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iesssaw; T d conelder a work flnished when I sense a

Ctozetbernese”, ap participation of all parts ss in sn orgsniem,

Tkie does not =2ean that I entirely understand what I have craated.
0 S50, & wora le at first, quite unznown,. In time, more and sors
enters 1n%o coneclousnens. 1% would ba betler to ooszider & work
of art as a process thet iz started by the srtist. In that way of
thinkin: a sculpturs or galntling 1s never finlshed, But cnly tesun.
If successful, the work sterts to live.e life of 1ts own, A work

of art begins to work.

REDBAW; I gzo through a very trying time when 1' ready to i ﬁsj
titie a conetructicn. I have used combinations of words or ayllahius—*-*‘>\
without esny meanling. lately, 1 have adorted the use of the nases

of stars or other celestial objlects, Bizliler to the way ships are

napec. . L stgull Ls obvious that such titles are Just names, and

are noiL Lo ils; iy Lhatl she constructions express, aymtolize, or

re;resent 1ing. sork of art "is" 1ike a work of usture.
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(Hote: preliminary remarks were not to be recorded.)

YNoderator Iippold: It might be advisable to list a few things which we will

probably not want to discuss. It would seem that the method of work of most of

us who are here in this group has been a lonely one - I feel that much is gained
from argument, I would like to learn from conversation with my confréres.

Hare: I think we ought to define terms and find a subject to speak about.
Bverybody here Imows everybody else's work., There is no advantage in talking
about a school of painting. I think we ought to talk about the problems of the
particular artist, andmtﬁ&pa‘rtiwlu' school. I don't see any point in
discussing our own work, What a painter thinks does is very often different
from what he does. There are palnters who are extremely vocal. We would like

to talk to them and see their work, but their work and speaking don't coincide.
You can do it or you don't do it. You can talk about it, but you can't

accomplish anything in talking about it, e don't just want to hear everybody
talldng about his own point of view. I don't see that we can get anywhere
mhssuallmteaproblumdgheouridnaonmtparﬁcuhrpmblu.

Has somebody a problem to suggest?

Pousette-Darts Our togetherness happens in institutions, It seems to me

that you can't carry on a discussion like this without talking about museums, e
don't get together ourselves, s0 we get together in the museums which persecute
the artists.

Fexber: mmlichaabmmntioned,mditumtommin;w-
cated group like this we should attempt to identify our relationship to the publie,
perhaps in two ways. In a personal way, and in a way which relates to our work,
ﬁrt.hasecumdIwhapamanﬂmtthepuhlinrealﬂyisuld.ngmthatm‘m
does this work mean?" I think it might be helpful to adopt an attitude toward the
public in the sense of an answer to that question. We needn't answer the question.
What I am asking is that we should adopt an attitude of either discarding the
question or trying to answer it... Anotherthingzwmttosuzguththﬁuw
want to talk gbout the possibility of disc:msingﬂmthorawefmmmth




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

The Museum of Modern Art Archives, NY Wittenborn I.C.27

-2 -

is any difference in what is happening in America and what has happened heretofore,
lndinmt.ishappeninginlmmpe. There is some difference which is not a question
of geography but of point of view. It is a question of origin of ancestry.

Gottlieb: It seems to me that we are approaching an academy version of abstract
painting. I think that has some bearing on our getting together heve, in that I
think, despite any individual difrerences, there is a basis for getting together on
mtuﬂumotmdthetadingthatpaintcrshnmmmtauﬂuﬂmudnm
make some distinctions,

Hofmanns What is abstract art in the "good" sense?

lodergtor Motherwells The word "abstract" has a techmical meaning. It means 'to
take from," hnmthod,itdmnuul.cungmolﬂntfrﬂlmldat
elements, for the purpose of emphasis. Whitehead says, "The higher the degree of
Mwm,tholmrtlwdnmeofmlmty.' I suppose the word was first
mﬁmammummtmmmnm(mﬂw'-
sense) but consequently with a low degree of complexity. The people who first said
abstract must have meant that so much was left out,

Grippes Why is it that Plcasso is not considered "abstract?"

Moderator liotherwellt mnmummmuammmamv
ndglemdmeofnbatﬂwﬂmthmmim,forauple.

Yoderstor Iippolds I foel that if we are going to learn sometiing from each other,
m'udiﬁumwnblmﬂthrshtiwﬂptothemblumdmm
with the problems of creativitys ho'uchomhegl.mhispd.mntwkmhwh
proceeds with it,

Newnan: I was going to try to fomulate a question. When Gottlieb raised the
question of abstraction, I don't think we should just dlsmiss it. It might be
formulated into thils questions do we artists really have a community? If so, what
makes it a community?

Hares 1 don't see why we shouldn't feel lonely. An artist is alwgys lonely. M
is why he is an artist. Anartintisamnuhodoesnotgotllongﬂthm. You
can be beyond it, ot ahead, tut in any case you don't get along with it. I think our
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problem would seem t0 be fundamentally psyehological. We feel badly beeause we

are not accepted by the public. We can't be secepted by the public. As soom as

We are accepted, we no longer are artists, Perhaps we go around on ocecasion
thinking to ourselves, "This won't do, If we could only explain to the publie,
they would agree with us." They may agree in the course of years. They won't
agree NoWsesee I think this group activity, this gathering together, is a symptom
of fear, Possibly you could comnect this with the question of democracy, in the
smnthat.inuﬁ.awm&ythreiuanMMmhm;lnpmcm
are a failure. mmaumsmuwmmamm. I will
always be opposed to those people. We should get the public interested, &f
pnuiblo,butldm'tthhkitismmtowwmmthwmt
Mutm,wzemmdonvtmnummwmmw
thausmpﬁ.mthatmmupﬂun,thoydllm. They shouldn't agree with
ﬂ-ﬂnymmtq)poud'wﬂnltmm.

Reinhardts hmmmtmwmmmtmmxdm'tmum

I think we should follow some Jdnd of procedure, isolate some ideas, and find out
each artist's opindon. Newman's question is pertinent. iy ean't we find out what
mmwummtmurmﬂm.mmmmcm
Yoderator Motherwell: ‘lhattlmmﬂrmﬁ.tuhcthometmw
Sterne: We need a common vocgbulary. ummtmamnm;m,.a
modern should mean really modern, hdm'tmmthesmﬁdwﬁththmm.
H offmann:  Why should we? Everyone should be as different as possible. There is
mmmtismwmdmuuptmmﬁiﬂw. It just means one
thing to mer to discover myself as well as I can. mtamof&huhw.
hhwﬁvainnhtimtomrtiu-thetimtoﬂdohnhlmwmﬂ
to be our thing in common. But to formulate this would not be simple,

Reinhardt: mmmamatwdiﬁmncuwhichImwwﬁmm
about here. If we are doing the same thing, or have the same problems or the same
fears - what are they?

Pousette-Dart: The museunms can bless any artist and make him suecessful in a moment.
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The museums can, at any moment, bless eny one of us, The disaster is that they can

cumse disparity among us, too.

Reinhardt: Does that have anytiring to do with our discovering ourselves?

Hare: I can't see how the museums have anything to do with the artist. In
general, museums don't have very much tastes

Pousette-Dartt  The people turn to the museuns,

Yoderator Lippold: What we are leading up to is why each person paints or seulpts.
Why each person thinks he should paint. Do we do it to be a success, to make money,
understand ourselves, or what is the purpose? To describe our own creative nature?
Wy do we use titles? Where do we pick such titles? Where do we begin?

Hare: IWMnmakthumrmwummmmmMm
of everyone around the table; gince a lot of people won't express thelr points of
view, we have the same ones talking all the time, Why not pick three or four questions
and ask each person to give his thoughts about it?

Ferber: Itmmumtmtormmﬁmmumwo' The
m«,mmammuﬁmmuummvuudmunm«
"meaning."” It need not be "meaning" in any simple sense; but when Mr. Iippold asks
Mndum'.tptieuqfthewinm&,mthaﬂm-mrinmmmuthamu
sculpture or painting, he is asking about "meaning," I think,

Moderator Lippold: That isn't what I said,

Ferber: Then, I misunderstood you. Ifuatteupttotalkmww:lnmn
thoworkort.msrmphuinmIthinkithuhammﬁmdmtithm
advanced and not-academicj uwrﬂewttbaprommofthemmnﬂn
uabetolungthepubncinourmwmtwmmdthemhmlupra
problem, So far as the commmnity of artists goes, itaemtouthoqmlﬁam
involve the question of difference - between us and other artists. In that way we
may have a feeling of community,

loderator Iippold: To eontinue with the suggestion I made before: I would like to
suggest that the question of method might be broken down into thiss first - is it
possible to say why we begin to create a work? Is it possible to say, if so, what is
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ite Secon:l-hcwdowebam.nthemrk; from an idea, an emotional point of view
based on experience or form? Where does the suggestion come from? Third - when is
the work finished? How do we lmow that? I can't see that my relationship to the
memortothembuciscmmmuthmatlmmm. I an interested in how
other people work.

Hofmanns A very great Chinese painter once said the most difficult thing in a
work of art is to lnow the moment when to stop.

Moderator Motherwells: The question then is, “Holdomknwllhen_g'drk.‘_n_n_
Linished2" ' ‘

Xioderabor Idrpold: I don't lmow if I can separate that question without
t-hinld.ng;bmtthaﬂruthoquestim. Imﬂdwtmmumnmmta

mmuitcmludeamemﬁxnythempheeyuiubemmthmm
:I.nvo]xedinitsmrld.ngmt. Itmaybathatwwk,hvmtm. almost determines
its own conclusion; hlll.itiamtpouiblcto‘bwmumﬂn‘w
mthethingiaquihmnoug. mocu-lysusgwtmertauhhplm
rwwduatthaatageofaketuiﬂ.ngormnmdeluﬂng-umhmh
mam-mﬂmtbummmm@uumm,wm:m
beginhmkmthapheeitulf,oralugerpd.m,mftrthinumub..
more or less technical process, Iwuumuhtownntthlbontthlhm
of my method, Ihnomhgxmapieu&mthepointormalmmu
Ih.nnmrudenpimﬂthoutitcMng&mthem-yurmm“
= an emotional experience, generally., I almost alwa,rmnth.h-mhm
a title which labels that experience, because I want it to act as a discipline
mmtingmmmideuﬁdchndghtmintomwulm. As we all
lmow, the firet line or brush stroke can lead to millions of possibilities, and
fwmtehspcharisto!ceapatiueinnnd. It is of value to me at the
beglnuing, When an experience has made itself so persistent in my unconseious
umdmm-crboth-thatIfeolthatImttomwm
reflects that experience, I find my eyes constantly observing all things, M;ih.
u-t.‘!.n,thntupemneeisnmry,anditwhathntitilatthn“
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a line on someone's face, or a erack on the floor, or an experience at a
newsreel theatre. The the problem of how to work out the experience which

I have had presents itself; I may bepin with that idea, and I have to adept

it to my medium., I have to make it clear enough for others to see in its
relationships, All of this takes place in the sketch stage = in the models

I make from drawings. The drawings become more conclusive as I work. Generally
when I work on a piece I make very few changes, Dut with the last plece I made,
the procedure wvas different, because towards the end technical and expressive
pro blems required my altering the plece several times. I re-did it three or
fowr times. But I felt that the piece was finished when I felt it satidfied
my original intent. I can't talk about conclusions without talldng about
intent. On rare occasions I have seen a form which suggested some kind of
relationship which ealled back a memory or experience, It is always an interplay
between the two, I find, It is never one thing or the other.

Brooks: I think quite often I don't know when & work is "finished," because
I often carry it a little too far, There is some peculiar balance which it is
mwmmw.mmwnmmm
It can't be brought to a stops I think you have to abandon it while it is still
alive and moving, and so I can't consider a paibting "finished,® I can't think
dmﬂthsehumtmtmnMuuthMdmu:p
through a painting, xibwodh It quite often changes in the middle of a painting,
But the "end is a very difficult thing, semetidng that is determined, not by
the form that is "finished," but by the fact that I have worked on it, It
satisfies & need of pome ldnd,

Kees: It is usually finished when it defies me to do anytidng mowe with it.
Iltnrtldthdrﬂimuﬂﬂmli‘inﬂthaﬁﬂmdrguugammofm
twmed into a painting, then I stert to paint,

Baziotest I comsider my painting finished when my eye goes to & particular
spot on the canvas, But if I put the plcture away about thirty feet om the
wall and the movements keep retwrning to me and the eye secms to be responding
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to something living, then it is finished,

Gottlieb: I usually ask my wifes.. I think a more interesting question
would be, "Wy does anyone start a peinting instead of fhmishing ite®

Ferber: I would say that I don't think any plece of sculpture I make is
really"finished,” Hor do I think it possible to cell a piece a realization
of any partieular idea evolving from a specific emotion or event, There is a
strean out of which these things pop like waves, and fall back, Therefore
works aren't really complete in themselves. I think the day of the "master-
plece" is over. When we look at our own work, in ten or fifteen examples,

we really understend what we are doing, end what our friends are doing when

we look at a group of their things. The sens of "finisidng" a particular

work 1s meaningless,

loderator Lippold: I would like to ask you if what you describe applies

‘%o an individual piece? ItinatMnailﬂ.chmutMnih‘mm
shape, How can that come about?

Ferber: For a sculptor te insist that a plece of sculpture rises out of his
stream of consciousness is perhaps ridiculous because sculpture is so three-
dimensional and hard put. But I don't think there is any difference between one
pdece and another in the development and fulfillment of a particular idea.
Lassow I would consider a work "finished" when I feel all thhe partieculars
participate in the scene and no part is less strong than the other,

Ernsts Yy work consists of two separate stages of development, I consider
a puinting almost "finished" when I am half finished with it, when I have reached
what seems to be the greatest measure of swprise. The rest of the setion is
diseiplinary on my part, When I see that I am begimning to destroy the surprise
= the basic element of that surprise - then it is time for me to stop.
Pousette-Dart: For me it is "finished" when it is inevitable within itself,
Bat 4 don't think I ean explain anything about my painting, just as & can't
explain anything about a flower or a child, When is anything "begutiful®
findshed? Imftdiamstmm.mt.mrpa.mum. The true thing I am after




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.
Collection: Series.Folder:

The Museum of Modern Art Archives, NY Wittenborn I.C.27

-B-

welonandonmd:marcancamplatehgrupit.

Iipton: I think that we require time and intimacy and aloneness.

