythm agsinst the larger rhythems
of the main structure; there are heavier, and by virtue of size (since
all the colors are pure) even more intense rests; and all thc while the
large white background, the eternal Werld, reinforces the concrete and
fugitive drama. For the first time a subject is present, not by virtue
of its s sence, but actually present, though its appearance is torn away,
and only the structure bared. The Modern City! Precise, rectangular,
squared, whether seen from sbove, below, or on the sidej bright lights
and sterilized life; Broadway, whites snd blacke; and bocgie-woogle, the
underground music of the at onceresigned and rebellious, the betrayed,..

Mondrian has le £t his white paradise, and entered the world.
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Boogie -

been trsnsformed. The former severe black bands are fractured Int:r)’

segments of ceclor so intense in contrast that they jump, so short in
segment thet they become » staccato rhythm against the larger rhythems
of the main structure; there are heavier, snd by virtue of size (since
all the colors are pure) even more intense rests; and all the while the
large white background, the eternal World, reinforces the concrete and
fugitive drama. For the first time s subject is present, not by virtue
of its s sence, but actually present, though its appearsnce is torn away,
and only the structure bared, The Modern City! Precise, rectangular,
squared, whother seen from sbove, below, or on the side; bright lights
and sterilized life; Broadway, whites and blacks; and bocgie-woogle, the
underground music of the at onceresigned and rebellious, the betrayed...

Mondrian has le £t his white paradise, and entered the world,
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Boorie -

been trsnsformed. The former severe black bands are__rracturr'd h?g
segments of color so intense in contrast that they jump, so short in
segment that they become a staccate rhythm against the larger rhythems
of the main structure; there are heavier, snd by virtue of size (since
all the colors are pure) even more intense rests; and all thc while the
large white background, the eternal World, reinforces the concrete and
fugitive drama. For the first time s subject is present, not by virtue
of its @ sence, but actually present, though its appearsnce is torn away,
and only the structure bared. The Modern City! Precise, rectangular,
squared, whether seen from above, below, or on the side; bright lights
and sterilized life; Broadway, whites snd blacks; and boogie-woogle, the
underground music of the at onceresigned and rebellious, the betrayed...

Mondrian has le £t his white paradise, and entered the world.
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Boogie -

been tresnsformed. The former severe bla-ck bands are fractured into
segments of coler so intense in contrast that they jump, so short in
segment that they become a staccate rhythm against the larger rhythems
of the main structure; there are heavier, snd by virtue of size (since
all the colors are pure) even more intense rests; and all the while the
large white background, the eternal World, reinforces the concrete and
fugitive drama. For the first time a subject is present, not by virtue
of its s sence, but actually present, though its appearance is torn away,
and only the structure bared. The Modern City! Precise, rectangular,
squared, whether seen from above, below, or on the side; bripght lights
and sterilized life; Broadway, whites snd blacks; and boogie-woogle, the
underground music of the at onceresigned and rebellious, the betrayed...

Mondrian has le £t his white paradise, and entered the world,
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Boogie - st At have

been trensformed. The former severe black bands are fracturcd 11'"1€?:;J
segments of color so intense in contrast that they jump, so short in
segment that they become a staccato rhythm against the larger rhythems
of the main structure; there are heavier, snd by virtue of size (since
all the colors are pure) even more intense rests; and 211 the while the
large white background, the eternal World, reinforces the concrete and
fugitive drama. For the first time a subject is present, not by virtue
of its s sence, but actually present, though its appearance is torn away,
and only the structure bared. The Modern City! Precise, rectangular,
squared, whether seen from above, below, or on the side; bright lighte
snd sterilized life; Broadway, whites =snd blacks; and boogie-woogle, the
underground music of the at onceresigned and rebellious, the betrayed,...

Mondrian has le ft his white paradise, and entered the world.
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have

been trensformed. The former severe black bands are fractured inte

segments of color so intense in contrast that they jump, so short in
segment thet they become a staccate rhythm against the larger rhythems
of the main structure; there are heavier, snd by virtue of size (since
all the colors are pure) even more intense rests; and 211 the while the
large white background, the eternsl World, reinforces the concrete and
fugitive drama. For the first time a subject is present, not by virtue
of its s sence, but actually present, though its appearsnce is torn away,
and only the structure bared. The Modern City! Precise, rectangular,
squared, whether seen from above, below, or on the side; bright lights
snd sterilized life; Broadway, whites =and blacke; and boogie-woogle, the
underground music of the at onceresigned and rebellious, the betrayed,..

