Personal ideas ...

The modern artist is led to believe, in his youth, that he is the x
vanguard of society. Unlike the musician or the actor, the young
person who decides to dedicate himself to the plastic arts, believes
that along with the development of his mastery over the materials he
mugt master his idealogical position regarding not only his artistic
gtyle but intellectually he must be able to stand before the world,
much as does a writer. We cannot say that the artist rationally
confrontéxx or qgompromiséaghis vision of the world,because hix as

we know he is often dedicated to his beliefs more than he his con-
cerned for his personal finaneial success or social esteem. However,
we can say that from quite early on , in his careeg, he is tempted

by the society in which he lives, te compromise, to give in, to see
thinge less critically. But how can a person who is highly competent
ifl "seeing" as is the artist, be asked to "not see"? So the tug x
and pull between recognition and acceptanceﬁur profound self-express-
ion becomes an integral part of the artistis life, To some degree
cﬂnénrmitr versus freedom from control is everyone's struggle. In
the case of art, however, conformity hinders the ability that an art-
ist might have §g discovemhis individuality and his ability to
express it, It stands to reagson that a critical force might have

an impact, might effect change, and that the elements of the soc-
iety that are not on the side of change will find a way to minimisef
in this case, the power of the artist. The artist is told, "struggle
is good for you", he is told, "an artist doesn't recaive recognitiq n
until he is dead,®™ he is told, “ﬁFt iz a luxury" he is told, "well,
how do you expect to earn a living?? ete, etc. The attempt at
demoralization on the part of the society as a whole toward the art ist
i1z one of the many things that the artiet must become skilled atlin
vanquishing., Just as the artist must conquor the technical problems
of his craft, he must also learn to find his own inner strength which
will allow him to continue in the face of adversity. And this strength

I have found, comes from the work itﬂelf.{ﬁHQUDTE GUSTAVE CCURBET) ;

Let's look at things from the other dide of the moon, so tjy speak,

On the other hand, people love art. People love art so much, that

they actually spend money to own it. People wvalue art to such a degree
that they consider a painting, for example, something to aspire to
attain, And why? Khat can a painting be that li—m#rita such a _pos=-
itibn in thf.r hier._air::]':.r of "things" .ﬂ'ﬁxr subject at hand is not’ the
work of arﬂﬂ but r&thﬁf‘the artist, the person who makes the work of
art, and his relatiuﬁgﬁip to the rest of his world eapeciallj the
gociety in which he llves.
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-(\DExampleés from my personal re ivig of the artist-s rejection by society.
Qﬁ Examples from my personal reading of the artistis reaction, confromt-

ation and release,.,.,Rembrandt, Goya even Velazquez...({Francis
Parkinson Keyes..."I, the King" e
{

&y }f;*m-*u_m;: o fion Apnk avnaliy Ppnsnn i
One of the very good weapones that the society has in ite effort to
outsmart the artist is to pretend that the aesthatic of the era is
in contra to his mode of expression. For example, if the art schools
have been teaching a more naturalistic approach to painting, the
galleries and the influential makers of "aesthetic taste" can ex-
hibit and promote a non-objective EtyIJE?E&n E E‘EE Contemporary
art with a capital C, resulting in the minimization of the value of
formal education. The pusician, ofcourse, will find it very difficult
to fall for such a ruse. The painter, however, is more easily duped
because basically his work inveolves the abstract elements of art
anyway. A musiclan knows that he must practice his instrument every
day, butx the painter is encouraged to delay, to hang out, to develop
hia personality, that skill is secondary to expression. It is
perhapsgtrue, that skill is secandary to expression, but only practice
ean bring out expression. Only continued work can brifk about a
synthesis of technigue and expressive #ﬂﬂ* This kind of "hard work"
is devalued, deliberately, by the society specifical}y the society
of the art world, (It should not be 8 point of confusion that one
of the beat kinds of drawing and painting , after years of study and
work, is produced like a prima-ballerina's piroette with ease and
spend.} : o .mﬁ
Iet us look again at the other g%ﬁe of tﬁ% oon, so to speak. The
artist, through his works causes the aesthetic of the time to change.
This change brings about an acceptance of certain ideas which brin-j
about changes in behavior and finally in the society as a whole, The
artist is certainly a partner in the social structure of his world.
The artist is an influential partner, {( and I am speaking about the
honest, serious, uncorrupted artiaﬂ? in the social hnirarchq}

(JOHN RUSSELL) One of the most important aspects of modern art was

the imposition of the artist himself as a dominant factor in the work .
of art, The Action painter of the 1950's &n& not ‘E&‘ﬁéﬁa i 'lﬁﬁ{“ﬂ*["
the object created., The validation of the artist himself ag ex- '
pressed through the work of art, had been ﬁ!ﬁ:ﬂhphuught of as pert-
aining only to the very great artists, This new aesthetic, that 15:I

that the art work was important in that®was made by someone who

achieved the competancy to dare to make such a thing, is a concegual

b=
fore-runner of Contemporary Artj;ﬂﬁivarff which as I see it is a per=-
version of the values of beauty, harmony, all classical and mbdern -

values in art,
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(JOHN RUSSELL'i-- last chapter?) Mr. Russell makes the point that
the society demands of the artist that he be great. How many art-
ists "fall by the wayside" because they do not see themselves as
being able to achieve greatness? Is it merely anoth wWeaporn g
the dictators of tast i rder to CDntrﬂﬂ e E%Tgﬁlﬁﬁp
of creative expresaiweg%; ness iz held up as a minimum
standarﬂﬂfxbﬁf;:

S50, 1f I am asked to express my opinion &s to the relationship of
the artist to society, I would say that it is one of effort, and
care, and concern, and worry, and need. The relationship of

gociety to the artiast is however, another story altogether. The
relationship of society to the artist is not good. At best society
gees the artist as something to be used, and at worst the artist is
ignored or utterly rejected by the society....I dare to say, "reviled
and rejected”.

