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He said that an international gathering of this nature was
B tribute to a eity which mot onl; put ene in mind of suech great names
es Vergil, Statius, Potrarch, Boccaccio, Goethe, Shelley and d'Annunzio,
and ethers, but was the pcssessor of a great artistic, cultural and
monumental heritage, in addition to its natural beauty and colour, and
should thus exercise a very special atiraction for the delegates to
the Congress. In conclusion, he expressed the hope that the sixth
International Congress of Art Crities would be crowned with success,

Mr. Giulio Carlo ARGAN, Chairman of the Italian Section,
began with a tribute to the memory of Paul FIERENS, who had, from its
inception, presided over AICA with exemplary devotion and efficiency.

He has strivem to promote among art critics and historians the conscious
ness of their mutual responsibility and the will %o co-operate, through
which faet Lthey were holding periodie meetings in order to discuss
their common problems, draw up working directives and formulate their
aims. He expressed his thanks to Mme. Fierens for her kindnesa in
attending the VIih Congress.

He then stressed the importanee of the subjects to be dis=
cussed by the Congress. Their examination would take up the major time
available, although delegates would have the oppertunity of visiting
Naples; Palermo and their surroundings, On behalf of the delegates, he
thanked the distinguished personalities who had been good encugh to
patronise the Congress and all those who had cuntrihuted eithar
directly or indirectly, to its success.

In closing, he read a telesgram from the Prn31dant of the
Itelian Republic, expressing his regrot at being unable 4o attend the
opening session, and whising the Congress every success in its labours.

Mrs. Maria HIERVOLINO, Under-Secretary at the Ministry of
Education, welcomed the delogates on behalf of the Italian Government
and paid tribute to the memery of Paul PIERENS, first President of
AICA. She observed that, im spite of = good many difficulties, AICA
had been able to carry out a DUDber of valuable tasks since its foun-
dation, among the most important of which had been-the establishment
of prizes for art erities and artists, the Archives cof Contemporary
Art which were on the point of publieation,etc. She then referred to
the importance of the tcpies to be considered, which demonstrated the
¢extreme difficulty of the art oritie's vocation, ond emphasized par-
tieulary the social function of art, toec often under—estimeted, and
the need of paying sttontion to the vital contributions of art to
1ife and of life to art, rather than to striving for standardization,

After observing that the atmosphere of Naples and Palerse
could enly favour its laboura, she deelared the VIth International
Congress of Art Critics open.

kr, Jemes Johnzsen SWEENEY, Acting President of the Inter=
national Associmtion of Art Critiea, aaid that the three words - Italy,
Naples and Palermo = conjured up a magiec vision of beauty, art and
tradition . While the members of AICA were more particulady concerned
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with contemporary art, they did not fofget thet a form of contemporary
art that ignored tradition would be built on sand. The Congress could
only congratulate itself on the fact that it was taking place in a
‘peffect setting for the consideration of the problems of living art

— & setting of natural charm, artistic beauty, tradition, and respect
for tradition.

; He expresscd the gratitude of the Buresu and all the members
of AICA to nll those who had made the meeting possible and had worked
to ensure its success. Deriving the benefit of the warmth of Itelian
hospitality, the Congress particularly wanted to thank Mr., Giulio
Carlo ARGAN, Chairman of the Itelian Section, Miss Palma BUCARELLI
and Mr. CARANDENTE, while not forgetting Professor VENTURI who had
certainly - as menbers knew = had the final word on the measures taken
tc enable the Congress to be held. Delogntos were also aware that the
Paris Secretariat headed by Mme, GILLE-DELAFON had actively assisted
in the preparations for the Congress. As the gueste of Itely, delegates
were particularly honoured by the presence at the opening session of
Mme, HIERVOLING, Secretary of State for Education, whom he thanked
for her gracious words of welcome. A mere glimpse at the programme was

sufficient to show how much thanks AICA owed to the Naples Provineial
Tourist Agpency,.

He referred to the encovraging co—operation and the effective
meral and material aid that AICA had recoived from UNESCO sinee its

foundation. AICA c¢ould only be proud of the confidence shown it by

that Organization and congratulnte itself on every opportumity it was
given to co-operate, Mr, Michel DARD, Hend of the Division of Arts and
Letters, was more than a mere ally of the Associantion; he was a friend,
and the Acting President was happy to be able to welcome him to the
Congress, as his presence was a further proof of the importance he
attached to the Associationts work, He requoested Mr., DARD to emssure
hiz Director-Generasl of AICA's great respect for UNESCO's ideals,

For UNESCD was & synonym for peace, intellectual progress, interne-
ticnal understanding and co-cperation.

As the printed programme of the Conpress had been distribu--
ted to members, he would not go inte it in detail. Its evident fullness
compelled him to reiterate the thanks that were due to the Italian
hosts of the Congress; whe had taken on their shoulders the bulk of
the labour of o-panization. The extensive programme of visits and
receptions and the large number of participants were due to the faet

that the gnthering was met nerely a gencral assembly but a congress
in the true sense.

Adding his tribute to the memory of Paul PIERENS, he said
that nll who had known and werked with the latter knew that he would
have regretted to see the Congress shrouded in gloom becmuse of his
absence. His tolerance, his kindly disposition, and chiefly, his
goiety and scense of humour should be the symbels under which the
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Congreas should eorry out its impending tosks und er the warm Mediter-
ronean sun of Naples and -Palermo.

After addressing a fow words of thanks in Itanlian to those

Italian oembers responsible for the erganizetion of the Congress, Nr.
SWEENEY .pointed out -thet the delegantes to the Congress, as writers on
contemporary art; ¥ere avare of the heartening importonce sttached to
XXth Century art in Igely. As historiana, the word "Itely” immedin-
toly suggested to theo tradition; as eritics of present-day creative
art, the nmembers of AICA undersztood the need of fusing tradition

and exploration in the effort of ercation.

