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However, again the published work is less than wholly accurate. The passage above is an
edited concatenation of five statements from Stella.?

The editing and publication of this interview in its 1966 form was a step too far.
This contemporaneous record of the discussion, the moment of Minimal artists’
engagement with criticism and the citation process have led to this article becoming a
canonical text. However, as highlighted by Jones and from my detailed analysis, this text
is not as it should be. As I have shown, in its written forms, it is inaccurate and
misleading. The problems were compounded further when the ARTnews article was
reproduced in Gregory Battcock’s 1968 collection Minimal Art: A Critical Anthology.®” As
well as the issues that have already been discussed, the typesetting of the reproduction in
this anthology also resulted in several minor glitches being introduced into the text.
Nevertheless, Battcock’s publication has become a seminal work related to Minimal art.
Battcock’s book reproduced the dubious editing and induced errors from the earlier
ARTnews article as well as introducing a few errors of its own. These difficulties were
exacerbated by the fast moving art scene and the close proximity in time between the

ARTnews article being published (September 1966) and the publication of Battcock’s book

86 Pacifica Radio Archives (1964: Track 2, 13:17-13:22, 13:46-13:57, 14.00-14.35, Track 3, 0:12-0:57 and
1:11-1:44). In the last of these audio passages Stella says, ‘That’s the one thing I don’t want, I think all of
that should be taken for granted, like I mean, basically I think the discussion of the thing as object is sort
of, in a, in a sense ridiculous, I mean, particularly as a painting, a painting, I don’t know, is a, is a, is a
painting, the thing that I would like to see is, sort of, if the thing is either lean enough, accurate enough,
or right enough, you would just be able to look at it, in others words, all I want anyone to get out of my
paintings, or [Note A] all I ever get out of them is the fact that you can see it all [Note B] without any
confusion, in that sense. What you see is what you see.’

[Note A — Glaser ((1966: 58) and (1968: 158)) and Meyer (2000: 199) transcribe this ‘or’ erroneously as
‘and’.]

[Note B — Glaser ((1966: 59) and (1968: 158)) transcribes ‘see it all’ erroneously as ‘see the whole idea’.
However, this is a result of Lippard’s editing, according to the Archives of American Art extract seen in
Dubay (2011: 199). [Unfortunately Dubay relies entirely on the Lippard transcript in the Archives of
American Art for her source of the audio interview, rather than the audio itself. See her footnote 2 on
page 156 of her thesis. In her footnote 8 on page 157 she effectively admits that she has not listened to
the audio either. The audio has been available to the public since 1964. It was subsequently digitised and
has been available on CD since 2004. DeShazor (2015).]

87 Glaser (1968) in Battcock (1968).
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effort to render the discussion more palatable for the readers of ARTnews in 1966 — has
led to a series of written representations of the interview which are not sufficiently
accurate, and in places are misleading. Matters are made worse when one considers the
mangled set of exchanges that Meyer assembled as his representation of the interview in
2000, in which he does the protagonists a great disservice. I am left wondering how many
more sources of this type have been treated in a similar way to this discussion between

these three artists in 1964. Things are often not what they seem.
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CHAPTER SEVEN

Thesis Conclusion

From Romanticism to Postmodernism the urge to allocate names or labels to moments,
movements, groups of artists or their forms of practice, has proven to be irresistible.

Constructivism was neither a close group of artists nor a category manufactured
by curatorship. It became an “ism’ determined by the proponents of the 'ism, rather than
by rules that might be applied to the art or the artists involved. Avoiding the use of
naturalistic sources, Constructivism embraced the modern and the machine aesthetic,
celebrated and promoted the ideals of the October Revolution and Lenin’s vision of an
industrialised Marxist state, but became outlawed in 1932 with the diktats enforced
under Stalin’s administration that led to the official art of Socialist Realism.

By contrast, Abstract Expressionism was promoted by the CIA during the cold
war, contrasting the art produced in the land of the free’ with the officially prescribed art
of the USSR. The spread of International Constructivism to the United States also had an
impact on the kinds of art practice categorised as Constructivist, as did the
pronouncements by Gabo and Pevsner.

Reception of Constructivism in the West has been significantly influenced by the
1936 MoMA exhibition Cubism and Abstract Art (curated by Alfred H. Barr Jr), Camilla
Gray’s foray into Constructivism with her 1962 book The Great Experiment and furthered
by Christina Lodder’s book Russian Constructivism, as well as by exhibitions of the 1980s
based on the Costakis collection. However, the major determining factor for the Western

reception of Constructivism remains the cold war.
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further encapsulated and reiterated in Gregory Battcock’s 1979 thesis along with the
notions of modern art previously applauded by critics like Greenberg and Fried.
Battcock’s was a thesis affected by the cold war years that preceded it.

As I have argued, as well as reacting to the type of art that the Abstract
Expressionists created, Minimal artists drew from ideas used by Russian and Soviet
Constructivists. Minimal artists wanted their art to be seen as different and separate
from the previous European-based modern art, and the geographic shift towards the city
of New York was promoted and accelerated by the writings of Clement Greenberg.

Minimal artists created sculptures which avoided the ‘classic’ plinth, moved away
from the conventional wall-hung oil on canvas paintings, and produced art which
attempted to escape the notion of composition. (See for example, some of Judd’s work,
such as reproduced in Appendix A, Figure 102, page 223, and in Figure 103, page 224.)
Minimal art also avoided references to the naturalistic, as well as regularly making use of
repetition with works such as those created by Andre (see Appendix A, Figure 94, page
222 and Figure 95, page 222) and Judd (see Figure 98, page 223 and Figure 103, page
224). Again these works shared characteristics with works by the Constructivists, as seen
in Rodchenko’s wooden unitary constructions. (See Appendix A, Figure 96, page 222 and
Figure 97, page 222.) As I have argued in this thesis, Minimal artists avoided, downplayed
or even denied, the influence of the Constructivists on their art. I contend that this was
due to the political climate in the United States in the 1960s and early 1970s.

Following the October Revolution, Constructivist-inspired art spread across
Europe and groups of artists were formed who regularly reinforced their creation of art
with published writings and manifestos. After World War II, Constructivist ideas spread
to South America — and further writings and manifestos were produced - to eventually
reach the United States. As I have argued, American artists of the 1940s and 1950 drew
from ideas of non-representational art that were practiced by the Constructivists, but

once again the cold war affected the acknowledgement of this influence of Russian and



197

Soviet artists. As Foster has argued, the avant-garde and the neo-avant-garde are alike.?
The six American artists examined in this thesis acted as a bridge between
Constructivism and Minimal art. Constructivism is not a dead-end. Constructivism
enabled non-representational art to be followed and to evolve into Minimal art practice.

As observed in this thesis, Minimal artists were influenced by the work of the
Constructivists and they effectively reinvigorated and re-examined the stalled moment of
Constructivism. Because of the possibility that this similarity raised, Minimal artists
often avoided any confirmation of the influence of Constructivism. The cold war politics
were such that they could not have confirmed that this was the case without affecting the
acceptance of their work as authentically American, and therefore potentially impacting
on their own livelihood or on their artistic standing.

Carl Andre and Dan Flavin were exceptions. Both admired and referenced
Constructivists with their own art. Andre made use of repetition and arrangements of
similar sized units in a further development of the assemblies of Rodchenko, and Flavin
regularly referenced Tatlin and his unmade Monument to the Third International.

The idea of Constructivism in the West until 1991 was most often displayed via
the use of examples from the Costakis collection. The use of this collection across a range
of exhibitions has, I conclude, resulted in a misconstruing of Constructivism. Because of
the relative ease with which examples from the Costakis collection could be used by
curators, the collection has effectively become a pseudo-definition of Constructivism.
Furthermore, at times the collection became a political tool. Use of the collection without
the necessary caveats on its use could be misleading. Only after the collapse of the USSR
did works of Constructivist art become more widely available to curators (as seen in the
case of The Great Utopia). Despite the opportunities that this change in political climate
engendered, Building the Revolution only borrowed works of art from the Costakis

collection. The role of any curatorial team is challenging. The conflicting requirements of

8 Foster (1994: 16).
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retaining integrity as well as balancing limited budgets, along with the need to create an
innovative exhibition can lead to difficulties. The two exhibitions examined in this thesis
highlight these issues. Each show included a large number of loans from the Costakis
collection and each of these shows failed for different reasons. The Royal Academy
exhibition Building the Revolution was based on a suspect premise and The Great Utopia,
held at the Guggenheim, New York, NY, was too large and unwieldy to give visitors a
rewarding experience.

