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M. Houroullah EZRX, President of the Turkish Section of the A.I.C.A.,
welcomed those present at the Congress in the name of the Turkish Sectim of the
Art Crities and delivored a message of presting to the representatives of the
International Art Crities. The iniernst which hae been shown by the Intellectual
and artistio contingent of Turkey im L Cengreas 1o amply justified by +he
significance with which such an Imternaticmal reunion endows it, in this Olty
where Bast and West meet. No other City but Istambul could offer the ideal venue
for a Congreas at which the beliefs of two civilisations must come face to face
for the expressien of thelr artistio indepcndence. Turkey, in her present phase
of history, is on the throshold of a cultural and artistic repalssance. In her
effort, she cannot attach too great an Importance to the presence of a collection
of the Elite such &s this, The speaker spoke on bohalf of the intelleots and
artists of his country in thanking the members of the Congress for having responded
.. in such gratifying pumbers to their appeal. The Turklsh -Sectiom of the Internatio-
nal Assocciation of Art Critics wished their fellow-members of the Congreas from
other-nations an enjoyeble stay in Tuwrkey.
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M. Fuad EOPRULY, Foreipgn Minister of the Turklsh Hepublic, greeted
the members of the Congress who hed come to his country om the ogcasion of the
5th International Comgress of Art Critics, He hoped they would find Istanbul
interesting; his Government had made efforts to make thelr stay as enjoyable as
possible. Hany omeng them no doubt already knew Istanbul and had made & study of
the various aspects of Turkish srt., It seemed & pity that too artificial an
appreciation caused confusion between Turkish art and Mussulman art. There iz no
demylng the influenece of religion on art, but the case in question poasessos
othor aspects, such a8 surroundings and national traditions which heve contributed
to the formation of an individual character of Turkish art. This is partioularly
noticeable in Architecture, Un the other hand, 1f agreement is reached on the
apceptance of the Westorn influence over the centurles on the different branches
of Turkish Art, the Eastern influence has too often teen neglected - particularly
the Turkdsh influenece - on Western art. This joining factor betwoen Turkish apd
Eastern art =must be defined, The speaker notlced with pleasure from the Agenda
that seversl of his eminent colleagues were engaped on resolving this interesting
proble=. This gquestion of the =utual influence of the peoples in reapect of the
Arts 18 one of the most complex of history. Few peoples have been able to stand up
against influences from outside. It is in times of Peece and free relationa between
the Hatiomg that art manifests its greateet degree of emancipation. He wished tha
the exchange of viewpoints which would take place In an simosphere of entire free-
dam would comtribute to a greater lmowledge and appreciation of the arts of various
countries. It was in this spirit that M. Fuad KOPRULD opened the Sth Internationsl
Congress of Art Critics,

M, Fahrettin KERI¥ GOKAY, Lord Mayor of Istanbul, welcomed the mem-
bers of the 5th International Congress of Art Critlcs, in the name of the Township
of Istanbul. Art is an activity which develope in an atmosphere of complete free-
dom, without consideration of frontlers, and the fact that thls Congress is held
on the soll of the young Turkish democracy is full of moaning for the inhabitants
of that comntry. True genius thrivea in harmony with the conditioms and needs of
the surroundinga. Artistic activities are subject to the same law. As a product
of the state of mind of the Individual, art hae need for criticism in order to be
properly evaluated and to have full oonsciousnmess of 1ta progress. It is for thia
reasmm, from the point of view of natiomal walue, thet such importance has besn
attached to this Congress In Turkey. The Municipality of Istanbul has stood behind
the COrganiging Commities, to ensure that the Congress shall have the means of
bringlng to fruitiom its efforts and shall, in ite lelsure time, enjoy & pleasant
stay in Istambul .

M. Paul FIEREHS, President of the Imternational Asacciation of Art
Critics, saw in the welcome which Istanbul offered to the A.I.C.A. the trend of
succesding progress, following on that which has been growing over the past six
. years. The Congress of the International Association of Art Critics resemble
family gatherings, with an ever-growing family. Few friendships are made with
nations who hold thelr art in honour, Every year the number of its sectioma and
members Increases; its tasks becoame more manifold, while its authority takes
deeper roote. While its horizon widens, 1ts members Are aware of a feeling of
peraonal enrichment, Having been formed in Paris in 1048, where it still had 1ts
head-quarters, the Association had made a polnt of visiting cenires in Europe and
had held its Congresses and Assemblies in Venice, Amsterdam and the Hague, Z2drich,
Lausanne &nd in Dublin, In Istanbul, where beauty has cast & sumptuous glow, new
marvels omaited the membera of the Assoclation. It 1s no longer a gquestion of
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oondueting an inquest on the diverse expressions of one and the same culture but
of placing face to face two seta of oulture, two worlde. The theme of artistie
relations betwesn the East and the West is placed at the head of the programme.
The members of the Congress counted om the help of their Turkish confederates for
elucidation, The followers and admirers of Henrl FOCILLON, who are numerous among
the Western orities, arc not ignorant of the debt which "Western Art" owse to the
contributions of Byzentium, Islam and in fact the entire Orient. But it is not
enly in the historic perspective that the problem of co-existence arises, it is
in to-day's art that we must comsider how the fusion shall be envisaged between
two secular heritages. A mutual respeet for the highest plastie realisations of
the West and the East is at the root of this entreprise and, should it succeed in
bringing closar the points of view, if not the aesthetie concepts, it could be
said that the 5th International Congress of Art Critics will have sonstituted a
very happy episode in the developmont and furthering of relations betwoen East
and West. The presence of M. Fuat KOPRULT, Forelgn Minister of the Turkish Hepu-
blie, is of value for more than the title. Yot only is he the representative of
the Nation whose grateful guoste the members of the Conmgress are, but he is a
gchelar of Turkish art of internstional repute, author of authoritative works on
Oriental Miniaturos. Authors on art are honored to find & Scholar of his ealibre
in a Governmental post of such eminenco.

The members of the Assoclation also thanked His Excellency Hefik
KORALTAN, President of the Grand National Aszembly, who had placed at thelp dispo-
sal the Palace of Dolma-Baphche, and who was instrumental in the allosation of the
neoessary funds to the Turkish Section of A,I.C.A., for the preparation of these
Heetings, M, Djelal TARDDICI, Minister of Edusation, and his Under-Secretary of
State, reaponded most aympathetioally to the requests of the Organising Committee
of tho Congress, and offered to thom the Academy of Arte in Istambul to hold their
Congress Keetlngs. The Director of this Academy, the seulptor Nijsd SIREL, kindly
fitted up the halls of the Institution to thiz end., The members of the Congreas
would like to express their appreciation to numerous persomapes, first and fore-
most the Presldent of the Organising Committes, M. Musaffer RAMAZANOGLOU, Direster
of the Museum of Sainto-Sophie, and the President of the Turkish Section of
AsIsCofa, i, Hourcullah EERK. The latter has, for soveral years, followed with the
closest attention, together with M. Kemal YETKIN, the works of the Assemblies of
A.I.Cofle 1, Nouroulleh BERE, together with the Seecretary of A.I.C.A., Mme GILIE-
[ELAF(N, to whom our appreciation has already been expressed, has given of hie
best to ensure that the stay in Turkey shall be enjoyable. We must also quote,
ameng the artisans of victory, M. Billent ECEVIT, Congress Seoretary, M. Djemal
TOLLT, Treasurcr, M. Kemal YETEIH and the paintors Sabri EEREEL snd Halil DIEMEN
to whom we should like to express our thanks.

The aims of the Internatiomal Association of Art Crities are mowm
to &ll : - Co-ordinatlon of efforts for the defence or art, for iis Iiberty and
that of authora on art. A parallel action to IMESCO's pursuit in the field of
culture, which action is well supported by that Orpanisation, From +ime to time
there is 4z overlap in the exeocution of thic work with the Interna*ional Associa-
tion of plastic arts.

Ietanbul, the West and the East, will offer numerous subjects for
meditation, The Exhibition of Turkish Art, whigh was staged in Paris last year at
the Husewm of Decorative Arts, and which was so aptly named : - "The Splendour of
Turklsh Art", suffices to put meross that this art has resolved on 1ts om account,
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from the 16th o the 18th century, certain omes of the problems arisipg from non-
figurative art, Decorative, calligrovhio abastract art has often flowsred to per-
fectlon in Turkey. The country which has produced Istanbul stands out as ome of
the great lands of art. The members of the congress are convinced of this in

advance, and will strive together for the soldering of friendly relations between
the East and the West,

1st Working Session
Academy of Arts
Wadnesday Sth September, 2 p.m,

The Presldent, ¥. Paul FIERENS (Belgium), declared this session open
in apnouncing that it would be givem up to the study of theme 3® 1 : - BAST and
WEST. He recalled that it wac 28 & result of ome of the Dublin Congress's decisloms
that this theme had been included on tho Agenda of the present Congress at Istanmbul,
aince no surroundings could be deemed more suitable than this town, the meeting
ground of two great civilisations, for the study of this problem.

The President made 1t kmown that, umllke the other subjects, this
would not be followed by & debate. The appointed speakers wero r - Messra. Dielel
BSSAT ARSEVEN, Hon. President of the Imstitute of History of Turkish Art, Otte
EENESCH, Melle Frangoise HEWRY, Messrs, Frans REOH, 5. Kemal YETEIN, Nouroullak
BERK, Will GROHMARK, J.J. SWEEREY and Bitlent BCEVIT.

E. Dijelal Essat ARSEVEN (Turkey), in the nazme of the Turkish Sectiom
of Art Crities, expressed his pleasure at goelng the eminent members of the Inter-
national Assoclation of Art Critles wnited for the first time in Istanbul. Turkey,
who hag brought to reality no mean progress in the domain of modern plastie arts,
has taken a great step to her credit in affiliating herself to the numerous femily
of the A.I.C.A, Ancient turkish art has always comstituted the object of confusiom,
Until quite recently, Turkish classics were confused with any Eastern works; a
notable case belng the fact that a eomsidersble number of Turkish miniaturos were
attrituted to Persian art, However, the Exhibition of Turkish art which was held
in the Huseun of Decorative Arts in Paris, as well as numerous recent works, among
others those of Professor Albert GABRIEL, havo greatly helped to put right these
erronecus notions. Modern Art could find in Turkey one of its most imporiant sour-
ceé of inspiration. Tapestries, "kilims", carpets, miniatures, the arts of folk-
lore all comstitute a wvast repertolre of shapes, solours and plagtic combinations.
Turklsh palnting, sinee the era of Westernisatiom, named "Tanzimat” which started
durlng the course of the present cenmtury, had turned towards Burope; to-day it
turns back towards Ite Watiomal roots : - A new epoch seems to be sugsested in 1ts
history. This Congress in Istanbul will contribute towards the orystallisation of
some pew fmots which are likely to enrich Intermational artistiec literature.