He concluded by once more thanking his Itnlisn colleagaes.
He wos convineced that = meeting held under such happy and fovourable
nuspices could not but odd a sSuccessful chapter to the history of
AICAL meetings which had already included the cities of Paris, Venice,
dmsterdam, Zurich , Dublin, Istanbul, Oxford and Dubrevnik.
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The jAecting President, Mr. James Johnson SWEENEY (U.3.4.),
opening the meeting, reminded members of the two subjects to be studied
by the Congress. The first of these was the following : "The Methods
and Terminclogy of Art Criticism"™, discussion of which would be begun
at the current meeting, The rapporteurs were Professor Vemturi, Mrs,
Nicco=Fasoloa, Mrs, Van Emde Boas and Mr, Hofoann,

The debate would be introduced by Frof, Venturi, to whom
Mr, Swoeney handed over the Chair.

Mr, Lionella VENTURI {Italy) began by pointing out that
"method” and "terminolopy™ implied two different probless and that
the repporteurs were therefore free to discuss only one:of them. He
himself proposed to consider the connection between the two terams.

Hgz said thet the eritieanl method was boased on = concepiion
of perfection in every field of art. While perfection had formerly
been considered as above h'ntory, change, perinds and different ideas,
it was not recognized that every period of art had its own perfection,
vhich might be cntiroly different from that of other pericds. Assuming
that every period had produced masterpicces and mediccre works; art
terminology should be able to contribute to the understanding of the

changing tastes conditioning the wveriouas concepts of artistie perfec=
tion, : #

In ancient times the word "art" meant "to make something
in accordance with a plan®™ and, although Socrates may have grasped
the significance of the spiritual value beyond the artistic okiect,
the man of antigquity did not appear to have raised the guestion of
unity in the arts, The idez of unity wasz still more lpeking in the
Middle Ages than it was in antiquity and, in that conneetion, the
speaker gave a5 sn exem@ple the "Steduls Artius” of Theophilus. But
in the fourteenth century, thé¢ idea of unity began to emerge out of
its obseurity in Florence, where Secenini; the pupil of Giotto, had
raferred to the unity of design and eolour, implying, naturally,
their materizl aspeet, line and shading., In the fifteenth century
Ghiberti had contributed a nev factor by stating thet design was the
foundation and the theory of printing cnd seulpture; that idea could
qﬁly be axpressed in Enpliszh which wasz the only language to possess
two distinet terms ¢ "drawing" and "degipn®™, while fthe Latin languages
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could only e¢xpress the difference by spenking of "la ligne" (material
design) snd of "projet” (intellectuanl design). Prof. Venturi went on
to observe that the distinction was already an old one, clearly
brought out by Prederice Zuccheri who referred to exterior and inte-
rior design. Vesari,too, wes certeinly aware of the distinction when
he referred to the designing arts, which for him mesant all branches
of ort from their technical and esthetic nspects,

While the concept of "beauty" was alrendy linked with the
arts in antiguity - & concept found sgain in Vaseri and the Italian
writers of the seventeenth century who refer to the "béeoux arts® of
design, ‘"beau" beoing used as an adjective and not as a definition =,
we must woit for the French classicism of the seventeenth century to
find "beau" linked with "art" for the purposes of definitien. Thus,
in 1690, Charles Perrzult published his "Cabinet des Beaux-Arts", The
concept returned te Itely in the eighteenth century, through French
influence ~ a fect that the specker demonstrated through pointing out
Lthot Italy had adopted and still used the form "Belle arti", while
the noroel form employed would have been "Arti Belle", Leter, ecertain
writers began using both forms, such as Milizia, eritie of architec-
ture, who published in I798 ; " L'Arte di vedere nelle Belle Arte
Disegno". Watley's dictionary of painting, sculpture snd architecture,
publisehd in I792, defined beasuty as "the perfection of art", giving
o subjective mezning to something which had been - even during the
Rencissance - objective, Prof, Venturi referred to Aristotle's
definition : "Beauty is order and measure”, which was equivalent to
saying that it must be looked for in the object itself. The importent
factor in Wntley's nttitude wos the recognition that beasuty hod sove-
ral aspects. For he referred to the sensusl arts as possessing their
own kind of beauty, the sentimental arts as kaving their own, and
finally the intellectusl arts which possessed still another form.

ProP, Venturi then attempted to define the position of
the Rennissance nrtistes towards design, to which they attached great
importance, some considering it as 2 tool of conquest in the hends
of man and the world (Masaccio, Pollaiole, Leonarde de Vinei =znd
Michel Angelo), while others, less tormented, less philosophical, hed
had a conception of contemplative rather than of powerful besuty
(Botticelli, Fra ingelieo, Raphael), Pollowing Poussin and soven-
teenth-century French clacissism, beauty was zssigned the place af
honour - o concept attacked by Lessing in "Lackoon®, written in 1766,
Trying to find the common dencnminator in the figure, he had formuls-
ted, or at any rate populariscd, the cxpression "bildende Efinste® =
& term derived from the old German word "kuhnen", i.e, "klinnen"™ (to
be able). In using that term, Lessing's aim had been to conceive of
painting ond sculpture as completely detnchod from poetry, in oppo-
gition to the "besux-orts™ thaot united them,

In Schultzer's "Allgemeine Theorie® (ITTI), "Bild" was
applied to the forunl mass = a fanet which, as Auguste Schlegel confir-
med in IB23, implied that the term "bildonde Kinste" applied ossen-
tially to sculpturc nnd architecture, The phrase hod been very badly

&
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translated inte the Lzatin langunges ms "plastic nrts" = o tarm that
ignored colour - and in Italy, from 1852 onwards, the term "figurative
art™ ecome into use = n tero whieh hed sprend nll over Europe but which
could not be nccepted os art had beconme partly non-figurative, nnd

even loss so becosuse architecture remsined outside the scope of the
definition, The true culminating point of figurative art would be the
Wgekne de genre™ in the taste of the sixteenth century.