One specific text that [ have examined in detail in this thesis is the WBAI radio
station’s transmission of an interview which originally included Judd, Stella and Flavin.
This text gives the views of these three, white male, Minimal artists and demonstrates
their relative standings. Previous written publications of the transmission, by Glaser
(1966 and 1968) and by Meyer (2000), have been treated as canonical examples of this
important Minimal art text, yet these subsequent renderings of the original broadcast are
not adequate representations of the 1964 interview. In order to redress the balance, this
thesis includes the first full and accurate transcription of the original transmission, in an
effort to reclaim the interview in its initial and unadulterated form and I also provide a
careful examination of the various forms in which this interview has been presented.

I have exposed the way in which Russian and Soviet Constructivism has been
denied as an influence on Minimal art in the United States due to the cold war. The
overreliance on the Costakis collection has affected the West’s perception of
Constructivism, and texts and curatorial decisions have also played a part in the
propagation of Constructivism. The common factor with all of these points is that of an
evident misrepresentation. Minimal art has drawn from the ideas of the Constructivists;
the repeated use of the Costakis collection has led to a skewed view of what constitutes
Constructivism; one specific 1964 radio broadcast has been misrepresented in most of its
subsequent manifestations, and two major Western exhibitions failed in differing ways to
provide a reasonable visitor experience. Misrepresentations abound, but this thesis

serves to right some of these misrepresentations. As explored here this is especially the
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case with regard to the importance of the Russian and Soviet Constructivists and their
influence on the development of Minimal art in the West. A better understanding of each
of these moments allows a better understanding of each of these intrinsically linked
forms of practice. Constructivist art and Minimal art are similar and the impact which
Constructivism has had on Minimal art has been undervalued. This thesis attempts to

settle the debt.
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often symmetrical, or repeated [‘or’ heard in the background], or both, but it’s exceedingly spare,
and to many people these works seem to offer a minimal plastic effect. Now some of the older
generation of American painters, who have been an inspiration for the younger painters who
work in this direction are Joseph Albers and Barnett Newman and Ad Reinhart. And other
artists who do this sort of thing, if you will, that you do, are Ellsworth Kelly and Paul Brach,
Nassos Daphnis and many others. I thought I'd just simply start off by reading to you and
asking for your comments an editorial from the recent issue of the Art Voices magazine. The
editorial from the January 1964 issue says, very simply:

A point of saturation has been reached in abstract painting so that a simplification in some
cases, in some cases over-simplification of patterns seems to be emerging. From tachism to
action-painting, from this to that, abstract art seems to be in quest of greater piece of mind and
is tending towards a more serene interpretation of inner impulses. We have indeed recently
come across virgin surfaces [laughing in background] reduced to the utmost simplicity, in fact
almost nothing. Huge planes, harmonious spaces, painted in subtle shades, such as pale grey,
off-white, purple, yellow, blue, as if we were arriving in modern painting at an era to be known
as the time of the white surface. A restful trend that considerably complicates the task of
critics...

In any case this, this editorial goes on, and it says, it has a very strong exhortation to
somebody, to the government, to civic centers, to communities, to newspapers, to leading
citizens, that somebody ought to do something about it, and it concludes with the line:

We believe that something ought to be done about it, soon and by all concerned.

And I was just wondering what your reaction is to this exhortation and to this description of
your work. Frank, do you have some ideas about this?

ES: There’s a lot you can say, I mean, but, do something about it, I don’t know what they mean
there, but, you know, people like Brian O’Doherty® and everything, everyone’s being pointing
and saying oh look there’s something going around and what they say, do something about it,
what they mean by that is, put it in a museum show where you have them all together so we
know what it is.

BG: Well, I have the feeling that, perhaps, he, they are searching for some kind of explanation.

ES: Well, they want, they want to categorize it, but I mean, and also they, the complaint there,
the obvious sort of public and sort of critical complaint is that it’s hard to talk about, that thing
‘cause there’s not enough there to talk about. That seems to be the thing that bothers them.
Well. But, I mean, I think that, I think that what we do, or sort of the kind of art that they are
talking about, they wanna, they can’t tell whether they wanna really, basically criticize it, or
whether they wanna actually see what it is. I mean, like O’Doherty says well we should have a
show of this and they say the public should see it and something like that and they wanna
make it, I think, into a movement so that they can oppose it basically, to something like, you
now would have pop art, and then if you could get a good name that would really stick you
could then have this other new abstraction. [BG Do you think] Which would make everyone

happy.

BG: Do you think that’s what the purpose of these shows at Hartford and at the Jewish
Museum and at the Janis Gallery is, do you think?

6 At the time, he was an art critic with The New York Times.
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5:25
ES: Yeah, basically its, that idea to show that something else is going on, something new, and
they kinda want to crystallize it in some way, categorize it, basically. And it seems to be a pretty
basic instinct for the, sort of, art world mechanism. I mean, people like Sam Wagstaff” and
Sidney Janis® has certainly the, the barometers that are, that are, sort of, always late.

5:49

BG: Are you suggesting Frank, that, that the kind of thing you do, or the kind of thing that Dan
and Don do, is simply very traditional and it doesn’t augur a new trend in abstraction?

FS: No, I mean, that I don’t think that, I mean, there’s, the thing that, that everyone’s said
about what’s going on is that, ever, there’s always been a trend towards simpler painting. [BG
mmhuh] And it was bound to happen in one way or another. Bound to get...

BG: Always, when you say always, do you mean in the twentieth century, or all the time?

ES: Well, whenever you got, I think whenever painting gets complicated, say Abstract
Expressionist, Surrealism, or something like that, you always get, immediately, or adjacent to it
in some way there, there’s going to be someone who’s not painting complicated paintings,
someone who's trying to simplify. [BG Yes] But you get that, you get that all the time.

6:36

BG: Yeah, well, you're suggesting a kind of counterbalance to a more, you know, complex
movement, but this Janis show seems to point out that all through the twentieth century there
was this very simple kind of painting, you know, that simply...

6:48
ES: That’s right, I think, but in that show, what happened, it seems to me, is when you get to
the, so called, the so, as everybody said, the meat of the show, the younger generation, it seems
to me that it’s not continuous, I mean, I don’t know... [BG mmhuh] I don’t know, when I first
showed, Coates? in The New Yorker said oh, how sad is to find somebody so young and bright
back where Mondrian was thirty years ago. And I didn’t really feel that way. [BG huhha]

7:17

BG: In other words, you feel that there’s no connection between you and Mondrian, is it, do
you feel foreign to them?

ES: I think that there, I think that there are obvious, obvious connections, I mean, you're
always related to something, I mean, obviously it’s related to, I'm related to more geometric or
a simpler painting, but the motivation doesn’t seem to have anything to do with that, with
that, with the European geometric painting, I mean the obvious comparison, I think, with my
work would be with Vasarely!® and I can’t think of anything I like less.

BG: Why, why do you compare yourself with Vasarely Frank? Is it because, you don’t deal with
optical illusions or anything like that do you?

ES: Well, it’s basically, no I, it has very, it has less of the illusionism, less illusionism than
Vasarely say, but still it is that whole group of Vasarely, Vasarely’s son, and Morell, Morrei, or

" Samuel J. Wagstaff Jr was the curator of the exhibition Black, White and Gray at The Wadsworth Atheneum in
1964. Meyer (2001: 77).

8 Collector and then gallery owner.

9 Referring to Robert M. Coates: a prolific contributor to The New Yorker.

10 Referring to Victor Vasarely, Hungarian born artist. Born 1906, died 1997.
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something like that.™ [DJ Morellet] And they've used actually, I can’t, can’t think of his name,
the Frenchman, but they had that group that they had,*? and it actually painted before I did all
the patterns, the basic designs that are in my painting. Not the way that I did it, but, [ mean,
you could find the schemes or what would be, like what are actually the sketches I make for my
own paintings have been painted in France by Vasarely in that sort of group over the last seven
or eight years." You know, I didn’t even know about it. [BG Yes] But yeah that’s the kind of
thing that’s there. But I mean, in spite of the fact that they used those ideas, those basic
schemes, it still, it doesn’t have really anything to do with it. [BG mmhuh]

BG: Well, what, how do you feel about that, as somebody has painted your paintings, you know,
several years before you and they’ve discarded it or they haven’t made much of it...

ES: Well, yeah. Well, it just seems funny, or I guess it seems like a curio, [ mean, I find
essentially anyway, all that European geometric painting is sort of post-Bill school,* I find that
a kinda curiosity somehow. It’s very, it’s very dreary.

