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MOTHERWELL: The questions here fall into three catego-
ries, so that they overlap. One is & series of ques-
tions that I would cell historical, of which Grippe,
Ernst, Hare, Reinhardt, Barr esnd Gottlieb ask, and the
larger number of questions are whet I would call strictly
esthetic questions about the procese of creation and

sbout the quality of creative works - of which the ques-
tione of Ferber, Hare, Baziotes, Lippold, Smith, Sterne,
Hofmenn, Biale, Lessow, Bourgeois aim to follow. Five
people - Pousette-Dert, Lipton, Tomlin, Newnman and

Brooks - have asked what is almost an identical question;
which ie & question of community - what is it that binds
ue togetner (if there is something that binds us together)
in different form. If you like, I can read the questions
very rapidly, as it is strenge that it seems to come down
to these areas. The guestions of hisftory cén be answered
more eaesily. Would you like me to read all the questione,

either esnonymoue or signed?

LL: Read them signed.

MOTHEEWELL: 0.K. As I said, the questions seem to be

of three orders - historical or esthetic or the question
of the unity of this group - so that I will rapidly read

the questions and then go over them more slowly &nd I
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will read the signatures so that you can remember

questione and who asked them.

Ernst: To what extent are the artists in

thie group making use of some of the methods
and theories that were developed by the var-
ious esrlier movements and groupe of modern
art? Are the artists in thie group search-
ing for a personal vocabulary, and if so, what
is their method of familiarizing their public
with thie language? Is not & pure painting
a self-portrait?

Reinhardt: What is your work (of art)? Do you
coneider the production of it & professional
ectivity? Do you belong to Artists Equity?
Why or why not?

MOTHERWELL: Reinhardt's qiestion is &lso a historical

question, but it ie really three questions.

Gottlieb: Is there any difference in direction
between sdvanced American and French painting
or sculpture? If there is & difference, what
ig its nature, end what does it meen?

MOTHERWELL: Here's a question sort of jointly by Baziotes

and Here which existe here in two forms:

Baziotes: What do you feel is more important
in the art movement today - intuition or reason?

Hare: Do you work from a previously formed con-
ception, or does your work become ite own inspire-
tion es it progresses? Whet do you feel about

the unavoidable changes which are forced upon &
work during its birth?

Which do you feel is of fundemental value to you--
the succese with which you &re sble to say it, or
the importance to you of what you have to say?
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Do you paint your subject, or is painting
your subject? (subject in the sense of con-
tent, not in the sense of reeslism versus
abstraction)

Of whet velue do you feel your work is to
society? If any, whet changes would you wiseh
it to effect, and why?

MOTHERWELL: These questions are not especiaslly con-
cerned with the internal character of the work of art,
and they ere not concerned with the internal unity of

this group with relation to social situations.

Barr: What is the most acceptable name for
our direction or movement? (it has been
celled ebstract-expressionist, abstract-
symbolist, intra-subjectivist, etc.)

MOTHERWELL: I will jump to the tnird category which

askse if there is any unity here.

Lipton: 1Is there enything that binds this
group together historicslly?

Pousette-Dart: Can we find some binding
factor or precticel common denominator
between us - & commuon purpose upon which
we all can work es well as talk - perhaps
eech to peint or sculp upon an egreed sub-
ject, theme, idea or problem and exhibit
these worke together (myself preferring
neither signature nor titles).

Tomlin: Assuming thet paintere in thie
group hold similar views in relation to
the picture plane, are there other plastic
convictione held in common sufficient to
esteblish a body of objective criteria?
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Does peinting which excludes automatic tech-
nical processes, but which involves a con-
cern with the subconscious, necessarily fall
into the classification of subjective?

Newman: What ties us together es a community
of artists?

Brooks: What are the qualities, or is the
quality, intheir work that establishes & com-
munity of the artists, of which this round-
teble is & section?

Rosenborg: What can we do about making &
group such as this more permanent? In com-
ing together on an artistic and social basis?
I would like to know what others think?

MOTHERWELL: Now we come to the group of questions that

seem to me to tend to be strictly esthetic:

Smith: Is the painting concept leeding
sulpture or nave they separated?

Lassow: Conceding that en all-embracing
definition or explanation of art hae not
yet been generally accepted by artists,

it would be of great interest and enlight-
ening both to the public and fellow artists
elike if eesch member of this round-table
enewers in his own way the question: "What
is art?"

Biala: Like many of us, I was raised on
the notion of "pesinterlinese" - that what
is most moving in peinting is just ite
painterly quality. But when I think of
the art that I love - for example, the
ert of Speain, with its passion eand
noblesse - I wonder if painterliness is
not meent to serve something beyond itself,
and it is then that I question & great
deezl in modern art. Consequently, is
modern painting impoverishing itself, and
is this inevitable?
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Hofmenn: Whet do you think quality is?

S8terne: Is art a problem of how or what?

Lippold: Is it possible to make & work while
under the influence of an immediaste eXxper-
ience - i.e, fear, disgust, love, etc.?

Baziotes: (see page 3)

Ferber: Cen purity in the arte be compared

to the medieval notion of discuesing how many
angels can stand on the head of & pin. A

notion of refined disembodied eesence which

igs no longer consonant with modern ideas which
embrace the whole man and his humsn engagements.

Bourgeois: The Genesis of a Work of Art: or
in whet circumstance is a work of art born:

1. Definition of the term "genesis" - process
of creation. Is it the procese of being
born or the procees of giving birth?

What ceuses the work of art to be born?
What is the primary impulse? What makes
the artist work? Is it to escape from
depression (filling of & void)? Is it to
record confidence or pleasure? Is it to
underetand and solve a formel problem and
reorder the world?

What conditions the birth and growth of the
work of art?

8) Before the sct of crestion:
Sociological aspect (surroundings and
milieu).
Taine ato theory of the milieu,
Personal aspect.

b) During the process of creation:

Experiencee undergone while the work is
being done.

Resistance of the medium.

Properties of the medium,

Hare: (see page 2)

s B
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MOTHERWELL: I would suggest, to expedite matters, that
we might vote if necessary on what category of these three
groups we would wish to begin. uaybe most people Bre in-
volved in the esthetic question and would give that

preference. Would it seem agreeabvle to vote upon?

REINSARDT: There are really two categories - historical
and community are really the same thing. One is in
practise the social problem end would take less time

than the esthnetic question.