Bialat I never lmow when it is "finished." I only know there comes a time
when I have to stop.

Hewman: I think the idea of s "finished" picture is a fiction. I think a
mwmmmmmmmmumormmmmu
sculpture, maqauﬁmorltmundhnmmamlm
ations, mmachntmmmudumwm.cmm.ummm
beguiled by it? bmmtmmchmwiumnm And to
mmummwywmimumnmmum
outside of it. The decision is always nade when the plece has somstiing in

it that you wanted,

Hare: It scems to me there are two problems: when you stop, and when it is
finished.

Rosenborg: Mit!w,wydmitl‘l‘-ﬂp? mmm&.mmm
moves, having & life (objective, emotional and intellectual) of its own, When
Iemdommmit.!.thm

Sterne: mmurwuuamhummm.uxwtow
nnbjut,mhttmdbypu:ndim,!trytanpumittomwn“
turns into action and, I hope, an explanation. While I work the thing takes life
and fights back, Mremnanmt'hmInvmdMlndm'tpM
and then I stop until I tiackle the thing again,

De Kooming: I refrain from "finishing" it, I paint myself out of the pleture,
MMIhﬂIdmethat,Isithrthroitlworh.pit. I am slways in the
picture somewhere. The amount of space % use I am always in, I seem to move
around in 1t, andthere seems to be a time when I lose sight of what I wanted
to do, and then I am out of it, Idhthepictunhuamnm,lh.pit.
I!it.hm't,lthrowit:ny. I am not really very such interested in the

question,
Bourgeolst I think a work is "finished" when I bave notidng to eliminate, I
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mounﬂh'actionuthatareuaualhvartical; when £ stgrt them they are
Mlufeolnnandarecampucatedinrom. Every one of the complications
aoesandﬂmcolorbecmunuomandﬁmmthwbemnmhtdy

white and simple, When there is nothing else to take away, it is "fimished.®
!etIandisgu:tedbyshpnd.ty. So I look for a larger form and look for
Mhermk-uhichgmlthmmthemmuotm

Grippe: A work of art is never really "finished." There is a feeling of
mmmasmumumgam-n-mum,m
to fulfill one's personality, Mmumummmm'u
of that personality, hether 1t becomes more profound, I don't knows bub I
Hﬂnkawmhn&mmof“ﬂthnhﬂmhihmﬁdﬁh
world,

Reinhardts Ithuﬂmhamaprobln-nbmt'mwm. I
fﬂlwmmotwaot'ﬂmming'spdnﬁu. There is a value placed
on "unfinished" work today, Disturbances arise when you have to treat the
Mu-mwmebm,uomtmm;mzmx'w
a painting is when I heve & dead-line. If you are going to present it as an
"unfinished" object, how do you "fimish® it7

Lewds: Ihmrhpm.xmmrmﬂmmn.mwum.
Ihwrth!.adonsn'tduerﬂnit,butitilthtbcﬁwﬂlcum.

Hofmann: mu.miammmmmwum
themselves, so that they don't need me.

Moderator Motherwell: Idisnhapictmthatutmmwmmm
dome, But, contrariwise, I also dislike a picture that looks too imept or
blundering, Imummmumum'mmummmmm
mmmmmmmustm,thtm-mm-.umw
mmumlcﬁuﬁamamahmamdomthmndo. They have a
nal'ﬁnish'inthxtthepd.ctuninnmlobjeot,abemtirullyllloobﬁlt.
We are invelved in "process" and what is a "findshed" object is not so ecertain,
Hofmamn: Ios.itaemtom;llhhetimthomisfhnqmstimtflhlﬁh..
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Itmﬂdmmthatfhediﬂmnmhtmmﬂwmmm'mm
young American painters is thiss Frenah pictures have a cultural heritage,
MMemmrﬁWWstﬁmuthmthﬂh The French
approach tidngé"dn the basis of eultural heritage = that one feels in all
their work. Itis.muagwmmamﬁmmmmtynmm
wldn;tanmg%mimg,mdpdnﬂn;outthuamﬂmmﬂutw
ﬂndlr_hoemtnditiea. The French nave it easier. They have it in the
beginning, -

De Kooning: I am glad you brought up this point. It seems to me that in
w«mmmgmwwhmummumm
culture, Onnmm:stnmtomtothnnmmthﬁﬂwm-
mubeimm-butmuabhhmmounumummm
object makers,

Zoderator Lippold:  Tere ave those here who feel that the things which they
uhmMmmtsotaMﬁmd,Wm,hMlm,mm
ﬁ#ﬂfw%mm,wtdmmmwmw. Is there an
immmwinnkmganobmmitamﬂﬁeh.atthsnuﬂn,
reflects continuity? m:,aorar,hubomapohnoruimmﬂm.
Sterne: mmatmamtmmdadddmwdymmmganm
tiful." "Beauty" can't be pursued directly,

Gottliebs There is a general assumption that European o specifically French -
mmm;mupmwmmmmwhmmbm-uho:mum
mthuermtheyommduuamtaintmofpmtdng. It seens to me that
nthahstmtyymathemolemmingofpnnﬁnghubunmmuum
Itlﬂ.nkluriomsahmthathantmjutumeh.mdﬂutirthqm&o
ﬁ‘utrnditimitisJuatasdifﬁmﬂtrormlmricmufm‘lm It
ualistlhtommthatnmimmhm,wthumnhmum.
Mormdtm,mdom;mwngmmiamwm. I think what
mmudnmhdummunarmmmmtmmmumm
willing to reject it in part,
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De Kooning: I agree that tradition is part of the whole world now. The
point that was brought up that the French artists have some "touch" in maling
an object, They have a particular something that makes them look like a "findshed"
painting, They have a touch which I am glad not to have.

Baziotes: We are getting mixed up with the French tradition, In talking
about the necessity to "finish" a thing we then said, American painters "fimish"
a thing that looks "™unfinished," and the French, they "finish" it. I have
seen Matisses that were more "unfinished” and yet more "finished" than any
American peinter. latisse was obviously in a terrific emotion at the time, and
it wes more "unfimished" than "finished."

De Kooning: I don't mean that., I think this idea of picidng up a "finished"
painting « » o« (trails off), I don't mean it because I have no idea really
what kind of experience Matisse had in making a paithing, It is possible that
it was "unfinished" - you lmow what I mean. I am a little bit surprised that
you talk in terms of the actual, formal ways of making 2 painting, There is an
almost fluid expression in painting, Somee I never thought about it in terms
of being "finished" or not, This terminology I am almost surprised about,

* 8 + 9
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THE SECOHD DAY

April 22, 19%0

Artistes
Same as on the first day’ ">t the addition of David Smdth.

Moderators:

Alred H. Barr, dJr.
Richard Iippold
Robert Hotheywell

Sterns: I find that the painter has the problem of the title; the title
seems to classify him, If you make a long, poetic title, you are immediately
clasgified in one way or another, If you put a number, you are classified as
non-objective, Whatever you do, it would Seem a Statement of attitude. You
m'tmmlanw“hahhtthwothwnmwwv&.m
that memm implies again a statement of attitude, So you refrain, or if you don't,
somehow or other you create a misunderstanding,

Reinhardts Hatithdmnwmmﬂﬂmwmnﬁthmnw
Brooks: To me & title is nothing but identification, I have a very hard
time to find a title and it is alwgys inadequate. I think when titles are very
suggestive, they are a kind of o fraud, because * believe they throw the spectator
away from the pieture rather than into it, But numbers are inadequate.
Gottlieb: I think the point Misc Sterne raised is inevitable. That is,
whenever an artist puts a title on a painting, some interpretation about his
attitude will be made, Tt seems obvious that titles are necessary when every-
body uses them - whether verbal or numbers; for purposes of exhibition, identi-
fication and the benefit of the eritics there mst be some way of referring to a
ploture, It seems to me that the artist, in maldng up titles for his plotures,
mast decide what his attitude is,

Moderator Barr: Most people seem to think that titles are a lind of
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Necessity. Does amyone think that titles have real usefulness in supplementing
the object?

Bosenborg: e title 1s always arbitrary becouse we deal with wnseen audiencess
theraaamforatitlaisﬂutmxyﬁm,ﬂ&akandﬂarryﬁutohanmm
mlm:wwmlmmsﬂmmmm,mmﬂmua
m“m,wﬂm&ufmmdtthwmmbethfm.ih’
Ihopothatthemloohrullnkeuphumﬁﬂel

Grippe: muﬂaisawymsryk-yhthakindorupnui.en-mw
of symboliem that is behind the work, 'amallmunginnmjuﬁu
approach,. m-a,ithmditﬁ.cuntoﬂﬂamh. Another factor is
fear - I think Mss Sterne reveals feer, 'atedinmwmum
to eriticize, Imnmﬂptwmthisfmoruﬂium Ve
mmuumwmmxn-uunum.

JPousette-Dart: Iﬂﬁnki.fumldmmmnhnﬁmldhltm
thing, Inunicth-ydm'thmthudum. nmadrmemhhm
anaobxetmwwﬂmthirmm.

Ernst: Imudobjacbtoddngwsuchﬂﬂunthﬁ-lmhuw.
pieture, Idm'tpmm&remmtpwphdmtymu.ww
people understand the title or not, Itmmmtunghm,wmm
may pop into my head ~ so I give it that title,

Sud ths I think titles are a positive means of identification, I never
objected to any work of art beceuse of its title, The only people who have
objected were eiitics because they did not like the work, '

Reinhardt: mmumw.mmuuum-,xmm.mu
esthetie reasons, Bven the titles like "still life" and "landseape" do not give
you anything about a picture, Irhadouhaunreremuorumamum,
I think the artist is apt to add a title, Ifhinkthiain‘?vﬂﬂalmm
uudbylmatwmnm-beomtheydm'thmmyﬁdnghhﬁﬁth
painting itself,

lModerator Barr: nmmnmamintern!hoattuhamtduldm
to titles.
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Moderator Motherwells I think Sterne is dealing with a real problem — what

is the content of our work? What are we really doing? iThe question is how
tanmemtasyetlmbeanmhnmd.
Moderator Barr: I would like to get some informgtion on this, Would you
rﬂmmmnmmmmMBmdsmlptm?

( raised their hands.)
How many people mumber their pietures?

(three%,md their hands,)

How many den't title their piptures at all?

Hotes ob ons to this -

Hare: Itmtomumnmmtumng,iththmum
about how to make it, Both are creative pota, I think the only thing the

uﬂ-etthpimomdoismtetbammmthamh

Bazilotes: mmmnm-w;.mnuumwnm
mmmmm,wmormmm«dmnmm
experiences nManqﬁhManWmam
work, mmummmmmm:ticmtmthmnmh;
umawm,mmmmsmmmmitwmmum
do nothing about the title at all, mmmmmwmm.
Rednhardt: muﬂasmwrywanm But the emphasis
uwuumammmmmm:mdmtm-mm The only
unlwuldobjeat.toatithilm;mitisfalneormw, or is something
extra that the painting does not have.

Sterne: Idm'tthhka.rwbodynnllyhu:righttommcuyhawxm
about my paintings, Itaoemtoointimatetog!.vethanammﬁﬂ».
Moderator Barr: mmthinkitupmdb]ntomiuhmmww
E’;—tﬂ_ﬂ‘ﬂl' I think that if an srtist can alwgys title ks pietures, that
means he is now always very clear.

Lassow: Imuyt.keaombimtionormaﬂmthummhﬂuu.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY Wittenborn 1.C.27

(Fote: preliminary remerks weren't to be recorded.)

MOTHERWELL: In general, the principsl procedure in prepering for
this forum was to choose extremely advanced artists who, at the
same time, wera not especially identified either with the so-called
non-obje ctive posifion or with the surreslist poeition, simply on
the assumptior % the premises of these poesitions was very well
established; - #.8% seemed to be of real interest was to get at
what basis of over-lapping there heppens to be among people who
really have been very independent in their development, and at the
position of people that one can't clearly say were non-objective

artists or concerned with surreslism -- and not to say Braque wes

a cubist in 1912 or that one can't be primarily concerned with

scholastic or constructionist positions - all of which have been

very well and very thoroughly articulated.

POUBETTE-DART: In regard to museume and the reservetion that
Mr, Berr mede to you - does that epply to today's discuseion (eve n

though he is not present), cr does it spply to ell three sessions?

MOTHERWELL: I think it has to, because he is associated with it,
and he suggested that at any time any one wanted to discuse the
question of what the museums should do that we do it outside of

these disaussions, which to me seems to be reasonable,

LIPPOLD: To get things started, it might be advisable to liet a

few things which we will probebly not want to discues. If you feel
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otherwise, I think we cen meke that statement, Spesking for some
of those who ere here now, it would seem that the method of work
of most of us who ere here in this group has been & lonely one --
at least one of solitude. To come together to express our views
on our own work end the viewpoints on the work of another would
seem perhaps bewildering and confusing, and the temptation not to
talk about such things, but rather to discuss matters of technical
or more sociel natures might be a temptation. I think if thereies
any purpose in our coming together, it would seem rather to learm
something of one enother from & constructive rather than & destruc-
tive one. I feel that much is gained from argument, and I would

like to learn from conversation with my confreres. Therefore, I

wonder whether we should esdhere to topics which would enable uS'bd

learn something which might be of common interest to substantiate
our feelings about our work and our methods. I don't know if that
ig enough in airing it whether it is & necessity to find relation
to what we think end act as artiste and always thought and acted.
but rather to start a discueeion of meterielism. I think it would

be more interesting to begin with attitudes. How do you feel

about that? All in sccordil

ERNST: I will break this. I don't think there is any neceseity
to get enybody to talk aboul museume. I think we would get lost
if we did. The thing I am very interested in myself is a question

thet hae bothered me for a long time so that some kind of explana-
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tion might be forthcoming - that is not the solution, &nd that
is the bewilderment which existe; not the work, itself, but the
bewilderment created by some artists who theorized in an op-
posite way than the pasinting indicated. Now perhaps we can talk
about something like that and find some way of explaining it or
saying that there is no basis for thinge that seem to be mislead-

ing. Our attitudes seem to be misleading - &t least to me.
MOTHERWELL: Can you give me a concrete example?

ERNST: I can't mention myself. We don't want & slug-fest. I
would like to say something amut the painting when I see it and
the impact it has on me, and the emotion on firet sight, and then
to hear & men say, "That'e what you say, but it's just pure paint-
ing to me." Well, that would be an scceptable statement. But

for a men to say, "I really don't like to talk sbout it in terme
of an emotional impact, because I don't like pure painting" --
that's the sort of painting I'm telking about. These statements
nave not only been made to fellow artists, but to people who have

had the courage to go into museums.