How, in a free and democratic society it is the responsibility of
the individual to make his own way in life, The society is not
required to assist, to promote, to pave the wayqﬁﬁr ite artists or
any other group of professionals. Iet us take a look at some societies
that did take a cencerted interest in protesting and even nurturing
its artists. (George Sand'=s descriptions of Liszt and Chepin at
the estate homes..as pguests...) { The Borgias)
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Iet's throw some words on the table, These wordsy soul, the sub-
conscious, intuitive, play, "eikasia" (P.5 Iris Murdoch). Quite
simply, I would like to explain in two or three sentences the essent-
ial relationship of these few words to art, and to explain ecarefully
and completely why these relationships are terribly important not
enly to the creation of a work of art but their importance to the

lives of we humans in general.
references, references, references...

Now gquote Carmen Pefia in her quotation of Rodin.....

An unknown, mysterious, inexplicable gquantity of illogical elements
are sometimes permitted to gpain control of an artist during his tiq#e
at the canvas. Tepending upon his dexterity both mentally and manuadly
these recesses of the mind can be communicated through paint, If at
the same time natureMdecides to show herself" and if the artist is
"in tune® with the"revelation" then you probably come up with a work
of art. This is not to denegzate a more logically or methodical ap =
proach to the creative process., Rather it is to dexeispxtkemphaszize
the value of spontaneity.

Artists, were they to believe an aesthetic which requiped gn im-
mersion infthe unknown, woul§ be’ -cbhilictiemﬂtiunallfr th other
peaple who by their nature, employment and life style reguired a more
régid understanding and intercourse with the world. We can see where
this is leading, already. Employment, employers, alarm clocks,
automization, profits, submission of "dreams come true", versus,
anything from lackadalisiecal to disciplined development of the psyche.
The work of art becomes the embodiment of the unattainable. "Ch, I
can't draw a straight line with a ruler." S50 many paople look at a
painting and mentally wander into a dream astate of "Oh, I wish I could
paint." They do not do that when they are listening to music or
reading a book., Artistic talent is by and large, considered to be
something wonderful. (0 uote Leonardo's Father) (Quote from the
‘book offi 'he Guernica about non-democratic everyone can't do it/)

As we all know there have been scientific studies made in order to
find out if there is a brain fumction which is especially significant
at the moment of release of sub-conscious thought and energy. It has
been more than hinted at that there are those of us who are born with
an extra amount of such and such a chemical, for example or a cell,
chromosome or "ether" which permits direct or even indirect access

to the unconscious,...and that not everybody has this. S50, it may
very well not be so, that with proper education and technical train -

ing, anyone could become an artist, Letus accept this idea as a.
premise for the rest of this paper.
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We continmue our train of thought with the assumption that although
many artists are lost to the world because those individuals do not
receive adecuate education and encouragement; not everyone cannot

be an artiat given the right conditions. Talent is a complex-gift
which must be nurtured, &and not everybod's got it. At this

point my mind is seeing those horrible paintings which seem to require
no skill to make, I am envisioning large smears, colorles areas of
texture, that world of art that is called Contempory with a capital

C. Thege things are painted. S5So, "teda la pintura; no es arte" as
Pacheco tells us, But these Contemporary paintings are pushing the
fipurative art aside. The publicised aesthitic is in their favor,

The accepted position for a person of culture is to revere the ugly,
the unrefined, the unharmonious., WhyT Do I dare mention the word
socialism? Do I dare mention the fact that the socilalist, politicae A
movement of aetheistic phosoph¥, which loves to equate all people 3 s
equals, in theory, is fostering & style of art in which no schooling
and no talent, is necessary. It ia an accepted theorom of Contempor-
gfy art that if the artist saya he is an artist that that makes him

n d that if he says that his paintings are works of art then th_ey
Eﬁchr 0.K. yes, there were. corrupt judgements made about many

about who is an artist and who is not. However, I personally will
not be rused into falling for the mistakes of the past as being
excuses for the present. Art is still art only if it passes certain
standards. ILetis make some judgements. Iet's make some definitions,

Art is a mediator between you and the unknown you that has been

put agide or repressed and which the a&rtist is still able to reach.

Art is a formal structuring of the multitudinal variances that
assault our vision every day.

Art is intended to uplift the viewer, to involve him in the effort
of appreciation and underatanding.

Art tan be pedoghcal but it is highér or ric?}pr more valid when
its beauty is non-tran latableﬁ;u a verbal message illustrating an
idea , henaus!hﬁéégxyigtﬂelf 18 an unquenchable need of man,

Art brings besuty into our lives.
Art has a history. Its continued traditionreminds us of who we are

and to whom we owe our cultural heritage.