Start of Track 2

Track 2 - 15:06

DJ: There’s an enormous break between that work and Frank’s work or other present work in
the United States [BG you, you feel that?] Because Vasarely is a continuum, continuous
development from what was going on in the thirties, in fact he was doing it in the thirties, [BG
huhum] and it has a smaller scale and a great deal of composition and the qualities that
European geometric painting in the [FS you describe] twenties and thirties had [FS yeah, the one
thing] and that gives it an enormous break despite the similarity in the patterns or anything,
the scale itself is just one thing to pin down.

ES: The other thing is that they really strived for a thing that they called relationships or
relation, or what I call relational painting and the whole scheme of their idea of balance, like
you would do something in one corner, you would balance it with something in the other
corner, [BG yes] now you said that they characterised the new painting as being symmetrical,
very often, like Ken Noland will put things in the center, I'll use the symmetrical pattern and
stuff like that. But, we use this symmetrical thing in a, in a really different way, it’s like it’s non-
relational, the, the impact like in the, in the newer American painting, whatever you wanna call
it, say Noland or myself or maybe almost use Ray Parker or something like that. But anyway,
they strive to get the thing in the middle and symmetrical, but it’s just a kinda force, just to get
the thing on the canvas, in the middle of the canvas, and that the balance factor isn’t, isn’t very
important, [ mean it’s not trying to jockey everything.

BG: What do you mean, that they wanna get the thing on the canvas [FS well] what is the
thing?

17 think that he was trying to recall Fran¢ois Morellet’s name. Born 1926, died 2016.

12 Glaser, in the ARTnews article and in the Battcock anthology, reports this group as being the Groupe de
Recherche d’Art Visuel. Glaser ((1966: 55) and (1968: 149)).

13 Although Stella mentions him by name, it is worth noting that Victor Vasarely was not a member of the group,
but his son, Jean-Pierre Yvaral, was. However, it is fair to say that Vasarely had a strong influence on the
group’s practice.

1 Glaser, in the ARTnews article and in the Battcock anthology, clarifies this as post-Max Bill school. Glaser
((1966: 55) and (1968: 149)). Referring to Max Bill, Swiss born artist. Born 1908, died 1994.



1:36

2:30

2:38

5:51

230

ES: Well, you have to, you have to, [ guess you'd have to describe it as the image, either the
image or the scheme, whatever it is that they're really interested in. Say, Ken would use
concentric circles, he wants to get them in the middle because it’s the easiest way to get them
there, you know, rather than put them off to the side. And he wants them there in the front.
Sort of on the surface of the canvas or up-front, and that you end up, if you're that much
involved with the surface of anything, you are bound to, symmetrical thing is the most natural
thing to do. I mean, because as soon as you get into any kind of asymmetrical placement you
get into a terrible kind of fussiness which I think is the one thing that most of the painting now
wants to avoid. And the sort of, that kind of fussy choice, it becomes a sort of arch. I mean,
when you are always making these delicate balances, it seems, it seems to present too many
problems. [BG huhuh]

BG: Do you, Dan, find a relationship in your work to what Frank is talking about, that, in
reference to his work?

DF: Well, yes and no, one thing that I'd like to say is that I don’t look upon my work as a
distinct reaction to Abstract Expressionism, I look, look at it as a proposal, you know, which
digs into ground which stood long before, before target painting reiterated itself. You know, I
have in the context of my own work proposed other things that were simple, other
propositions. But, which, you know, in a sense, you know, might have been more clearly a
reaction to, say, de Kooning. But, I think what I do now doesn’t relate in that way and I don’t, I
don’t feel, feel it that way, I feel it as a proposal. [BG uhuh] But, no, design wise, in a sense, or
the mechanics, I don’t look on asymmetrical/symmetrical difference as, you know, being the
fussy against the straight or something like that. I think I can live with either, you know, when
the situation presents itself. [BG uhuh] And, in fact, I was thinking about using fluorescent
tubes the way I do, they always seem to me to maintain their own distinction while working
with each, as they remain there, they keep their own distinction in the group, each tube exists
of itself. You know, as an equal entity in the whole. So it almost looks like it works against
symmetry and asymmetry, and I've been thinking about this more and more lately, that, that
they are independent of each other, though they can be appear to be related. You know, for
instance I can use all white tubes [BG uhuh] and, and yet there are different whites, you know,
there are four or five whites.

BG: Well, then actually the problems that you deal with of course, don’t necessarily require that
you consider the problem of symmetry or asymmetry, in other words, you're working in
another realm. Or, it would seem to me that you’re working with another kind of vocabulary, so
to speak.

DF: Yes, but it can appear to be the old stuff, or the old fussy stuff if you will... [BG uhuh]

ES: Yeah, but it’s pretty hard. I mean, sort of, of the work of yours that I've seen it still seems to
me that the major force in your work comes towards a kind of, the obvious thing that they talk
about, the simplification and also it tends to be symmetrical. I mean, it seems to me, like how
can you avoid it, basically, when you take a box situation you sort of forced yourself into a
symmetrical situation. And the chances of you making a box that’s a sort of outlandishly long,
say, rectangle one way or the other are very slim, and it’s gonna tend to be more square, given
the thing that you use.

DF: Well, I think, I think what you're talking about though, I've had that experience, you know.
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ES: Yeah, well, [DF yeah] I would say that [DF that’s true], that the box is what it’s about were
symmetrical and that the thing about putting the long fluorescent light on the wall at an angle,
say, that might lean towards something, but it would seem to me that would lean, I don’t know,
reminds me anyway, or the idea of the balance in there, it strikes me as something like some of
the kinda Kandinsky things, of the long poles, sort of, sort of that kind of thing, imploding into
space, at that kind of angle.

DEF: Yeah, I have to think about that. [laughter]

BG: I, I've heard that you know, some people, I've heard one statement, somebody said that
they find symmetry extraordinarily sensuous and this came from a, an artist who works, in,
more in your vein. And on the other hand, I've heard some people, or generally the comment is
that symmetry is very austere. I was wondering what your intentions are in, in either case. That
is if you use symmetry, say either Frank or Don, because, I guess, maybe, in your two cases it
applies more, do you think you are trying to create a sensuous effect or an austere effect, do
you, do you think this is relevant to the operation of the surface of your work? Don?

DJ: No I don’t think it has [laughter] it has, to be either one [BG uhuh] I'm interested in
spareness but I don’t think it has any connection to symmetry.

ES: Yeah actually, your work, well, well from what I've seen, it’s sort of, it’s really symmetrical
actually, the only piece I can think of that really deals with any kind of symmetry** is sort of,
the one box which is sort of square with the plane cut out. [DJ yeah] And, that’s not really
symmetrical in a way. [DJ yeah, but I don’t]. But it’s not consistently symmetrical.

DJ: I don’t have any ideas as to symmetry or lack of it. I think they’re symmetrical, because, as
you indicated, I didn’t want to get into the, I wanted to get rid of any compositional effects.
And the obvious way to do it is to be symmetrical. Now, I've, you can, not have any composition
and still be asymmetrical which you certainly can, I think, then you may as well do that too. I
don’t intend to do it as a symmetrical work forever [BG huhuh] anyway.

BG: Why is it that you want to avoid the so-called compositional effects, Don?

DJ: Well, it has all the structure that I was feeling and everything, the whole European
tradition which suits me fine it’s down the drain. To point out that on the Vasarely panting in
the Janis show, that while it has optical effects within the squares there are never enough, and
he has well three, four squares, one slanted and tilted another inside the other, and this is all
arranged, which is about five times more composition and juggling than he needs. If you take it
into...

BG: In other words, it’s too busy?
DJ: ...the terms of somebody like Poons, or something [BG yes] but this composition has the

effect of the type of order and the quality that old'® European painting had, which I find pretty
objectionable.

15 Glaser ((1966: 56) and (1968: 150)) mistakenly records this word as ‘asymmetry’, although Meyer (2000: 197)
does not repeat this error.
16 Glaser (1966: 56), Glaser (1968: 150) and Meyer (2000: 198) record this as ‘traditional’.
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BG: Well there seems to be another, several other characteristics that accompany, you know,
this prevalence of symmetry in these paintings also, as seems to be inferred from the things
we’ve said, there’s a very finished look in all of this work. There’s a complete negation of the
painterly approach that, I think, characterises the majority of twentieth century painting.
Writers have written that the, that twentieth century painting has been mainly concerned with
emphasising the artist’s presence in the work, in other words that you felt that there was this
unfinished quality that was there and you felt that you could experience or feel that you could
relive the experience of the artist painting the picture. And all this seems to be denied in your
work too. In fact it has [ES well], very clearly, an industrial look. [ES yeah] And I'm wondering,
I'm wondering about that.