REINHARDT: One thing I would like to point out: The simple ex-

clusion of a non-objective and eurrealist painter is very simple.
I think at esome point we are bound to have to go into those

ideas, end if you think they represent ideology they will have to
represent idess here, too -- if it's different or if it's related,

I think that should be discussed.
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MOTHERWELL: I think certainly thet ehould be done. There is
hardly any one here who does not have reletions on one side and
even both. Even the problem of terminology is complicated.
Most of the artiste here are normelly called abstract ertists,
and yet no one feele the terms are very adequate and the terns
that have been substituted, such ae objectivism, are inadequate,
also, by the fact that they don't become current. Somehow the

right word is picked up, I think, or maybe it is the other way

sround -- it becomes right because it is picked up.

HARE: I think we ought to define terms and find a subject to
speak about. Everybody here knows everybody else's work. We
all know objectiviem and surrealism one wey or another. There
is no advantage in talking about & school of painting., 1 think
we ought to talk sbout the problems of the particular artist and
not of the particular school. I don't see any point in discus -
ging our own work. What & painter thinks or does is very often
different from what he does do. There are paintere who are ex-
tremely vocal. e would like to talk to them and see their
work, but their work and speaking don't coincide. We ghould not
speak sbout probleme in connection with their work. You do it
or you don't do it. You can talk about it, but you can't ac-
complish anything in talking stout it. We don't just went to
hear everybody talking about hie own point of view. I don't see
that we can get anywhere unless we all state a problem and give

our ideas to that particular problem. If somebody has & problem




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY Wittenborn 1LC27

to suggest in that way we will get coherence.

(GOTTLIEB:

(REINHARDT: A greet meny of us ere eplit to some extent, [Thie
problem should be expressed because & great many have ideas
and you try to keep them pure. The whole notion of this situa-
tion is of being a process instead of a saleable commodity. Yet,
to put & price on peintings, even though they don't sell, is an

inconsistency which might be one of the subjects to discuss.

STERNE: As soon as you put & title on the imaginative yvou are
going to brand it. If you are going to put numbers, you ere

going to be considered non-objective. If you meke it into &

wok, it goes into & paper. There should be created some kind

of convention which would apply to all of us. No one really
wente to put & number or a title to & picture in order to con-
vey something, and I haven't seen anybody doing it right today
at all.

GRIPPE: It seeme to me one of the very important considera-
tions is to have a certain smount of freedom. All of us have
this one thing in common - to be free to do what each one wants

to do, that is, without any antagonism from other artists.
STERNE: Each one should do wheat he wants to do.

HOFFMANN: Thie cen be done and this ceannot be done, It ig

not really veing en artist.

GRIPPE: All of ue have what we think is & style, and we feel
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that we went that right to work in the way which would be
individual to us. Now I have heard that this business of isms
end styles and such hasn't anything to do with the problem. I
think the main problem is to work and not confuse the one
particular need of the artist to do his own work without be-
ing molested by the artists or the public. That is, we should
fight to be free to dv what we want and how we want to do it.
We ought to forget isms. When modern ert first started, terms
were used as derived by other artists. We are losing our ideas
of movements. I think it is very necessary for us to have some
kind of coammunication. We ought to get together as a group.

It is & marvelous thing. It is something I have thought about
for a long time. The one thing necessary is for all of us to
do it. Let's not have isms or styles. Let someone else do it.

Let a writer pick up from what we do.

LIPPOLD: I think we should meke it concrete. ‘The purpose ‘of
this whole conference is not to bring us together in ‘order to
give us labels. We would walk out if that was the intent. On

the other hand, speaking with Motherwell I was interested in

hie point of view. Although not agreeing with us as individuals,

he feels that there is something which binds us 28 a group of
younger ertists at this time in America in contra-distinction
to the very movements which you have been lateling from abrosd.
I don't know meny of you, and I don't know the work of some of
you. But it seems to me from the work that I do know, no label

can be tagged on to our work. If we are developing & style or
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method and that style or method heen't found a name, it can't
be found by eitting down. I don't think that is our purpose

in meeting - as to what we snall call ourselves.

POUSETTE-DART: We all feel and yet we haven't been able to

realige it in a togetherness. We all feel it and yet we haven't
been able to clarify it. Our salvation in America is a together-
nese in believing in one another here, as we have a beginning

here and as & possibility.

ERNST: I would like to leave continents out of this altogether.
Geograephy doesn't heve anything to do with it, nor this business
that we happen to be in New York. I agree with Lippold as far
as togetherness is concerned, and also thet we shouldn't have g

common label at all. We are all individuals who work very much

by themselves, but to fight againet iems is just as dangerous as

accepting them. These lebels are tagged on by people who ere
outside of this circle. I sm not going to waste any energy in

fighting thea.

POUSETTE-DART: The artiste have not believed in one another.
They went the public to believe in them, but they have not suf-
ficiently believed in one enother. They want the people to
understand snd believe in their work without understanding one
another.

GRIPPE: That ie true. Much of our work ie primarily in en ex

perimental setage, and & lot of ue heve shown the experiments or
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Bo=célled experiments for a number of years. We try to reach
the public but not each other, which is important. We feel

the loneliness Lippold spoke of a while ago. We try to reach
out becauese of thie loneliness eand try to stand out. The pub=-
lic ie confused 2ll the more because we are not together. What
difference does it make sbout whet I do or anyone elee does?

It doesn't matter. The point ie, we are trying to express
something of ourselves - inner or outer - and we have confused
the public. You would be surprised. There are many ertists

in New York and these thousands of artists confuse the public.

I think almost all the public who go to the museums are confused,

POUSETTE-DART: I think what happens when we don't get together,
our togetherness happens in inetitutione. It seems to me that
you can't carry on a diescuesion like this without talking about
migeume. We don't get together ourselves, so we get together in

toe museums which persecute the artiste.

JFERBER: The public has been mentioned, and it seems to me even
in a sophisticated group like this we should attempt to identify
our relationehip to the public in severesl ways. One, in a
personal wey, and one, in & way which relates to our work, By

the second I perhepe mean the public really is esking all the

time, "What does this work meen?" I think it might be helpful

to adopt en attitude toward the public in the sense of an answer

® that guestion., We needn't answer thet gueetion. I am not pro-—

poeing that. What I eam esking is that we should adopt an attitude
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of either discarding the question or trying to answer it. The
other thing I want to suggeet is that we might want to talk

ebout the poseibility of discussing whether any of us feel thet
there is any difference in what is happening in America and what
has happened heretofore, and whet ig heppening in Europe. I
make this proposal., In epite of what was Jjust said about not
talking sbout continents. I feel there ie some difference which
is not & geogrephic thing. There is gome difference which is not
8 question of climate but of point of view. It is & guestion of

origin of esncestry.

BREINHARDT: I think we should pick out a perticular topic.

MOTHERWELL: I think the topice emerge. I'want to pick up what
Hedde said about titles.

GOTTLIER: I want to say that I think &ss far es labels are con-
cerned, it seems to me that everyone in this room has consistently
veen labeled an "abstract painter". That is & common term ap-
plied to 211 of us. I don't see that there ie any question about
that. It seems to wme that any attempte to make distinctions
between the varioue kinds of zbstrect paintings haven't gotten

us anywhere, We must sccept that title. If anybody sske what
work you do, merely out of having thie term applied you say, "I
&m en ebstract painter," even though you don't mean it literally,
I think the point which mey make the exietence of an issue today
is the fact that in the lest few years what ie celled abstract
painting in that senee has spread all over the country, and I am

informed thet it hes been stated by people who get around a bit.
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But the majority of students around the country are painting
in what is called the ebetrect manner. The point I want to
méke is that it eeems to me what is heappening is that there is
a8 school of abstract painting developing which seems to me
8imilar to the school of impressionism which arose in this
country around the beginning of the century. It was officially
adopted by the National Academy of Design. For meny years
what wae called academic peinting was really impressionism.

It seems to me that we are approaching an academy version of
abstract peinting. I think that has some bearing on our
getting together here, in that I think despife eny individusl
dif ferences, there is a basis for getting together on mutual
repect end the feeling that painters here are academic, and

we should make some such distinction and attach the idea of
abstract painting and separate ourselves from the academic
version. I bring this up merely as a suggestion in that there

may be an issue here which is real.
HOFMANN : What is sbstrect art in the good sense?

GOTTLIEB: Since the term abetract is implied so loosely,
we may not agree with the way it ie used. We must discredit

the term and have some other epithet applied to us.

HOFMANN : What ie absetrect art, and which abstract art is

qualified and which is not gualified?

REINHARDT : Abstract doeen't apply only to this group. The
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term abstract applies to practically every other school, 80
that that doee not make for eny kind of unity here because this
group has all been called asbstract, and schools that are com-
petely opposed to our way of painting are called abstract. It

is important to find out exasctly what you are doing if you know.
HOFMANN: I think we are all modern.

REINHARDT: I think the idea ie to find that what you are do-

ing is to know.

GRIPPE: I asgree with Mr. Hofmann. I think thet we presume no
danger if we call ourselves modern artiete inestead of abstract,
but for the sake of discuseion would it be wise to clarify what
is meant by abstrect? I prefer modern artist. It would get us
out of & lot of difficulties. If we say abstract that seems to
imply, let's say, that it hee an element of obscurity about it.
It means something intangible - at least that is how I feel about
it., Of course, if it ien't recognizeble or explainable to the

* public, no matter how it looks to them, it is called abstract.

MOTHERWELL: Let me say one thing: the wogd "sbstract" has &

A
technical meaning. It meane "to teke fewa". As & method it

means selecting one element from & myriad of elements for the
purpose of emphasis. Whitehead seys, "The higher the degree of
sabetraction, the lower the degree of complexity." I am not talk-

ing sbout ert, but the nature of ebetracting. In mathemetics we
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abetrect numerical relations from all the relations in reality.
I suppose the word wes first applied to & certain kind of art
meaning very ahighly ebstracted in Whitehead's sense in a low
degree of complexity, The people who first said abstract meant

B0 much waes left out.
GRIPPE: The term is relative., The counterpart is abstraction.

MOTHERWELL: The other side c¢i the coin is that it ien't pos-
sible to meke a work of art that does not do avstracting., What
is reeally meant is that the different relations are abstracted
from one's impreseions of the world. I think that is why the

word "plastic" became used, to define the kind of relations in

that abstract artiste were identified.
GRIPPE: Why is it Picasso is not considered abstract?

MOTHERWELL: Becasuse Picasso represente & higher degree of com-

plexity and & lower degree of sbstraction.

LIPPOLD: In 1776, when we were fighting our war, Bach wrote a
letter to a schoolmate of his thet he was looking for enother
job, and one of the most important sentences was that the people

with whom he was working were complete idiots who understood

nothing about music. I would feel that if we are going to learn

some thing from sach other, my point would be to diemiss our
problems with reletionship to the public and concern ourselves

with the provlems of creativity: BHow esch funetion might be of
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interest to us - how each one begins his piece of work and

how we proceed with it.

NEWMAN: I wee going to try to formulate a question. In Gott-
lieb's raising the question of abstrsction, I don't think we

could just throw it away. It may be formulated into & aques-
C e
tion: Do we here really have & o What makes it a
‘ L4

commedity? -- and that seeme to be the queetion that persists.

POUSETTE-DART: Are we here as artiets, or in some relation-

ship to an institution of any kind? Are we in fear or in any
relationship to any institution? If so, I don't see any Tre-

lationship to it.

MOTHERWELL:  No, certeinly not! Officially thies meeting is
being sponsored by Studio 35, which really means that we are
spongoring it ourselves, and we are & collection of individual

artiets.

POUSETTE-DART: %hy did we want Mr. Barr here? I don't under-

stend that.

LIPPOLD: He would do a better job of moderating.

YOTHERWELL: You may be right, but I should add that Mr, Barr
would be present in his own capacity - as & scholar interested
in modern ert. The question wae in finding & neutrel moderator.

Anyone who moderates - - - =

POUSETTE-DART (interrupte): According to Mr, Barr's statements,

he is incapable of being neutrel,




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY Wittenborn \E27

MOTHERWELL: Theee questions represent prectical problems

which have to be resolved in one way or another.

POUSETTE-DART: It should be something inspirational. We

heve to break ewsy from inequality and ignorance. Museums
persecute us and, therefore, I don't see why we should bring

in Barr.

HARE: I want to say two or three things about what hes been
going on. Firet of all, in dealing with the guestion of Barr,

it would have been good if he were here. He hees had more ex
perience in dealing with people, and aside from the practical
point, it might do him some good to hear views that he doeen't
hear. I don't see why we shouldn't feel lonely. An artist is
slways lonely. That is why he is an artist. An artist ies a

man who does not get along in society. You canbe beyond it

or ahesd, but in any case you don't get along with it. The pub-
lic labels you. I think our problem seems to be fundamentally
psychological., We feel badly beceuse we are not accepted by the
public. We can't be accepted by the public. As soon as we are
accepted, we no longer ere - % - . We go around thinking

to ourselves, "Thie won't do. If we can only explain to the

public, they will agree with us." They mey agree in the course

of years. They won't sgree now. And I think this group ac-
tivity, this gathering together, is really a symptom of fesr.
And poesibly you could even connect tnat with the question of

democracy in the eense thet in thie country there is a feeling
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thet unlese you have a large public you are & failure, and

that is contradictory in relation to modern composSers, ertists,
writerse, etc. The public is always concerned with those people.
It will always be opposed to those people. We should get the
public interested, but I don't think it is necessary to worry
atout whether the public understands, end I don't think it is
necessary to try to explain to them under the assumption that
once you explain to them they agree. They ehouldn't agree -

they are opposed to the status quo.

ROSENBORG: I agree with what Mr., Hare says. The individual
problem isn't & thing of the moment. The relationship of the
artiet to the museum and public is nothing. This is the first
time since the old days that I can recall that a group of
artigte such ae we have gotten together. Each one of us here,
including myself, has a particular problem, interest or peeve,
or something of thet nature, and what interests me is that

something as I develop e&s & peinter grows end forms is not at

the [r esent time verbalized. 1 would like, as the letter said,

to transcribe this in some written form to our art to the vast
sudience which lies in the hinterlends. I would like to find
out what is wthering the other artiste. We accept each other.
I want to find out what is bothering us and what we ocgn do

about it.