- M. Ctto EERESCH (Austris) wlll speak on "The Orlent, the Source of
Inepiration of Graphic Arta of the Renaissance™. The journeys through the Orient
which have been made by the Western artiste and the persomal contacts which they
have had with thie colourful world will influence their art. The history of Art
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manifests many examples of this influemee, right through from the Middle Apes up
to IELACROIX, HATIGEE and KIEE. The works concelved from this direst contact were
for the most part drawinge and water-colours. During the 15th and 16th century an
artiet rarely went to the Orient with artistic ends in mind, but more often for
religious or economic reasons, or else om the reguest of an Oriental Prince wishing,
in ecalling an artist to his court, to imitate the Princes of the West. Thus, in
1478, Gentile HELLINI wae called to Constantinople by MAHOMET II; he executed the
portrait of the Sultan and numerous drawings which leter served him as models for
etchings, and on which the influence of the Orient is discernible. This influence
wis also passed on to two of his pupils and other palnters such as PINTURICCEIO,

as is shown by the latter artists friesges in the BORGIA spartments of the Vatiean.
In these alfresco designs - and particulsarly in a water-colour ome depleting a
young Turk while drawing [Gardner Museunm, Boston) - BELLINI comes close to Turkish
or Persian miniature. In-1520 - 21, & Canom of Utrecht Cathedral, Jan van SCOREL,
started out on & voyage to the Orlent, from where he brought back an album of
sketehes from Candie, Chypre and Jerusalem. In 1533, COECKE went to Constantinople
to familiarize himself wlth the Carpet-making art, and to offer to SOLBMAN Western
tapestries. The Sultan ordered him to paint his portrait; he alsec exsouted & series
of drawings, representing scenes from every-day Turkish life, which served him la-
ter 83 modols for a serles of engravings on wood. Two years after P, COECKE's stay
in Istanbul, yet another Hetherlands artist, J.C. VEREYEN, acpompanied Charles-
Quint's Army to the Orient : - From this resulted a set of tapestries (water-
coloured in the Vienna Museum) and numerous etchings representing Orientals. During
tho second half of the 16th century, Melchlor LORICHS, engraver and dragghtsman,
made a journey to the Orient in order to fathom the trus sources of elassic anti-
quity. He stayed at Constantinople and jowrneyed also to Asin and Epypt. This was
the first time that a Western artist went to the Orient purely for artistic reasons.
Ha painted scemes from Turkish 1ife, landscapes, such as "View of Istanbul”. FWhen
he returned to the Horth, he engraved them on wood, Thisg artist perceived some thing
of the Greek spirit in the Turkish life and art, a hellenic heritage in the culturs
of the Islam world, In his "View of the Silemaniye Mosque™, the Greek and Bysantine
traditions are mingled, His portrait of SOLDMAN the Great, the peak of his artistic

career, is & homage to the strengeness and the grandeur with which the Orient wel-
comed the visitor from the West.

Melle Frangeiss HENRY (France) kad dedicated her report to the study
of "Oriental Influences on Irisk siniature”. Strong Oriemtal influences are noti-
coable during the period of elaboration of coloured mamuscripts by the Irish; later
on in & rather more sporadic and aseidental form. Scveral aspects of the Irish
mnuseripts, which are felt throughout their development, are distinctly of Bastern
origin. The first of these manuscripis are embellished already with spots of red,
either superimposed on & black letier, or outlining & Capital letter, or olse in
groups of three dots. This decordative motif was found in the 6th and 7th centuries
in the West omly in some manuseripts distinetly influenced by Eastern models,
whereas 1t is frequently found in the Byzantine manuseripta., It is nearly slways
found in the Coptie manuseripts of the Eth century, and exists in all forms in the
frescoes of Baouit and Saggarsh, It is sufficlent to compare the more ancient pages
of tapestry (page of D. 23 sup. of BOBBIO, pages of the Bock & DURROW) with the
Coptie bindings of the 6th century or certain pages of Syrisn menuscripts, to ar-
rive at an idea of the [iret origin of these ornamented pages., The apparition of
interlacework in the decoration of Irish manuseripts is also dus to an Oriental
influx, This is apperent {towards the end of the 7th century) in the forms of large
sordwls. Analogous interlacings exist in the froscoes from Baocuit and Saggarah,
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in book-bindings and Coptic materiala of the 6th century, amd in Syrlan colourings
of the Tth century. All those snalogles pre-suppose direct relatiomships, Irish
texts mentlon seven Egyptian monks who lived in a Monsetery in Northern Ireland,
two Armenians in o Momastery inm the Centre, and of immuserable "Romani" [Byzanti-
ne} t+ = On an island off the West Coast there is an anclent monument which was
erected in commemoration of seven of these "Romanl". It certainly seems as though
the Irish scribes and colour-specialists had had the counsel of Oriental masters.

M. H.T. FIEMMING {Gormamy) read a report from M. Frans ROH, President
of the Cermén Seéotion, in his absence, the subject matter of which was : - "The
Criental Influenecs om FEMBRANDT". Numerous motifs of the Wear East are to be found
in the sketohes and plotures of EEMBRANDT, who collected objects of exotic origin.
He was the creator of what might be oalled "The Dutch Exotism" of the 17th century.
An $liustrated book of Islam-Indian miniaturcs, which had belonged to him, cons-
tituted for FEMBRANDT a primordial importance as far ss plastic form is concerned.
There are atill in existence 20 drawings dome by his own hapd, which are copics out
of this book. Several of these drawings were left by the paintor Jomathan RICHARD-
SO0H, who lived from 1556 %o 1745. In his inventory, he mentions "a booklet of
Indisn drawings by FEMBRANDT, numbering 25". Practically all these drawings went
to painters of the 18th and 1%th comtury. It ocan be supposed that REMBRANDT had
“this book on Ielam miniatures from Philippe ANGEL, a Tutoh painter among his
frionde, who lived in Botavia and Ispahan and who, in 1652, was called to be Pain-
tor of the Persian Court. He felt the same understanding ss FEMBRANDT for Oriental
oustoms, The express influence of the Orient had a decisive importance om the
finished mammer of FEMBRANDT's painting. The calm and serenity, =o alien to Baroque
palnting, of hies compositiem were due not omly to the growlng influence of the
Italian FEemalspance, but slso to the Asian force.

M. Suut FEMAL YETEIN [Turkey) had studied "The Easetern Influences om

Western Art". In the Bastern Art, the Weatern influences date from AIEXANIER's
expedition. But, if Eastern Art has been invaded by oxamples of Western Art, this
has not cemo to pesa without inspiring various branches of art in several European
sountries. The influence of Mussulman art ls manifested not only in Spain, namely
the art of MUIEJAR, at the end of the 1lth cemtury, but it has also made itaclf
felt in France, especially in the churohes of the West, the Centre and the South,
in the 11th and 12th centuriés, by the penetration of 8 certaln number of architec-
tural motifs and decorative themes. The influence of the Orlent is also visible om
the European painters. From the 15th century om, the Adoratione of the Magl of Pol
de LIMBOURG, of Gemtile de FABRIANO, of Bemozzo GUZZOLI, present analogles with
- miniatures of the Timourldes era. Coufic characters are utilised as decoratiom,

suoch m8 the Flight to Egypt by GIOITO or the Virgin's Coromation by Fra Filippo
'"LIPPI show along the hemline of the garments. REMBRANDT has copied miniatures from
the Groat Hopols, ;

But, in order to be able to understand and enjoy Mussulmen apsthoties,
wo have had to walt until the 20th century with itas abstract and non-figuratiwve art.
The abstract art of a PICASS0 and & panel of arabesques depiot in this respect mn
astopdshing resemblages. The movement towerds the abstract, whioh is summarised ip
the three styles of SAMARRA, shows that this stripping is the resplt of an sesthetic-
motaphysical necesslty rather than of 4 religious forbidding. That is how the ara-
besque eame Into being, 2 madley of lines sufficlent unto itself. The ressmblance
with PICASS0's art is sasy to display. One has %o remember that he is a Spaniard,
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apd 1ta is possible that he is & descendant of the Moors and that he has in his
veins the blood of an Oriental ancestor. A plece of Turkish ornamentation, aof
socmorphie origin, with its lay-out of intertwined motifs, a calligraghic com-
position and & Klim of a village called Tohifteler, bring to mind : - the Pirst,
by virtue of 1ts rhythm and linear movement, The Dance by MATISSE: the second and
third, by their aspeet and their expressive barcness, the oils of EIEE and other
young abstract painters. In these works, the samo ambition has been realised 1

= The horror of natuoralism snd the passion for abstract shapea. It wis durlng its
reriod of dechdence that Islam art fell into naturalism.

H. Nouroullah EERK (Turkey} presented several facts on "The Traditiem
of Apelent Turkey in Present-day Turkish Painting”. Contemporary Turkish painting
iz breaking away from the Internmational snomymity, and tending +o turn its faee
towards its traditiona. The question 1s that of finding a loet spirit, likely to
help towards the continuity of a Natiemal character and to conciliate the manifes-
tations of this character with the nocessities of the Western apirit,: Thia 1s
where the two-fold perscpality of the religions comes in : - Por the Islam, Art
wis & subfle and ornsmental game; one ocould almost say incidental, abstract.
Christisnity, however, partook in thedr Art for the expression of Man's drama in
all ite complexity. In turning towards their plastie traditions, where the orna-
mentation is practiecally of unequalled nature, Turkish painters are obliped to
marry these traditions with the Western spirlt which has animated the series of
eultural roforme thet are manifested in Turkey, under the trend of the Hemalist
rovolution, This is where two worlde are fusing : - Euragia, East-West. If ass-
thotics could be easily primed for the purposo of finding the searched for syn-
thesis, it woold be arducus to pass on to the asts. The aountry to-day appears
sufficiently mature to absorb the spirit of this synthesis, without which it has
no chanee of radiating beyond 1ts frontiers. From Tourgout ZAEL!, authentic painter
of felklere, who has systematically refused all European influences, right through
%o the researches of contemporary painters, there are some other painters, among
them : - Djémal TOLLOYU, Bedri Rahmi EYUBOGLOU and his wife Eren EYUBOGLOT, Hakki
ANLI, Sabrd HEEKEL, tho speaker. Turkleh painters, at present in Paris, such a=
Fahriinnisa ZEYD, NEJAD, Seli=m TOURAN and Avnl ARBACHE attempt from time to time
%o oonciliste the East with the West. One finde few convineing works, but the
evidence of the priming of a movement. '

M., Will GROFMANN (Germany) chose ma hls subject : - "East-West in
the Works of KANDINSEY and KIEE", In the works of KANDINSKY and of EIEE thero is
an affinity with the East, which is of a greater intensity than that of the works
of thelr contemporaries, and the forms of expression in their paintings reveal
relationships with Asiatic art, The meaning of these forms is different, and these
affinities do not manifest themselves simultancously, but spread themsclves over
speular parlods. These relatlonships are not to be explained altogather by the
Eurasian problem, but touch rather on the domain of archaism and regression. Thie
aignifies that in the works of nearly all the great artists - such as PICASSO and
HIRD - thelr subconscious roveals struotural elemonts based on the Mytha, every-
where these are the arch-types of the soul and of the spirit which imprint thoir
Art apnd, in their way, have come to bring cleose men of all sountrics, above the
most distant eras and epochs. KANDINSEY and KIEE distinguish themselves indivi-
dudlly, however, in that the cemtre of gravity which determines their universal
form of expression 1s differently expressed : - In KANDINSKY's works, it is to be
fraced back to Eastern Asia; in KIEE's to the Islam regioms. In the works of both
those painters, the relatiomships spreading over long perlods are based on arch-
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types of the soul and spirit, éxempt from Influences of time and space. Perhaps,
in these two tases, there is an original reason, based on the fact that KANDINS-
KY's father was born in Bastern Biberia, while KIEE's family originated from the
Arable country:of Islam, The artistle differencos between them dre evident :

= KEANDIHSEY eees in hiz art &z essential elements the spiritual natore, the
abetraction or rather objective view-point, almeys denying the woddly charagter
of his objects; ELEE, to the comtrary, confirms this world in taking it to be am
examplo amongy o meny  others.