ES: Well, I think you can characterize it very simply, I mean, the thing that’s disappearing very
quickly is the artist’s tools or the artist’s, the traditional artist’s brush and the, maybe even

artist’s oil paints. You said industrial. I mean, you'll see, I think all of us three, Dan, maybe you
use oil paint on some of those, but it mostly commercial paint, I think, that all three of us use.

DF: Yeah, I mean, [ES it also] no, but it takes on the look anyhow. [FS yeah] I can see that.

ES: And also generally, you tend towards larger brushes, in a way Abstract Expressionism
started, I mean sort of, de Kooning thing, the house-painter’s brush and the house-painter’s
technique. [DJ Pollock’s use of commercial paint] Yeah, the aluminum paint, and stuff like that. I
think that what happened is gradually, I mean, at least for me, I'll just talk from my way, what
happened is that I was, well when I first started painting was sort of, I would see Pollock, de
Kooning and sort of, New York school Abstract Expressionism and you just, the basic thing
there the thing, the one thing that they all had which I didn’t have was art [sic] school basis. In
other words they were brought up on drawing. And basically they all ended up painting or
drawing with the brush. And they got away from smaller brushes in an attempt to free
themselves they got involved in commercial paints and house-painting brushes, but still was
basically the, the drawing with the brush or drawing with the paint which I think it characterize
[sic] almost all of twentieth century painting up to now anyway. And it just seemed to me, or
the way my painting kept going, that, that was less and less necessary. And in fact the one
thing that I wasn’t, I wasn’t going to do, I wasn’t going to really draw with the brush, I'm just
going to...

BG: What, what, what induced this conclusion, that, that it wasn’t necessary any more, that
you didn’t need to execute the painting on this premise?

ES: Well it seems to me that what happens is that when you’re painting with a, well when you
have a brush and you’ve got, actually got paint on the brush and you ask yourself why you're
doing whatever it is you are doing with the, what inflection you're going to actually make with
the brush and with the paint that’s on the t, on the end of the brush it’s all, it’s like, well the
obvious thing is handwriting, it’s inflection or something like that, and I, and I just didn’t have
anything to say in those terms.  mean, I didn’t want to make variations, I didn’t wanna record
a path, I didn’t want to do any of those things, I wanted basically to get the paint down. I mean
one of, I mean one of the things that I got into was a wise guy or whatever you wanna call him,
who used to make fun of my paintings, he said well the best, and he didn’t like Abstract
Expressionism anyway, but he wasn’t a painter, and he said well they would be good painters if
they could only keep the paint as good as it is in the can. [much laughter] And that’s all, that’s
what I try to do. [DJ so you, so you made it] Made it, I try to keep the paint...
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12:33
:] BG: Well, actually what you are implying is that you’re really making, Don at least has implied
this, and Frank has, and Dan hasn’t, that you, is that you are trying to make a break with
traditional painting, Dan says that he his is trying to make a proposal and he is not trying to
destroy painting but, [DF yes] it seems to me that what you, what Frank and Don are doing is
trying to destroy painting, wouldn’t you say this?

12:54
ES: Well it’s just that you can’t go back, it’s not a question of destroying anything, I mean, if
something’s used up, something’s done, something’s over with, what’s the point of you being
involved in it?

13:03

———= DJ: Root hog, or die.”’

13:05
‘et FS: What?
—_——

13:06
=="DJ: Root hog, or die. Got bored or...

13:08
————a BG: In other words, are you suggesting that there are no more solutions to be, or no more

problems that exist in painting, you know that, that a painter can, can work with?

1317
~——— FS: Well [DJ yes], what we're working with, it seems to me that we have a set of problems, or at

least it seems to us anyway that we have problems.

13:23
—="DJ: I mean, I mean, you know one indication is [FS you got problems], one indication of this
kind of work is Morris Louis [sic] instant masterpieces, you know, where as soon as they appear
everybody looks at them and says they are masterpieces. [FS yeah, yeah] Late diagonals. [FS
yeah] You know. Because, the, you know, the terminology is so clearly abroad, in a sense, you
know, it was almost like it was expected. [BG uhuh] You know.

13:46
ES: Well, Louis is a really, it’s hard to go into him, ’cause, I mean, he’s sought of a really
interesting case, [ mean, there’s someone that was an ab..., well in every sense, all his instincts
were Abstract Expressionist [DJ mmm] and he was terribly involved with all the...

13:58
——= DJ: Well, well, that’s what I'm hinting at I think.
14:00

= ES: Yeah, and, and everybody put his paintings to eye, I went to his opening at French and
Company *® and I was, like, the only one there for about twenty minutes, or so, and they were
like, you know, nobody looked at those paintings, I mean like, Massacano'® or somebody had
an opening whether that was the thing to do, they wouldn’t even go look at the paintings, when
they showed them at French and Company, literally. [BG uhuh] And they were dismissed as

17 United States’ idiomatic reference to self-dependence. Glaser, Foster and Meyer (Glaser (1966: 58), Glaser
(1968:157), Foster (1996: 53), in a subheading, and Meyer (2000: 199)) all mistakenly insert a comma after
‘Root’. This parsing error appears to have been carried over from Lippard’s working transcript. According to the
Archives of American Art extract seen in Dubay (2011: 199). [Also see Note B under footnote 86 on page 193 and
footnote 24 on page 238.]

18 Louis had two major exhibitions at French and Company in New York, NY in successive years. These were both
titled Morris Louis; the first was held between 10 April and 2 May 1959 and the second was open between 23
March and 16 April 1960. Maryland Institute College of Art (2015).

191 think that Stella was intending to refer to the American-born artist Nicholas Marsicano. Born 1908, died 1991.
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thin, I mean, they still are.  mean, in ARTnews... [laughing] Tom Hess? can’t find them
anything more than merely decorative. But anyway, but those paintings, they’re tied in. But he,
but he, thought he had to move too, in a way. [DF uhuh]

14:36
: DF: I want to say two things, which is off the track, in a sense, the thing is, first of all my work
becomes more and more an industrial object, in this, in the way I accept the fluorescent light
for itself. You see. It is an industrial object, it’s just a reiteration of it, or a disorientation? of it.
ESO, Ilet, I just wanted to put that in. [BG uhuh] And the other thing is, the thing I think it’s
important to talk about, I think Don has a sense of this, is that the painting-as-object, you
know as, as a physical object, I think Frank is the farthest from that of us.

Start of Track 3

Track 3 - 06:19

0:06
— % BG: What do you mean by that then?

0:07
—— DF: Well, then let’s find out. [laughter] [DJ the Father, but the farthest...] [ES no that’s]

0:12
—— FS: Well, it isn’t, well anyway, any painting is an object, I mean, the argument that I always had,

or that you always get into with people that want the old values in painting, essentially they’re
all the humanistic values, is that they always find on the canvas, if you pin them down, there’s
always something there, more than actually the paint and the canvas, in other words, that
would not be, shall we say, Alexander Eliot,?? or the general public, or any kind of really felt,
any kind of really felt opinion has it, that there’s always something there more than what’s
actually there. And certainly my paintings are, sort of, based on the fact that there’s only what’s

0:00 ' there is there. [BG uhuh] And that makes it an object, I mean, ’cause it really is an object, and I
think anyone that actually does it, or gets involved enough in it, finally has to face up to the
objectness of whatever it is that he is doing, he’s making a thing.

0:58

BG: Are you trying to say that what you are doing is, when you want to assert the painting as an
object, or the construction as an object, that you want it to be felt as a, a, a three dimensional
presence rather than [ES no actually] as a compositional...

111

ES: That’s the one thing I don’t want, I think all of that should be taken for granted, like I
mean, basically I think the discussion of the thing as object is sort of, in a, in a sense ridiculous,
I mean, particularly as a painting, a painting, I don’t know, is a, is a, is a painting, the thing that
I would like to see is, sort of, if the thing is either lean enough, accurate enough, or right
enough, you would just be able to look at it, in others words, all I want anyone to get out of my
paintings, or # all I ever get out of them is the fact that you can see it all** without any
confusion, in that sense. What you see is what you see.

1:45

BG: Yes. But that doesn’t leave too much though after that does it?

20 Editor of ARTnews 1946-1972.

21 Jones (1996: 169) transcribes this as ‘reorientation’.

22 Between 1945 and 1960 he was the art editor of Time magazine. Eliot (2012).

23 Glaser (1966: 58), Glaser (1968: 158) and Meyer (2000: 199) transcribe this erroneously as ‘and’.

24 Glaser ((1966: 59) and (1968: 158)) transcribes ‘see it all’ erroneously as ‘see the whole idea’. However, thisisa
result of Lippard’s editing, according to the Archives of American Art extract seen in Dubay (2011: 199). [Also,
see Note B under footnote 86 on page 193 and footnote 17 on page 236.]
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1:47
ES: Well, I mean, I don’t know what else there is. I mean, if you can really get a visual sensation
that is pleasurable or worth looking at [BG yes] or, or enjoyable or something [BG yes] that’s, or
if it really does something to, to want you to see, just worth something, to make something
worth looking at...