REINHARDT: There sre so meny thinge that Hare brought up that
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I don't agree with. I think you should follow some kind of pro-

cedure and isolate the ideas and find out each artist's opinion

about it. Barney's guestion is something everybody is fas-
&"W\'\w?‘;'.f\

cinated by. Why can't we find out whet the oemmeddty is and

what the differences are, and what each artist thinks of them?

MOTHEREWELL: Ae I understand Reinhsrdt's gquestion: The reason

we are together is that this represents some kind of materiszl

camnodity, and if that is true, what exactly conetitutes the

Coradnrairety

basig of the cemmodTty?

STERNE: We should establish 2 common vocebulary. Abstract
should mean all abstract, and modern should mesn azll modern -
which we don't. We don't mean the same things with the same

words.

HOFMANN: Why should it? Everyone should be as different as
possible, and not give up our individuality, otherwise we
wouldn't be artists. There is pnothing that is common to all
of us except our creative urge. Everyone feels he should ex-
press himself without consideration of schools or movements -
gbetract movement, surrealist movement, which meens to me
nothing. It just means one thing to me: To discover myself
as well se I can. Wnet we are speaking about seems to me we
are speaking not from thought. It has no sense. But everyone
of us has the urge to be creative in the sense of our time —-
to which we belong may work out to & common thing. To formulate

this would not be so simple.
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REINHARDT: If the problem is to discover ourselves, the museum
hes no place in it. Let'es make that & topic then - ought you
consider this creetive sctivity? In whet way does the museum
have a relationship to thise? If there are painters busey
destroying their work, that is & completely different activity.
If it is yours, then obviously & museum hes nothing to do with

it. There are a great deal of differences which I think we

should find out about here. If we are doing the same thing,

or have the same problems or the same fears - what are they?

POUSETTE-DART: The museum can bless any artist and meke him
succeseful in any moment. The muse L*can, et any moment,
bless eny one of us. The disas¥g3 can cause disparity among
us. 2

REINHARDT: Does that have anything to do with our discover-

ing ourselves?

HARE: I cen't see how the museums have anything to do with
the ertist. In general, the museums don't have very much

taste.

POUSETTE-DAKT: The people turn to the museums,

LIPPOLD: What we are leading up to is why each person paints
or sculpte. Why eech person thinke he should paint.. Do we do
it to be & succese, to make money, underetand ourselves, or

what is the purpose of it? To describe our own cre&tive
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néture? Why do we use titlee? Where do we pick such titles?

Where do we begin? What do we have in common in this movement?

HARE: I think thet is right. I suggest that we pick three

or four questions and ask the same questions of everyone around
the table, as a lot of people don't express their points of

view we have the same ones talking all the time. Why not pick
three or four guestione and aek each person to give his thoughts

am ut it?

FERBER: It seems to me that most of the questions revolve
around meening. The public, museums and the artists, them-—
selves, are revolving sround the gquestion of meeaning. That
is, 1t needn't be meaning in any simple sense; but when

Mr. Lippold askse for a description of the wey in which and
the why-for in connection with a piece of sculpture or paiunt-

ing, he ie asking ebout the meaning, I think.
LIPPOLD: That isn't what I said,

FERBER: Well, then, I misunderstood you. But it seems to me
if we attempt to talk about wnat in general the work of the
group has in common, I think it hae been mentioned thet it is
modern, advenced or not academic, we can rule out the whole
problem of the museum, becguse we will then be telling the pub-
lic in our own way what we meen and the museun is no longer a
problem. So far as the community of artiste goes, 1t seeme to

me the queetion would revolve around the question of difference -
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between us and other artists. In that way we have & feeling of

community,

MOTHERWELL: I propose then that we go sround the table = and [
{
8ince there are so many of us, to enswer even one question weuTd b‘{W

be a bother, so the questione should be relatively direct and

A/
simple. To takélthe artiste' relations - each person will talk

for hours and we won't get anywhere. Bgyeral things have been
W

suggested that are really concrete and might even be an ad-
.8

ventage - either a substantisl one or a trivial one.

LIPPOLD: To continue with the suggestion I made before: I
would like to suggest that the principal guestion of method
might be broken down into this: first-- is it possible to

sa&y why we begin to creatsa work? Is it possible to say, if
s0, what 1s it? Becond-- how do we begin the work; from an
ldea, &n emotional point of view based on experience or form?
Where does the suggestion come from? Third-- when is the work
finished? How do we know that? Those are the problems that
interest me very much as &an artist. I can't see that my re-
lationship to the museum or to the public is ®ncerned with

whet I am meking. I am interested in how other people work,

MOTHERWELL: Are people generally interested in these queg-—

tions?
LIPPOLD: I think the first and the last are important.
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MOTHERWELL: I would propose that we start with the last ques-
¢ ']

s Ly

tion. One might srrive more quickly. "How do you know that

A N v !

8 work is finished?" The Tirst one is indirect and vague.

HOFMANN: A very great Chinese painter once said the most dif-
ficult thing in & work of art is to know the moment when to
stop.

MOTHEEWELL: If we are in agreement with that, I would suggest
thet Mr. Lippold be the goat and begin, and then go sround the
table. If sometody doee not went to say something - if he
doesn't feel articulebeat that moment, he should say he passes
and we go on to the next person. The guestion then is, "HOW

DO YOU KNOW WHEN & WORK IS FINISHED?Y

LIPPOLD: I don't know if I can separate that without thinking
about the first two questions. I would say the work seeums
finished to me when it concludes successfully the prophecy of
its beginning &nd the problems involved in the working out of
it. It mey be that my work, by nature, almost determines ite
owh conclusion, because it is not poesible to do very much in
making the chenges once the thing is quite far along. The
early suggestions of form take place for many at the stage of
sketching or small model making - if you have to make a model -
end when that phase seems to have come 8t sn end and when I
begin to work on tne piece itself or e larger piece, that much
geems to be & more or less technical resclution. I would like

to say a little avout the veginning of my method. I have never
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begun & piece from the point of view of pure form. I have
never made & plece without ite springing from the memory of
some experience - an emotional experience generally. I al=
most, from the beginuning, nhave & title which labels that ex
perience, because I want it to aet as a discipline in elimi-
nating any extreneous ideas which might come into the picture.
As we 2ll know, the first line or brush stroke cen lead to
millions of possibilitiee, and for me to keep it clear is to
keep & title in mind. They are of value to me at the beginning.
When the experience has made itself so persistent in my un-
conscious or conscious - or both - I feel that I want to meke
gomething which reflects that experience, and I find my eyes

constently observing all things. At the same time that ex

perience ie in a memory, end it may be that it forms at the

moment & line on someone's face or & crack on the floor or
experience at & newesreel theatre might find iteelf. Then the
problem of how to work out an experience which I have head
presente itself, and I may begin with that idee, and I have to
adapt it to my medium. I have to meke it clear enough for
othere to see in that relationship. All of this takee place
in the sketch stage - in the sketches I make of drawings. The
drewinge bDecome more conclusive as I work. Generelly when

I work on & piece 1 make very few changee. The last piece I
mede the procedure wae difierent bDeceuse towerds the end tegh-
nicel end expressive problems required my altering the piece
several times. I re-did it three or four times. I felf the

piece was finished when I felt it satisfied my original intent.
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I cen't talk ebout conclusione without talking about intent.

What I would be interested to know would be whether most of

us have some pet procedure; some favorite method of work. On

rare occesions I have seen & form which suggested some kind of
relationship which called back a memory OT experience. It is
alwaye an inter-play vetween the two, I find. It is never one
thing or another. I would want to know if each person has &

general procedure which ne follows.

BROOKS: I think quite often I don't know when it is finighed
because I cerry them a little too fer. There is some peculiar
balance which it ie necessary to preserve all through & paint-
ing that keeps it fluid end moving. It cen't be brought to &
gtop. I think you have to absndon it se it ie etill alive and
moving, and so I can't coneider & painting finished. I cen't
think of working with any cleer intention on a peiting because
they often develop as I go through & painting. They quite
often change in the middle of a painting. But tne end is & very
difficult toing, snd something that is determined not by the
form that is finished, but by the fact that I heve worked on it

and it satisfies & need of some kind.

KEES: It ie ususlly finished when it defies me to do anything
more with it. I stert with drewings and find that the drawings
gre incapable of being turned into & painting, and I start to

paint.

BAZIOTES : I consider my painting finiehed when my eve goes %0

& particuler spot on the canvas, But if I put the picture away
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sbout thirty feet on the wall asnd the movements keep re-
turning to me and the eye seems to be responding to some-

thing living, then it is finished.

GOTTLIEB: I usually ask my wife! I think a more inter-
esting question would be, "Why does anyone start a paint-

ing instead of finishing it?"

FERBER: Adolph really jumped my gun! I would eay that I
don't think any piece of sculpture I make ie really finished .
Nor do I think it poseible to call a piece a realization of
any particulsr idea evolving from an emotion or event, There
ig 2 stream out of which these thinge pop like weves and

fall back, to some extent. Therefore, they eren't really
complete in themselves. 1 think the day of the masterpiece
is over. Wnen we look at our own work in ten or fifteen ex-
emples we really underetand what we are doing and what our
friends sre doing when we look 2t & group of their things.
The sense of finishing & perticular work is sreally & mean-

ingleee question.

LIPPOLD: I would like to &sk you if that happens in an

individuel piece - if that answers the gquestion. It is the
thing which existe in ite own particular shape. The ques-

tion is - how does that come 8bout?

FERBER: For & sculptor to insist that e piece of sculpture
riges out of his consciousnees is almost ridiculous because

gculpture is so three-dimensionel eand hard put. I don't
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think there is eny difference between one piece send another

in the development and fulfillment of the particular idea.

LASSOW: I would consider e work finieched when I feel all the
particulers psrticipate in the scene &nd no part ig lese strong

than the other.

TOMLIN: I think when Gottlieb comes in and says, "Don't touch

it'® it's finished,

ERNST: My work consists of two sepsrete stages of develop-
rent, so that asctually I consider a painting almost finiehed
when*I am half finished with it and when I have reached what
seems to be the greatest measure of surprise. The rest of the
action is disciplinary on my pert. I exercise self-control
and diecipline myself. When I see that I am beginning to
destroy the surprise - the basic element of that surprise -

then it is time for me to stop, or just about.

POUSETTE-DART: For me it is finished when it is inevi table

within iteelf, and yet when 1 can't figure it out, but I
don't think I can explain anything about my painting just as
I can't explain eanything sbout & flower or & child. When is

snything beautiful finished? I cen't discuss things about my

paintings. The true thing I &m efter goes on and on end I

never cen completely gresp it, Bo I really can't answer the

question.

LIPTON: To enswer that question off the bat is difficult.
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I think that people require time and intimacy &nd eloneness
to think it out. 1 think at e time like thie it is difficult.

Of fhand, I work from 8 lot of drawings. I ueed to work from

¢lear
pm\in% models. The sculpture is finished when I declde on

the selection of the drawing end the feeling of the drawing
is arrived &t in & very complex end subtle feeling of rela-
tion between the form, experience, ideas - everything in &
very complex unity. It is a kind of energy I feel % be made.
Actuelly, the working out of the thing becomes a further
circulerizing of material and epace; and to inteneify tge
feeling that ie being projected. When the thing hes been
worked on it more or less works out on its own. There are
certain feelings of balance of spage and form to create a
fourth dimensional feeling we didn't get in the drawing. In

rough langusage that'e sabout the size of it.

BIALA: I never know when it is finished. I only know there

comes & time when 1 have to stop.

NEWMAN: I think the idea of a finished picture is a fiction.

I think e men epends his whole life-time painting one picture
or working on one piece of sculpture. I think in anewer to
the question of when or why does one stop & specific plece, I
would say I think I have some general intention or desire; a
desire which, as I work, becom & an intention, and the cques-
tion of stopping is really & decislon of morsl consideratioms,.

To what extent sre you intoxicated by the actual &act so that
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you are beguiled by it? To what extent are you charmed

by its inner life? And to wheat extent do you then really
saporoach the intention or desire that is really outside of
itself? It is a difficult thing to decide, but I think the
decision ie alwsys made when the piece hes something in it
thet you wented. You seenm to feel that you have found it

and then try sgain.

HARE: I wes going to sey very much 8bout the same thing.
It seems to me there sre two problems: Waen you stop, and
when it is finished. If you want to put it in more mac-
tical terms — I would say as I work on a piece of sculpture,
I edd to it es long ss I feel it adde to that persomality.
That wouldn't mesn the work was finieshed, since & work of
art doee not live by itself, I don't think; it only lives

when it is aégﬁed gt. It's exietence takes form when it is

looked) i

ROSENBORG: The problem to me hes always beem two-fold: When
it stops, why does it stop? lost of my work has alwaye been
objective end emotional., Today 1 have written out that gual-
ity and retained the best perte of it. I have a trinity
esteplished: emotionel, objective and intellectual. I am
interested in nature. If I am in the city, I will start some-
thing when I know I can stop 1it. If I am in the fields or by
the water, I will let nature dictete when it is started or

finished. It is finished so that when it is left off thers
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else to eliminate. I meke constructions that are usually
verticel, but when I start them they are all full of colors
and are compliceted in form. Every one of them goee and the

white
color becomes uniform end finelly they become completely fipe

and simple. When there is nothing else to take away, it is
finished. I am disgusted by simplicity. I work for a larger
form and look for snother work which goes through the same

process of elimination.

GRIPPE: I think I can egree with some of the people at the
beck of the teble. A& work of art is never really finished.
It is a feeling of trying to exprees the labyrinth in one's
mind - their feelings or emotione, end to fulfill one's
personality. Eech work is trying to complete the expreession
of thet personality. Whether it becw mes more profound, I
don't know; but I think a person is much more aware of him-
gelf in relation to the rest of the workd. Esasch work tries
to complete his personality. I have seen things I did
recently and some fifteen years ago and I begen to do them
over end form new possibilities eand new ways of completing

them., When the works are finished I generslly wait until

they ere on exhibition and published and then I cen see them

in & new light outeide of my environment., Being of a very
complex nature, of course I like to exprees my personality
in & complex way, so thet I don't 1limit myself, I feel sine
it is very important to eXpress myself it must be done these
various waye, and I might say in finishing that practically

gll I do thet comes out of & real experience that I have had

~38-
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is like that. I very seldom do improvisations and most of
my things come directly out of experience. I think a work
of art never really is finished. Out of a men's experience
ne changes, adds to what he has done previously, looke at
things he has done before = so that I never really know.