KANDINSEY reflects logicelly, btut full of image, and it happens on
ogcasions that in his conversations with Western Eurcpesns he simply breaks off
when arriving at a point where mutual understanding seems impossible. He feels
» that all that canoot be solved by loglo can still be put across by image or sign.
In his works shapes appor again and again which are foumd in ancient Chinese
bronges and on primitive wood carvings, reinecarnmations of geometric formations,
of zoomorphic aipns, lattice-work, fans, lanmterns, serpents, bamboos, wawes, cir-
¢lea, Doubtless those sigs have a significance whioch is of reality in the works
of Chiness painters., In KANDINSKY, the objeetive element belies iteself 1 - Tho
eirele, for example, is not the moon tut & sign of perfection, of synthesis, of
stability and ipstability., As with the Enatern Aziaties, the whole 1z made up by
& oollection of allusions hard to umdorstand, and this can be identified with the
method of executiom of the Eastern Aslatics, to think in pioturea, as well as toe
imogine the colours : -~ for them purpls means mourning, and yellow territorial
attack,

KIEE's nase i different, As in Islam ari, the ploture contains at
the sams Time & relation to the real world. Its fremework deplots all that is
visglble and Invislble, like the EVARENAH representitions in Asia ¥inor in the
Mgehatta facade for example. KIEE feels himeelf to be "within reach of the heart
of ereation” and, in making full use of his artistic capaclty, he pursues the
same road as nAture. This copacity, which does not seek to imitate but rather to
recroate, ends up in flgpures irradiating simultaneoasly from all sides and pick
out oceasionally & familiar detall, which he =akes no hesitation in using as
agaoclatlon. The union of visible and other elements, to which he has glven visi-
bility by the cypher, leads to purely absiract forms (KIEE calls them “"absolute”),
83 they are in vogue in the Islam arts and trades. On the other hand, he creates
flgurative soript signs such as are found in Perslan and Indian minlatures and
carpets. Simllar to the Mschatia fagade, following the reports at hand, a spiral
tooamos the personification of the movement of & bloom in the proceas of opening
ot thetriangle becomes the mountain Saint ¥ERT, waved bands. are transformed
inte water, spots into heavenly vaults. KIEE has also ¢reated plotures with figu-
ratiyve writing, the recent ones of which come close %o the coufle ductus; others,
sush as "Plant Writing", bear relation to the Islam manuscripts with their loose
minfatures., Right from the start of his work, he haz taken an enormous interest
in the problems concerning writing. The Islom art loves to ornament with arabes-
ques the charscters of their writings; he does asz much.

Thergs are few poiots in ocomon in the works of KANDINSEY and KIEE.
Thelir plotures are painted to be seen from the core and they both have a direct
gontact with the coneeption of the undverse. If, in this fact, lies a tie with
‘Asiatie art, it must be here that the cormen ground between KANDINEKY and KIEE
migt be lookad for.
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M, J.Ji SHEEREY (U.S5.) hed made a study of "The Cal'ligru.phin Elements
in Contemporary European Painting”, To this he joins the American Continent. Having
organised an exhibition for the Guggomheim Museum, he was in 8 position to see the
works of young painters right through the Unlted States, and was atruck by the
growing influenee of the calligraphic slements on their works., It 1s accepted that
Oriental calligraphy has influenced European painting in the courss of the last
two hundred years. Evidence points towards the 20th century's turning to the Near
East in its teste, &s in the 1%th century it went to the Far East. The Exhibition
of Mossulmin Art, which was staged in !umich at the beginning of this century,
gpened new horlzoos to the young contemporary palnters of thet time, MATISSE and
FANDIHSEY, to name only the most emlnent ones. Joan MIRO owes his taste for compo-
sition in free arabesques to his Catalan descent. KIER has trawvelled in North
Africa. Howover, these painters &nd those who preceded them - Vam GOGH, the Synthe-
tints and the Habis - with the ageont they placed om linear composition, protested
already against the intellectual expreszsiom, both from the point of view of concep-
tion and architecturs, which had since antiquity been the tradition in the Meoditer-
vapean Lowlands. This was the tradition of & sedentary people, in opposition %o
the nomadic splrlt which had glven birth to linear art of zoomorphic charaster from
the Asiatic tradition. These young rebals - FAUVES and the "Blane Reiter” Group -
were the protigemists of a rhytmic design, decorative and sensual, risinp against
the intellectual assthetics as they are oonceived by a conventlional tradition, an
aftermath of the Reraissance, Although this movement was in ne way a consclous
revolution, it is curious to note that all the samo it has taken this form in the
works of the artists, Bverywhere in the United States thore sre signe of a move-
ment towards calligraphy at present, as well as towards the shapes and compositions
of Chinese pictographie writing, as woll as Jepanese. A contempt of sny allusiom
to the peometric perapective and to the traditional representatien which resulted
from the Renalssance has inspired compositions of a bold graphism,

¥Why this sudden influence, when the American artists had for so long
gtrived to imitate Europe ? Perhapa the reason must be found in the chaneo which
the young Americans hove had of Imowing the Orient through the war, or clse in the
aotual turn of world events. In contrast with this vitality, there has alwaye been
ovident in the history of American palnting a sort of incapacity to make their owm
the ideal of Buropean art. Is this lack of tradition, adherance to a Colonial edu-
cation, to the Englisk gchool of palnting of tha 17th and 18th eenturies, or a
lack of self-confidence of the Amarican artist ? If the American population should
bt considerod a5 & people of emdzrants, always on the move, 1+t 1g posslble that
thelr site has made no impression on them. The great landscape painters of Europe
or of the East were uwaually settled in one place. Ho doubt the preatest success
they have achieved, from an Architectural and mechanical point of view, i= for
them found in thelr great Highmays and their electrical equipment. Does this not
" sipnify that perhaps their greatest living artist 1s a ereator of “moblles”,
Alexander CAIDER ? In the proper sense of the word, the Americans of the United
States are nomads, the new nomads of the West. Why should an artistic language,
the foreunner of that which was erstwhile the language of the errant paoples of
the East and of Europe, not B¢ o means of 2 more natural expression Tor these
modern no=ads 7

That wiich has an impact on world art ig foond in the forecasts that
can be made in this respect on naturalist, abstraect or non-flgurative painting.
The representation of reality, in the sonze of the TWestern tradition is A means
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of expression which is primarily of intelleetual conception - GIOTTO, MASACCIO,
PIERD, POUSSIN, atc., CEZANME, Cubism and the De STYL Group - whereas the ool ligraphy
_from the Orlent is a sensual expressiom of this reality. The svolution of painting
towards the ebstractiom or non-figuration which has ao strongly characterised the
century, indicates mainly a refusal of extra-pietorial dispersion which is often the
property of three-dimensional representation, There is no reasen why the representa-
tive tradition should not bte able to be stripped of such artifices and reach the
purity of & picture by Piet MONDRIAN. If the non-figuretive, decorative sod intuitive
expressleon continuss %o spread, one can ask oneself whother the futurs of piinting
will not lead to & clean break with the Western conceptiom, in ordser to turn towards
Eagtern Art. -

i, BUIENT ECEVIT {Turkey) dealt with the following question : - The
deformation of perspeetivo in Eastern end Modern Art", which iz a current characte-
ristio of Oriemtel Art. Tradition may be the primordinl reason for the deformation of
perspective as far as this art is concerned. In aciusl fact, the rigid traditions
constituted the dominent factor' om whieh Oriental Art was modelied. For an artist
who aims &t subjectivity and for whom the process of creation is individusl, perspec-
tive may bacome & burdem, unless - like Paolo UCELLO - the artist considers perspec-
tive as & means to an end, thus incorporating it in his own system of ideas, In pain-
Ting, subjectlvity will in genernl have a tendency to oppose itself to the sense of
distance. As it iz distence which places objects further away, even out of reach and
which obligea the painter to tcoke into consideration the reality of the outside
world. Subjectivity manages scochow to stand in fatal oppesitlon to viaual personal
perceptlicn, 83 characters that tond to sabjectivity in art have a nowledpe which
goes boyond the physical faculties of perception. As introspoction leads +o nyatieism,
a3 1 frequent in the Orient, reversed porspective can serve a double purposa § = +o
render the artist capable of representing objocts. without submi $iing himself to the
limlts ef visual perceptiomn, or to render him capabtle of representing the outeide
world as & simple emenction of his own character. This may be the reason for the
adoption in the East of a deformed or reversed perspective; however, this original
alm has been modilied by the permanence of a rigid tradition, and has thus been
reduced to a simple decorative clement. The tendency towards introspection and
subjectivity, which iz felt more strongly than ever in Western Art, has given a new
lease on life to deformed perspective,

The meeting wvas declared closed,
2nd Working Session

Thureday Sth Saptember, 9 a.m.

—

The PEESIIENT opened the Meoting and mmneounced that the debates about
to take place would deal with theme ¥° 2 ; - CRITICISM OF ART AND PHILOSOPHY, They
would be Introdnced by M. Liomello VENTURI, Congress representative of the Watiomal
Academy del Lincei. :

H, Henelle VENTURT (Italy), before starting on the discussions on
theme 2, expreseed regret at the absence of XK. Homero BREST [Arpentine) , which
abssnce would wnavoidably brinz about the ozdssion of discussions on theme 3 :
= QUALITY AND STYIE IN PLASTIC ARTS. He thought it would be possible to combine the
two subjects, as "Quality and Style” are the concepts on whichhilosophy and art
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are based. Be handed over to Mme WICCO-FASOLA, spoaker on theme 5 &

. tme Giusts WICCO-FASOLA (Italy), having studied this theme, reckomed
that the history of art 1s chdracteristed in the 19th eentury by the impertance
given to the concept of style; the present era, however, has placed the history of
Art under the heading of gquality. The concepts of ftyles in the 19th.century were
anti-historic. The exaltation of individual value of & work of art has been the
particular task of modern sesthetics, The attention of crities must be directed not
§0 much %o the definition of & certain number of typical characters, but rather to
the research of elements such as those which can bte grouped together on the ides of
quality, in glving to this word the sense of realisation of a ocharsctoristic
artistlic unily. The word atyle, if not disappearing coppletely from usage, has
suffered an analogous reversal of meaning, To have or not to have style has come
to mean 1 - To have or not to have guality or artistie character, This position
taken up by oriticism fits inte the gemersl principles of the new philosophy which
places on opposite sides the productions of nature, for which the concept of quantity
holds good, and the scienmces of the spirit, for which quality alone can be taken
into consideration. Bemedette CROCE has brought us a partieular precision in the
distinetion of these principles; his vigilant presence in Itdly has brought to the
language of the eritic a particular precision in this respect, The work of oriti-
olsm has been comsecrated to the perfection of the cipasity to appreciate the
quality of works of art, to the initerpretation of thia quality, and to the research
of how best to express it in words. Quality haz becoms synomymous to aesthetic
valua, In giving to the expression "sestheiic value” practically exclusivaly the
. maaning of form. Modern eriticism has thus acquired a possibility, unknown up to
the present, of taking in the formal aspoct of works of art and of describing it
with subtle approximation,

The moment hes come to ask oneself whether this is sufficient. A
oritiolsm based on the style implied not only an abstract comcept in its best
meaning, It indicated holding & place in the history of artistic manifestations.
This latter element is missing in a eritical considerntion based on mere quality.
Works of art are viewed in their characteristica outside alil historical relation =
= It iz poaaible to place on the same level one beside enother, an African sculpture,
& Chinese drawing, & Bysantine mosaie, a Greek statue, a cubist pieture, In Imagi-
nery Museums, There is here a conguest, a voluptuousness and a sign of supplensss
in the possibility of artlstic pleasure, This brings us all the same to ask oursel-
ves whether we are not playing at a dangerous game, or whether this action is
sufficlent. Do we not run the risk of moving towards a eriticism of amateurs, 1f not
of "gourmets” in art T To limit ecriticism to the search for quality brings with it
of necessity a neglect of the relati onship of a work of art with other contemporary
works, its relationshipswith other artistic menifestations and with what might well
be oalled the artistic oonsciousnose of our time, There is ne question of returning
to critloism on the basis of style, out of date now, but rather to consider it
necessary to find a new starting base, likely to render it easier to appreciate
elther the work of art in its entirety, or 1ls plase in bistory.