Mondrian has le ft his white paradise, and entered the world.
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Boogie

been trensformed. The former severe black bands are l‘ract.ui-"r'd"'ﬁfg

segments of coler so intense in contrast that they jump, so short in
segment that they become » staccato rhythm against the larger rhythems
of the main structure; there are heavier, snd by virtue of size (since
all the colors are pure) even more intense rests; and all the while the
large white background, the eternal World, reinforces the concrete and
fugitive drama. For the first time a subject is present, not by virtue
of its sbsence, but actually present, though its appearance is torn away,
and only the structure bared. The Modern City!l Precise, rectanguler,
squared, whether seen from above, below, or on the sidej bright lighte
and sterilized life; Broadway, whites snd blacks; and boogie-woogie, the
underground music of the at once resigned and rebellious, the betrayed,..

Mondrian has le £t his white paradise, and entered the world.
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Now
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Boorie -

been trensformed. The former severe black bands are fractured INto

segments of coler so intense in contrast that they jump, so short in
segment that they become a staccato rhythm against the larger rhythems
of the main structure; there are heavier, and by virtue of size (since
all the colors are pure) even more intense rests; and 211 the while the
large white background, the eternal World, reinforces the concrete and
fugitive drama. For the first time a subject is presemt, not by virtue
of its s sence, but actually present, though its appearsnce is torn sway,
and only the structure bared. The Modern City! Precise, rectangular,
squared, whether seen from above, below, or on the sidej bright lights
snd sterilized 1ife; Broadway, whites =nd blacks; and boogie~woogie, the
underground music of the at onceresigned and rebellious, the betrayed...

Mondrian has le £t his white paradise, and entered the world,
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Boorie -

been trensformed. The TOrMer SeVere DIACK UANUS MIv i rowwus—w—mmve
segments of color so intenmse in contrast that they jump, so short in
segment that they become a staccato rhythm against the larger rhythems
of the main structure; there are heavier, snd by virtue of size (since
all the colors are pure) even more intense rests; and all the while the
large white background, the eternal World, reinforces the concrete and
fugitive drama. For the first time a subject is present, not by virtue
of its s sence, but actually present, though its appearsnce is torn away,
and only the structure bared. The Modern City! Precise, rectangular,
squared, whether seen from above, below, or on the side; bright lights
and sterilized 1ife; Broadway, whites snd blacks; and boogie-woogie, the
undergroimd music of the at onceresigned and rebellious, the betrayed,..

Mondrian has le £t his white paradise, and entered the world,
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Boogie -

segments of coler so intenmse in contrast that they jump, so short in
segment that they become a staccato rhythm against the larger rhythems
of the main structure; there are heavier, snd by virtue of sige (since
all the colors are pure) even more intense rests; and all the while the
large white background, the eternal World, reinforces the concrete and
fugitive drama. For the first time a subject is present, not by virtue
of its s sence, but actually present, though its appearance is torn sway,
and only the structure bared. The Modern City! Precise, rectangular,
squared, whether seen from above, below, or on the side; bright lights
and sterilized 1ife; Broadway, whites =nd blacks; and boogie-woogle, the
underground music of the at onceresigned and rebellious, the betrayeds..

Mondrian has le £t his white paradise, and entered the world,
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segments of color so intense in contrast that they jump, so short in
segment that they become a staccato rhythm against the larger rhythems
of the main structure; there are heavier, snd by virtue of sigze (since
all the colors are pure) even more intense rests; and a2ll the while the
large white background, the eternal World, reinforces the concrete and
fugitive drama. For the first time a subject is present, not by virtue
of its @ sence, but actually present, though its appearsnce is torn away,
and only the structure bared. The Modern City! Precise, rectangular,
gquared, whether seen from sbove, below, or on the side; bright lights
and sterilized 1life; Broadway, whites snd blacks; and boogie~woogie, the
underground music of the at onceresigned and rebellious, the betrayed,..