MOTHERWELL : From this point of view we are really giv-
ing two categories to talk about the actual nature of

our cre&tive process and answer certain questions about
our relations with each other and with the outside world.
And the gquestion is if you would like to talk about both,
and which first. The question would be would you prefer
to talk sbout the historicel, social, esthetic relations
we have firset and the creative process second? All those
in favor of the social, esthetic, historical first raise
their nhande. (eeven hande raised). It would seem to be
clearly in a minority. All those in favor of talking

about the process of creation firet raise their hands.

(fourteen nends raised). Then I would propose soxzething

else: would you be in favor (es I suppose we still will

be talking at 6:00 o'clock) of talking about the procese
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of creation, snd devote the last hour to the minority

question? All in favor of that raise their hands.
LIPPOLD: I would suggest that we take a vote at 6:00,

MOTHERWELL: I would say that the queetions that are
dealing with the creative process tend to r evolve around
the question of how & work originates; what it is reslly
referring to &snd in tkat sense whet its actuel content is
and how clearly it is known et the inception. And the
other series dealing with creative process tend to re-
volve around the question of gquality - what quality is.
However, it also involves some social probleme - why we
are together. Select the questions that huve to do with

origin.

FERBER: I noticed in the lest two seseions questions were
lost because when a question was proposed and the second
man spoke about it, a third went off on a tangent and the
moderator made no attempt to limit the line of discuesion,
and I would suggest thet at the point where the discussim
starts to go off the moderator could esk whether the

group wante to continue on or change the subject.

MOTHERWELL: It is poseible for all of you to bring pres-

sure also without it being & personasl attack and say,
"Let's move on to something else., I feel impatient with

this discouree." Lewis ssid, "This ie becoming unresl,"
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and the moment he said it, it became real. It seemed to

me quite clear the first day that there were two differ-

ences which over-lap. One is & notion that & work in its
beginning has ite conclueion. In & sense, the conclusion
follows the originel line o f thought and the work is to
cut out enything that is irrelevent to that line of
thought; and the other notion ie a notion of improvising -
that one begine like & blind swimmer and what one finds
enroute often slters the original intent. The people

who work like that ere involved in the problem of impres-

eion. That'e enough to annoy somebody.
FERBER: I wesn't making eny point eabout inspiration.

MOTHERWELL: I think the first portion to outline algo
throwe much etronger emphesie on the fact that a single
work is & single complete work, and is really an image
of a whole continent (7). These dietinctions over-lap
and heve to be exsggereted for the purposes of analysis.

One notion doee not totally exclude the other.

LIPPOLD: I em glad that Motheiwell suggested that it's

& matter of emphasis rather thean conclusion. I did not
exclude the question of improvisation or the possibility

of each work contributing to the general development of

en artist'e improvability.

POUSETTE-DART: Would you say & work was an experience
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of diecovery -- that you are turning up new stones?

MOTHERWELL: Hedde said that this portion involves &an
2 priori notion of what a work is. You can't carry a
work through to the end unless you know what is beauti-

fals

POUSETTE-DART: You have to know if you are . . .

LIPPOLD: (interrupts Pousette-Dart) We have moved for-

werd only when & specific problem presenteditself and

then we have groped asround for a conclusion. I at-
tempted to explein gll things concerned with a problem

and we have come to it after three deys of fumbling around.
I attempted to explain that my method seems to be to have
& problem with which to begin and then proceed with it,

I would like to take some questions which have been sug-

geeted which have to do with the genesis of a work.
FERBER: What about this problem of how & piece is begun?

LIPPOLD: I think Miss Bterne's question haeg to do with
origin. I would say that in terms of origin ie it a ques-
tion of wanting to say a specific thing, or how one says
it; end where do the two meet? Do we begin with the neces-
sity to convey & message, or do we become intrigued with

the way in which it is to be said?

FERBER: Could the process which I suggested &s one process
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be compared to the way in which one handles a kaleido-
scope? One's relationship to the world in which we

live might be a kind of base from which one starts. If
you turn the kaleidosccpe you stop at e&n image which

takee form in @ satisfactory wey; and the peinting becomes
the realization of that image which is only a moment in
the whole process and you turn the kaleidoscope and make
another imsge. Bince one's attitude changes slowly aes we
get older, you have the given elements in the kaleido-

scope from which we are made.

MOTHERWELL: Are the elements in the £eleidoscope es-
sentially "hownesses" or "whatnesses", or cen you explain

them?

STERNE: I think thet for the artiet himeelf the problem
is not beauty ever. It is one of accuracy, validity and

life.

BARR: Would you say preoccupation with the ides of

beauty ies a bad thing?

STERNE: No, but it doesn't lead anywhere because beauty

ie & matter of conception. If you have a definite —— —

thing of ---- you went the round shape which is self-

contained. You are what you ere.

NEWMAN : A concern with besuty is & concern with what

is known.
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POUSETTE-DART: Beauty is unattainsable,

NEWMAN: The artist's intention is what makes a specific

thing uniform.

POUSETTE-DART: I have the feeling that in the art world
beauty has become a discredited word. I have heasrd people
say you can't use the word "God". When & word becomes

trite ........ (couldn't get balance - spoke too softly)

MOTHERWELL: You are slipping off what Hedde is asserting

about beauty.

STERNE: I am here to be true to myself - not to define
anything; but to give life to what I have the urge to
give life to. We live by the particuler not by the gen-

eral,

MOTHERWELL: It ie not necessary for her to define beauty
in terms of what she is seeing. Beauty is not a primary
source of inspiretion. Bhe thinks that beauty is dig-
covered enroute and, therefore, beauty cannot be en in-

epiration for her.

REINHARDT: 1Is there eny one here who considers himself a

producer of beautiful objects?

MOTHERWELL: Thet's & very astute way of putting it.
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GOTTLIEB: I agree with Hedde thet we ere always con-
cerned with the particular not the general. Any general
discuseion of esthetics is & discussion of philosophy

and any conclusion can spply to eny work of art. What

I am driving at is that I think what would be relevant
to the question of the origin of the work of art is to
have people tell us why they do what they do. Why does
Brooks use ewirling shapes? Why Newman & straight line?
What is it that makes each person use those particular
forme that they use? There must be some basic resson

for that., It seems to me thet would pin it down.

MOTHERWELL: Let me hold it & second. Now Gottlieb ig
proposing to switch the thing to something more concrete.
Will you accept hie proposed switch to the guestion of

our specific forme?

SMITH: I sgree with Miss Sterne. The question of beauty
is not involved by the creator, but is & result of recog-

nition end never the thing the creator is involved with,

LIPTON: I feel that Hedde's view seeme more valid and

sound. To me it's a concept of function that art st ems
from experience. It is & developmental process and the

ertist is involved in that in every poseible way. The

work of art ie an end result. The other concern ig an

& priori kind of view which pre-supposes ideas. It's too
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limited ang narrow; and as fer es I em concerned, Hedde's

view is larger snd far more valid than that approacn which

weés largely one concerned with historiography (?) - if art

&8 & product has a fixed beginning. It can stem with an
idea, instinct, with the senses, but all the fectors become
inter-related in the course of work with no fixed definite
way. 1 see her concept of art in ite relation to beauty;
why she is concerned with beauty and leaves it out of the

diecuseion.