2:00

BG: But some would claim, as [ said at the very beginning, that the effect is, the plastic effect
[someone lights a cigar or a cigarette], so to speak, is minimal, that is you're just giving us a
symmetrical grouping of lines and you're giving us, maybe, one color and stripes. You're, one
would assume that a nineteenth century landscape painting offers more for contemplation
than your painting does. [ES well] Simply because it’s more complicated, if for no other reason.

2:27
——— DJ: [ don’t think it is more complicated, actually.

2:29
——’ BG: You don't.
2:30

——=x DJ: No.

2:31

— X FS: No, because you see, I mean, if you really start, I mean, what you're saying essentially is that
it’s more complicated because there are two things working, you have the deep space and then
you have the actual way it’s painted. [BG yes, yes] In other words you have the, the painterly
application and you have, you have paint applied in such a way you can see how that’s done and
then you can read how the figures work and the thing and what kind of depth there is. Well, if
you look closely enough at all the, let’s get off my painting a little bit, or any, say, modern paint,
take Ken Noland’s for example, which is, say, even simpler, just a few stains on the ground, on
the ground and even if you look, if you wanna look hard enough, if you wanna wait around long
enough, if you wanna look at the depth and the problems there, there is just as much
problematic space, just as much space you can actually get involved in, in looking at, and there’s
just as much involvement if you want. It’s a little bit more simplified but, technically you can
worry and wonder how he painted it the way he did. And in, say, some of them it’s actually
extremely complicated the way he would, say, have to tip the canvas, or have to, the way he
would drip the canvas in order to get it to do those things. The technical problems would be
just as complex. I mean, you can get just as involved if you really wanted to make the effort.
[BG uhuh] I mean like, a lot of the things about the old master in nineteenth century painting is
talking about the glazes, what you mixed, how he did this, that, so it’s, so it’s supposedly
complicated.

3:48
— % DJ: It's got a great reputation for being profound and universal and all that [laughter] but, it
doesn’t necessarily, [DF antidote to the nineteenth century] say it to the world. Yeah.

4:02
=% DF: Some pretty sloppy technical work here.

4:03

——— FS: But, [ don’t know how to, how to get around that part, that it, just wanna make something
that’s interesting to look at right now. Or worth looking at, that’s all. I mean, but basically I
want it to be, to be, so that you can’t get around the fact that it’s supposed to be entirely visual.

[BG uhuh]

4:17

BG: In other words, you want to completely, destroy any, any, reference to illusions at all...
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ES: Yeah, one of the things that I would say that would characterize your work, of, so it’s easier
to talk about someone else’s [DJ yeah], it’s great, is that, are the thing about trying to keep it
involved with that painterly business is that, obviously, say, if we take painterly simply now to
mean Abstract Expressionism to make it easier, well, they were obviously involved in, in what
they were doing, I mean, as they were doing it [DJ yes, that what I] and now obviously, the
thing is that, what Don does, and so I guess what I do, is that a lot of the effort is, is always
directed towards the end, [BG uhuh] we, sort of, really believe [DJ sorry], that we, that we, that
we can find the end, that they will be finished, and they always, it was always, they always felt it
was very problematical when the painting was finished. And certainly, I think we’d be more
readily to say, more readily accept the idea that our painting is finished, and say, well, it’s either
a failure or it’s not. [BG right] Rather than say, well, maybe it’s not really finished. Or
something like that. [DJ yeah]

BG: Well, this brings up another very important problem, you see, what you’re saying is almost
conceptualised in the mind before it’s actually made, and that, in other words, you can devise a
diagram in your mind and actually put it on canvas. [FS yeah, but] But 'm wondering, whether,
and this is the question, whether it’s just not adequate enough to simply verbalize this image
and give it to the public, rather than giving them your paintings?

ES: Well, I mean, if I make, well the simple thing is a diagram is not a painting, it’s as simple as
that. I mean, I, I can make a painting from a diagram, but can you, or sort of can the public, I
mean they can’t [BG uhuh] in other words, it can just be, it just remains a diagram if that’s all I
do, or if it’s a verbalization, it just remains a verbalization. And yet infinite [BG uhuh] oh,
Clement Greenberg talks about the, the ideas or possibilities for painting, in his, I think it’s in
the After Abstract Expressionist or something like that, and that he allows a blank canvas to be
an, an idea for a painting, but it might not necessarily be a good idea for a painting, but it’s
certainly a valid idea for a painting. And you get, sort of, I mean and, Yves Klein did the, the
empty gallery [BG yes] he sold air [BG right] and that was a, that was a conceptualised art I
guess. [laughter] No.

BG: Well, it has, sort of gone, in some instances, reducti, you know, reductio ad absurdum.
ES: Not absurd enough though, I mean. [laughter]

DJ: But even if you can plan the thing completely, ahead of time [BG yes], you still don’t know
what it looks like [ES yeah, that’s, a really... yeah, yeah], until it’s right there, you see, it may be
totally wrong, once you go to all the trouble of building the thing, [BG yes] It may be off.

ES: And also that’s what you wanna do, you actually wanna see the thing.  mean, that’s the
thing [DJ yeah] that motivates you to do it. [BG yes] Is to see what it’s gonna look like. [BG yes]

DJ: You can think about it forever, in all sorts of varieties, and they’re nothing [BG uhuh] until
you really...

BG: Yes, but what I, the problem then is, is say I go to an exhibition of, of such work, , I, it
doesn’t matter to me, it seems, if I never see these paintings again, as long as I carry the image
around in my mind. [DJ oh, come on, oh] in other words...

FS: But, you can’t carry it for more than ten seconds [DJ no] no how far can you carry [DJ you
can’t have any impression] I can think of a, the Poll, the Pollock painting I saw the other day, or
something that I, that I like, but I can’t really remember it that well, and I, you know, and there
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uhuh] And we would have to paint paintings with presence, I guess. [BG I see] But, I think it’s
sort of terminology, I mean, there’s just another way of describing [DJ oh yeah]

DJ: It’s just another way of saying you're very impressed by me. [BG uhuh] I'd like to get rid of
the word classic though, [BG yes] while we’re at it [FS yeah, let’s get rid of that] [laughter] Because
it has nothing to do with, what [EFS with anything] any of us are doing... [ES uhuh]

DE: Or you might say it’s after the fact. [DJ ...or the people in the Janis show] I'm jesting.

ES: I don’t think it had to do with anybody in that show either, what did they care, who in that
show cared about classic art? [DJ yeah]

BG: Well, I think that the catalogue for that show simply defined classic as something, as
something that was not romantic. [laughter]

DJ: Well, that’s, that’s not very good either. [DF that’s Janis, that, that sounds funny...] [FS
encaustic at your leisure]

DJ: What’s romantic? Or it’s Pollock... [DF ...or it came across as Brian O’Doherty]

BG: Well, I think one might conclude from that show, that you get the feeling that anything
that had a hard edge, or a very tight taut line, or used geometrical shapes, might be considered
classic. And since your work does have that, is it, do you think it...

DJ: It would certainly give Poussin a pain in the neck to hear that, [laughter] [DF oh, really].
BG: In other words, you think it’s alright to call Poussin classic, but?

DJ: Well, he asked for it.

BG: Yes, I see, but you didn’t, yeah. What do you feel about it?

DJ: And I don’t think it should be, it infers that, implies that, Abstract Expressionism is
romantic, which isn’t accurate for it either. [BG uhuh] And, anyway the two terms belong in the
beginning of the last century [BG uhuh] they're better off there. [laughter].

ES: Stay, there. Give them back to Friedlander® or whatever. [DJ laughs]

BG: I have the feeling that so many of these terms are just simply picked up by people who are
putting on exhibitions and because they have the vaguest resemblance to modern work. But,
nobody’s really attempted to develop some kind of new terminology, or new vocabulary to deal
with the, the problems that these paintings deal with. And, ah, well...