M. Lionelle VENTURI proposed, as auxiliary instrument to criticism,
the coneept of taste, This proposition has had useful comsequences; it seems,
however, that the concept in itself dces not suffice. Tt appedrs necessary lor
eritlecisa to become interasted omce more in relations above the individual betwesn
works of art. Critics must not refuse to record the history of art in producing
mmographs; this is important, in order to to able to formulate Judgmenis of valus
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an worke, In other words judpmenta of quality, which hold good universally and not
only related to the critic's tasts, The relationship quality-style, in other words
individuality-collectivity, shows itsels under & new light : - The historie value .
of the works, or.more specifically the history. The pure conespt of gquality now

seems insufficlent for eritfcism. It mast be coeoplemented by & Jjudpment of true
historiecal range, which placers the work of art in proper proportlon with the artiz-

tic ponsclousness of our time and with that part of it which constitaes human
I'Bﬂlity'l

H. VENTURI thankod kme HICCO=FASOLA for the interast contained in hep
account and invited M. G.C. ARGAN, apeaker on theme 2, +o address the Eeating @
- "CRITICISH UP ART AND PHILOSOPEY".

2. Giulio Carlo ARGAN (Italy) drew first of all the meeting's attention
to the fact that any scientific research 1iss & relationship with philesophy as a
sclence of human kmowledge. In art criticiem, this relationship, being particularly
evident, leads us to ask ourselves whether this arises out of the qualiiy of the
object or out of the guality of its method. Agminst this latter hypothesis, stands
the fact that art critieism is not related to any particular philesophy t - There
exist many ways and means +to research, sach dependent om a different philosophie
experience . Whatever be the 4ype of this axperience, it reveals itself more inten-
sively in criticism than in any other activity and in art criticlsm more than in
any other field of eritieism. It remains for us to explain why art criticiam is
more closely tied up with philosophy than other fields of eriticism, 1ike literary
eriticlam. At the outset we must exclude the idea that this philosophie character
depends on & stronger conceptusl core of the flgurative work of art, since it ia
easy to notice that the predominamt charactor of +the flgarative work is visusl and
non concepiual, and that any serious critieism tends to Jjustify these visusl valuos.
It is the visual wvalues which Justify the phileosophic intorest of the art eritlo,
in leading him to associate a questicn of mesthetios with a direct evaluatiom of
the various artistic factors. On the other hang, nobody can deny that art oriticism,
in recognising every day new sets of values, compela acsthetie philosophy to modify
and amplify continually the limits of its own workinga,

This reciprocal "complement” of asstheties and eriticlsm - does it
infiltrate into the whole sphere of assthetics op only into the sphore of valucs
whose "artlstic"” character has proviously been recognised T It will be seen that
flgurative art is indubitably akin to visual experience and represents a moment
of major "activity" of this experience : - it is thus legitimate to ask oneself if
all visual experience has the charaster of activity, and within which limits this
character of aoctivity can be reduced to the exeeution which is the spacific charac-
ter of all artistic activitlos.

Modern art criticism has made importint contributions to the regolu-
tion of this philosophic problem : -

1. = In soarching for the relatiomships between art and soeial life, and in awsrding
an artistic interest to activities which wore formerly considered as purely practical
or sconcmie.

2, = In dispersing its investigations and the research for artistic conerots "values",
not only to cpoche and cultures formerly considered as devoid of drtistic interest,
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and studied purely from the point of view of ethnology, anthropology and archeolo-
gy, bot also to all manifestetions of fipurative representation.

3. = In identifying more and more closely the "figurstive reprosontation” with
-"wisibility"”, that is to say in recopnising in each act of "visibility" & process
or & technique related to a figur«a-l:iw presentation. Im this way, the art oritic
arrives at brealdng down the "concept" of the art into phanﬂa:ﬂnﬂlﬂmr { when this
process has been achieved, the theoretieal distinetion of "assthetics” and of "art

eritieism" will probably disappear.

M. Roserio ASSUNTO (Italy] believes that to seeck the relatiomships
betwoen philosophy and art eriticlsm means to seek the eontribution which the ome
makes to the other and vice varsa. Fhilosophy contributes to art criticiem in
providing it with the logical instrumente which it requires to tranaform the omo-
tlonal reactions aroused by the work of art into thought-out knowledge. In order
to srrive at this kmowledge, 1t is essential to understand the relationships
between the work of art and the totallty of the experience and the thought. It is
to the understemding of these relationships that the art critic brings the aid of
philcsophy, while the latter acquires from the eriticism the understanding of the
worke of art, in their reality and thelr very easence,

The meeting ground of philosophy and criticism is constituted by
their common interest in Art. Art oriticlsm 1z ap interpal moment, expressive of
assthetiec philosophy; in plecing it into direct contect, with the reality of the
work of art, the criticism glwves to the philosophy the funotion of fulfilling
itself; hence, the function of the philosophy is not to appreclate worka of art,
but to fermulate the wundiversal principles required by this evaluvation, In 'its turm,
art eriticlsm does not propose to formulate universsl conecepits, but to ntilise
these latter as an aid with a vlew to the intelligonce of tha diverse works of art:
= it utilises philosophy as sn instrument for the recognition of the theoretic
guadréntee of works of art, Philosophy ie hence also an internal moment of art
eriticiam. This moment of internal unity of the two forms of diselpline may disap-
raar completely, either in the philcosophic operatiom or in the art-critical ope-
ration, Whatever bo its developmemt, the momentary unity of philosophy and of art
oritician are cssential to one another t - it will help them thus to aveid a pard-
lol action which in the end would doubtless comfer on each the attributions of the
other; or would lead to the confuslon of the two forms of diselpline or thelr
disapporrancs tne in the other, which would destroy the ideal balsnce.

H. Jaan IEYMARIE (France) considers the theme under discussion as
flnﬂﬂ.:lm'l:ﬂl, unnutih;tlug the counter-part to the thems "Art and Science”, which
will be discussed at a later meeting., The speaker was unfortunately pre*mnte:ﬂ, by
material cireumstances, from submitting his report. Besides he found himgelf inea-
pable of justifying his aosthetic choiceo, and felt that this insufficlence of judg-
ment was frequently foumd in France. It was true that at the present pDoment 1n that
comtry thers was, as regards art criticism, not the philosophic wealth which cons-
tituted Italian and German superlerity. BERGSON had formerly dealt with the problem
of nestheties in terms that would gain by being gome over Bgeln and investigated
more thoroughly; in Italy it was CROCE and VERTURI, -the latter being one of the
most eomplete artistic braine of our day, It iz at present @ifficult to take up a
_position of principle. We beliewve in the co-existence of two systems 1 - one based
o lmage; the other oo the syrbol. Is 8 unity posslble, or deslrable T In the 19th
Contury, sclence had first place. To-day, history and sociolegy are once more
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btrought into being. Do they still stand ¢ In widening the problem, we can ask our-
selves whether the true philosophers of our day are not artists like wan GOGH or
PICAS50,. Another question whiech we must ask ocurselves is that of autonomy, of the
relationship between the framework and the contents, The property of philosophy is
that of continually stepping further. These are problems tc be resolwed, for which
the speaker himeelf has no solutiona to suggest : - his accommt is rath&r in the
nature of an examination of percepticom.

H, Lionello VENTUEI rose in order to draw the concluslons of the de-
bate; he thanked H. LEYMARIE &nd those speakers who had preceded him, M. IETMARIE's
apeount revesled great woalth of thought but at the -same time zreat modesty. Fhat
is the tendency of the new generation 7 Golng by M. VENTURI's generation - which
might be ealled that of the grandfathers, drunk with acsthetles - we found oursel-
ves in the trend of & new tondency, about to declare wer on aesthetics, The previous
generation's fault lay in their isolation of art from the idea, It is therefore
obvious that the artist and his work are drenched in the moral and social life. A%
the present moment, we tend £o underline the impartance of the historie factor in
a work of art. In thia respect the new gemerdtion is right 1 - the human value had
been neglected.

All the same the new generation is wromg in criticising the worke of
1ts predecessors with too much vehemence, It loses from sight the concept of the
absolute. It places the accent on phenomenology -of art, but, beyond the contingancy,
is thore something which enmables us to make & cholee and to say whother or not we
are dealing with s work of art T Criticism has been stripped of the notien of the
abaolute. The very idea of boauty has been destroyed, and what are we suggesting
putting ‘in 1ts place ? The good form of Max BILL 7 This is & sculptor's discovery,
not a prineiple, From the 18th Cembtury right up to Benedotto CROCE, the classics
heve becn regarded s modelas of absolute perfection. But we wonld not ask those
whose present mode of life is %totally different from that of the CGreeks or the
Classisca of the Remaissance to follow it. We need one plot on which to build, and
we are given none. Critical philosophy has denfed the ebsolute to the objeot but it
has agreed to the spirit being based on the absolute, to the absolute being & pri-
mordial conditlon to the 1ife of the spirit. It teaches to seizo the werk of art
across a thousand torments., Are there obher absolute cemcepts 7 Tould the new gene-
ration 1ike to indicate them 7

M. ARGAN first of all wished to express that !u!. VENTURI is not, As he
had juat said, the grandfather, ot the father, of the present gereration. He had
glven to this generation the possibility of oritielieing his work, per=itting his
“puplle to think differently from himself. Besides, the complementary notion of taste
has beon doalt with in a masterly book by Professor VENTURI, published in 1928, and
entitled ¢+ - "The tastes of the Primitives”. This notion is indispensadle, tut the
now goneration feels the need to combine in one entity the historic walue and the
aesthetio valus in order to strive for wlder notions still.

M. Piorre FRANCASTEL [Franee] was keen on undr:rl:].ning alse the fact
that it was nnﬂ: & guestion of destroying amything but rather of going further in
widening one's sphere, He iz one of the spiritusl children of M, VENTURI, In the
queation at present being dealt with, there are certain fundamental points of view.
To begin with, philosophy does not find itself in the le=d in the oulturel experience
of human societies, Besldes, the question of priority had not arisen. If ap artist
expresses certain values, he does not proceed to do so ir an order philosophiocally.
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Taking this point of view,- he dissociated himself with what had been said by the
eminent Argéntinlan critic, Homero BREST : - "There are mo purely aesthetioc ideas,
only an aesthetic way of expressing individual values of a certain epoch”. Artk,

we comaider, mist express cortain idens; therefore the artist does not selze upom

8 sot of ldess; he undertakes a4 creative act, Other fundamental poinis are : - I%

is no lengor péasible to understand & work of the 17th century exactly as 1ts con-
temporaries understood it, Bemething similaop is happenlng in the fleld of mathematics
and physics, EUCLID retains his wvalue, but he has been overtaken, What we must seek
in a work of the past, 1z abowe all 1ts historic value, or its practical walue at
the present time. We can admire the Greeks without being Panthelstas.

s VEWTURI coneliders that M. FRANCASTEL is right in seeing the point
of view of the absclute in & creative actiom. Put will the new generation agree to
_thig 7 Will the present generation of art erities mocept the idea of validity as
oriterion for dpplication ¥

M. IEVMARIE stated his opinion that this was a guestion of wosabulary,
On ome hand, 1t was a question of sensitivity, on the other of intelligence. Sclence,
philosophy, speculation, were treced back rather to intelligence, whereas art comes
from the field of semsitivity. It secms that we are still confusing terms in this
debate, M. FRANCASTEL spolre of art as of a thing capable of touching on the reality
of truth; but this is rather the part played by sclence. The absclute is from the
. re@lm of religion; khence, at the pregent moment, we soe the religious aspect fading
away. Van GOGH asked himself the gquestion whether artistic activities comstituted
in themselves a form of religious activity; he atitempted to wnify imapge and symbol.
This is o cepitel point, Confronted by certain works of art, me iz consclous how
their symbolie value has disappesred, and only thelr artistic value remains,

M, H.L.C. JAFFE (Holland) wished to eclucidate the reason for which
aosthetics had been criticised during the present era, namely that they had been
assoplated with a certain type of inhumanity. Im art, they tend to go beyond the
routine and to be guided by the absolute eriterion of remewal. Onee this has been
sald, it ls essential to }oin togeéther works of art and to place them together.
There is no question’ of establishing a relationship with sclence, but to place a
work. of art into the general movement which tends, a5 Ven G00H said, towards the
exaltation of human life.

