CONDITIONS OF USE FOR THIS PDF

The images contained within this PDF may be used for private study, scholarship, and
research only. They may not be published in print, posted on the internet, or exhibited. They
may not be donated, sold, or otherwise transferred to another individual or repository without
the written permission of The Museum of Modern Art Archives.

When publication is intended, publication-quality images must be obtained from SCALA
Group, the Museum’s agent for licensing and distribution of images to outside publishers and
researchers.

If you wish to quote any of this material in a publication, an application for permission to publish
must be submitted to the MoMA Archives. This stipulation also applies to dissertations and
theses. All references to materials should cite the archival collection and folder, and
acknowledge “The Museum of Modern Art Archives, New York.”

Whether publishing an image or quoting text, you are responsible for obtaining any consents
or permissions which may be necessary in connection with any use of the archival materials,
including, without limitation, any necessary authorizations from the copyright holder thereof or
from any individual depicted therein.

In requesting and accepting this reproduction, you are agreeing to indemnify and hold
harmless The Museum of Modern Art, its agents and employees against all claims, demands,
costs and expenses incurred by copyright infringement or any other legal or regulatory cause
of action arising from the use of this material.

NOTICE: WARNING CONCERNING COPYRIGHT RESTRICTIONS

The copyright law of the United States (Title 17, United States Code) governs the making of
photocopies or other reproductions of copyrighted material. Under certain conditions specified
in the law, libraries and archives are authorized to furnish a photocopy or other reproduction.
One of these specified conditions is that the photocopy or reproduction is not to be “used for
any purpose other than private study, scholarship, or research.” If a user makes a request for,
or later uses, a photocopy or reproduction for purposes in excess of “fair use,” that user may
be liable for copyright infringement.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

Wittenborn

1.C.29

THE FIRST DAY

April 21, 1950

Artivten

e ——




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY Wittenborn 1.C.29

-1-

(lotes preliminary remarks were not to be yecorded.)

Uoderator Iip old: It might be advisable to ldst a fow things which we will
mrobably not want to discuss. It would seom that the method of work of most of
us who ave hore in this group has been a lonoly one - I feel that much 18 gained
from arguente I would like to learn from conversation with my confrives,

lare: I think we ought to define terms aw! find a subject to speak about.
Bverybody heve Imows everybody else's work, There iv no advantage in talking
about a school of paintinge I think we ought to talk about the problems of the
wumummmt«a;wumm I don't see any peint in
diseusping our own work, What a painter thinks or does is very often different
from whet he does, There are painters who are extremely vocal. We would like

to talk to them and see their work, but their work and speaking don't coinecide.
You can do it or you don't do 1%, You can talk about it, but you can't
accomplish snything in talldng about it, ‘We don't just want to hear everybody
talldng sbout his own polnt of view, I don't see that we can get anywhere

unless we all state a problem and give our ideas on that porticular problem,

Has somebody a problen to suggest?

Pousette-Dort: Our togetherness hoppens in institutions, It seems to me
thyt you can't carry on a discussion like this without talldng about wusewms, We
don't pet together ourselves, #0 we pet together in the musewms widch persecute
the artists,

JYerbers The pu~ldc hos Leen uentioned, and it secns to me even in g sopldsti-
cated group like this we should attempt to identify our relationsidp to the publde,
perhape in two ways. In a personal way, and in a way which relates to our worlk,
By the seoond I perhaps mean that the public really io asking all the time "What
doos tide work vean?” I tidnk it mAght e helpful to adopt an attdtude towsrd the
publie in the sense of on answer to that question. Ve needn't answer the question,
Wiat I an agking 4o that we should adopt an attitude of elther discaviing the
question or trying to anower ite.. Another thing I want to suggest 4s that we might
want %0 talk gbout the possibility of dlscussing wheother auy of us foel that there
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is my diffevence in wiat 1o happening in Aueries axd what has happened heretofore,
rﬂinmntiahamﬂm:mrmpa. There is some difference wideh is not a guestion
of geograply Wut of point of view, It 1s a question of origin of ancestry, .
Cottliebs It seons to me that we are approaching an acadesy version of sbstract
rainting, :mmm“wmmmmwm,umz
mm«wmmmsm.umn.mmmﬂuw-
mmmmmmtlnmmemmmunm
make some distinetions,

Hofmms What is abstract art in the "good" senve?

MMI mm-mm-hunmmm. It means to
tele from." is s method, 1t signifies selecting ome elemeut fram a myriad of
elements, for the purpose of enphesis. Wnitchead saym, "The ligher the degree of
.btnoum,ﬂnlwthmummw.' I suppose the word was firet
Wmammummuuwmm(mmu
-m)hutoonuqmuy:uhaludm-ormﬂﬁw. The poople who firet said
abotract mugt have meant that 9o much wes left out,

Gripres Wy 4s it that Picasso 1s not considered “ghetracty®

Hoderator lotherwell: mmmu.mmotmw
w.mmummmmm

Moderstor Iippolds ::mmtunmmmummmmmm,
m'-ad-mmm-dwmmmwmmmummm
with the problens of ereativitys how each one beglns his plese of wark and how he
proceeds with it,

Newans I was going to try to fomulate a question, ihen Gottlied raised the
question of abstraction, I don't thdnk wo should jJust clasies 4%, It might be
formalagted into tds questioms do we artlsts really have a commmity? If so, wigt
makes 1t a commndty?

Hayes I don't see why we shouldn't feel lonely, An artist is always lonely, That
is why be 1o on artdet, An artiet is e man who does not get along with soclety, You
esn te beyond 4%, ot ahesd, Wt in any case you don't get along with it T thduk our
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protlen would sewm to be fundsmentally psychologicals e feel badly beGause W

are not accepted b the publie, Ve can't Lo gocepted by the publice As soon as

we are accepted, we no longer are artists, Ferhepe we go mround on occasion
Winking to ourselves, "Miis won't do, If we could only explain to the publie,
they would agree with us.,” They may agree in the courve of years, They won't
SZTCe NOW.y,.ee I think this group mctivity, tids gathering together, is a symptom
of fear, Foosibly you ocould eonnoot tids with the (uestion of demooracy, in the
sense that in this country there is o feeling that unless you have a large publie you
are a failure. The publie is always concerned with successful people. I will
always be opposed to those peoples Ye should get the publlec imtevosted, &f
possible, but I don't tidnk it is necessary to worry about whether the publie
underetonds, and Icertainly dontt think it is necessery to tay to explein under
the assumpiion that omee you explain, they will sgrec. They shouldn't agree with
us = they are not opposed to the gtatus quo.

Beinhardt:  There are many things that Hare brought up that I don't agree with,

I think we should follow some idnd of procedure, isclate some idess, and find out
each artdst's opindon. NHewmsan's question is pertinent. Wiy can't we find cut what
ouwy community is and whet owr differences are, what cach artist thinks of them?
loderator Votheywell:  That then exactly constitutes the basls of owr commndiy?
Steymes Vo neod a comson vocabulary. Abstract should mesn reslly abstrect, and
modern should mean really modern, We don't mean the sawe things with tw cume wordse
H offmennt Wy should we? Bveryone should be as differeut gs possible. There is
notidng that 4s comon o all of us except ouwr creative wrgo, It Just moens ome
tdng to mer to discover wmyself ap well as I cane Bubt evoryone of us hes the wge
to be creative in relation %o owr time - the time to which we belong may work out
%o e our thing in cmmon. But to fommlate tids would not be simples

Beinhardt: There are a great neny differences which I think we should find out
gbout here. If we ore doing the same tidng, or have the sagme probleas or the same
foars - what are thoy?

Foupette-Dart: T musew=® can bless oy artist end weke hin suocessful in & noment.
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The museums Can, at any moment, Lless any oue of us, The dissster is that they can
cmeo disparily among o, too.

Sedluharit: Does that have anytldng to do with our discovering cuwrselves?

Haxe: I can't sec how the museuns have anytidng to do with the artists In
general, museuws don't have ver, much taste.

Fousette-Dartt  The people turn o the musews,

Ioderator Mdppold: Wt we ave leading up to is why each person paints or seulpts.
Wy each person thinks he should paint. Do we do it to be a suocess, to make money,
uderstand ourselves, or vhat is the purpose? To describe owr own creative nature?
Wiy do we use titles? Where do we dck sueh titles? here do we begin?

Hare: I suggest that we plek three or four questions and ask the same guestions
of everyone around the tablej since a lot of people won't express their points of
view, we have the sawo ones talldng all the time, @y not pick three or four guestions
and ssk each person to give hds thoughts about it?

FPerber: It seaus to me thut most of the questions revolve around "meandng." The
publie, the musewss and the artists thomselves axe involved in the question of
"woaning.” It need not be "meaning” in any slwple scose; but when M. Idppold ssle
for a descyiption of the way in wihich, and tho wipefor in conncction with a plece of
geulpture or painting, he 1o asking gbout "meaning,” I think,

doderator Lippolds That ien't what I sald,

Forber:  Then, I mivunderstood you. If we attempt to telk about what in generel m
the work of tids group has in camon, I think it has boen uouticned that it is wodern,
advenced @nd notescadende; Wo Cai rule out the proble of the muse, boceuse v will
thoe e telling tho public in our own way what we bean and the musevm is no longer a
pmotlen, o far as the commmnity of artiete goes, it seems to me the Guestion would
involve the guestion of differvnce - between us anl other artists, In thot way w
may hove & feeling of comundty,

Joderator 1duiold: To continue wit:: the suggestion I sade before: I would like to
guggest that the yuestion of metind might be Lroken down into thdsy fivet - 4s 4%
possible 0 say wiy wo begin to create a wrk? Is it possibile to say, if so, whet is
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it? Seeond = how do w0 begin the worky from an idea, an emotional pedut of view

besed on expericace or fomi? Whore does the suggostion come from? Third - when 48
the work finished? How ¢o we lmow that? I oun't sce that my relationsidp to the

Msewmy or o the public is concornod with what I am nalkings I am intercoted in how
other people work.

Pofmanns 1wn'-'mtmmmmmmmmtwqml

S e

mumummu-mtmump.

Hoderator Motherwells hw@MMh."H@mmm!ﬁg
findshed?" :

Iodersbor Iippold: I don't lnow £f I onn separete that goestion wdthout
thinking ghout the first two questions, I would say the work seens finished to
umnmmrmmnymmwnzuhmmmm
igiolved in ite working out, Itmblﬂutwmk,tvmm,mm
its own conclusion; _nnitiummmwﬁhmmumw
omee the thing is quite far along, nnmivtum-umorrumm

for many of us at the stago of cketohing or snall model making ~ if you have to
m;mx-ummtmmmmnmmwnmmmxh
wnwm*mthﬂnaimr,mnlmm,mmmmwha
more or lece technicel process, I would like to say a little about the beglmning
of my method, Ihmwhmnp&ammunpﬁntarmu-mm-
Ihgwmrundal]ﬂmﬂﬂmtitammmmormm
« an emotional experience, generally, Il]mtnml,mthmm‘
autlowh:ldxlahalat.lmt.oxpnrinnm,baoauulmtittomtulw
in elimnating any extraneous ideas widch 4ght come into the sculpture, As wo all
h-.tlnﬁntumormmrhrohmhadtomotmun“,ﬂ
far mo 1o keop olear 15 to keop a title in wind, It 48 of velue om0 at the
begiauing, 'hen en experdence has made 1tself so persistent in my unconselous
or conscdous wind - or both - that I feel that I want to make sometidng wideh
mmmm.xmvwmmmmm At the
Samo time, thet experience is 2 memory, and it may be that it 18 at the moment
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2 line on someone's fase, or o erack on the floor, or an amperience at a
newspeel theatre. The the problem of how to work out the emperience wiich

I have bad precents itselfs I may begin with that idea, anl I have o sigt
it to ny mediwm, I hove to meke it olear encugh for others to see in ite
relationships, All of this tales place in the sketch stege = in the models