BROOKS: I suggest thet the artists begin with & discus-

sion of their own particular points of view.

YOTHERWELL: I em extremely interested in some thing you
do which is peinting behind 2 canveass. Perhaps you could
begin by telking as well as you can about why you have led

to these forme and procedures.

BROOX8: It ie very difficult to generslize. It is very
difficult to describe how & series of paintings starts,
but mine ie improviseation to stert with. My purpose ig
to get as much unknown on the canvas as I can. I can
start digesting or changing. At least the first thing I
try to do is to get a great many unfemiliar thinge on the

surface. The working through on another side is an un-

familier ettack. There are shapes suggested that start
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improvieing themselvee, which I start painting. There
ig & terrivle confusion and retreat into tradition. As
I rely on cubism, my painting loses its newness %o me.
If 1 can manage to keep a belance with improvisation,

my work can get more mesning when it reaches a certain
fulnees. Then I can quit working on it. Many of us
work as though we have control of the world. We feel
the world has become more complex and we must relinquish
control of the world. With me, painting is & balance
between what is imposed by usage and whet is happening
in my environment. Finally, & product is a certain re-
lation between the painting and the world I feel around.
My painting hes & certain truth to it. It doesn't dif-

fer from the world I live in.

GOTILIEB: 1 would like to know, ien't it possible that

g straight line could develop on your canves? I am in-
clined to think that it doeen't appear because it is ex-
cluded. Swirling shapes are not just the result of un-
conscious process. It is somewhat confused and deliberate.

Whet is the basis of your work?

BROOKS: It ie not se deliberate as you think., I have &

preference for it, but that ie as far as I can go.

MOTHERWELL: You have more chance with irregular lines

than with straignht lines.
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TOMLIN: OCan he inter-change the words "authentic" and

"improvise"?
BROOKS: No, I don't consider them synonymous.

TOMLIN: Do you feel that the authentic thing entere
into your work at all?

BROCKS: I am not sble to term exactly what the mixture

je. It variee with me a grest deal when I think of it.

TOMLIN: Do you consider thet in Pollar's (7) work it

was more suthentic than in yours?
BROOKS: Yes, the swirls are due to 2 reaction ageinst
cubist shapes which I was attracted to for a while, &and

this is a way to get away from them.

DE KOONING: I consider all painting freer. Iregret that
we cen't heve that kind of thing. As far as I am con-
cerned, it is not very clear. I don't think that when
things are circumspect or physically clear it is purely
an optic phenomenom. I don't think that geometric shapes
are less clear in terme of art. It is & form of uncer-
tainty - if you have 10 decide it is like &ccounting for
gomething. It is like drewing gomething and then it is

like bookkeeping. Bookkeeping is the most unclear thing.

REINHARDT: The emphasis on geometry is that if the known
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quantity is of value, it is obviously in the other
direction.
DE KOONING: I am not playing on words. I don't know

how to do that.

FERBER: Why is geometry more clear than the use of

ewirling shapes?

REINHARDT: I went to straighten out the terminology,
if I cen. Unclear is generelly romantic and less clear

if you went & different terminology.

DE KOONING: I mesnt geometry in art. It was egainst

art -- the beauty of & rectangle.

LIPPOLD: This means that a rectangle ie unclear?

DE KOONING: Yes.

MOTHERWELL: He resents the implication thet & geometric
form is not clesr.

DE KOONING: The end of a painting in this kind of geo-
metric painting would be almost like the graph for a pos-
gible painting - like the blueprint. It makes a big
influence upon the world, and is immediately adopted as

& possibility for doing other things.

TOMLIN: Would you sey thet &n authentic structure is in

the process of becoming something in e plan and that

{geometry?) hae slready been shown and terminated?
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DE KOONING: Yes.

NEWMAN: It is not a question of clarity at sll. When
& thing is precise, does thet make it clear? Precision

does not mean clarity.

MOTHERWELL: It seems to me that what De Kooning is say-
ing is very clear. He feels resentful that one motive

of expreesion should be called clear, precise, rationsal,
finished and he regards the expression to refer to the
worlds (?) of value in which one cannot say that one form

represents & more clear - - - - in relation to reality.

BAZIOTES: I think when & man first discovers that two
and two is four there is besuty in that, and we can see
why; but if people stand and look a2t the moon and one
gaye, "I think it's just beautiful tonight," and the
other says, "The moon mekes me feel awful" we are both
clear in our own opinion. 8o that a2 geometric shape -
we know why we like it - and an unreasonable shape - hasg
a certain mystery that we recognize as a real thing; but

it'g difficult to put it in an objective way.

LIPPOLD: The geometric shape is no more reasonable
than & non-geometric shape., A4ll forms are found in
neture and constructions of man, but the way in which
it is used is important. BSome paintings use them in a
gseneible way and other works use non-gensible forms.
It ie &ll e form of our rationeal world.

=17-
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NEWMAN: The question of clarity is one of intention.

have seen pictures with triangles all over them.

STERNE: I think it hee to do with Weetern thinking, not
necessarily in & logical wey. A Chinese thinks very well,
but doeen't use logic. The use of geometrical forms comes
from logical thinking and separating your own view from

reality.

REINHAEDT: Your work to some extent locks generslly planned

and preconceived. I would like some discussion on it.

STERNE: I think if you can achieve to do exactly what ypu
went ie mastery. It is very difficult because the thing
takes life and becomes stronger than you. But if you are
strong and great yourself, to achieve it you are greater,

I feel thet we are too concerned with (words?) and I feel
the need is how. 1 try to creete & kind of vacuum of
esgthetic prejudices. I try to find shepes which impress me

setrictly psychologically. I don't think of a peinting. I

go through it and see what I cen do with it.

EEESB: In regard to thie issue of clarity, it might be in-
teresting if we could find anyone who could say that he

doeen't care very much about clarity as an element in his

peinting.

MITH: I am not involved with clarity, but & straight line
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is & form which is the most sbetract thing you can find.

It'e & pupport snd not en element.