In the secaod half of the nineteenth century the concepiion
of nrt become revolutionized by the sppesrence of the definition des=-
eribing art ns a product of the eye, nand the term Prisuel art" beecame
popular, partieularly in Great Britsin., Il would appear that the enly
toron wvhich would truly embrace all branches of art would be the term
"art™ in the singular, All the definitions attempted = cnd there were
many others — reveanled changes in taste, nond while they furnished
proof of the relativity of tnste, they were not definitioms.

Another current problem of terminology was the distinetion
between the craftsman and the artist = a problem which was of passio-
nate interest during the Italian Rensissance, particularly for Leoncrdo
da Vinei, but for which no solution yet appenred td have been found.
Thore were still other probless arising, such as the distinction teo
be - drawn between the process of artistie erecetion and the finished
work of nrt. The speaker conclused his address by observing that only
in English was it possible to make & clear distinction through the use
of the teros "artistry" and "art®.

Mrs. Giusta NICCO=-FASCLA (Italy) observed that the discus-
glon on terminology had béen introduced by the Netherlands crities
who hed stressed the differences in meaning nttoched to identieal teorma
in different countries - differences due to the cultural evolution in
varying environments mnd periods. To eonclude from the above that such
deviations formed pnrt of the ordinary historieal process and must
therofore be accepted without Further ado would be to sidestep the
problem. In any e¢vent, any eritical research on o particular historieal
peried implied the necessity of verifying the basice vocabulary of that
period - in other words, checking on the ideas preveiling at the time.

It would be of the highest volue to thoroughly revise
the terms indicated by the Netherlands dolegotion, c.g. reslism, natu-
ralism, obstroet, ete., and to try and rench carefully thought-out
definitions, while the scope of their investigation could usefully be
broedened to include other concepts current in the written longusge
and eritical literature., The investigation could be carried out inm
one of two woys. It could either include the consideration of histo-
ricel wvariantions or be limited to the presemt. But® whatever method
wos followed, the task was not one that could be done by o congress,
unless resenrch wero restricted %o o few items which could be trea-

ted either theoritically or on the basis of actual experience inm
nrt.
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She thought that a task that would be both useful ond possi-
ble would be to exenine sonme of the moat noteworthy features of our
era ond to begin by asking why the question had been raised - o gques-
tion that could be anawerod by referring to the groving number of
pecnings of the terms used becouse of the influence of science, pli-
losophy, sociology, literature, ete. She waos of the opinion that the
Congress was not concerned with & mere question of vecabulary and
thot the problem was not unconnected with the 2gony peculiar to the
contemporary erz, But it wans not enough to understand the zense of =
eritienl concept. Critics were divided not only by words but by stti-
tudes stoemming from the deeper feelings of each &s an individual,
While a diversity of concepts could be taken as a sign of vitality,
thet could only be true once every outmoded mttitude or the fear of
foecing the difficultios 2nd vagaries of e situation had been given
unbisssod consideration., That wos why eultural control and ravision
. 8hould be at the base of any critieasl operction and idea ond why ne

‘definitive answers cpuld be expected. The best would appecr to be
those that would be morce easily understondable to ~ and more ecapable
of helping us solve the problems of = our age.

Mr. Wernor HOPMANN (Austria) said that he would propose no
solutions and wguld merely limit himself to pointing out some of the
gaps in the professiconal vocabulery of art critica,

He referred to the widely differ i ng work of Eendinsky and
Mondrinon : that of the former consisted of dromatic and convulsive
improvisations ; that of the latter of classicol oguations, Both wers
deseribed as "nh:trautﬁ, "non=-figunrative®, or "non-objectiven, although
the plhatic nessage of a picture ooade up of straight lines differecd
¥vitally from one consisting of & feverish dence of colour, Therefore
the term "nbstraet® ecould only sugpest o general elassification,
without conjuring up subtle distinctions. Without wieshing te list all
the uses of the term;, the spesker siressed its obvious zebiguity,
which appeared even in the definition given in Webster's Dictionary,

2 most suthoritative work - a definition that could be applied equally
¥ell to the works of Ezndinaky ond those of Mondrian, the varlous
pheses of whose work the speaker ocutlined.

He conclued by putting forward the view that the nims of o
discussion on the terminology of art eriticism were to show the orga-
nie relationship between logically successive phases; to indicate
their connection with the laws of optics end to draw up an "abstreci®
vocabulary. While teking inte occount language problems and difficul-
ties, it would be possible to use, as n besis for such discussion,the
voeabulory of Gestalt Psychology, vhich distinguished between the
phases of the Vorgestalt, followed by the differentiztion prineiplo
lesding to the Gestolt, ond the reduction of the latter in the Mondri-
anc¢aque state, which he would describe as the "Reduktinnasgestalt®,

IThe CHAIRMAN opened discussion on the three reports sub-
nitted, s :
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M. Gal, LUZZATTO {Italy) submitted an actuel example of
toroinology of art erities in order to bring discussion down to o
more practieal level. He referred to two recent works, one by
JEDLICKA, which drew a2 clear distinction betwaen talent and genius,
and added that he himself was unable to distinguish between theo,
In his view, the difference waos merely one of intenaity within the
seme quality, =nd not an cbhsolute one,

Mr, RUDOLCI (Yugoslavia) thought thet zn isportant task
for the art critics was to show the form emerging from community life
~ & term which had been much sbused., However real the influence of
sopbunity life might be on form; it wos not easy to demonstrate and,
to soma extent, it only appeared indirectly as s result of the work
of = erentive craftaman, who did not differ in essence from an artist
as such,

The CHAIRMAN zaonounced that it would only be posasible to

give the conclusions of the reports submitted at the end of the next
meeting.

The =eeting rose.

