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Jean Lambort Brockway

At various times in the past artists have established certain
devices which people learned to read and to accept as correct vigion:
eegs Uccello's "laws" of perspective, or, the Inpressionists "laws"
of split colors. Contrary to appearances, these devices or symbols
are problems of art and artists not problems of the representation
of nature.

Great paintings have always been abstractions. They have been
considered "good" or "bad" according to whether the devices used
werc commonly known and understood.

The abstract painters in this exhibition arc using dcvices
which though individually arc not new, arc now uscd consciously, not
onc at a time, but in combinations.

These are same of the things they are trying to do:

le To abandon the idea of imitating appearances

2¢ To analyze objects not in order to re-create them but
im onden

de To create new objects in paint ond
4. To crcate new spaces betwcen objoctse

5« To increcasc the number of formal reclationships botween
objectss

8+ To reduce the number of formol elements in o painting.

7« To place the objects in space ond in relation to cach
other so that new visunl expericnces will
be possible,

8s To design freely with these elements of form and space
so that the uses of the imagination will
bo served.

9 To analyze orgonization of parts into whole so that a
structure will result which will be in
harmony with the universe structure of
modern science, c.g¢ o relationship
structure.



Elsa Rogo Hirsch

Art, in an attempt to achiove a newer vision, has not re-
fraincd from utilizing cithcr the incisive disscetions of ana-
lytical scientific methods, or the accumulations of associative
knowledge of the psycho-analyst, the anthropologist, the biolo-
giste :

Fed up with the naturalistic; in painting, unable to com-
pete with the advances of photography, overwhelmed with the form-
lessness to which impressionistic¢ reproduction had led, the
artist set about to establish & new sense of order in his uni-
verse., Not unlike the physicist smashing the atom to penetrate
its structure, one of the first steps, Cezanne's, was an analysis
of simple objects into their even simpler goometric parts. His
advice to o young sculptor, "You must scc in nature the cylinder,
the sphere, the cone " became their Gospel.

Thence stemmed the Cubistse. Picasso, Braque, Leger, Hans
Arp, painted innumerable canvases concerned, at first, primarily
with analysing the structure of various objcets through dissec-
tion, destruction, disintegration. Gradually, this analysis
focussed on the structure of the picture itself. The cffort
was concentrated on the clements which went into the meking of
o work of art --- linc, mass, colors Form rclationships
oceupiod the attention of the poinber or the seulptor to the
relative exclusion of all subjeet matters From analytic in-
vestigation it progressed toward a synthetic composing of thesc
newly discovercd elements, to a consideration of the procosscs
of construction, as in architecture. Resecarch into the basic
geometry, the fundaments of proportion, the subtle interrelation
of color and its psychological offect, was of paramount impor-
tances All inessenticls were rigorously discarded. Finally,
the Suprematists like Malevich could construct a painting that
consisted mercly of onc white squarc within another.

The movement in its reaching toward further and further
abstraction of the structurnl esscnce from the content, had
itself the character of all creative actse. The insistont urge
towards a definitc, unrcnouncable goal, thc incapability of the
artist to pcrmit of compromise, to deviatc from thc path of his
impulsion - - almost thc starkncss of martydom in this logical
pushing to a conclusion, somectimcs an absurdum, madc of the move-
ment itsclf; in & Sense; 'a work of art.

Abstract painting became an ond in itsclf. Plato's avs-
thetic pleasure in geometry was frequently cited: "I will
try to speak of the beauty of shapes, and I do not mean, as most
people would think, the shapes of living figures, or their
imitations in paintings, but I mean straight lines and curves



Elsa Rogo Hirsch (continucd)

and the shapes made from them, flat or solid, by the lather, ruler
and squarec, if you sce what I mcan. Thesc are not beautiful for
any porticular resson or ppurposey o8 othor thimgs are, but arc
always by btheir wery nature beautiful, and give pleasure of their
own quite froe from the itech of desire; and colors of this kind
are beautiful,too, and give a similar pleasurc."