ES: Well, I mean, I, but that’s the thing, I mean, at, at one time, I think the, the paintings or
what we're trying to do is a little bit different, but on the other hand, I mean, it seems to me
that they’re still dealing basically with the problems that painting, or, or making art always has,
it’s pretty much the same old problems, but, I mean, I don’t see why everyone feels so

251 think that Stella was referring to Walter Friedlander, art historian specialising in the baroque, associated with
New York University. See Sorensen (2014).
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desperately a need for a new terminology. And I don’t see what there is in our work, I hope I
can speak for the other two, that, that needs, that really needs a new terminology to [BG uhuh],
to either explain it or evaluate it. I mean, it, it’s, it’s a, it seems to me that art, it’s art, or it
wants to be art, or it asks to be considered as art, and that therefore the, the terms that we
have for discussing art are probably good enough. I mean, I don’t see that it necessarily needs
new ones. [BG uhuh] You could say that the terms that have been used so far to discuss and
evaluate art are pretty grim. [DJ I agree] You could [DJ I agree with that] make a very good case
for that. [BG I see] But, nonetheless, that, I mean, I think that there’s nothing necessary in the
work now, the newer work now, I mean, nothing specifically in our work that asks for new
terms, any more than any other art.

DF: I've always felt, in my own work, also, to start another side of another side, [laughs] is that,
is that there is a physical element, a distinct physical element, I think Don is, we've mentioned
this one time up to four o’clock in the morning, I remember, and I think it has to be called up, I
think it concerns him very much, even more than it does me. You know, and we were talking
about the thick, the weight of Frank’s canvasses, you know, the cut-out part, you know, this is
all to call attention to this quality I think.

ES: Well, you two make objects, I mean, it’s, that’s, it’s that simple, I mean, so they are either
objects, sculpture or something like this [BG yes], but the reason I make the canvas deeper,
than ordinarily, is I didn’t do it for any reason, [ mean, it began accidentally, if you wanna call it
that, I mean, I'm sure lots of people do it. I turn one-by-threes on edge, to make a quick frame,
to butt-end them, and then when I first started stretching canvasses. And then I liked what
that did, in a sense that, when you stand directly in front of the painting it gives just enough
depth to, sort of, hold it off the wall, you're just conscious of a, sort of, shadow just enough
depth, so that actually it emphasizes the surface. So, in other words, to make it more like a
painting and less like an object. So, did it, again. It simply emphasizes the surface quality.

BG: It’s very curious. I've heard several artists have referred to your paintings as sculptural in
form, because of that thickness [FS yeah, yeah] It’s very interesting that, you know, you say

this, that this was simply an accidental feature.

DJ: I was, I thought of the aluminum ones, as Frank says, as slabs, in a way, they seemed
objects, in a way, to me.

DF: I always think, because you can think of the difference, say, from Rothko, you know, he
hinted that he was going to, to add a certain weight to the stretcher, I think, if, [ get that

feeling, you know, that the painting goes around the corner.

ES: Yeah, right. Well, I think he did paint around the edge, you know. [DF yeah] But I don’t.

DEF: Yeah, well we had to get it out. [laughter] [BG yes] Because it means it means something.

Track 5-10:16

ES: Yeah, I don’t paint around the edge, right there. [BG no] A lot of people always, Sven Lukin,
in that, in the show at Janis, there, paints around the edge too. [BG yeah] And he’s much more
an object, than painting than I am, you see, that’s real.

BG: Yes, but his painting is also in relief too, in a sense.
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- FS: Right, right, it is relief yeah.

- DF: Well, that’s what’s been suggested. [FS you know]

- DJ: I think you, actually a flat surface too made it seem more like an object, [BG yes] because
that was pretty rare. [BG yes]

- BG: Well, what about [DJ and funny, was it first?] [FS yes probably] what, what about this
problem of sentimentality in painting, I've heard often that, or, I think your, that you've been
quoted Frank as saying that you want to get the sentimentality out of painting, or at least this,
I seem to have read something like that [FS Sam Wagstaff] in Sam Wagstaff’s article in the
ARTnews [DF phew, hew] about the show in Hartford.

ES: Yes, I even said nineteenth century in that too. I mean, I don’t, [ hope I didn’t really say
that. But, it wasn’t meant. Well, what, I think what I said, is I didn’t, I didn’t think it was
necessary, and [, I, I didn’t then and I don’t now, think it’s necessary to make art objects or
make paintings that will interest people in a sense that they can keep going back to explore a
certain kinda painterly detail. [BG uhuh] Like, I hate to keep using Milton Resnick, but it’s such
a nice example, I mean one could be, if one wanted, to stand in front of Milton, any one of
Milton Resnick’s painting at the Wise now,? for a long time, and walk back and forth in front
of it and, and inspect the depths of the pigment and the sort of [BG yes] the inflections and [BG
yes, yes] all the painterly brush work [BG yes] actually for hours, but I mean, I wouldn’t
particularly wanna do that. And I also wouldn’t ask anyone to do that kinda thing in front of
my painting and, I guess, to go further, I would like to prohibit them from doing that in front
of my painting [BG uhuh], so that’s why I make the paintings the way they are, more or less.

- BG: Well, do you, maybe you can, maybe this is searching too much, but why, why would you
like to prohibit somebody from doing such a thing? Well, [ES well, I feel, I mean] such a, such a
prolonged...

ES: Basically, I guess it’s a criticism of other painters, they, I just used Resnick to make it, to
make it simple. In a sense, I feel that you shouldn’t, you know, after a while, you're just, sort of,
mutilating the paint, I mean, I don’t feel that the paint ever did anything to deserve that. I
mean, if you have some feeling about either, color, or maybe you have direction or line or
something like that, I think you can state it, you can either state it or exp, or, you know, make
it [BG uhuh], that’s more simply than that, I mean, I don’t think that you have to, kind of, I
don’t, I never go in, or 've never gone in for the kind of art which is, sort of, kneady?’ [BH
uhuh] of material [laughs] and sort of really grinding it up, I mean, I, its, kind of seems sort of
destructive to me, it makes me very nervous. [BG I wanted to] I find that attitude basically
destructive rather than constructive. [DJ for piecemeal contemplatives, sort of thing]

BG: In other words, it seems to me that you seem to suggest that what you’re after, most of you
are after economy of means rather than trying to avoid sentimentality, that would be perhaps a
more accurate way of phrasing it.

%6 The exhibition titled Recent Paintings by Milton Resnick was held at the Howard Wise Gallery in New York, NY
from 4 February until 29 February 1964.

27 ‘Kneady’ rather than ‘needy’ is assumed here, because of the context and Stella’s hurried additional remarks.
Meyer records this sentence as, ‘You don’t have to knead the material and grind it up’. Meyer (2000: 200-01).
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FS: But, but, there’s something awful about that economy of means [laughs], I don’t know why,
I get sort of, I really resent that, like almost instantly. [DJ you know] I don’t know. It’s, I mean,
I'd like, I don’t go out of my way to be economical in any way, sort of [DJ with all those lines,
wow, that’s not economical, that’s true] [laughs].

DF: Yeah, that’s what I, you have discussed before, reducibility [ES yeah, yeah] as far as I am
concerned, it’s a, irre, irre, you know, irre, irrele, irrelevant to me, it’s no concern, you know,
and I, I, I don’t want you pin my ears back on it either. You know, you know, ’cause I, I'm thirty
years old and I have a lot to do. [laughter] I hope.

ES: It seems to me that you are motivated by, it’s hard to explain by what exactly it is you're
motivated by, but I mean, it’s sort of, in, and I don’t think people are, are motivated by, by, by
reduction, it would be nice actually if we were, but actually you're motivated by, you wanna
make something, and then you go about it in the way that seems best.

DJ: You're reducing the things that people earlier thought were essential to art, [ES yeah] that’s
what you're getting rid of [ES yeah, yeah, you...] but, that’s only incidental.

FS: You wanna get rid of things also, that you think get you in trouble. I mean, it seems to me,
as you, or at least as I started, the more you paint, or as you keep painting, or as you keep doing
things, you find things are getting in your way a lot, and those are the things that you tend to,
to try to [DJ yeah] get out of the way. I mean, I, well I mean, can I just say, I mean, you might be
having, you might be spilling a lot of a particular blue paint all over something [laughs] and it’s
because there’s something wrong with that particular paint, and then, you don’t, you don’t you
don’t use that, or you find a better thinner, or you work in a those kinda ways. Or you get
better nails, or you know [BG yes] you just, well, there’s a lot of striving for better material, I'm
afraid. [laughs] I don’t know how good that is.

BG: Well, there’s just one more question that I, I, I'm bothered by, you've, several of you made
the point that you certainly want to create some effective enjoyment in your work, I think
Frank specifically made that comment, that you want people to come and look at your
paintings and, and enjoy them, and you don’t want to do, be bothered with a lot of complex
effects of color and depth and illusionism and what have you, but the fact is that right now the
majority of people that come before your works, that come before your canvasses, seem to have
some trouble in this regard, and they don’t get this enjoyment that you seem to be very simply
presenting to them. That is, they are still stunned and taken aback by the utter simplicity of it.
And, is, do you think that this is just because that they have not come up to the point where
they, they can comprehend these works, that is, they, they are just simply behind the artist
again, the way it is, you know, all through the history of art, or, [FS maybe that’s...] or what?

