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If a sanitary engineer draws up a first-
clags drainage plan for your house and
sets about getting it installed and will not
let the contractors fob off anything sec-
ond-rate upon him, then he has high ideals
of a drainage system. If, on the other hand,
he tells you that the present drainage sys-
tem of your house is sound, when in fact
il is defective and is infecting your family
with typhoid fever, then you do not say
thal he has high ideals ahout drainage sys-
tems. You say he is incompetent and
culpably so, and ought to be dealt with
accordingly.

Angus Sinelair

INTRODUCTION

Acquiring information through sights and sounds is not the same as
acquiring information through the printed word., The media of radio and
television have affected us in ways so direct and often obvious that we
are more than usually conscious of the fact. In transcript form, to take
an obvious example, the Kennedy-Nixon debates were not only different
emotionally but intellectually. In calling television a “truth machine”,
Walter Lippmenn was referring to more than the emotionel or even
moral, metaphysical and esthetic gualities revealed about the man in
front of the camera.

In the fine arts we have nevertheless gone through a post-war period
of intensely abstract art. We have learned "habits of abstraction”, not
only from these painters but from painters of at least the last 100 years.
Historians, critice and estheticians of this past century have devoted
tnost of their attention toward the explication of style and form as the
essential carrier of that content which distinguishes art from merely
informational kinds of visual communication.

“Yet the contemporary critic seems to me like a gardener growing
plants under cloches of varying shapes in order to make his shrubs grow
in different shapes; people then concern themselves only with these
different shapes, quite lorgetting, in their interest in these differences,
that they are dealing with plants with an inner growth and natural laws
of their own.”

This peraphrase of Adolf Hildebrand almost reverses his admonition,
for the “problem of form" when he wrote a book of that name was that
art historians and critics were ignoring formal analysia and esthetics. In
many ways the wisdom of his position has been vindicated by time. Only
the extravagance of the success of his position makes an essay such
a8 this now possible; thet is, we tend to give formal analysis blind
allegiance, and need now end then to apply counter-measures, The assay
itsell has two positive goals in mind: 1) seeing certain twentieth century
works of art which have been overlooked or neglected by art historians,
and 2) supgesting alternative “intellectual” rather than formal ways of
dealing with those works.

The text falls into four parts. The first, although not “scholarly” in
the usual sense. is intended most of all for scholars. Painters and laymen
have fewer pre-conceptions of the nature of Cubism; usually only scholars
and critics need to be convinced that Cubism is not the beginning and
end of modern art—since they are the only ones who have such ideas
in the first place.

“The Problem With Form" attempls to make explicit some of the
assumptions which have been made by contemporary critice and art
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historiang. This section attempts to clarify the nature of those assump-
tions, particularly those which have become most prominent in the
sixties. There are many good ressons for these ideas developing fn their
present form; one of the beckground reasons, the hdatuz in eriticism
caugad h:l.' World War [ and the shift of the world artistic center from
Paris to New York, might be mentioned here. The result was a curious
and persistent provincialism among critics. In part the single-mindedness
and sirident evangelism of some American criticism was at first neces-
gary in defending post-war abstraction against nationalistic resistance by
Europeans and vielent attacks by know-nothing journalists and academics.

By 1865 most younger Buropean critics acknowledged American
equality if not supremacy in avant-garde painting. Most intelligent con-
nolsseurs of modern art dismiss newspaper criticism as lodicrously
ohsolete, (Following the journalists’ attitudes, one would condemm Rem-
brandt because Nightwatch did not follow the requirements of his com-
mission but of the artist's too private fancies.) The academy has taken
up modern art almost with a vengeance.

Certain esthetic habits, even when second hand, seem hard to shake.
Even a few critica who are committed to the abstract-formal-Cubist
tradition in modern art, however, have grown increasingly uneasy about
the limits of formal criticism; certainly the art of this century which on
the surface (s most susceptible to understanding through formal analysis
[abstraction) reluses to stay within limits which are incressingly academic.

The other tradition is non-formal. It ig less easily appreciated with
the familiar critical tool known as formal analysis. Its major imporlance
lies putside or beyond “significant form™, and its application is useful
chiefly to non-abstract art: that is, in general it deals more with the
movements known as Dada, Surrealism and Pop Art than with those
known ss Cubism, Early Abstraction [Mondrian and Kandinsky) and
Absiract-Expressionism.

The third section attempts to clarify the nature of the information
conveyed by the other tradition. “Feelings Are Things” begins with a
discussion of the concept of “"mechanical man™ as expressed chiefly in
certain Dada works; these works show a complex relationship between
the animal desires which society has wrongly mechanized and the bodily
mechanics which register and then organize sensory data into knowledge.
The Surrealists tried to harden the dream and the unconscious until we
could use it in our conscious life; they refused to accept the inferior
position of art as esthetics [a subdivision of philosophy).

The nature of Pop Art is more difficult to define. Pop Artists have
I

e ———————

once again taken up the challenges made by Dada and Surrealism and
these younger artists are, in the words of James Rosenguist, trying to do
more than “offer up something as & small gift.”" Few critics have taken
them seriously, except as the butt of ill-ressoned attacks or fatuous
praize. "Art as Exploration” attempts to see their public and “obvious
character as & possible Intellectual achievement, Whether or not these
artists lack formal originality as their detractors claim, they have chal-
lenged some of the most widespread critical and intellectual myths, New
toals of critical praise and investigation are suggested: the new conser-
vatism, non-chronological uses of time, identity through sexual conscious-
ness, and the use of “nothingness™ as a mirror of feelings.

This is an essay—a try. 1 have not tried to be comprehensive, how-
ever. Many issues and, more important, many artists are not discussed
although a number of them are included in the exhibition. It is my hope
that this material may provide the basis for further investigations. Only
the uniformity of contradictory opinions has emboldened me to make
public these views at thiz time, without waiting to develop them more
complately.



I. THE LIMITS OF CLASSICAL CUBISM

Cubism 13 not elther a seed or a foetus . |,
A mineral substance, having geometric for-
mution, is not made so for transitory pur-
peges, il is to remain what it is . . .

Pablo Plcasso

It is improbable at this date that anyone should mount an attack
on Cubism. One need not, however, attack Cubism to disagree about it
The really radical character of Cubism begins to appear, according to
Alfred Barr in his pioneering book on Picasso, in the 1008 Portrait of
Brogque. “The beginning of Cubism" for Picasso's early champion,
D.-H. Kahnweiler, is in the 1907 Les Demoisellss d' Avignon. John Golding
in Cubism says that the first Cubist paintings were done by Brague in
1008, Golding says that Demoiselles is full of “violence snd unrest” and
that Cubism is “an art of realism and . . . a classical art"—although in
the same book he says that Cubism is “the most complete and radical
artistic revolution since the Renaissance.” Not only is Cubism all things
to all men: in one case it is realistic, classical, radical and revolutionary
to the same man.

All these ideas and many others have probably been useful and
fruitful to painters as well as critics over the years. Painting in the fifties
and sixties, howewver, iz not underdeveloped or a poor cousin in need of
a pedigree or a revolutionary big brother, The best reason for surrender-
ing some of the myths of Cubism is that it may help us to see the unique
gualities of Cubist painting.

On one subject there can be little dispute. Picasso's Ma Jolie,
Braque's Le Portugois and a few other works of the period known as
analytic Cublsm [1910-1912) should be regarded as classic examples of
Cubdst style. At the same time there is a less fortunate tendency to treat
“revolution” and “discovery” as if they were suffixes to the word
“Cubist."” Classical Cubism is in fact regarded by most people—though
not Picasso—as the revolution which conteined within it the seeds of
everything from synthetic Cubism to Abstract-Expressionism and beyond;
it is said to have set Mondrian, Miro, deKooning and even Rauschenberg
on their way, no matter how little the work of these artists may actuslly
look like Ma Jolie or Le Portugais.

One of the more interesting and useful questions in the history of
criticism is why critics come to agreement on trends and movements.
Around 1907 many people became aware of a great change in the arts.
One of the first and most influential writers on Cubism, Apollinaire,
proselytized for the new and the modern, and claimed that Cobism fitted
this description, Just as certain changes in morals and politics tend to be
associated with periods in the careers of Freud and Marx, so the change
in art—with more precision if less reason—tends to be centered around
the date Picasso painted the Demoiselles, Picesso was & young man of
twenty-six at the time, and it was the real beginning of his carser; the
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Demoiselles seems, to Roland Penrose and most other critics, “the battle-
field on which he won his liberty.” Furthermore that picture was, and
in many ways remains, a succes de scandale*; it iz greatly admired,
and simulteneously, greatly disliked. It iz possibly the only masterpiece
in the history of art—and it is a masterpiece—which achieved its place
of eminence as so direct a result of the artist's knowing so little about
what he was doing, doing it so incompletely and doing it with so little
altention to a sense of the whole. It contains the seed of much later
theorizing; in addition, the force of Picasso's personality and the great-
ness of some of his pictures make him the outstanding #f not dominant
figure in twentieth century art. It is easy lo understand why a shoecking
picture by such a figure at the beginning of his career should seem the
beginning of twentieth century art.

The evolutionary theory of art—that artists do research and art
develops—is an unconscious, but highly prejudicial assumption in moat
Cubist criticism. Late Cezanne iz linear and faceted: Cubizm iz linear
gnd faceted: therefore, goes the theory, Cezanne was avant-garde. Ot
the Demoiselles looked like a revalution: therefore, according to theory,
what directly followed if must also be revolutionary. Consequently,
if Metzinger is regarded as rather conservative and Mondrian advanced,
then—according to the Cubist scholars—although the former looks more
like a Cubiat, Mondrian must have been the one who really under-
gtood Cubism,

“If Cublsm is an art of transition | am sure that the only thing that
will come out of it is another form of Cubism," Picasso has said,
Metzinger looks like a Cubist; in this respect it would seem more diffi-
cult to say that he "misunderstood” Cubizm than did those who drew
revolutionary implications from it. The style of Cubism—the way it
actually looks—does, however, share a certain linear and faceted char-
acter with the landscape style of late Cezanne. We might ask if the
Cubist style is intrinsically “revolutionary” or not; in so doing we will
have occesion to note some rather odd relationships between the
work of Picasso and Cezanne, and some of the defects of the revolu-
tionary theory.

Two of the most prominent formal or stylistic “discoveries™ atirib-
uted to Cubism are (1) the rejection of illusion, supplanting perspective
or three-dimensional effects with the conscious use of the picture plane,
and [2] the turn to abstraction, displacing images as subject matter. Every
painting of every period, of course, has some relationship to subjact
matter and the picture plane:; but if classical Cubism treated subject
matter and the picture plane in a unique way, it was not necessarily in

*In o recent discussion with a painter in frent of Les Demolselles d*Avignon.
I was canpinced momentorily thol this was o beautiful and highly integrated
painting dealing with folds moving bock and forth in space and with giving pink
ond blue a sense of primacy. Certoinly the pointing gains coherancy If we pers
mit it o more teeditional and [ess recolutionary sense of spoce end color—and
in 1966 it is perhops those gqualities which are most “surprising” ohouot the
pictiere, o historions of least,

a manner that held revolutionary implications for the future of painting.
This is not to say that much that has heen sald of Cubism is false. but
rather that it is half-true and misleading.

There ere several classical Cubist plctures which stand out as rather
odd and disquieting. Although this is at that early period when it is
difficult if not sometimes impossible to distinguish the work of Brague
and Picasso, all of these disturbing pictures are by Brague, and the
image represented in all of them is roof tops. These few canvases do
not present “like the masterpieces of the past—whether by Masaccio,
Rubens or Cezanne— . . . & tense and vital equilibriom between the
reality of nature and the reality of art” as Robert Rosenblum 5ays
clessical Cubist works should do. Rosenblum himself is particularly
bothered by one of these pictures; he says of Brague's 1910 Sacre-Coeur
that it is “a partial reprise of the Impressionists’ charscteristic window
view, which paid full homage to particular data of vision.” Rosenblum
notes its similarities with an earlier Picasso, but refuses to draw any
conclusion other than that the Braque may be retorditoire: we must
assume that he did not notice the same retorditoire qualities in Les
Usines de Rio Tinto of 1810 or Les Toits de Paris of 1811, These works
are disappointing: they are heavy and relatively rigid. There is & conflict
between style and image which does not produce “a tense and vital
equilibrium.” One does not know how realistically one should read the
picture. We may grant the non-illusionistic aspect of most Braques and
Picassos of 1910-1912—but not all.

With this deceptively simple qualification, doubts arlse as to the
implications of the style. The way these Cubist pictures look is irrelevant
and, in some cases, contradictory to much that has been inferred from
them. In other words there are pictures in the classical Cubist style
which can be shown to be in direct conflict with the revolution they are
presumed to start; later we shall see why it is possible—excepting the
“roof top" Braques—to reconcile this style with the classical self-
contained picture, that this reconciliation should confirm the limits of
the style and the irrelevance of the concept of revalution, and show that
any theoretical reconciliation of Cubism and revolution conflicts with
our experience of the pictures.

We ought to note that Cezanne in the 90's hed encountersd the
problem of a style inappropriate to an image; but he chose to move in
a direction away from classical Cubism—although from the purely
stylistic standpoint it brought him closer to Cubism. He applied a linear
faceted style to objects such as rocks and landscapes which, like roof
tops, are linear and faceted. When he paints a person or a still life, he
seemns lo struggle. The best example of this struggle is the Nude of
1895, whose foot looks much like the foot of the left-hand figure in the
Demaoiselles. The geometric style, he soon found, did not suit all Purposes
of representation, and he tended more and more to choose appropriate
subjects for his style; and in doing 3o he moved closer to the “realistic”
look of things and farther from the principles of which he has been
called the father. Although the logic of the evolutionary theory of art
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demands that he be more avant-garde than the Impressionists, the inter-
pretation that he moved toward abetraction when he applied geometry
to Impressionism is less convincing than the possibility that he was
re-doing nature, to reverse one of his most famous maxims, according
to Poussin.

At this point we might once again ask why critics have come to think
ge they do. Sir Kenneth Clark writes that the Demoiselles “coincided
with the first appreciative studv of Negro sculpture; and there, at last,

was & totally un-Hellenized stylization of the body . . . " In the same
book, The Nude, Clark also writes that the Cezanne sketch for the 1885
Nude “. . . aims at the truth. It is appallingly sincere, and proves that

Courbet for all his defiant trumpetings, continued to see the female
body through memories of the antigue.” Aside from some skepticism that
the Cezanne alms at the truth, we probably have to agree that the
Cezanne takes us farther than Courbet—not from the antique so much
as from the 19th century idea of the antique. Both the Cezanne sketch
and the painting are certainly close to the non-Negro but “un-hellenized
stylization” reflected in the left-hand figure of Demoiselles, In the
painting Cezanne has simplified the face almost into a caricature and
has flattened and disfigured the fool, effects one also finds in Demoiselles,
The sketch that Clark mentioned delines rounded areas through a number
of relatively straight lines; the outline of the leg of the woman on the
left in the Picasso merely carries that process to an extreme, Cezanne,
however, seems to have rejected tackling these problems and to have
moved instead toward the relatively greater realism of a landscape used
(mot “developed™] by Picasso and Bragque in classical Cublsm, perhaps
the most successful attempt since the High Renaissance to achieve total
balance and equilibrium

The nature of influence in twentieth century painting has changed.
No longer is it a matter of one artist influencing another by visible,
formal means. In fact, particularly in the post-World War IT period,
formal influence is positively avoided when conscious. The formal
influence of primitive art is thought by many to have been the decisive
glement in the so-called turn from tradition in the early phases of
Cubism. The intellectual influence was, to my mind, far stronger and
the formal influence was ultimately rejected by Picasso in his work.
The following section of this chapter does not contribute directly to
pur attempt at understanding the nature of Cubism, but it does help
us understand what Cubism i not and what kinds of originality and
influence were brought to bear on painting by Picasso.