I mole fvom drawings, The draings beooo more conclusive ae I work, Geoerally
when I vork on a plece I make very few cdhenges, Dut with the last plece I made,
the provedure was different, because towards the end techndcal and exgreseive
o blems required sy sltering the plece several times, I re-did it three or
foxr timps, Bt I felt that the ploce was finished when I felt it satidfled
sy oviginal intent. I can't talk aboub conclusions without telldng sboud
intent, O rave ocoasions I have seen o form which suggested some ldnd of
relationshdp which called buck & memory or cxperience, It is always an interplay
botween the twoy I find, It is nevor one thing or the others

Brookss I think quite often I don't lnow when & work ic “finisbed,” becwuse
I often cerry it a little oo furs There is some peculiar belance which it is
necessary to preserve all through a paintdng wideh keops 4t fiudd and moving,
It con'® be brought to a stop. I think you hawe to absndon it while 4t is stdll
glivo end moving, end so I can't conslder a polfting "findshed," I can't thdnk
of woridng with o cleer intent on o paintdng, becsuse it often develops as I go
tuough a pudnting, sddedit It uite often changes dn the wiidle of a pelmting,
Bat the "end” is 2 vory difficult thing, sometldng that is detersdined, not Wy
the form that i "findshed," tut Yy the fact that I have worked on i%, It
saticfies o noed of gome ldnd,

loes: It 45 umally finished vhen it defies me to do mything wore with 1t
1 start with drewings an! when I find thet the drmwings ave ineapsbile of bedng
tumed into o puinting, thea I stert to paint,

Dasiotos) I consider my painting finished wien my eye goes to s partdculay
spot on tho canvese Bt 42 L put the ploture amay about thirty feet on the
wall and the movenents kwep retuming to me and Uwe oo secns 0 be responding
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to somothing living, then it ic fndehed,

m- X usually ask my wifes.. I tidnk a noro intoresting quection
would be, "y does anyone start & painting instend of feisidng 47"

Forboyr I would s that I don't think any plece of soulpture I make is
really"finished,” lor do I thdnk it poseible to ecdll a plece a roalisstion
of any partdoular ides evolving fram a specific emotion or event. Thewe i3 &
strecs out of which these things pop ldke waves, and fall back., Therefore
wrks apen't really complete in thamelves, I think the day of the "masters
fdooce" Lo overs Then wo look ab our owm work, in ten or fifteen exmuples,

we roslly understand what we are deoing, end whet our firiends sre doing when

we look ot a group of thedir things. The sens of "findsidng” a particulay

work iz meaninglese,

Nodevstor lippold: I would like to ask you if what you descrdbe applies

to m individusl pdece? It is a tidng widch existe within its owmn particulsr
sbape, low con that came about?

Forber:  Tor a soulptor o inslet that e ypdece of sculyture rises out of s
streas of consclousness is porhaps ridiculous bLecsuse woulpture is so three-
dimensional and haxd pute Dub I don'd think there 18 ey difference Letwoen one
mdeoe and enother in the dewelopment and fulfiliment of & particular ideas
Lasmowr I would consider a work "firdshed" when I feel all thhe particulmrs
participate in e seeue and no part is less strong than the other,

Brnwts Uy work consiste of two eeparate stages of development, I oonaider
& painting almost "Slnished” when I as half findshed with 1%, when I have yeashed
whab oeons to be the grectest measure of swprise., The rest of the action &8
diseiplinary on my part, Wien I see thet I am beginning to destroy the surprise
« the basie cloment of that surprise « then it is time for me to staps
Pousette-Daxt:  For me it v “finlshed" whem it is ineviteble within iteelf,
But 4 don't thduk I econ axplain anythidng ebout sy paisting, just a» I can't
eplain anytidng sbout a flower or a child, Vben is anyythiang "beautdifud™
fintohad? I can't dlsouwss Udags about ny paintings. The truo tiing I am after




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
Wittenborn [.C.29

The Museum of Modern Art Archives, NY

waa

Nmm:nm:memmmﬂ-

Iipton: T think thab we require time and intimesy and alonenosss

Blalat I never imow wvhen it is "finlshed," I only know there comes s time
whon I have o stop,

Jewant T tidnk the ides of a "finlshed” picture is a fictions I think a
men gpends kds whole life-time peinting one ploture or working om one plees of
soulpture, The qmestion of stopping is really & decision of moral consider-
ations, To what extent mre you intaxicated by the getusl mot, 80 that you sre
boguiled by it? To what extent are you chammed by its incer 1life? And %o
what extent do you them really approach the itention or desire that is really
cutside of it, The decision is always made when the ploce has somethding in

it that you wented,

Harer It seeus to me there are two problems: when you stop, and when it is
find shed.

Bogenborgs  hen it stops, why does it stop? While the hands do, the ploture
moves, having s life (objective, emotional and intellectual) of its own, When
I can do no more on ity it is dones

Sterne: Palating for me is a problem of understandinges As I %3y to approach
a subject, uncluttered Ly prejuiices, I try to explain it to wyself and it then
turme into action andy I hope, an explanstion. ¥hile I work the thing teles Mfe
and fights back, There comes » moment when I anm vanquished and can't go ahead,
and then I stop until I teclde the thing again

De Noondng: I refwein from “finishing® its I paint myself out of the pleture,
and when I have done that, I either thyo it sway or lkeep 4%, I an alweys in the
ploture somewhore, The amount of space ¥ use I am alwaye in, I seem to move
sround in 4%, axdthere secus to Yo a time when I lose aight of what I wanted
to do, and then I an out of it, IfEk the picture has a countenance, I keep it.
If 4% basn't, I tiwow it awaye. I am not really very wmich intervsted in the

question,
Dourgecis: I think s work is "findshod” when I Lave notidng to eliminate, I
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malie congtructions that are wually verticsl; when £ start them they are

full of colors and ore compliceted in fowm, Every one of the complications
§005 and the color Leeames wiriform and finally thay becoms M complotely
white and sluple, Waen there Lo nothing else to take away, it is "finiched.”
Tob I m disgusted by simplieity. 5o I losk for a larger fomm and look for
mm-mmwm-mmorm

Oripper 4 work of art is never yeally "findshed.* There is a feeling of
trylag %o express the labyrinth in onefls mind - ite feelings ar emotions, and
to fulfill one's porsonalitys Bedh work is trying to complete the exyressien
of that personality, Wether it bocomes wore profound, I don't knows bub I
tdnk a person is much more gware of kimwelf in relation to the rest of the
wordd.

Holuhaydt: It hes always beona probiem « about “findehing® paintings, I
fool very conscious of ways of “finiehing” a painting, There is a value placed
on “unfinished” work todaye Distwbances arise when you have to treat the
work ar a findshed and coupleto object, so that the only time I thdnk I *Pimdeh®
& painting is vhen I heve & dead-line, If you are going to present it as an
funficdehed" object, how do you *findoh" 147

Levia? IMWIM“IMM““&M&'#M.
I imow this doesn't deseribe it, but it is the best worll I esn use,

Hofmann: To me a work is findshed when all parts involved communicate
themselves, so that they don't need me,

Modergtor Motharwellt I dislike a picture that is too suave or too sidllfully
done, But, coutrariwise, I also dislike s ploture that looks %o inept op
vlunderings I notdced in looking at the Carré exiitdtion of young French phinters
who are supposed to be cloce to tils group, that in “finishing® a ploture they
assume traditional eriteria to 2 much greater degree than we do, They have a
M'M'hmmﬂumulmlobw.abmmﬂwﬂ.
tmmmw-mmnn-mm-mumu“
Bfaam:  Yos, it sems to me o)l the time thexe is the question of a heritage,
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It would seen that the difference between the young Freneh painters end the
youRg Amoriom peinters is thdes Frenoh plctures have a ewltural heritage.
The Amerieon paimter of today approaches things without basis. The Fronch
wmummammmup-mﬂmum
thelsr worke It is a woridng towards a refinement and quality rather then
working toward nw experiences, snd painting out these experiences that may
finally become tradition, The French .ave it easior. They have it in the
Legdnainge

Do Koondng: I an glad you trought up tids pelnte It seems to we that in
Sarope every time somethdng new needed to be done it was because of traditional
culture, Oure has been & striving t0 come to the sgme point that they had -
not to be iconoolasts - but to be able to recogize curselves ss being elegant
object melers,

Hoderator Idppold: There are those heve who feel that the things which they
mebe gre oimply momente of a contimdty and, therefore, in theuselves, are not
mobjects for their own sakes, but just moments in the continuity. Is there an
irreconcilability in naking an object in itself which, at the same time,
reflects continuity? This, so far, has been apoken of as incompatible,
Sternes  But that means that you have decided already exactly what 15 "besu-
tiful,” "Beauty" can't be pursued direeily.

Gobtlichs There is a general asswption that Buropean ¢ specifically French «
painters have a horitege wideh enables them to have the benefits of traditdom,
and therefore they can mroduce a certain type of peintings It semms to me that
in the last Pifty years the whole meaning of painting has been made internationsl,
I think Asericons shave that heritage just as much, end that if they deviate
from tradition it is just g8 difficult for an American as for o Frenchmgn, IS
15 a wisteke to gssume that we are immocents who, Just because we have no bagle
ground of culture, are doing sometidng wideh io new or unlque. I think what
Nothorwell deseribed is the problem of imowing what the traditon is and being
willing to reject it in part,
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Do ¥oondngt I agree thab tradition 15 part of the whole world nows The
point that wae wought up that the Mrench ariists bave some "touch” in maldng
an objects They have a particular comotling that makes them look like a "findshed”
painting, They have a touch which I am glad not to have,

Zanlotest Ve are getiing miwed wp with the French traditdon, In talking
about the necessity to "finish® a thing we then seid, Averiocan painters *finfsh®
A thing that looks "unfindehed," and the French, they "fimdsh® it, I bhave
Seen Matisses that were more "nfinished” an! yet more "finlehed" than any
Anavican painter, latisse wos obviously in a terrific exotion at tho time, end
1% wes more "unfindshed" then "finished.”

De Koondngs I don't meun thats I think tide ddos of pickdng wp & "findehed”
painting » o+ o (trails off), I donu't mean it boowuse I have no idea really
what idnd of experience Natisse had in maldng o pailbbdng, It is possible that
it was "unfinished” » you lnow what I vems I am e 1ittle bit swprised that
you talk in terms of the actual, formal ways of meking a painting, Tero is an
elmost fluid expression in painting, Hosm I never thought about 4% in terms
of being "finished" oy not, This teruinology I en alwost surprised sboute

*« 8 ® 9

-
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April 22, 1990

-Aridstes

Yoderatorst

Alved He B, Jre
Richard Iippeld
Robert Motherwell

Stexnes I find thet the painter has the protlem of the title; the title
scems to claseify kim, If you male a long, poetio title, you are immedistely
olapssified in one way or another, If you pul a numwber, you are classified as
non-objective, Whatever you do, 1% would Sesn a statement of sttitude, You
can't sve applos or Lread 4z a basket the way others seo thiugs they do, besause
that =mo implies agein o statement of sttitudes So you vefrain, or if you don's,
saachow or other you oreate a misunderstandings

Reinhardts Iraﬁmdao-mtmnwmwm;uﬂ-maw
Drooks: To o a title iv notddng tut identdficotions X hawve & very haxd
time to find a title and it is alwgs inadequabes X think when Wtles wre very
suggostive, oy ave s kind of o fraud, bocause 4 Lelleve they throw the spectator
oy froa the plebure rather than into it, Dul mmbers are insdequate.
Oottldeh: I think the point Miss Sterne reised is inevitable, Tt is,
whensver an artist puts o title on a peinting, some interpretation about his
attdtode will be made, It soems obvious that Htles ere necessary when everys
body uses them - whether verbal or mmbers; for purposes of exbibition, identd=
flogtdon and the benefit of the erities there must be some way of referving to &
ploture, It sooms 0 me that the artist, in makdng up titles for his plotures,
must decide what bhis attitude is.

m lost people seem to think that titles are a ldod of
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necessity, Does enyone think thet titles hove yoal uvoefulness in supplementing
the object?