1 only hope thet & work is finished. That is all I cen say.
I always find it isn't when I show it, but I can always add

to it.

REINSARDT: It nas slweye been quite 2 prcblem sbout finish-
ing paintinge. I feel very conscious ¢f 2ll the ways of
finishing the painting. I alsc know there is & reason pretty
much for the value placed on unfinished work, The problemis
en important one and the disturbencee arise when you have to
treat the work 2e a finieghed and oo mplete object, o that the
only time I think I finish e peinting is when there is a dead-

line. When there is a2 reason for it to be shown 28 an isolafed

object on exhibition there is a continuel queetioning of thet,

end the feeling of it being wrong ebout showing a thing a8 a
kind of unfinished thing - if you are going to presgent it as

an unfinished object, how do you finish 117 It is a continual

question.

LEWIS: Frankly, I don't like to verbalize how you would con-
gider & visual thing finished. 1 have etopped I think when I
: ' : mystery . i

nave arrived ate quelity of yeepepy= I know it dveen't

describe it, but it is the beet wurd I can use 8t the moment,




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY Wittenborn 1.C.27

BOFUANK : To me & work ie finiehed when all parts involved

communicete by themselves so that they don't need me.

MOTHERWELL: I find the problem of finishing very complicated
in one areas, snd thet is the &res thet in one senee we work,
or I work, s though there is no precedent for the picture
that's in the procese of being mede, and certainly for me one
of the greet difficulvies is knowing whether I would regaerd
the picture as being finished or not. I don't know how the
picture is finished eubjectively &m there is no subjective
criterie involved. It ies difficult to say what approasch in
the adventure represents the true teramination of it. 1 think
this problem hee been reised throughout in that a number of
people tend to regerd it as @ cruss-section, so $o speak, of
& ‘general procecs going on, end the criterie for the ‘picture
being finished ie when it represente that prucess. 'There is
anuther notion which seeme to be in the minority here that a
pi¢ture is really an object thet fulfille certain criteris am
16 finighed when the object fulfille thuse criteria. In my
case in the back uf my mind I have criteria though I cen
herdly describe wnat they sre. I slsv knuw that the painting
procese is multiple for ume. Certaln pictures are real adven-—
tures in that I don't know how I begin them. I lose sight of
what I was beginning with. I grope for something thet will re-
orient me and soume of my pictures have been peinted over for
ag meny as ten timee, end I know when I think I have finished
a picture that it ie very apt to be the picture thet reslly

dies. Wnen I really feel cuite olank looking et it some monthe
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leter I am satisfied much more. Some other times Ipaint for
other reasons though one is alwaye concerned with the finished
object, and you feel very vtedly if the object isn't satis-
factory. Nevertheless, certein times I paint for the sheer
Joy of peinting, end eimply take the gquestion of stripes and
make stripes. Many of my feelings &are contraedictory. I dis-
like & picture that feele too sueve or too sgkillfully done,
but on the comtrary I also dielike a picture thet looks too

inept or imbecilic, or blundering - which we 2ll do. And I
-

-An g
notice in looking et the &e=&y exhibition, which ere supposed

to be the ones closest to this group, in finishing & picture

they do assume outside criteria to a much greater degree than

we generelly do. There is a real --I-- in that a picture is

a real object - & besutifully made object. Though we, most

of use, loathe something that is inept, we are certainly groping

for something thet is no so certain.. It is almost as though

the pictures were people, &nd at other times your impressions

were extremely accurate.

HOFMANN: It seems to me &ll the time it is heritage. It would
difference between

seem thet tne/young French peinters as opposed to the young

Americen painters ie this: French pictures heve a culturel

neritage. 'The Americen painter of today approaches things

without heving a besis for it. The French spprosch thingson

the besis of culturel heritege - that one feele in all his work.

It is more in working towerd & refinement and quality than
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working towerd newer experiences and peinting out of this ex-
perience whet mey finally become tradition. The French have
it much easier than the Americen painter. They have it in the

beginning.

MOTHERWELL: TYou heve tne feeling in genersl tne French pic-
tures alweys have a sense of being waede in relation to:the

hmericen heritage.

HOFFUANN : The French picturee have & consciousness toward
cultural refinement. The American paintere are more search-
ing. French ert is not on the decline, but rather the opposite,.
The Frencn nove influenced the Americans, but the Americans are
also influencing the French, and out of this something beauti-

ful can come.

DE KCUKING: I am gled you brought this point sbout. It
geems to me that you are (not?) really imerested in America.
To me the work of ert reslly is an object. Mr. Hofmenn picked
that up and I feel we have © me to & certain point of inter-
eet. I am very much interested in that. It seems to me that
in Europe every time something new needed to be done it was
out of culture. The American never needed to be an icono-
clagt. Everything ie very serious here. The only difference

I see really is - if there is any difference at all between

us - the same as Mr. Hofmann said. It is almost & striving

to come to the same point they did without thie idea of beinz
iconoclasts, and recognize yourself as being en elegent ob-

ject maker.
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LIFPOLD: Perhaps we could put thet in the form of & ques-
tion - it is the crux of everything we have said so far,
There are
There is & difference nere. /Those who feel that the things
waich they make are simply moments of continuity and, there-
fore, in theuselvee not mesterpieces - are not objects for
their own sakes but moments in continuity. Is there &an ir-
reconcilebility in meking sn object of itself which, &t the
game time, reflects continuity??7? This so far seems to be
incompetible. There were three-fourthe of the people here
who said & piece rises out of continuity and that ultimately

rises agein. I would like to know wiether 1t is possible to

meke &n object which in itself is a beautiful resolution.

STERNE : It means you decided to know exactly what is beauti-
ful. Beauty can't be pursued directly. You can pursue under-
stending. If you think you make & finished object you are
concerned with how beautiful it will look. You have to ex

press yourself end understand and then you might reach beauty.

GOTTLIEB: I went to elsurate on Hedde's and deKooning'se

remarks. 1t seems to me that there is & general assumption
that European - gpecificelly French - painters have & heri-
tage which enables them to lave the benefite of a tradition
which they follow, &nd tnerefore they can produce & certain
type of peinting. It seems to me that in the last fifty
years the whole meaning of peinting hes been mede interna-
tional. But the point I want to make is that I think Amer-

jcens shere taat heritage juet es much, and that if they
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deviate from the tradition it ie just ss difficult for 2n
American to do. it as for & Frenchmen. . I think it is 8 mis-
take to essume thet we are innocente who, just because we
have no background of culture, are doing something which is
new or unique, and, therefore, we are sort of innocents who
stumble on something which ie new. I think what Motherwell
described in the process of confronting hie own painting is
the whole problem of knowing what the tredition is end being
willing to reject it in part. The tradition is something

which ie handed down to us.

DE EKOONING: I sgree with Gotilieb that it is part of the
whole world now. It is an international thing, but it also
seems ithe point wee brought up thset tie French artists have
some touch in meking en object that Motherwell brought up.

I egree with him about that. When I see others' paintings
they don't look so much different. They have & particular
thing that makes them look like & finished peinting. They
have & touch which I am gled not to have, Actually, I don't

see any difference otherwise between French and American art.

BAZIOTES: We sre telking ebout young painterse. We are
getting mixed up with the French tradition. We were talking

about the necessity to finish & thing and then say American

paintere finieh & thing that looks unfinighed and the French ,

they finish it. If you look &t Picaseo, it has less of an

unfinished look to it then othere. I hsve peen Matissee that




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY Wittenborn LG0T

were more unfinished end yet more finished than eny American
peinter. Meatisee wae obviously in 8 terrific emotion at the

time, snd it wee more unfinished then finished.

DE KOONING: I don't mean it thet wey. I think thie idea of
picking up a finished painting . . . (trails off). I don't

mean thet because I heve no idea really what kind of exper-

L
ience Mondrian has in meking a painting., It ie just as pos-

gible it is 28 unfinished - you know what I mean. I am &
little bit surprised that you talk in terms of the actual
formel ways of meking & painting. There is an almost fluent
expression of peinting. I never thought about it in terms
of ite being finished or not. This terminology I am almost

surprised sbout.

* (note: He epeaks of Mondrien while Beziotee spesks of
Matisse. Shouldn't they he the same?)
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SATURDAY'S DIBCUSSICN

April 22, 1950

Artists Present:

Baziotes Grippe Motherwell
Biala Hare Newman
Bourgeois Hofmann Pousette-Dart
Brooks Kees Reinhardt
deKooning Lassow Rosenbvorg
Ernst Lewis Smith

Ferber Lippold Sterne
Gottlieb Lipton Tomlin

Moderators:

Alfred Barr
Richard Lippold
Robert Motherwell
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MOTHERWELL: Many people felt the question of the title
really interested people Be & concrete lever by whieh to
get hold of more general things., If there were any crit-
icisms of the session yesterday it was inevitable - the
breeking of the ice, etc. Perhaps the conversation at
moments tended to be so general that any one who is not

an artiet could have been making those remarks. It so
happens that I have been concerned for several months with
a suggestion brougnt up end I want to telk &bout it, since
other people also suggested they were generslly interested
in the question. I would like to hear other people speak,
too, and perheps Hedde herself would phrase the question

in relation to her own work. Mr. Barr ealso hes a number of
questions which he discussed with Mr. Lippold and me, and
we would like to go into those as well as any other gues-
tions brought up by anybody. So, Hedde, would you ask again

your guestion?

STERNE: I find every time & painter has the protlen of the

title, becauee the title seeme to classify him by the way he
picks it up. If you meke a long poetic title, you are imme-
diately clasgsified in one way or another. If you put a
number, you are claessified &s non-objective. Whatever you

do, it would seem & stetement of attitude. You can't see
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epples or breed in the basket the way they see things they
do, becauee that means agein & etatement of attitude. Bo
if you refrain, or if you don't, somehow or other you

& mipunderetanding - that is 2ll., I am just puzzled,

have ‘nothing to say about it.

MOTHERWELL: Since time is pressing, so to espeek, and

the question has been raised, we can go into it.

REINHARDT: I think the title does heve some meaning, other-
wise there is nothing to it. I think a great deal of gues-
tion about it is excused generally simply as & matter of
identification for each particular picture. But a number
does that just ss well. If a title does not mean anything,

why label the picture or put a title on it?

BROOKS: Well I disagree. To me a title is nothing but
identification., I heve & very hard time to find a title and
it is always inadequate. I think when titles are very sug-
gestive, they ere kind of & fraud, because I believe they
throw the spectator away from the picture rather than into
it, 1 think we ere concerned etout some kind of painting,

but numbers are inadequate.

S8TERNE: I wented eome help. I have always been doing it
wrong because I did find they were &lwaye creating a misun-

derstanding egein and sgein. The artiste make some sort of
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compromise because there is & necessity for a title, There
is & choice out of meny wrongs. They are really not satis-

fied, It is treditional,.

GOTTLIEB: I think the point Mies Sterne raised is very

true, and I also think it is inevitable. That is, whenever
en artist puts & title on a peinting, some interpretetion
8bout his attitude will be made from the nature of the
title, It seems obvious that titles are necessary when
everybody uses them - whether verbal or numbers; because
for purposes of exhibition, identification end the benefit
of the critics there must be some wey of referring to s
picture, and it seems to me that the artiet, in making up
titles for his picture, muet decide what his attitude is

and he feels that & number expresses a point of view. You
generelly find that artiste will use numbers; and, on the
other hand, if there is some sort of an idea that it be
verbvalized, I think ertiete prefer to have & verbal title
wnen it is poseible. But I don't see why Mise Sterne should
feel that is sometning that is disagreeable. I think eesch of

ue hee to solve it personally.

LIPPOLD: The problem is inscolvable because of the character
of art itself. There ere essentially two aspects: one, the
object and two, the fountezinhemd. If the artist leans toward

the experience of the fountainhead, nhe leans toward - —'— — i
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end it largely depends upon the ability and the choice of the
artiets . In & sense the selection is erbi trary and the

Problem is insolvable in & sense.

BARR: Most people eeem to think that titles ere & kind of
necessity. Does anyone tnink that titles have real useful-

ness in supplementing the object?

ROSENBORG: On the question of titles: it bothered me for

e long time end I don't really understand the specific
queetion. The title is elweys arbitrary because I think we
deal with unseen audiences and the reason for a title is
becsuse any Tom, Dick and Herry heas to have some link, and,
therefore, it is neceseary to identify a picture by & title.
Once I hed & show where 1 hed numbers from one to twenty,
end when it came to & gquestion of reviewing, the critice -
being the people who convey to the unseen audience a reaction
to the individual work of ert - found that number six was
better than four, etc. If you have a number on a picture,
it would appear that you becw me identified as non-objective.
Therefore, there ere two reasons why 1 put & title on a

picture: First,is to give & conveyance of an idea which I

am trying to exprese to en onlooker, (end I elweys hope that

the onlooker will make up hie own title!) end second, I
found by experience that putting & number on & picture would
identify me with eurreelists - and I don't happen to be one.

However, the point ie that titles are necessary,
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GRIPPE: May I snswer the question in two or three different
weys? I would say that, firet of all, the title is a very,
Very necessary key to the kind of expression - the kind of
symboliem - of the idee that is behind the work; and I think
it is very, very important thet you can't feel ae &n artist
that you cen't kid anyone - leest of all ourselves. The pub-
lic hes to know. I think we are all working in a subjective
epproach. Because we feel the existing kind of psychology

in the world todey we have to go on to & more subjective ap-

prosch. Therefore, I think it becomes difficult to title

works. I think it is very important there are keys. I %hink
another factor is fear - I think Mise Bterne indicates fear.
We feel in some wey someone is going to criticize, and thet
is whet we seid yesterday - this need to come togetner to
build up this unity between us so that this dilemma would be
worked out. I think we must get away from this fear of
titling works. If we feel we went to title them with numbe rs
or without numbers, thet is not the question. We ought just

to be honest with oureelves &s well as others.

