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_ . lir. Thomas Me GREEVY, pres‘-ident of the Irish. spcticm-_. greeted Congress
members and introduced Wr, P.J, LITTIE president of the Irish Arts Council who, in the

“name of the Goverrment of the Republic, welﬂnme-" to Ireland the f!.r-r; Erltics on -the
oecasion of the i‘o‘ur‘th Em:h.grass.

oo M, Paul FIERENS, pr251dent of the International Associati¢n of ﬂrt Critics,
. ex{:-ressed the critics gratitude o the Irish Governement representative for the encoura-

. gement glven in the organization of the Dublin Congress. ilost of the members of the

congress were only imperfectly acquainted with the riches Ireland has to offer them in
their own demain. He thanked the Congress organizers, Mme GILIE-DELAFON and lr. James -
WHITE, and all the speskers who had prepared reports om the agends. He aldo referred to
fhe frultful oontacts established between UNESCO and the Associatiom, and his satisfaec-
.tion that the TAAC now belonged to the nor—frmrarnmntel organizations admi tted to UIIESGG
under its consultative statutes. He was l::D‘Jl‘i"l!l.cEd that the TAAC could render zreat
-service to UNESCO in the domain of Art, and concluded by saying that the Irish have an
ideal of independence which Art critics are proud to emulate,
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The PRESIBENT then announced that the sesslon wowld Te devobed to the
study of theme I : The relations of a work of ert to the artistis culture of the time.
Those dealing with this ‘theme were Msssra. VENTURL. FRANCASTEL, EEAD end ROH. If, VENTURI,
head of the Italiam group, was ralled on to speak.

e Lionello VENTURI (I*aly! sought to establish a distinction between the
oreative imaginstion of the great artists, the relations betwaen great minds of different
epochs, Phidias, Rephaél; and that which, in their work, is the result of the political,
morel, literary end musicel climate of the epoeh at which each one lived, The problem to
be solved is the relatiom between the form and the backpround  of works which are consi-
dered eternal. On the other hand it is well kno'm that there are warks vwhich contenpo-
raries considered masterpleces but which posterity has rejected. Tt must be realised
that there are relations Letween a work of art and a ¢ivilization which might be the
rery reason for the eternal value of that work of art. Is not the ‘eternal work of apt
that which, more than all others, represents a civiliration, or erestes 2 civilization 7

In his report, 3. Plerre TRANCASTEL, (France} wondered if it was trus +hat
the artist really does create his civilizatiom ? Art iz a fundamental function in society.
There is no cempletely isclated art. The relations between Form and Baclcground car. there-
feore be restated within the framewecrk of a studr on the geveral function of the sien in
secleties. If ert he placed in +the same category as other human lanpuages, wc are led to
conceive of a second problem dlstinet from relations between art and other modes of
expression ¢ - the universe ereated by the artist is always both an expreszion of his
epoch and of so-ealled etermal valuss, which may be defined sometimes by their relstion
with the past, sometimes with the future. fn entirely new plagtic language without emy
associations with forms of the past would be unintelligitle to contemporaries and so
inefficacions, Besides, the value of & work of art iz only shown by the effect it has,
A work of art has its place both in the hiztory of a technigue snd in the general history
of humen soeieties. The basic point is to know whethor man, in history, only approaches
in varying degrecs certaln ideal vrotofypes, or whether, on the contrary he is not rather
the ecreator of his universe. Ve understand Phidias and Raphatl today becauss they trans-
formed into aection a potentizl ordering of senantions ecorresponding to the technieal
knewledge and theoretical apeculaticns of their tinme. Tihat the artist creates is the
mode of expresslom of a lasting and ineradicable form of his experience,

Sir Herbert READ (Great Britain) thoughi that the study of this theme must
lead one %o comsider one of the most misunderstnod problems in the history of art : the
problem of the Eeitgeist, It was the Germans who, more awore than anyons of the importance
of this problem, coined the word to describe it “tequately. The Zeitgelst is obwiously
the essential point of the discussion. Each age nas 143 own definition of what is bean-
tiful, and if the aesthetic value of "boauty" is denied then we are ready with a sobsti-
tute value which we may oall "vitality" or "realZsm”, The values of ‘art are subject to
variations, There are no values in art whirh have rot been challengad, btut this conditien
of relativity should not blind us fo the fact that thers are certain valuas to vhich the
world kesps’ returning. These wvalues may be few but are fundamental = for example the
geametrical proportions and those gualities of harmony and serenity to which man returns
after every period of storm. The variationa of thesc values may be aseribad to distor-
tions of a temporary nature whose origin may be =ought inm the economie sphera. In times
¢f soeiaml change the cultural values of a dominant class do net always eorrespond to
their seeial status. Lt that moment the Zeitgeist 15 born ana Tinds expression in eertain
works of art which suddenly come into fashion and which no power of redson or good taste
can remedy.
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The speaker drsws the following moral from all this; that fashions in art
are always to be mistrusted :- the fame of the most fasionable artists of any period does
not survive that peried, and the best artists of any period have a posthumous fame out
of all proportion to their comtemporary fame.