MNegro sculpture played a negligible role at most in Braque's devel-
opment—formally at least. The influence of primitive art on Picasso
could not have been wery strong from a stylistic point of view. Very
few Picassos of the “Megro period” are dated beyond the nmarrow con-
fines of the summer and fall of 1907, The following general discussion
of primitive art and the subsequent analysis of the Woman in ¥Yellow
[Pulitzer collection, 5t. Louis) may nevertheless suggest what might be
celled the theoretical nature of Picasso’s art from 1907 fo 1812,
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Although the most admired masks of the perlod were the most
naturalistic, they neverthelesas represented an alternative to contemporary
painting; “la fousse tradition,” ss Brague called it, must suddenly have
seemerd tame and conventional, The sudden consclousness of change in
the arts mentioned earlier coincided with a changed attitude toward
primitive sculpture and a new awareness of it as an art form, But African
masks are fetishistic, they are icons: basically they stand for something
more than images in European painting ever did, In fact they represent
a kind of absolutism which beth traditional and avant-garde painting of
the time was trying to avoid. If the Cubists found in primitve art the
“direciness of vision and formal simplicity, unperverted by the over-
refinement and sophistication with which so much treditional art had
become owver-laid,”" as Colding says they did, then they gquickly gave it
up in favor of the refined and sophisticated style of classical Cubism.
Primitive art attempts to do away with the subjective artistic personality;
stylistic individuality is not merely unsought by the primitive artist but
positively avoided. There is a contradiction in terms if en artist attempts
to copy the style of primitive art outside the tradition in which that
style has evolved.

The Woman in Yellow is a beautiful, subtly colored and formally
integrated picture—all those things Demoisslles is not. It even appears to
be more conventional than most other pictures said to have been peinted
in 1907; it has, for example, none of that *"wiolent strength of Megro
sculpture™ which the Tate catalogue of 1960 correctly sssociates with the
nearly contemporary Vose of Flowers [Colin collection, New Yaork].

|- . Sweeney has compared the face and the pose of the Pulitzer
Woman with similar features of an archaic wvotive figure [rom
Despenaperros; indeed the similarities between the way the hands are
held is striking. John Richardson has reported that Picasso claims the
picture was painted under the influence of Iberian and not Africen
stulpture. The usual concept of “progress” during this period is that
Picasso first used milder Iberian elements and then progressed to stronger
African influences; but even with that concept there are several con-
tradictions. The pinks and blues and the handling of paint in the Pulitzer
picture are close to the still life in Demoisalles, very close indeed to the
section just above and to the right of the still life; Kahnweiler somewhat
cannily finds this seclion of Demoiselles the most challenging. The
general mood and effect of the Womaon in Yellow is much closer to the
tubular works of a vesr later than it is to the mood and effect of the
two "masks” in Demoiselles, usually cited as the most radical section of
the picture. The wviolent color and striations of those masks, on the other
hand, are close in mood and execution to the Colin Vase of Flowers.

John Golding ignores the Woman in Yellow but does mention some
African masks which, he notes, were in the Pariz collection of Frank
Haviland [a friend of Derain, and an acquaintance of Picasso) during the
period under discussion, Golding says these masks are “close to” the
faces in Derain's Boigneuses and Lost Suppar. If enything, the masks and
the Picasso Woman in Yellow are even more alike: large almond eyes,
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a three-sided nose, an almost equal emphasis on frontality and simplicity.
Given the litersture I would not be surprised to read that Derain was
under lberian influence which he made look African; it seems more
sensible to say that the face of Woman in Yellow is an almost straight-
forwardly painted version of en Africen mask.

The Woman in Yellow is in many respects a point of convergence
between Picasso's art and tradition in 1207; it 18 a fair likeness of a
mask, placed within a stylistically harmonfous context [which gives
warmth and personality to the figure), in a rather illusionistic space.
As such it represents what might well be called the culmination of the
artist's experiments with the stylistic aspects of primitive art, When
he trled to adapt what he saw—that is, when he trled to use primitive
art stylistically—he found himsell going up a blind alley and making
increasingly conventional pictures, This should not be too surprising,
“gonvention” being at the base of primitive art. Consciously or not, he
refused to take the path of Derain who went from avant-garde Fauvism
through African sculpture to tradition, The “un-Hellenic" proved to be
more self-contradictory than the Western tradition of illusion.

It is unlikely that Picasso exercised any great or consciouns logic in
working out the problem. Evidence is to the contrary, no matter how
raisonable, as he put it, he thought African sculpture to be. The two
masks in Demoiselles express violence and possibly even an attempted
revolution in color and form, the qualities contemporary critics found in
African art; it is as if Picasso were trying to evoke the concept attributed
to primitive art no matter what he saw. Theorles—as the history of
criticism so often shows—are frequently more visible than the work
of art.

These violent qualities he applied with rampant illogic in the Colin
Vase of Flowers to one of the most traditional of Western subjects, the
still life. One might perhaps infer that this was one step further toward
“subject matter inappropeiate to style.” One might also, noting the cross
currents and contradictions in his work, say that Picasso found the
violence of that little revolution visually unpleasant and unsatisfying and
gbandoned it, as he had done with the attractive but conventional aspects
of primitive art in the Pulitzer Woman [although the “African style” does
reappear many years later in some of his worst paintings]. At any rafe
these often ugly paintings have little if anything to do with classical
Cubism in either style or mood.

Thus we cen see that the nature of the influence of primitive art
on Picasso was at least a5 much intellectual as formal. Cubism belongs
more or less outside the other tradition, and Picasso's art—even his
“gurreal’’ period—does not respond as rapidly to the critical methods
which are the subject of most of this essay. Yet it is, I hope, clear from
thiz brief discussion that the “development” of Cubism is more than a
matter of the life of forms.

Critics have long atiributed a consciousness of the picture plane to
the Cubisis, The Womon in Yallow has & rather unusual compositional
device, namely the fact that the top and bottom of the figure as painted
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meet the edges of the canvas with almost no attempt to extend the figure
or even give it 8 conlext laterally. The side edges are "bare,” and the
effect is as if a string had been made taut from top to bottom: then the
artist tried & scolptural effect eround the theme of this “string.” The
tension is not so much vertical as velumetric around a vertical, fading
out to the sides. But it does not sltogether refute Leo Stein's charge that
“Picasso had no command of deep space” early or late in his career.

A slightly later picture, the Fruit Dish in the Museum of Modern
Art (Lillie Bliss bequest) also extends the stem of the gourd rather
self-consciously to the top edge and the base of the dish to the bottom
edge. These paintings reveal far more consclousness of the picturs surface
and frame than the more “Cubist” landscapes of the same period
(1906-1909].

The Woman With Mandolin of 1908 has wavy hair, like a shest of
metal [or & Leger, although here the wavy effect is produced by the
alternation of squared color areas between undulating lines and not by
gradations of light and dark]. The curve of the arm neither flattens nor
becomes an indication of depth, but instead is like an swkward unre-
solved pattern. The contours as defined by lines sit uneasily, at best,
with the application of paint or with the chiaroscura. It is & problem which
comes up later, in the 1913 Woman in an Armchair [Pudelko Eichmann
collection). Again current ways of understanding Cubism seem inade-
quate—including perhaps that put forth in this essay. These problems
with Cubist theory come up so frequently and in so many forms through-
out Picasso's work [perticulerly with regard to synthetic Cubizm) that
one can only say that Picasso did not understand them. Perhaps it might
be better to abandon some of the concepts rather than the pictures. Tt is
not that Cubist critics and acholars are all wrong, but rather that the
application of their concepts is limited, even with pictures that sup-
posedly lie within their area of special “knowledge.” Cubism iz more
than a formal revolution.

The conceptual approach of the primitive artist meant that he
avoided stylistic individuality in favor of absolute convention; the con-
ceplual approach of many abstract painters today means that they find
an individual style and avoid convention absolutely. Perhaps the latter is
one of the things Robert Motherwell had in mind when he said that the
Cubists “stumbled over the leading insight of the twentieth century, all
thought and feeling i=s relative to man . . ." But in a more basic sense
Cubism neither implies one attitude nor the other, but rather maintains a
delicate balance between convention and individuality. If Picasso later
became an advocate of originality, these early vears were the ones during
which he and Brague worked together and let their pictures look alike;
in order to express what they called the anonymity of the painter, they
often even refused to sign their work.

To understand the conceplual approach of classical Cubism we
might turn for a moment to the Monet series of the Rouen Cathedral
In his Charlton Lectures in 1960, CGeorge Heard Hamilton pointed out
that in these paintings, "The light like the architecture iz only Monet's
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subject, not his meaning. It is the carrier, but not the content of the work."
He adds that the “ultimate meening of these paintings is not to be found
in what they represent to us but in what they do to us.” This is the kind
of approach one could very well deduce from a group of classical Cubist
pictures whose images are inappropriate to the style in which they are
painted, with the exception of Brague's roof tops: the style, like the
image, is the subject of these works, not their meaning. Most Cubist
pictures achieve greater poise and delicacy than the Monet series in
this respect because, with the Picassos and Braques. not only is it unnec-
essary to explain that the subject matter is the carrier but not the content
of the work but each work stands complete and self-sufficient in its own
right. The difference is not that Cubism bunches up in one picture a
number of different views, as anyone looking at Picasso's bronze Head
of 1909 or the recently acquired oil sketch of this head [Museum of
Modern Art, New York) should have been able to tell. The finest Cubist
pictures of 1910-1912 achieve a sense of classic poise.

One of the cliches of art history is that the High Renaissance
occurred between the time Raphael begen and the time he finished the
School of Athens; it may be equally impossible to find any specific work
that would fit a definition of classical Cubism. One of the mysteries and
beauties ¢f a grest work of art is that it eludes categories. In many
respects that has been the burden of this article: that pictures such as
the Portroit of Kahnweiler are distorted and crushed when seen in terms
of a "breakthrough,” progress, or even the heroism of the artist. There
are times when these or other ideas may be germane to a work of ert;
our interest in the Colin Vase of Flowers is at least as great in its rela-
tionships to other works of the period as it is in its visual qualities. The
Woman in Yellow has been used only as an art historical document; but
our chiefl interest in it is—it could not have been used as it was unless
it had been seen as such—that it is a very beantiful picture.

The Portroit of Kahnweiler may not be the purest example of classi-
cal Cubism that we could choose; but it is an extraordinary picture. It 1s
more personal than entique or Renaissance classicism; it is less herolc.
Yet the Portraoit is classical; with a great economy of means Picasso
communicates that awareness which is at once simple and complex,
rational and mysterious. We sense not conflict but the balancing of
opposites. It is not & picture we would take to the barricades; we would
git before it, perhaps in the same position as Kahnweiler, and try to
plumb its depths. It taells us not much about Kahnweiler, not much about
gtvle. It is a little like finding a simpler way to solve an equation; its
point is mot that we learn more or make progress, simply that it is
beautiful.

Perhaps one of the reasons there has been so much confusion and
disagreement over the degree of geometry and sbstraction in a picture
such as this Portroit is that, on the one hand one senses the same com-
bination of lucidity and mystery in the picture that one can also find in a
particularly beautiful mathematical demonstration, and yet on the other
hand one has no clear sense of geometry or the lack of an image—
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in fact, one's impression is almost the opposite. There need not be a
conflict between these two impressions: one often hears mathematicians
speak of the eathetic satisfaction they derive from their work, and one
often hears "abstract” used to indicate a sense of detachment and clarity
—aespecially when it is difficult to verbalize one’s feelings although those
feelings may be perfectly clear, The difficolty and dizagreement would
aeem to be over what is irrelevant to the pictures themselves: to what
degree were they more geometrical and ebstract than the plctures which
preceded them and less than what followed—that is, are they “advanced"?

From 1910 to 1912 Picasso and Brague shared the same modes, a
self-contained and in one sense relaxed style; it was a style which did
not so much seek or solve problems but used what had almost acci-
dentally been discovered, through a process of trial and error, lo make
each picture eomplete, independent and unique. The look of this style
was, 48 we have already pointed out, a lmitation requiring the use of
some images and the avoidance of others. Conceptually these works were
neither highly original nor notably pace-setting We experience in a
painting such as Kehnweilar a8 mysterious calm and a classic poise. As
Picasso said, "Cubism is not either a seed or a foetus.” The Portrait of
Kahnweilar is, in my judgment, a full Nowering—art in the prime of life.

Change, variety, and the exaltation of individuality are more char-
pcteristic of twentleth century art than any evolution of formal values.
Formal values—satyle, at leagt—reached a point of equilibrum with subject
matter in classical Cubism. It is ironic that what in meny ways might
have been the beginning of the exaltation of individual atyle was shared
ao completely by twoe men. Given a more personal and less equivocal
combination of elements, the Cubist way of painting—instead of the
delightful variety of half-false idess atiributed to it—might have come to
dominate the artists and critics of this century.

During the Eisenhower administration Dean Rusk was pressed by
Senator Henry Cabot Lodge to answer whether the sitwation in French
Indo-Ching was not "in fact" wrongly described as a colonial war, Mr.
Rusk implied that the principle his guestioner had advanced was irrele-
vant as long as the people fighting the war believed it to be colonial, The
theory that classical Cubism was revolutionary may be mistaken, as 1
believe it to be: but the effect of that theory may have been revolu-
tionary if nearly everyone believed it. It would certminly be difficult to
understand what happened in twentieth century art without understand-
ing that theory, no matter how litfle it has to do with classical Cubism.
But now that even the newspaper reviewers have surrendered—or at least
mis-taken Picasso to be part of their esthetic—those myths no longer
saam really useful.




II. THE PROBLEM WITH FOEM

For everyone but art historians, the formal
approach to value has been functioning very
poarly for several decades,

Harold Rosenberg

It iz hard to estimate the change an artist can force into our vision;
when it happens it is as if the spectrum of colors and forms were not
continuous, just as the “spectrum” of numbers iz not Unexpectedly
someone will discover a new frrational color or a new formal egquation;
for those who see it at the time it happens, it seems not only exciting,
but also potentially disruptive to ideas we had taken for granted. The
new work forces a change in our approach to art, in our evaluations of
the direction of art and the nature of the art of the recent past, and in
other seemingly unrelated ideas we hed simply taken for granted; in other
words, our viglon changes—even if we consciously cling to previous
conceptions.