Mondrian has le £t his white paradise, and entered the world.
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segments of color so intemse in contrast that they jump, so short in
segment that they become a staccato rhythm against the larger rhythems
of the main structurej there asre heavier, and by virtue of sige (since
all the colors are pure) even more intense rests; and 2ll the while the
large white background, the eternal World, reinforces the concrete and
fugitive drama. For the first time a subject is present, not by virtue
of its s sence, but actually present, though its appearsnce is torn away,
and only the structure bared. The Modern City! Precise, rectangular,
squared, whother seen from sbove, below, or on the side; bright lights
and sterilized life; Broadway, whites snd blacks; and boogie-woogle, the
undergroind music of the at onceresigned and rebellious, the betrayed...

Mondrian has le ft his white paradise, and entered the world.
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segments of coler so intemse in contrast that they jump, so short in
segment that they become a staccato rhythm against the larger rhythems
of the main structure; there sre heavier, and by virtue of sige {since
all the colors are pure) even more intense rests; and 21l the while the
large white backeround, the eternal World, reinforces the concrete and
fugitive drama. For the first time a subject is present, not by virtue
of its s sence, but actually present, though its appearance is torn awvay,
and only the structure bared. The Modern City! Precise, rectangular,
squared, whether seen from above, below, or on the side; bright lighte
and sterilized life; Broadway, whites =nd blacks; and boogie-woogie, the
underground music of the at onceresi sned and rebellious, the betrayed,..

Mondrian has le ft his white paradise, and entered the world.
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Now
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Boorie -
been trsnsformed. The former SeVETe DIACK USHIUD MIvw 3 rowews—w mese—
segments of coler so intense in contrast that they jump, so short in
segment that they become a staccate rhythm against the larger rhythems
of the main structure; there are heavier, snd by virtue of sigze (since
all the colors are pure) even more intense rests; and all the while the
large white backeground, the eternal World, reinforces the concrete and
fugitive drama. For the first time a subject is present, not by virtue
of its s sence, but actually present, though its appearance is torn sway,
and only the structure bared. The Modern City! Precise, rectangular,
squared, whether seen from above, below, or on the side; bright lighte
and sterilized life; Broadway, whites snd blacks; and boogie-woogie, the
underground music of the at onceresigned and rebellious, the betrayed,..

Mondrian has le ft his white paradise, and entered the world,
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segments of coler so intense in contrast that they jump, so short in
segment that they become a staccato rhythm agsinst the larger rhythems
of the main structure; there are hesvier, snd by virtue of size (since
all the colors are pure) even more intense rests; and all the while the
large white background, the eternal World, reinforces the concrete and
fugitive drama. For the first time a subject is present, not by virtue
of its s sence, but actually present, though its appearance is torn sway,
and only the structure bared. The Modern City! Precise, rectangular,
squared, whether seen from above, below, or on the side; bright lights
and sterilized life; Broadway, whites snd blacks; and bocgie-woogie, the
underground music of the at onceresigned and rebellious, the betrayed,..

Mondrian has le ft his white paradise, and entered the world,
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PATNTERS' ORJECTS,
Partisan Review bottom of pg 95 and
closing at top of pg 96

Now in his old age, epnd in a foreign country, Mondrisn has assemb led
all his remarksa-le resources for purely expressive ends. In Broasdway
Boorie - Woopie the simple elements of his hitherto analyticsal art have
been traneformed., The former severe black bands are fractured into
segments of coler so intense in contrast that they jump, so short in
segment that they become a staccato rhythm against the larger rhythems
of the main structure; there are heavier, and by virtue of size (since
all the colors are pure) even more intense rests; and all the while the
large white backeround, the eternal World, reinforces the concrete and
fugitive drama, For the first time » subject is present, not by virtue
of its ssence, but actually present, though its appearance is torn away,
and only the structure bared. The Modern City! Preclse, rectangular,
squared, vhether seen from above, below, or on the side; bright lights
and sterilized life; Broadway, whites snd blacks; and bocgie-woogle, the
underground music of the at onceresigned and rebellious, the betrayed...

Mondrian has le ft his white paradise, and entered the world,
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PAINTERS' OBJECTS
Partisan Review bottom of pg. 95 and
closing at top of pg. 96.