: The Zeitzeist of our own time can be summed up under four headings. EGOISH
the prevailing subjectivism of all forms of art; EFETHISH, excessive excitation of
sensibility; ECIECTICISM, tendency to make, both of postry znd of painting, a mythologl-
ecal selad (e.q. the "Waste Land", "Guernica", the theatre of Giraudoux and Cocteau);
ESCAPISH, tendeney to evade the human dilemma, the tragic sense of life.

 lir. Franz ROH (Germany) explained how, after much research, he came to
publish his book om "ihe history of Misunderstanding in Art" (Munich, 1948). There are
2 Jifferent kinds of artist present in almost all periods; the definitely conservative,
the definitely avant-gerde, and those on a middle lins, Similarly there ere 3 kinds of
public and 3 kinds of erdties to correspomd. The works most easily understood are those
which are oconservative within their time. Every new type of art produces e negative
reaction in the publlc. This is inevitable because the best artiasts are always in advance
of their time. : : ;

The ocritics' job is o make the public understand that art is in a perpe-
tual state of evolutieon, Thers is &n inertia in the public's reaction which kebps it
‘behind the times. The conservative spirit is more dangerous than the desiré for novelty.
The public must learn to consider each new mode of form, at each period; as a new languags.,

A theory of Relativity is necessary which leaves "etermal valuea" out of

ascount, sinee eternity camnnot be evaluated, What really exist are fonctional values for
certain perleds, - : : '

- M« Baymond COGNIAT {France) wondered if there really was such a thing as
an "sternal" work of art, Hapha#l was not always admired. The Greek art prefered today
i3 different freom that which was appreciated in the elghteenth century. Are there not
periods when the artist ersates in hardony with his time 7 In classical periods the artist
iz in harmony wlth his time, whereas in & romantic individualistic pericd the artist's
wission 1s 0 seek new and persomal forms even at the risk of provoking a scandal. In so
doing he inveluntarily expresses the spirit of his time and its collective aspirations.
S0 it seems difficult to find a "definitive" definition.

The further developement of thems I was carried over to the following day.

o ————

Second plemary session

Tuesday 2lst of July

i, Iienells VENTURI continued the study of theme I. He thought that if art
iz to embody sternal forms it must be in contact wlth obscure foregs and not just be
satiaficd with communieations from Mature, He thought, too, that it was an error to hold,
a3 i, FRANCASTEL did, that a unlversal langunage would be inefficaclions. An art which
remalne wnintellipitle comes perhaps nearest to eternal truths.
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; : Mme Iydie KRESTOVSKI was of the opinion that though it is debatable,
 Whether works ofart cease to be etermal, it is true to say that certain ideas, certaln
values, subsisty @- 5 . :

Ume Giusta NICCO-FASCLA (Italy) was astonished that art crities who devote
the best part of their time to contemporary art continue to aiiach so much importance
to certaln outdated axioms Gocording to which, for instance, the same circumstances
always have the same effects, and that forms of art are used again and agaln by one and
another artist, In this cose how is 1% that +he Renaissance, which iz considered &s one
great entity, is not the same in the Low Countries as in Italy ? The old philological
system 1z too easily inelined to look for certain forms which ressembls ome snother and
which might well be the cause of one another. We ought o be on  our gucrd against the
inventors of influences. :

S Ur. 5, KEMAL-YETKIN (Turkey) proposed substituting the word "lasting" for
~«"eternal”. The value of works -of art is continually changing., This is confirmed by the
. example of great critics who were mistaken about the works of art of their times which

are now considered masterpicecs. The background is considered separately from the form,
hence the relativity.