Those members of our society who are either ashamed of our cultural
heritage or who are opposed to, for example eslavery, aspects of our
past history which is shameful would l1ike to include the glories of
our past, our art, in the shifting of our moral aesthetic and art-

igtic values, TT%E::}
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So, what are we left with. Well we are left with a whole tlkh of
people who don't relate to art at all. They don't look. They know
in their hearts that what they are being told is nonsence but._rathel
than arrue, they ignore. These people 1f they have enough money will
buy something to put on the walls of their homes that will improve
the look of their homes. In Spain, artistic culture is so0 pervasive
that many families ﬁgﬂg at least one artist. This relativels output
is more than likely to beautify many a rooem. But, what about the
FArt World®,

The art world has become a blg business venture that uses the
artist and his productions for personal profit. The artist himself
can immerse himself in the business of "pleasing the publie". We
can dilute the power of art so that no viewer iz made to feel un-
comfortable, or we can express truth and give a visual power to
the silent voice erying out from within our souls,

This word "power" is & very important one. It is eruecial to our
discusgsion t at we understand and accept the faet that a work of
art has a power to effect change by the mere creation of it.
Just as an idea has powere whether it ls carried out or mot, so
a painting has powar by the me}éxfﬁﬁt'that 1t has been made. Ofcourse,
the more that it is exhibited, the more that it is seen, tThe more t hat
it is taken into account, then the more its power will effect EhEnE,F'
This change is most certainly feared by the status-quo. S0, I repgb?t
an earlier point. The powers that be, the leaders of aesthetic
thought, the cultural monarchs of our society are more interested
in weakening an artistic statement th&n in encouraging the power of
the non=-verbal message that a work of art might be expressing...
{Quote the Rembrandt Book here)
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Kew words to throw onto the table,..Preconceived, planned, calculated,
developed through stages, conceptualization. I don't want to zive
the impression that the only good art is an art of spontaneous im-
pulsivity. A man's personality guides his working methods. Not
everyone must ..... I am thinking of Constable, This man painted in
more or less his own back yard all his life. The paintings are glor-
ious. The paintinse sins of a response to nature. To paint from
rature as he did, to represent najure,re uires a Pdti?it dedication
of relatively selfless deslgn. maglhe paintlng and then to
execute it, is not as differemt a Riﬂd of expression as the more
organic technique because the surprise is always there. OSomething
happens during the making of the object, the painting that is not
preconceived, The film (look up precise video numberg thﬁtTapiea
made iz a good example of methodical planning ac¢companied by a re-
laxed response to accident.Here we see the artist, while painting

an enlargement from a smaller work, We how he fimwxxfrmeily allows
himself to casually accept accidental changes in his original

design, and how the final result 1s mmch the better for it.

Kow introduce the book written ﬁr-jéhn Russel on the Plerre Matisse
Gallery®, as compared to The Baréque and the Jesuit Contribution,

It seems to the oubsider that famous artists have it good, btut even
in the lives of the greatest giants of art (Michelangelo (footnotes
to landscape paper) we see that the relapionship between the artist
and society iz an expremely painful one.

There is ofcourse the othe side of the moon, sé to speak, as far

ag onels concern for the opinion of others. Although the community

at large invites, and to aome degree includes the artist, he is free

to refuse this invitation. What happens if he does refuse? Look at
the lives of the artists who have actually turned their backs on
gociety, on the patrons of art, and see what became of their careers,
Take Goya or Hembrandt as the most famous cases...amidxinxmustEyxexs

the iron hand of ostracization befell those artists who chosex ine-
depence rather than submission to what seemed to them to be humiliation.

In other words, if the artist wants to be laft alone to do his work,
he had better expose his private world, even if it doesn't result in
financial suceess. The community wants to see what is going on in

the artistis atelier, The rational amount of co-operation from the

artist will pave the way for anything from a hands off policy frnm
the community te actual support and success.

The relationship between the society and the artist is one of quiet{fija

aFrd g ] e whf Al =k st Jya s e e ‘i'l"nrﬂ'i'ndl'l:n.ﬂ HBwvrfd mawmewns Elhhoasa Asasacses dea =99
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that is meant by success.

There is again, another side of the moon. Kitaj wanted to mzks

open his first New York shdywith nothing on the walls or in the
gallery at all, except himself. Although this E‘ﬁ not was actually
took place, his audacity was valued and respected and possibly even
understood. His fine gualities as an artist certainly nﬁﬁeinhed
his sames in front of the art world. {(am I going to mention the fact
that ¥itaj went to BEngland to learn, instead of to Iarael...after
all he is an American Jew???) = (Bartnly rewards of the Galut)

And Rothko..desar Marc Rothke, so much success, so great a body of
work... then why, dear G-d47 Why? Why does the man slash his arm pits
with a razo, in his beautiful New York studio, one lovely day, and
bleed to death? (Reference word of mouth of friends of the artist)

At best the realationship between the artist and society is one of
superficial misconception, lack of understanding and misinterpret-=
ation. At worst it is one of hostility, exclusion, rejection and
punishment, And so what., In the last analysis the artist finds
defense mechanisms that dAm permit him to do his creative work
wlithout regard to the publiec, The artist discovers for himself, along
with his technigue, as I have mentioned before, a means of dealing
with the world{of observers or back turners). If an artist believes
in "beauty", then he must train himself to paint in response to
nature and not in response to sgoclal acceptance or rejection. If
an artist is enslaved by what the socliety tells him that he is, then
perhaps he is going to give the world the ugliness that thkwey it has
been thrusting upon him.

And now & poem...in continuation of the paper on landscape..and in
the same format...the writer of this paper will now become the paint-
er who 1as enqual to the poets....

The paint box has a cord handle that fits exactly into the hand and
is neither cold nor hot to the touch,

It is a wooden box with a sgliding cover., A slight indentation has

been carved in a moonkhape so that the cover slides out easily.