Se ¢ ond ¥orking S ogg g1 omn

PALAZEO REALLE, NAFLES
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The Acting PRESIDENT snnounced thet the mesting would

continue diseugsing the subject : "Terminology aond Art Criticism".
He enlled on Mr., H.L.C., JAFFE te take the chair.

Mrs, Magdn Van EMDE BOAS (Netherlands) submitted her report,
¥hile she recognized the existence of a problem of terminology, she

considercd that the compilation of o theoretical dictiona y,however
desirable it might:be, would demand a considerable amount of work
pnd would take o very long time. The result might very well be that
it would be outdoted om completion, ns the natoure of the terminology
of art ecriticism was just as dynapie na the plastie arts it had
desceribe, mnnclyse ond evelucte.
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Bhe reconmnnded the constitution of & sub=comnittes or working
perty, which would undertske, in co-operation with the netionasl section:
of AICA, o thorough study of the terms most frequently used by art
critics, In view of the proverbial elarity of the FPrench language,
Paris oppenred to be the iden]l meeting place for such a committec.

Mr, H.L.C. JAFFE (Netherlands), Chairman of the session,
apesking in his eapncity as n member of the group that head considered
the problem, observed that the guestion of the chenging oeaning of
terns resulting from new ecurrents in ort had clready been discussed
et Dubrovnik ond Oxford. He indiecated that the term "mbstract art”
haod been ereasted before the form of art so desceribed, mnd had been
used for the first time in & book by Boringer, ealled "Abstraktion
und Einfiillung", in which it wns opposed to tangible roality,

He saoid that kr. Hofmann had alrecdy drewn sttention to the
faet that there were different trends in abstroction itself, while the
problem of "nbstroct art®™ hed becone even more complex for the renson
that in the present oge even zpeoient ort was considered from +the
abstract sngle. What the critios were secking were elarity and compre-
hension, and it was therefore their duty teo pay attention te the
clarity ol 1 tvroms used ond their correct application.

In conclusion, the speaker pointed out that what the Nether-
lands proup proposed was a study of the terms nnd their mesning.

Mr. Hans REDEKER (Netherlonds) discussed the question of
art-criticiso terminology from the philosophicsl aspect. The term
"terginolopy® itsze¢lf implicd o system of ideas capeble of fsolated
definition. The objeect of the field of art criticism was not only
te interpret human 1life, but also the intermediate fields in which
the argunent determined the proposition, whieh in its turn determined
the terminelogy to be used, It could be asked whether the problem of
terminology for the nrt eritic really ¢xisted. To mnswer that guestion,
it would first be necussary to drow o clear distinction between mrt
eriticiso and the other netivities of the .eritie, e.pg. the history
of art., In comparing rrt eriticism with the hisfory and the philozophy
of art, it could be noticed that art eriticism did not imply = histo-
rie attitude, ns it did not observe but evelunte, ond tended not
toward the gemeral but townrd the perticuler. Pinenlly, the srt critic
wad mot a specialist but a dilettsnte, unsciecntific hy profession,
treating every branch of the nrt of mapkind. There remained therefore
only one field where he had to erente his own vocabulary = that of
values, Most misunderst nndings arosce from the fact that many of the
terms enmployod, e.g. baroque, mannerism, realism, exprossionism,etc,,
had o differeont wezning for the history of art, for esthetics mnd
for art critiecisn. The problem of terminology in art eriticism only
existed in fnoet a3 a refleetion of the concept of values, and therehy
of the probleo of artisztic velues,

Mr., ,L.C, JAPFE, Cheirman of the session, asked for
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diseussien on the work of the Netherlands group, as submitted.

Hra, NICCO-FASOLA admitted that the reports submitted had
dispelled her doubits on the first subject put before the Congress,
The enguiry om the subject of terminology had actually become a eriti-
cal cne, 1, e, an attempt to understand certain burning guestions rela-
ted to modern art. The study of terminolcgy could be a kind of histo-
rical revision of ever-important problems, The vagueness of the term
"asbsiract"” worried her & great desl and, like a great many others, it
could only profit from revision, She agreed that the cempilation of a
dictionary was little to be recommended, but agreement should be rea-
chad cn the tesk that would serve the most useful purpose. Sho was
thinking of & theoritical history and stressed the advisability of
concentrating effort on & field to be determined, covering only a few
problems and trends, She did not comsider taht any purpose would be
served by proposing » number of terms unless they ¥ere linked with
specifie art problems, thus enabling research to be orientated, The
problem of abstract art might serve as the basis of research.

Mrs. JAFFE cxpressed his satisfaction of the fast that MHmbe.
Niceco—Fasola had drawn attention te the practical aspects of the ques—
tion and on the conerete existonce of the terms used. The art crities
were meeting to revise and perfect the terms which were their tools
in acting as middlemen betwoen art and the publie.

Mr, HOFMANW copgratulated the Netherlands Secetion for their
initiative in the examination of so important a problem. He considered
that the publication = in fuller form - of the reports submitted to
the meetings would be ¢f importance. Finally, he supported his state-
ments of the previous day by drawing on a few examples from literature.

Mr, JAFFE thanked Mr, Hofmann for hiz speech and the examples
he had gquoted which not only showed how words could change in meaning,
but alsc how terms of cpprobium in cne age might beccme the object of
research in anothe=, The fact furnished yet ancther prosf that terss
should always be considered in relation to the trends in art of a
speeifie era, By studying, revising and considering terms from their
philclogical, historical and philosophical aspeets, it might be pessible
to prevent their falling into disuse and to revive them, which would
profit not only critics but everyone engaged in the pursuit of art.