H. Otto EENMESCH (Auatria} recalled that the work of art is & creatiom
and, as such, the result of a complete &dituation, Unly its realisation supposes
amything else but an attitude on the part of the artist 1 - organic laws, mathema-
tical and biologleal lowa, This is like the engineer or workman who must submit to
certain laws, The rest deponds on hie ability and outlook on life.

M. 5. Kemal TETEIN (Turkey)] considercd that 1t was now kmown that it
1s essential, in order to express a judgment of value o a work of art, to find out
how and with what motives the artist has created his work, to compare what he meant
te do with what he actually did, and to fix the unity between the contents and the
form. If the eroatlon represents the existemce of the artist 1ln hls work, this is
the philosophy itself, An artist's own manmer of existence creates a system which
wa are apt to call absolute or wuniverszal, and which awakens an assthetic pleasura.
In this sense, art criticism is not alien to philosophy.



S

i, H, BAMIU (Isreol) believes that, in attempting to resolve the
problem of the search for the absolute, one plunges into semething comparable with
the squaring of the ecircle., The following 1s the guestion to be asked : - Whioch is

~the philosophie creed to ba put to the artists 7 As regards the correlation betwsen
-philosophy and Art, there is what might be called the social atmosphers, that which
darxists would eall : - Evolution. An artist anly croates either in accepting or in
rajeoting his era, It is the preoccupation of the era which wolghs on him, But a
blenk remeina, and sartists require a oreed.

: M. VERTURI brodght the debates to & close. He had been asked for
© precise ideas 7 - Ha imow nothing more precise than what he hed already saidi In
reeponse to H. HEMESCH's remarks, on the orgapie side of artistie croatiom, he
wondered whether the idea that they contain could stand up 4o the gritiecs. Art is
different; 1t must revindicate s frecdom which has escaped from 211 shackles, As
for the oreed, asked for by Mr GAMZU, he hed nothing to propose, At the present
moment, the tendency of art towards the abstract is spoken of. Is this gquite right 1
We should re-axamire the way in which the history of Art has been written over tha °
last few centuries. Thus, Greek sculpture hes been piven as an example of nature
study; but do we not know that the latter has arisen from the incomparable Greek
archain art which is a geametiric atyle ? Therefore the geometric style was the

point of departurse with a later trend towards mature study : - It was from an intel-
ligent, if not intellectusl, polot of view that this study was undertaken. The Ita-
lian Rensissance hes been expleined by the fast that GIOTTO, in his ohildhood, pain-
ted sheep. It would be more adviesble to bear in =ind the considerable influcnce
that the abstract Art of the Bysantines had on him : - I% is not the study of nature
whick has given to GICTTO his greatmess, but the Byzantine influsnce, Another
example : - The realism of COUREET which lead to Impressiomism which, itself, com-
pletely changed European sensitivity, Olympia becomos o puppet, but a puppet which
is at the root of abstract art.

This permits us to approciate how mobile is artistic matter, and how
much we must boware of doctrines with too great a ripidity. Great hope is set in
abstract art, but thare must be other formulas too. The ossential point is to res-
peot the artist's charscter. If a oritio werc to ask to be piven the directive, he
should be excludod from the Asscciction of Art Crities. Imapination om the artist's
side must take ite full flight, and nobody - noither critics, nor philosophors, nor
Gevernments - should ehslave it, ¥

L
Tho President thanked M, VENTURI for the way in whieh he had conducted
the debates and decided that what he had Jjust sald constitpied a most enlightening

aanalusion. =

The meoting then closed, -
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3rd Working Session

Monday 13th Scptember, ¥ a.m.

The President, befora opening the meeting, declared that the distri-
bution of the THESCO subsidy to the full members of A.I.C.A. would take place
after the debates. He also mmnounced that M. FARUK AKCER, Architeet of the township,
will explain to the members of the Congress that the architectural guestiong concern

- particularly the exhibition organised by the International Union of Architocts
{U.I.4.]

tor which the President called on Sir Herbert HEAD, speaker on thems
4 t - "Art and Edgeation".

Sir Hsrbert FEAD (G.B.] will speak of certsin aspects of the problem
which have not been dealt with in his report that had already been circulated, whieh
agpects were the subject matter of his speech on the ocoasion of the opening meeting
of the International Society for artistic Education, which held ite first General
Assembly in Paris on Sth July. He was keen to bepin with to recall that Art and
Education are two distinct things in & Soelety which is as materialistic and utili-
tarian as the present-day ome. At present our children have a eivic educatiom,
sconondie and professional; bot in the programmes of contemporary educetion art is
being included, We tend to comfuse insbruction and education., The latter is some-
thing more deep-rootod which permits to the individual to widen his or her horizon.
How does this wldening process come about ¢ In the case of some it is the rosplt of
chance; in the case of others, it comes about thanks to an ideal which iz ineculeated
in them. This idsal must be the ideal of form : - Education must come about thanks
to the art, There is no expression of form which does not owe its efficacity to
procisely that form. Even if the expression is seen as an epsemble of Hnguistic
signs or as images addressed dircetly to the senses, the art which gives 1lts forma
to the imagination is always present. Artistic creation responds to a need common
in a1l men ¢ - a fundamentsal need ainee it is the ereator of algne and symbols, of
those elements thanks to which men communicate with one another. But how did man
becom: conscious of form and also of intangible realities 7 The answoer lies in that
conselousneas, ever growing, which man takes from reality, has been the progressive
sreation of symbolic forms destined to represent the feelings and intuitions; in
other words 1 - the creation of plastic images whlch ecorrespond convineingly with
the nature of these sentiments and these intuiticns. Thus were born the first words
of poetry, the first songs and the first dances, in ritusl form; 1% was thus that
the first images took the form of sculptures and paintings. These primordial acts
of symbolie form have made myth and magpic possible, the Cirst scionce and the first
philosophy. But the primerdial act has always been creative and participated in art.
And all human progress depends, in the individial as in the feoples, on the porsis-
tence of ecreative vision and on the metaphoric capaclty. ;

It can be stated that an education besed on the ereative motivitiss
conatitutes & natural means of teaching and even the natural means of teaching, as
it is 8 paychosomatic process, Discipline can be dofined as being the acquisition
of an instinctive sens for form in all spheres of activity, even in logic and
mathematies. A partial discipline can be ecquired and, consequently, a partial
educdtion : - A mathematician can easily be clumsy with hie hands, and rare indeed
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are philosophers who are light on thelr feet az dancers, as NIETZSCEE would have
wished. But it can be firmly stated that educaflion throuph ert iz & complete edu-
cation, An education which would teach all the necessary values and diseiplines to
the full intellectusl, spiritual and social flowering.

: It has appeared &8 evident to an ancient philosopher like PLATO as

it has to = modern sape like PAVIOV, that the correlation betwoon the physical
faculties 12 a possible and even & natural thing, Discipline 1s nothing more than
the adaptation of the human organism to certain standards of action or of hablt.
The human being can be adapted to a model made Inhumiin through tyranny or slavery,
or can adept itself to a chaos of sensatioms. But universal standards of beauty
exist and, i man learne to adapt himself to these, his keart will become Berens
and he will live in peace with his brothers in a sosiety which will be an expres-
sipn of the matural order. It iz btecause the standards of assthetie diecipline
are universal that thelr realisaticon favours social harmomy. We only heve to turn
to the great civilisations of the past to realise that the force which has cnabled
them to remain 1a a ereative foree; thoy have been flourishing as long as they
have sontinuved to express themselves by vitsl symbols. ‘Art is not, 82 13 30 often
assorted, the ormfment of civilisation : = i1t 1s the rhythmic heartbeat of a
oivilisation and, as soon as the rhythm disappears , this civilliszation is doomed
to its death.

It is & question of reconstructing all forma of cducation from the
standpoint of & new prineiple : - Education through art. Therc are good psycho-
loglcal reagons’ which prompt us to think thet methods of education mmet bo ro-
origntated, in-order that the whole series of human facolties - senssal or intel-
_lectual, creative or comstructive - shall be developed harmmiously, in order that
mopn shall keep to the standards of beauty which alone; in this world of aself-
intercet apd confliet, are objectlwe, unlversal and uniting.

He Will GROBMANN (Germany)believes that it is in the first place &
gquestion of distinpuishing between child education and adult education, For child
education we atlll noed plemnty of time before those responaible for the official

' side will understand Sir Herbort FEAD's judicious and profound reasoms. In most

countries the work which one could call falling back on one's own thoughts has not
been achieved, which has for example been brought to reality in England and in the
UiSahs For adult edoecation; there ls s iask to be fulfilled at once by the art
eritice. In faot, the public reprogches to them the fact thet they do nok furnish
o vast amoumt of Iinformatiom, and that they express themselves in & style which 1is
not within the reach of everyome; regarding the scoond point, the reproach is well-
founded and tends to touch on clarity. '

M. J.J. SEEEMEY {U.5.) was of the opinion that the art eritic's
prineipal kask, in the matter of publie cducation, iz to express hiceelf wmderstand-
ably on &8l] maplfestationg of artistis life and not to favour ome school or tendency
rather than snother. Imorder to win over the public and to help towarde Its edusa-
tion, he must show a sympathy for curiosity. drtistic manifestatlons are ocomparable
with & foreign language with which it 1s necessary to familiarise omeself.

Sir Herbert FEAD stated thet it was not a gquestion of educating the
public but rather of re-educating it : - to take from them their prejodices, their
inhibitions. Already in the U.5. adults constituted more and more groups which lean
en themaelves end, bty & paycho-mnAalytical procosa, soek to eliminate all that
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shackled them in their appreciation of a work of art. It would be interesting to
know the therapeutic effects of art, notably those of art classes given in certain
hospitals, Corrective institutions and other institutions of the 1,5.; that is
where one could see the full importance of an artistie education attempting to
correct human nature.

M. Jean IEYMARIE (France] reckened thet modern civilisation could be
traced back direetly to IESCARTES who fried somehow to do away with childhood and
to make adulte straight away, those rational beings from whom to-day's robots have
developed. BAUIELAIEE, however, felt that one can only be a poet in refinding the
spentaneity of childhood. Childhood in the Freudian sense is a myth, & momentary
ereation; this myth must not be cultivated too much but the child must be left to
blossom out sccording to his own spontanelty. This problem is closely connected
with mnother, much wider omo : - that of the socinl sphere. MONTAIGHE guite rightly
tnderligned the importance of leisurs in education; without leisure there is no
education In the proper scnse of the word. Therefore, our present-day soolety attempia
to do away with leisure, in other words it tries to smother the individual. This is
possibly the most serious part of the problem.

M, James WHITE (Ireland) wished to bring to the notice of the meeting
same fects drown from his own experience. He had given & course of artistic educa-
tlon for adults of a lower than average cultural level and had found that ome could
make adults understand the manifestations of art in making use of symbols. As &
matier of fact the speaker means by symbols signs which are familiar to adults
because they belong to their historic patrimeny; man invariably takes some inheri-
tance from his patrimomy, even if he is not conscious of this fact. The great thing
is to ohange thls subeonsolousness into conseiousness.

The President then called on M. EELIEW to speak, who represented the
Director General of UNESCO at +he Congress, !