The PRESIDENT then announced that the meeting would rass on Lo thene 3 3
"The relations between Sclence and Art"., In the absence of i, FRANCASTEL, M. IEYMARIE
was called on to speak. ; ;

1L, Jean IEVMARTE (France] explained that as he had prepared mo report on
this thems, he would discuss H. FRAWNCASTEL's text.

s IEYMARIE sterted by explaining the polnt of view of the rapportours,

in partieulsar that of Mr. FRANCASTEL whose research had led him towards the sociclogy
of art and its eonnection with the cultural anthropolegy of the time., In the speakor's
owry opinion the theme of the relations between art and seience wes a philosophiecal
problem; perhaps even the major philosephical problem, in so far as rhilosophy is the
search, at every epoeh, for a possible harmony between the two primordial funetioms of

. humanity : art and seience; that is to say the function of knowledge and the function
of ereation, In a digression on the subjeet of Seurat, he pointed out that in his epinion
the eritical appreciation of this painter was still an open problem, M. Venturi had
recently shown how Seurat's work exemplified the architectursl nostalgia and geometrieal
obsession of his time, With regard to the habitual debatos hetweoen art oritics, M,
IEYHARTE reminded his sudience that Braque said that the nature of Seience was to ree
agsure, and that of Art, to disconcort. Oritics were trying to express themselves by
means of & vocabulary which bore the weight of an outworn retionalistio heritage, they
were st1l1 only philologists and not yet linguists, Linguistics should be considercd
one of the determining sciences of the period, whereas many peaple continued to believe
in the virtues of dialectics. At the present time we are in a period of chaos, as often
happens periodieally at ecruecial moments of human history, and which give rise to the
greatest flovering of art,
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[continued)

Wednesday, 22nd of July
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M, Jean IEYMARIE continued the study of theme 3. He took up ons of Sir
Herbert FEAD's questions :- "Whether or not the sythetizing activity of the present
time om the part of most intellectual diseciplines correspomds to a profound need of the
time, or whether it iz just.a passing fashion". In the Epnaker s own opinion it cor-
responde to a profound need of the +time, ecach one trying in this peried of chaos, to
redigscover the lost unity of the world; and first and foremost, the artlsts themselves.

The names of FPhidias and Raphadl have been classed among the eternal
values which this Comgress has been discussing. For the contemporary period we can add
Cézenne, The nane of Cézamme cannot be excluded from the imaginary museum which so
many people are talking about nowadays. The historical importance of Seurat is greater
than - his aesthetic value, while Gézann213 aesthetic value is ahead of his historical
importance. The peamstry of Cézamne's work has been greatly stressed, though the artist
denied it all his life and strove to follow Hﬂtlﬂ'ﬁ. A new E.pprﬂciatiﬂn of Cézanne is
ﬂSSﬂntial. :

If art and science are complementary, it is certain that analogies exist
as much in a certain general orilentation of the mind for a given period of histoery as
in the form of human knowlegde and beliefs. Research in this direction might lead to
the study of concrete cases particularly in the field of contemporary art, for instence
the .case of abstract art, in which there are certain aspects, ‘like perspective during
the Renaissance, tied up with the development of the new science, the new geometry. The
spoaker refused to commit himeelf on the subject of abstract art'befoére the completion
of the archives of contemporary art. It would then be possible to judge whether abstract
art belonged to a passing fashion, or whether it was uniguely part of the sensibility
of the time. The question was still an open one. The importany thing eecmed to be to
substitute for literary deoetrine an analytiecal, psychological and sociclogical doctrine
which does not show simply superficial and passing analogles, but reveals thﬂ deeper
significance of human endeavour. The speaker thought, however, that 1t wme 1mpnssible
to get to the bottom of raﬂllty and of the meaning of human endeavour by mneans of an
analytical coneeption, and in this he difi‘ered from M. FRAWCASTRE L. It scemed to him that
there was a contradiction betwesen the latter's research and the object of that research.
Whilst there 13 no separation between the sclentific attitude and the philosophical
atitude, A work of art scems to be placed at the meeting point between different planes,
aome of whilch are historical, some techndeal: some in the present, others in the past
or even the fubture. The privilege of the artist gnd the seientist iz to apeak %o groups
of people who do not necessarily coinclde with groups of people in contemporary soclety.
The eritic is faced wlth the dilesma put forward by UMESCO; to know whether he iz a
passive witmess, or whether he can particlpate in the creative activity of his epoch.

The PEESIDENT thanked I, IEYMARIE for having glven both a commentary and
a critical repert, snd announced that M. FELROSA would continue the study of theme 3.
When he presented his report at the next session.




Third Session

Friday 24th of July

The PRESIDENT dsclared the session open and called om M. FEDROSA.