HOFMANN: I believe thet in an art every expreseion is
relative and not sbesolutely defined as long as it ie not

an expression of a relationship. Everything can be changed.
We speak here only atout the means, but the application

of the meszne is the point. You can change one thing into
another with the help of the relation of the things. One
shape in relation to other shapes makes the exression;

not one shape or another, but the relation of the two makes
the meaning. You want to bring out the commun--? of your
work ss far as the public is in & position to understand
you. 48 long as & meane is only used for itself, it can-
not lead to anything. The construction consists of this
uee with one thing in relstion to another which relates to

2 third and higher value.

MOTHERWELL: Would you sey thet e feir statement ie thast
the mesning of & work of art consiste of the relations of

the elementes Bnd not the elements themselves?

KAUFMAN : Yes, thaet I would definitely say. You make a

thin line and e thick line. It is the same as with geo-
metric shapes. It ie all relationship. Without all of
these relationshipse, it is not poseible to express higher

art.
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FERBER: There seems to be & great deal of talk about
shapee and we sll have personal prejudices and (commit—
ments?) to shepes which predominate in our work. It can-
not be resolved on the guestion of the shape of the piece.
If you step outside of plastic arte and think of poetry
or music, you heve & sense of clarity and the truth or
validity of the statement, which we, a2s painters, don't
reco gnize as clarity because of the shape of the line or
the number of e's or w'e in the line. I want to bring
this idea of citing enother art as a way of recognizing
of the means are not important for the end and
are not the way for determining whether a given thing is

true or falee.
LIPPOLD: Could you say whet is iaportent?

FERBER: The meens are important, but what we were cmn-
cerned with is an expression of a relationship to the
world. Truth and validity cannot be determined by the

phepe of the elements of the picture.

DE KOONING: About this idee of geometric shapes again:
I think & streight line doesn't exist optically. There

ig no such thing as & straight line.

REINHARDT: We are losing Herbert's point. I would like

to get back to the question of whether there is another
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criteria.

MOTHERWELL: It would be very difficult to formulate a
position in which there were no external relations. I
can't imagine sny structure being defined as though it

only hee internel meesning.

REINHARDT: I want to know the outside truth. I think

I know the internal one.

FERBEE: The relstioneghip of the parts plastically is
the truth, Reinhardt says. 7You are saying our atiitude

toward things determines their truth.

MOTHERWELL: He wes emphasizing very strongly that the
quality of & work depends upon the relations within it.
Between you end Heinhardt the guestion is being raised
whether these internal relations elso relate externally
and I don't think that the question is possible. I would
first think thet the question to discuss is whether the
external relations refer to the arts, the world, or both,

or how it works.

ERNST: I felt very strongly about that when I saw Rein-
nardt's show. I saw one painting in particuler which
geemed to be full of imsges which seemed to be very cleer.
I was awere of the fect that he wes interested in a dif-

ferent relationship. I am not too friendly towards it.
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IOMLIN: Way I teke thie back to structure? In what wee

gaid about the parts in relation to Brooks' worik, the

impressed

entire gtructure was d
o embraced

. We were talking about
the shape without relation to one posgibility of structure.
But I would like to say that I feel that geometric shapes

can be used to achieve a fluid end organic structure.

HOFMANN: There is a facility in the elements which can
be used in a practical way which is =-=- used in Klee.
It is related to hendwriting - it often charscterizes a
complete personality. That cen be used in a graphic
sense end in a plestic sense. It leads/::c: point in re-
lation to another point. Picasso, for example, in the
construction of pointe - the construction cerries meny
about it. It is the relationship of all points

coneidered in & plastic relation. It offere & number of

possibilities which he has not yet discovered.

HEINHAEDT: Does he coneider & work of art a self-suf-

ficient entity?

MOTHERWELL: He said, "No".

REINGARDT: Do you consider the reletionshipe you men-
tioned that the inter-relationships of the elements in

& work of art (ie that eelf-sufficient)?

HOFUANN: It is related to &ll of this world - to what
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you want to express. You want to express something very
definitely esnd you do it withthe help of your means. When

you understand your means, then you can do it.

MCTHERWELL: I find for my own pert about the genesis of
works painting for me fulfille two functions. I will speak
of the more important one first. The thing that binds
these arts together and represents my own endeavor is to
find a mode of expression that represents my own view of
reality for which there is an existing iconograph and which
I am not sure can be expressed in terms of esn iconograph

no metter how well done. The constant problem I have is

to find something opposite me that, when it looks back at
me, I have a feeling, "that's my world." Nothing is left
out and the emphasis ig there as to what I feel. That
kind of painting is the most bitter struggle which I hawve
ever undergone. There are other moments in my life in
which I want to peint for the sheer joy of painting. This
other problem is so staggering that the moments of joy are

gmall and in between. The only thing I can do is to make

something I have discovered. One of the things I have dis-

covered is & three-dimensionesl rectangle which wes mede out
of chalk and tar. It is eomething I want to know better.
I feel so familiar with it that I can play with it. Joy
has 2 lot to do with playing in those moments when I want

to paint for the joy of peinting. I slice off a piece of




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder
The Museum of Modern Art Archives, NY Wittenborn 1.C.28

this chalk and tar end look at the cross-sections. My joy

is in rearrenging it. Sometimes I want it more (regulated?).

Sometimes I tend to make the stripes to make the edge very
swirling. ©Sometimes I want to make it very precise, with-
out breaking the surface plan. Whet I am trying to say -
end I am confused - is I think this problem of trying to
find a totel expression of what is modern is really without
en asdequate icongreph so that not only do we have to find
new forms - it is much more difficult - we have to invent

painting iteelf sgein. I think all modern artists' work

representing
reporting Rans

we really feel. It is go staggering that one must take e

is really & criticism in past art - in

simple concept to paint for the sheer joy of painting. When
painting tends to get simple, it is because the real problem
is g0 involved it ie almost unintentional. For some people
in & situetion in which the whole thing is
beyond the whole humen mind to gresp. In one way or another,

everybody here is involved in it.
REINHARDT: Let's talk about that struggle.

MOTHERWELL: When I look a2t a Renaissance ---- he can
modify ueing thie existing iconogreph to show his own
uniquenees and hie sense of (tempo??) without in eny wey

being involved in having to invent painting or reality it-

self. I think that peinters like Mondrisn tend to be
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peinters who insist upon moving es repidly as they cen
toward an iconograeph. It is understendsble becauee the

strain is so great to reinvent reality in painting.

REINHARDT: What soout reslity and tane reality of paint-
ing? They are not the same thing. What is this creative
thing you are struggling to get? What reference does it

heve outside of the peinting itself?

ROBENBORG: The thing in my mind is that I am concerned
with truth end beauty. I have to establish & reality.