The artistic if not philosophical uwsefulness of abstraction, which
challenged post-war American painters, has & particular relevance to the
career of Philip Guston. The early abatract work (after his social realist
or overtly subject-matter period of the late 40s) had strong overtones of
landscapes; one still looks for a subject. Then, in the soft end tender
beauty of the works of 1956 and 1957 such as Voyage and Dial, one i
struck by the underlying and almost ferocious lack of subject matter;
thesa great or near-great pictures have a completeness and lack of
outside references which can practically stand the spectator on his ear.
After that period, however. Guston turns back te suggestive forms and
even clearly visible subjects; and his work suffers.

It might be noted that Mondrian and Kandinsky tended toward a
geometrie abstraction which could not be confused with non-abstraction;
it is perhaps significant that one speaks of their work as mon-objective
but does not use this term for artists such as deKooning, Guston or
Mewman. In other words there seems to have been a qualitative change
in the meaning of the word “abstraction” beginning with the rise of
post-war American peinting.

Thus, the habit of abstraction of which we spoke in the preface
might be described as the sbility to refrain from attributing to a picture
non-existent subject matter. Rosenquist has said that he uses images to
limit the possibilities of irrelevant reactions and associations; something
like this probably occurs with the accent grope in Franz Kline's painting
of that name, The “subject” in the Kline is almost non-existent; it refers
to the almost colncidental or accidental visual relationship of one form
in the painting with that to which the title refers. It is certainly not a
painting about the French Academy or general semantics, Abstraction was
one of the “irrationals™ which forced a change in our outlook on painting
in the fifties.

Twentieth century artists have taught us the usefulness of originality;
1

in the words of Harold Rosenberg we even have a “tradition of the new."
In am age which sees society, politice and everyday life changing at the
accelerated tempo predicted by Henry Adams, the acquisition of these
habits of change assumes increasingly wseful and nohle propartions,
Perhaps Montaigne put it best when he said,
These are the results of habit. Not only can it mold us into whatever
shape it pleases—wherafore, say the wise, we must fix our minds on
the best, and habit will spon make it easv for us—but it can also
accustom us to change and variety; which is the noblest and most
useful of its lessons.

To some it seemed around 1960 that certain artists later designated
“Pop™ had learned not the cliches but the useful lessons from the tradi-
tion of the new. Yet it is now 1966 and even those younger critics who
first responded to Pop Art have reverted for the most part to critical
traditions which relate to previous and not current circumstances.

After learning habits of abstraction, we often thought the subject
matter of much peinting of earlier cenluries inappropriate to or incompatible
with current interests and beliefs; if a Baroque crucifixion or an antique
Athena impressed or moved us, we thought it desirable to separate formal
elements from the subject matter in order to analyze what moved us in
the work of art. It was the formal elements which seemad most closely
related to our own feelings; we even began to experience and feel
“abstractly.” Then artists like James Rosenquist forced us to change our
angle of vision; we began to reactivate our sense of the world around us.
Advertising, to which we had deadened our senses in order to avoid
kitach-siren calls and conspicuous consumption, could he seen and looked
at again. Suddenly it became necessary to re-examine even those paint-
ings without apparent subjeclt matter and, perhaps, find in them a
different content. It was necessary to re-read the abstractionists’ claims
of subject matter, Mondrian's essay on New Realism, Jeen Arp's claim
that abstraction was Concrete Art. Unfortunately habits of change had
insufficiently established themselves in the minds of most critics.

In a lecture in the fall of 1963 entitled “After Pop Art.” Clement
Greenberg argued that Pop Art belonged to the history of taste and not
the history of art—that it hadn't caused us to change any of our esthetic
habits but that it merely reflected those habits. He said that he had
learned long ago the inadequacies of criticism based on subject matter,
that is, criticism other than formal analysis. He said that high art changed
taste and that Pop Art did not. It was & lesson we had all presumably
learmed in the period following the social realism of the thirties.
Greenberg assumes that any but formal criticism is a return to what is
rightly considered the out-moded “socially oriented” *criticism in America
during the thirties. He does not allow for the possibility that Pop Art is
“tasteful” in his terms because the breaking of esthetic habits has become

“Are woe more informed if we compare the woman leaning out the window in
Picagso's Guernica with the woman leaning over the wall in Rophoel's Burning
of the Borge, or if we see the pointing Guernica ofter seaing films of the
Luftwaffe bombing of that ancient Spanish shrine?
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such a habit that it is no longer truly wiable for many younger painters.
Why bother with “modernist” originality if it is so easily defined?

For the post-war generation there was on the one hand the avant-
garde and on the other kitsch [which in its Tancier Torms included the
works of people like Gilbert Highet], The former represented high art;
it was difficult; it broke conwventions; it was hated by the powers to
that be; its proponents and exponents had to struggle. struggle, struggle.
As Harold Rosenberg put it in 1952, “The test of any of the new paintings
ig its seriousness—and the test of its seriousness is the degree to which
the act on the canvas is an extension of the artist’s total effort to make
over his experience.” A [ew artists during the mid-fifties believed that
they were somehow reaching a summit in arlistic expression. One artist
reportedly said, “Abstract art will last a thousend years.”

The stresses under which these critics operated made it practically
impossible for them to accept Pop Art. In fact, the advent of this new
painting seemed to freeze their attitudes. Rosenberg'a article of the late
fifties, "Pop Culture: Kitsch Criticism,” iz a study in "engagement.” His
article of 1965, “Art and Work." includes the statement, “Tn that it seeks
to change the quality of living, it is art that is political in the deecpest
sense—as contrasted with propaganda art which delivers preconceived
messages through craftsman-like presentations.” Because Pop Arl is
craftsman-like, he has said elsewhere, it cannot be pood; but this is to
dismiss Pop Art without engaging it.

The other and the formal iraditions often intertwine; in some ways it
is artificial to separate them, Yet it seems important to do so at a time
when critics end historisns—and often even painters—ignore and even
deny the wvalidity of the non-formel approach.

Examples of this bias are numerous and increasing. Recently an
anthology called Modern Artists on Art included essays by minor artisis
like Henry Moore, Max Beckmann and Naum Gabo (the Malevich,
Mondrian, Kandinsky and Corbusier selections often cover the same areas
much better) but not one by or about artists associated with Dada and
Surrealism; surely this is not what the anthologist claimed as “a repre-
gentative expression of the different modern attitudes toward art”
Robert Rosenblum's "history,” Cubism aond Twenticth Century Art, is also
atrangely blind to the non-formal tradition. Henry Geldzahler, in a review
of Werner Haltmann's Pointing in the Twentieth Century, did not mention
the fact that no Picablas or Magrittes [and one 1912 Duchamp) are illus-
trated, but 14 Kirchners and ten Carras are. Dada and Surrealism are
not given categories, but Orphism., Futurism and the Naifs are. In fact
very few critics and historians—almost no Americans—outside the “lit-
erary” establishment view the history of twentieth century art as anything
but the development and evoluotion of significant form. In 1961 a young
art historian, David Rosand, wrote,

The concern with pure form was a key part of the twentieth-century
movements in Europe—especially in the evolving styles of Cobism, in
Constructivism and Suprematism. To formal considerations, Surreal-
ism added an mesthetic of fantasy, poetic imagination, the spon-
1z

taneous and automatic visions of the artist. The Mew Yorkers . . .
turned the idea of spontaneity to & new end: they used it to further
the development of the formal tradition.
Surrealism is treated as an adjunct to the history of art which added a
little spice—after it was adapted into the formal tradition itzelf. The
assumptions he made then in spite of the subsequent surfacing of
Pop Arl, are treated in 1965 even more as if they were [acts.

Evon William Rubin, almost the only American historian who has
tried to deal seriously with the Swrrealist influence on Absiract-
Expressioniam, in 1963 s=aid that

[1 was precisely with Dadaism that real esthetic invention tended to
become confused with flesory originality . . . the demand for
novelty led many lesser painters into "literature”, that is, beyond the
legitimate poetry of imagery organically tied to plastic structures, and
into an essentially extra-esthetic iconographic activity.
Mr. Bubin, in that passage, Invelghs against that esthetic [Yextra-esthetic
iconography"] which led to praise of Bougereau and dislike of Manet
but he applies it to & different art of a different time, More important,
he does so at a time [1963) when the “correctives” which Heinrich
Wofflin, Roger Fryv and Henri Focillon used on the dogmas of their time
have become the dogmas of our Hme.

This essay deals with paintings that have been ignored by younger
critics, more than those which have been mistreated [if praised) by them.
It deals with painters whao, for their own reasons, the Abstract-Expres-
sionists “exiled.” Philip Pavia noted that for the “club,” “Miro, Ernst, Arp
agnd Breton had been supplanted. and in fact were almost extinct . . . in
contrast fo their being apotheosized in ‘Studio 35, an earliar ‘club’-like
achool on Eighth Street.™ Lichtenstein was once asked if he were anti-
experimental. He answered,

I think so, and anti-contemplative, anti-nuance, anti-getting-away-from-
tha-tyranny-of-the-rectangle, anti-movement-and-light, anti-mystery,
anti-paint-quality, anti-Zen, and anti- all of those brilliant ideas of
preceding movements which everyone understands so well,
Whether or not the Absiract—Expressionists understood the Surrealists,
they thought they did. Pavia says the painters saw “the danger of suc-
cumhing in that watery grave prepared by the soft-minded Surrealists.”
Whether or not they understand Abstract—Expressioniam [and [ doubt
that they do], the younger critics and most particularly the academicians
are preparing a watery grave for those painters and their most vital
theoreticians.

An interesting and illustrative example of the way the “formalists”
ignore and downgrade Dada involves a “case of the mysterious disap-
pearance’’ of the Nude Descending a Staircase from the Section d'Or of
the 1812 Salon des Independents.

John Golding in his book Cubism is not clear, and the "mystery” can
probably be traced to the ambiguous manner in which he handles or did
not handle the episode. Robert Rosenblum's book mentions the incidemt
in such & manner that the reader is likely to think that Duchamp himself
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initiated the withdrawal. This, of course, does not make sense.
In a conversation with Francis Steegmuller, Ducheamp said,
When the Cubists themselves asked me to remove the "Nude De-
scending” . . . because they thought it would be considered a joke on
Cublsm, I sald '"To hell with them."” and T wanted no more of them.
I realized my aims were different from theirs . . .
This throws a bad light on the Cubists (Picasso and Brague did not show
publicly during this period). They become as stiff, pedantic and academic
in 1912 as Miro says he found them in 19189.

There 18 perhaps no absolutely sure way to determine many of the
things that happened, especially when participants disagree. History is
often a reflection of the historian’s prejudices. John Golding says that the
pseudo-mathematician Maurice Princel was a friend of Duchamp who also
knew Picasso; Golding implies that he introduced Duchamp to Picasso
as a favor to the former. In Robert Lebel's version, Princet is an insurance
clerk friend of Picasso, and Lebel maintains that the more mathematically
knowledgeable Duchamp brothers looked down upen him.

Such mistakes, if they are mistakes, must not be simply explained
as poor acholarship on the part of individuals. It is unfortunately sympto-
matic. Every textbook supplies [urther examples, if more are needed.
Picabia, Duchamp, Ernst and Magritte are, sccording to those books,
lesser artists because they are formally less inventive. It is ao widely
assumed that this is the criterion for judgment that Duchamp's own words
and the attitudes of most of hiz defendsrs are considered without artistic
and often without historical significance. (Lebel, it is charged, is “noto-
riously inaccurate.”] Robert Goldwater put it for the majority when he
said of Dada,

It is art which is against, but against the momentarily accepted [or
supposedly accepted] canons of art . . . Fortunately the only wey an
artist can be against art is, like Rimbaud [but not like Duchamp),
lo cease being an artist,
Dada and Surrealism, in the minds of most historians, is a diversionary
tactic healthy only insofar as it illuminates the “main” tradition.

The deficiencies of the exclusively formal approach, particularly in
these late manifestations, grow increesingly obvious even as received
opinion grows monolithic. It is hard for me to muster more than bore-
dom in greeting that humorously ubiguitous subject, the picture plane.
The formal spproach. however, is not merely inadequate., but leads to
distortions even with “formal” art. The assumptions these critice and
historiens make are probably not intentional; the younger ones have no
reason to propagandize,

To repeat, one of the more interesting and useful questions in the
history of criticism is why critics come to agreement on trends and move-
ments—that is, why they think as they do. One of Berenson’s most
damaging ideas was that of the “objective” eyve as opposed to historical
intelligence. There 18 no “objective™ technique of analyzing with an
“objective” eyve. The eye just as surely as the mind sees what it wants
to see; it i5 no more innocent than the intelligence, The belief that formal
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analysis in sensitive hands is “objective” has misled many.

Immediately after World War II, many painters and writers in New
York felt surfeited with Surrealism. The outstanding painting which
emerged gradually from the atmosphere was abstract; the allegiance of
critics moved with the painters to ebstraction. But it is not a committment
to Abstract-Expressionism that leads younger historians and ecritics, like
Barbara Rose and Micheel Fried, to follow those leaders’ assumptions.

Art writing during the late forties and throughout the fifties was
subject to violent attacks, both as a reflection on the paintings and on
the writers for their “obscurity” and “incomprehensibility.”” In 1980 even
Robert Goldwater, who had been a lukewsrm defendant [more of the
painter’s right to paint as he chose, then of what he painted], jolned the
attack on the “sloppy” prose of the artists and presumably the Art News
crowd which included Harold Rosenberg and Thomas B, Hess. In 1982
Clement Greenberg published hia first open attack on this “non-historical”
group of attitudes. Of course, many of Greenberg's [avorite painters them-
selves during the late forties and early [ifties attacked both the historical
and formalist attitudes which Greenberg now advances.

In 1964 Greenberg wrote that the context of abstract art "still derived
from Cubism—as does the context of every wvariety of sophisticated
ahatract art since Cubism, deapite oll oppearances to the contrary [italics
mine]." One wonders what a formalist does withoul appearance. Aside
from being a curious confirmation of the fact that there is no “objective"
eve, it unwittingly supported Harold Bosenberg’s charge that the formal
approach “derived primarily from the Cubist strain in twentieth-century
esthetic theory . . . hes been responsible for over-stressing Cubist objec-
tives in abstract peinting and sculpture.” Rosenberg could have gone
further, a8 we have seen in the preceeding analysis of Cubism. and
challenged objectives often wrongly attributed to Cubism.

In a recent curious analysis celled “The Critical Reception of
Abatract Expressionism,” Max Kozloff writes,

Chther critics have since appeared on the scene—William Rubin,
Lawrence Alloway, William Seitz. Lee Steinberg, Sam Hunter, and
Meyer Schapiro—who have done much to synthesize the wvarious
cross currents of response and bring to them welcome shedes of
cultural sophistication. They hove minimized some of the earlier
mistakes [italics mine].