M. Marjo PEDROSA (Brazil) first of all observed that'in tackling the
problem of the relations between art and sclence, the degree of autonomy already at-
tained, within the limits of sooial, politicel and economic conditioning, must first
be established. In Arf, this autonogy is.a recont comguest which dates from the 'impres-
sionist revolution. The artistic phenomenon has only been isolated, &nd analysed as
such, in recent history. Cézanne foresaw the =nature of artistic reality when he
claimed, for the artist, the right to find in things his "little sensation". M. Venturi
pointed out the specific artistic qualities of the idpressionist masters; Cubism gawve
a new dignity to the work achieved,.and. the cubist canvas is & world in itself, with
its laws and its events. Abstract art is the culmination of this long journey of the
artistic phenomenrm towards. autonowyy, oy doing without the objeet, or in only retaining
its imprinis in space, Thus Art has goft free of its secular servitude and stands befors
us for the first time as an end in itself. It is no longer confused with mapie, reli-
glon, politics or fashion, and it is judped according to its own laws and neegds,. In
this evolution we can trace a parallel between the overthrow of the most solidly esta-
hlished notions of the physical wrrld, epace time and matter, sccomplished by modern

mathematics and physies, and the triumph of so-called abstraet art in its independance
of surrounding nature, Modern art. tends, like. aclence, te free itsell from the donina-
tion of percepticn and ewen the experience of the senses. The artlst tends, like o,
goometrician working in space, to create veritable mathematical beings. Art has turned
its back on Nature and rejected Renalssance canons,. and by refusing to continue exte-
rlor representation it  turns its back also on anclent science, on the old Euclidian

. conceptions of space.

- The first phase in the.modern moyément of art was the systematic freeing
of ert from the old conceptual impression and the:bringing together of the artist and
.. the sensation. In the lsat phase art comes nearsy to Science and elaims for ifself also
. the right to be a wvehicle of kmcwledge. It ocan o longer be limited to expressive fune-

i tione, 1t suppresses the object and thereby goes beyond the point of doparture. of.
direct immediate perceptiem : art thus tends to bring us new conceptions of ideal
objects which may bs compared to the formal unifs of precise slgnification suech as the
gestalts in the chemico-physieal world and physico-mathematical structures, and the
intultive essences in the medern termineclogleal sense. o

s The new art is nowadsys almost a sort of rival of seience, This rivalry
was expreszed at the Cublst period, by the desire to figure as a world anﬁutcnﬂmuus-
knowledge, Within the precise limits which define several branches of medern science,
such as mathematics, semantics and psychology, modern art can establish very fruitful
relations with spience, But soience, and the advent of modern art show above all that
the era of systematic exclusivist rstiopalism is past. Modern ‘sclence, in spite of its
audacity, is incapable of giving a synthesis to its own views, Art should reject the
methods of science and 'try to win over the mind to a new sywbolical mode of thought.

The PRESIIENT thanked the speaker for having situated modern art in rela-
+tion to sclence and contemporary thought, and informed the meeting that the study of
thig theme would be taken up again &t ths next congress.
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The President amnnounced that a report on theme 4 "Art Criticism through
the Film Mediuwn" would be glven by lir. SWEENEY at the session devoted to art films.

" Third Session
[comtinued)

Fridey 24th of July

. ¥r. James=-Johnson SWEENEY (United States) supFasad that the thems "ﬁrt
Criticlsm through the Film Mediwa® was introduced into the Congress program less =s a
topic for debate than as an encouragement of the aims envisaged in thiz field. If we
accept a8 basic objectives of art criticism the stimulation of wider and deeper appre=
ciation of works of art, the film medium is &n obvious channel for this, Its growing
alliance to television promises in the very near future to become the breadest power
of popular eduratien.

These were the reasons which led lir., SAWDEERG of Jmsterdam to aesociate
the Intermatiomsl Acvt Film Centre with the Amsterdam Mynieipal museum which he directs.
The eame reasons led the Selomon Guggenhelm Museun in New-York to approve inm prineiple
the project of an Art film laboratory proposed by the speaker. The New-York museum of
modern Art has a long established depesitory of films snd & service for putting them
‘st the disposal of nuseums and schools throwghout the United States. Howewer no- wurk
has been done by that instliutlon in the production of films on art. The Guggenheim
Museum Trustees agreed that wvaluable critical and teaching service could be perfirmed
through a research laborstory in art film techniques and a programmatic production of
films in commectlon with dontemporary painting and sculpture.