If I sssume that when I =-=-= in art, I can awaken. When

I was thirteen or fourteen, I decided that music was much
richer insofar as it was closer to dreams which were super-
real. Ag I grew older, I thought that music wesn't the
thing because I was dealing with dead form. I found that

I gtill become so shy thet it is difficult for me to speak,
We are awake because we are telling what we feel, I think
that I can peint religious things that way because it all
has been done before. Through ert I will aweken. I must

heve & complete idea of what beauty is. Whatever takes

plece, I don't went to be called "abstrect". I don't think

it's beautiful for a man %o argue that & man shot somebody

but a lawyer does. I don't think that & surgeon would look

ingide & man &and think that is beauty.
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BEINHARDT: You were telking about the reality of the
painting when Hofmann said, "What are you trying to ex-
preest" I went to freme the question that way. What is
what we are trying to express? -- if it does have &

value or a relationship to & reelity outside of itself.

MOTHERWELL: Whet I meen by reelity is the way the world

feele in relation to art.
FERBER: I want to know what Reinhardt thinks.

POUSETTE-DART: I believe in besuty; in spiritusl beauty

and intellectusl beeauty. You have got to find some plestic
problem and let the ertiste apply themeelves to it. The
cubiste had the cub. That bound them together. You must

find some plastic problem if you sre to bind them together.

LIPPOLD: I should like to find where I think I lie. It

ip the general impression among some people that it is =

great problem 8s to what to psint, and with what to begin.
Unfortunetely, it is never a problem for me. I have meter-
ial for thne next ten to fifteen years in my eketeh books.

I would like to describe it &s knowing what I heve exper-
ienced and trying to sesrch sgain beyond what I have ex
perienced. I feel that the relestionship of the artists

in 1950 ie thet of a synchronizing of what we have dis-

cussed today. We heve talked about formel reletionships.
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This is not a new thing with the sbstractioniste. The
creation of Adam is one of the most besutiful examples
for expreseion, es in the finger of God touching Adam.
1t would seem to me that people of Mondrian's school
heve been interested in exploring the formal relation-
ship internally. Other schools heve been concerned with
the relationship of art to propsgenda. Others feel to
explore the eress of a dream world. If we are sware of
the things which happen to us in our immediate past,
tnose things come into our consciousnese and into our
work, We cannot pretend to esit down with no idez as to
what has happened before and create something entirely
new which has never happened before. I feel that all I
am doing is synthesizing something which has happened in
the past. My materials are not new; my relationships
ere not new. My relationship to the world falles into the

(area?) of life, and those experiences get into my work.

MOTHERWNELL: We have some cuestions which haven't been

read - they are by people who came in lete:

Btamoe: Is the automatic painting con-
gcious or not? In the early 1300'e

Ernest Feneloseo wrote an essay with an
introduction bty Pound on the Chinese
cherecter ae 8 medium in poetry. Are

the artiste today familiar with it, or

are such charactere or writing unconscious?
There is en amazing connection between

the two.
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Are certain artists working closer with
the tradition of the Hudson River Bchool
in the sense of the organic esthetics?

If they are, what are the binding factors
of both?

Lewis: 1Is art a form of self-analysis?

LEWIS: I would like to add that there is a struggle to
exprees what we are doing in our thinking. We make a con-
stant reference to Plato, which wasn't understandable at
that time but which we understend now. If we lived one
hundred years it would be easy to understend this time we

are now living in.

MOTHEEWELL: The object is not to know what will happen
one hundred years from now, but to provide adequate

evidence.

LEWIS: Are we projecting ourselves that way?

MOTHERWNELL: Are you saying that art is not & form of
enalyseis end we should not be here anslyzing what is go-

ing on? Or, is art e way of anelyzing the world?

LEWIS: Yes, psychoeanalyeis.

MOTHERWELL: 1Is art a form of self-analysis?

LEWIS: Yes, phrase it thet way.

DE KOONING: If we talk in terms of what kinds of shapes

or lines we are using, we don't mean thet and we talk like
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outsiders. You use an every-dey phrase as & flower is
beautiful, or & girl is beautiful. When you talk sbout
beauty it is en experience. When you say you paint stripes,
you don't meesn you ere painting stripes. We are still
thinking in terms of what kind of shapes we are painting.
But (emorphic?) shapes, geometric shapes - we ought to get
rid of that. We are pazinting -- I know I am very unclear.
If a man ie influenced on the besis that Mondrian is clearn
1 would like to ask Mondriesn if he was so clear. Ob-
viouely, he wasn't clear because he kept painting. & pic-
ture tc me is not geometric - it has a fece. It is some
form of impressionism. We ought to have some level s a
profeseion. Bome part of painting has become professional.

It doesn't seem to be understood.

NEWMAN: Bill has moved from hie original position that
gtraight lines don't exist in nature. Geometry cen be
orgenic (?). 8triaght lines do exist in neture. If I
can draw & streight line, I can draw it because it exists.
I think this existe optically. When Bill says they don't

exiet optically, he meens they don't exist in nature.

Tue edge of the U.N. building is & straight line. If I

cen meke it, it doee exist in nature. I recall a story

about God controlling the world. It is true that God

makes wheet, but I can meke bread end, therefore, bread
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exists in the world. A streignt line is an organic thing

that will contain feeling.

DE KCONING: As @ fact, I know that & bulb must be a
flat surfece, and they meke flowers and paintings hori-
zontal (7). You cen follow a streignt line. The fact
thet & painting is called Mondrisn's optical illusion

it is not an optical illusion. It keeps chenging in front
of us.

MOTHERWELL: The table seeme to be split between - to
continue this discussion sbout the neture of shapes and
straight linee hss exhausted, snd we must talk about
other thinge,end other people thinking it hes become con-
crete. Let's get a level with which to get hold of what
we want to talk about. We heve vet totelk sbtout the

minority guestion.

STERNE: I think that there is a direct continuity.
This is becoming a question of plastice. We cean't dis-
cuse shespes. Everybody here is in search of order. If
whetever shepes we use we cen establish an order, that
ig whet matters. This is what ties us together here.
We all look for order end discipline. (as for liberty?)

and sutomatically it is like flying. If a plane goes

high, it flies; if it goes higher, it flies better;

and if it doesn't go into the air, it doesn't fly.
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SMITH: I think & ressonable discuseion on eech thing ise
a2 stimulating thing., We must decide for ourselves. We
must decide how lonz we will talk on one question so that

it doesn't all lead to other discussione.

LIPPOLD: The thing which I wanted wes to carry us from
2 discussion of formel problems end how they relate to

other gueetions.

NEWMAN: There is so little discuseion on these gquestions,

we should handle & few more.