It is a new box for bottles of wine, "

Inside ias a shiny metal paint box divider made by Talens, an extra

from the paint store. Horizontally, it just fits, Vertically ite

size it contained by two small carone of julce, The kind that they
sel]l with the strawa.

And them the contents. The paitts, the brushes, the linseed oii,
the rag, the oil tinfwhich is a chromium wax receiver from an antique

&)



candleabra, And two beautiful boxes tlat fit smugl¥ into the Taleqva
dividers, onem for very used paint tubes and the other, the larger
one, fbr newer, morefull tubes of palint.

I've been using Titan celors. Bizancio Red. Cadmium Yellow, Blue
and Green Cobalt, Titanium wWhite, Black teo. Ivory Black a celor
whose name speaks the truth for to make a good whit you have to first
paint in black and then gaze the lighter ecolor.

a week later continued ideas.... page l...

This most academic book that you have recommemded, dear Professor.
refers to Kamdonsky as a . noy guitw a Cabbalist. but as a n

artist interested in a system for srt, concermed about a formula
"gomething like the caballista™, I say to you that Cabala, like

every other Jewls" philosophy, 1a a means to find a closeness to

G-o0d. One who succeeds in faith and love and service to the Almi hty
it stands to reason, will seem to have powers of unusual strengh

or brilliance. There is no formgla. There is no elever, per-designed
training, in loving G-d. In addition it is a primary tenet of Cabh ala
that one's learning may not ever be usged for earthly gain. Your
author ies unacademic in his casual mention of Cabala. Were he my
gtudent T would make him rewrite his paper.

Now afew words about the fine artist Mr. EKandinsky...
The show must go on. We open, and wait, What will they say, and 4 of?

Will they like 117 And then they do like it and another level of
“lao what[baginﬂ. Money.: Money. Money: That's what. Ah, to be naiqg

for one's work, is simply wonderful,
Matisse p.l66

"17 Notes of a painter on his drawing L
In 1943%, Matisse told Aragon: "I do not paint Jl:h111:z.r:=.,,.._.l,m,.‘_,r
I paint only the difference between things....

And then to paint again, A twe
a simple tree. A tree from Afrieca., "It grows well here because of
the climate."
Seeing the other artits' work!

end of dream ‘ iiza
.
@A) |
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First we make a little prayer to the memory of the twentieth ecentury
artist, painter, teacher, intellectual, Wassily Kandinsky. 'May G-d
bless the immortal spirit of Wassily Eandinsky in its heavenly path
to unity with the Almighty' And may G-4 proteet me from writing
anything that might defame this pgiant of a man, who painted., What
did he paint? Fandinsky painted what we call easel paintings, That
ie, palntinge of a size (for exdmple 80 x 7O or 9o centimeters) that
will fit on an easel, to be painted while standing or sitting at the
eagel, Thege canvgsses or in the case of water colors, pieces of
paper are w A 8 vertimﬂltfmd horizontall cafErence |
The size or dimension and the horizon¥ality or wverticality of the
rectangle ieg to be imposed upon by the artist untill a new space and
mqﬁm_fﬁwnl?es. Unlike murals ; and easel
painting and its frame can be moved from place to place, It hangs
on a wall in a room with other objecte to decorate as well az to be
used as an ohiect of meditation. EKandinskg sat in his studio and
thourht about color and line and points of' division on a flat plane,
When he actually sat down to paint he used the bhjects of this worl d
as a point of reference, not to be represented but to be merely pre =ent
on the canvas. Thus, while looking at &2 painting of a town at night,
we are not looking at a town at all. We are looking at an abstract
composition of color relationships, geometric shapes working together
with the tradional goals of the artistto re-create volume and space
on & flat surface. Unlike the "Expressionists" whose paintings may
superficially look like & Kandinsky or a Kandinsky for its red and
blue houses may look expressionistie, Kandinsky was not expressing
his response to the "townscape" but rather his response to the needs
of the rectanpular canvas. His is ant of intellect not of emotion,
We must assume, however, that if a man dedicated his entire life
to something that he has alot of emotional energy or "ethos" involved
in this 'something'. His personal enepgy is what is expressed in
color and 1line, nnftha energy of the object painted., Un the other
hand, Kandinsky says thet In his studies on Spiritualism, he found
that each object as wall as ofcourse each person, has a aura, and that
these auras have color. Kandinsky wanted to paint the air that surs=
rounded somethine, to separate the 'something' from the surface of
the canvas, and to do this through the use of the natural color of
the aura. S50 ofcourse, he had to immerse himself in an abstract
and intellectual study of color, We cannot see the colors of the auras
of things, usually, but we can make a theory as to what they might

be given certain aparent facts. What was her name, again, that Mme.
Blavetsky or Blatevsky with whom Kandinsky studied Bpiritu&litr;.-?
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In any case he made for himself a color hierarchy. Yellow, a chromium,
or a lemon yellow, he said, after such study was the highest color
of the intellect, Blue he said was.....bla, bla, bla and red was
another bla, bla, bla, And then he put this theory to use.