POUSETTE-DART: I think if we could agree on numbers it

would ve & tremendous thing. I think thet in mueic they don't
have tuis dilemma. It seems to me far superior, and it woula
force people to juet look &t the object and to try to find

his own experience, and I think thet titling ie a part of the
nengover of the Greek prejudice, or whetever you want to call

it.
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ERNST: First of all, I would object to doing any such thing
a8 that - such ae numbering & picture. I have a personal
reason for that. At the risk of sounding somewhat romantic,
I don't particularly care what people classgify me as, 'or
whether people understand the title or not. 8o far as the
painting, itself, is concerned, it is all mind and I have a
certain affinity to it. I feel that I have worked on it

long enough and somehow it suggests something to me, or some-

thing may pop into my head - so I give it that title. As a

matter of fact, I am firmly convinced that that kind of re-
action - a painting <ec & painter, and vice verss - has some
affinity. I mean there is some significance. I don't go
around looking for a simple painting, but there is an sluost
automatic reaction on my part. I am really not worried ewmut

this problem &t all. I find numbers very impersonsal,

SMITH: I think titles are & positive means of identification
I think it would be the same as a man who makes a work of art.
I ‘never objected to any work of art because of its title. The
only people who have ob jected were critics because they did
not like the work and were free to say that. But the titles
have never thrown me off on good art or anytining, wheress no
matter what it is or now it was done it wae an interpretation

of the man who mede the work.

REINHARDT: The question of abendoning titles srose, I am sure,

because of eethetic reasons. Even the titles like "gtill life
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and "leandscepe" do not give you anything atout the picture.
If you do heve & reference or essociation of some kind, 1
think the ertist is apt to put a title in there somewhere .
1 think this is way titles are not used by a great many
peinters - because they don't have snything to do with the

peinting itself.

HOFMANN: I think that it depends upon the type of work if
the title is justified or not. Quite simply there are
works which would permit to choose on the basis of the in-
herent quality of the work. There are two possibilifies

all the time - to give a title or to give a number.

BARR: There are some painters that attach a great deal of

importance to titles.

ROSENBORG: Perhaps I might repeat myself, but I alwaye com
gsider when & picture is finished, 25% of the picture to the
artist is clerified. If art is from a subjective painter,
it would follow that he would subjectively title the picture.
Therefore, &s the word weas used yesterday in connection

with international peinters, objective painting must have

an object., Therefore, ert being visual es far as painting

is concerned, we would have to deel with an unseen audience

like a composer,

MOTHERWELL: I think Hedde is asking & real guestion. What
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ghe ie really saying ie thet she finds the problem & real
one in tae sense thet she finds the titles everyone is ue-
ing to be inadequate in relation to what the content of

the picture actually is, and that is why it bothers her; Lprvav
to merely numbter them or, conversely, to give a title which
hes to convey the content of the picture. In that sense,

I think ehe is deasling with & real problem, which is what
we are talking sbout, end that is - what is the content of
our work? Whst arxe we really doing? Along with everyone
else I have formed a hypothetical solution for myself which
I have not yet accepted, but which I would really like to
explain in very concrete terms - how it came to me, the
elemente involved, etc. I would say the original premise
ig thet I can't name whet the real contentdgf the picture
ig - that wes my first line of reasoning. -*;:‘of us, to

my taste, have the gift for really naming. I don't mean

by that the subjecte ara\rignt --- but the titles are wisad hda-

in perfect accord with the contente of that peinting. But

I find I don't have that gift, and naming the picture it-
gelf is impoesible for me. Why should I neme them at all?
Why shouldn't I call them WA ARN . NOR. WDRC SRS Ein

There are practicel thinge involved - particularly the thinge
that have been raieed from time to time, such a8 the question
of identificetion, #nd I cen give you three examples. One

picture thet I hed mede wes shown &t the Whitney this year,
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end when people cuestioned me stout it, they always called it
the "Whitney picture". It has no title, and the fact that it
was exhibited &t the Whitney is the least interesting thing
about it. I also had & picture shown somewhere in the Middle
West at the Chicego Art Institute. They asked what is it
called, end I said "Compoeition". It wes nede about five years
ago and I can't IEHEHDeereC&uSE there were about ten of them
at the time. I eimply don't know what picture is going to be
shown. If somebody is going to say ez;;‘gtcv-ah>ut a picture,
I don't know wnag‘ﬁé is talking about. 8o it is in two situe-
tions. There is & third situation in which -- and last year

wes & rotten time for me in meny respecte —- I made a series

of pictures in Black and White which I think had & somber gqual-

ity. At tha% timj I happened to be reading en English trans-

lation of somé poems and one is "From the Death of a Bull
Fighter" end ohe OF The Tines tomahet Lt ek 5:00 preatt T
the afternoon,“end the seriee of pictures had to do with a-
sense of a dirge or something to do with death; so I called

one of the pictures "5:00 o'clock in the Afternoén“, and the
other dey I wes talking to someone who asked, "Whatever hap-
pened to that cocktail picture of yours?™™ I couldn't think
whet nhe meant. I realized then he must have been telking about
"5:00 o*clock in the Afternoon". 8c I thought to myself -

now I am in & poeition where the pictures are identified in

the first ceee 8 2 Whitney picture by a relation that is ex-
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sentially unimportant; in the second case by # composition-

& picture where I can't recall what it is. If it ie a number,
Such ae sixteen, it is the same thing. I can't remember those
numbers all the time, In the third instance, the case of

"5:00 0'Clock in the Afternoon" where I mede an effort %o in-

directly convey the idea that this picture wes & eu&ogr.dl;a}c

There is too much in the world of possibilities. And, by
chance, somewhere I wes reading something which hes to do with
horee racing - which I am not at all interested in - and I

was looking at the names of horses that nad run in such and
such & race. It really struck me as being extraordinarily
beautiful, and I thought to myself, "Why don't L name the

pictures after race horses?" -- not in the sense thet they

felt
il T

sense that I have the same feeling witnh regerd to my work.

convey the content‘ - whatever it is - but in the
Which ie to sey in one sense I love such and such & picture
vhe way somebody loves a horse - whether it's Sea Biscuit,
ilan O' Wer, Lord Jeffries or Twenty Grand - or whatever it
ie. It has an aseociation with the kind of thing a person
e reelly interested in. I went to Brentano's to look for a
book thet had the nemes of race horses and I discovered that
the only book they hed cost $50, end thought I would name'the
pictures one by one, However, I didn't buy it, snd the onl y
thing I could do wes to tuy a World's Almanac which hae the
names of horses that hsve won. I thought it really is too

much to nsme these efter norses wuo have won the Englieh
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Derby, etc., so for the present I have @abesndoned the whole

notion. Excuse me for epesking so long on this subject, but

1 do think that I am saying one thing that is interesting -

which ie that the problem is reel and by the same token this

conference is real in thet the question ie how to name what

&8s yet hes been un-named, and whether there ie an arbitrary

device; and whether one mekes the decision such ss naming then
after race horses or by numbers it is really not because we

fear abi lity about the pictures, it is because we don't know

exactly how to enter into the realm.

BARR: I would like to get some information on thie. Would

you raise your hands if you neme your pictures and sculptures?

( reiged their hends.)

How many people number their pictures?
( three people raised their hands.)
How many don't title their pictures at all?

( reised their hands. )

HARE: I don't see thiis problem of titling & picture., It
eeems to me if you worry atout titling, it is the same as wor-
rying atout how to meke it. Both ere creative acte, unless

it adde to the work and that kind hesn't been uged Very much.
It is used by surrealieste and by Beauchamp. I do not agree

with Mr. Motherwell thet you name them efter race horses. It
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is fun &s a game, but since it is an objective thing and used
by the public... (here he quoted the bull-fighting session
which Motherwell spoke avout earlier — couldn't get it.) That
I can't understand. I don't think it is very pgood because that
is public property. I think the only thing the title of the
picture cen do is note the content of the work. If you could
you would be & poet and not & painter. I think numbers are un-

gatisfactory, but it is not my problem.

‘BAZJOTES8: I think David is very right about that. I think 2
good title is "The Palace at 4:00 A.M." It is long and still
does not take sway from the sculpture. It ie also the subject.
I admit to sheer laziness gbout the question of titling. The
subject ceame up yesterday in our discussion and that was
whereas certain people etart with a recollection or an exper-
jence and paint thet experience, to some of us the sct of doing
it becomes the experience; so that we are not quite clear why
we are engaged on a particular work. And because we are more

interested in plastic matters than we 8re in 2 metter of words,

one c¢en begin 2 picture and carry it through and stop it and

do nothing sbout the title at all. But wnen I think sl ut what
I would do, I begin studying my pictures and they would have

great meaning; tney become quite rich end clear to me, and then
I go beyond it end I gimply can't go through eighteen canvesses
and think up titlee for them. 80 I let the thing slide. To me

ell pictures are full of associetion. I don't agree with Rein-
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hardt in his reason for not giving such titles to pictures.

I quite agree with Mr. Rosenborg in feeling that we owe
responsil 1ity to attech & hendle, end I can't agree with Hare
because one person finds a cocktail party when one finds death --
it seems to me the public will slso misunderstend the picture.
And if you concern yourself with misunderstanding, one is just

a8 possgible ese the other.

HARE: I did not quite see your position., If you would call
the picture " you wouldn't have gotten into

any trouble.

REINHARDT: I think Hoffmann is right. It depends on the title
of the work. The titles are very important in surresliet work.
The empheeis is upon & painting experience and not on a sexual
experience; if you are not involved in anything elee but since
you are & human being, it ie all right to single out some other
experience, but if you don't want it it is certainly valid not
to call it anything else. The only time I would object to a
title is when it is falee or tricky, or is something extra that
the painting does not have. For example, if you call a gay

picture a dirge 1 think somebody is kidding someone.

STERNE: When I started thie thing I said that I =- = =

ug here for the very re&con that we are neither absiract nor
gurrealiet. As we esre neither, tbet is why I don't think any
reel personal subjective question can be diecussed here, and

the only reason I asked it is tnat I think in genersl I felt
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guilty of & senee to admit to that., I don't think anybody
really hae to say exactly how I feel aw ut paintings., I%
seems too intirate to give it & correct title. If they com=
municate enything, I want to say the painting should do it

alone and not depend upon & title,

AFR: Do you take "D." geriocusly?

STERNE: Yee, certainly I do.

BARR: Do you think it is possible to enrich the peainting by

wordsf®

STERNE: Well it seems to me slightly.articulate.

DE KOONING: I think thet if an artist can always title his

Plctures that meens he is not always very clear. Art does not

have to be s0 clear. It would be very good for an'artist if

he were very - - - s&aout what he wanted to do.

LABSOW: I found that one time I was tempted to use numbers
and it became very boring. Nowsdays, I ususlly teke & com=
bination of words that have no meaning in itself. What I am
interested in is the sound of fthe words in relation to esch
other, and I usually try to meke it in some way £it the work
of art. It is hard to explain how I can do it. For instance,
one piece I called, "Charms of Four" The title, so far as I
cen see, has no meaning. Yet it happened to four phases in

the work. Agein I try to keep it &s non-commitel as poseible




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY Wittenborn 1.C.27

and yet the sound ie very importent. It is almost like a

separate artiet entitling the work.

MOTHERWELL: I merely want to sey: unless somebody feels

he really wants to add, we might go on.

FERBER: What we all have been saying is the simple fact that
the designation of & peinting or & piece of sculpture has become
more important es & problem than it has before. Actually,

gince recognized iconoclasm is no longer present in our work

a8 it hae been in the work of tne past, our attitude is chal-
lenged on that score. In other words, an Assumption or -
Crucifixion needed no title and the subject matter of icon-
oclaem was known to a large sudience - which is no longer true.
Since I feel strongly about this question of attitude, and
gince I think I made the point yesterday that this stream of
creative consciousness (sutomatically?) out of which we work
snd from which the pieces rise as manifestations of this,

I feel that this creative consciousness of the individuel as

en artist can be related to other fields of creative endeavor.
Poetry and literature sre often very rich sources of titles.
Noveligte often do this on the title page where a phrase or
quotetion or snatch from & poem somehow represents & basic idea
in & book. To designate & work merely relates you with your
fellow beingeinsofer as you feel close to them in 8 creative

way. 1 think that numbering pieces is really begging the question
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Beceuse numbering the piece is an edmiseion or a statement or
a menifesto that this is pure painting or sculpture - that it
stands by iteelf without relation to any other discipline.

It seeme to me thet since we are -~ most of us - leadere(?)
and masons (?) in addition to being plastic ertists, that we

shouldn't cut ourselves off from this great rich world.

BARR: I don't know how much longer thie discussion of titling
worke will go on or how velusble this is. There are a good many
interesting implicetions. Do you want to go on elong with

this? I don't know whether I am supposed to do this or not.

1t seems to me there are taree levers of titles: (1) Simply

2 metter of convenience. (2) Questions of titles &s explana-

tions or as & kind of finger point and which did not work

particularly well. (3) Thereim the surrealist title in which

the words are & poeitive part of the work of art, end there is

a question and conflict set up between the words and the pic-
ture. It is the second of those thet I would like to hear some
conversetion about very much. The question of specific emotion
in the work of ert. The general public is very much interested
in that factor of the work, How did the artist feel when he

did the thing? Wae it painful? Was it & matter of love, or
fear, or what not? Very often he gets no guidance at all from
looking at the picture. That's where the factor of titles comes
in. At the same time the title may distort the picture a great

deel. But to return to the process of painting. How important




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY Wittenborn .C.27

is (whoever wents to anewer) the expressed emotion in the
sense tnat you descrive pleasure, grief or fear in making

your work?

POUSETTE-DART: I believe thnat a natural work of &art should

not only be not titled, but I think it should not be signed.
I think it is very importent. I think modern art compels
people to look at an object or work and to try to get people
to get their own experience out of that work. I think that
the great thing abvout modern art is thet it must stand on ite

own s & thing in itself.

NEWMAN: I think it would be very well if we could title pie-
tures by identifying the subject mtter so that the audience
could be helped. I don't think it is really treditionel te
title thinge. I think the question of titles is purely =&
social phenomenon. The story ies more or less the same go
that you identify them. I think the implication has one of

two poesitilities: (1) We are not smart enough to identify

the subject metter, or (2) The languege is eo0 bankrupt that

we can't use it. I think both are wrong. I think the pos-
givility of finding language still exists, and I think we are

gsmert enough and have arrived at & point where in the last

last
least

don't think it is necessary or en importent tradition. There

forty years meking a2 title is the social sct. I

are other arts where thoee things don't exiet. Perhaps we are
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arriving at & new state of pesinting where the thing has tobe
seen for itself. I feel our inauility to make a title is &

- = — = rather than a mensace.