K. Peter BEELIEW, UNESCO representative, comveyed to the members of
the congress Nr Luther BVANG' s good wlahea and those of his colleagues. The A.I.C.A.
ia more or less the daughter of UNESCO, which took an Active part in its Birth,
This organisation con omly bring limited help to the Association, but it follows
with interest 1ts work and its successes.

Then the Prosident announced that the Intermational Assoclation of
plastio Arts would open its first Congress in Venice on 28th September, and that
the A.1.C.A, had been invited by M. Berto LAWTERA, Secretary of that Associatiom,
to sond two representatives, Messrs. Umbro APOLLONIO (Italy)] and Rodolfo PALLUC-
OHINI (Italy) had bteen chosen for this function.

After which the theme of "The Archives of Comtemporary Art" was
tackied,

' li. Pierre FRANCASIEL (France) made lnown some of the facts on the
work that had been undertakon. For artists of world rcnown, the work of assembling
documents had already been done and from there on it will be necessary to have
agcess to the collaboration of collectors. As for the others, it is a gquestion of
determining which are those artists whose works deserwe to figurc in such archives.
A permanent Committee of the A.I.C.A. will choose works every year. Up to now the
French section has taken on the task with which the Dublin Conprese entrusted it :
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- To publish works on the histery of Cublsm. M. HABASQUE presented a Degree thegis
on this history up €4 1914, which will be published next wiptor thanke to the
Socdety of Higher Studles. The same author will also have a work published on the
post=1914 period. lastly, Mme DELAUNAY hes placed at the disposal of the Fremch
Section her husband's manuseripts 23 well as the short-hand manuscript of conver-
satiens between the latter and Andrd LHOTE with young cublst artiste [1050-1935).
These documente will be published. The French Section has orgenised two series of
meatlngs the results of whick will also bte published : - meetings of mathematicians
on the relationship betwoen Selence and Art, and of prysiologists, pheychologists,
sotiologints and lingulste dealing with the same subject. :

sis G.0. ARCAN [Italy) made known the work which had been accomplished
by the Ttallan Secticn. The latter intoria to constitute eomplete archives o
Contemporary Art, but this will be & task nocessiting between 8 and 10 years. It is
therefore of somo importance to start on publieations and to obtain the assistance
of editors. The Italian Sgction has thus tried to eollect data on Puturism, with a
view to an fmmediats publichtion. T+ has hed +he valuabls financial tssistance of
i, VENTURI and hopes alco to have 4het of QUACRIENHAIE. The work will be brought to
1ife in the sphere of the various Faeultica.

M. J.J. SiCEIEY (7.5.) proposed that the Amerdcan Section should
undertaie the formaticn of Archives conecerning the "Dada" period in the United
otates during the years 1915 - 1321,

M. Otto EIMESCH {Austria) svpgosted that when a museum purchases the
work of a contemporary artist, it should require of him to £ill up a form with date
on his life and artietic productissa. '

dhs PreriZent, In concluding the moeting, called om the speakers om
the thems "Bast and Wasi”. ;

Mo Zahit GUVEMLI (Turkey) In his account on the "Reflections of
Anoclent Art on lodern Turkisn Painting" exprscsed the thought that, sinece Turkish
rainting based em a Europsan technique does not date back further than about ome
hundred years, a specifically Turkich fecling can be noted in present—day painting.
In pletures most objectively executed, this cheorsctor makes itself felt by 1ts
decorative aspect, and the arsist's precccupations bring it olose to Oriemtsl
abstraction, to Calligraphio art. For the Moalem the Lrue 1ife lies in what is
beyond; therefore this eternity is abetract and it is this which has led the Tur-
klsh artist to concelve things not by their ecuter sspect but by the "idea" which
they comjured up in hinm, This is the very definition’ of abstrack art, Onoe he haa
established the principle of the warcalily; of things, the Eastorn artist has seen
Lo reason wiy he should not decompose nature and seleet from it the elements which
appeared to him Indispenzable for the ercation of beanty. It is from here that
Anelent Turklsh drawing deaws ites d:corative character. If the young ' school of
Turkish painting execels so well in +3 ert of flat shades apd of abstract ornamen-
tation, thiz ie cnly due to the fact thai 1t doos no more than to follow its ances-
tral Inetinet and to submit theccelves to a historie and sccial determinism,

: M, Intonis SPTERIS (Groece) thought that the "Western Influence on
neo-hellenic painting” were a coriain expirnntica for the lack of autonomie art in
Greaod. From the 18th century, profars piintings made their appecronne in the
Heptanese. Bafore this epoch thers vas no non-reliplous painting. A veritable
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revolution has had to come abowt im order that profane painting could find favourable
ground for its blossoming in the shape of portraits and hiastorio subjects. This rup-
ture had been prepered over a long peried Wy the gradusl penstration of Western forms
(Italian and German), which had slready become menifest in certain 17th sentury icons,
and which Prought about & slow ovolution both as rogards leonography and the morpho-
logy of the icon. The emanction of an art which thus came +to constitute a tic between
the East and the West, had been favoured by the free exercise of the painter's fune-
tion in all parts of Greece which wore under the Venetian domination, We must wait for
the yeare that followed the country's liboration [1832) to see the first gigns of neo-
hellenie painting. The art of the young Kinpdom will therefore by the interproter of
the tastes and preference of the leading minority of Society, an Art uprooted from the
Woat and transplanted on to Greek ground, compleately alien to the wvisual traditiom of
the people and fo their sensitivity., Ita dominant form is Romanticlism. It can be scen:
= in historic painting, with Ph, MARGARITIS (1810 - 1892) and Th. VRYZARIS {1B14-1878) ;
in portrait painting, with the unlmown hydriot (middle of 19th eentury| and I. RIZOS
{mlddle of 19th century); in landscape painting whish was baginning %o come into ite
own, with G. SOUTZ0S [middle of 19th cemtury), V. LANZA (1822 - 1902), the =sorine pain-
ter I. ALTAMOURA (1852 - 1878). A sccond generation of painters grew up ¢ - the ma jo-
rity smong them went to be educated in the Bavarian capital; 1t was they, after their
retwrn o Groeece,who implanted for a long 4ime to come the achool of thought of the
Munioch academy. Towards the begimning of the 20th century, impressionism pade its
appearance, either through the traditional chammels of Munich with G. IAKOVIDRS (1853 -
1932) mnd 5, SAVIIES (1850 - 1527}, or directly from France, in a form deprived of all
conventlonalism, by the intermediary of 1. PHOEAS (1875 - 1945), ¢, MAIEAS (1872 - 1824)
C. PARTHENIS (187%9), 5. PAPALOUKAS ([1a92).

: Since then the now generation has dofinitely chosen the modern trends
eoming from France, Rare indecd are the happy excoptions which owe their schooling +to
Gorpany : - such as the tragic expressionist C. BOUZIANIS (1883), the old sparring
partner of HNOLIE, PECHSTEIN and KOXOSCHEA. Cubism, transposed to Greces by H. OHYEAS,
attempted to comciliate the toachings of the West with the Engtern, hellenic and
Byzantine elements. Surrealism found ite seclaimed interpreter in ¥, ENCONOPOULOS.
Ph, CONSTANTINIDES, who reminds us in some witys of the truculence of & J. ENS0R, pro-
ved to be an exceptional representative of the French expressionism, Practically all
the contemporary painters (J. BORALIS, T. EIEFTERIATES, DIAMADOPOULOS, SPYROPOULCS,
MYTARAKTS, ete.) are inevitably influenced by Franee, All the sime, abstract art has
not had much reporoussion.

M, Bishr FARES (Egypt] examined the "Non-Conformism according to Islam
concoptlon”. Figuration in Islam art is subjocted to siylisation. According to the
Hook of Islam, there are on this earth nothing But "wain ornaments”, which are wiped
out by the divine property which is "excellent and perdurable”. This figuration
illustrates the "non-conformism™ of contemporary art and sometimes its corollary,
"de~humanisation”. For it alsc has decided to donounce the disguise of appearances,
and escapes to boyond its petty limits; it thrives on sonstrieting the human condi-
tlon to & formula where the psychological potential cvaporates under a maturally
abstractive object. The adventure of Moslem figuration respemds to an immer reguire-
ment dietated by the repudiation of the idea of ideal man, "measure of all things"
according to the maxim of PROTAGORAS, Injected inte the heart of the universe by the
Anclent Greoks and the Italians of the Ronaiszssnce. The Islam revolted againet this
with equal immoderation. Certainly, Allah had "honoured Adam's Sens" in placing them
on & plane above a great number of creatures. But, in order to bo worthy of life,
they had to contend with the enesy whieh 1ived in themselves, and to bring themselves
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to order and unity. A for physical beaunty, this is incontestible, tut vain and

fragﬂa i = Allsh could easily disfigure. Hence, th.i.a verse of one of the poets of
Islam's dawn ¢ - "His heart and his tongue are man's two halves: the image somjurcd
up by flesh and blood is worthless". A non-conformism frenzy, btut a healthy frenzy.
£ repudiation exhorts the brush to inflect the walue of the intimate notes to a
polnt at which they are dirccted into antomatie metiem, 14 will refuse in its turn
to stifle under the talon of draughts the emile of life. The artist captures that
which is animated in breaking up its m::-tifa, but he trénslates less his mantal prece-
cupdtion than his sensory mood.

M, Aleksa CEIEBCHOVIC (Yougoslavia) considered that anyone wisiting
to-day the main museuwns of Youposlavia might easily have the impression that contem-
porary art In that country had stopped in its development round about 1505, the
Fauvist epoch., Without being quite correct, this lmpressiom is not altogether wrong:
It is a fact that it is the pictures of several decades ago which are in a dominant
position. The Yougoslar painters whose works still have to-doy a prepondarant
infiuence on the young gemeration had thelr artlstic education in Paris between 1920
and 1530. The spiritual aimosphere in which they developed was dominated by the
works of BONNARD, of VUILLARD, RCUADLT, then SEGONZAC and SOUTIHE. A lyrical and
spontansous feeling for nature developed especially between thetwo World Wars, With
& concoptien which has in these last fow years evelved more and more towards flat
surfaces and brighter coi<iring, painting has also been inspired by medineval fres-
coes from Serbia and Macedonla : - Ofton in the works of Yougoslay painters ono soes
a pubject which they have spread by means of a knife apd which rominds us of mural
painting. Another trend would be painting with 8 sociel tendency: this term is used
here not in a derogatory sonee as wo arc dealing with works of value. The "ZEMLJA"
group in Croatia, before the last war, became particularly intorested in the life of
the peasants and their social position; it unites severel authentic pessant paintera
who continued to paint while all the time looking after their fields. One of the
moet recent movements compriscs a party of young painters and containe seversl ele-
mente this is where we see & constructive interpretation of the wvisusl world, a
new £illip of surrealisam and lastly abstract painting whose precursors can be placaed
around the review "Zendth", 192¢4. Sculpture developed above all under the vigorous
driving force of Ivan BESTROVIC, who influenced the resesrches of several sculptors.
This is how & true Yougoslav tradition wes born in the demain of sculpture,

There are in Yougoslavla thrio Art Academies, an Academy of decorative
art and several secondary Arts Schools, Artistic life is much more intense than it
vas before the war, In Belpgrade there are 80 exhibitions yearly. The same goes for
Zagreb, and & 1ittle less so for Ljubljans. The Yougoslav Union of painters, sculp-
torp and etchers ‘has about TOO memberas. As ['or art criticiem, this ia found in the
daily presa and in literary reviowrs, whereas books on art are rather scarce. The
public’s growing interest in art places &8 great responsibility on the critiecs, and
somotimes an excesslve leportence Is attached to eriticiem, in aoeial lifs. For all

" these reasong, the Yougoslav art critics wish to collaborate with the International
Assoelation of Art Crities,

The meoting was declared olozed.
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4th H'arl:ln; Seaslon

Tunsday ld4th September, 9 &.m.