Doscuborgs  The title is alwars mrbdtrary becsuse wo deal with unseen sudiences)
Ue rouson for a title is that every Tom, Dok mnd Harvy hes to have some 1duk,
Gnoe I had a show where  had mmbers from one %o Gwnty, aud when it cane to a
estion of reviewing, the critics found that nuber six was vetter than four, etes
I hope that the onlooker will make wp his own titlel

Geippet  The titlo is & very necesmury luy to the kind of expression - the ldind
of symbolisn that is bebdnd the worlk, We erc all working in a subjective
approachs Therefore, it becomes difficult to title works. Another factor is
fear = I think ifes Sterne reveals feer, We feel in somo way someone is going
to eriticise, I tidnk we must get sway from this fesr of titling works, W
ought just to be honest with ourselves aus well ps others,

JPousette-larts I tidnk if we could agree on numbers it would be & tremendous
tidng, In music they don't have this dilesma, It would foree people to Zmm just
look at the object and try to find their omn experience.

Emst: I would object te doing any suoh thing us theb = such a8 mmbering &
pleture. I dom't particularly care what people classify me as, or whether
people understand the title or mot, It suggests sometidng Lo we, or something
mey pop into my head - so I give it that title.

MI I thionk titles sre a positive means of identificstion. I never
objected to any work of art becmuse of its title, The ouly people who bave
objected were cidtdos Lecsuse they did not like the work,

M’ The question of shandoning titles arosey; I am sure,; because of
egthotic reasons, Bven the titles like “"etill life" and "landucape" do not give
you anything about a pleture, If he does have a reference or association of some kind,
I think the artist is apt to add a title, I think thds is why titles are not
used by & great manyy painters - becsuse they don't have anytidng to do with the
painting itself,

JModergtor Barw: There are scae painters who attech a great deal of importence
to titles,
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Moderator Motherwellt T thdnk Sterne is dealing with a real problem = what
is We content of our work? Wiat ave we really doing? The question is how
to name vhat as yeb has Leen unwnaned, :
Jodevator Boxr: T would ldke to got some informgtion on this, ¥ould you
raloe your hands if you name your plotures and seulptures?

( raised their hands.)

How many people musber thelr pictures?

How pany don't title thelr plotures at all?
(e Fulsed thedr hands,)
(Hote: objections to thls procedure.)

Haxe: It seema to me if you worry about titling, it is the sane as worrying
about how to make it, Doth are creative actss I think the only thdng the
title of tho pieture cgn do is note the content of the work,

Basiotess  Werees certein people start with a recollection or an experience
and paint thot experience, to some of us the act of doing 4t becomes the
experiancey so0 thet we are not quite cloar wiy wo are engaged ou 2 perticulay
work. Aod becsuse we are wore interested in plastic matiers then we aye in a
matver of words, one cen begin a plcture and corry it through and stop 4t and
do notidng wbout the title ab ell. ALl plotures are full of association.
Bedmhardbs  The titles ove very importent in swrealist work. But the emphasis
with us is upon a peinting experience; and not on a samal experience, The enly
mlmobjoottoutiminmmithtdpmm,uium
outra that the painting does not have.

Stere: I don't think anybody really has » wight to say exactly how I foel
about ay paiutings, It ceems too intimate to glve them a correct title,
Yoderstor Bgrr: Do you think it is possible to enrich the paiuting by words?
De Eoondngs I think that 4if an artist cen always title ids pictures, that
meand he is now alwaye very clear.

lsspow: T uwoually teke a combiuation of words that has no meaning in iteelf,
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Jorbers  dhat we @ll have been saying is tiat the designation of a painting
or a pleco of soulpbure has Leoume more imporbant &8 a problem than it has
before, An Asvugption or a Orucifixion needed no title. I thiak that mmbering
Fleces i really begeing the (uwestion, Because numbering the plece is an ade
llluiontn'astatmmturnnm&&u‘bnﬂuttninispﬂpdnﬁmﬂ%»
that 1t stands by Lteelf without rolation o any oler discipline, Ue should
Dot eut oursolves off from this great rieh woskd.

DSPrator Syt I dou't inow liow mich lenger tide discusiion of titling works
will go on. Taare are a good many lacercoting implications. It seens to re
thero are thrvs lowols of Wiless (1) Simpdy a matter of conveatenoe. (2)
mafﬁumummﬁmwuamdﬂwmmm&d
not worl: particularly wells (3) Thwewe ir the swrealist t4%de in widsh the words
m-pmuwmummum.mMuawmmm
wp botmomn the words wid the jdobure, It i the socond of thowe €atb I would ke
to hear some conversotdon about very mach, The uestion of spueific emotion in
the work of art., The genersl public is very much interested in that fastor of
the worl, mmmwunmmmmmw ¥es 1t painful? Wes
it a matter of love or feary or what not? Very often be gets no guidauce at all
frou looking at the ploture, Thst'n where the factor of titles comes ine At $ho
same time the title may distort the plictwre a great deals But to return to the
process of palnting, How lmportant is (whoover wants to answer) the expressed
msntm“umtmqewaupm,mdmmmmﬂ
work?

Fouget Lo et I beldeve tiat a naturel work of art should not caly “e not
tdtlos, tut I thdnk 4% should not be vigned.

Bewseat I tidak 4t would e vexy well if wo could title pictures Ly identde
fying the subject uuler co thet the sudience oould be helpeds I think the question
of titles iz paely a soclal phevomenon, 7The story is more or less the same whon
you can identify them, I thiak the Lmplication hes one of two possildlitiess (1)
W are not emart eaough to identify our subject matter, or (2) langusge 4s 80
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bualyupd that we can't use it. I think DOl are WG I think the
puuulwocnmmm-uumm,mxmummw
Mhm-mmwat.wmuwmmumunmmuu
seen for itself,

Noderator Iippoldt !mﬁmuﬁﬁnﬁm‘ﬁwt&nw-lh
mpumame-mnfmpam-umam'w.muwm
relation to on emotional experience we might have felte

Yoderator Barr: I den't went to have the discussion eyt on a quosticn of
wttm.ht:ww”nynﬂhmmﬁmofﬁmu\uh
mmmnMWwameM-MWN
they canseicusly in the preduction of tie worls of art,

Orippet T think of the title wound the idea. Wen I heve the ldoa 18
boocmos yicher and morc perscusl when I know the idea so that I ean add a great
desl move and the vork iteel! becvsce simpler becsude I have the ldeas
Loderator Dares 1s the work of art an gct of confidence o plesasure?
Bourgeois: I try to enalywe tho regsons Wiy sn ortict gets up and takes 2
trush and & knife « why does he do 4¢7 I fedt it was either because be was
suddenly afvald gnd wented to £411 a veld, afvedd of belng depressed end runs
away from ity oy thet he wants 40 record g state of plesmme or eonfidence,
widch is contyery to the fecling of void or fears My choleo 48 nede in uy
esoe, Wit I an oot especially luterect 1 4n talldng shout wr ovn onBD,
Rrooks? 16 seesws o 3o that 2% 1s impopudble genarally to clarify the
;mtmuwmm e caa't get avgy Srom the prief or joy we
put into & pedntdng; it ls & very complex thing g in gone 0aBos & very ome
Mguous tidnge I think we are lu sooe cases identifying ovrnelves through
our peinting and that meenw ever;tuing we are and » groat zany things w9
sold il to bes

De_Yoamings If you are au artist, the problen is to mele a ploture wark
whether yoa are haypy or not.

ml Mwantummtom:gm "How many
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people name their works of art after they are complebted?”
(thirteen raised hands to this guestion)
ZHow many people name their works whea they are half-way through?"
(six reised their hands to this.)
"How many people have thelr work nased bLefore they start on 4t7%

(one person responded.)
(lote: Mr, Barr said the above was a count of )
loderatér lippold: It has seenod to me that ihe whole business of title
or what to make is a phenomenon peculiar to our times. The job was a great
degl easier, it seems %o me, in being artists in amy period but our owm.
The idea of whet $0 paint was already pre-determined, I mm talldng of such
cultures as the oriental and the middle ages - in which & seulfor was asked
to corve a king or queen, It wasa't his job %o complain because he did nob
want to make a king or queen., And there are pecple like that now, too, I
belfove that in our own time the discipline that is enforcedupon our work has
to come from owselves, The title for ne existe at the beglming end g11
through the piece, and it keeps me clearly on the road, I believe, to the
conclusion of the worke. The ocnly thing I am interecsted in resolving is that
dntent with wideh I begin, because I fecl in our time there is very little else
with whieh to begin. To grope through a scries of weoldents iz not the funetion

of the artist.

Bexiotes: lr. Lippold's position, as I undepstend it, is that the begirming
of a work now has sometidng about it that would not have seemed quite logical
to articte of the past. We appsrently begin in a different way. Is that what
you megn, ¥r. Iippold?

Hoderator Iippold: Yes.

Baziotest I think the regson we begin in a different way is that tlds partd-
oular time has gotten to a point where the artist fecls like a gambler. He does
MHNM'mmummauehmenmhmMmmw

will be revealed,
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Reinhardb: I would like to ask a question about the exact involvement of a
work of art. If there is love of prief of some lind, well, I don't understand
the love of anything except the love of pointing itself. If there is a love

of landscape, I think that is alright, and if there is agony; I don't know
exactly what kind of agomy it is, I am sure personal agony would not enter
into the agony of painting.

Noderabdr Byt T would like a show of hands on this question; Is there anyone
here who works for himself alone - that is, purely for his own satisf.ction - for
himself as the sole judge?

( )
De Koomings I feel it isn't so mch the act of bedng obliged to someons or
to society, but rather one of conviction. I tirnk, whatever happens, every man
works for himself, end he does it on the basis of convineing himself. I force
watﬁtniaupmthiumld,dehweﬂdsﬂgjﬂ—pwﬂeulrWinﬂdsm
= and I think it is wonderful, and if it does not come off, it is alvight, too.
I don't see any reason why we should go and leck imto past history and find a
place or try to take a simllar position.
Blala: I don't think a work of art is finished until i1t has found its audience.
Moderator Movherwell: Is the artist his own audience.

Hare: I would work whether I had en audience or not.

Rosenborg: How many people comsider themselves craftsmen or professicnals?
What is the relationship to the socigl world®

Brooks: When we palnt pletures, we assume other people feel the way we do,
Bialas Nothing exists b itself., It only exists in relation to something
elset when 1t can find one other person in the world.

Pousette~Dart: Is prayer a creative act? I would ssy that it depends upon
the prayer itself, but there is no other person necessarily involved., A painter
can paint for the satisfaction of his soul, but he ecan mean it for everyous,

De_Koonfngs There was the case of paintings which were found in France just
latelys Were theyworks of art before we discovered them? This is the questions
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Reinhardt: I would like to ask a question about the exact involvement of a
work of art. If there is love of prief of some kind, well, I don't understand
the love of anything except the love of painting itaelf. If there is a love

of landseepe, I think that is alright, ond if there is agony; I don't know
exactly what kind of agony it is, I an sure personal agony would not enter
into the agony of painting.

Noderabbr Bary: T would like a show of hands on this question; Is there anyone
here who works for himself alone - that is, purely for his own satisfiction - for
himgelf as the sole judge?

( )
De Xoonings I feel it isn't so much the act of belng obliged to someone or
to society, but rather one of comvietion. I think, whatever happens, every man
works for himself, and he does it on the basis of convineing himself. I force
my attitude upon this world, and I have this right - particularly in this country
= and I think it ie wonderful, and if it does not came off, it is alright, too.
I don't see any reason why we should go and leok imto past history and find a
place or try te take a simllar position.,
Biala: I don't think a work of art is finished until 1t has found its audience.
Moderator Motherwell: Is the artist his own audience,
Hare: I would work whether I had en audience or not.

Rosenborg: How many people comsider themselves craftsmen or professicnals?
What is the relationship to the social world?

Brooks: then we paint pletures, we assume other people fecl the way we do.
Mt Nothing exists b itself, It only exists in relation to somebling

elset when it can find one other person in the world,

Pousette~Dart: Is prayer a creative act? I would say that it depends upon
the prayer itself, but there is no other person necessarily involved. A painter
ecan paint for the satisfaction of his soul, but he ean mean it for everyone.