LIPPOLD: I think we are getting away from the question - a
description of the subject of the picture - especislly Mr. Barr's
question in relation to an emotional experience we might have
felt.

BARR: I don't want to have the discuseion kept on & question

of that sort, but I was interested really not in the gquestion

of title, but as to woetner emotions such ss grief or joy or
pleasure or fear - how important that is consciously in the

production of the works of art.

GRIPFE: It seems to me thet the title of & work of art is

gsomething that is an apvendage to the work itself. I think

the title becomes much simpler 1 should sey if the work itself
ie clear to the person. 1 think if you have an idea that ides
i¢ pert of the title, or rather the significance of the work

of art. I don't consciously stand around to think of a title.
I think of the title around tne idea. When I have the idea it
becomes ricuer and more personel when I know the idea so thet

I can add a great deal more &nd the work itself becomes gimpler

because 1 hsve the idea.

BARR: Is the work of art an act of confidence or pleasure?
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BOURGEOIS: I try to anslyze tne reason why sn srtist gets up
and takes a brueh and & knife - why doee he do it? I felt it
wes either beceuse he wae suddenly afraid and wanted to fill a
void. He is afraid of being depreesed and runs awsy from i%.
That was one eslternative. The other one was to record a state
of pleasure or confidence, which is contrary to that feeling
of void or fear. My choice is mede in my case, but I am not

especially interested in talking about my own cese.

BROOKS: It seems to me that it is impossible generally to
clarify toe emotions that go into pesinting. We can't get away
from the grief or joy we put into a painting, and it is & very
complex thing end in some cases & very ambiguous thing. 1
think we are in some cases identifying ourselves through our
painting end thet means everything we are and a greet meny
thinge we would like to be. But I would like to say I don't
agree with Bill in thet an artist should be able to title his
picture if he is clear awut his painting because thet kind

ien't neceesarily the same kind of clarity.

DE KOONING: The other thing atout the picture most of the

time if you are an artist is to make & plecture work whether

you are happy or not, If I want to exprees an emotion of

grief, tnen I am bound by tnet. 4nd I think that now we feel in

this world thinge chenge so rapidly that we feel very - - - .

Could you reise your nands to this question: "How many
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people name their works of art after they are completed?

(13 raised nande to this question.)

How meny people name their worke when they are half-way through?
(6 raised their hands to this.)

How many people have their work named before they start on it?

(1 person responded.)

(notes: Mr. Barr seaid above wes just a rough count of hands.)

LIPPOLD: I seem to be theonly one here, so far as I have been

eble to discover who titles work ze I described yesterdsy, in
describing how I finished the work because of intent. With my
meager knowledge of history of art - although this is unrelated
to my method of operation - it hes seemed to me that the whole
business of title or whet to meke is & phenomenom peculisr to
our times. I see it also as & perticular difficulty where the
artist was simply a crafteman. Therefore, the job was & great
deal eesier, it seems to me, in being ertists in any period but
our own. The idea of what to paint is alreedy pre-determined.
I am talking of such cultures es oriental and the middle eges -
in which & sculptor wee asked to cerve & king or queen. It

waen't his job to complain becasuse he didn't want to make a king

were

are People like that, too. I believe

or ueen., And there
that in our own time the discipline that is enforced upon our
work hee to come from ourselvese. The only besis I know of on
which I can begin is the basip of simple human relationships,

becauge that is the only thing I understend. I don't understand
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whet is happening in the politicsl world. 4And the various
beliefs - religions which exist today - I don't know what is
true or felse. Therefore, I must goback to simple human re=
lationenips, and I believe I must function as a craftsman,
and I find myself deeply in love with the materials which I
have selected. 1 find myself deeply inmt erested in humen re-
lationshipe because they &re the only real experiencee which
I know. Therefore, as I described yesterdasy, I must begin
with a perticular human experience which I feel I wish to,
realize, and when that realization finds some compatible
form, I begin to find a form which relates to that partia lar
thing, and the title for me exiets at the beginning and all
through the piece, and it keeps me clearly on the road, I
believe, to the conclusion of the work. ©Now it may be when
my work hae finished, it doesn't have the clarity I wanted -
in the same sense that the painting of a2 sunset may, to some,
be tragedy or beauty. On the other hand, the only thing I am
interested in resolving ie that intent with which I bvegn
because I feel in our time there is very little else with
which to begin. To grope through a series of 8ccidents is

not the function of the artist. Now we ha&ve to force ourselves.

BAZIOTES: Mr. Lippold's question, as I understand it, is that

he feels that the beginning hes somethingabout it that does not
seem quite logical to artists of the pest. I mean we apperently

begin in & different wey. Ie tnat we we meen Mr. Lippold?

LIPPOLD: Yes,
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BAZIOTES: I think the reason we begin in a different wey is
beceuse we ere very interested in self-expreesion and self-
expression at this particular time has gotten to this particular
point - & point where the artist feels much like a gambler. His
question is not - sm I going to paint a work of art. It ie

like a gambler. He does something on the canvae and takes &

chance on the hope tnat something important will be revealed.

SMITH: I just want to vote ninety odd percent against Mr. Lip-

pold's statement. I am in disagreement with him.

REINHARDT: I would like to ask & gquestion stout the exasct in-
volvement of a work of ert, I understend very much what Ferber
said - that a work of art does not stand by iteelf, and I think
in recent times it haes been evident to some extent. The work
hae been detatched, aloof and abstract, and if there is love or
grief of some kind, well I don't understend the love of eanything
except the love of peinting itself. If there ie & love of land-
scape I think thet is ell right, end if there is an agony, I
don't know exeactly what kind of agony it all is. I sm sure the
personal agony would not enter into the agony of painting. If
this is en isolated phenomenom, I would like to get the people' g
responee Lo that. If this ie & professionsal attitude, I would
like to know that from the artist. I would also like to know,
for example, what kind of profeesional attitude we do t ake -

whether we should or shouldn't belong teo Eguity, for example,

BARR: I would like to ask for two more votes & ut this - un-

less you object to this - I would sey many people don't have a

-2 00—
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chance to epeak at all. I would like a show of hands on this
guestion: 1Is there anyone here who works for himself alone -
that is, purely for his own eatisfaction - for himself as the

gole judge?

DE KOONING: I feel it isn't so much the act of being obliged
convenience

to someone or to society, btut rether one of(conviction. And

so I disagree with Mr. Lippold, end I think we should take the
game poeition as the artist would it seems in the middle ages.
Today we are on our own, and I think this question wasn't fair,
and I think whatever happens every men works for himself, and
he does it on the besis of convincing himself. I force my at-
titude upon this world, and I have this right - particularly
in thie country - end I think it is wonderful, snd if it does
not come over, it is all right, too, if it doesn't work out.

I don't see any reason why we snould go and look into pagt his-

tory and find & place or try to take a similar position, because

there is no end to it.

BIALA: I just want to say this: I think this question can't

be answered, and I was & wrong question to ask. I don't think

& work of art is finished until it hee found its sudience.

MOTHEHWNELL: The cuestion was: Who here would regard a work
of art veing completed if it hes not and will not reach sn

sudience? Don't limit it to hae not.
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LASBOW : Only a yeer or so after I have done it, do I realize

whet I hasve done.

MOTHERWELL: Is the artist his own sudience? Do you really went
to convince others that if the world were plastically this way

we would be living in a vetter world - in & world of more delight?

I think i};:question would have to be eanswered by en explanation

either way. You can't just have a show of hands.

HARE: I think it is & very good question, but I think it is
mach more complicated, snd I don't see how it is poseible to
phrase a question to be answered yes Or no. Naturally you

want to persuade the rest of society that your idee is better
and ie going to be & utopia. .I feel as far as I am concerned
to say you work without an audience can't be answered yes O N0w

I would work whether I had an audience or not.

ROSENBORG: I think roughly it was the need to paint, and you
can't snewer & guestion like that because we are dealing with
intengibles, and we 8ll have different reasone. But from my

own point of view, the reason & work of art is created and we
make & picture is because we all have something %o do, and as
we develop pictures heve their natural conclusion. Now & ut
titling, I did want to say esomething about titles. I had an
experience which was Tecent. I was chosen for a show and I

had two pictures teken by & place in Chicago in December. It

go happened that one wes shown. There wes no title on it
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actually, but the picture was signed. However, I had failed
to title dt. - Well the woman there said we would have to have
& title on it. Bhe said, "Rosenborg, where did this particular
geries come from? Whet is the title of it?" I said I was
8Orry but it wes one of a2 series made in 1394%. It's a nature
piece, I said - that's a beautiful word. To go further, she
said, "You can't call all your pictures 'Nature' ". 80 I

geid, "Let's call it 'Delineation From Nature No. 1'". I sup-
pose I'm lucky in a way. The real question is - why do we
need to have & title? I think painting is & therapeutiec thing.
Titles are only neceseary from a subjective point of view;

tut being & visual art we have to do something about it.

BAFR: Is the therapy for your alone, or for other people who

look at it?

ROSENEORG: ©No, I'm not thet vein. The point is thet anybody
could paint the picture I peint instead of being & truck driver.

I's not an ertist from the esthetic point of view. I'm just

& prectitioner with & manual point of thi?¥%ng.

GRIPPE:; I neerd s discussion last year. I met this person in
Provincetown - some writer who writes for the Asmcgiated Press.
I think some of the people here know him. Now hie ides -

with which I don't egree - nas been thst almost all the modern
artists work from & subjective approacn, and thet they are work

ing for themselvee. They are not working for & public or anm
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audience. In thie day end age many of the erte are working
for themselves; to reaslly express themeelves. I would 1like to

have some conversstion on thet.

L3
1

.

BOBBNBOHG How many people consider themselves craftsmen or

profeseional? How much hass the relationship to the social

world?

BROOKS: I think the reason the guestion ie ambiguous is
beceuse when we peint pictures we assume otnerpeople feel the
wey we do. We do do it for a purpose, but very naturally we

are doing it for both.

BIALA: I would like to amend this: whet I meen is nothing
existe by itself. It only existe in relation to something
elee; when it cen find one other person in the world. But a
person cen feel what you put into it,because it can't exist

by iteelf. It already is &n expreseion in iteelf.

BARK: It is perfectly conceivable, isn't it, that a work of

BEC » & o e 7

POUSETTE-DART : le prayer e creetive esct? I would say thet

it depends upon the rrayer itself, but there is no other person
necesgarily involved. I agree God is everything, but he isn't
& person. A peinter can paint for the satiefaction of hie

soul, but he cen mesn it for everyone.
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DE KOONING: There wae the case of paintinge which were

found in Frence just lately. Were they works of art before
we diecovered them? This is the whole question. Paintings
end such that are in derk rooms where nobody looke &t them -
are they works of art? Or is it for the beholder? The be-

holder can be an artist, too.

MOTHERWELL: What he is really asking: is there anyone

here who is ocontent to paint only for himself?

DE KOONING: I think my question is relevant to that. You
work for yourself in a certein community. You are alresdy
in the world. Waen I am meking a painting, 1 am doing it
without any obligation to the world. I am sure those people

who say yes don't really mean to say yee that way.

S TERNE: I want to first snswer Mr. Lippold, who talked
ebout the Renaissance. We are living in a puzzled and wor-
ried world, and if we are to be compared to anything, it is
to be to people wiho attempt some kind of . Pilaya i) But
certainly not of craft. Any artiet is essentially & crafts-
man, or else he would not have picked up this form of self-
expression. If you picked up thie thing you would do it to
the best of yvour ad lity. You take it for granted. It
ghouldn't even be telked sbout. Why guides you, whet are

you t rying to convey, end what are you trying to get at? That

I would like to know.

NEWMAN: I would like to go back to M¥r. Lippold's question --
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sTe we involved in self-exoression or in the world? It seems
you cannot be involved in the world if you are a craftsmen.

If you sre involved in the world, you eren't en artist. By
neming the type of a picture epecificelly this meene involve-
ment in society. The feult there is that you cannot Dbe

sped fic about your intention. We have very definite inten-
tions that involve a desire to express ourselves because we
are in the world. We are in the process of meking the world,
to & certain extent, in our own image. This removes us from

the craft level, otherwise we are just workmen.

DE KOONING: This difficulty of titling or not titling =
picture - we ought to have more feith in the world. If you
really express within the world, those things eventuelly will
turn out more or less pretty good. T know what Barney means
but it is some kind of feeling that you went to make your

place in the world.

NEWMAN: Atout epecifiing - if you specify your emotions - -
whether they are agony or fear, etc. -- I believe it is bad

menme re to actuslly sey I was feeling bad.

DE KOONING: I think there are two different sets of exper-
jences or emotions. I feel certeain parts you ought to leave

up to the world.
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NEWMAN: I think we stert from 2 subject of attitude, which,

in the procees of our endeavor, becomes related to the world,
and if somebody sees the picture and is moved, he will try to
live & life which is prophetic (?) to the picture. It is all

imagination.

FERBER: I want to add to what Barney has said, which 1s that
it is imposeible to escape an attitude towerds the world.
Titling pictures, on the other hend, does not mean that one is
specifying that the picture means a particular thing. I can
only repeat that the use of titles might parallel the creative
gtream of activity in which an artist indulges. A dozen titles
represent the attitude in t he world we live in. To try to
purify our work so it is not related to enything but the pie-

ture or piece of sculpture which we have produced, I think, is

an = —-'- -— sct. I would like to bring into this dis-

cagsion, if possible, the artists as a being as a man, and not
as & practictioner or creftsman, because if we have any

integrity at all it is 2e men and women end not as artists or

peinters.

POUBETTE-DART: Why does the modern artist feel the need to

sign his work? I would be very interested to know.

BAZIOTES: A psychologist recently asked some employees what

did they feel they lacked most of ell in their lives in the
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factories., They did not say more money or lese hours, but they
said the W es never preises, An artiet wouldn't be & human
being if he didn't feel that praise or attention. When we

make & work of art we must get our praise after it is finished.

POUSETTE-DART: In certain cultures none of the works were

eigned.

BAZIOTES: If you were commissioned to do a picture of the
Medonne in the middle ages that was presise to begin with.

Moet ertists ere optimists and no optimist dislikes praise.

GOTTLIEB: I think the answer is thgg tne artist whose work

3
reelly has somethiug to say ————_ ssisbewown. cignature.

It is immediately apparent who the artist is.
DE KOONING: There is no such thing as being ennonymous.