“Cultural sophistication” is something which the painters sought
positively to avoid, and the phrase in this context is even more mislead-
ing because it has overtones of the academy: one can only assume that its
author sgrees with the mistakes perpetrated by the academic writers he
names. The younger generation of critics and historians have mis-read
and misunderstood the Abstract-Expressionist *“eritics” and they have

*Harold Rosenberg and Thomaos BE. Hess were very close to the pointers, and
sat om mony of the penels of the “club.” Iroing Sandler wes co-ordinotor of
“club™ functions for seoerol years. The publication of Hesss book, Abstract
Painting, brought obout o series of sepen important penal discussions

Clement Greenberg wos more removed from the painters themseloes, ond his

15




adopted the worst and most “esthetic™ straing of the late—not the sarly,
more involved and LEJRIE4 I_:|'|=|:r||||_'r:.-'_..

There has always been a great deal of talk about Cubism, but what
ware the peinters [from whom even Greenberg got many idess] talking
gbout? The following lines occur in the first issue of the Abstract-
Expreszionists’ own magazine, It Is.

il another Indirect or background influence on abstract art is

Chinese Cubism, [The words Chinese Cubism are strictly an Ameri-

can invention.) The non-monolithic overall plane of a Chinese paint-

ing has pockets of space, contradictory to the owverall light . . .
"Cultural sophistication™ may "minimize some of the earlier mistakes”
by noting the foolishness of that It 15 statement. Yet the very broadness of
the use of the word Cubism indicates that the painters had wvery open
ideas in mind when they used it; Cubism was a term of approbation, not
of accurate historical designation. In trying to make of Cubism the latter,
“culturally sophisticated'’ critics in fact distort and even create mistakes
which the “chscure” and “incomprehensible” Abstract-Expressionists
must find brutally funny

proge has always been more deteched and “historical.” His 1958 erticle, "'The
Posted Paper Rapolution,” did net have o friendly receptien from pointers; ond
he draztically replzed it when he ra-published it as "Colloge™ in Art and Culturs.
In that articie he zet forth most of his principles of the picture plone. He found
Juan Geis “locked understanding” of mony modernist principles—but it is much
lese o negotive ceiticism in the revised version, Groenberg's most personal and
perhaps one of his best orticles discusses his renction to early Netherdendish
pnting.

Greenbarg hos alwaoys been literol minded ond somewhot inflexible. His attitude
towaord Cubism raflects this. The surpricing thing is thol 20 many yeunger critics
and historions should hooe fallen for his Cuebisé line. Plcosso was "king” for most
af the “club” members, olthough they proised most his middla pericd, not the
analviic or symthetic Cubist works.
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[Il, FEELINGS AND THINGS

Perhaps we have to go back to the beginning
and ask whal is a feeling, and to identify it
almaost as an effect—according to the sclens
tific meaning of the word—in relation to not
only its protagonist but also its abserver.
Michelangelo Antonioni

In 1961 Jasper Johns cast & sculpture called, A Critlc Sees.” Tt is a
pair of glasses with two mouths where the eyes should be, It is a fair
imagistic summary of the detestation of words by most abstract painters.
Is it altogether accurate? Is it nol in a sense an extension of one of the
myths given us by traditional philosophy?

May I remind the reader how important it is to distinguish between
language and statement. The dictum that we think in words is erroneous
as well as naive. Bome of us do think in words—maost philosophers and
perhaps all logieal positivists do. But others who usze words, including
certain writers, often think in visual terms, with images. symbols and
gestures; this does not mean that one cannot translale, given a certain
energy and persistence, what one thinks isto words which will com-
municate those thoughts in words—or, for that matter, vice-versa.

The criticism of critics implicit in Johns's sculpture is valid only if
we insist on the artificial dichotomy between words and images. If, on the
other hand, we say that some who use words think by non-verbal proe-
esses while others who use images philosophize by wverbal processes,
then the mere distinction between words and images seem facile if not
simple-minded. On this basis we can, | think, criticize this work of Jasper
Johns, It is an intellectually lezy piece, and as such atypical of
Johns's work.®

The other tradition requires certain adjustments in our attitade toward
literature, information and knowledge, as conveyed through painting, The
meaning of images need not be understood as literary or in terms of
visual poetry (the theory of wt pictura posesis: it need not be that kind
of information which can also be conveyed by a camera. The importance
of the visual aspect of Chinese characters is well-known; it affects not
only Chinese grammar and rhetoric, but basic epistemology as well. The
images of the other tradition possess artistic qualities beyond those which
[ormalist critics have found in them—percipient and psychical gualities.

To help dispel the traditional views of “literary” or “poetic” and to
begin replacing them with something more in line with what happens
when we look at certain pictures, let us compare what is even more
literary than an image, on the surface at least—namely words themselves
as used in painting.

*In foct one suspacts that given @ freer atmoesphere for "literary” palnting, fohns
wonld be an epen more importont painter than ha is ot presant; formal criticism
hos in @ sense stuntad his notural and considerable philesophic bent. If Johns fa,
os I suspeot, an essentinlly verbal person, then the energy and parsistance with
which he hos put the words he thinks into imeges is most remorkable.
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Magritte's Reve [or Dream) is “constructed” of heavy, weather-worn
stones suggestive of an ancient archeological site; the stones suggest
hidden primitive (but perhaps not forgotten) myths and rites, The repe
has been made concrete, recelling Daeli's phrase, the “hardened dream.”
And surely there is as well the aspect of the pun, more obvious in the
painting of a pipe which bears the inscription, “This is not a pipe.” It is
a “soft” word which has bean given a new existence=beyond literature,
as il were,

Jim Dine's painting, Torch, is also a pun, though of a very different
sort, Dine here mocks the meanings we conventionally invest in words
and images [or, in this case, an object]. Both the words and the object
refer to something well-known; but in combining the two Dine has
changed them both and revealed our arbitrary idess of them. If the paint-
ing were about our traditional idea of the word and the object which it
“designates,” then the ground of the painting would undoubtedly have
been painted red; instead it iz painted a blue, which is the color the
manufacturer painted the torch.

Jasper Johns' No seems all ground, so exquisitely painted that it could
stand by itsell. But Johns hangs a metal NO in front of it. He is not at all
commenting on waords, as o some extent is the case in the Magritte and
the Dine, but on painting and on art itself. Often Johns is more complicated,
as when he uses the word Red or Yellow or Blue in areas painted several
colors or not the color named. In one painting, the 1962 Out the Window,
he makes us realize that an image or an object holds its shape in a
different way than an abstract form does. He uses two guarter-circles.
By adding a ruler [equal in position and size to the radius) and the word
Scrape [the quarter-circle is deflined by scraped paint), he gives the upper
guarter-circle solidity and distinguishes it more sharply as a formal unit
from the rest of the painting: the lower one, appearing simply as an
abstract form, relates to and blends more easily with other areas of
abstract color and paint.

Rauschenberg has sald of Summer Rentol I-1V:

A friend of mine had tried to rent a place for the summer. He saw
the desirability, the equal desirability, of all these places that were
extremely different—yel the same for his purposes. There are four
Summer Rentnls. 1 painted them all at the same time. They are all
made up of the same ingredients, say, approximately one brush load
of yellow is used in all of them. I couldn't use anything, any mate-
rial, T eouldn't get four quantities of. 1 was interested to see what
difference it would make.

When yvou finish & picture and someone likes it, they say it just
couldn’t be any different, or that it's just perfect, or that's the way a
real artist sees it. | think that's a lot of bull, because it could,
obviously it could be some other way. 1 mean that, for instance, a
few minutes after it starls drying it's already some other way, it
doesn't look the same. | thought four pictures would be a fair
minimum.

It was an incentive. | consider that, to answer that other question,

1]

I considar that a subject. 1 had to figure out a way to stop and that's
the only difference in the pictures. I added one more color to each
one progressively.

In those paintings where he uses words and photographs, Rauschen-
berg's words are not words about, and his phﬂ!ngr&phﬂ are not images
of: the words are, rather, those “objects” which appear on front pages of
newspapers or in magazine articles: the images, too, do not refer to other
objects so much as belng the object they are, in themselves, The works—
the paintings—are not intermediaries; they do not relate or refer the
viewer to a third thing or feeling—although they may relate back to the
viewer's response in the sense of a mirror reflection. But here we are
concerned fo show that neither the objects, words nor entire paintings
such as the Summer Rentols are abstract in the wsual deflinition.

In that sense, Lichtenstein's Brush Stroke®* gives the lie to those who
consider Pollock or Mewman “abstract” and Rauschenberg “literary”.
Surely when Rauschenberg devised the composition of these perhaps
literally abstract paintings, he was making the kinds of formal and
esthetic judgments that, say, deKooning might make. The Lichtenstein
points up, most wittily, the more than formal intent of much Abstract-
Expressionism. The drip, the direction, the texture are all here revealed
a8 being as full of subject matter as Lichtenstein's more famillar comic
strip references.

There are great differences between abstract Rauschenbergs and
abstract deKoonings. Certainly they have a different intent and indeed
different subject matter. S0 do the “word” paintings of Magritte, Dine
and Johns differ from one another. The conventlonal wses of terms like
"literary,” "formal,” and "abstract" as practiced by most contemporary
historians and critics simply do not make sense.

One of the “problems with form" s that form by itself does not tell
the whole story. The successor to the university chair held by Heinrich
Wolfflin was Adolf Goldschmidt. In the first seminar which he held in
that position he put a slide of a Rembrandt on the screen and asked the
class what they saw. One of Waolfflin's students said, “Two diagonals
crossed by a vertical.” Goldschmidt smiled and said, “Oh, 1 see more;
I see a windmill.”

Rembrandt and Rubens were very much in Wolfflin's mind when he
formulated his principles of art history. It is little wonder they apply =so
badly to Duchamp and Rosenguist. The purpose of this essay, however,
is not to suggest a complete set of alternative principles. Sections 1 and
[T examined key areas of current esthetic assumptions, and found those
assumptions wanting. We can, at this stage in the history of criticism,
only scratch the surface and suggest directlions consiztent with the new
data presented to vuas by artists and the changlng world we live in. [ beg

"The brush stroke originally come from e comic hook siory of a painter. The
eriigl in the story hod painted o figure so realistically thet i come do life; not
knowing what fo do with his "crention.'” he destiroyed the image by wiping a
forga hrush stroke ocross the picture, killing the inoented person s verll. This
is, of course, o clessic fond clossicol] story,
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the reader's patience as certain intuitive ideas are more thrown out than
developed within a cohesive whole; T permit myself this indulgence only
in the hope that these ideas will start further investigations, for myself as
wall as others.

There is no attempt to present an over-all coherent “guplanation”™ of
Dada or Surrsalism. Rather I have limited myself to an investigation
of one aspect of each movement. The suggestions about the Dada ideas
of “mechanical man” deal basically with an epistomaological situation; it
is important, as philosophers are always telling us, to know more or less
how we know, The assumptions we make about how we acquire knowl-

adge are fundamental.
- a* i

“Feelings and Things" do not lie on the evolutionary scale of the life
of forms. To those who use that yardstick Dada’s interest in machine art
in likely to appear an irrelevant lark; but that iz to avoid a confrontation
with Dada. Picabia's Universal Prostitution and Duchamp's Bride Stripped
Bare By Her Bochelors, Even [also called An Agricultural Machina] take
the aspect of man as machine and use it 1o {lluminate men—though not
humanist, introapective men. The Dada painters, in some wWaye naive,
nevertheless were among the few at the time to recognize the exciting
aspect of man, not as knower of what could be known, but a partially
receptive receiver of light, sound. heat and other kinds of mass-energy
wave lengths,

Certainly many of the artists of the Dada and Surrealist movements
have had hroader concerns than esthetic or form. Some of this attitude
expressed itself, both directly and indirectly, consciously and uncon-
sciously, in the Dada attacks on art. It is in part hindsight that allows us
to make more explicit and “philosophical” these attacks on art which
were often brutal, spontaneous, and even child-like. Yet must we treat
“ghiective” events and political motives as if they were complete in
lhemselves? It is with hindsight that we usually discover psychological
rmotives,

A radar instrument registers a multitude of wave lengths which exist
both in the atmosphere and the objects toward which it is turned (though
not, by any means, all). An object. guch as an airplane, both interrupts
certain “established” wave lengths and often emits wave lengths of its
own. It is these few on which an observer fixes his attention, and
sventually determines by their naturs what to think of the objeat. 5o is
man such a receiving instrument.

The humor and satire of Picabia’s Universal Prostitution, emphasized
hy its title, obscures the premises—perhaps the unconscious assumptions
of the work: and they sre important aspects of the work. Even while
making fun of man as a machine for unloving sex, Picabia does not seem
to take the idea of man as a machine lightly. He uses similar ideas in his
portrait of Tristan Tzara.

We do not consider the dichotomy of knower and known in the
instance of the radar machine. What is important for “knowledge” is the
reception and reaction to a limited range of wave lengths, which are then
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in turn “organized” and interpreted.

A poster at a 1919 Dada exhibition in Berlin read:

Die Kunst ist tot

Es lebe die neus

Maschinenkunst

Tatlins

[Art is dead. Long live new machine-art. Tatlins.)

This is more than mere “anti-art” as the formalist critice are likely to
charge. It 1s a threat to the entire formalist position of the esthetic
“justification” of art [as useless commaodity]. Se, too, Unfoersal Prost-
tution is more than satire. Underlying its satire on the imperaonality of
sex is 4 recognition of impersonality not as a base, animal quality but a
base. modern quality. It is a subtle variation of the widely recognized
Dada reaction sgainst the Western, humanist, esthetic culture which was
responsible [or so some Dadas held) for World War 1.

Picabia once said, “The problem of knowledge presents itself to us
only when we hegin to understand in how far we could dispense with
understanding.”’ 1t is a variation of Hegel's statement that “The Owl of
Minerva take not its flight till the shades of night have fallen” or the
later explication of the Hegel by Angus Sinclair, “Philosophical inguiry
consists largely in finding out first what are the assumptions or pre-
suppositions we have made, without being clearly aware of having done
80 . . ." The Dadas, with their “machine-art" were not simply ridiculing
men who made war machines nor were they simply seeing how man is
like & machine in a positive (preferable) sense, but they were intuitively
investigating both sides of that coin.

Perhaps the most profound statement of the “natura® of man
explicated by analogy with the machine (and one of the great paintings)
is Duchamp's Large Glass which, of course, must include a8 part of it the
Green Box with the notes Duchamp made for the Large Glass during his
yvears of working on it,

Art and science are usually related in terms of art reflecting scientific
notions. Thus for example time-space relativity is seen reflected in the
so-called multiple but simultanecus Cubist views of the same subject.
Very often this can be the result of misapplication as much as anything
alse. of a kind of “crealive misunderstanding.” Leo Stein's conversations
with Plcasso record both the foolishness of Picasso's philosophic position
and its artistic fertility, Scientific ideas are often in the realm of the
unseen, and probably affect theology more than everyday philosophy.
Most of us, after all, still say that the sun rises; it does make a difference
—and one not really socially parmissible—if we say that we have turned
to the sun once sgain.