De_looning: There was the case of paintings which were found in France just
latelys Were theyworks of art before we discovered them? This is the questions
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Beimhardtt T would Mue %o ask a questdon about the exact invelvement oi a
work of arte Itﬂmialmdgridofmldnd,nll.ldﬂ'im
%o love of anytiing emoept the love of painting iteelf. IS there 4 & lowe
M'Lu‘-nm;\.,Iﬂﬁnkﬂ:ﬂinﬂﬁglﬁ,nﬁﬂﬁmi-agw,zdm'tm
exactly what kind of agouy it is, I s sure personsl agony would not enber
into the aguny of peinting,

Jodergbée Beyr I would iike o show of hands on thle questions s tere anyone
m-mmrwmm-mz-.wmmumm-h
Liwssls ne the solo Judge?

( )
M’ Ifeelitim‘taamchﬁ;amofidxwwmﬂ

%o society, but rother cue of comvicidome I tiduk, shatever happeus, every men

m!ww,mhdoaaizmmmswuwlmmu. I foyoe

my attitude upon Wido worid, aud I have Uds right - parideularly is Uds couwntwy

-Mlmlthmwﬁul.Mii‘itdowuatcmw.nhmuo.

Iﬁm'tmwmmwwmmmmwmmmmm.

place or try to tale a studlar position,

2aist  Idon't trink & work of at is flalshed witll 26 has found Ats sudiences

Eodorotor Mothoraell:  Is tw artist kis om swlieaco,

Bareg: I would work whellior I lad eu asuilesce or uot.

Rosenborg: HwnwpnOpleMerumdmm‘aﬂmwww

WMot L2 the relationuilp Lo the soclel worldl

Brooke: Ehen we paloi pletures, we assuwe other poosple fuel the way wo day
Sothing extivts b dtwelf, It only exighs in relation @ soastidng

clpet when 1% can find one otlar person ia tle world.

Pousettomlurts Is prayer g oreutive act? I would agy that it Jepends upon
thsprmwimlr,mmnmommmmmmnibkwuhd. 4 pednter
oo peint for the satisfactica of Lie socl, bDut ho can mean 4% Lo cvepyunGy
De_Yoonhngs There wes the case of palntings wideh were found in Frauce Just
lately, Were theyw orits of art before wo ddscovered them? This iz the questions
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Newmant I would like to go back to Mr, Lippold's question - are we involved
in self-expression or in the world? It seems to ILippold you cannot be involved
in the world if you are a craftsman; but if you are imvolved in the world, you
cannot be an artist. We are in the process of making the world, to a certain
extent, in our own image. This removes us from the craft level.

De_Kooning; This difficulty of titling or not titling a picture - we ought
to have more faith in the world, If you really express the world, those
things eventually will twrn out more or less good. I lmow what lNewmsn meanss
it is some kind of feeling that you want to make your place in the world,
Nevman:  About specifying - if you specify your emotions - whether they are
Worfm,ote.-Ihnmitubadnmlhnhdhwmishdm
bad,

De Kooning: I think there are different experiences or emotions, I feel
certain parts you ought to leave up to the world,

Nevman: I think we start from a subjective attitude, which, in the process
of our endeavor, becomes related to the world,

Ferbert Iunttonddtowhntﬂemmhnldﬂ,%ismnhwm
to escape an attitude towards the world. I would like to bring into this dis-
mmumm,mnﬂuummammmtunmmm
or craftsman, because if we have any integrity at all, it is as men and women.
Pousette-Dart: Ihydoesthemdmutiuttnlthamdtoﬂ:nhilw
Baziotes: lhmwmhamkotnrbwwtgvtmpniu-ﬂuhhm
Pousette= : In certain cultures none of the works were signed,
Baziotes: If you were commissioned to do a picture of the Madonna in the
middle ages that was praise to begin with,

Gottliebs I think the answer is that the work that really has sometidng to say
constitutes itsown signature.

De Kooning: There is no such thing as being anonymous.

Haret I think a man's work is sufficient signature. I go further with that.
There is a tendency to say,"let's not sign our things." The only reason why
people don't want to sign their things is fear, Art has never been anomymous.
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Hewoens I would like to go bask to Mr, Iippold's question - are wo imvolved
in gelf-expression or in the world? It weems to lippold you cannot be invelved
in the world 4f you are a erafteman; but Af you are involved in the wordd, you
Sannot be an artist, Ve are in the process of maldng the world, to a certain
extent, in our own image. This removes us from the oraft lovels

De Xoordngy Tods diffieully of titling or not titdling a pictwre - we ought
to have more feith in the world, If you really express the world, those
things eventuslly will twm out more or less goods I imow what lewman meangs
1tlsmudofmthmwumtommﬂmhhw.
Teviaans Avout speeifylng ~ if you specify your emotions - whether they are
“wfw.m.-lhnmuhhdmhnm}:rwmhm
s L

Do Xoomingd I tidnk there are different experiences or emotions, I feel
mmhmmwmuwwmm

Jevmaan: :mnmauammnmmmnmm
of ocur endeavor, becomss related to the worlds

Ferbort :mmmnmmmm@.mumnum
%o escape an attitude towards the world, I would like %o bring into this dige
mumm,mwmtuhm.mmmtu-mmm
ummunmwwwnan,uuumm“
Fousette~Dart: Wiy does the modern artist feel the need %o sign kds work?
Daziotes: Mnnhnwrkdm“mtmtwmd‘whhm
Fousette~/Dartt  In gertein cultures none of the works weve signed,
Besiotes: If you were coaxdasioned %o do a pleture of the Madonna in the
middle ages that was praise to begin with,

Gottliebs Immmuummmmwmmuw
constitutes itsown signuture,

m: Thero is no such thing as bedng snonymous.

Harer I think a man's work is sufficlent signature, I go further with that,
There 15 & tendency 10 say,let's mot sign our things," Te only reason why
poople don't wand to sign thelr things ie foar, Avt has never boon ANGUYMOUS.
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It is just anonymous to us.

Roaenbi:jl It is a beautiful question, In our society, with manufacturers,
businessmen, ete., it is necessary to sign sometiing for the purposes of
identity, B\xtstiﬂthotlﬂ.ngh,howmﬂdmmﬁntﬂnmiﬂmﬂtydw
signing, Who wants to title a work? To sign a work?

Lewist Bat how are you going to get that to the publie?

Koderator Barrt  You are interested in the problem of how to get your
painting to the publie?

Levis: During the period of impressionism you had the artists showing their
work in cafes or any places where they ate. At one time they were exhibiting
in the open air shows in the Village, And there was the Federal Art Project.
People no longer have this intimacy with the artists, so that the publie does
mm:&mmtilgdmm,mtiam&mwmmntﬂ. I
remember organizing on the water-front. Certainly people the didn't lmow the
function of a union, or what was good about it, but gradually they were made
aware of it. They saw a need for it. The same is true of our relationship
with the people; in maldng it aware of what we are doing, Certainly you are
going to run into ignorance,

Hare: chshrhgaupthemmsﬁmefpdmmmmmmm
moving out of that and moving uptown to galleries. I don't think the publie
here isn't interested in artm or has a contact with it, Sometimes a man of
thirty or less, becomes well lnown, He already is a member of the reaction,
He ean't help it. Itisnotmehagoodthingtoﬂmwnmw
before you know where you are. I speak of the top, not of sales, but in a
situation where we arrive without any reason,

Reinhardt: It is exactly what the involvement is in relation to the other
world, I think everybody should be asked to say sometiing. Lets see what they
have to say.

Modergtor Barr: Apparently nany people don't want to answer the questiom.
De_Kooning: Iwmmmilamhmumm\wh;
professor, I think we are eraftemen, but we really don't lmow exactly what we
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It is just anomymous to us,

Ie___legm: It 12 a beautdful quostion, In our soclety, with nanufscturers,
m-w,qm,itinmm-wwaimmﬁmrwﬂnmﬂ
identity, Dut stlll the thing is, how could one maintadn an identity without
Signinge o wants to titleo a work? To sign a work?

lowist But how are you going to get that to the publie?

Joderator Barr: You are interested in the problem of how to get your
peinting to the publie?

lowda: During the period of impressioniom you had the artiste showing thely
work in cafes or any places where they ate, AL one time they were exhibiting
in the open air chows in the Village, And there was the Federal Art Projoct,
People no longer have this intimacy with the artists, so that the publie does
not kmow actually what is going om, what is being done by the painter, I
reaember organising on the waterefronte Certeinly people the didn't lmow the
function of a union, or what was good about it, but gradually they were made
@wgro of it. They saw o need for its The seue is true of our relationsidp
with the people; in maling it sware of what we ave dodng, Certainly you are
godng to run into ignorance,

Jexer lowle Lrings up the question of painters showing in the open air and
moving out of that and moving uptown to gallerdes, I don't think the publie
bere isa't interested in artm or has a contact with it, Sometimes o man of
thirty; or lees, becomes well inown, He already is a member of the reaction,
He can't belp ite It is not such a good thing to find yourself at the tep
before you Imow where you are, I speak of the top, not of sales, but ia a
situgtion where we arrive without afyy reason.

Beinhardt: It is axgetly what the involvement is in relation to the other
worlds I think eworybody should be asked to say ecmetidng, Iets see what they
have to say,

Moderstor Barrs  Apparently meny peopls don't went to suswer tie questiom,
De Boomings I think somebody who is a professor of somethdng never 4s g
mofessor, I tidnk we are araftemen, but wo really don't now exaotly what we
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u'eaurmlm,Mnouint&mmresaionwehmnopoaitioninﬂnmu-
absolutely no position except that we Just ineist upon being around,

Noderator Iippold: I should like to say mmix that the job of the artist

is only a job of a craftsman,

Ernst: I am rather happy with my poeition in society. In other words, I would
Mrathwhmthdﬁhwputotwanwmmhmto
maplcwreof“r.mbewqumtmtmmmthﬁ. I think what
umwloohnghm-andlhwebmmuﬁ.t!wnlmﬁm-hmtm
mtueamtdmmuac&mdtmthwmmmam,mmnm
out of past experience alene,

Tomlini Itmtomhtmnmmpodﬁoninnmteﬁnw
we should examine our position in relation to each other, I understood that to be %
ﬂnpcinto.fthiudimuimnndthatiaﬁvwmw. I am sure there
mamuberorpecphrtominmhdinthemtmntw-munm
alone and there are others who are not,

Nerman: I would like to emphasize Mr. Motherwell's remarks: we have two problems,
(1)ﬂnproh1uo£mlstingumm“uﬁmm(ﬂhmmﬂu
artists.

Mocoerator Barrs There secms tobasm!aehngfbﬂthisua‘wum
body rather than a liberal one. Doymmttodiumlhﬂhcmmthb
mthiuwaoﬁeﬂwpahudinmmhorthtnomtmtm
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&0 ourselves, but now in the profession we havest no position in the world
mmwmmummumtnmmmmmmmm

Yoderator 1dppold: I should like to say mayx that the job of the artist

is only a job of a craftsman,

Ensts I-uuuhmﬁmmwummhw. In other words, I would
Mrmumwummammwumu
maﬂMotk.mbmmInmmnM I think what
-mmmm-mxmmmm.mun-umm
Mnmarwmmnmﬁumwm“m-m
ut of past experience alones

Zomlins Tt seaus to me bofore we examine our positdon in relation to the werld
we should exmmine our position in relation to each other, I understood that to be &
&amammﬁmmuwwmm I an sure there
m-mumumummwntwum
piono and there are others who are not.

JBevmans I would like to emphasise My, Hotherwell's remavks: we have two problems,
(1)hmuuuﬂ1ntn¢ummummti)hgmﬂn
artists.