Now in his old age, and in a foreign country, Mondrian has
assembled all his remarkable resources for purely expressive ends,
In Broadway Boogle-Woogie the simple elements of his hitherto analyte
ical art have been transformed, The former severe black bands are
fractured into segments of color so intense in contrast that they
Jjump, so short in segment that they become a staccato rhythwmn against
the larger rhythems of the main structure; there are heavier, and by
virtue of size (since all the colors are pure) even more intense rests;
and all the while the large white background, the eternal World, re-
inforces the concrete and fugitive drama. For the first time a subject
is present, not by virtus§ of its absence, but actually presemt, though
its appearance is torn away, and only the structure bared. The Modern
City! Preclise, rectangular, squared, whether scen fromsbove, below,
or on the sidej bright lights and sterilised life; Broadway, whites
and blacks; and boogie-woogie, the underground music of the at once
resigned and rebellious, the betrayed...Mondrian has left his white
paradise, and entered the world

#

As a result of the poverty of modern life, we are confronted
with the circ.mstance that art is more interesting than life,
"Experience is bound to utility," as André Breton says, "and guarded
by common-sense.” The pleasurable "things" of other times for the
most part no longer exist, and those which doro longer suffice, With
what our epoch meant to replace the wonderful thinge of the pastess

the late afternoon encounters, the leisurely repasts, the discrimina-
tions of taste, the graces of manners, and the gratuitous cultivation

O'Hata Are)
——
Mugeym

E




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

The Museum of Modern Art Archives, NY

FoH VS

of mindse=what we might have invented, perhaps we shall never know.
We have been made too busy with tasks.

At what other time could the juxtaposition of a bright square off
a white ground have seemed so portentousl

The Surrealists alone among modern artists refused to shift the
problem to the plane of art. Ideally speaking, superrealism became
a system for enmhancing everyday life. True, the Surrealists were
always saying that "poetry should be made by all"; but they did not
mean precisely what we have always meant by poetry., If they had been
successful, we might not have needed "poetry" at all. Still, their
various dévices for finding pleasureesspiritual games, private ex-
plorations, public provocations, sensory objecte,and all the restee
were artificial enough abroad before the war, In the hard and eon=-
ventisnal English-speaking world the devices simply could not work.
Here it was the Surrealists who were transformed. And it might be that
their pioneer, and therefore often nafve effort to enhance the life
of the modern mind will be forgotten,

But in any case, it is not unimpertant, this thing Alexander
Calder has done, in making objects of pleasure worthy of adults
(Museum of Modern Art, Calder Retrospective). Oranted, most of us
must see them in museums of galleries, and that destroys half the fun,
§till, there they arel The playthings of a prince for us all, + «

It was Mondrian's influence which first led Calder from his ear-
lier pleasantries, and toys for children, to these marvelous objects
for the adult mind: "I was very much moved by Mondrian's studio, large
beautiful, and irregular u’_\ was, with the walls painted white, and
divided by black lines and rectangles of bright color, like his paint-
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ings.seand I thought at the time how fine it would be if everything
there MOVED; though Mondrina himself did not approve of this idea at
all," Later it came to be Miro's shapes among those of abstract
artists which Calder liked best, But the eseential conditions of his
art remained the sanej a fruitful union,e=his native American ingenuity
(a preference for tools, rather than the brush), leading in turn to a
fresh discovery (an art of motion), coupled with the advances of
European art (abstract forms) and Furopean thought (the Surrealist
understanding of the desirability of the object of pleasure). The
consequence of this union is that Calder's native American gifts become
interesting to general culture,

There 1s something splendid about the form of motion, or, more
exactly, motion formedj and it is with this that Calder has enchanted
us.

*

Certain individuals represent a young generation's artistic

uunbl. There are never many such individuale in a single field,

such as paintinge-perhaps a hundred to begin with., The hasards ine
herent in man's many kmlgtions with reality are so greate-there is
disease and premature deathy hunger and aleoholism and frustration;
the historical moment may turn worng for painters: it most often doesj
the young artist may betray himself, consclously or not, or may be
betrayedemthe hasards are so great that not more than five out of a
whole young generation are able to develop to the end., And for the
most part it is the palnting of mature mem which is best.

The importance of the one-man show of young Jackson Polldok
(Art of This Century) lies just in this, that he represents one of the
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icans of whom this could be said, In his oxhibit Pollock reveals
ntrgrdmary gifts: his color sense is remarkably fine, never exe
ploited beyond its proper role; and his sense fugurface it equally
good. His principal problem is to discover what his true subject

is, And since palnting is kis thought's medium, the resclution must

grow out of the process of his painting itself,

o' Haua fuchive Fila