Modern research into sensory perception and the biologlcal causes
for psychological patierns are probably mere of a threat to everyday
thinking than the theory of relativity—although once again applying what
we know may require, like the sunrise, more application and perseverance
than society is willing to make. The experiments made by Duchamp and
other Dada painters are neither systematic—except in his work on the
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Larga Glass—nor scientific, but more in the realm of philosophy, of an
investigation not only of art and what it does but the very way we know.
One aspect of the ready-made is, Duchamp himself has said, a visual
demaonatration “of the futility of ever defining art.” In a short but impor-
tant essay on The Green Box, George Heard Hamilton says,

. the most important aspect of such objects as the 'Chocolate

Grinder’ [is] . . . the interruption of the conventional collaboration
between cause and effect, whether physical, psychical, or artistic, For
the Cubists . . . the effect or the appesrance of a painting was the

result of its cause—the artist's experience of the original object,
situation, or whatever had provoked the wisual image which sub-
sequently appeared on canvas . . . Duchamp's machine is not repre-
sented [re-presented), interpreted, or even transformed . . .

Or, from The Green Box itself:
Kind of Sub-Titla
Delay in Glass
Use “delay” inatead of “picture” or/'painting”; “picture on glass"
becomes delay in glass”—but "delay in/ glass™ does not mean “pic-
ture on glags" =—

It's merely a way/of succeeding in no longer thinking/that the thing
in guestion is‘a picture—to make a "delay™ of itin the most general
way possible,/not so much in the different meanings/in which “delay"
can be taken, but/rather in their indecisive reanion/"delay”—a "“delay”
in glass"/as you would say a “poem in prose”/or a apittoon in silver

The Green Box is full of phrases indicating movement. The bride ia run
by love gasoline, the chariot or glider is pulled (it goes and comes), the
entire "space” of the painting is determined by the standard stoppages,
and one of the notes is about determining the conditions for the instan-
taneous State of Rest [or allegorical appearance] of a succession of vari-
ous facts.

Of course Duchamp ig very Interested in the aspect of his “char-
acters” as machines: “she furthers’her complete nudity by adding to/the
1st focus of sparks [electrical stripping]/the second focus of sparks of the
desire-magneto.” The more one studies The Green Box and The Large
Glass together, the more Duchamp's bold and breathtaking accomplish-
ment becomes evident. The psychological, philosophical, artistic and
human scope of this work seem endless.

The notes in The Green Box were loose. Although one can make a
sequential analysls of the way in which the Bride is stripped, it seems
irrelevant so to describe the process not only because the noles are nof
and in fact cannot be erdered sequentially but because Duchamp himself
has urged us to regard the Bride as a “delay in glass.” What we have is
a kind of orientation in an “instantanecus State of Rest” for a group of
highly visual suggestions in words (the notes): the totality challenges
assumptions which have been taken for granted indefinitely.

The Surrealists attempted to galvanize men against the unconsclous,
to make dreams “concrete” so that it would be possible to deal with
them; this is particularly apparemt in Dali’'s paranoiac-critical method.

e

Curiously related to Max Ernst's rubbings—his discovery of “hidden”
images—are sclentific experiments that show certain particles ordinarily
at rest move when someone “merely” looks at them, interacting.

In the most recent volume of his biography, Dali writes:

Of all the hypersybaritic pleasures of my life, perhaps one of the

most intense and most stimulating . . . 8 and will be to lie in the sun

covered by flies. Thoes I might say: ‘Sufler little flies to come unto me.’
In the same book Dali says that he regularly tells Coccyx Women [an
“alegant, hence ordinarily pretty” society type] that he puts date-sugar on
his moustache to make it stand up end also to attract flies. Coccyx Women
respond, "How horrible.” Progressively intimidated, however, they end by
finding a marvelous, clean and irrelevant meaning in everything Dali says.
They are not paranoiac, but socially adjusted. It is like the scene in Naked
Lunch when the elients of Chez Robert meekly accept “piguant sauce of
rotten egg yolks and crushed bed bugs.”

George Orwell once wrote of Dali, “Clearly, such people are unde-
girghle, and a society in which they can flourish has something wrong
with it.”" Orwell refuses to give a “benefit of clergy™ to art simply because
it is art, high craftsmanship or cleanly painted; unlike the Coccyx Women,
he does not accept clean flies. (Of course, Orwell was an optimist; he
did not find man disgusting) Andre Breton, in the preface to Dali's first
Paris exhibition in 1929, said that Dali is "a true menace . . . with visibly
bad intentions.”

Dali ought to be taken more seripusly than he has been—all of him.
He has sald, more than once, that "some day, because of me, someone
will be forced to take an interest in my work.” Only Orwell’s short picce
tries to take the measure of the man, and Orwell does not discuss Dali's
esthetic merits or the challenge of his Paranciac Critical method. Dali
formulated Paraneciac Critical method relatively late, after many of the
notions were already in the air. Perhaps this accounts for the relative
clarity and lack of complexity of Dali's ideas; that is, the Owl of Minerva
had already begun to stir on her perch.

Dali uses the term “paranoiac” less in its common psychlatric mean-
ing than in its etymological sense, literally an alternate (“para-") mind.
Dali's meaning is related to common usage, because the paranoiac is able
to find concrete proof of persecution in the world of so-called reality. An
ohject corresponds, becomes an alternate state of mind. At one point in
The Diary of a Genius, Dali says that “my emotion is so definable that [
eould make a cast of it.” Dall's aim is the “systematic association of sub-
jective and objective phenomena,” en attempt which must surely seem to
traditional logicians like “irrational solicitations.” Joshua Taylor once
wrote of Magritte,

The hasis of the surreal is the exact antithesis of the persistent pop-
ular tradition that describes all experience in terms of distinct ‘objec-
tive' and ‘subjective’ worlds. In the art of the Surrealist the ‘objective’
warld refuses to remain a separate realm but actively unites with our
imagination to break down the confining walls of this simple rational
deceit . . .
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Explaining the purpose of his method in Conquest of the Irrational,
Dali said that “only the violence and duration of your hardened dream
can resist the hideous mechanical civilization that is vour enemy . . "
In the same remarkable and strangely neglected book he said, “T believe
the moment is at hand when by a paranolac and active advance of the
mind, it will be possible to systemize confusion and thus help discredit
completely the world of reality.” This highly Surrealist notion could sup-
posedly revolutionize the world which had until then been considered
“roal” by, for one thing, putling into concrete form that which was more
real, namely dreams, the subeconscious and—particularly for Dali—the
ohsessive.

Dali stood apart from the other Surrealists almost from the moment
he came to Paris; he insisted less on re-shaping the world through imtui-
tive and Freodian processes, more on reshaping himszelf by hardening his
ohsessive identification with “phenomena and elements.”

The Dada and Surrealist assaull on bourgeois cliches had its own
rules, as must all attacks on authority. Dali discovered them eerly, and
flaunted them from the ficst. Thus he willingly took Breton's disparaging
anagram of his name, Avida Dollars, as a kind of talisman. It became a
concrete public symbol affecting his work and himself as well. Dali
externalizes so much that, even if the object or image at first might not
correspond with a psychological state, his willed obsession then reshapes
his psyche.

Dali understood from the first that the inverted cliche is still a cliche,
What he then did was to produce the first exverted cliche: Dali cast the
anti-formula rules of the Surrealists into a formula. It was, alter all, a
simultaneously logical, paradoxical end satiric thing to do. He gave the
anti-bourgenis cliche back to the bourgeoisie but with a vengeance.

One nead not believe that Dali relishes the stench; it is often repeated,
irrelevantly, that he iz not personally & coprophiliac. But Deli supplies
the stuff for coprophagy. whether it disguats him or not, whether it
gatiafies him or not, He sees it and he paints it. Dali hes said thet “man
existe amidst putrefaction, Like & worm he crawls through terrestrisl
existence.” It is well-known that men find ways of evading unpleasant
and difficult [not pre-conceived) ideas. This Parenclac Critical method is
neither pleasant nor easy.

The importance of Paranoiac Criticism, aside from the light it throws
on Burrealism, lies in the sugpgestions it makes in the correspondence
between feelings and things, This involves the viewer in a different
relationship to “art” than previously, Paranoic Criticism would be inade-
quate in dealing with more traditional art, and the ways objects or things
are used traditionally. Dali's method, for example, would obscure the
point of the objects [the military boots) in the Odessa steps scens in
Baottlaship Potemkin or the old peasant shoes paintsd by wvan Gogh and
dizcussed at length in Heidegger's essay on “The Waork of Art.” In those
two examples, objects have been used to create feelings and emotions in
the viewer; the "correspondence” between feelings and thinga is symbolic.
Two sets of feelings [at least) are involved: betwaen the viewer and the
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victims of the boots, and between the viewer and the pessant owner. No
identity of feelings, however, is intended. In a sense feelings are feelings
[and each feeling is separate] and things are things. Things are invested
with feelings through the mediation (transformation] of the artist: the
artist's means of doing this are traditional, namely through the sensitive
infusion of "significant form.”

Andy Werhol's objects do not create emotions, as van Gogh's did,
but Warhol gives you equivalents. The peasant shoes create a subjective
gituation: feelinga are “created” in the viewer. Feelings, in a Warhol
movie with its utterly impassive camera, are not differentiated from the
object photographed: the emotion is the object the viewer sees, outside
himszelf yet ingide himself—like a mirror refleetion. “Feeling” has bean
made concrete: old terms end ideas—"transformation,” “evocation,”
“enrichment"—hecome deatructive to what the artist is trying to do.

An Amerlcan critic recently said to me that a young artist's work
has “so limited an amount of transformation that one is not called upon
to re-evaluate the object, which remains more rather than less in its
original state; the pieces do not aronse an emotional response.’” One of
the presuppositions underlying such a statement is what one might call
the traditional view of internal and externel. Emotions and feelings are,
usually, understood as internal; thus an external object. such as a
Proustian cup of tea or military boots marching down the Odessa steps
can srouse so-called subjective states. Even as early as Pronst, however,
it bagan to seem as if certain sensations introspected with perseverance
could become so acutely conseious that they would take on the aspect
of concrete knowledge, the aspect of a thing. One arrives at a state of
consciousness where the old categories of subjective and objective seem
falze.

The relationship between object and emotion in the other tradition
ia not traditional; the difference may be subtle, but it is as vital as know-
ing, for example, whether one is listening to the voice of the poet or of
his speaker. "Emotions” have been objectified; perhaps some would say
they have been mechanized. The author sees nothing necessarily sinister
in this; in fact he finds in it an exciting variety of possibilities of human
awareness. The distincton between ohject and sensation [generalized
fecling-state) has been blurred if not obliterated.

An analogy for the unifying of object and sensation can be found
in the “confusion” between object and sensation at certain points when
one is coming out of anethesia: Is the feeling of pressure the result of
the condition of nerves in the arm, or is it an object lying on the arm?
It is the difference said to exist between what I experience and my
experience of it which seems artificial, arbitrary and perhaps confused.
It is as if the art object which is hanging on the wall is the generalized
feeling-state 1 am experiencing; feelings are things.

It is well-known that language influences what sorts of statements
people of different cultures [and wsually languages) make. The “logical”
order, the ayllogistic forms of Western [particularly latinate European)
languages can, with some justice, be called “lineal.” One proposition
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follows another as in a line. Hieroglyphs and characters [such as the
Chinese] have a more fluid espect. In Japanese singular and plural are
not distinguished. Therefore the line usually translated (it is inscribed
on a painting which speaka for this manner of translation] as “crows sit
on & branch" could have several variations. [The poem is an “image"” of
autumn.) That ambiguity which Western Philosophers have been known
to mistake for a lack of logical precision is important exactly for its
precision—that sense of coming and going (crow or crows) and a wider
or nerrower world (branch or branches) among others.

Duchamp's term “delay in glass” situates our thoughts in space, or
rather takes the thought process out of its lineal rut. We begin to throw
our ideas up into the air like a juggler (in a low gravitational field)
instead of placing them on a logical line. The test of their validity has
shifted, and becomes not parl of a aystem of axioms, propositions,
theorems, hypotheses and postulates but a visual gestalt® or esthetic
sensie [to use a hapless phrase).

Andy Warhol was once asked il commercial art was more machine-
like than the art work he was doing. He said.

Mo, it wasn't . . . I'd have to invent and now I don't . . . Those
commercial drawings would have feelings, they would have a style
.. . those who hired me had feeling . . . they knew what they wanted,
they insisted; sometimes they got very emotional.

In 2 way much that has been called Pop Art suppresses cerlain
gymptoms of modern art, such as personality and creativity; they are
words which have been sanctified to the point of blasphemy. Wallace
Stevens, in "Sunday Morning" and The Necessary Angel, iz almost sentl-
mental about this aspect of art's "potential.” Some concepts have been
perverted until thay become meaningless. As Erwin Panofsky once pointed
out in a lecture. at first only God created: then artists who seemed like
gods were said te create; and now Helena Rubenstein brings you her
latest creation almost daily. In the prevalent formal criticism, art ia sup-
posedly not soup cans or billboard faces. According to those critics such
gubjects do not affect our innermost feelings, or at any rate not our
higher esthetic feelings. According to many, the abstract patterns of our

*That visual gestalt is the unnomed and relatively unexplored sense which we
find simultaneously proised and disparoged in the Phaedrus:

.. since we come to eerth we have found beauty shining most clearly
through the clearest of our senses; for sight is the sharpest of the physical
sanges, though wisdom s not seen by it, for wisdom would arouse terrible
love, if such a clear image of it were granted as would come through sight,
and the some is true of the other lovely realities; but beouty alene has this
privilege . . .