MOTHEFWEL: Everyone has egreed that the reel problem is
not one of any given shape, but whether in any given case
that shape is esdequately expressed by the agent who has
made that shepe. There some feel very strongly one way or
another. I would say that the generel conclusion is that
--—-= cannot be defined in anything 28 obvious or simple
2g an optical shape. Thie discussion has been thet a
straight line cen be used in all kinds of ways. It is im-
possible to say & work is abstract or expressive or non-

expressive because 1t uses streight lines or doesn't.

REINHARDT: Relation has nothing to do with Mondriesn. The

problem is to move on from the internal relstionship to

what the external relectionship is.

GOTTLIEB: It ie my impression that the most general ides
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which has kept cropping up is & statement of the nature of
& work of art as being en arrengement of shapes or forms of
color which, becsuse of the order or ordering of materials,
expressee the artists sense of reslity or corresponds with
some outer reality. I don't agree with it - that some ex-
pression of reality cenbe expressed in & painting purely
in terms of line, color and form. Those are the essential
elemente in peinting &nd anything else ie irrelevant and

can ® ntribute nothing to the painting.

MOTHERWELL: You are proposing a question of non-objective
art. There is hardly an artist here that is totally non-
objective in a way. We have been talking about color and
line because we are paeinters. The question of our relestion
to the world ie that every one is related to the world in

one way or &another.

FERBER: It geeme thet Adolph wes meking & point that non-

objective art ie a relationship internelly (7) satisfactory.

GOTTLIEE: That it's not satisfactory.

MOTHERWELL: It is not the reel issue. All of the people
here move as abetractly or back to the world of nature as
freely as they like to. Everybody here seene to be ab-

gsolutely free that way. It seems to me that everybody here

repreeents no commitment to & decision and principsl-plan
- =
on art, but does what he likes &t any given moment and would

fight et any time for that freedom.

- D




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY Wittenborn 1.C.28

NEWMAN: We sre raising & question of subject matter and

what ite nature is.

MOTHERWELL: We went over it in talking about degrees of
ebstraction.

DE KOONING: I wonder sbout the subject matter of the Oruci-
fixion scene - was that subject matter or not? What is sub-

Jject matter? Is the interior the subject matter?

FEHBER: Bob Motherwell described it in his epproach of

subject matter.

MOTHERWELL: Everybody here is in acecord - which is that
the subject of & painting is the way the artist feele about
the world. Ernst hes & subject. Mondrian has & subject.
We will get into & discussion that has happened agein and
agein, I think we have been over it more then any other
question, except the question of purity end I am fed up
with it as no one here is occupied with it. We z2ll operate

exactly as we feel.

HOFMANN: I think it goee all the time back to subject mat-

ter. Every subject matter depends agein on how to use the
mesning. You cen use it in a lyrical or drametic eense.
It depende on the personelity of the artiste. Everyone has

a relation to the world and how it comes to a guestion 28 to

now esch person expresses himself., Everyone is clear ebout

himself as to winere he belongs and in which way he cen give

~E3




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY Wittenborn 1.C.28

esthetic enjoyment. A peinting is an esthetic enjoyment.

I feel that it is incorporated in my work, and my work
shows it and it meens something to the world. I waent to

be 2 poet. Ae & painter I must conform to my nature. My
nature has a lyricsl as well e&s dramatic dispoeition.

There is not one day the same. One day I feel wonderful
to work and I feel en expression which shows in my work,
Only with & very cleer mind and on & clear day I can paint
without interruptions and without food because my disposi-
tion is like that. My work should reflect my moods end the

great enjoyment which I had when I did the work.

MOTHERWELL: What Hofmann said leads directly to the ques-

tion which Lippold wrote.

(Lippold's guestion: Is it poseible to meke

& work while under the influence of &sn imme-
diate}experience - l.e. fear, disgust, love,
ete.?

I have been &asserting that the reason the level of asbetrac-
tion differs in the work of thepeople here ie that actually

the people here &sre people who eccept the fact that their

personalities are multiple. They have definite moode and

use definite means for given moods. There are ertists who

meke 2ll kinds of different worke - asccording to the situa-

tion in which they find themselves &t any given time, and
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other artists follow a very straight line who have as
an ideal the one satisfactory relation to reality, Te-
gardless of whether their wives were good or mad &t them

that day.

REINEARDT: In relstion to these levels you talked about
(anybody?) that's more appropriate. We could emphasize
the rational or intentional. That might bring in the sub-
ject matter or content.

MOTHERWELL: The efforts of thesepeople have to include
everything. If you ask me what distinguished these people

is not to have & shape .... (interruption by Reinherdt)

REINGARDT: We have forme in common. We have cut out =2
great desl. We have cut out ell the naturalistic docu-

mente or the super-realist ideas or the political.

ROSENBCRG: It is & well-known fact thet there sre only
three or four men in the world that they think simul-
taneously on four levele end perform all things. I am
not exactly in egreement with that. We are salso trying

to cut out by still putting in everything.

REINHARDT: You're putting in everything about yourself,

but not everything outside yourself.

ROSENBORG: The object is not to put yourself in the

niddle and say, “"That's him",
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other artists follow a very straight line who have as
ean ideal the one satisfsctory relation to reality, Te-
gardlese of whether their wives were good or mad &t them

that day.

REINHARDT: In reletion to these levels you talked about
(anybody?) thet's more appropriaste. We could emphasize
the rational or intentional. Thet might bring in the sub-

ject matter or content.

MOTHEEWELL: The efforts of thesepeople have to include
everytning. If you ask me what distinguished these people

ig not to have & shape .... (interruption by Reinherdt)

EINEARDT: We have forms in common. We have cut out a
great deel, We have cut out all the naturalistic docu-

mente or the super-realist ideas or the politicsl.

ROSENBORG: It is a well-known fact thet there 2re only
three or four men in the world that they think simul-
teneously on four levele end perform all things. I am
not exactly in egreement with thet. We are also trying

to cut out by still put ting in everything.

REINHARDT: You're putting in everything about yourself,

but not everything outside yourself.

ROSENECRG: The object is mot to put youreelf in the

middle end sasy, "That's him",
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MOTHERWELL: How can the outside come into the thing and
say, "Thet's hia"? I heve ---- something new since which
included everything would be the same as reality iteelf,
It has to be a man's relation to the world, and not the

world itself.

ROBENBCRG: We are trying to put everything in our worke

since we are in & minority.