Mr, Lionells VENTURI also thanked the Netherlands group for
its contribution to the study of terminology and its problems, congratu-
lating particularly all those who had investigated the terminology of
modern art. He agreed with Mr, Jaffé on the need to conduct research
from a historieal angle, which meant that the conception would have
to be a little different than it would be from the philesophical as-—
Pect. He disagreed with kr. Redeker, considering that the separation
of the vocnbularies of art criticism and art history entailed some
risk for, if the historv af art were truly ¥hat its name implied = and
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not merely the history of culture = it would have o be put on the same
level as criticism, from which the need for combining the twe activi-
ties. The problem was of imparitance for terminology. He considered it
gssential that the terns be esxamined from their historic aspect and
that the means be found = naturally without using the 2erm "abstract
art™ to describe ancient or gothie art - of using the argudent of his-
tory as a jusiification for a proposed term that could be used to
distinguish Greck primitive art or the art of the Middle Agea from

that whieh was new fundazental problem of eriticism, namely abstract
art.

Mr. G.C. ARGAN (I aly) said th-t the discussion had had a
positive result in that it enabled the obsorvation that the problem of

terminology wis that of the historical terminelegy, which did not have
to bg complied buit justified.

Referring %o the proposals for the comp "~ lation of a die-
tionery, the speaker pointed out that slmost anll existing dicticnaries
on the fin arts dated from the ISth or early I9th centuries. They had
_ been compiled because of the prevailing attitude that the term used
had acquired universal value, Modern art certainly showed an interna-
tional %trend, I% had freed itself frem nationalism, i.e. from the tra-
ditional way of reganrding nature based on national troditions, and had
beccome established on an international basis, Ha thought it pessible
that a value could be found which, if net universal, would at any rate
be¢ genmeral, for the terms u-ed, withoul there being any risy.of their
historical o-aning being distorded., He was of the opinion that, parallel
with an exact terminology, a more general vecabulary should be compiled,
ag he would rnot like %o give tp usiy wvorda that were of significance
for specific cultural figld. As a drescription of a form of art thak
put soms distance hetwveen ilself and naturalistie” experience, the term
nghstract art® seemed to him to fit perfectly, slthough with the pro-
vige thnt the oethod used by individunl artists be apecified.

In conclu=zion, he thought that the relationship between a
full and o more =estricted terminology ecould only be eppreciated through
the compilation of a coampazative historieanl dictionety containing =11
the terms used in ari histery -~ ancient. modern and conteoporary -
without any att % being made to create an artificial terminelogy.

Such = dietionary, which would be the result of co-operstion among the
art critics of the snt re world, would mot be an abstract work, bui a

very concrota _1d jmportart one that might:even shed light on “he true
pultursl tra®’. "ona leading up fo modern arts

Mz, Jean BOURRT (Fronce) alsoc thanked the Metherinnds Beo=
tion for the excellent p p'nparntary work they had done on the topic., He
agreed thet Mr. Argen's suggestion for o cezparative dictionary wes
as an excellent one, even when the inevitable mergin of error involved
was taken into sccount. He would like to brinpg dlscussien into another
level by drawing attention to the seciclopgieal aspect of the languspgn
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question, Through the fect thet language was o means of communication
among human beings, it came into the sphere o the social sciences,
Doubts about the eritical vocabulary were ofton- expressed by painters
who refused te be pinned down to a particular category. Nor should
the fact be lost sight of that painting wos e commercinl as well as
en intellectual mattor and that; depending on the moment, it might be
more or less interecsting to be an abstract painter., Moreover, vocabu-
lary was crested more by painters than by critics, which confirmed
its sociclogicel aspect. A dietionary, provided it contained the his-
torical context of the terms included, was essentianl. He concluded

by suggesting that we were possibly net yet for enough removed from
abstract art fa be able to adapt the current critical voecabulary to it,

Mr. Roymond COGNIAT (Prance) said he hed Yittle to had to the
extremely cléar and precise reports submitted by Mrs. Van Endo Brnas
and Mr. Argan. He was concerned by the fact that, in the study of the
problem, the sendemic aspoect might obtrude too much, o factor which
would be difficult to aveid. In spite of Mr, Argant's suggested pro=
cnutions, he was & 1itile hesitant anbout deciding on exset definitions
and he saw something contradietory between the wish to define terms
exactly and that of allowing some latitude in the use of such terms.
He was against the stratification of words, It was precisely because
they devianted from their original mesning that words added richness to
B language., To use the word "impressionism"” for a period of the past
that did not know it seemed to him to enrich, at one and the same time,
both the present and the past, and to moke comprehension easier. Ra-
ther than invent new words, it would be more valuable to brsaden the
sense of those existing, something which was, perhaps, an example of
true internatiomnalism. If kr. Argan's dictionary should ever see the
light, he hoped that it would be extremely Fflexible in structurs. It
would certninly be most precious for critics living some ecenturies
hence in giving them en exact iden of what the erities of the present
wore trying to express. Something thet could be strongly recommended

would ba the compilation of & wvoecabulary of current terms giving olear
definitions.

Mr., Gille DORPLES (Italy) s=id he had beon o little disappoin-
ted with the reports submitted, as he had expected discussion to be
bonsed on terminology as a whele, and not on the walue te be given to
toros like absiraect art, telent or genius, He assumed that everyone
tgreed on the changing mesning of terms in the course of eenturies,
or even ¥ithion o particular gencration. But there were in existenco
some very thorough semantic studies on aestheties, which should have
been referred to in considering terminology and its importance for
art history and eriticism. He expressed surprise that no one had gquo-
ted Wittgenstein, Carnap or Morris, snuthors who had zhed considerable
light on the whole field of snalytical philosophy and the analysis
of languange. He agreed with Mr. Venturi thet the art critic and art
historian should use identical language, but thought there was some
risk in using the Gestalt vocabulary, as Mr. Hofmann had proposed,
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In cenclusion, he expressed the view that, befeoere proposing
the compilation of & dictionary of art terms, and before discussing
Fhu possible meanings of individusal terms such as absirect art, talent,
genius, it would have been necessary to consult the aveilable amlyti-
gl studies which would contribute t- the avoidance of serious errors.