. The speaker believed that filn makers as techniecians would best lmow how
to rsnﬁer erltical and analytiral ideaz in their own visual mediun of the film, For
thiz resson we urged them to make proposals with entire fresdom. Art-historieal or art-
oritlcal contrel eculd come later, The key question in the matter of art films and art
eriticlsm through the film mediuvm seems to be this : is the film which is dominated by
“a literary approach, and which tries %o explain a work of art in its terms, not an added
means to the confusion of the layman ? The tendenéy in art films since the war 18 to-
warda an overloading of explanations or else a fantastic composition of the elements
of o painting ~ in the manner initlated by Exmer ~ which loses sight of the total work
of art, Such EL documentation and such & fantastie development Ao not add any true depth
to the 1ayman g appreciation and rather create Just another barrier btetwsen the Shéerver
and the actual work of art,

The art film is & fertile stimulant Eo the appreciation of painting,
ﬂulpture and other art expressioms, but wnot in the li“arﬂry character it has tdiken up
to mow, which iz only a subordinate element of film expression muel as conventional
- naturalistic repres&ntatinn was in painting and sculpture. Whéen 2 purification is achie-
ved then we ‘envisapge ‘a true critical eomtribution in the film mediwm; +ill then films
of art will remain-in the sategory of Jnurnﬂllam or dacumantation. i



Fourth Sessiom
Saturday 25th of July

The PRESIDENT smnounced that the sesalon would ke devolted to the study
of theme 2 : "Theme and subject matter in the Plastic art of our time".

The epeakers present were Messrs. COURTHION, Iic.GREEVY and SWEENEY, and
it was snmounced that there would alse be a short address by M, KEIMAL YETEIN.

M. Pierre COURTHION (Switzerland) first defined the exect mesning today
of subjeet and theme, The subject is a representational motif which can have varying
importancs. The theme is & proposition which the artist undertakes to discuss, It is
the catalyst of pure artistic expressicn. These fwo means of exteriorizing artistie
creation have exlsted in the past either in parallel form or together. The "Rape-of
the Sabine women" by Wlcolas Poussin is both a hlstorical representatlon of the sub-
ject of the Rape, and a counterpoint of rhythms on the theme of pursuit. The artist
nowadaya rejects subject and concentrates on theme. (Example of theme-picture. s
composition by Paul Klee called, "left-right"). In the two approaches the same cre-
ative proeess is at work, Pﬂuﬂﬂin and Klee both draw from intuition. This intwition
is abowve all a-transnending of deductive knowledss.

Thoge who substitute for fhe free play of talent a puritanical method
with roles and recipes, must be cnn51dered as denying to Art its essential and specl-
fiz power and sreating a pseudo-mathematical demonstration. Thus in the works of the
dis-hard abstracts the erpanization of the pieture is carried to the point of exelu=
ding the theme : 1t exists for itself and becomes sterdle throush its depersonaliza-
tion. There is an academic abstraction parallel %o the academls abuse of subjech-
matter. In whet woy is the theme necessary to the plastic arts 7 The thems would . seem
+to be that which leads and controls the artist's effusion. It is the thems which pives
particular form to a composition. We can therefore draw the conclusion that the ab-
senee of subject-matier from almost all the hest prcductiﬁna of the plastic arts in
aur timﬂ'grnves-that it iz possible to do withoat it. As for the thems, 1t is inherent
in the ereation of & work of art, and cannot disappesr without str1k1n£ at the very
coheslon of arulstlo ﬂxpresalon.

lr. Thomss lie GEEEVY [Ireland), expressed partisl agreenent on the pro-
possd distinctlon between subject-matter snd theme, However the spealer envizaged a
philosophleal approseh to all imsginative works of art. ;

Ireland conld hoast of a great painter, Jack B, YEATE, who has been des-
pribed as o "romantiec impressionist”, This wvalid description nevertheless fails to
explain why Yeats is mme of The greatest colourists in the history of painting. When
the artist rejects flgurative representation the ecritic is placed before o dilewmma,
Unless nio key 1s available To The themes of an abstract artist, his compositions and
colours can ‘only be judged a8 technival exerclses. ChOPiHHB preludes and etudes tere
composed as finger-exercises tut Alfred Cortot goes as far as to glve muszical and even
literary interpretations of them. He gives them & homan as well asz. a technical - sense,
Who would dsre to do the same thing with Brague, Picaszso, Gris, Gleiges, ete... 7 4d-
mittedly or not, this is what in fact the majority of criticse do. The natural gifts of
a great artist are a mystery, and it is not irratiomal to atiribute the themes he ex-
rloits, to his milieu. Thus Matisse remains in the mozt lasting traditions of French