We must recall that Goethe also had color theories, and these color
theories are not in fashion now but that in order for Kandinsky to
be free of Goethe he had to his own list of color mesanings,
S0 lete et on with it...what's next... Well basicelly the man is
an artist, which means that he loves to paint. He goes to his
eagel with his ideas superimposed upon his tubes of paint and with
his superior talent and he paints the town, What we have iz a
amall, magnificient masterplece, not because yellow is higher than
green, but because the vibrant intellectual, emotional and creative
life of the artist kept him pure as a child and happy too,

We are not to get stuck with the idea that Horizontal is

feminie and that vertucal is masculine, as we are told by Kandinsky .
No, rather we are to introduce ourselves to the secrets of our own
individual learning. In discovering the deepest me I am fellowing
the theories of Kandinsky. '

So what is the "changed aesthetic" that Kandinsky has imposed
upon our era? It is the search within ones-gself for the differenc e
and the sameness between me and my neighbors, and the means o express-
ing this. It is not a patch of yellow next to a scribbly patch of
blue in oil paint. Iespimxisakxatxcxx Kandinsky did not change th-
aszthetic of our era azs is stated in our readings, No more thah did
Matisse or Modigliani. What these people did was do retain there
individuality in the face of cultural pressure, even by the "art world"
to the risk of poverty...in the case of Modijkliani..to the point of
gtarvation, .,..becauge the vibrant soul of man could not be contained
in thees men who were artists.

Cur readings speak of Plekanof &(Blejanov) Our readings speak
of Marx,.. I can mind ynu of the us quote from Shakespeare's
Julius Ceasar,..." m-ianreruus @thinki too mach." Yes,
dangerous, thoughts are powerful., I believe that the artist muat
direct his thoughts to the beautiful, to the harmonious tothe positive
because with his gifts roes a power that could definitely be danger -
ous. During the late Medieval period of western European history
we take note t at the Church opened its arms to the artist, to the
image to artist worka. At the same time there developed a theory of
art Auring the early Renaissance based upon the wital importance of
beauty, harmony, order and yeis propriety too, The great thinkers
of those days truly understood the powere of art, The aesthetic of
the time was based upon religious thought. Today the aesthetic
of our time is also based upon our religious thought, This is a
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thought in which destruction of the individual for the so0 called good
of the socletylie superimposed upon the lie that uglinesss is the door
to freedom, That inspiration is best expressed in shadow rather than
in lisht. We are livins in a world that is ecologically trying to
detroy itself and this is only one aspect of ite madness. The artist
¢an protest, can ignore or can balance the horrors with a beauty =so
gtrong that the rest pete lost in its own shadow, Fraise G-4 and

perhaps he will gEise us,
Ellen Lapidus on Matisse

To guote a Biographical Note by Jaeck D, Flam in a book entitled
"Matisse on Art" on page I we are told that Matisse abandoned his
gtudies in law in 18392, when he wag twenty-three years old in order

tn dedieate himself to painting. He had decided to become an artist,
Such a decision could only happen in a France that had already ex-
perienced an aesthetie change., The change, basieally esaid, T do

not 1llustrate the times for the elientswhom I might have, but rather,
I make & visual statement about the things that I love in my life.
Matisse himeelf admits that his paintings are a bit of a lie, in thk
penge that his personal life was often full of family problems.
However, in the tradition of goodnes, of beauty, of harmony and love
as expressed through visual images Mr. Hernt Matisse chose to dedicate
his entire creative life, I for one, &8 a young student of art in

the 1950's fell in love with hig work and have to be one of my mentors
all these years,

Some muotea from the Flam book,

Ellen Lapidus on Mare Chagall

ohi ahi ooh! ohmy! wow! Oh my G=D! Ohh!

Reading his ki auto-biography "My Life" we discover that chagall's
slster died of Carbon poisoning. 4As a child she was so hungry that
she ate the coal meant for heating and cooking. Then later in 1ife
can we wonder that Chagall held on to the joys of living. (nuote
John Russell)

Bllen Lapidus on Picasso

I take my brush and T am you. I do not see the world as you did but

I cannot paint without remembering you, your supossed style is my first
grade handwriting lesson, Thank you, Sir,

Ellen Lapidus on Miro

I believe you. I respond to you. L trust you,
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NOTAS

miuch ol an irenssl " anything lilke the work | do. It mighl, on the conlrary, cals & new fesloscal lineage in

things thal we conesder regligble loday & seen & significard. To assurms (hal e Naure mighl ieke an
miornesl N oNe's Wik S 10 assume thal The iufure will hene e same values that ane has. in the present - which e
e Eaian 0D S off

of afny

know, in Tifty years, e nding culbural power sruchure might be fascsl slorm iroopens, and hey cedainly woulking
Lk '

witich

2 ELLEN LIPTOM, The ABCs of M Baubsus arnd Design Theory
appears in Kandinsky's Bauhaus fextbook, Point and Line
range

3. WILLIAM DESMOND, Arf and the Absolufe, A Study of Heges Aassthetcs, Mew York, 1987, op o, p 71. 'When
great artsls somefimes speak of creating for posterity, some intimation of this peculiar fulurty of the art work =
present

4, MICHAEL R. ORWICZ, Arf Crficier and s imsiifutions in Ninedeenth-Ceniury France, Manchesier, 1957, op i, p.
124, . the Manet refrospective reveals the contimuty of the Sberais’ carlier programme to demantie the Academy
and Urdisrrane ils bases of inaShforal powser...