- ES: Maybe that’s the quality of simplicity, I mean, when somebody hits the ball out of the park,
say Mantle # or something like that, everybody is sort of stunned for a minute, [BG uhuh]
‘cause it’s very simple, he just knocks it right out of the park, and [BG yes] and that, that usually
does it.?

28 Mickey Mantle was a New York Yankees baseball player from 1951 to 1968. Major League Baseball (2013).

29 This is used as the basis for the final remark in the ARTnews article, ‘Maybe that’s the quality of simplicity.
When Mantle hits the ball out of the park, everybody is sort of stunned for a minute because it’s so simple. He
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DJ: Yeah well [ES yeah, but, but] a lot of things look alike, but they’re not necessarily [BG yes]
very much alike.

ES: Like the i..., the whole idea is so comp..., well not so complex, but the idea of a field, what
you mean by a field in painting is pretty, pretty difficult idea, I mean, sort of, because, I mean,
well, just say in terms of mosaic field can never have anything to do with, say, a field like you
would get it in a Morris Lewis or something like that. [DJ no] The whole idea of a saturated...

DJ: It don’t feel like that in a Newman like it would be in a plain gold field. Because Newman'’s
doing something with this field.

ES: Yeah, yeah, it’s in the canvas and all that [DJ yeah] it just wor..., really does work too.

DF: I didn’t answer, I didn’t answer Frank I think, [BG uhuh] and, [ES yeah] in fact I don’t think
I can right now, but one thing is, that I've tried, [ was writing, trying to write, a letter to Bob
Rosenblum about what I was thinking about, and I found out what I was saying, in fact, was I
was trying to drop composition, and [FS yeah, but that’s] I don’t see how I can do it right now...
[laughter]

ES: You know, but that’s, I mean, that’s the kinda thing you get in with so-called really advance
painting, for example, would drop composition, that would be terrifically avant-garde, that’s a
really good idea, but the question is how do you do that.

DF: That’s right. Yeah, yano, well.

BG: That goes even beyond eliminating nothing on the canvas, [ES actually] he’s eliminating the
canvas, isn’t...

ES: The best article [ ever read about, sort of, pure painting and all of that, was that thing that
Elaine de Kooning wrote, in ARTnews years ago, ‘Pure Paints a Picture’, I don’t know if any of
you saw it?

DJ: Yeah, I saw that.
DF: I'm too young to read that.

ES: The guy was really fantastic, well, the way it ended was that Pure was very, very pure and he
lived in a, you know, a stainless steel white loft, or something like that, but anyway, finally
what he did was, he was very meticulous, and he gave up painting, and brushes and all that, and
he had a syringe which he loaded with a colorless, odorless fluid which he injected into clear
odorless styrene, that was how he created his art object by injecting colorless fluid into a
colorless material.

DJ: Like Nick Klein, [DF he was kinda breathing] Yves Kline, he was kinda pretty radical artist.

FS: Well, Yves Klein was no doubt a radical artist, but a bad artis..., a bad artist, or he didn’t do
anything very interesting, but. But it wasn’t so much, [DJ groundbreaking] but why is Yves
Klein, sort of, not radical, it seems to me kinda interesting, I don’t know. Like,  mean, I don’t
think, I mean, I could, like I have one of his paintings, which I sort of like in a way, but there’s
something about him that’s not radical, I mean, what’s not [sic] radical about the idea of selling
air, it doesn’t seem very interesting. [BG uhuh]
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DJ: No, it’s not very interesting to me. One thing [ want to do with art is to be able to see it, as
you said, it looks really, some... it is something you look at.

BG: Well, it seems that you all end on a happy note. You ultimately affirm some kind of plastic
value. You must see the work of art.

ES: If my paintings work, or get going, or anyway, I don’t..., I do lose sight of the fact that it’s
canvas, even though I'm strip...,  know it’s paint on canvas, and I just do see it, in a way. I
mean, [ don’t, [ don’t get terribly hung up over the canv..., in other words, if the thing is going
on on the canvas strong enough, if the paint, actually, and the design, or whatever it is, the
visual action taking place there is strong enough, I don’t get the very strong sense of the
materiali..., material, the material quality of the canvas, so that, sort of, disappears. But I don’t
like things that, that stress the material quality, like a lot of times, I get, I don’t like, even
though I like the paintings a lot, say, Ken’s paintings, or something, I, sometimes those big
canvases, with all the bare canvas get me down, all that, sort of, [BG oh] because there’s so
much, there’s so much canvas, the physical quality of the, of the cotton duck [DJ uhuh] [BG
uhuh] it, sort of, just gets in the way.

57:42 in total
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GLASER: Then it’s almost an abdication of logical thinking.

JUDD: I don’t have anything against using some sort of logic. That’s simple. But when you start
relating parts, in the first place, you're assuming you have a vague whole—the rectangle of the
canvas—and definite parts, which is all screwed up, because you should have a definite whole
and maybe no parts, or very few. The parts are always more important than the whole.
GLASER: And you want the whole to be more important than the parts?

JUDD: Yes. The whole’s it. The big problem is to maintain the sense of the whole thing.
GLASER: Isn’t it that there’s no gestation, that there’s just an idea?

JUDD: I do think about it, I'll change it if I can. I just want it to exist as a whole thing. And
that’s not especially unusual. Painting’s been going toward that for a long time. A lot of people,
like Oldenburg for instance, have a “whole” effect to their work.

[Group 2]

GLASER: You obviously have an awareness of Constructivist work, like Gabo and Pevsner.
What about the Bauhaus? You keep talking about spareness and austerity. Is that only in
relation to the idea that you want your work “whole,” or do you think there was something in
Mies’s Bauhaus dictum that “less is more™?

JUDD: Not necessarily. In the first place, I'm more interested in Neo-Plasticism and
Constructivism than I was before, perhaps, but [ was never influenced by it, and I'm certainly
influenced by what happens in the United States rather than by anything like that. So my
admiration for someone like Pevsner or Gabo is in retrospect. I consider the Bauhaus too long
ago to think about, and I never thought about it much.

GLASER: What makes the space you use different from Neo-Plastic sculpture? What are you
after in the way of a new space?

JUDD: In the first place, I don’t know a heck of a lot about Neo-Plastic sculpture, outside of
vaguely liking it. I'm using actual space because when I was doing paintings I couldn’t see any
way out of having a certain amount of illusionism in the paintings. I thought that also was a
quality of the Western tradition and I didn’t want it.

GLASER: When you did the horizontal with the five verticals coming down from it, you said
you thought of it as a whole; you weren’t being compositional in any way or opposing the
elements. But, after all, you are opposing them because vertical and horizontal are opposed by
nature; and the perpendicular is an opposition. And if you have space in between each one,
then it makes them parts.

JUDD: Yes, it does, somewhat. You see, the big problem is that anything that is not absolutely
plain begins to have parts in some way. The thing is to be able to work and do different things
and yet not break up the wholeness that a piece has. To me the piece with the brass and the five
verticals is above all that shape. I don’t think of the brass being opposed to the five things, as
Gabo or Pevsner might have an angle and then another one supporting it or relating on a
diagonal. Also the verticals below the brass both support the brass and pend from it, and the
length is just enough so it seems that they hang, as well as support it, so they're caught there. I
didn’t think they came loose as independent parts. If they were longer and the brass obviously
sat on them, then I wouldn’t like it.

GLASER: You've written about the predominance of chance in Robert Morris’s work. Is this
element in your pieces too?

JUDD: Yes. Pollock and those people represent actual chance; by now it’s better to make that a
foregone conclusion—you don’t have to mimic chance. You use a simple form that doesn’t look
like either order or disorder. We recognize that the world is ninety percent chance and
accident. Earlier painting was saying that there’s more order in the scheme of things than we
admit now, like Poussin saying order underlies nature. Poussin’s order is anthropomorphic.
Now there are no preconceived notions. Take a simple form—say a box—and it does have an
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order, but it’s not so ordered that that’s the dominant quality. The more parts a thing has, the
more important order becomes, and finally order becomes more important than anything else.

Page 59 contains no ‘Judd additions’

[Group 3]
JUDD: [...]. I object to the whole reduction idea, because it’s only reduction of those things
someone doesn’t want. If my work is reductionist it’s because it doesn’t have the elements that
people thought should be there. But it has other elements that I like. Take Noland again. You
can think of the things he doesn’t have in his paintings, but there’s a whole list of things that
he does have that painting didn’t have before. Why is it necessarily a reduction?