i
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painting. In the same way, Yeats used his gifts to besutify and emmoble through his
painting & world which he kwnew, at a tims when that world was little lmown. But 1s 1t
possible to find & link between the thoughtful art of Eraque and the passion for ana-
lygis which has always been & charactar15t1¢ of Paris, and paticularly the Paris of the
Bergson period. Can‘'the explosive art of Picasso be linked up with Brague's Paris, and
with the Spain in ferment in which Ficasso grew up, and even perhaps with the fact that
translations of Nietzche appearsd in Catalonis during his years of’ furmatlan 7 It can
te done. :

In abstract art, as in figurativa art there is an elemsnt nf theme or
suhjact - matter closely related to a given artist's milieu or background, Pessimists
complain that God, Nature, and man himself have nowadays disappeared from art. But to-
day Rouault remains, and 1t is possible that Vulllard and Bommard, who coptinued to
inyvest simple everyday scenes with the dignlty of great painting, will come to be
ccnsidered as the heroic fipgures of French art in the first half of the twentieth cen-
tury. How many elghteenth century Parisians could have believed that two hundred years
later Chardin would be considered the greatest painter of his time ? It remains to be
sgen whether the abstract subject has inspired those who have practised it with as
many masterpieces 88 the subjects susceptible of figurative representation. We can only
regrat that the initiators of abstract art in Ireland, Miss Evie Home and the late
Mainie Jellett, after passing years of austere discipline in the service of abstrack
art, shonld both have broken away from the Iimitations imposed by that art.

Ur. James Johnson SWEENEY (United States) was not guite in apreement with
M. COODRTHICH. He thought there was a dangar in cansidering that the painting of today
leads to an academic manner as bad as the "pompier" tyramnies, of the past. This might
lead to & misunderstanding and be interpretated as an attack on the abstract art that
Mr, SWEENEY admired, and & concession to those who condemn all abstract art because it
does not assert the comventiomal mode of representation which has been current for the
past six hundred years. To aveoid misunderstanding the speaker said he believed that no
style - be 1t naturalist, expressionist, or abstract - in itself justified a work of
art. For the aspesker, the work of art osmnot exist without a subject. The degree of
legibility of a subject can very greatly. It is certain that sven Mondrian and Kendin-
sky never d4id without a subject, Painting and seulpture have at all times had two
messages Lo convey : the subject-matter and The thema, One was the pross of its expres-
glen, the other its lyricism., But it is never the subject-matter that makes the quality
off & poem or a palnting.

With the multiplication of means of reproducticn, cheap printing and
photography which handled the prose elemsnt more sconemlcally the artist saw his oppor-
tunlty teo stress the intensifying element of his expression - the thems. Subject-matter
was not, and could not be, eliminated, tut it was subordinated to the other element. It
wes as if the artists had followed the poets in turning from the rarrative lyricism of
a Werdsworth to the condensed expression of a Mallarmé,

M. 5, FEMAT-YRETKIN (Turlkey) observed that the artistic atmosphere has now,
after lively discusssions, calmed down, and the representatives of the two dlvﬁrganﬁ
pointe of view - art in the service of soclety, and art for art's sake, or "enpaped”
art and abstract art - ssem to be following their separate temperaments. Henceforth we
are in agreement that what the artist needs %o translate through plastic forms is not
an objective theme, tut the subjective reality of his own vision. A work of art iz the
mere valid in proportion as it intimately reflects the artist's vision., Non-figurative
art leads the publioc awsy from the lure of the subject and brings it into direct contact
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with plastic form itself, and so prepares it for a more disinterested understanding.
Those who cannof enber' into the drams of lines and colours, in voluntarily seek in
works of art, man & prey to the horrors of an inhuman world. The subject-matter that
springs from thet taste of the time loses its value, and dates, whereas the subjective
reality always remains young. In Turkey, young painters who used %o be dominated by
social precccupations, seem to be now more concerned aboubt art itself. The last gene-
ration, some of whon practised asbstract painting while ohters followed the example of
a BonnAard or a Dufy, has now turned for inspiration to their long piectural traditien,
returning to local themes more fitting to their temperament. We might draw the follow-
ing ecnclusion t the subjeet should find its artist, rather than he loock for it.

The PEESIIENT congrétulated the speakers and after having thanked those
present, declared the working sessioms of the Congress closed.
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