5 ROBERT PAYNE, Lenmn London, 1964, op o, p 434 The voice was Swendoy's, Bul Bhe weeds 'wers Lanin's.
had whiten e declaralion o Wasl tao daye earlier; i had aiready been adopled by the Ceniral commifles
published in frvesfyn.  Wiithen humiedly, with @ good deal of scralching oul. | was rol amang Lenin's
and trenchant documents.  He grapples with tha probigens of e Consbibueni Assarmbly (ries 1o find soms resson
s pwslence, finds none, and then aferess 10 placete i by offering il “the fundamental task of suppressing all
of explciiation of man by man and of complebrg The abclion of &l coes disincions i socely.” In the origingl drafl
hmwn_mm-mﬂmmmmmmm oul e weosnd

:
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& RICHARD G. MANN, E Greco and His Pafrons, Cambridge, 1597, op. of, p. #0. Greoo
Trarsparent — apparently becsuse he inbended 1o use only B collaming N the UppeT slorey of T tabacls 85 thal
B would nol Bblock the wiew of the paint.  Howewsr, Monegro wanted fo change the height of soven pes (sewen
Casiilian fesd, aboifl 155 m.) proposed by El Greco. I Monego respecied El Geeoo's measwromonis, his
tatsirnacie would have been s than half the height of the Chicago pambing (£01) and would have allowed a clear
wiira' of Thay Wingsn, althaugh # mighl havee parsally covered the: lower sechon.

|

tha
¥ LINDA SEIDEL, Jan wan Eyek’s Armolfid Porred, Cambridge, 1887, op. o, p 102 This rivairy between
which Bes af the heart of Jam's comebnachion, oblgales o2 &8 viswers 1o paricipale in the evenl we alberd &8
witnesses in @ bwolold serse. W stand Badors & in The presen, a8 though § lakes place before us, and we
encourier it a5 & remernibened Scing o B el

8 MICHAEL R ORWICT, Af Criicismn and s insfiufions in AlinefesnthCentury France, Manchesior, 1997, op. of, p
T3, Defacrom has gone down in hstory as Paving boen espacially botally wilfied by the crilics
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MGH!HEIEHEEH‘EH_DE"HME!M_GW. 'Im_{pct p.]? After the middle of the sisteenth
canfury Mo and mone privale collecions. mpressed their understanding of the universe and the way in whech they
aranged ther reasures, aftempling 1o creafe & miomoosm in macrocoem, o produce D@ wearakl Bnmen hanaaned,
as an exhibition in Amsterdam put 8. Dorer's acube inlenest in rabure and e univense manifested itsel in diffensnt
ways. The paramsount vaiue he alfribuied 1o the direct shedy of nature is cleardy expressed in his own weitings and in
hit exirsordimarnly beautifl wabtercolors of plamis, ammals and the natural ervironment.  Direc's role &8 colecior of
Nafurals and Artefacis revealed anciher less recogrised facel of his inferesl in nature. 10 e word of B colleciorn,

exprissed his view of the waorld by transialing what Mﬂnﬂwmm#lt

PETER ADAM, Ars of Mas Third Rasch, Lonoon, 1962, op o, p 10 A numbsr of Belling's works wone confscatod
and destroyed it Germany in e lale 1930s.  ironically, s two works in Enfaniete Kunsf, the Cubsst-influenced
Drmilang and Kopd (Hesd, fig. 172 both impounded from e Beriin Mabomaigalene, were quickly remowvend from Bhe:
exhibition when it was pointed oul thal his ronge of e Doy Mlax Schmeling was on view al the same time in e
officiaily approved Grosse Deufsche K unsfaussheiung {Sneat Semman ar extebition )

FETER ADAM, Arfs of fhe Thirg Reich, London, 1982, op o, p. 10 This selection is the fransest of the ardistic will
EILEEM MARTIN, Feimnger, Mumch, 1960 oo of, p. 120 As he mowed dway om commencal canoons Foerimgr

increasngly fell the need o go fo Paris again and continue fis own artisic development withowt peessure from s
plblinhers.

LiaH GREENFELD. [hferand Wonkls, Cambrcge Mess. 18687 oo cf. p 47, n milalion fo the education of the
painigrs, the points worlty of consideralion ane fhe Tollewing: in all e groups, with the excaplion of Expressionisis
and Fealisis begrng ar camars dwing ihe a8 decads, ham & & cemain

education mmmwwmmnwﬂwmm
carcers in the 15008, Among T rgresentalivis of all syl hife B 8 conan percentags of arists who In Ao0ECN

SUCH @n SxpeTience

SWETLAMA ALPERS, Rembvandls Enferprize, The Studio and the Mavkel. Chicago, 1988, op of, p B8, Bt
was beholden insiead fo the market = of momre specificaly fo the identification that he made betwesn
represeriiations of value, art and money

iz

WILLIAM DESMOND, Art and the Absohde, A Study of Hege's Aesthefics, New York, 18887, (o UIE 111.85 Heg
Do), op of, po 115 This ihin implies thal nol only s e 10 B2 No senousness sboul w, moral and i, B
that there & rolbing in whal s Kty and besl, sinGe, in s appesrance fo indhviduals, characiers and aclions,
COMTRECS A Ry iisel and S0 irgnical Ak isel

WALERIAND BUZAL (=d ), Hisfors de lex idess Extétices y de las Teoriss Arfisticas Confempordneas  Volumen B
Vmor Books?, op of, p.14% Jaime Brhuega, Esirclla de Diego, Jesis Garcla Gabaidon, Carmen Gonzdier Marin,
Vicente Jarque, Laura Meroader, Franoisca Pirez Carefio, Carios Piera, José Lus Prades, Juan Antorey Raminez,
Ricardo Sdnches Otz de Uirbina, Julidn Sauquilio, Gullermo Solana, Carlos Thichawt, Garard Vilar y JF. Yvars.

SVETLAMA ALPERS, Rembvavdls Enferprise, The Shudio and the Mavke!, Chicago, 1888, op of, p. 121. When
Courtd copied 8 nor-autograph Rembrandt selif-porimil, or sireiching things a bil, when Reynoids's seff-porirai
mimice Rembrandl's in lighting and in expression, or when Picasso portrays himsef Bembrand-fke bt as a child,
thary ara plaging the garne according 1o his rules.