Moderator Barri m-umtommmmgmmusm
body rether than a liberal one, Do you want to discuss whether you want to do
mmﬂwpmmwmumtuuum
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THE THIRD DAY
April 23mt, 1950,

Moderator Motherwell: The gquestions we all have written down fall into three

categories, though they overlap. One is a series of (uestions that are histori-
cal, which Grippe, Ernst, Hare, Reinhardt, Barr and Gottlieb ask; the largest
number of guestions are strictly esthetic questions, about the process of
ereation and about the quality of creative works - the questions of Ferber,
Hare, Baziotes, Iippold, Smith, Sterne, Hoffmann, Bida, Lassow and Bourgeois,
Five people, Pousette-Dart, Lipton, Tomlin, Newman and Brooks, have asked an
identical question; a question of commnity - what is it that binds us together
(4f there is sometldng that binds us together)? Would you like me to read all
the questions, elther anonymously or signed?

Al Read them signed.
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¥oderator Motherwell: I would suggest, to expedite matters, that we vote on

whicheategory of these three groups we wish to begin with. Most people here are
involved in the esthetic question and would prefer to give it preference, no doubts
Would it seem agreeable to vote?

Reinhardts There are really only two categories = historical and commfinity are
really the same thing, The question of commnity is, in practice, the hbstorical
problem, and would take less time than the esthetic questions

Moderator Hotherwell: The questions that are dealing with the creative process
tend to revolve around the guestion of how a work originates: what 1t is really
referring to, and in that sense what its actual content is and how clearly it is
kmowm at the inception, And the other series dealing with creative process tend
to pevolve around the question of quality - what quality is, However, it also
involves some social problems = why we are together, Shall we begin with the
questions that have to do with ordigin., It seemed to we quite clear the first
day that there were two differences mentioned which over-laps One is a notion

that a work in its beginming has its conclusion implied. The conclusion follows
the original line of thought and the process is to cul out anything that is ir-
relevant to that line of thought, The other notion is a notion of imppovising -
that one begins like » blind swirmer and what one finds en route often altere the
original intent, The people who work like that are involved in the problem of
inspiration, That's enough to annoy somebody, perhaps.,

ber: T wasn't making any point about inspiration.
Pousette-Dart: Would you say a work was an experience of discovery - that you
are turning up new stones?
Moderator Motherwell: Sterne said that any other position involves an & priowi
notion of what beauty is.

Pousette-Dart: Iouhmtomuyouare. 2 #*

Moderabbr Lippolds  (interrupting) We have moved forward only when a specifiec
problem presented itself and we have groped around for a conclusion, I attempted
to explain that my method seems to be to have apz-oblmwithwmd;teboﬂ.n“




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY Wittenborn 1.C.29

&l

then proceed with it, I would 1ike to take some guestions which have been suggested
which have to do with the genesis of a work,

Ferber: What about this problem of how a piece is begun?

Noderstor Lippold: I think liss Sterne's question has to do with origin, I

would say that in terms of origin is it a question of wanting to say a specifie
thing, or of how one says it? And where do the two meet? Do we begin with the
necessity to convey a message, or do we become intrigued with the way in which it

is to be said?

Ferber: Mthemu-himlmggesuduomm-hmmm
W&y in which one handles a keleidoscope? One's relationship to the world in which
we live might be a kind of base from which one starts, If you turn the kaleidoscope
you stop at an image which takes form in g satisfactory way; and the painting
becomes the realization of that image - which is only a moment in the whole process
= then you turn the kaleidoscope and make another image,

Moderator Motherwell: Are the elements in the kaleidoscope essentially "hownesses"
orwhatnesses?"

Sternes I think that for the artist himself the problem is not "bemuty,” evers

It ie one of aeccuracy; validity and 1ife,

Moderator Barrs Would you Bay preoccupation with the ides of beauty is a bad

thing?
Sterne: No, but it does not lead anywhere, becouse "beauty" is o matter of

conception,

Nevman: A concern with "besuty" is a concern with what is "lmown,"
Fousette~Dart: "Beauty" is unattazinable,

Newnans  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 heard people say you can't use the word "God." When

a word becomes trite . . .
Sternet I amheré noy to define anythings but to give 1ife to what T have the
urge to give life to. Inuvab-thoparuouhr,mtwthum..
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Moderator Lotherwell: It is not necessary for Sterne to define "hbeauty® for
What she is gaying, "Beauty" is not for her the primary source of inspiretionm,
She thinks that"beauty” is discovered en route,

Reinhardt: Is there anyone here who considers himself a produger of beautiful
objects?

Sottlieb: I agree with Sterne that we are always concerned with the particular,
not the general, Any general diseussion of esthetics is a discussion of
philosophy; any conclusion can apply to any work of art, Wiy not have people
tell us why they do what they do. Wy does Brooks use swirling shapes? Why
Newman 2 straight line? What is it that makes each persen use those particular
forms that they use?

Smith: I agree with Miss Sterne, The question of "beauty" does not inspire the
creator, but is a result of recognition,

Iipton: I feel thet Sterne's view seems velid, T™e work of art is an end
result, The other concern (formulated by I.ipp:old) is an a priord Idnd of view,
I see Sterne's concept of art in its relation =2 "beauty;" why she is concerned
with "beguty" and leaves it out of the discussion,

Brooks: I suggest that the artists begin with a discussion of their owm
particular points of view,

Moderator Motherwell: (to Brooks) I am extremely interested in semething you
do, which is painting behind the canvas.

Brooks: My work is improvisation to start with, Ky purpose is %o get as mch
uninown on the eanvas gs I can, Then T can start digesting or changing, The
firat thing is to get a great many unfadliasr things on the surface, The working
through on another side is on unfadlisr attack, There are shapes suggested
that start improvising themselves, which I then start painting. Sometimes theye
is a terrible confusion, and a retreat into tradition, 1If, for example, I rely
en cublsm, my painting loses its newness to me, If T ean manage to keep a balanee
with improvisation, my work csn get more meaningy it reaches a eertain fulness,
Gottlieb: Isn't it possible that a straight line could develop on your canvas?
I an inclined to think that it does not appear because it is excluded., Swirling
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shapes are not Just the result of uneonscious Process.

Brooks: It is not as deliberate as you think, I have a preference for it, but
that i3 as far a8 T can £0.

Jomlin:  Cen one interchange the words "automatie” and "improvise?”

Brooks: No, T don't consider thenm synonymous,

Jomlins: Do you feel that the "automatic" enters into your work at all?
Brooks: I am not able to define exactly what the wixture is.

NRMI I consider all painting free, 43 far as I an concerned, geometric
shapes are not necessarily clear, When things are circumspect or physically clear,
it is purely an optiecal phenomenon, It is a form of uncertainty; it is like
gocomting for something, It is like drawing sometiing that then is bookkeeping,
Bockkeeping is the most unelear thing,

Reinhardis anphanaongemtrfiaunt&m"kmm,‘onmumdm
gzr“b;-;_-t Ty is geometry more clear than the use of swirling shapes?
Reinhardt: I want to stralghten out the terminology, if I ecan, Vagueness 1is
2 "romantic” value, and ik clarity a "elassie! or "geometrie" value,
Pl&_m‘: I neant geometry in art. Ceometry was agaimm-thebemtw
of the rectangle, I mean,

Moderator Iippold: This neans that a rectangle is unclear?

w"—i—“ﬂ' Yeas,

HModerator Motherwell: Iippold resents the implication that a geonetric form

is not "clear."

De Kooning: The end of a painting in this kind of geometric painting would be
almost the graph for a possible painting - like a blueprint,

Towlin: Would you say that automatic structure is in the process of becoming,
and that “geometry" has already been shown and terminated?

De Booming: Yos,

Herman: It ie not a question of "elarity" at all, jhen a thing is precise,
does that make it clear? Precision does not mean clarity,

Noderator Notherwell; It secus 0 me that what De Kooning is saying is plain,
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He fecls resentful that one mode of expression should be called more clear,
precise, rational, finished, than another.

Baziotes: I think when 2 man first discovers that two and two is four, there
is "beauty" in thet; and we can see why. But if people stand and look at the
moon and one says, "I think its just beautiful tondght," and the other says,
"The moon makes me feel awful," we are both "glear." A geometric shape - we
know why we 1like itj and an unreasonable shape, it has a ceptain mystery that we
recognige as real; but it is difficult to put these things in an objective wey.
Newnan: The question of clarity is one of intention,

Sterne: I think it has to do with Western thinking, A Chinese thinks wvery

————

well, but does not use logic. The use of geometriesl forms comes from logical
thinking,

Reinhardt: (to Sterne) Your work to some extent looks generally planned and
preconceived, I would like some discussion on it.

Sterne: I think if you ean achieve what you want, it is a question of mastery.
It is very difficult because the thing takes life, and becomes stronger than you,
But if you are strong and great yourself, in achieving it you become greater,

I feel that we are too concerned with words and I feel the need is "how," I

try to create a2 kind of vacuunm of esthetic prejudices. I trhy to find shapes
which impress me strictly psychologically. I don't think of a paifiging, I go
through 1t and see what I ean do with it,

Kees: In regard to this issue of eclarity, it might be interesting if we could
find anyone who could say that he doesn't care very much about clarity as an
element in his painting,

Sud ths I am not involved with clarity, but g straight line is a form whieh is
the most abstract thing you can find. It is a support, not an element,

Hoffmann: I believe that in an art every expression is relative, not absolutely
defined as long as it is not the expression of a relationship. Anything can be
changed. We speak here only about means, but the ppplication of the means is the
point, You can change one thing into another with the help of pslgtions of the

thihgs. One shape in relation to other shapes magkes the "expressionj" not one
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shape or enother, but the repltionship between the two makes the "meaning."

As long as a meens is only used for itself, it cannot lead to anything, Construc—
tion consists of the use of one thing in relation to another, which then relates
to a third, and higher, value,

Moderdor Motherwell: (to Hoffmann) Would you say that z fair statement of
your position is that the ™meaning" of a work of art consists of the relations

among the elements, and not the elements themselves?

Hofmann: Yes, that I would definitely say. You make a thin line and a thiek
line, It is the same a5 with peometrieal shapes, It is all relationship.
Without all of these relationships it is not possible to express higher art.
Fexber: The means are important, but what we were concerned with is an
expression of a relationship to the world, Truth and validity eannot be
determined by the shape of the elements of the picture,

De Kooning: About this idea of geometric shapes againi I think a straight

line does not exist, There is no such thing as a straight line,

Reinhardt: We ave losing Ferber's point., I would like to get back to the
question of whether there is another criterion of truth and validity, apart

from the internal relationships in a work of art,

Moderator Motherwsll: It would be very diffieult to forlate a posltion in
which there were no external relations. I cannot imagine any structure being
defined as though it only has internal meaning,

Reinhardt: I want to know the outside truth, I think I know the internal one,
Moderator Mothermell: Reinhardt was emphasizing very strongly that the qality
of s work depends upon the relations within it, Between Ferber and Reinhardt the
question is being raised as to whether these internal relations also relate

externally to the world, or better, as to what this externsl relation is,
JTomlint May I take this back to structure? In what was said about the parts
in relation to Brooks' work, the entire structure was embraced, We were talling
about shape, without relation to one possibility of structure. I would like to
mthat!fulthatpmtrieshapucanbeundtoudﬂ.ennnudmm
structure,
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}@MS ¥mocbdadanddrksxdomeic There is a fluidity in the elements which can
be used in a practicel way, which is often used by Klee., It is related to
bandwriting - it often characterises a complete personality., It can be used
in a graphic sense and in a plastic sense. It leads a point to a relation
with another point, It is a relstionship of all points considered in a

plastic reiation, It offers a number of possibdilities,

Reinbawits: (to Hoffmann) Do you consider the inter-relationships of the
elements in a work of art to be self-contained?

Hofmann: It is related to all of this world - to what you want to express.
You want to express something very definitely and you do it with your means,
When you understand your means, you can.