MOTHERWELL: One becomes & poet when our feelings ere
g0 intense and our reality complex, The effort in that

sense of all artists is to be a poet.

dancer,
ROSENBORG: I went to be &/writer, poet, musician in my

work, I would peint for painting's sake when I wase

angry. But I will not paint today becsuse I will not
paint anything unless 1 heve sozething to say end I am
moved only at certain periods. I will not paint when I
have nothing to say. I am trying to say everything all

2t one time. Ae an example, there are two things that
move & person like myself - nature, &nd the environment
which I am caught in. If 1 am going on & bus and I
would rather teke a taxi, I might not went to go anywhere.
If I wee & painter of houses, it would give me the ldee

to peint the window & sign was plastered on. Maey wine

gives me the idea of Spring. The idea of lisy wine gives

me & whole series of paintings. 1 can go back twenty

years — the whole month of Mey.

~38~
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MOTHERWELL; HRosenborg is eaying thet everybody accepts
nature in an imaginative sense, but hasn't the slightest

idea in rendering (?) that.

ERNST: I know I can't paint when my mother-in-law is

in the house.

MOTHERWELL: Thus we go on with the mractical guestions:

Reinnardt: What is your work (of ert)? Do
you consider the production of it a profes-
sional activity? Do you belong to Artists'
Equity? Why, or why not?

Barr: What is the most acceptable name for our
direction or movement? (It nes been called
Abstrect-expressionist, ebstract-symbolist,
intra-subjectivist, etc.)

SMITH: I don't think we do have & unity on the name.

ROSENBORG: We should have e name through the years.
SMITH: Names are usually given to groups by people who

don't understend them or don't like them.

BARR: WE should hesve a name for which we can bleme the

artists - for once is history!

MOTHERWELL: If there is &ny way of giving a name, we

will 211 be still celled ebstract artists. Do you regard

painting as & profession?

HEINHARDT: BSome of our pictures hang by the pictures of
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other artists in Artists' Ecquity.

MOTHERWELL: If we were sll actors we would all belong to
Actors' Equity. We all bvelong to & specific world; the
world of 57th Street and museums and galleriese. Anybody
belonging to Artiste' Equity ie saying ipso-fecto, "My

profession ie painting."

NEWMAN: I had an exXperience witn the census taken. He
asked my profession and I said, "Painting" and he asked,
"Whet kind of painting?" and I said, "Landscape abstrac-
tion" —--- and he put down "sbstract painted! 1In order to
have & profession we would have to be involved in some
social outeide activi ty. The purpose of Artists' Equity
ie that the men are united not as artists involved in

. o o « o (interruption).

UOTHERWELL: Do you regard it ae legitimate that you mean

to earn your living es & painter?

REINHARDT: You could still pe unemployed snd still be

a professionsal,.

MOTHEREWELL: If you eimply define profession as in terme
of what do you do moet often, or whet is your major

gctivity, then everybody here is & professional painter.

REINHARDT: If some here belong to Equity, should or

shouldn't we belong?
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MOTHEEWELL: Very few people here think thet it clari-
fies it.
ERNST: I joined because I wae tired of being asked why

don't I belong.

ROBENBORG: I don't consider myself an ertist. I would
rather think thet there is the ministry and doctors end
lawyers (?77). Art et one time was considered guite &
high profession. Therefore, I am & member of a profession
end I am a member of Artiste' Equity becsuse I respect

the men in the group.

NEWMAN: The thing that binds us together is that we con-
sider painting to be a profession in an ideal society.
We sssume an (arbitrary use) of insisting that we are
creating our own paredise. We should be able to act in
a professional way on our own terms. We go out into &

normal society and insist on acting on our own terus.

SMITH: I exiet in the best society possible becsuse I
exist in this time. I have to take it as the ideal
society. It is ideal as far ae I am concerned. I will
not go back and admit that there is any history in ay
life outside of the times in which I live. Nothing was
more idealistic than right now - end there never will be

an ideal society.

MOTHEEWELL: We ere not acting in relation fto the gosls
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that most people in our society accept?

NEWMAN: Yes.

SMITH: I mean thet this ie the ideal society because
this is the time I live and have to function. Therefore,

it has to be ideal. How can I consider an ideal society

as ideal in one that I cen't possibly live?

MOTHERWELL: What distinguishes these people is that they

are acting idesally in a non-idesl society.

POUSBETTE-DART: It is an ideal society, but only the

artist realizes it.

DE KOONING: You cen't cell yourself orofessional unleses
you have a license such 2s an erchitecht. There are dif-
ferences and you can make money without a2 license, tut to
cell ourselvee profeesionale we can't do that, but to be
e professional, we can do that; but you must be a profes-

gional to someone elee - not yourself.

SMITH: It is just en sttitude of mind.

EINHAKDT: You muet remove yourself in order to creaste

art.

NEWMAN: I feel that art hass no

MOTHERWELL: Can we say that every one here accepte the

fact that in most societies people have a carcer of one

kind or snother? To choose painting, end &t the same
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time ineist on integrity of one's own feelings ie reslly

to meke an (idiotic) choice of a career.

ERNST : Can we say that no one here is an amateur?

HOSENBORG: I wouldn't advise anyone in the outside world
to be en artist, but if I had to do it all over agein I

would do it.

BROQKS : Professional conveye to the outside world that

people spend a greet deal of time in whet they are doing.

NEWMAN: Professional means serious.

MOTHEEWELL: 1In relation to this question of 2 neme,
here are three names: abstract-eXpressional; sbstract-

symbolist; abstract-objectionist.

(refers to Barr's question - see pege 37)

BRCOXS: A more sccurate name would be true art. It
doesn't sound very good, but in terms of meaning, ab-

straection is involved in it.

NEWMAN: I think the word self-evident,

TOMLIN: Brooks 2leo remarked that the word concrete is
meaningful, but it must be pointed out that people have
argued very strongly for that word. Non-objective is a
vile t ranglation.

NEWMAN : I would offer self-evident, because the image

ie concrete.
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DE KOONING: It ig disastrous to name ourselves.

MOTHERWELL: Maybe we culd conclude by going around the
table and esch person speaking only for a second and say-
ing if he thinks there ie a communal feeling here and

what constitutes it.

FEEBER: There was & question that Hare delivered on the
problem of whether the art we meke is & benefit to society

or not.

BROCKS: It is self-evident. We should g0 on to the ques-

tion of community.

MOTHERWELL: Shall we say whether it is a community or
not?

LIPPOLD: 1 seid before that I was a syntheeizer of what
heppened before this time. I apologize if that's necee-
sary because I feel that everybody feels the same way and

the thing that makee ue & community is that we sre artists,

ROSENBORG: I feel very definitely that there is a com-

munity feeling here. If we will go on and make something

tengible we all respect each other, then & title will come

from us which will identify us in relation to (abstractions)
If we choose to say that at 7:00 thie is the last meeting,

then it would follow that the community feeling has

lepsed and there would be no need for & title. The word

abetract solves nothing for me and hes said nothing for

=4 3=
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which I cen respect sbetract art. We can use the word
only because we heve never found enother word. There is

need for a community feeling end a title.