HARE: I think 2 men's work is sufficient signature. I agree
entirely with Bill and I go further with that. There is &
tendency to say, "Let's not sign our things." The only
resson why people don't went to sign their things ie fear,

It ies & search for mediocrity. Art hes never been annony-

mous. It is just ennonymous to us.

ROBENBORG: It is & besutiful question. The thing is that in
our society with manufscturere, etc. it is necessary to sign

gomething from the point of view of identity. But etill the
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thing is how could one meint ain en identity which is an intro-
epective thing? Who wante to title a work? To sign & work?

Who wante to put & number on it?

LEWIS: I don't feel we are actually arriving at any conclusion.
Frenkly, I think that we could go on with this for & couple of
days end have the general idee that we came in wita Lere before.
I don't think it is a question of voicing our individusl frus-
tration. I think we are trying to arrive et something concrete,
which I find - so far se the public is concerned - giving this
thing to the public . . . . . When we left yesterday 1
felt elated amut the fact that we were voicing our feelings,
ete. end it was a wonderful thing, btut todey I have the feeling
of misapprehension in thie whole discussion, And, frenkly, I

don't see what we are arriving at.

MOTHERWELL: You mean the people sre not really communicating

todey?

LEWIS: Yee. Another thing is we start painting through a ter-
rific smount of fruetration, and I think we don't do it for our-
gelves really. There is that deeire to show someone. I went to
ask a question of the public, snd I don't think the galleries

or museume edequately fill thie function. Some of ue belong to

gelleries - which ijg a fortunate thing - and some of us don't.

But how ere you going to get that to the publie?

BAER: You ere interested in the problem of how to get your paint-

inge to the pubtlioc?
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LEWIS: During the period of impressionism you had the artists
showing tneir work in cafes or any places where they ate. At
one time they were exhibiting in the open eir shows in the Vil-
lage. And there was the Federal Art Project. FPeople no longer
heve this intimecy with the ertists, sothat the public does not
know actuzlly what is going on, or what is being done by the
painter. They only learn through Life Megaz ne, or somethim
like that and they are only getting half of the guestions ans-
wered. I might add - looking back at David here - that I read
an erticle written by him which was terrific. It wes in the
Magegz ine of Art, but I think the only people who read this are
the people in universities, etc. who are interested, or unless
you are en artist or going to school. Otherwise the public

does not r ead this sort of thing.

BAZIOTES: Ithink it is smiss today to say that modern art ien't

getting enough to the people today. What I do think the funec-

tion of this thing was when I spoke to Mr. Motherwell was to
get a cross-section of what the artists say. Now, for instance,
Mir. De Kooning disagreed on something and M¥r. G. seid, "Wait a
minute. You're getting personal." The point is that - that if
in this group somebtody said something it is personal. Now if
I'm going to keep it impersonsl tnen it deetroys the idea of &
cross—-gection. And the thing is whet can we do to meke the

public more aware of 1t? That is not the point of it.
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I still disagree. If there were such an awarenese
of esch other would there be a need to meet? If we knew the

thing s so adeguately, then our function here is a false one.

BAZIOTES: One of the thinge is what ie behind modern art?
I mezn it ien't the first meeting of this sort that is being

held. 1I've been going to them since 1343.

LEWIS: 1 think everyone nhere cen bear me out in the fact that

labor unions are a 890d example. I remember organizing
group

on the water-front. I wan't & longshoremen. Certeinly people

then didn't know the function of 2 union, or what wes good

aout it, but graduslly they were made aware of it. They saw

& need for it. The same is true of our relationship with the

people; in making it eware of what we are doing. You certainly

are going to run into ignorence.

MOTHERWELL: I sgree with you in one sense, and in &nother I

don't. I disegree in the sense that you talk generslly about

the relation of the artist to society. It becomes quite sig-
nificent and also inw lves artists other then the sort who are
here. But I sgree with you tnat from my point of view the whole
purpoee of thies meeting is %o telk to each other on purely
human grounds. I think we heve things to say to each other on
the grounds thet snyone else who talke about what we do are
ordinarily inedequete end insccurate. Well I really heve no
nopes nere &t all except tnat the &tenographers represent &

kind of net end we represent & see of fieh swimming around.
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Here, too, there will be a lot of uselese swimming back and
forth, and what I am trying to say that the fish thet was most
interesting would be the least expected. I wouldn't in the
least suggest that what you ere referring to ien't of enormous

consegquernce.

HARE: "I think it seems to me this is a very important point,
gnd’ there is & great deal to be said about it. It is rather
hard for me to think of all tnese things at once. Bill Beziotes
brought up the guestion of this being a gathering of artiste

end Motherwell mentioned this. But I think that is one point

of view and I think it would be very wonderful if enything
valueble ceme out. But the fact >f the matter is we all see
gach other in the evening. And when we talk in groups of three
or four things are much more fundemental. I cen't see how &
group this larpge can get down to enything of interest. IMr,
Lewis brings up the question of painters showing in the open

gir end moving out of thet and moving uptown to galleries,

end that is & guestion that is extremely importent. I don't
think the public here isn't interested in art or has & contact
with it. Sometimee a2 men of thirty, or leses, becomes well
known. He slready is a member of the reaction. He can't help
it. That is, essuming that selling does modify the nature of
his work, but that is not what I wes saying. But the fect that
even if he did not modify it it ie not such & good thing to find

yourgelf at the top before you know where you are, 1 speak of
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the top not of sales, but in & situation where we arrive with-
out any reeson. It isn't fitting for any ertist to be in the

poeition where he ie there,

NEWMAN: I would like to second Mr., Baziotes' remarks. I
think we should more or less stick to the agenda ss I saw it.

We were trying to talk avout artistic thinge.

REINHARDT: It is exactly what the involvement is in reletion

to the other world. I think ewerybody should be asked to say

something. Let's see what they have to say.

BARR: Apparently meny people don't want to answer the ques-

tion. &

DE KOONING: I think somelody who is am;lcf something
never is = ﬁmmgnzwr. '3 think we are craftsmen, and we really

don't know exactly what we are ourselves, but now in the pro-
fession we heave no position in the world - sbsolutely no posi-

tion except that we just insiset upon being around.

LEWIS: I just want torepeat that I raised this question not

es & political question. The reason I raised it is that the

title involved the public and thet ie my belief and it seems
end

to me quite velid /thet wes the resson we rsised the question

of the onlooker.

GRIFP:E May I anewer first Mr. B. on the personsl question?

I did not meen to be personal yesterday on that besis at alls
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but I do think it would be better if we were. I think we all
feel that we want to discuse the problem. I would like to

really discues these probleme.

MOTHERWELL ; Mr. Berr mentioned something, which was the
question of when you are meking e work and the emotione that

you are feeling - are they the seme as they are in the work?

If you are making a work in a moment of extreme anguish in

your life, ie the wontext one of anguish? You would think

the answer would be "yee, it hae to be enguish". Yet enguish —

for my own part, I try to eurpress it.

STERNE: First, I think emotion in & work of ert is only &
matter to work with. Second, I want to continue with what I
told Mr. Lippold end Bill. We ere just nothing. What we
really can succeed 2t is to heng in a museun or as an invest-
ment. Mr. Lipoold was talking atout the period when people

were ordered to meke imeges of sainte. It wee mrt of life.

Conseguently they couldn't go without those (imeges?). Now
we have machines to make rein. What we can do is something
extremely unimportant. We are possessed by thie sense of un-

importance and futility,

LIPPOLD: I should like only to say that the job of the

artist is only a job of a crefteman. In terme of responsibil-
ity towarde society, I thought I mzde that clear, but ap-

parently I did not. I weas only trying to describe my method.
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If we may learn from each other at all, it is in terms of
method for we mey find there our intsrests over-lap. 1

would be the lest person to say that artiste should concern
themselves only with the beautiful. I don't understand politi-
cal or economic relationships because I don't see truth or
falesity -~ I don't know whet they are. It is the individual
nimself in relation to other individuals who make a society.

It ie then I feel thet we cen understand the behavior of

other groups of people. It may help other people who see

that work. So I would say the 2rtist muet be concerned with

three things: (1) He must be o mpletely with the world of

reality when he chooses the world of business (17) (2) He

must be completely in possession of knowledge, and in control
of himself to know what he has experienced. (3) He must be
completely in love with the materials end crafts he uses. I

would ineiet thet these three thinge for myself by in tact.

S TERNE ; 1 want to say that what you say ie perfectly correct.
Every work of art today is a coordination of talent, feeling,
etc. But I was thinking of the a2im which comes after -
consciously or not = what ie the deeire of the self-expression
of the ertist? Can he become & veseel of some objective?

Can he, although he works with emotion, be the vessel of truth
or not? All great people did. What we attempt to do is to at-

tempt to achieve that state.

ERNST: Before I snswer that I would like to say I eam rather
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happy with my position in society. In other words, I would
much rather be unsttached to eny part of society than to be
commissgioned to carve a picture of ¥r. Trumen, because I am
not interested in & commiesion to that extent. I think what
we are overlooking nere - and I believed this for a long

time - is the fact that we cannot draw from the present al-
together our reaction. 1In other worde, we cannot create out
of pest experience aslone. 1 believe very sincerely that what
distinguishes use from craftesmen and from people who are commis-
gioned to record events or even record the pest emotions is
the fact - and this may sound strenge - that I believe as
srtistes we have &an extra-sensory perception. Most certainly
there ies very little that an artist cen create actually t hat
does not exist in some form or asnother. He may create some-
thing that has not been definitely dismvered in some field -
science or emotion. I mey be wrong but I feel very strongly
sbout it. When he ti tles his pictures e does that perhaps

juet for himeelf.

TOMLIN: It seems to me before we examine our relation to the

world we should examine our position in reletion to sach
other. 1 understood that to be the point of this discussion
and that is why we came together. I am sure there are a
nurmber of people who are interested in the matter of self-

éxpreseion alone and there are othere who &are not,

HOFMANK: I think it is pomething constent in all arts, - This
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constancy bas been common in the past art for thousande of
years, and I think this constancy isour gim to create, and
thie conetancy is the faet of quelity. It is much more dif-
ficult to say what is quality - but quality is something very
definite. 1t is something that is communicative and whet we
21l the time understand, and we will not be understood by
the general public beceuse the general public isn't up to us.
If the general public can be educated to it, that is another
gueetion. I believe myself the public can. It is a natural
gift end mey exist in the peginning and develop, but some
people heve it without heving eny knowledge of painting. They
have & feeling of quality. Art ien't dependent upon ciraimstences
It is created out of the necessity of the urge to create. But
it must finelly be guality. We can expect that our work is com-
municative and we will be accepted in & broader sense. I mean
GOTTLIEB:
thie in no derrogatory sense to anyone./ 1 think the differences
of opinion have been gone over to the point of nausea for the
last few yeaxrs. We know on what points we disagree and com-
ing here for & couple of hours we are not going to convince
esch other s ut those particular points. I think at the same
time we have sufficient ground for agreement to get together
for some sort of purpose, if we could agree on what the purpoee
jg. If we sre willing to lay eside our ideological differences

jg there enything on which we c&n get together on which to try to

resolve?

MOTHERWELL: Let me say something in reply which does not
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disagree with what you say. For example, I think it is pos-
eible to learn specific, concrete things from the people who
are essembled here. The other day while I was talking with
Mr. Lippold, whom I don't know very well, he mentioned the
fact that he was to meke a sculpture at the new Graduate
School at Harverd. A greduste student is z (notorious-medeeds=
{destructive—dsetsmetIVe) egent, so t ket he cannot make a
sculpture of the sort which he wishes; that he can use it as

2 trophy if he likes. I know if I go to Harvard and see what
Lippold makes, the form will take on significance from the
feect that I know &ll this. Yesterday, when we were talking,
Brooke remerked there is a certain stage in working out & pic-
ture, snd if he wants to work further on if he has to work
from behind. In his exhibitions a great many of his pic-
turee are made from behind - they come from the rear. I am
curious ss to why he says he must find himgelf at a certain
moment from behind than in front. I see these examples. 1
think what you are saying implies something that this might
potentially become an organizetion - & preseure group - to
take poeition in relation to & particular public guestion, and
I must sey that I would be extremely opposed to & organization
that would bring pressure on thies or that, or to sign & mani-

festo to the New York Times of whaet should be done, etc.

NEWMAN: I would like to emphasige Mr, Motherwell's remakre:

We have two problems. (1) The problem of existing as men

as ertists and (3) Ae grown men as ertists.
(coming)
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I think the problem of coming as artiete end not as men is of

value end e legitimate exgee for this enterprise.

BARR: There seems to be some feeling that this is a practical
body rather then liberal. I don't think & summery of this af-
ternoon's discussion could be perticularly truthful. (Is?) do
it in the notes of the stenographer. That's an appalling task.
I don't even know who is to do it. I think that I would like

to r etire as moderator and let Mr. Lippold and Mr. Motherwell
meke a brief discussion on what we do want %o talk ao ut tomor-
row. The theory hee been that this is entirely 2 spontaneous
diecussion. There ie no reason why the profession has been dis-
cussed otherwise. Do vou want to discuss whether you want to
do something practical or go shead in the gearch of what we call

truth?

HARE: When a large group gets together I don't see that any-

thing personal cen be broughi out, &0 far as our own personal-
ities snd menner of work goes. I feel the only thing that can
be accomplished in & large group is to work in the direction of
an ideology. If there are any people in this room - half or
more than half - who can trutafully say that they can go home
tonight and thet the discussion of our work has benefited them
in any wey et all, they are all for it. It doesn't benefit me,
I am not esgeinst & meeting, but it is a weste of three hours.

I can learn more from talking to Bill Baziotes, Sterne or any-

body bere in &an hour than 1 cen by gpending three hours here.
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BARR: The point of this meeting, as I understend it, was to

put something down which mignt serve as & pagis for something
which wee to be printed. Tour discussion, as you spoke of
it, hes not resulted in & direct asnswer. Perhaeps out of
yourself and out of the stimulus . Whether it is good or

bed that is the intention.

GOTTLIEB: I think thet aside from getting together to achieve
something practical, if we want to errive at some reality which
ig verbal, I think it is necessary to s tate the question e0
thet it will bring the proper answer. I think if a guestion

ie phrased in a certein way, for example, as the chairman
decided, we should thresn out what direction American art is
going to be in in the next few years. Is it coing to go in

the direction of pure art or ie it going to be impure? There
has to be something specific, snd anybody who doeen't want to

take pert in it doesn't have 1it.