Moderator Motherwell: I find that I ask of the painting process one of twe
separate experiences. I call one the "mode of discovery and invention," the
other the "mode of joy end variation,” The former represents my deepest
painting problem, the bitterest struggle I have ever undertakent to reject
everything I do not feel and believe. The other experience is when I want

to paint for the sheer joy of painting. These moments are few. The strain
of dealing with the unknown, the absolute, is gone. When I need joy, I find
it only in making free variations on what I have alveady discovered, what I
imow t0 be mina, An exeuple: I have discovered for myself black and white
stripes, verticel, side vy side, with edges as though cut by scissors. Uy
piloturee that eubods them have the general title of "Spanish Elegies:" each
is naned aftber a Spanish town, Granads, Madrid, Barcelona, ete. Sometimes I
think plastically of the discovery that they represent as though it were that

I had a great etriped loaf, like a gigentic loaf of bread, whose slices were
alternate stripes of black tar and white chalk, somewhat different on each slice,
a loaf whose interior I waonted to know bebter and better, to feel so familiar
.with it that I could play with it. Sometimes I want the -tnpd:'mnm
sometimes more rough and brutal, sometimes with greater preeision and vibwation

wmore sensuous and austere, The joy is in playing with my own kmown

« » We modern artists have no generally aceepted subject matter, no
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inherited icomograply, But to re-invent painting, its subject matter and its
means, is a task so stagpering that one rmst reduce it %o a very simple concept

in order to paint for the sheer joy of painting, as simple as the madonna was

Yo many generations of peinters in the pest. My black and white stripes ave

an existing subject matter for me - even though I had to invent them to begin

with - whose variation glves me moments of Joy « «» +» The other mode is a

Voyaging into the night, one knows not where, on an unknovm vessel, an abso-

lute struggle with the elements of the real,

Reinhardts Iet's talk sbout that strugzle.

Moderator Lotherwells fhen one looke at a Renalssance painter, it is evident
that he can modify existing subjeet mgbtter in a manner that showe his uniquensss
and fineness without naviag o re-invent painting altogether. But I think that
pdnteraukaihndﬂmtendwnmaaraptdlyufh&fmm:m
icomography on which they can hake variations, Because the strein 18 so great

to re-invent reality in padnting,

Beinhardt:  What sbout reality and the reslity of painting? They sre not the
same thing, What is this creative thing that you have struggled to get? What
reference or value does it have, outside of the painting itself?

Moderator Iippold: I should like to find where I think I am, It is the
general impression that it is a great problem as to what to paint, and with what
to begin, Unfortunstely, it is never a provlem for me, I have material for the
next ten to fifteen years in sy sketeh books , . . We have talked about formal
relationships, This is not 2 new thing with the abstractionists. It would seem
to me that people of Mondrian's school have been interested in exploring formal
relationship internally. Other schools have been concerned with the relationship

of art to propaganda. Others seem to explore the areas of @ dresm world, If we
are aware of the things which happen 40 us in our immediate past, those things
come into our consedousngss and into our work., We cannot pretend to sit dowm
d.thnoiduubothnthuhnppcmdbdm,mdtomhmﬁugnﬁnh
new which has never happened before. I feel that all I am doing is synthesiging
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something whiel hes happened in the paste iy materials are uol newj my rela—

Yioderator Kotherwells We have some questions which Lave not Leen resd -
they are by people who came in lates

Stawbs: Is automaiic painting conscicus or not? in the
Sarly 1900's Froest Fenelosso wrote an essay with an
introduction b Found on the Chinese character as a medium
in poetry. mthenrtiatetodaytmnuuthit, or are
such characters or writing unconsecions? There is an

amazing eonnection between the two, Are cortain artists
woridng closer with the tradition of the ludson River School
in the sense of the orgenie esthetics? If they are, what are
the binding factors of both?

lewist Is art a form of self-analysis?
Hoderdor MNotherwell: Mamsnyingthatmumtafomotma,am

P

Mmshoaldmtboharemmtiamiugm! Or that art is a way
of analy;ing the world?}

Ievdst  Yes, psychosnalysis.

¥oderator Motherwell: Is art a form of self-analysis?

—— ——

lewiss Yes, phrase it that way,

— a8 & 3% i

De Koouing: Ifwtalkintemsofthatkindso.fdmpuwlimum

using, we don't mean that and we talk like cutsiders. dhen Motlierwell says
he paints stripes, he doesn't mean that he is painting stripes, That is still
thinking in terms of what kind of shapes we are painting, Hsoughttog.tm
of that. Ii’amauisinﬂmmndonthebuisﬁut&niﬂmiuolau,lm
like to ask Mondrian if he was so clear. Obviously, he wasn't clear because he

kept on painting, Apicturetoaeisngaomtrio-itbuafm. e »
is some form of impressionism « . . leoughttohmmluululm-
fassion, Some part of painting has to become professional.

N awmang De Kooning has moved from his original position that straight lines

don't exiat in nature, Ceametry can be organies, Straight lines do exist in
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nature, If T can drav s straight line,

I can drawit because it does exist,

It cxists optically., When De Kooning says it doesn't exist optically, he means

1t doesn't exist in nature, But the edge of the U.N. building is a stralght line,

If anyone could make it, it does exist in nature, A streight line is an organie

thing that cen contain feeling,

De Kooning: What is cglled Mondrian's optical illusion is not an optical

11lusion, A ¥ondrian keeps changing in front of us,

Gottliebt It is my impression that the mos$ general idea which has kept

eropplaug up is o statement of the usture of a

vwork of art as being an arrangement

of shapes or forms of color which,beceuse of the order or ordering of materials,

expresses the artist's scnse of reality or corresponds with soms outer reality,.

I don't agree - that some expression of reality can be expressed in a painting

purely in terme of line, color and form, that those are the essential elements

ir painting and enything else is irrelevant and cen contribute nothing to the

painting.

Ferber: It seem that CGottlieb is maling the point that non-objective art 1s

& relationship that is internally satisfactory.

Gottliebs That's not satisfactory.

¥oderator Hotherwell: It is not the real issue. A1l of the reople here move

as absiractly or baeck to the world of nature as freely as they like to, and

would fight at any tine m2 for thet freedom,

Nevman? We arc releing the question of subject matter and what its nature is,

De Kooning: I wonder about the subject matter of the Crucifixion seene =~ wgs

the Crucifixion the subjoet matter or not?

interior subject ratter?

What is the subject matter? Is an

Hofmannt I think the queation goes all the time back to subject matter, Bvery
You ¢an use it in a lyrical or

subject matter depends on lhow to use meaning,

dramatic mafther. It depends on the persomality of the artist, EBveryone is clear
about himself, as to where he belongs, and in which way he can give esthetie
enjoyment, Painting is an esthetic enjoyment., I want to be a "poet," As an

artist I must conform to my nature.

My nature

has a lyrical as well as a
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dramatie disposition. Not one dey iz the same, One day I feel wonderful to
work and I feel an expression which shows in the work. Oniy with a very clear
mind and on a clear day I can paint without interruptions and without food because
my disposition is like that, ¥ work should reflect my moods and the great
enjoyment which I had when I did the work.

Beinhardt: We eould discuss the question of the rational or intuitional.

That might bripg in subject matter or content. ¥e have forms in common, We have
Renoimegxx cut out a great deal, We have eliminsted the naturalistic, among
other things, the super-realistic and the political,

Rosenborg: e are also trying to cut out by still putting in everything.
Reinhardt: You're putting in everrthing about yourself, but not everything
cutside yourself,

Rosenborg: The object is not to put yourself in the middle and say, "That's me."
HErnett Ilmow I can't paint when my mother~in-law is in the house.

Yoderator Motherwell: Thbe we go on with the practical questionss
s Béfnhardt: What is your work (of art)? Do you consider
N The production of it a professionyl activity? Do you belong
4o Artists' Equity? Why, or why not?
Barr: Uhat is the most acceptable name for our direction
or movement? (It has been called Abstract- sionist,
Abstract-Symbolist, Intrg-subjectivist, ete.
Sndth: T don't think we do have unity on the name,
Rogenborg: We should have a name through the years.
&rith: Names ave usually given to groups by people who don't understand
them or don't like them.
Yoderator Barri e should have & name for which we can bLlame the artists
= for once in historyl

Yoderator ¥otherwell: Tven if there is any way of giving ourselves a name,

we will g1l still be enlled sbetract artists « « « Do you regard painting
28 a profession?

Reinhardt: A1l of us exhibit in large exhibitions alongside of artists
who consider themselves "professional" business men, such as the nembers of
Artists' Equity.
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Moderator Motherwell:t Do you vegard it as a profession to earn your living

as g painter?

Reinhardts Tou could be unemployed and still be a "professional" or a member
of Artiste' Equitys

Moderetor Motherwell: If you define "profession” in terms of what yow do

most often, of what is your major activity, then everybody here is a
"nrofessional” painter.
Reinhardb: Then should or shouldn't we belong to Equity?

Ernsts I joined because I was tired of being asked why don't I belongs
r— 4k +* 3

Newman: The thing that binds us together is that we consider painting to be

a profession in an ideal society, We assume the right of insisting that we are
ereating our own paradise, We should be sble to act in a professional way on
our oan terms. Ue go out into normal society and insist on acting in our

own terms.

Smitht T exist in the best society possible because I oxist in this time, I
hgve to take it as the ideal society, It is ideal as far as I am concerned.

I will not go back and admit that there is any history in my life outside of

the times in which I live, lNothing was more idealistic than right now - and
there never will be an ideal society,

Y¥oderator Motherwell: (to Hewman) You mean that we are not acting in relsation

to the poals that most people in our society aceeptl

Nevman: Tes,

Smith: Thds ic the time in which I live and have to function. Therefore, it
has to be ideel, How can I consider an ideal society as ideal in one that I
can't poesibly live?

Yoderator Hotherwellt Uhat distinguishes these peopie is that they are trying

to act ideally in a non-ideal society.
Pousette-Dartt It is an ideal soclety, but only the artist realizes it.

De_Kooning: fou can't ecall yourself "professional” Ynless you have & license,
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such as an arehitect hess There are differences, we can make monsy without

& license, bul to eall ourselves "professionals," we can't do thats you must be
& "professional" to someone else ~ not to yourself.

Smith: It is just an attitude of mind,

Reinhardt:  You smst remove yourself from the husiness world in order to
ereate fine art,

Hoderator Motherwell: Can we say that every one here accepts the fact that in

most socicties poople have a "carcer® of one kind or another? To choose painting
as carecr and, et the same time, to insiet on the integrity of one's o
expression, is really 1o make an idictic choice of a career,

Brnst: Can we sgy thal no one here is an omgteur?

Rosenborg: I woulda't advise anyone in the outside world to be an artist,

but if L had to do it all over agein I would do it, °

m: "Professionalconveys, tc the outside world, that people spend a great
deal of time in what they are doing,

Nevman: "Professional" means "serious,"

Noderator Motherwell: 1In rhlation to the question of a name, here are three

names: Abstract-Fxpressional; "Abstrzet Symbolist; Abstract-Objectionist,
(refers to Barr's question - see page 37)

Brooks: A more sccurate name would be "frue" art., It doesn't sound very

good, butbt in terms of meaning, abstraction is involved in it.

Tomlint Jrooks also romarked that the word "econerete" is meaningfuls it

mst be pointed out that pecple have argued very strongly for that word. "Non-
objective"” is g vile translation,
Newniant I would offer "Self-evident"” because the image is concrete.

De Kooningt It ies disastrous to name ourselves,
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Moderator Motherwell: The questions we all heve written down fall into three
categores, though they overlap. One is a series of (uestions that are histori-
oal, which Orippe, Wrast, Hare, Reinhardt, Darr snd Gottlieb ask; the largest
mumber of juestions are strletly osthetic questions, about the process of
creation and about the quality of creative works - the questions of Ferber,
Hare, Hasiotes, Iippold, Sudth, Sterne, Hoffmann, Dida, Lassow and Bourgeois.
Five people, Pousette-Dart, Iipton, Tomlin, Newman e Brooks, have ssked an
ddentienl quastion; a questdon of community - what 4g it that binds us together
(Af there is couetidng that binds us together)? Would you like me to read all
the questions, sither anonymously or signed?

A Read them signed.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY Wittenborn 1.C.29

¥oderator Motherwell: I woulsd suggest, to expedite matters, that we vote on
whichostegory of these thwree groups we wish to begin with, Host people here are
involved in the esthetie guestion and would prefor to give it preference, no doubt,
Would it aeom agreesble to vote?