Neper since this was written has that sense of sight been trusted in philosophy.
but rather o system for more achitrary, aqually but less obpiously dubious.
Freud, in tha first section of Civilizaton and its Discontents, echoes Socmtes’
mistrust of sight. The visual sense of “truth” and knowledge is more question-
able, in the sense that we would probably disogres more and coll it into ques-
tion more often. Is this bad? With the Large Glass, perhaps unintentionally,
Duchomp asks whether or not we should quastion basic assumptions more often
than we do.
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inner life are the only things important for the artist. Art criticism in
general refuses to say that an object can be equated with a meaningful
or esthetic feeling, particularly if the object has a brand name.
To put our case another way, there are tears in things. Aeneas,
looking on the murels in Carthage, was not moved by their art but their
subject matter. Yet, in a way, abstract art tries lo be an object which
we can equate with the private feelings of the artist. the canvas being
the arena on which thess private feelings are acted out and made visible.
Pop Art at its best presents objects which we can equate with public,
communal feelings. Dr, Robert Coles, a Harvard psychiatrist, lately noted
that
For decades now we have probed the deepest layers of man's mind,
and we should continue such efforts. Recently, however, many
analysts have realized that what distinguishes people is less what is
in thelr unconscious than what they do with what is in it
There is. in other words, a possible correspondence between [eelings
and things, and of a new psychology based on public attitudes and even
cliches, a new definiton of objectivily.
Corollary to this is art as a reflection of the viewer's world and
personality, that which happens to a viewer when he can see the corre-
spondence between what has been called gubjective and objective. This
might be called & Mirror of Art, though not in the sense of a mirror of
society as Baudelaire more or less intended with the use of that phrase.
This |s connected with Paranoiac Criticism. Andre Breton, in an essay
called “The Crisis of the Object,” wrota that,
A will to objectification without any precedent rules [this new way
of thinking] . . . Poetic objects are objects just as much as are
mathematical “objects” . . . they are objects whether or not they
posseas plastic qualities . .
In 1824 | proposed the manufacture and circulation of objects that
appeared in dreams . . . the end | sought was nothing less than the
objectification of the process of dreaming, ils passage into realily.
A great if little known modern philosopher, Angus Sinclair, has more
than touched on the subject. In his book Conditions of Knowing. Chapter
17 on “Sensatlons, Perceptions, Feelings, Emotions and Things" is par-
ticularly relevant. He writes,
It has often been remarked by poets and mystics, and by some psy-
chologists, that if we concentrate cur attention on any particular
thing or object and succeed in doing so exclusively, then we have
what can be described as the experience of being that object. This
exclusive concentration is not a peak ol achievement, as it is some-
times or always taken to be by mystics, but is rather a failure to be
aware of the wider situation . . . Experiencing things and objects as
things and objects is the outeome of holding certain attitudes, and
to hold and apply these requires a constant effort.

Sinclair uses a metaphor of four discriminable sorts, namely 1) feelings

[the most primitive and child-like, such as the feeling of heat], 2] emotions

{such as fear, love and anxiety, which are less “localized"), 3] sensations
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[which moves us into the more categorized realm where philosophy
nsually talks of the dichotomy between states of being and object, the
sensations of color and form). Then he predicts a possible development.
He wriles,
This suggests an unpleasing speculation about the future of this
development. If it continues—and we have no prima facie grounds
for doubting that it will—then much that we now pxperlence as
general feeling-states may come to be experienced in a partially more
locelized way as emotions; much thal we experience now as Emotions
may come to be experienced as sensations [as already happens to
some extent when familiar emotions are introspected with persever-
ance); and much that we now experience as sensations may come o
be experienced as things or objects. Men in the very remotbe future
may therefore have experiences only of what we call things or ohjects
and no experlences of what we call sensations, emotions and feelings.
But the lce Ages will have come again before any changes so exireme
could take place in human beings.
Freud once made a similar, if smaller and more immediate prediction
when he said, “Where id is, there also shall be ego.” In some ways
Freud's prediction has been realized.

“Many people are disturbed by what they feel is the trend toward
de-personalization In the arts, and Pop Arl seemas 1o epitomize this trend.
These people fear mechanization. They fear the implications of a tech-
nological society. The paintings of the other tradition are not, however,
mirrors of society, They are mirrors of whal happens to us without our
knowing or realizing it. In & way they might be said to objectify experi-
ence, to turn feelings into things so that we can deal with them.

“Josef Albers hos said, "I oppose a beliaf that the hondmuede is better than the
machine mode” Far his incised plostic “drowings” Albers complates o plan ond
sends a copy of i, including directions for the gouge of the line, o 0 Naow
Jersay company whare the work is complated by mochine.

Willem deMooning has im his @wn way wgraed that there is o correspondence
between feelings and things. He hos snid, “Forms pught to hooe the emotion
of o concrete axperience”.
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IV. ART AS EXPLORATION

A man's conscions ressons, the cawvses he
thimks lie behind his acis, are not without
importance, and T don't mean symplomatic
importance,

The Fleating COpera

The other tradition ought not to be identified with the usnal drives
and claims for originality. The new approaches of this tradition have been
called, not without reason, classicizing. Lichtenstein has painted Greek
temples; Robert Morris has used an Erwin Panofsky text in one of his
theater pleces; Peter Weiss's play, “Marat/Sade,” has echoes not only of
Brecht but also of Aristophanes.

[ean-Luc Godard's film Alphaville [or Tarzan vs. IBEM) combines the
cliches and even the characters of slick, “machine-made” movie melo-
dramas with pleas for human qualities. In the film, Alpha 60 is a huge
ultimate computer in a half-mythical country which is about to take over
from humen beings. The hero of the film is the successor in this pas-
ticular mission to Dick Tracy and Buck Rogers. The mission is to “pro-
gram” a kind of mental breakdown aof the computer. The hero's name is
Lemmy Caution, also the name of a character in French B gangster films.
But the hero's name, Caution, is probably not so easily explained; the
name surely *refers as well to cautiousness—although the [lm is rather
avant-garde and experimental in its use of audience “programmed'’ cliches
{they are not used to produce conventional responses).

This hero rescues a girl from the clutches of this brain washing
machine. Alpha 60 programs personalities, ideas and words out of exis-
tence. [IBM machines do have buttons labeled “Erase Memory.”] The hero
makes the hernine remember the word Love. This fellow, Cantion, rescues
Love from the computer. This would sound more fantastic to me if 1 had
not recently heard an intelligent programmer from a missile site define,
in the course of a conversation about modern spiritual values, the word
Soul as being Drive and Ambition.

* Andre Breton's illuminating essay of 1820 on Max Ernst begins with o reference
to outomatic writing as the photogrophic comara, the blind instrument, af
poetry, which records o landscope to which no human effert can add a single
new glemend. Hralon sops, “Dpda dees nal rll'\?'!!l]ld to be modern.’ Breton saes
“infinite possibilities” in the work—the lendscope—of Mox Ernst, but ofter
getablishing that the originality for which earlior artists seemed to strive bafore
then hod failed. Hare, too, we hana on example of both o Lind of conserootism,
a deap interest in human but not humanistic qualities, coupled with an inais-
tance on understonding ond vsing [but not being used by) the machine. Breton
suggesis a crisis in terminelogy which we ore still experian cing, one more then
sgmantic or formalistic. Fine arts terminology hos weed “originality,” “inven-
tion.” ond “medernism™ so much as terms of high approbation that they hove
lost their power to convince. One hegins to feel that eoan the word consarog
tine might he repived, or rather nsed well for tha ficat time in American history.
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If thiz objectivity is more classical [in a large traditional sense] than
modern, it is as well apart from the slogans of modernism. In La Peou
Douca there are few obvious technical or formal innovations for those
who judge originality in the tried and true formulas or forms; ils excep-
tional and deeply original qualities de net fit any of the current defini-
tions of originality.

Usually the characters, the plot, the technigues, the movie itself are
directed toward the same end, namely audience response [and plot
development]; the end is o create a certein type of emotion in members
of the audlence, but it is not to fix or produce an objectified feeling on
the screen. Technique |8 used to comment on characters and their
situation.

Godard's Viere Sa Vie has been eriticized because, it s said, the
director has accepted “canned” emotions. It has often been pointed out
that Hollywood directors can make an entire movie by simply splicing
together known technigues which produce known resctions on known
audiences: the results are huge cliches, which are rightly deplored. But
this criticism of Godard shows surprisingly little sensitivity to that di-
rector's almost revolutionary uses of these standard techniques. In a
way Godard's Nana is the victim of canned emotions. She wants to be
a movie star, and her entire life is oriented around the pathetic fiction
[the role] she invents For herself; she is the ahverse of Pierre [in Lo Peau
Douce), who cennot find or invent a role for himsell in spite of his
increasing need for one In his altering circumstances.

Some wviewers seem to hawe difficulties with these [ilma: these
viewers are, | suggest, often frustrated because they cannot find tradi-
tional Freudian psychological motivations for the plot. But that is one of
the exciting innovations, particularly of Godard's and Truffaut's films.
Those directors don't seem to think that inner psychology is very inter
esting or applicable in telling storles of later twentieth century people.
Psychologizing is not a proper viewer attitude toward the characters in
the film. They ere already more likely to know why they are doing
something than what they are doing.

We are not dealing with a “psychological” situation in its usual sense
at all: it is, in a way, the reverse—as il one probed the psyche through
the present rather than the past, through politics and business and culture
rather than sexuality,

In a panel at the Loeb Student Center (N.¥.11] in New York a few
years ago, Robert Rauschenberg said that a painting is one thing when
you finish il, another thing when you furn your back on it and then look
at it apain—not to speak of it being different things to different people.
{He was not talking, as deKooning has done, of the difference wet and
dry paint makes in ending a painting.) In 1962 1 asked Rauschenberg, “Is
the experience of a picture what it is whenever it is?" He said,

[ think that when you finish a painting that. no matter how open you
may have tried to be, it never can relate to what's about to happen to
vou, those experiences, So it lacks that kind of richness. It cen't move
with you

az

[t distorbed Rauschenberg that paintng “as a technigue deals in fixing

images."” He said,
If I were intereated in making beds, [ would want people to sleep in
them. Chalrs are to sit in; | would want to do chairs that people
would sit in well. One of the least popular uses for painting is to look
at it, People are always hanging pictures.

Rauschenberg was trying, as it were, to un-fix the image.
One thinks of furniture as something you asstimme will be there. I
fhink that's the way a person's paintings get 1o be to him even, too
guickly. Then that's really all the use there is for it. That's not the
case when you're working because it's still a real threat. That's why
painting isn't the best thing to do because it really is fixed; it is
arbitrarily the beginning again and the stopping of something and the
delay in starting eomething else.

Recently Rauschenberg has become more and more involved with the
dance and “happenings.” In one of his theater pieces, a laundry cart was
whoeled to the far center of a large floor {which was without scenery).
For five minutes [it seemed a long time] a “dancer” took turtles out of
the cart and placed them about the floor. Each turtle had a flashlight
attached to its back. Then the lights in the room were turned out, and all
about one saw small but bright lights which moved. They were almost
as stars: that is, not seeing the turtles or the floor, first the floor and
then the entire space became unhinged and indefinable; the slow, deliber-
ate and measured movements [as well as the license the anonymity of
darkness gives the unsanctioned parts of our minds] negated the usual
“flow" of time.

Often Rauschenberg's happenings are episodic [“a developed situa-
tion that is integral to bul separate from & continuous narcative,” Web-
stor's Sepenth New Collegiate Dictionary]. The parts need not appear in
“lingal” or sequential order, but could be re arranged. Jean Genet's
Cuerellas de Brest and Pompes Punebres do not arrange incidents chron-
ologically, nor does Genet’s arrangement make temporal order clear as
is the case with film flashbacks. “Time passes.”” But is one's usual and
everyday sense of time passing the result of pure experience or is it as
much the result of preconceptions? Robert Morris is very involved with
thiz “problem of time.” He recently wrote in the Tulgne Dromo Reviaw,

Time, insofar as considerations of length are concerned, has geemed
irrelevant. Since the movement situations were primarily those of
gither demonstration or exposition, time was not an element of usage
but a necessary condition; less a focus than a context. Only at those
points where thers was no movement did time function as an isolated,
ohsarvable focus—i.e. durations of stillness were nol used as punctua-
tions for the movement but in the attempt to make duration itself
palpahle.

Space, like time, was reduced to context, necessity: at mosl & way

of anchoring the work, riveting it to a maximum frontality.

George Brecht has done a theater piece which consists of opening
and closing the slage curtains (neither slowly nor quickly] like a camera
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shutter. He placed—rather, a white kitchen chair “stood” on the stage
[with, one spectator observed. more presence than any actress he knew
could muster). One could miss seeing the event if one turned away; such
g person would have a stronger impression of time than one who had
watched, The event had the aspect of a time-stop.

There are those who believe painting different from theater because
time is not a factor in the former. For Rauschenberg, howaver, it is as If
a painting could change before your eyes; in many of the happenings or
now “theater pleces” time does not flow and rise and fall but becomes
relatively measurable. The film L'Eclisse is built “symmetrically” with a
central episode [at night with the “singing” flag poles], “idylls" on either
side of it [Vittoria as a “native”, the airplane ride). stock exchange epi-
sodes on each further side, ete. (Note that it might be possible to recon-
strucl much of Battlaship Polemkin from the Odessa steps sequence,
but that, as “logical’ as the last abstract sequence from L'Eclissa might
be in context, no similar reconstruction would be possible.)

Another vital problem which artists have begun investigating in a
new light is sex. The sexual act is the traditional and even classic meta-
phor for the loss of self and momentary re-birth in the total identification
with the “object” of desire. After reading the reviews of the latest Kinsey
report and noting recent actions of the New York and Massachusetts
state legislatures, however, one realizes the complexity of making public
common sense attitudes.

“Post-Freudian™ sex has little if anything to do with the advocacy of
free love or exhibitionism. The surprising aspect of the new sexuality is
that once its essumptions are accepted, then it tends to produce not
anarchy but responsibility. It is when laws are irratlonal that men are
most likely to act irresponsibly. The repeal of Prohibition was not the
advocacy of alcoholism,

There will be those who will cry that this is not new and that love
has always been a part of sex and vice-versa, as Lionel Trilling did in his
review of the first Kinsey report. They mise the point. Perhaps, in one
sense, it is as wrong to say that “sex"” in its limited and Victorian defini-
tion is the subject of this discussion as it would be to say that promiscuity
ig advocated by the Kinsey reports. It is used here as a Tulcrum. Sexuality
is the basic ingredient of much Freudian theory, and we have to start
someplace. [The other tradition throws a different light on what Freud is
reported to have said in front of Salvador Deli's paintings: “What inter-
eats me is not his subconscious but his conscious.”|

There is an unusual and generally well-hidden resistance o change
in the intellectual community, Several reviews of "sex” books [eg. Last
Exit to Brooklyn| have recently taken the tack that the reader is “bored
with sex.” The reviewers may well be, but they give no indication of an
awareness that, like colors and rhythms, there are thousands of varieties
of sex and an equal number of wavs of using it Guilt was a psychological
problem for the Victorians and, as D. H. Lawrence realized, very desatruc-
tive; today guilt is a shamefully legelistic technicality [except for its
“offending” victims). Perhaps as a result of the laws, there is a sado-

34

masochistic flavor to much post-Freudian art: didn't Prohibition add a
gangster flavor to many of F. Scott Fitzgerald's heroest

Thres young artists, Joe Raffaele, Paul Thek and Mike Todd might
be called post-Freudian, They are not, however, sexually ohsessad nor are
they pornographers; but sex I a more important and conscious part of
their content than is usually the case. As in pornography, the erotic and
gensual are not a sub-class of love or tragedy: unlike pornography, there
ig an integration of sexual with poetic and even moral [eelings. The erotic
is turned toward & wider range of human possibilities.