Before starting on the discussiona on theme 5, the President cslled
o M. BRAAT o snmounce o meSsags.

H. L.P.J. BRAAT (Holland) snnoumced the fortheomdng publication of a
book dealing with the Gruun De 5tijl and the Origins of Modern Art. The author ia
H.L.C. JAFFE and the books' title, - £t will be published in Epglish - is ¢ -"De
5t141 on Dutch contribution to Moderm Art". The various secretaries of Seotions
are asked to let the Dutch Section lmow how mamy coples of this they will require
for their own sectioms,

The President then called on M. FRANCASTEL to open the debaton om
theme 5 : - "Relationship between Science and Art" - "Cublsm and Colour”.

M. Pierre FRANCASTEL [France} first of all thought it necessary to
Justify the title of this thems, which seemed at first sight surprising. In faot,
three problems had been raised in the preparctory meetings for the Congress, and
arc comprisod under this title, Firat of all, the gemeral question of the relation-
ship of Art and Science which had canded & liwvely debate &t Dublin = - The Cémgress
had deereed that thia debate shall be reopened at the Istanbul Congress. Further-
more, in order that this debate shall take on a pesitive character, 1t appeared
opportune to limlt its object. Pinally, it slse appeared of inborest to sugpest
themes of wmpublighed researches, which could later on become the object of exchan-
ges of view-points between different ocountrics. It will omly be a guestion of dis-
FPlaying an aotive and effective interest, both from the point of view of the hia-
tory of erlticlsm as well as from the 'pu-:'r_nt of view of the gomprehensiom of art
and of contesporary croative artiata, No attempt will be made to present a full set
of pros and cons, but rather to awaken the taste for research and to lead it into
peths divergent from those that have so far been followed. We might stop at one of
the flirst points : = the tendency to consider thet the true charactoristic of Cobizm
is to have glven litile secope to solour. It is high time to review in which measure
the artists, who are palnters in the first place, have envisaged the colour probleam.
e arrives at the comgluslon that BRAJUE and PICASSO have abandoned colonr for the
handling of the object or abstract forms, for example. The true problem in ;ontempo-
rary painting is that of the object, the perspective, space and colour. The spesker
first ecalled on M. Guy HABASQUE to give facts and figures on the importance that
French contemporary painters had attachad to colour in their works, After which he
himself would attempt to sheow how the position of some other methods can ke added
to this element of traditional art criticism, viewed from the much larger angle of
selentifie aontacts in the present-day world.

i. Guy B IE (France| remarked that, following on the outline
INGEES -IELACROTE, Cubism and Fauvism were penerally opposed. All the same, this
dual conception runs the risk of our losing from sight one of the fundemental
aspoots of Cublsm, We might say, in faet, that all eubists have had &n acute cons-
ecloganess of the Importance of the mlad:.imhip between shape and coloar. Two
prineipal solutlons are conditiomal to the very evolutien of the different tonden-
celes of Cublsm. (1) For certain painters - PICASS0, BRAQUE - colour doce not
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conatitute a froo eloment of the plastic expression, but one of the attributes of
the object : - For them, painting is above all 8 representation of the outer world.
Be that as 1% may, in breaking awsy from the classic hypothesis of linear perspeo-
tive, they do not present just any aspect of the object but the conjunction of thelr
aspeota, Colour, under these conditions, becomes the most truthful reproductica of
" the actual colokr of the object. This comceptiom will logically lesd to the ropro-
duction of the subject matters and to the introduction of gusmpd paper, concurrent-
Iy leading to the dlasociation of shape from colour., (£} - For certain. other cublsts,
coleur is & freec ¢lemant of plastie expression. For- IEGER, ‘colour, along with lines
and shapen, is one of the three important plastic guantities whose union and
ordonnanes comstitute the composition of the picture and sssure the dynemiem of the
work, From the techpieal point of vlew, colour, in order to retain its full colou-
ring foree, most be loealised. Por IELATHAY, on the contrary, colour is the sole
maans of expregslom : - the other elsments depend on eolour. In his works, colour
is not only colour in its proper somse, but also light, form and subjecet matter.
On the other hand, it clothes & character bearing an exprossion of absclute space,
which permits the artist to express space to the exclusiom of all other means. It
iz still too soon to say which of these solutions will triumph 1n the eventual
evolution of painting. It appears, howmver, that sinee the first has been virtoally
abandoned, the cholco will probably fall upom the last. The favouritism which the
young palnters heve displayed for non-fipurative methods of expression draw our

" attentlon %o the interest of &4 coloured, spacial representation which certain other
cubists, like IEGER and even PICASS0, in their most recent works; are certainly not
ignoring.

M. FRANCASTEL thanked M. HABASQUE and stressed that the first evolu-
tion of Cublem is one of the keys to the problems which to-day face creative artists
all aver the world. We could not understand the cubist movement and its present-day
consequences if we were to try to detach it from a wider context, The speaker brought
to mind the fullness of the revolution in the sphere of colour, with the aid of pro-
jections. "Liverty on Barricades” by IELACROIX is a plcoture whilch sets the ceniral
problem 3 - that of red, whose true place of value the artist hes sttempted to find
by some patches of that colour; TELACROIX runs along 5 tradition, that of RUBENS in
rarticular and that of the great masters of the Rensissance. !ECHARDO had given the
selontific explenation of the part which red played in the coloured representatieonm
of shapes. He hed created the theory of blueing, 28 a result of which i1t was solen-
tifically proved that, bit by blt, colours and shopes seemad further awsy, when
emveloped in & bluish %inge 1 - the direct consequence was that red shades in parti-
cular are fore-ground shades. In the whole history of painting sinec the Renalssance,
there ore no reds in the background, red thus becomes the most salient point and the
entire plastic orgoanisation of the ploture depends on this axiom, considered as a
scientific trath. And yet, this theory was overthromn in the 20th century by artists
and ‘sages. Another plece of documentary evidence : - & picturs by MONET. There is mo
red; this brings to mind that the revolution which has been examined passed over
Impregsienis=. The latter had sought the apalysis of atmosphere which stayed faith-
ful to the conception of blueinp, All the impressiomists remained attached to the
optical glazing of ecolour, in other words the essential relatiomship botween the

colours = & red which is a colour of a particular, specific nature, differernt for
example from o bloe - has not been modified.

This overthrowing of valuea appeared at the moment when, in ::Er‘bﬂ.in
of GAI.-FLFIH‘H portraits, one notices & rod which is used as a !:m:kgrmmﬂ colour, In
1890, this 1s 4 revolt agalnst the essential laws of vision and reason; an
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cxtraordinary boldness from which later on all the speculations sprang which have
come to 1life in cubism and whioh are still ome of the essential foumdations of ihe
speculations of contemporfry art., CEZANHE, in ™ian with & rod waisteoat”, keoops
even more olosaly than CGAUGUIN to the traditional formula of art, Failhful to the
blueing process, he utilised red bty spots in the foreground. MATISSE, in certain
pictures of the beginning of the century, atiempts to use red to give his back-
ground value and proceeds to show how, with a scale of reds, it can be tried to
construct & pleture plastically. In hiz pgreat 53111 Life pletures, there i3 no
noed to otress that henceforth the solour problem, manifested in the most foreeful
way, already showed embrycs of & solution. Yei, at the moment of this revolutien
in the use of colours, the scientific explamation of the phenomenon of blucing was
given for the first time ¢ - ¥We refer to a thesls written for a science degree
which is upheld in Paris, written about twenty yoars ago by Charles LAPICQUE. As
he ywas intercsted in the plastic problem, he attempted %o explain the physiologl-
cal phonomenon of blucing of oolours which correspondsto a visual reality of the
functioning of the dark-room of the eye. But from the moment when one arrives at
the full possession of the system, the problem no lonpor interests the artists who
will never conform to fixed ideas. In the domain of the revoluzion of eolour,  there
ie &n indicetion which places the significatiom of the investipations of the crea-
tors of contemporary art, and brings with it clements which help the understanding
of the parallel between the evolution of the arts in ome epoch and & certain evo-
lutlon of the sclentific spesculatiom. For, at the moment when Ch. IAPICQUE defines
the phenomens of blueing, solentists spoenlate on the other hand on golour, in a
different direction,

There is 2 close relationship between the qualitative values creatod
by humen industry of the epoch and the utilisatiom of colours in art: we are nok
dealing with cochineal red to be promoted to the ranks of 2 modern and new fipu-
rative order ¢ - it is & red which was created simul tansously with the epparent
noed and mode of use of this red. It is an illusion to imagine that ome can separate
the different aspects of human effort in an epoch, and it is also an illusion to
bolicve that we are living for the first time in an industrial sccioty. That which
is now, is the phonomenon of the mechine; but that which is eternal is that man has
tried from time immemorial te creats tools for the transformatiom of the universe.
“an makes the world and ho does it in all different ways. The work of art iz sbove
all a croation which belances forms of activity in a sensitive and practical way.
It ie threough his works that man lives, that he finds his dignity. And it is pre-
cisely because, through his works of art, we can trace his thoughts and human
activities that we are moved.

The problem of Science and Art, in the domsin of colour, is & specu-
lation whose conscquences scem considernble. Recently in Paris several scientists
congregated for & series of meetings the resultant papers of which will bo publig-
hed. There were physiologisis, physicists, ethnographers, linguiste, who had
studied the verious aspects of the presont colour problem. Two fundamental facts
resulted : - Physicists and chemists had discovercd the problem of pigments, tho
nunber of which is, im fact, very small. The worke of M. MUSATI, of the lillan Uni-
versity, are of preat intorest in this respect to artists and art eritics, M, MUSATI
has shown that the rhenomenon of simumltancous colour contrests was marely one aspect
of & tremendous problem, and that this phonmmenon divided itself into two direetions.
There 1s prosent a mechanism about which little is known : - that of glving value to
the qualitles of a coloured pigment by itz very pesition on the pleture which is the
property of the artist's work. It is a system of simultaneous contrasts of
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cqualisation : - At once physical and psychological. It is striking to note that

8 man like DELAUMAY, 30 yesrs ago,had an intuition of the same type. The socond
point wea contributed by the linguista 1 - in studying the manner of nacing the
colours throughout the languages and civilisations, one can remark that the number
of colours which & civilisation nemes is rather limited, and one has the feeling
that, cver the whole of human history, there are only two or three colours which
are regularly perceived. There is & tendemcy to forget that +the notion of the
gpeetre 15 a modern motlon; all the same, the spectre hes to-day Tteen left behind,
It hes been explained that the only colour whick is truly seen in its purity ia
yellow, teofuse it is obsarved from the white of the eye. The other colours are
"Interpreted”. There are no colours but contrests, a speculative sciivity on the
part of the eye and the human mind om a certain number of phenomena. Hengeforth,

it is no longer #=spectre which is truth : - it is the vibrations, and it is in
this contest of & new era of colour, which includes all human activitiea, that
contemporary art is placed. Tt is obvious from history and from works on hand, that
painters did not await the present gatherings to see the world as it will be, as it
will be made by the englneer;, the physycist and the mathematician,

{m the other hand, there is also, in the domain of the mathematics,
the real and the abstract factor. Mathematicians are divided a8t the precent mBoment
into partisans of psychomatics and partisans of the mathematical truth. They are
confronted with the same difficulties as those that confront the artis:, Conse-
quently, they sre all plunged into s living universe, filled with sctivities and
worke, To wish to limit art to the speculations - following M. FERENSON's saying
in kis last work - to wish to make of the work of art a kingdom of imsginary satia-
factions, is to make it smaller, perhaps deny it existence. The domain of aes-
thetle speculation is largely overtaken, toth by philosophers and by artists, and

it 1s for this reason that wo find ourselves in the presence of living art and
solence.