Reinhardts There are really only two categories = historical and commitnity are
reslly the same thing, The question of commnity is, in przetice, the hbstorical
problem, snd would take lese time then th+ cathetic question,

Joderator Motherwells The questions thot are dealing with the ereative process
tend to revolve around the guestion of how a work originotest what it 1z yeally
reforring to, and in that sense what ite actual content is and how clearly it is
mowm at the inception, And the other serdies dealing with crestive process tend
to revolve arowd the question of quality ~ what quality is, Howevers; it also
involves some socicl problems - why we are together, Shall we begin with the
questions thot have to do with origin. It seemed to me guite clear the first
doy that there were two differonces mentioned which over-lap, One is a notien
that a work in its beginming has ite conclusion implied, The conclusion follows
the oripinal line of thought and the process is to cul out anything that is sy
yelevant to that line of thought, The other notion is a notion of impwovising «
th-t ona begine like 2 blind swimmer and whal one finds en route often plters the
original intent, The people who work like that are involved in the problem of
inspirationy ‘That's eough %0 annoy somebody, perhaps,

Yerber: I wasn't making sy point about inspdration,

Pousetie=Darts Would you say a work was an experience of discovery - that you
are turning up new shones?

Mﬁmmlh m-mmtwmrpmﬁmimﬂonm
notion of what besuty is,

Mt mmmgumm. L

Nodevabbr Iippolds  (interrupting) We have moved forward only whea a specific
provlem presented 1tself and we have groped around for a conclusions I attempted
to explain that my mothod seems to be %o have a problem with widch %o begin and
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then proceed with it, I would like to tuke some questions whiech have been suggested
whdoh have to do with the genesis of a work,

Forbex:  What about this problem of how a plece is bogun?

Yoderatar lippold: I think Mes Sterne's question has to do with owiging I
would say that in terms of ordgin is it s question of wanting to say a specific
tdng, or of how ono says 4t? And where do the two meet? Do we begin with the
necessity to convoy a message, or do we become intrigued with the way in wideh it
is to be said?

Forbext Could the process which I suggested as one process be compared to the
way in which ome handles a kaleidoscope? One's relationsiip to the world in which
w.unmh.wummummm. If you twm the kaleidoscope
you stop at an image which takes form in g satisfactory wayj and the peinting
beoomas he realisation of that image - wideh is only a moment in the whole process
= then you twn the kaleidosoope snd make another inage,

dNoderator Motherwells Are the elements in the kaleidoscope essentially "hownosses"
or'whatneasea?" )

Sterme: I think that for the artiet himsclf the yroblom is not "beauty," ever,
It io one of pocuracyy; validity and ldfe,

Moderator Barrs Would you Bay preoccupation with the ides of beauty is a bed
thdng?

Sternes No, but 1t does not lead mywhere, beosuse "beauty® is a mutter of
conceptions

Bevasant A congern with "beauty™ is & concern with what is "jmown,"
Jousette-Daxt: "Beauty” is unatitainable,

Bowmani  The artist's intention is what mokes a specific thing undforms
Pousotte-Dart: I bave the feeling that in the art world "besuty” has beooms &
disoredited word, I have heard people sy you can't use the word "Gods" When
a word bocomes trite « o+

Bterngt 1 mm here not to define anythingy but to give life to what I have the
urge to glve 1ife tos Ve live b the particular, not by the genoral,
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Yodevator Mothepwell: I3 46 not necessery for Stame to define "hesuty® for
wWhet she is saying, "Seanty" is not for her the primary source of inspdration,
She thinks thet"boauty® is discovered en route,

Relnhardbs  To there anyone here who considers himself a producer of beautiful
objeots?

Sottlieh: I apree with Sterme that wo are always concerned with the particuler,
not the peneral, Ay genersl dipeussion of esthotios is a discussion of
phi.losophy; ny conclusion can apply to sny work of art, Wy not have people
toll us why they do what they do, iy dooo Brooks use owirling shapes? Why
Fewnan 2 straight line? ihat is it that uskes esch person use those particular
forme that they uee?

MI I egree with Mss Sterne, MMMMQIWMMM“
ereator, but is a result of recogition,

Iipton: I feel thet Sterme's view seams valid, ‘The work of art is en end
result, maoﬂmrom(romﬂahdbymmM)umg_m idnd of view,
Immwmptotartlniumlaum:'buum' why she is conceyned
with "besuty” and leoves it out of the discuseion,

Brookss I sugpost that tho artists bogin with a dlscussion of their own
partioular points of view,

Yoderator lotherwell: (to Drooks) I an extremely intevested in something you
do, which is painting behind the canves,

Drookss My work is improvisation to start with, My purpose is to pet as wuch
unimown on the canva® as I cang Then T oon start digesting or ohnging, The
firet tidng is % get a great nany wifedliar things oan the surface. The working
through on enother edde ia sn unfamiliar attack, There are shapes suggested
that start dmprovising themselves, which I then start paimbing, Oometimes there
18 & terridle confusion, snd a retreat into tradition, If, for exaaple; I rely
on cubdsm, my painting loses its newnese 0 me, If I con manage to keep a balance
with Luprovisstion, iy work con got more msandngg 4t resches a certeln fulnesss
MI Isn't it poseible thet a stralght line could develop on your Canves?
I e inolined to tidak thet it does mot eppear beceuse it is exaludeds Swirling
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shapes are not, Just the resullt of wieonueious process.
Brooks: It 5 not as deliberate as you bhink, I have o preference for it, but
ﬂutiauefnrallc:algo.

Jonlint  Con one interciangs the words "automatic” and "impprovige?"

Arooks: No, I don't sonsider then BYTIONYMOUS,

Joudint Do you feol it the "automatie” enters into your work at o117
Brookst T an not able to define exactly what the mixture is,

Do Moondng: I conslder all pailnting free, 45 far as I an concerned, geometrie
thapos are not neeessarily Clears When thdngs are circumspect op pliyeieally olear,
itlspmmanuptiualplmm It is a form of wneertainty; it is like
Recounting for something, It 1o ke Grawving comebidng that then is bookkeeping,
Bookkeepding 19 the most unslesr tiidng,

Beinherdt? T wphasis on geometry is on the "known," on arder and inowledge,
Ferber: Wy is goometry mare cloar than the use of swirling shapes?
Beinhardits I want to stradgiten out the teridnology, if I cen, Vagueness is
& "romantle” value, and S olarity & “clasgie” or "geometric" walue,
De_Fooning: I meant gecmetry in act. mwmamm-wmw
of the rectangle, I mean,

Noderator Iippold: Trds seans tha® a rectangle 18 uncleary

De Xooning: Yen,.

Moderator Motherwallt Lippold resents the implication that a geonetrio form
is not "clear,"

De Xooning: ﬂme:ﬂofspnhﬁminthismwﬂqmtﬂcmmh
almost the graph for a possible painting - like o blueprint,

Jomline Would you say that sutenmatio st.rucm;i.ninthamﬂm
and that "geometyy” har alremdy buen shown and torulnated?

Dy Soamings  Yoe,

Hevman: It 1o nob 4 question of "elarity* at gll. fhen a thlng is preeise,
does that make 1t clear? Precision deea not mean clardty,

Noderator Motherwell, It secs to me that what De Kooning is saying is plain,
_.--——_-—-_.‘_
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He foecls vesentful thet one wode of mowession should be eallsd nore elear,
Preaige, mational, finished, than mnothez.

Jeniotest I think when a men first digeovers that two and two is four, there
is “beauty* in thety and we emn oee why, DBub if people stand and look at the
moon anxd one says, "I think ite juat beautiful tomdght," and the othar says,
"Tho moon makes me feel awful," we are both "olear," A geometrie shape = we
know why we like 4%) and an unressonable shape, it has & cettain mystery that we
recogulze ag vealy but it is diffiecult to put these things in sn objective wuys
evmgn: The question of elarity is one of intention,

Sternet I think 4% hes Yo do with Western thinking, A Crinese thinks very
well, but does not use logies The use of geomntrics) forms caves from logical

w.

Reinhardtt (to Sterne) Your work to some axtent looks gonerally planned and
preconceived, T would like some discuszion on it,

Stermer T think if you esn achieve what you want, it is a quesiion of mastery,
It i= very diffieult beesuse the thing takes life, and beeomes stronger than you,
But if you are strong and great yowrself, in achieving it you become greaster,

I fecl that we are too concerned with words amd I feel the need is "how.® I

try to oreste o kind of veoumm of esthetlic prejudices, I trhy to find shapes
which impress me strictly rsychologieslly. I don't think of 2 paifining, I go
through it and sec what I can do with 1%,

Eges: In regerd to this issue of glarity, it might be interesting if we could
find anyone who sould say that he doemn't care wvery much ghout elarity as an
element in his painting.

Sdthe I am not involved with clarity, bubt 5 straight line is o form which is
the most abetraet thing you can find. It is o support, not an element,
Hoffmann: X bellove thet in an art overy expression is relative, not absolutely
defined as long as 1t is not the expression of a reletionshdp, Anything cen be
changed, We speak here only about means, tut the application of the means iz the
point, You can change one thing into another with the holp of felgtions of the
thinga, MMMM&N%M&&:WWWW'“"
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shepe or another, but the reAltionship between the two makes the "meaning,"

As long as a mesns is only used for itself, it camnot lead to enything. Construce
tion consists of the use of one thing in relation to snother, which then relates
to a thdwd, snd higher, value.

Moderdor Nothorwell:  {to Hoffmann) Would you say that a fair statement of
your position is that the "meaning" of a work of art consists of the relations
among the elements, and not the elements themselves?

Hofmannt Yer; that I would definitely says You make a thin line gnd a thick
line, It is the some g& with geometricel shapes, It is all relationship,
Without all of these relationships 1t is not possible to express higher arbe
Forbert  The means are important, bub what we were concerned with is an
expression of a relstionship to the world, Truth and validity carmot be
determined by the shape of the elements of the picture.

De Kooming: Aboul tihds ides of geometric shapes againt I think a stralght
line does not exist, There is no such thing as a straight line,

Reinhardtt Ve are losing Ferber's pointe I would like to get back to the
question of whether there is another criterdon of truth and validity, apart
from the internal relationships in a work of arts

Moderator Botherwell: It would be very diffieult to formlate a position in
which there were no extemnal relations., I connot imagine any etructure being
defined as though it only hae internsl neaning.