Mr. Fgon VIETTA (Germany) could not agree with the previous
speaker thaot the problem should be reduced to its semantie aspecl. He
did, however, agree¢ with Mr., Venturi that abstract art be recognized
as o prosent—-day phenomenon, for oart was-always linked with history,
but pointed out thet the guestion of the contemporary oeaning of
Aipnature” had not been reised at the Conpresgs, while Heidegger nnd
contemporary Frenech philosaphers held the view thaet what nature signi-
fied for our age was not the same as it haod signified for the Grecks,
Yorgil or the Mjddle Ages. In the modern world, nature was becoming
igbued with & technicel element ond losing its originel religious =znd
elementnl value,

Mr. Ernst GOLDSCHMIDT {Belgium) said that he had been struck
by 3 number of thoupghts during discuassion., The word "confusion® had
been frequently oentioned, the reasms for which could only be that
the speakers were not always agreed as to the meaning of the teras
they were using. Among the large nusber of reasons for that, mention
should be made of the nbuse of guotation marks in eritical writings.
Putting a word in guotation marks was equivalent to giving it enothor
meaning, "Abstraect art" and abstract art were two totely different
things. Another snoere; more approprinte to Geroen, was the separation,
perticularly in the case of certaim sdjectives, of the prefix froo
the root, Too often the critic 4id not seem to be ziming for clarity
but to deliberately sow confusion, Such abuses could be aveided through
greater discipline and the use of words conly in their habitual sense.

Mr. JAFFE thanked the previous speaker for his sppeal for
clarity and discipline, sometimes mosi necessary net only in the use
of words but in ideas, The aim of the critic wes to be understood.

Mr, Mario PEDROS.L (Brazil) propesed o praetical conclusion
to the discussion, He supported Mr., Lrgan's suggoestion for a termino-
logieal dictionary, the compilation of which would require an enormous
ameunt of work on the peart of AICL, The first stapge could be osta-
blishment of a committee on which mll those disciplines imterested
in, and ecapable of, tresting philosephical , linguistiec, phenomenolo-
gieal and logical problems would be represented,

Reference had alse been made to the psychelegical preblem
of peroeption and to Gestalt Paychology. Egquel consideration would
have to be given %o #ll presently-known derivatives, such es that of
Luynnes, topelogical psychology, the contributien of the Toung school.
He thought that the setting up of & saell comnitiee to consider the
problens of psychologiczl perception would be mest mdvisable. Pinaslly,
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a8 committee of art historians and critics could consider the problems

of language and historical terminology and its relatiop to modern
terminology. X

hir. LUZZATTO said that hr., Venturi had observed that, in
reforring to figurative art or "Bildende Hunst”, one thought mainly
of the art of the nineteenth century, very near to illustration. He
did not thik that that observation was strictly correct as the "arti
figurative" did not exclude rnon-representational forms. The misunder-
standing did not arise through the use of the term "figurative art®,
but ¢f the term "non-FPigurative" art, which meant nothing and had
even given rise to long and sterile discussions among the eritics them-
Aaelves. He would suggest the use of the term "rythmie painting or art®,
expressing - as did music - something experienced without representing
an object. That might be a solution te the problem.

Mr, JAFFE thanked Mr. Pedrosa for his practical suggestions,
which might be considered by the General Assembly when it drew up
its programme for the following year.

While waiting for a system — whether good or bad - to be
decided on, he agreed with kr, Goldschmidt on the necessity of reture
ning to discipline, i.e. on the responsibility of crities toward their
readers and, more particularly, towards the objects they were discus-
sing. The inaecurate, irresponsible or inappropriate use of terms
might be damaging to the reputation of the objects referred to by the
erities, something which would be contrary to his professional res-
ponsibility and his responsibility as a human being. After thanking

all those who had participated in the discussion, he handed over the
Cheir to Mr. Sweeney.

The PRESIDENT, after congratulating Mr. Jaffé for the =skill
¥ith which he had handled a difficult discussion which he had contrived
to make most interesting, thanked the Netherlands Section for having
realized the importance and utility of the question of tersinology
and for the preparatory work they had done.

The meeting rose.
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The ACTING PRESIDENT infoermaed the mecting that the scssion
would be deveted to the discussion of the sceond topic on the Congreas
agenda, namely :"Everyday Life and value of forms", kr. Rens HUIGHE,
Professor at the Colliége de France and former Head Curator of the
Department of Painting at the Louvre, would introduce Lhe discussiocn.
The rapporteurs were He¢ssrs. Bernard Champigneulle, Alekse Célébomovie
and Gillo Dorflds. He ealled on Mr, Rend Huyghe to take the Ch-ir,

kr. René HUYGHE {France) pcinted eout that, in the programme,
the topic under discussion had been sub-divised into classical and
modern art, The distinetion was difficult to justify and should be
questioned from the very beginning., 4 matter of principle was involved
for if the problem were considered in its emtirety; there was neither
past nor present, The present worked te make the future and then became
the pazt in its turn. He thought it dengerous to maintain the illusion
that periods followed one another in succession and that saech diffe-
red radically from its predecessor, It was difficult to separate art
wistory from art eriticism by assuming, more specifically, that art
history concerned the past and criticism the present. Prof. Venturi
had put the position clearly by observing that the history of art
studied the factors determining art from a historic asngle, i.e. that
it was slso concerned with the historie factors in the art of the
present, while art eriticism had to ¢lucidate the value giving the
quality of art to those historic faetors. It waszs therefore difficult
to mark & frontier betwien the art of the past and that of the present,
for the term ®"art™ embraced both that of yesterday and that of to-
morrow. Before giving his personal views, he called on Mr. Dorflks,

Mre Gillo DORPLES {Itnly) entirely sharcd the opinion of
lir. Huyghe that it was dangercus to make o distinction between classi-
cal pnd modern art.