While the Cubists were laying barc the boncs, the dicho=-
tomy of thc human mind plainly showed itself in the parallel
development of the non-rotional and non-geomctriec -- the instinc-
tive and intuitive, organic amorphous forms, docidedly emotional
contcnt. Klce, Ernst, Chirico, Pierrec Roy, Lurcat, Miro, whilec
their paintings were certainly intent on structure, deliberately
used the symbology ond associntive-biomorphic forms that Freudian
psychology had introduced.

Art found strange bed-fellows. Just as the Cubists in-
cluded both canvex and concave space within the limits of a single
picture, and the Futurists included many facets of a moving object
to denote its speed ( a rocing horse, has, not four legs, but
twenty four), the Superrenlists juxtaposed utterly incongruous
subject matter to intimate the functionings of the sub-conscious
mind., Beginning with the emphasis placed on the emotional by both
Goauguin and Matisse, brought to a point of abstract Expressionism
by the pre-war Kandinsky, the Superrcalists grew directly out of
the vaguely nonsensical, fantastic and humorously absurd Dadaist
movement, which has been described as "more of a state of mind
than o school". These painters became pro-occupied with an
intentioned concentration on the unconscious. Children's paintings,
automatic writing, the weavings of the sub-conscious mind, habits
of associantive thinking, all became moterials for their art.

Frequently several movements found themselves fused in the
work of a singlc painter. No one is morc impatient of rigid dis~
tinctions as to school and category than the artist. The very
torm "abstract" has becomc almost morc misleading than descriptive.
Just whore doocs o painting become "abstract" to you? to me? to
Picasso? Once an artist has taught us his way of percoption, it
is bound to become impossible thereafter to discard it - - witness
the invasion of cubism in the ficld of advertisings

Evon in the quest for tho "abstract", in the rigid climina-
tion of all conercte subject matter, in the most utbtter reduction
to fundemental geomotric forms, man just will sec objects suggested
to him by the most clemental shapess A dot may not mcan much. Two
dots, we think: cyose.es o faces A large dot, derk - - a hole:
a dark reectonglc becomes a doorwaye. Sometimes artists intentionally
build on the evocative gquality of complebtely simplificd,refincd
down forms and points and colors. Picasso, impoticnt with o dis-
cussion of his work, said, " I paint what I finde From the point
of view of art there are no conerete or gbstract forms, but only
interprcters morc or less conventional."

All that o picture really asks for is to bo looked at.



Elsa Rogo Hirsch (continucd)

Of this cxhibition, it may be said that we have almost
the whole range of possibilitices - - coven from artist to non~
artist. )

Albers, on architectural constructionist (for thosc
who wish labels) achicves his " emstheotic pleasurc" by o subtle
balance of spatial sensations through preeision of geometry,
refincncnts of color and a superb mastery of painting applica-
tion. Y

Kelpc, on the other hand, is distinguished by a com-
plote lack of this sense of color- function. Working wvery
literally along the line of Cezanne's sphere, cylinder, and
conc, he doos little morc than build up a complicatcd sculp-
ture on convas, in an atmosphere of & Sub- rather than a
Supcr-realistic world.

Drewes, apparentily, is the most versetile of the four,
and likowise more inclusive in his manncr of painting so that
the cdges of categories 'to fit him become wory blurred indceds
He omploys most adroitly the device of theme snd variations,
of rhythmic elements and c.ntropuntal means, quite like musice
Some of his paintings may be considercd to be Super-realistic
or ob least pertly ses  His senmse of eolor andihis playiulncss
have both been brought to o high-point of artistry, which is
never deterrcd from cccomplishment by his masterly painting
technique,



BEdwin Avery Park

The physical fact that it remains impossible to insert
literal subject matter into the composition of music will in
all probability restrain the latter from ever gravitating to
the extreme attitudes sometimes reached by painters. For the
silliest of sentimental ditties is still music while the most
illusionistic of sentimental paintings would seem to have com-
pletely aobandoned thosc rhythmic and formal rclations which in
the cnd define painting. In othor words music, by virtuc of
inhcrontly possessing a minimum of abstractness is thorcby
guarantced o minimum of purity. Painting scems to nccd the re-
straint of basto to koep it off the rocks of inapproprintoncss.