JOHN RUSSELL, Matsse Farher and Son, New Yok 1589, op of, p. T4, It wes nol urdll Aprl 23, 1533, ihal Henr
Matisse wrobe to Pheime and ead thal the decoraiion wae Grashed al lasl. He hed cabled o Barmes 1o say thal be and
fthe decoration would ameee in Niew York, on board the liner Raex, on May 1

HIRUOLALE PEVENER, Galeway i the Tweniath Ceniry, McGraw Hill, Now York, 1957, op o, p 732, Bl whils
ron and glass. and the new acsthetic vocabulary which (i axtersive uss entailed. werd on in exhibiion buldings and
frain-sheds and also in factones and office buikings, whera much kght and a celidar sniciure were denarded (e
architect conbnued o keep asay from the new maberials and o be salisfhed wih e beppings of Golthic,
Rersissance and = more and mone = Baroque.  Wefther e acsthobc possibidities of defeating the Bmitation of past



Il

23

24,

shyios by means of tho e pobeibiities of shololal consiruction oo the social posclilitos of mass-produced parts
wae [ahien senously by the prolession

HIKOLALS PEVENER. Gofewsy o the Twendeth Cantury, McGraw Hill, New York, 1867, op. of, p. 232 London
o him was nol only ‘a whole oounty oowvered with hideous hovels' ot aiso a © beaslly congregation of smoke-dried
waandlais and thir slaves’. The Midde Ages were nol only plessing B0 his eyes, they were alio — a8 they had been
I Fowsldn — right in thesr social siructure, or what b bolieved to fave been thoer social strnechure. I She Midde Ages,
e did, @l was nol ‘divided among great men, esser men, and e men’, adishs were nol, a3z they are now, Thighly
cullhvaled man wikis sducabion enables them, in e corlemplalion of the pasl gones of he workd, fo ehiul oul from
IFudir v e Every-day squalons thal most of men lve in’  Adists were plain workmen, common felicw’ wiho
wbd awary 'on e el or ‘sl The cak beam' with many & grin of pleasure’

GIL PERRY, Wesmiom Aty anel tw Forsuem dwink-gorcke, Manchoicr, |97, (hh, UK 7504 Parl op of.. p 20 Boman o om

Arwechair, from the e 1890 she deplos molhe voung i o mihllecl seaded in fronl of & desiraled wrem

B this protsgonist is shemped i ber chair i ocvenmg dres, with dsheveled har and o rooding eopresion, she seoms 1o olagpe
o handcorchief Mot w0 bove on the bl s o lheee, 8 risge ol o modseine bollle  This m most likely i somrshst morbid
image of fomale munphine = - or poieps. sidiclion , & Some with which Charmy wosld heve boon fsmilisr from bar fsiher's
sbliction, sl perhaps from contemporany taratars which sddrmsed the problom

MARCD LIVINGSTOME, 2B Kifgl An Amercan in Europe. Oslo, 1588, op. cf, p. 47 AR
changed for the Jows W your werld charges, your painlings change Your hand, changod by haat

MIKCILALIS PEVSHNER, Gateway fo ihe Twenbalh Canry, MoGraw Hill, Mew York, 1967, ap o, p. 235 R was o
oorvey poNNolEatons of the Middle Ages and of Co-operation instead of expiolation of compeliion Mackmundas
guiid brought 8 joumal The Hobby Horse, and the fitle-page and typography of this also s worth rememibeting. R
procesded by Sl yaars. Morma's mons famous venlune inlt bpograpiTy and book-making, he Keimscol Press.
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ﬂ‘f!ﬂ-t'p' wwwrwnﬂmmm-ummmmrum bid forge ahead o B fubune which he
[HECONCENEE

IT. GASPAR SABATER, La Pinlura Corfempordnes sn Mallorca, Paima, 1981, oo o, p 105 Dontro ura linca dal
mds puro valor piistion = esiébico, en o fondo = s¢ nos presonta Gaspar Riera ([Estallenchs, 1502), uno de os
pssajstas mallorguines con mds scusada personalidad.  Gospor Riera, arfists plenamente dolado pera caplar o
pasaje ¥ amblentadc, nos offece una obra densa, conceplual y Méoncamenic hablando. El arista que hay en

B8 nos presents despojado de todo aguells que oo acocidental v accesono.  De todo aguello que no
amienlica necesidad — v realidad al mEmo emps - @ la obra de afe. De ahl su estelicemo, de ahi
s valones puramente pldelicos. Porgue no hay que ohvidar gue B obra de arbe reguere de ests simplificecion
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BRI GO mmm-mﬁﬁ
haclnihm{bﬂ:ﬂea:ake] Please sign up for what you'd like to do for the
’ﬁ‘tMEEELHHmw Ari, London, 1981, op. . p. 177. The Giass is quiniessentially modem,

the Ginss is aiways up-to-date Where olfer classics of the sarty 20th century
ﬂ.:n}-wmw Glass presenis idsell over and over again as the newesl thing. Our own Bme B
likedy, for irvstance., o appoar to postenty as the heyday of methodology.