As he wos the first to speak on the topic, he proposed to
begin by giving a2 short outline of the background te his report. When
the topic "Everyday Life and value of forms"™ hnd becn proposed atb
Dubrovnik, kr. Fraincastel and himself had raised the gquestion of the
advisability of including architecture and the collateral arts
{industrial aesthetics, graphic art, ete.) and he had elsec suggested
the inelusion of advertising anrt. The proposal had been accepted and
AICA was about te hold theoritical discussions on architceeture and
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industrial art for the first time, It was obviously impessible, in the
modern world, to ignore those hew formnl factors if the scim was to
obtain & panorame of modérn art corresponding to the sccial, cconomie
and intellectunl reality. Art hed to be considered as o transcendental
entity, but the art of to-day was not that of yesterdeay ond would not
be that of to-morrow, either in form or funection., What appacred to be
developing at the moment wos o division between the speres of technical
and zesthetic forms; art hed nlmost entirely lost its religious, magi=
¢zl and ritual funetions. Technique had become the mistress of the
pechine, opparently outting off from art o vost field of human produc-
tivity which in the past had been its own, Put a link between crt and
technique, between feshion and style, wos supplied by industrial desipn,
A typical phenomencn, in that regerd, was that of the rapid wearing-
out of industirianlly produced articles, and the consequent need to

fill a perpetunl parket demand and of performing 2 "preoonitory® func=
tion, apticipeting new formal datn. The industrial erticle not only

had to fit in with the technical demends made on it and the material

of which it wns constructed, but two conditions had to be barne in
mind, nabely its inevitable formal instebility and its pre-eminently
symbolic funetion, :

The promingnce of industriel articles in everydoy life weos
&lso brought out by the fact that the spocifiec forms of machine-made
produets led the publie to expect them in equally furniture, architec-
ture and sculpture. The very aspect of modern.tewns had been trons-—
formed by industrial building ond elements borrowed from publicity
design, A new stylistic faetor had been added to the other branches
tf art, o fector which wans itself transfermed and sublisated in ar—
chiteetonic ond plastic conatruction,

In conclusion, the speaker stressed that account had to be
taken of all the forms surrounding us, whether architecture, nrticlas
of cverydoy wuse, letters and posters, placards, drawings, and the
whole scenic background of the eities in whieh we lived. Sight should
not be lost of the fact that it was only by studying that complexity
of forns, which on +the surface ‘appaecred only of secondary importance
in art, that the rensons for the emergence of new forms in painting,
gculpture and architecture could be unesrthed.

Mr. René HUTGHE associcted himself with the tributes to
Prul Pjerens, whose absence from their midst hed moved him intensely,
But that obsence wes not altogether complete, as lme. Flerens was
pmong the audience, FPeul Fierens had beor & man who had never tried
to separate past from the present, one of the most lucid minds that
had ever been lent to the study of contemporary art snd at the zzme
time an historian of the art of bygone times, to which he had devoted
himself ns Director of the Brussels muscums apd s o teccher. He had
been o great Fleming, in the same way theat Rubens hod been, and his
lest artiele, written for "1'Art et 1'Hoome® and not yet publisghed,
had appropristely encugh been on Rubens. In his abundant vitality,
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he incarneted the vigour of his race, while being egually at home as

a Parisien critic, Like Rubens, he had been a grest humanist, and

in the international role he had played, Ruben's beantiful words could
be applied to him : "The world is my-fatherland”.

The topic under consideration offered him the spportunity
of putting forward a few general ide¢as., The question of form in every-
day life¢ had interested him intensely for five years during which time
he had done a great amcunt of work, He had been led to ask himself
whether, in making a reo—appraisal of the histery cf civilisation, it
would not be possible to make cut a csse for a permanent relatiomship
among the forms, the system of formss and the basiec conditions of life
that made up an era In the history of mam or in & civilization, le
had recently treated that topic, in rather an absiract way, at the
Congress on Aesthetics held in Venice, He expressod his intention of
basing his argument directly on the consideration of the experimental
situation which was, for aesthetics, the work of art. He began by
pointing out that in asserting that forms were focets of life, he did
not inted implying the existence of a histeriecszl determinism meking
of art a moere mirror of 1life., As Prof. Venturi had said, art was the
gquality bestowed on and added to the substance of history. He also
stressed the fact that the individual living in a speeific poriod was
confronted with a fcrmal factor, an edifice of forms from which he
aould not escape as it corresponded to the age in whieh he lived.

And therefore, in the scicentific sense of the term, it could be said
that forms were a function of life - variations parallel to those of
the socinl, ceoncmic and technical factors of life. But to the extont
+hat man dmvpluped his idens, forms depended orn and reflected then,
for the vision of the world wos parallel to his concept which it in-
terpreted in another way. This brought him to the definition of the
word "form", He said thet the Greeks, in using the word "eids" to
express both "seeing” and "knowing®, had immediately brought out the
ccrrelation between ideas and furms. Man, submerged in a multiplicily
of confused sensations, was compelled to put them in some sort of
order, and thus he created forms, Thpet was the origin of the well-
known Gestalt theory whieh, in the sense in which the Germands under-
stml it,stressed the pre-ﬂminent role of struetures. Forming a struc—

ture frnn the external elements was performed equally by asight as by
thougt.