. Bishr FARES (Egypt)thought that ¥. PRANCASTEL's brilliant account
called for two remarks from the Esst, since the East and the Wost are the subject
mitter in hand. The first one comcerned a pictorial practice : - the use of red,
songidered &5 a revolution in the West, is in the eyes of the Fast & normal prac-
tice, abeve all as background colour, Since the middle of the 1%th contury, o red
bockpround existed in the church of Douraperopos. In the christisn syrian-mesopota-
mian and Coptic miniatures a red backgromd had also been used. A red background, in
the loslem miniatures of the 13th century and im those of the Arab epoch, as well
83 In the Turkish miniatures, was used to give greater acuteness to the subject of
the portrait. The sescnd point, eccording to which the specire is a sort of illusiom,
had already been accepted by the East; the Moslem painter d41d net isclate colours
in the modern somse, he separated them mentally. A manuseript of the 13th century,

dlgcovered by the speaker, has its coloursseparated fram the subjective point of
view,

X, HoT. PIEMHTNG (Germany) wished to draw attentlon to the psyechie
guality of colours. (ne theory sccepts thet colours can croate psychic reactions.
But WMONDRIAN on the other hand said that colours have no psychic signification
whatscever. It would be interesting to decide whother coloura can really have

paychie qualities and to be able to ecacape from arbitrary and suppestive interpre-
tations of abstract works,
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H. Jean IEYMARIE France) last year at the Dublin Congress explained
himself at length om the problem of the relationships between Art and Sclence, It
appeared to him diffioult to dissociate Cubism from a certain part of Pauvrism and,
in amy ease, from the activity which comcerms the perilod 1800 - 1514, Under the
impulee of M. FRARCASTEL, cerisin progress had just been made, but the real means
of putting it into practice was not at hand, since the works needed were Bo
soattered . He: thought 1t diffieult, Tor exspple, to dlasoclate Cubiesm in iteelf
from the contributions of certain artlsts at a given moment, lile HATISSE and
GAUGUIN. He also wolced several reserves to 1. HABASQUE's ascount, the latter
having for the first time attempted to set & problem in localising it om colour,

It is certaln that Cubism did not take a direct interest in the pro-
blom of colour iteslf; since it had to realise the total representation of the
world in & plastie form, reacting against previous movements. Tt had first of all
to resolve that of total form in spage and the problem of colour did not arise on-
til 1821, after the analytical perlod of Cubism, in other words at the moment when
IEGER and IETAUNAY appeared. The latter appears to have played an important part
in the orientation of present-day aesthetics. In what measure can one 1ink him up
with Cubism 7 In any case, neither BRAQUE nor PICASS0 will apcept being placed in
the saas group ag [ELAUHAY. In the same way GAUGUIN cannot be Ingluded 1n a general
clagsification of Impressiomism, which has not yet been compiled, and the works of
M, FEANCASTEL are the first ones %o have comtributed larpely to a wider understand-
ing of this movement. It secms more and more obvlous that there is no resemblance
between BRAQUE and PICASSO whatsoever : - the great recent exhibitions of these
two artists appesr to - show up & fundamentel difference between them, PICASS0 is
casentially & Spaniard and a seulptor, while BRAQUE ies essentianlly a painter of
& rigld Fromoh tradition, with a spontaneous sense of colour. ERAGUE i8 no draughts-
man whieh dose not mean obvlously that he 1s not a great artist, in fact the con-
trary; and that st the sson time shoape cannot be diszsoclated in a certaln maa.nura
from colodar.

The importance of M. FRANCASTEL's most recent book must be publicly
stressed 1 - "Painting and Society", & book full of -richness but which has unfor-
tunately not yet attained the importance which is its due, on account of an apparent
denial of phllosophy. This is striking, in the preliminary account of this book,
a5 in the discourses given by i, FRANCASTEL at last year's Congress, presented in a
wide and arbitrary form, Tt does not seem that the enlargement of & thing need
necessarily be arbitrary, and that philosophy =ust be an academle conception at the
pragent momept. That which appears to be extremely lmportant for our epooch, to the
emtrary, is to find a philosophie orientation; that which at present leads us
astray in the absence of phllosophers. Then who is the philosopher who could bring
about unity betweon EINETEIN -~ althoogh EINSTEIN has already been overtaken by
gelantistes - and PICASS50, - although PICASSO has not teen overtaken, since there has
been no progress in the field of art 7 There is 8 certain ommtradiction between the
obvious will to approsch a work of art In its totallty and 8t the =ooe time the
soientifio rigour which seems to manifest a distraction of sorts. I% is evident that
aclentiats, englnoers, artists comiributs simultenecusly te the imrentory of the
pragent world, to its gomprehensicon apd its trapsforsatiom, and that it is net a
guestion of promoting this or that human category. We do not oall for asathatos
enginfaers or sclontists to be produced, but for & unity to be found, an orientatiom
between these different spheres, and this is the trune part played by philosophy.
inderstanding between artists, seientlsts snd engineerz was arrived at completely
during the Remaissance. The first rupture occcured as from [esonarde da VINCI who,
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at 8 glven mament, had decided apparently to choose between art and science, From
that moment on - and slso with HICHELANGELD under a different mapect - the distine-
tiem-in the hlstory of humanity introdoced iteself between the artlson and the ars
tist and the orlgin of s eprtalin form of individual civilisation.

Unoce again there was & perlod of rupture and the problem must be
facsd ag it was already in the 19th contury, when develoment of sclence made
tremendous leaps, bringing with it modificatioms of the relationship btetween Scienne
and Art. These relationships can be established for the solour problem. A porsona-
Uty of the 10th century, Karl MARX, also at one time asked himself the queatiom of
cholde and i1f; at the outset, he was & man like all others, and wished %o be a
oomplete man, a peat, ke moved if not towerds science then in any case towards the
technical side, and concelved an instrument of analysis whish 18 comsiderable in
the sense of present tochnical evolutlon and lmposes conditlons on the spooch. A% &
gartain mowent, he rejected acsthetio problems, which has reflected favourably om
the development of artists, However, he himself said that it is ideas whioch govern
the world. Yet, in the absence of ideas at the present moment, humanity is confron-
ted onea more by & problem of rupture, before o world hard to imagine in unitarian
form. This 1s rooted in the problem ralsed by Mme NICCO-FASCIA 1 - that of the
comprehonsion of works of art. It is certain that, es from Impressionism, when the
work of art congquered its plastic sutonomy, it seems more and more that modern
peinters have wlshed to oxpress the world In ite entirety asnd not only to asmes
themselves wlth shapes and colours. Alsos the Cublem problem must be envisaped from
its total aspeoct : - mew plastic language, new vision of the universe in agreement
with tha engineers. Now, form and colour are the instruments which palnters heve
always had at their disposal. The appearance of red in modern painting i1s important,
but doos not appear to be a major phanomenom,

That whilch seems more loportant in the present transformatlon of co-
lour and intervenes in effect in the 19th century, is the now moaning. Used before
the Renmalssance in a perfectly pure form with a unique intensity, then with a moral
and physical slgnification - RUEERS for example - it takes oa for the first time in
the coge of IELACROIE an egeentlally moral slgnification, and more 2till with Van
GOGH who used red and green, so he sald, to express man's tremendous passions,
alweys maintsining the absolute walue of the colour of the primitives. That iz
where the fundsmental revolution In the colour dopaln - whether 1t be red, bloe or
yollow — comes in, slnoe CEZANNE bases on blue, Van GOGH on yollow and other artists
mainly on red, There is a new transformation of colour sense, a5 messenger from the
senses, and a troly plastie use of colour by artists @ - fram this they have been
able to create thelr new space. The probluome concermed with the relatlionshlp botween
sglence and coloar would merit, so it would seem, to be restituted as from the periocd
of Impressionlsm, the crucial moment in the history of modern art, and in partieular
in SEURAT's work whose research has considerable historiesl walpe, It iz in his work
thiat, forithe Tirst time, sclentific ooncoptions of colour hewve been put to assthe-
tio nse &nd concepiticons of misrestructure and vlbrations have beon introduced into
the artistlc sphere, concoptions which are nowndays translated inte sclantific lan-
gutge, There is a fundamental correlatlion between the sense of microstructure uti-
1ised by SEURAT and also by Van GOGH As the latter, the best organised among artists
of hie ara, conmected with SETRAT durding hls Parisian period, has remained most
faithful to the leaws of simultaneous comtrast, and has consequently known how to use
to the best ends the possibilities of colour,
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s FRAHNCASTEL contributed the cunnludin.; statements to the debates in
arswering the different speakers, Concarning K. FARES's remarks on the East, he felt
that red used as a backpround colour was mot a privilege reserved for the Orlent; 1t
dated from all time. In a muech more general cutline, there is the red used for over-
all covering and the red used for background, but thera iz also the entire range of
polychromy. Studles should be carried out on the problem of colour which has not yet
beer settled. As for that of the spectre and of illoslon, M. FARES had confirmed tha
notion of the subjeetive character of colour, which i3 33 B moaps of interpretation
connected with a matter.

The speaker agreed with M. IEYMARIE on the widening of the notlen om
Cubtdsm, & term which haz no more exacimess than that of Impressionisa;in them can be
seen a designation of a certain epoch during which an entire series of movements
repreaented the activities of a certein group of men. That which serves a useful
purpose ia the necessity Yo embrace to the greatest possible extent in thelr over-
all agtivities the diverse movements inatead of keeping them in watertight compart-
mente. The tendency which ruled the 20th century as regarde the hietory of art,
about 10 or 15 years ago, was dangerous ! - it was attespted to set up ns
seots as possible, whersas in fact they only exlat to the extent of being 1ittls
altara for a great belief in a school of new modern palnting whieh 1a the only
reality. The debate which h=s arisen several times already between M. IEYMARIE apd
the sgpeaker has aprung from the fact that they both have different spiritual con-
coptionAa from one another: - oms is a philosopher, the other a historian who woald
find 1t difficult to belieove that, In ordar to atudy a comorete object, 1%t should
to neoessary to begin the study by departing from 8 general polnt of view, This is
the point at issve broadly speaking batween the emplriclst and the philosopher. The
speaker acknowledges the superiority of philesophy, but this 1s a closed world for
him, He acgpepts the pklloscphieal rights and position but reproaches to . IETHARIE
to appear to pay that thie is the ooly troe position of the problem, And to =ztate
thet in principle that which explains all intellectual activities of our time 1a
anguish, very mueh astounds the spesaker who personnlly entirely disagrees with this
ponoept, The oniverse sk presemt ls far from perfect, but it is no batbar and no
worse than that of other times; the only thing that should count should be one's
ettempt to adapt omogdelf to the world in which one is living. To mome men this
appears as a natural attitude, whioh permits them to set out om the solution of &
problem with & sense of security, empirielsm apd euriosity whieh replace restless-
noes, If, to some, philosophy is of the first lmportance, we must admit that this
is not so for all, andit is preelsely as a result of these differences betwoen the
various types of menkality that the world is as it is to-day,

M. Jameg-Johnson SWEEMEY (V.5.), Vice-President of A.I.C.A., standing
in for the President in his absence, thenked M. FRANCASTEL and all those others
who took part in the debates. In the nhme of M. Paul FIERENS, President of the
International Association of Art Critles, who greatly regretted not being able to
do #0 in peraon, he thanked the Turklah Government and the Township of Istanbul
for the magnificent welcome which they had offered to the members of the Congress.
He also thanked the Turkish Section who were responsible for the perfeoct organisa-
tion of the Congress.

M, H.L.C. JAFFE (Holland), in the name of the members of the A.I.C.A.,
theanked the lnterpreter, M. VEJARAND, for the excellent services rendered by hiz.

M. SWEENEY then thanked the entlre meeting and declared the working
gogsions of the Congress olosed.