Roinhardts I want to Imow the outside truthy I think I lmow the intemsl ones
¥oderator lothervoll:  NReinhardt was emphasising very strongly that the quality
of » work depends upon the relations within it, Detween Ferber and Reinhaxdt the
question is being raised as to whether these internal relations also relste

externslly to the world, or better, as to what this external relation ise
Jomlint Mgy I take this back to structure? In what was said about the parts

in yelation to Drooks' work, the entire structure was embreced. We were talidng

about shape, without relation to one possibility of structure, I would like to
suy thet I feel that goowetric shapes can be used to achieve a fluid and organic

structure,
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Hofmennt  igmcbntwiesvddmndmui There 49 o fluldity in the elements which can
be used in a prectiesl way, widc: ir often used by Klee. It is related o
handwriting = 1% often charectorises a somlete persosality. It can be used
in a grzpiic ssuse and in g plastic sense, It loads a point %o a relation
with snother pofat, It is a relstionship of sll points considered ia a
tie rolation., It offers a nuuber of poseibdlitdes,

Rednhayit: (to Boffuan) Do you soupider the inter-relstionships of the
eloments in a work of art to be self-ponteined?
Bofmaun? It ie related ©0 all of tids wordd « to what you want to express,
You want to capress scawitbdng very defindtely and you do it with youwr means,
When you understan! your pmeans, Jyou ol
Noderator Hotherwellt I find that T ask of the padnting process one of two
seperate experiences, I call one the "mode of discovery snd invention,” the
other the "mode of joy and variation,” The former represents my deepest
peinting problem; the bitterest strugele I have over undertekens to reject
everythdng I do not feel and believe. The cther experience is when I wank
to paint for the sheor joy of paintings These monents are few. The strain
of dealing with the unlmwows, the abeoiute, is gone, When I noed joy, I find
4t only in meling free veristions on whot T have olready discovered, what I
Inoe to be wing, An examples I have discovered for nyself black and white
stripes, wvertieal, side 'y side, with odgee ne though cut Yy sciesors. Wy
plotures that embody them have the peneral title of “fSpanish Flegiest” ecach
is named alter o Spanish town, Ovenads, Modrid, Barcelons, ete, Scmetines I
think plasiiecally of the discovery that they represent as though it were that
I kad a gregt etriped loaf, like a glgantio losf of bread, whose slioces ware
alteraate stripes of Llask tar ax! white chalk, somewhet differsnt on each slice,
lmmuhﬂ.wIwarztﬂto!*mwmmdmthr.“m}ﬂm
with 4% that T could play with it, Sometimes I wast the striped more regular,

=g more roug: an’ brutal, sometimee with greater precision and vilration

ArS more tensuous and avstere, The joy is in playing with my om lnown

s + o Ue modern artists have no genarally accepted subject matter, ne
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inverited fsvaography, Dut to re-invent rainting, its subject matter and its
‘am,Mauskmswwringm“matmdmitwam:mm
1n=z-im'mpninhrortheskmjoyofpninung,udmhu‘lhludnmunl
to meny generations of painters in the psst. Il block and white steipes sre
mm:ﬂnguub,}aetmat—tsrtwu-m:ﬂmﬁ:lmﬁwmmwm
With - whose variation gives me noments of Joy + « « Ibe other mode is a
memm.mMmtm.mmmmx,um
lute struggle with the elements of the real,
Beinbazdt:  let's talk about that struggle.
Foderator Motheywells When one locks et a Renaisssnce painter, it is evident
w-tm“mmmmmwm;mmmmmm
and fineness without heving to re-inwent painting altogethere 2ot I think that
paiaters like Nondrian tend to move ae rapidly as thay can towsrd a simple
iconograply o which they can imke varistions, leosuce the streia is so grest
to re-izvent reality in pidnting,
Beimbardts  “hat about reslity and the veality of painting? They are not the
semo thing. What 43 this ersative tidng that you hawe struggiled to got? What
referance or value dees it have, outside of the painting iteelf?
deroior Lppoldt I should liko %o Cind wheye I (oiok I em. It is the
mliwdmhtitisnmtmnmmtmm.mdi.lthM
to bogin, Unfortunalely, it is never & problea for mo, I heve materisl for the
next ten 15 fifteen years in ny skotch books ¢« o o e have talked aboud formal
relstionships, This 1o not & new thing with the absirectiorista, It would seem
to mo that people of Hondrian's school have been interested in exploving forwal
relationshdy internslly, Other schools hawe been concerned with the relationshdp
of art to propeganda, Others seem to explove the arvas of a drean world, If we
are aware of the thinge which happen to ue in our Lmmediate past, those things
e into owr eonsolousncss and into our work. e connot pretend to wit down
no idea as to what hes happened before, i to areate souetidng entirely
« virdah hee never happened before, I feel wWat oll I en doing is mynthesising
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somebidng which hoes haprentd in the paste iy matorials are wob new) =y relae

ticaviips are nob now,

Bodevator Yotherwells  We have some (uesiions whdeh have 2ot been read -
thoy are Yy people who came in lotes
¢ Is gutomstie painting conscious or not? 4in the
U0's Froost Fenelowso wrote an essay with an
introduction b Found on the Cidrese oimunudi.m
postry, Ave the mrtists today fapdliar with it, or are
cba'mtnewmungmnwmfdm? Toeve is sn
consestion betwean the two, Are eoytain M
closer with the tredition of the Hudson River Gchoul
the sease of tho orguemie esthetics? If thay ave, M
binding factors of Loth?

gt Ia art g form of self-anslyein?
odardy ¢ Are you saying the® art is nov a foru of snalyels, and
that we should not be here analysing what is golng on? Or St art 4s o way
of snaly.ing the world?
Lewige Tes, paychoeauslysie,
Hodepgtor Nothepwellt Is wrt a form of self-snalyeis?
lewip: Yes, phrase it thet way.

L L ] - w L

De Eocuings if wo talk in %erms of what linds of shapes or llnes we me

using, we don't vesn that and we talk like cutelders. 'hen Hotherwell says
ho paiats stripes, he doesn't mean that he is painting stripese. That ip stdld
thiniing 4n terms of what kind of shapes we are paiatiog. W6 ought %o get wid
of that. If a man ie influencedon the basis thav Mondwian 18 clesy, I would
like to ask Mondrdan if ho wos s0 clear, Cviously, he wash't clear bogause he

kopt on painting, A ploture %o me i not geomotric - it lus o face &« o o B
is some fora of Lipreseionisn « o « W ought % have some level ot a pro-

Sesslon, Some part of pelating hap o besows profesaional,

HBowssnt  De Kooning has woved from his oviginsl pusitlon Wiat streight linee

don't exist in mature, Ceometry can be orguudes Straight iimes do exist in
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nature, If I can draw a stralght ine, I can drawit because it does exigh,

It existe optieally, Whea De Foondng says it doesn't exist optically, he means
it doesu't exist 1n nature, Mt the edge of the U.Ne budlding is a straight line,
If anyone could make it, it does exist in nature, A straight line is sa orgoenie
thing that cen contein feeling,

M' lihat ie oslled Nondrign's optical 1llusion is not an optdenl
1lusion, A Hondrdien keeps changing in front of us,

Gottlieb: It is my impression that the most genersl ifdea which has kept
eropping up is 8 statement of the nature of a work of art as belng an errangemont
of shepes or forms of color which,bsssuse of the order or ordering of naterials,
expresses the artist's sense of reality or corresponds with somoe outer reality,
I don't agree - that some erpression of reality can be expressed in a painting
purely in terms of line, color and fowm, that those are the essentisl elements
in peinting and amything else is irrelevant and epn contribute nothing to the
painting,

Forber: Tt seen that Oobiliedb is maldng e polnt that nen-shjective art is

a relationship that ie internally satisfac bory.

Gottliebs That's not satisfactory,

Moderator Motherwell: It is not the real issue, All of the reopla here move
a9 abstractly or back to the world of nsture ass freely as they like to, and
would fight at any time wf for that freedom,

Nevman: We are ralsing the question of subjoct matter and what {ts nature is,

De Xoondngt I wonder nbout the subjeet natter of the Crucifixion seene was
the Orucdfixion Lie subject matier or not? Wt is the eubjoct matter? Is an

interior subject natter?

Hofmannt I tiink the quertion goes all the time busk to subject matter. Bvery
subjoct matter depends on how to use meandng, You cen use it in a lyrical op
dracatic madmer. I depends on the personality of the artist, Bvervone is cleay
about hinself, as to where he belongs, and in which way he can give estletie
enjoyuent. Peinting 48 an eathetic enjoyment, I want to be a "poets" As an

artist I must conform to my nature. Hy nature has a lyricol as weoll oo 8
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dramatic disposition. ot one day is the same, One dav I foel vwonderful to
Work and I feel an expaescion which ghows in the work, Only with a very cleay
maod and on e olear day T can paint without interruptions and without food because
By disposition is like that, My work stould reflect my moods and the grest
enjoymont which I had when I did the work,
intardbt e could discuss the queotion of the rational or intuitional.

That might bring 4n subjoct matter or eontent, %e have forms in commons We hawve
m cut out 2 great deal, We have elimin.ted the naturalistie, among
oty things, the super-realistic and the political,
Bogonborg: Ve are als=o trying o out out Yy still wtting in evervthing.
Boinhardt: You've putting in eversthing about yourself, but not cverything
outside yourself,
Bosentorg: The object iz mot to pub yourself in the middle and a7y "That's me,"
Brnst "now I can't painl when my mother~in-law i in the house,
Nodevator lothervell: Thég we go on with the pracileal questionas

Bodnhardts  What e your work (of art)? Do_:mp consider

S ke’ Aativr eyt sty WY U ey

Parr: ‘hat is the most accepteble name for our direction

or movement? (It has been called Abstracte slonlat,

Abatract~Symbolist, Intrp-subjectivist, ete,

Smith: T don't think we do have wnity on the name,

Rogenborg? We should have a neme through the years,

Ms Hames are usurlly given to groups by peopla who don't understand
them or don't like them,

dodeyator Bayx: o should have a name for which we cun 'lame the artiste

= for once in history}

Hoderator ¥obtharwoll: lDven 4if there is any way of giving ourselves a nane ,
we will a1l stlll Ve called abstract artists « + o« Do you regard painting
88 a profesaion?

Beiwhardbr ALl of ue exhibit in lerge exbibitions alongside of artists
who consider themsolves "professional” business men, such as the members of

Artiste' Equity,
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Noderator Nowhorwell: Do you regmd it a6 a profesuion to emm your lMving
a8 a peintery

Reinhardt: You could be unemployed and still e a "professional™ or nerbey
of Artiste' Rquity,

Moderator Motheywell: If you define “profession” 1u terns of what vou do

wost often, of what is Jour major activity, then everybody here is a
“profesaional” painter,
Reinhardts Then should or shouldn't we belong to Hgd ty?
BErost: I joined beeause I was tdred of belng ached why don't I belong,

£ + L &+ L
Hewsan: Tho thing that binds us together is thal we consider rainting to be
& profession in an idesl sceiety, We mssume the right of insisting that we ave
reating owr own pargdise, e should bo able to wotl in a pwrofessional woy on
our own termc, Ve go oudt into normosl society and insist on aating in ow
omn terns,
Auth: I exist in the best soclety possibile beguuse I mclst 4n this time, I
hgve to take it as the ideal soclety, It ls idesl as fer am T om conparned,
I will not go buek and adwit that therc ic any history in wy 1ife outside of
the times in wnioh I live, liothing was more idealdist ¢ then right now - and
there never will be an idesl soscicty,
Moderotor Votherwell: (tc Hewnan) You mean that we sve not nroting in relation

€6 the goals that most people in our sceiety aoccopl?
Bement  fos,

Sdthr  This is the time In whiech I idwe and have to fnetion, There fore, it
bas %o be ideals liow can I consider an idesl goclaty an idesl in one that T
eant® possibly live?

Moderator Sotherwell: hat distinguishes these people is that they are trying
to act ideally in & non-ideal society,

It is an ideal society, but only the artist realives it,

m: Tou can't call yourself "professional” unless you have & license,
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such as an srohiteot heg, There ave A1 fferencen, wo csn male monay without

& lioense, but %o adll ourselves "professionals,” we ean't do thabi you mst he
& "professional” to somoons elpe - not to yournelf.

Sadthe It is just an sttitude of mind.

Reinhardts  You must remove yourself from the business world in owder to
create fline art.

Hoderstor Motherwellt Can we say thet every one heye accepts the fact thet in

most soeleties veorle hawo a "carcer® of one Idnd or mothey? To chonse painting

o8 cereer andy, ot the sase tine, to insist on tho integrity of one's own

expresgion, is really to make an {diotle ecimies of a career,

Ernsbt Can wo spy that no one here is an amptour?

Rovenborg: T wouldn't advise anyone in the outside world £o be an sptd 5ty

but if + had to do 4% all over again I would do it,

Brooks: "Professionaleonveys, to the oubtside workd, that people spond a great
deal. of time in what thev are doing.

Hewnent "Professional® means “"serious,”

Moderator Hotherwell: In melatisn to the question of a none, here are three

nmes! Abstract-Fxrressionnl; "Abstract Swmbolists Abstraect-Objeetionist,
(refors to Barr's quesilon - see page 37)

Brooks: A more sccurats name would be "rue" art, It doesn't scund vewy

good, but in terms of meaning, abatrpetion 1o involved in it,

Tomidns Zrooky alac renmarked thet the word "conerete" is meaningfulj 4t

must be pointed out that peonle have argued very strongly for that word, “None

objective” is sz vile translation,

m: T would offer "Sclf-avident" besause the image is conerete,

De_Hooningt It ie dispastrous to name ourselves,