These works [and those of Lucas Samaras, Allen Jones, and several
other younger artists] can and perhaps should, it successful, arouse the
viewer sensually and sexually. Like Genet they use this quality to suppress
what is ordinarily called style: is one consclous of style when one is
“hot and bothered”? We are apt, in the later twentieth century, to know
more about why we do scmething than what we do—we resist “han™
conscious involvement, We still psycholanalyze ourselves in a Freudian
menner although we may not be the least bit suppressed with Victorian
“sgerels”, The general, liberal intellectual community seems hardly aware
of the deep and basic revolution now taking plece in the realm of sexual
awareness: they tend not to distinguish between the old and the new

Enough has been sald of the three artists for one to fear the worst:
both publicly and privately there are evaglons of the impact of the work.
Omne critic wrote that Paul Thek was the finest* craflsman working in
encaustics today; | cannot imagine a more irrelevant eomment. One fears,
in others words, the same reaction to these works which the informed
intallectual has shown to the Kinsey reports and much recent “sex”
literature: a cold and Victorian prissiness hidden beneath assurances of
jaundiced boredom, a shocked resistance beneath florid cries of accep-
tance, monumental evasiveness.

In an area es thick with abstract and purely formal considerations as
the fine arts, the danger is increased. Michael Benedict, in a review of
Raffacle's work which is an almost classic example of formalist mis-
understanding, criticizes the paintings for being “inert in design’ and the
choice of images which “themselves seldom bear much scrutiny.” These
geem to me less defects than part of the artist’s admirable intentions,
minimizing design and formal considerations which “bear scrufiny™
Raffaele places painting—in the words of Marcel Duchamp—"once again
in the service of the mind."

Mike Todd's work, of course, can be related to assemblage; he says
that Arshile Gorky's biomorphic forms helped him see some of the
materials he chose. Todd makes some of the disturbing but abstract
gqualities of fetishism and sexuality in Yves Tanguy's waork axplicit. Todd

"Tha Digwwar chould nod aoar-estimobe :-.|.-?_|_ia|r:r-.'1'|r1!Ir:r1-::- the axclusion -ﬁ‘f _r'f?l'mﬂj
considerotions. Paul Thek insists that the real subject of his constructions is
tormal, the eonteast hatween the hard ond shing glogs cose and the soft ond
eoen slimy chorocter of the wax-flesh, His inaistence on their Jormal qualities
may be o reoction to people who connot see the work at all—locking, as we all

do to one degree or ancether, an “ojective’” ayea,
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himsealf zees the connection, although he became aware of it after the
fact. Thiz iz not an unusual instance of Deda or Surrealism being more
important in opening intellectual possibilities for younger artists than as
formal “influence” wsed for ends other than those intended by the
“Influsncing' artiats.

Perhaps one might apply the term Black Romantic to the asculptures
of Alik Cavalieri and the paintings of Ann Wilson. They both have a
romantic relationship to the land, one to gardens and the other to the
great plaing; but the land iz to someone living in Milan or Mew York
only half-valid. During the northeastern electeical hlackout, Mew York
wiag balthed in a |r||::1|_r||'|i[:|'|[ which |1'|:ﬁ]'|.1 have geemed like that &:-:per‘i-em’.m‘]
in a rural |]1.;|(:|:; Bl thae |r||'_|-:_1;|||.|.H]11 s]'ll'||1'|-:||_:|.| the f!:il],' with a knl'_r'.-\'h}dﬂﬁ:
of radio-activity., and the moon itself looked like a potential rocket-
launching pad. “Mature” was nol plants and animals but the idea that
the solar system has a limited life span, the knowledge that the universe
was imploding; and in that sense it appeared that not the bomb but
nature might have the last word after all. Cavalieri's grimly metallic and
spiky flowers are not the kind “found” by a creative eye in a junk pile,
but are as natural as science-fiction realized. Ann Wilson's decaying
quilts, fixed with glue and paint, harden the distance between us and the
land which is remembered through fiction [and even, for some of us,
anachronistically remembered]; television, the giant city-based farmer,
the machine have not only depersonalized those patches of land and
their furrows [which are strangely close to guilt patterns), but it has also
removed from our country and relegated to limbo that morality based on
contact with the land which Jefferson said was the basizs of our
democracy,

In 1961 James Rosenquist sald,

The newspapers in Cuba, or really all over, when there s an assassi-
nalion The BT T have a ]:-i:.; pi.l.‘:1u1'|,.- on the [ront page with all the
blood and guls n,:|:|||:|.ir|H ouf of the Buy &0 hig frends will know he's
rl_zu]|:r' dead. Well, that '|:|.e|||||q:11-¢; EVECY 1].1:,', Ea-l,-.|||:|]1;: qel uged Lo it, I:]'u:!,-
get cool, That's what Americans are—cool, dulled. What T try to find
in my paintings is that mysterious qu:ﬂ:il:,', even more :n:,.'.l:h:rilll:lﬁ
than death.

Death and violence have little terror or sting left in them. If that is so,

Rosenguist worried, how can the artist make any imprint?

Warhol's repetitions of car creshes, suicides and electric chairs are
not like the repetitions of similar and yet different terrible scenes day in
and day out in the tabloids. These paintings mute what s present in the
single front page each day, and emphasize what is present persistently
day after day in slightly different variations. Looking at the papers, we
do not consciously make the connection between today's, yesterday's, and
tomorrow's “repetitions” which are not repetitions.

In another series, Warhol put a blank canvas next to a silk-screened
canvas of the same color. As reported in the Herald Tribupe (the column-
ist seemed to think of it as an expose] Warhol when asked why he used
the empty canvas replied that he could then charge twice as much. The
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story recalled an earlier scene to me. A well-known collector and an
important musewm curalor were there, discussing with brilliance and
obscurity the esthetic and lormal necessity for the empty canvas. [They
might as well have been talking about color ebstraction.)

The Brillo boxes are also close to nothing. They aren't the real thing;
Warhol had the basic wooden boxes made by an anonymous commercial
cabinet maker, he ordered silk screens for reproducing the labels and he
used essistants even for the painting and silk-screening of the boxes.
They are not very interesting as art, and might look best in an artificial
museum-like plastic case with a little brass plate that reads, “Brillo Box,
Souvenir of an Exhibition by Andy Warhol, 196847

Let us suppose for just a moment that some of these works—the
boxes and pictures with blank canvases—were so very little, so close to
nothing. Then also suppose that we had on record all that anyone had
ever said about them, pro and con. It would be another kind of Green
Box: a possibly incredible and certainly dramatic document of the truth
about people as revealed by their attitudes toward “nothing.” Warhol has
pared some of these works down to the point where they become a mirror
such as we rarely have a chence to use. In this case, perhaps, the mirror
reflects too much for comfort.

Warhol's silk-screened electric chairs, suicides. and gangster funarals
are processed images. Warhol has said that he wants 1o suppress the
personality and become a machine, to make pictures which might as waell
be made by someone else. Some of us doubt that the pictures could be
made by anyone else; nevertheless it is possible to see the artist's inten-
tion in this respect—no matter how good or artistic these pictures may
seem for many of us. It is of interest to recall the Hugo von Hoffmanns-
thal character Lord Chandos, who proclaimed that he wanted to learn
to speak the “language in which inanimate things speak.” He was not
talking about speaking as Edward Lear's table and cheirs speak to one
another; he wouldn't need a new language to do that.

The idea of art as souvenir also came up recently with Rosenquist's
F-111. The painting is in 51 panels, each of which could have been sold
saparately. Several of the panels were simply plein sluminum. Rosenquist
said of them,

With one of them on your wall, you could feel something of a
nostalgia, that It was incomplete and therefore romantic. That has to
do with the idea of the man now collecting, the person buying a
recording of the time or history. He could collect it like a fragment
of architecture; the fragment even now or at least in the near future
may be just a vacant aluminum panel whereas in an earlier period
it might have been a fancy cornice or something seemingly more
human . . . One piece of this painting would have been a fragment
of a machine the collector was already mixed uwp with, involved in
whether he knew it or not. The person has already bought these
airplanes by paying income taxes or being part of the community
and the economy . . . Then anyone interested in buying a blank part
of this, then knowingly or unknowingly, he would think he is buying
a7



art and after all he would just be buying a thing that paralleled part
of the life he lives.
Rosenguist has a philosophical attitude which is quite consclously social.
Warhol's attitude s more direct, less monumental.

One, Two, Three, Out la a deceptively simple and lyric painting by
Rosenguist. The blue and pink sections, althuuyh reciognizable as a car
fender and salin dress, could almost stand by themselves as an abstract
painting. The third section, formed by the two exitenslons of the frame
and a wire between them, adds another and presumably white "abstract”
element of the wall. What might have been a fourth section moves the
painting out into the room. There is such a “missing” panel in F-111. of
the latter Elmr_:l:up.liﬂ has said,

At first the missing panel was just to expose nature, that is, the wall
wherever it was hung: and from there of course would be extended
the rest of the space wherever it was exhibited , . .
“Mature” is not a term of approbation in Resenquist's vocabulery, at
least when applied to painting.

. as spon as 1 do something . . . nature comes along and lays some
dust on it . . . A painter searches for a brutality that hasn't been
assimilated by nature . . . My studio floor could be, some people

would say that is part of me and part of my painting because that is
the way [ arranged it, the way things are. Bul it's not, because it's
an accidental arrangement; it is nature

At another time Rosenquist has said that,
The idea—the artist’s art—is on the wall; the junk or stuff of paint
on the floor is nature, and something else. The artist is like a samurai;
he selects something, and his art is what the artist says it is, it is not
something else.

James Hosenguust may be the most difficult and ILZIE-H"I.‘I'I;I_'.iI'I[E of the
Pop Artists. He has, for example, sliced a young tree down the middle,
inserted a paint-dripped plastic rectangle with a piece of neon in it (in
another “tree” he has inserted a blatantly colored soap ad), and spliced
the tree back together again. The work looks almost too simple. Yet 1o
then walk down a city streel, a similar tree suddenly looks naked; the
work of art is the more logical in this environment. One begins to
recognize the enormity of ils propriety and the boldness of its concept.
The artist has revealed a necessary visval fact of which we would have
been ignorant if we had not seen the artist's free; it is not enaugh 1o
read of the concept for the idea is, in fact, an escapable “'subjective”
vision. There seems to be no assumption too well established for Rosen
quist not to challenge. He has thrown himself at art and everything that
might be connected with it; daring to make expendabla art, he has made
some of the most inexhaustable works ol our time.

Several years ago | received a lefter from an American writer which
included the following lines:

Art needs to be put in perspective. To me it often seems that the
non-Communist world has two alternatives: war and surrender. Both
invalve the destruction of Western culiure. The sentimenta]l pacifist
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does not seem to realize that, if Western culture has any claim, it is
ong of human dignity in the face of threats: he would cling to the
culture and by so doing destroy its value and its claims at the same
time,

Yet it may be necessary that we go beyvond sentimentalities [morals,
religion, cultura, values) and move toward human subversion. In the
comic and ridiculous situation in which we face both atomic war and
affluence, in which we are all about to die physically or spiritually,
individual suicide—individuality itself—has become presumptuous
and not at all amusing. The traitor, acting toward political and
psychological conformity, lacking outmoded and un-regimented ways
of thought, is the only hero. Only he is unsentimental.

There is, as has been charged, something profoundly negative in Pop

Art and the ether tradition, and the sense of reality which they express.
They expross a revolt, and the revolt is negative. It is not, however,
against regimentation: thet is the order of things—mess-media, the city,
the dogmas of democracy. At present we tend to emphasize inner “sty-
listic" considerations, positive aspects of art, the Wallace Stevens position

perchaps the least desirable aspects for our age. Religion ceased to be
viable in the eightesenth century; why try to revive it under the name of
art? We attempt to interpret art as if we belonged to some future genera-
tion, as if the future cared whether we wers “right” or “wrong”. We tend
oy justify art in terms of imagined [but unimaginable) art historians of
the future,

There may not be a future, espacially if we pay undue homage to
it. We and owr works are and must be involved with the time and the
world we live in; our world is foo dangerous and violent for us to be
anything else. “The woods change their leaves at the years decline, and
the [irst leaves fall first, 50 our works will perish with old age . . . We
and our works are doomed to die . . " And so we should be ready to
let our ideas perish with old age, for otherwise we may come to belisve
that the future will or—worse—should preserve us as our museums
[FrESErve thie [:-U.E-t

*The guetalion is from Horoce, Kurt Schwitters wrote a peem pn o similor
thema, "My House."

. . . The greatness of mw ort mells,

All melts, and nehody knows than,

OFf il Lhes.

But ather people hweild other hovses of ice
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AFTERWORD

The epigraph to this essay is about a drainage system. Perhaps the
theoretical approach to art cannot rise above that level. But, to follow
the metaphor, 8 bad drainage system can infect our bodies and affect our
mind and sight. This essay does not attempt to sketch out a “first-class
drainage plan.” Rather it is a preliminary survey of the landscape, with
notes on particular difficulties and suggested solutions.

There iz, especially among younper—and disturbingly academic—
critics, little excuse for this stagnation. This bourgecise infection, sell-
satisfied estheticism, is particularly annoying in a century when the best
artists have revealsd an important dissatisfaction with “defective”™ or at
least outmoded ways of seeing and thinking.

Once, in teaching a course on modern art, T devised a debate for the
students after having lectured on both the sbstract and intellectual tra-
ditions, 1 had assigned as texts for that hour both Breton's attack on
abstraction, “The Crisis of the Object,” and Mondrian's attack on figura-
tion, "The New Realism.” The resolution ran to the effect that figuration
was an outmoded and old way of thinking based on “illusion”. Gradually
it became apparent that both ways had a great deal to offer that was
thought-provoking. (Somewhat to my surprise, for T had tried to keep my
prejudices out of my lectures, the class eventually decided that Mondrian's
was the warmer and more humanistic position.) None of the current
“histories"” and no current crificism would have been able to set the stage
for that kind of debate.

Art as esthetic is unimportant. It is not “faithful speech” which has
made the Bible or Milton endure, no matter how tenaciously critics and
poets and artiats cling to the nineteenth century notion thet art can some-
how take the place of religion. God may be dead, but it is not art which
killed Him, and it is not art which will replace Him. Art itself is 1o a
large extent useless: it is not very effective in changing people’s lives.
That is, our neighbors are probably not affected by art; until recently our
Presidents have expressed simple contempt for it. But art need not he
useless for us. Qur critics have accustomed us to talking about the most
innoguous il not inane aspects of the art of this century. Perhaps criticism
to be good must be celled "obscure™ and “confused” when it is written—
by & certain type of mind which cares less. Art certainly ought not to be
reduced to cultural sephistication.

If it iz slightly artificial to set up two opposed traditions, perhaps it
will be permitted in the interest of a debate. Perhaps the suggestions
made here will not produce a first-class drainage plan. But boredom, the
tyvphoid fever of art, is raging in practically every intellectual and artistic
community, in the universities, in gelleries, in art publications. The
exceptions are the studios of painters like Picasso, Miro, deKooning.
Rauschenberg and Rosenguist. Yet this fever seems even to have begun
infecting the studios of highly talented painters.