LABSOW: I believe that all of us share a close together-

ness in our various ways. TWe are all growing approxi-

metely the same wey. We are =211 peinters.

GRIPPE: One of the nice things stout & group of this

type is that we sre 2ll definite. I feel that I am against
8 title of any kind. We should be called abstract artists
even though the term in inadequate. We are all different.
We have something new to say to esch other. We all express
ourselves in & different way. We are the same only in
terms of the abstract. We are modern artists - contemporary
artists, so to speak. I like the idea of getting together
end talking about artiste end their own work, but we should

not emphasize anything particuler.

MOTHERWELL: You feel thet each person insisgte on his
own individuality.

GRIPPE: I think we all express & different thing.

STAMOS: I think it is 8 community, andit shows here, and

even though everybody worke in & different way, the line

is the same.

REINHARDT: Most of us &a not take an (a----ing) precon-

ceived conception of art. That mekeeg us different from

-43~
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other ertists. We are not profescionsls and don't -—-——-
8kill and craft in thet way. Informal relationships can
be of (no-new) value. The problem is & matter of self-
ewareness and self-discovery. We are against (impover—
ishment). We would value enrichment and complexity.
Peinting, itself, is the object and the content, and
that would be & common thing. I heerd the expression

(specialist) snd relation, snd we have that in common.,

BAZIOTES: We are 2ll painters and we heve something in

common, and we have unity in that.

ZENST: 1 think that we were & o mmunity before we came
together, end the fact that we might remain a community
is supported by the fact that we have not established a
dogme thet applies to anyone in particular., We are now
Joining a lot of (in------encee) that have gone before us

end are becoming awere of our surroundings, and that

makes usg a community as individuals,

LEWIS: I think that it is & wonderful relation that

exists here and it has been expressed.

FEREER: I think it hes been pretty well said, and the

event-guard (seems-sume) & community in any society.

KEEB8: I think the community is more largely geographical

thean we think. I mean that there are just as meny factore
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that makee for & great difference of opinion as for sgree-
ment. I would argue sgainst enything thet bordered on &
brotherhood, or anything else. Anything of this nature
thet is apt to become & community way of thinking would be

dangerous.

POUSBETTE-DART: I think the reel srtist is the true citi-
zen of the world. There are many artists that are not here
because they have not been invited. We heven't arrived at

enything pr actical here.

MOTHERWELL: Some statements of reel value heve been

recorded which you cen't sey is impractical.

POUSETTE-DART: No binding factor has been arrived at.

LIPTON: There are & number of people here that have =a
very similar kind of approeasch, and yet there are many
sharp differences. In the mein, everybody is attached to

a search for a reality in a tangible art (meaning-meeting)

and everybody here feels that more or less. We are all

searching for something which belonge to ue validly and

honesgtly.

HOFMANN: I don't want to be classified. I am proud to

call myeelf a painter. You must (write-lay) down certain

principles on which you consider your community. It is

too restricting in our freeneee of approach. We really
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are all paint ers. IUaybe we can call it modern or ebstract
peinting, but what does it mesn in the end? We are just a
locel geogrephic group. What about all the other artists
who are in the country? I coneider it dangerous to be as-
sociated with other artiets of similar aime. I wiesh to be

free as a bird.

SMITH: What I got most out of this group ie just the
force end the sample of the force that exists in this
country, It seems to be a grester force, and I am pleased
thet it happens to be taking plece here &t thies time. I
don't think it ever took place in the same way in this

country before.

GOTTLIEB: It seems to me that what we have is a gather-
ing together, and despite the differences between the
people, I think thet there is a common denominator, and
that is a mutusl orgenization that all of the people in-
volved are advanced painters end sculptors in the sense
that they are attempting to edvance the art which they
practise. They orgenize thet effort on each other's part

despite any differences of opinion.

DE KOONING: For most of us, art has been an international

thing. Previouely, inmt ernational meant that art came

from Parie. I like that we have gotten awey from national-

iem.
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HARE: I don't see any tendency toward a group here. We
are here out of politeness. There is no reason to form

& group in this country. We are not in a position to
have to form & group, since we are not persecuted. The
word "avent-guard" doesn't meen anything. We are a group

insofar as we are peinters and sculptors.

BIALA: I wae wondering whether, &s a group, we have more
in common than other groups of artists. We are all
painters who respect one another, so we are & community

in some respects.

NEWMAN: I disagree. We are here because we are artists,
We would have tobe here with & group of other men in
whose work we have no interest. I thought our purpose
was to find some common ground, and I don't think we have
it. We are here specificelly because we have & specific
interest in each other's work; otherwise we would not be
here together. The work doesn't hseve & specific na ture,
but we have & specific common intention. One of the
things thet binds us is our insistence on Deing ourselves.
1 feel that we have a community in the sense that we are

vitelly interested in what the other fellow is doing.

TOMLIN: There has been & reluctence to e xamine whetever

we have in common. There is & doubt implied that there

is & community., There is not & movement in the sense
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that painting hes moved forwerd in schools. I feel that
there has been & strong tie to protect individuality.
I don't feel that individuslity need be endangered by 2

movement,

STERNE: I do not have much to add. I like and respect
most people, and I am happy to be & part of getting

together.

BROOKS: I don't think there is any need for & conflict
between the o ncept of the individuel and the co mmunity.

I agree with Reinherdt. I think it ie most comxprehensive,

BOURGEQIS: I think that we are trying to be & group,
end I think it is very herd. For the other painters -
Poore, Van Gogh - we are a group becsuse we are their

enemies.

ROSENBORG: I heve never thought of myself as an enemy

of any ertist. We are &ll God's children.

MOTHSERWELL: I know very well what I think, but I don't

know very well how to say it. I aust say it presently.
I could say that there is & certsin maturity in the work
of these people and in their general relations to m=alit y,
and for my part there is & real problem which is that I
think things mature in & millennium, end I think the

problem is one of (color). I would really like to say
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Painting in America isg beeming mature. A great number

of ertiste did not wme for one reason or another. We
are all involved with each otner end with many other
people. We all have to deal with each other, and we are
all terrivly involved in an identicel problem - whatever
our differences are and whetever our waye of meeting the
problem. We spesk more adequately about the problem

than anyone else because we really have todeel with it
all day long every day, end we didn't want to form a group
88 & pressure group, but to have it hendle = few state-

ments to build on and aumplify everything else.