Any analogy between painting and music must be specious.
Yet if we try to imagine music organized about subject matter,
say the barnyard at dusk, we can conceive a mingling of quack-
ing,cackling and mooing sounds produced by the wood winds,
brasses and stringse. In fact, the strong illusion of a barn-
yard could be acheived. But no one would call it music. The
phonograph produces the exact sounds of a political convention
but it is not music. Loss of the rhythmic meloditc structure in
sound instantly makes itself felt.

But substitution of a realistic illusion for the rhythmiec
melodic structure in painting is not so soon detected. The laws
governing rhythms in plastic form and harmonies in color are
every bit as pertinent to painting as arc¢ similar rules in res-
pect to music. With painting it has proven to be easier to guide
the public toward the appreciation of descriptive or literary
subject matter than to awareness of thc purer considerations of
form and color. Again, be it noted, music has not had this prob-
lem. Pictures which show the familiar and recognizablc, the
cheerful and pretty or the sad and dramatic have sold and still
sell in great quantity. Hence we have them in greater number,
since their creation is one way of making a living.

The true realism, the intellectual honesty of the abs-
tract painter is forcing him to undergo the opprobrium which
is the reformers' lot. His unwelcome, self-appointed task of
showing what the "works" or painting look like is fortunately
being understood by more and more people cvery year. The return
of a sound and logical architecture to painting may safely be
attributed to the cubistss The question as to just how much or
how little subject matter painting may contain is not touched
upon here. When you look at the present exhibition, you may
imagine yourselves behind thc scenes or in the laboratory or,
if you can absorb your art without words, you neced only cnjoy.



Lile Ulrich

In looking ot these paintings you are probably most
impressed with a lack of familiar subject matter or story
content. IHere is a good opportunity to study the fundamental
clements of painting seswe line; form, ocolor, texture, mobtion,
rhythm, etc. This group of painters is concerned primarily
with thc orgenization of these fundamentals in a given spoce
and believes you can cnjoy them in themsclvese Every great
painter in any period of history has been concernod with just
these things nor could he have becomo a "Mastor" without =
thorough knowlcdge of their use.

Albers'paintings arc done with extreme simplicity:
hc trics to intriguc the onlookcr with a minimum of means.
Becausc the cyec cannot determine any cxact location of his
forms in spuace, they appecar to reccede and advance with dif-
ferent lights on them. They are constantly in motion. An
obvious cxample is "Gatc": note the unusual usc of the white
trionglc.

Drowcs uscs a much morc complox organisation with
tremendous variation of main forms and many contrasting forms.
The relation of his plancs to spacc and cach other do not
changc as muchs. He works more with tactile values and color.
Example: "Red in Red" = = mainly rod plancs balanccd by onc
blue cirele and a grey squarcs

Drewes works with solids moving around a central
axis in contrasting dircctions. Alcxander Calder uses this
samc idea threoo-dimensionally in his "Mobile Sculpture". Their
work suggests kinetie form which may be onc of the art media
of tho futurce. Kelpe placcs little importance om texture,
overything has a smooth plaster quality. He subordinates
color to form by using o harmony of greycd hucs.

As o last word se.. abstract painting is not an ulti-
mate end, but just a swing of the pendulum well this way from
19th eenbury sentimentality,. If wou are inbteregbed; look atb
cach painting three minutes on two occasions and perhaps you
will find therc is something sstisfying,bcautiful, or what you
willy: about colersy textures, and simple fornsi