(shenirom TAPIES, Ei Ae v Sus Luparss, Madrid 1989, op. o, p. 30. Cusiquier discurso pusde produc, cleo esti,
UNS SAPMacin de carmancio v, pof bk, Lne mecssdad de cambio. ER eio hay parte 06 WeORd, paro o8 quind 18
16 cAmIBos G0 of At Y 6N 136 CORILTINGS d0 LGSO Sk PROCSAMENND Gslas razoncs han sido on os Smos

ﬁjrm mﬂmmmﬁmnm T'ru.-.,r-.l-r--.muu—ﬂ:m-t--a
reputalion thal confinues in part today — has offen concealed our ignormanoce, uncerdainty and perhaps even our
lapireas. wiwn called on o shed light on the many shadowy ansas which surmound.

1, CHAGALL, My Litw , Mow York, 1950 o of, p. 50, p. 51, p. 98 p. 99
ﬂnr{ﬂiﬂ’ﬁ. My o, oot p pELp o

I Inought By’ wolild Thices' /i fnom B iop ol the Tourth Aoor!
Life im uniforrn ireen blad Bie an aubuenn el
Bt i ey e, | el Blche b mry el
Judith 'nthe distance. the prodessors: hard dosy 8 very disling “to”
| could still see thai
Through the classroom windos | s irees, i school for young girs.
“Hiooias Antonowich, may | b eecused ™ | say. 7 have bo go ™



| Faad one thought anby whon will | Be iheough vl ey clisses, wall | Fave 1o 90 on much longer, and couldn' |
lnawe without comploting the counsa?

On days when | wasn't calied o the blackicard, when all the pugils wers in an upresr, | really Sdn know whal
Ricl: o]

Riooled o my desk, pinched and prodoed from every side, | 0idnT row where 1o ieme | beisied and souirmesd.
rischid Eaack and forth, got up and saf down.

Al of a sudden, | put ny head out of Hhe window o thros 2 kiss o a protty stranger.

The irspecior comes bowands me.  Fe grabs my hand, mises i

Caughl! | burm red, pink, whibe!

“Remind me lomonmow, you rscal, fo give you @ Teo for conduct ® it was at this Bme that | reveled in dresing. |
i il ks il thal porbended.

My sloslchs Nised over oul D, ofler even Rlling e prolessonr’s.

5., i Doy el 0 ol indulging n his fvorbe pastime, Thumped under the bench with ..

A& maifed sound which, sometimes, slinecied the professor's sllention.

Everyone keeps stil. Everyors laughs

“ShonikolT!” the prolesscr calls oul. 5. gets up, biushes and, Reving received Fis Two,” aits down again

What | lhe bost wes poomelry. Al hai | wes unboalable, Lines, angles, inanghs. sousros camed mae far swery
i enchanbng horzons. And duning hose houns of drawing, | Bcked only & throns

| wvmes thee conber of B class, fhe object of afisntion and an eampln for &l

| didl ot come o Prysel il the ned esson

Al the end of the yoor, after fercing with singlesSiclks and doing special meroses with the hwenby-kiic weight, |
Wik obliged o say in e same formm a2 seoond ferm.

Winat happened afler thal, Fve forgoien.

No matier! Whal's e uss of being in & hurry?

| hadl plsrty of tirme i become & clerk or an scoountant, Let Sme pass, et # drag aiong!

Once agen Il slay up e ab rghl, hands in my pockels, looking & if | were studying.  Again 11l hear Mama call
Trsm il Eabedenam

“You'vn burnl enough oill Gol o bed.  Havenl | iold you o do your essons in he daylime? Wou're craryl Lt
mi shoap H

'Elliﬂlﬂm‘!'ﬂ“l“l'll”

| losck @b ey ook Bl | think of e man who, & SE momaenl, e walking along B stresls, | Sink of my river, of
thee flcabing farts, bumping about al the end of the bridge. sometimes beakeng up agamst it

The planks crack, riss up in The ain, he rowers escape..

“Wel, how are you geting on™

The editorial room was full of my carvases and skeiches. § didn look ke an cdibonal mom now, more lilke a
wudia. My thoughtts on art mingled with the: wices. of the editors who came o dscuss and work

I ihe mierals and al the end of the mesting, Bhey would walk Bhrough| my “siudoe” and | would fede Bakind
pllo-up o of “Diasan” Thal lined hall of B room.

\ingesnr vwa Thie Iirst Porsdn i ey e 10 Doy Beo pIeiunes. I ma.

Lawyer and famous member of Parlament that he was, he reviineiess lie ihose poor Jows who come dowr
ity e ek, e ESgPOOIm G Thi IRRecians Troem (P 1og of iy caivas.

O dary, panbrg, breathless, he nars inbo e edionial shedo and islis ma;

“Cuick! Get fogofher your best corvases and osme up 0 My apariment. A oolloctor s your pichares ol my
hotse; he's leeenly mtcnesied in themmn ™

Emtend and demayed at seeing Vinaser himsel oome ooy rosm, | oouidn’ find amything good.

Orce, & Passover, Virgwses mvbed me o his house for dinnes.

The reflection of the biasing candies, their odor mingling with the dark ochre of Vinewer's complexion, giovwed in
b e

His wille, giving crdems amilngly, looked a8 hough she Fad sepped oul of a fresco by Veronise

T Lkl &hofe i anlcpation of Bhe prophet Elijah.

w.mmhmmmmﬂm-muﬁm.m-tﬁﬁw

| daired moll ahiss i Ay peclires for Rear e wolld nol Bke lhem  He ollen used 16 &8y He wak & rank sulsidor
in matters of an

Bt the culsidens am The critics | llop bl

im 1210, afler he had seleched teo pichres, Vinaver guamniesd me @ monthly subsidy that weould pemit me io
e i Pars

| st ot

Four days later, | amived in Pans.