[Group 4]
JUDD: There’s nothing sacrosanct about materials.

[Group 5]

GLASER: Don, would it be fair to say that your approach is a nihilistic one, in view of your wish
to get rid of various elements?

JUDD: No, I don’t consider it nihilistic or negative or cool or anything else. Also I don’t think
my objection to the Western tradition is a positive quality of my work. It’s just something I
don’t want to do, that’s all. I want to do something else.

GLASER: Some years ago we talked about what art will be, an art of the future. Do you have a
vision of that?

JUDD: No, I was just talking about what my art will be and what I imagine a few other people’s
art that I like might be.

GLASER: Don’t you see art as kind of evolutionary? You talk about what art was and then you
say it’s old hat, it’s all over now.

JUDD: It’s old hat because it involves all those beliefs you really can’t accept in life. You don’t
want to work with it any more. It’s not that any of that work has suddenly become mad in
itself. If I get hold of a Piero della Francesca, that’s fine.

Page 61 contains no ‘Judd additions’

Continues as: Track 3

5:52
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Detailed conclusions from my analysis

There are a number of things to note:

Jones conflates two Judd insertions into one ([my ref] ‘ARTnews 48b’ and [my ref] ‘ARTnews 50’). But
these have the comment [my ref] ‘ARTnews 49’ ([Jones’s ref] ‘more of G’) between them. Therefore, I
conclude that Jones effectively omits the second of these Judd insertions here.

It could be argued that Jones’s allocation of [my ref] ‘TRANS 69" and [my ref] ‘TRANS 70’ to the
group ‘E’ is correct. However, TRANS 69’ and ‘TRANS 70’ are so far removed from the earlier group ‘E’
and the discussions are not related, that the labelling of the interview and the subsequent resulting
attribution of these groupings to the ARTnews published interview should be amended.

The ‘incorrect’ ‘E’ cannot be attributed to the group ‘F’ either (although comments in group ‘F’
are adjacent to the comments in the ‘incorrect’ group ‘E’, the ordering of Jones’s results precludes this
from being an option.

Also, Jones omits the additional Glaser question that begins the ARTnews piece ([my ref]
‘ARTnews 1a’).

Therefore, [ propose that the interview should be labelled A to L and the ARTnews ordering
would then be reported as being, [Additional Glaser question], A, [Judd insert], J, [Judd insert], B, H,

[Judd insert], more of H, [Judd insert], L, C, [Judd insert], D, G, E, E, K, L.
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2004 to 2006 Light and Colour in the Russian Avant-garde 1910-1930
Berlin (3 November 2004 to 10 January 2005) Martin-Gropius-Bau
Vienna (18 February to 17 June 2005) Museum Moderner Kunst
Thessaloniki (8 September 2005 to 5 February 2006, extended to 5 March 2006) SMCA

2007 Journeys of the Russian Avant Garde: works of art from the Costakis collection of the State Museum of
Contemporary Art
Kavala (10 February to 11 March 2007) Kavala Archaeological Museum

2007 Costakis Collection — Russian Avant-garde: Objective — Non-Objective
Thessaloniki (24 October to 30 November 2007) SMCA

2008 Five seasons of the Russian Avant-garde
Athens (30 April to 20 October 2008) Museum of Cycladic Art

2008 Lost Vanguard Found, Art and Architecture in Russia (1915-1935) 8
Thessaloniki (9 May to 28 September 2008, extended to 11 October 2008) SMCA

2008 to 2009 Vers de Nouveaux Rivages
Paris (13 November 2008 to 2 March 2009) Musée Maillol

2009 to 2010 Rodchenko and Popova: Defining Constructivism
London (12 February to 17 May 2009) Tate Modern
Thessaloniki (18 June to 20 September 2009) SMCA
Madrid (20 October 2009 to 31 January 2010) Museo Nacional Centro de Arte Reina Sofia

2010 to 2011 Cosmos of the Russian Avant-garde. Art and Space Exploration in Russia 1900-1930
Santander (24 June to 19 September 2010) Fundacién Botin
Thessaloniki (11 December 2010 to 27 March 2011) SMCA

2011 Selections from the Costakis Collection of SMCA. The movements of the Russian Avant-garde (1900-1930)
Thessaloniki (14 June to 28 August 2011) SMCA
Thessaloniki (18 September to 18 December 2011) SMCA

2011 to 2012 Building the Revolution: Soviet Art and Architecture 1915-1935
Barcelona (4 February to 17 April 2011) CaixaForum
Madrid (24 May to 18 September 2011) CaixaForum
London (29 October 2011 to 22 January 2012) Royal Academy of Arts
Berlin (5 April to 9 July 2012) Martin-Gropius-Bau

2012 Composition-Construction-Production: The Russian Avant-garde and Contemporary Art
Thessaloniki (20 January to 24 March 2012, extended to 14 April 2012) SMCA

2012 The Movements of the Russian Avant-garde (1900-1930)
Thessaloniki (25 April to 2 September 2012) SMCA

2013 to 2014 The Costakis Collection and the Russian Avant-garde: 100 Years after Collector’s Birth
Thessaloniki (5 April 2013 to 31 January 2014) SMCA

2013 to 2014 Malevich
Amsterdam (18 October 2013 to 2 February 2014) Stedelijk Museum
Bonn (8 March to 22 June 2014) Bundeskunsthalle
London (16 July to 26 October 2014) Tate Modern

2013 to 2015 Russian Avant-garde from the Costakis collection
Thessaloniki (9 February to 24 March 2013) SMCA
Turin (3 October 2014 to 15 February 2015) Palazzo Chiablese
Thessaloniki (28 January to 5 May 2015) SMCA

2016 Beyond the common sense. Works of Russian Avant-garde from the Costakis Collection of the State Museum of
Contemporary Art
Thessaloniki (23 January to 8 May 2016) MMCA

3 This show had eighty-one images by Richard Pare on display.
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In the interests of completeness, the following important exhibitions did not include any
works from the Costakis collection.

1995 to 1996 Berlin-Moskau/Moskau-Berlin 1900-1950 4
Berlin (3 September 1995 to 7 January 1996) Martin-Gropius-Bau
Moscow (1 March to 1 July 1996) Pushkin-Museum

2006 The Lost Vanguard®
Moscow (15 April to July 2006) Ruina annexe of The Shchusev Architectural Museum

2005 to 2006 RUSSIA! The Majesty of the Tsars: Treasures from the Kremlin Museum
Las Vegas, NV (1 September 2005 to 15 January 2006) Guggenheim Hermitage Museum

2005 to 2006 RUSSIA!
New York, NY (16 September 2005 to 11 January 2006) Solomon R. Guggenheim Museum

2007, 2009 and 2012 to 2013 Lost Vanguard: Soviet Modernist Architecture, 1922-1932 6
New York, NY (18 July to 29 October 2007) MoMA
Atlanta, GA (17 April to 23 May 2009) Lumiére Gallery
Chicago, IL (11 October 2012 to 16 February 2013) The Graham Foundation

4937 works on display.
> Twenty-one images by Richard Pare on display.

6 Although Pare’s book was titled The Lost Vanguard: Russian Modernist Architecture 1922-1932. Pare (2007). This
show had eighty images by Richard Pare on display.
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AAH Association of Art Historians
ANSI American National Standards Institute
BG Bruce Glaser
CAA College Art Association, New York, NY
CD Compact Disc
CIA Central Intelligence Agency
DF Dan Flavin
DJ Donald Judd
EAT Experiments in Art and Technology
ES Frank Stella
Guggenheim The Solomon R. Guggenheim Museum, New York, NY [unless otherwise
qualified]
HfG Hochschule fir Gestaltung Ulm [School of Design Ulm)]
ICA Institute of Contemporary Art, London [unless otherwise qualified]
ICA University of Institute of Contemporary Art, University of Pennsylvania, Philadelphia, PA
Pennsylvania
[FdK The International Faction of Constructivists
INCITS International Committee for Information Technology Standards
INKhUK Institut khudozhestvennoi kultury [Institute of Artistic Culture]
KGB Komitet Gosudarstvennoy Bezopasnosti [Committee for State Security]
LACMA Los Angeles Museum of Contemporary Art
m Metre(s)
MHRA Modern Humanities Research Association
MIT Massachusetts Institute of Technology, Cambridge, MA
mm Millimetre(s)
MMCA Macedonian Museum of Contemporary Art, Thessaloniki
MoCA Museum of Contemporary Art, Los Angeles, CA
MoMA The Museum of Modern Art, New York, NY

NEA National Endowment for the Arts, Washington, DC
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