How much longer will we rest content with our defective and infec-
tious critical tools and our scademic standards? How many more times
can we see the words “picture plane”, "medernism”, “crisis”, “new"” and
“literary” without flushing?
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A SUGGESTIVE BIBLIOGRAPHY

Author’s note: It is my beliel that even Cubism is not altogether ready
for scholarly “objectivity” and that modern art has a doubtful place at
best as part of the regular academic curriculum—although a degree of
exposure to contemporary art and criticism is most desirable for both
student and teacher. 1 have found that the greater the degree of oppo
sition set up between the "two traditions”, the greater debate will be.
I firmly believe that the conflict of ideas is the greatest contribution
modern subjects can make in 8 university. I do not intend to avoid
“objectivity”; but it is for this very reaszon that I do not include books
which are acholarly, objective and non-controversial for in my opinion
they are neither scholarly nor objective [Alfred Barr's books are a rare
excaption). Controversial opinions on art are 1o my mind far more helpful
in gaining a perspective on the aims of artists and insights info their
works, It is hoped that the reader will not seek for truth in the following
bibliography, but will participate in the adventure of ideas which these
books, like many of the paintings in the exhibition, have in the darkness
of their heart. “The Owl of Minerva takes not its flight till the shades
of night have fallen.”

GENERAL:

Henry David Aiken, “Bome Notes Concerning the Aesthetic and the Cognitive,”
The [ournal of Aesthetics ond Art Criticism, Vol XIIT, March, 1955,

Clive Ball, “The Place of Art in A¥t Criticizsm"™ in Since Cazanne, Mew York,
1822,

Conrad Fiedler, On Judging Works of Visual Art, Berkeley, 1849,
Henrel Focillon, The Life of Forms In Art, New York, 19448,

Andre Gide, “Concerning Influence in Literaturs,” "“The Limits of Art,” and
“The Importance of the Public” in Pretexts. New York. 19684,

Angus Sinclair, The Conditions of Enowing, London, 19561,

Angus Sinclair, An Intraduction ée Philesophy, Toronto, 1962,

Gertrude Stein, The Autobiography of Alice B, Toklos, New York, 1933.

Leo S5tein, An ABC of Assthetics, New York, 1827,

Alfred N, Whitehead, "Gad” in Science and the Modern World, New York, 1948,
Virginia Woolf, “"How It Strikes a Contemporary” In The Common Raoder,
Firat Sarias, Mew York, 1953,

For further bhibliography ses: Marshall McLuban, The I:'|_|t:.=r|bt.=rj_5 Galoxy,
Taconta, 1962,

THE FAUVES:

Clive Bell, "Matisse and Picasso™ In Since Cezanna, New York, 1922
Georgae Duthuit, The Fouwist Painters, New York, 1950,

[anet Flanner, “King of the Wild Beasts™ in Men and Monuments, New York,
1957,
Roger Fry, Motisse, New York, 1830,

Leo Stein, "Personal Adventures” in Appreciation: Pointing, Poetry ond Prose,
Mew York, 1947,




For further information and biblicoraphy see: Alfeed H. Barre, Jr., Muotisze,
[biblicgraphy by B. Karpel], New York, 1851,

DADA:

Marcal Duchamp, The Bride Stripped Bare by Har Bochelors, Even (notes from
The Green Box), New York, 1960,

Hobert Label, Marcel Duchomp, New Yark, 1958,

Phillppe Scupault, "Traces Which Last.” Yole French Studies, No. 31, May, 1964,
Francis Steegmuller, “Duchamp: Fifty Years Later,” Show, Vol. IIL Mo. Z,
February, 1843,

For [urther documents and bibliography see: Robert Blotherwall [ed.), The
Dade Pointers ond Poets [biblicgraphy by B, Karpel], New York, 1951,

CUBISM:

Guillaume Apollinaire, The Cublst Pointers, New York, 1913

F. H. van Blanckenhagen, “Plcasso and Rilke,” Meosure, Vol 1, No. Z, Spring,
151G,

Ellen [ohnson, “On the Role of the Object in Analytic Cublsm,” Obarlin
College Bulletin, Vol 13, No, 1, 1955,

D. H. Kahnweiler, The Rise of Cubism, Mew York, 18449

Andre Salmon, La Jeune Paintoure Froncoise, Paris, 1912

For further information and biblisgraphy see: Alfred H. Barr, ]r., Picasso:
Fifty Years of His Art [bibliography by B, Karpel], New York, 1948,

EARLY ABSTREACTICNN:

Fobart Delaunsy, “Le Simultaneisme” in Meurice Raynal's Anthologie de lo
Printure #n Frionce de 1808 o nes Jours, Parls, 1927.

Wassily Kandinsky, Concerning tha Spiritual in Art end Painting in Porticwlar,
Mew York, 1947

Paul KElee, The Diaries of Peul Kles, Berkaley and Los Angeles, 1964

Kasimir Malevich, The .".:'..-ll-':'_i'll_luq.:n'.‘u-'.'l World, Chicago. 18564,

Fiet Mondrian, Plostic Art and Pure Plostic Art, New York, 1937,

For further bibliography see: H. L. C. Jaffe, Da Stijl, Amsterdam. 1966, and
Peter Selz, Cerman Expressionist Painting, Berkeley, 1957.

SURREALISM:

Tean Arp, On My Way, New York, 1948,

Andre Breton., "What is SBurresllsm?” in Poths to the Presenl [Eugen Weber,
ed.], New York, 1082,

Balvador Dali, Conquest of the [rrational, Mew York, 1937.

Jean Arp, On My Wey, Mew York 1848

Michel Leirds, Manhoeod, New York, 1883,

For further information and bibliography see: Maurice Wadeau, The History
aof Surrenlism, Now York, 1084,

LATER ABSTRACTION:

Edwin Denby, “My Friend deKooning.” Art News Annuof XXIX, 1964
Robert Goodnough, “Kline Paints a Pleture” Art Mews, Vol 51 Ne. 8,
December, 1052,

Thomas B. Hess, Abstroct Arl, New Yorlk, 1851.

William Buhin, “Notes on Masson and Palleck,” Arts, Wol, 34, No. 2, Movembar,
1958,

Irving Sandler, "The Club." Artforum, Val. IV, No. 1, September, 10685,
For further bibliography see: Maurice Tuchman [ed), Mew York School,
[bEblisgraphy by Locy Lippard). Los Angeles, 1065,

NEO-DADA AND POP ART:

Micholas Calas, “Continuance,” Art News, Vol. 57, No. 10, February, 1858,

George Heard Hamilton, "Painting in America,” Burlington, Vo. 102, No. 666,
bMay, 1080.

Robert Morris, "Notes on Dance.” Tulone Drama Reolew, Vol. 10, MNo. =2
Wintar, 1985,

Herbert Read, “The Disintegration of Modern Art” Studie Internctional, Val.
1688, Mo, b4, April, 1968,

Richard Wollheim, “Minimal Art,” Arts, Vol 38, No, 4, January, 1965,

For [urther biblicgraphy see: Mario Amava, Pop o8 Art, London, 1965,




CATALOGUE

Albers, Josef Structurel Constellotion N-31 1964
Ax26-1/4"  engraving in laminated plastic
Courtesy of the Sldney Janis Gallery, New York
Albers, Josef  Structurcl Constallotion N-34 1964
20x28-1/4"  engraving in laminated plastic
Lourtesy of the Sidney Janls Gallery, New York
Arman, Fernander Pompeil Concerto 1085
26x12x3"  bumt viclin in polyester
Collectlon of Mra. George W Staempfll, New York
-"'-rzl. Jaan Fecf u_l' the Pyromids 1939
9-1/2"Hx18L" black granite
Courtesy of the Ballimore Museum of Art, Baltimore
Brecht, George  Water Way 1963
8-1/2x9"  wooden box with printed material
Private collaction, New Yaork
Breton, Andree Lo Femme Etont a PHamme 1942
16-5/8x13-3/'4" objects in wooden box
Collection of Mr. and Mrs. William Copley, New York
Cavaliere, Alik Tree ond Fruoits 1085
f-1'4"H mixed media
Couartesy of the Martha Jackson Gallery, New Yark
Cohen, George Gome of Chonoe  1953-54
12-1/4x34-1/8" conslruction
Counrtesy of the Richard Feigen Gallery, New York
Cply Think 1084
23-3/4x19-3'4" collage
Collection of Mr, and Mrs. William Copley, Maw York
Dali. Salvador LUn Qewf Sor la Plat sans e Plor 1837
BAxdB™ 0il on canvas
Ciopllection of Mr. and Mrs, William Copley, Mew York
Dine, Jim Block Bothroom Mo, 2 1962
FAxTZ"  Blixed media
Courtesy of the Sidney [anis Gallery, New Yark
|.|I]I::"I.I'I|:'I|:"| Marcel Lo Mariee Mise @ Nua par se8& Calibhatiairas Weme (Parig] 1894
) [The Green Boox)
Edition 258 out of 300
Coxllection of tha artist
Duchamp, blarcel Broyeuse de Chocolat No, 1 1913
14-34x25-5/" il onm canvas
From the Louise and Walter Arensberg Collection at the Philadelphia
Museuwm, Philadelphia
Duchamp, Marcel Nouf Moules Malia [MNine Malic Moulds) [Paris] original 1837
Tx10-204°
Caollection of Mres, George W, Stasmplli, New York
Duchamp, Marcel Porte-Boutenilles (Bottle Rack) (Paris) original 1914 1061
23-1/4x14-1/2" diameter drd version 18681
Callection of Robert Rauschenberg, New York
Ernst, Max Dreom Londseopa  1941-42
2x27°  oil on canvas
Courtesy of the Richard Feigen Gallery, New York
Emst, Max Une Semoine do Bonta (Book of Visual Poemas) (Paris) 18534
Collaction of Mr. and Mrs, William Copley, New York
Gorky, Arshile Dork Grean Pointing 1951
40x50° oil on canvas 1 ] ]
Collection of Mr. and Mrs. H. Gales L|D'_-'I-‘|- T"|'-I|I1l."'l."||.lr|iu



Hultbera, Johm  Digienl Exit 1845
2Zx307  gouache
Courtesy of the Martha [ackson Gallery, New Yaork
Indlana, Robert The Americen Eat 1964
18-1/#x25" drawing an paper
Private collection, Mew York
Indiana, Robert The X-5 1863
5 Fl.a:nli"f-, ixi6” each  oil on canvas
Courtesy of the Whitney Moseum of Art, New Yark
Johns, [asper Periscope [Hort Crane| 1963
B7x48" oil on convas
Caollaction of the actist, New York
Johnson, Ray Gregory Corso Posm 1858
13-1/2x17-1/2" collage
Courtesy of the Willard Gallery, New York
[ohneon, Bay Chedipus 1957
Bx10° ocollage
Collection of William Wilson, Mew York
Lichtenstein, Roy Brushsiroke 1885
2Ex42” enamel on steel
Callaction of the artizt, Mew York

Lichtenstein, Roy Femme d'Alger 1963

BOxBR"  ail on canvas

Courtesy of the Leo Castelli Gallery, New York
Magritte, Rene  ['Appel des Chases par leur Nom 1951

EFlxAfcm. oil on canvas

Collection of Mr. and Mrs. Willlam Copleay, Mew York
Magritte, Reng Lo Choteou Haute 1950

15%18-1'4" oil on canvas

Courtesy of the Richard Feigen Gallery, New York
Magritte, Rene Sons Fomille 1958

22x30° oll on canvus )

Collection of Mrs. George W. Stagmpfli. Mew York
Mirg, Joan Peinture 1927

#-3'4x10-3'4"  oil on canvas

Courtesy of the Richard Feigen Gallery, MNew York
Mirg, Jean Personnoge 1850

8x31-1/2"  oil on canvas

Private collaction, New York
Mirn, Joan Tete de Jeune Fermme 19351

14x11° oll on canvas

Courtesy of the Richard Feigen Gallery, Mew York
Morris, Robert  untitled drawing 1963

10-1/2x24-1/2°  drawing on paper _

Courlesy of the Leo Castelli Gallery, New York
Oldenburg, Claes Hord Switch 1963

a7xh8°  mixed media

Collection of Arnold Glimcher, New York
Oldenburg, Claes  Soft Sink 1965

23-3/4x18" drawing on paper

Courtesy of the Bidnay Janis Gallery, New York
Phillips, Peter untitled 1066

Z26°x38" milkscreen on silver paper

Courtesy of the Kornblee Gallery, Bew York

Picasso, Pablo Deux Personnages 1099

13x16" oil on canvas

Courtesy of the Richard Feigen Gallery, Chicago
Follpck, Jackson drip painting 1931

339" med. & ink on rice papeEr

Collection of M. Richard Miller, Philadelphia
Raffaele, [oe Operction 1965

AxzZE-12" drawing on paper

Collection of Linda Rosenkrantlz, New York
Rauschenberg, Robert Broadogsd 1089

GZxTEXS"  combine painting

Courtesy of the [llana Sonnabend Gallery, Paris
Rosenguist, James Dicector 1904

g0x62”  oil on canvas

Collection of Mr. and Mrs. Robert B. Mayer, Chicagn
Rosenquist, [ames  Morilyn 11

60" Hameter oll on canvas

Collection of Mr, and Mrs, Robert B, Mayer, Chicago
Schwitters, Kurt  Anne Blume Box 1922

B-3/8xki-1/4x2-3/8" collage box

Private Collection. Mew York
Smith, Richard Marfbora Country 1964

A9xAEx3-1/2° il on canvas

Courfesy of the Richard Feigen Gallery, New York
Tangay, Yves unfitled 1949

Flx3ficm. pen & india ink

Private Collection, New York
Tanguy, Yves title unknown 1943

T4x1-3/8" gouwache

Cua urtesy ol the Richard Frigen Gallery, Mew York
Thek, Paul Hippopoiomus 19635

11x9%x25"

Courtesy of the Pace Gallery, New York
Todd, Mike The Strange Cose of Anne Wilson 1968

14" high assemblage

Collection of the arist
201 Mo, 5-8 edited by Alfred Stieglitz, New York 1815

COVAET montage by Francis Picahin

Courtesy of tha Metropolitan Museum of Art, New York
Warhol, Andy Seill Life with Fruft 1862

54x72" woil on canvas

Collection of Mr, and Mrs, Burton Tremaine, New York
Warhol. Andy Sleep 1965

65x36" silkscreen on plexiglass

Courtesy of the Lea Castelli Gallery, New York
Wessalmann, Tom Still Life £52 1965

5'wB3” acrylic on canvas

Courtesy of the Sidney Janis Gallery, New York
Wesselmann, Tom 3-Dimensionol Drowing for S4II Life 1084

ADxdd” mixed media .

Courtesy of the James A, Michener Foundation Collectinn,

Allentown Art Mussom, Alleniown, Pa.
Wilson, Anne  untitled drawing 1968

16216  drawing

Collection of the artist
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