It was therefore notural that & letent and deep-sceted
correlation between intellectunl snd visual forms should exist.The
problem had interested him for seversl years and he hed summarized
it in a work being preparated for publication ‘under the title of
"Parme, vie =% pennée”, In Prance, too, certain philosophers were
studying the evelution of intellectuszl structures from one philosophy
to the next. In so doing, they were elucidating intellectual struc-
tures manifested as forms appearing almost free of clearly-defined
content, and the convietions that nourished thenm, It was interesting
to notiece that such structures, as isolated, corresponded intellec-
tually with the visual physical character possessed by art forms
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contemporary with them, He had dealt with the problem in mere detail
in the chapters headed "Formes, Vje et Pensde” in the textbook "L'art
et 1'Homme" of whieh he was editor,

After this general survey, the speaker turned his attentien

'to conerets examples, which would be accompanied by slides. He beganm

with man at his origins, when life was .not very complex. The facts
stood out more starkly thdn at a period when the wealth of man's heri-
tage made it difficult to separnts the threads composing the closely
woren texture of modern ages. He would therefore begin with the pre-
historie period, trying to demonstrate how, in ordre to depiet the
world, man had invented forms, and how these forms hed assumed diffe-
rent characteristics that marked successive conguests, as and when the
primitive situstion evolved., He then took snother exenple from the
Middle Ages, Thers was them a highly-doveloped intellectunl life of
which we haod extensive knowledge through its writings that have come
down to us, Te the parallelism of forms with life had been added &
perallelizm of form with ideasz and their expression, mlready clearly
foroulated, A zimilar break could be obhserved between Homan and Gotie
foros on the one hand 'and between the modes of thought of Augustinian
and Thomist theology, embodying the intellectual attitude of those

two successive pheases; on he other.

The s peaker, in accordence with his view that past esnd
present should not be divided and considered separstely, raised the
question of whther, in the contemporary period of history, it might
not be possible to discern the symptoms of an evelution im forms, in
accordance with that law stating that our structures were in a state
of perpetual change.

Reverting to his favourite theory that the agrarian era,
which took rough shape in the neolithic and was formulated by the
first great archeological civilizations, was coming te.en end, he
saowed that that phase in man's history had created .the geometry of
stable forms, in particular those lending themselves to the reguler
division of surfaces as in surveying. The forms derived from the in=
tersection of right ongles, rectangles, triangles,ete,,dominated and
formed the basis of both architecture and furniture, Added to them was
the eirele = a elosed form, The irregularity and dynamie unexpected-
ness of curves pleaszed’ the civilizations of movenent = whether mariti-
me, @.g. Polyneia, the Vikings, or nomadic, e.g. the Steppes, the
Barbarians,ete, There had also been a reversion-during the baroque
phase which tried to counterbalnnce the rigidity of tradition by =
return to the dynamic, But since, the industrial civilization, besed
on he discovery of new kinds of energy. snd their exploitation, had
grodunlly encroached on the old agrarian economy, we werg steing a
eutation of forms; curves expressing variationa of funetions,; hypoer—
bolas and parabolas were taking up an increamsingly important place,
displacing the regular figures which were losing ground. That deve-
lopment was favoured by speed, which demanded dynamic forms, respon=-
ding to the new sensibility nnd becoming the basis of a2 stylo.
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Arehitecture, which could be definition be assumed as statie, rallied
to it. For structures of a static equilibriunm, the tendency was to
substitute those the balance of' which was dynamic through the use of
+ tension, traction,ete, In the past, only the Gothic had taken into
ceceount those factors, And so, at the noment; a new system of forms
was competing with those estahlided for thousands of years, and even
tending to eliminate and replace them, thus furnishing yet another
proof of the e¢lose relationship between the problem of form anmd lime
at sny given period., .

Mr. Bernard CHAMPIGNEULLE (Franee) stated that he would be
brief , os he was enmtircely in agreement with everything put forward,
particularly .by Mr. Dorflds, and had no desire to be repetitious. He
did, however, wish to draw attention to a matter he considered vital,
the question of functionazlism, of use and beauty = & theory dating
from I920/25 which he had supported. It was the thedry of Gropius and
the Bauhaus in Germany and of Le Corbusier and 1'Esprit nouveanu in
France, But looking sround him; he had perceived that the theory was
false cnd he wos happy to note the development of 2 movement in favour
of =n alteogeher different one, that of zseathetie quality independent
of funetion. He gave as 2on exoenple the motor—-car which consisted sainly
of decor and camouflagé and which, reduced to its principal parts, would
be something hideous. It wos therefore necessary to have recourse to
the coachbuilder to give it a new beautiful appearence, = fact which
rnised the question of the role of the artist in industry. There now
appeared to be a fairly distinet rift between the. crestive artist, the
plastie artist and the ereator of the industrial objetc, and perhaps
E¥ven Some measure of unconscious aversion of the artist to certain
fentures of scientific progress. Artists loved to surround himselves
with ancient objects, and even the soureces of their inspiration were
noet derived from modernity as hed once been the case, It could on the
whole be said that there was o kind of hostility between the srtist

vand scientific progress. The cernmics mede by great artists like Picasso
and Chagall were unique examples, but they were thoe work of craftsmen
and could not be truly mass-produced. In coneclusion; he referred to the

important question of the artist's: place in the . new tempo of ociviliza-
tion.

kT, &lnkan CELEBONOVIC (Yugoslavia) seid thuL, in view of the
full and thorough report submitted by Mr. Huyghe, he would limit himself
to drawing attention to a few factas that might throw = little light on
the topic under discussion. Referring to geometry and dynamic forms,
he =zaid that; during the lest decades, it had been possible to notice
a continnus oscillatory movement between the two forms. The heroic era
of Gubiem had been followed by o controry movement = he gave as an
example Soutine, the creator of free and dynamiec forms = which had
lasted until the Second World War and had been succeeded by = return
to geometrienl forms. That oscillatory trend was accompanied by a
progressive movement townrds the simplification of forms, the purifi-
cetion of artistic ideas, ond it was that purification that was linked
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to everyday life and manifested in the manufacture of articles for
use¢ was much stronger during the modern ers than it had been in the
past and the sociesl importance of art was incessantly increasing., In
conclusion, he stressed the growing expansion of that type of pene=
tration in everyday life,

Mr, J.J, _SWEENEY thanked Mr. Huyghe for his brilliant survey.
While discussion had concentrated on the general background of life
and its influenee on art, the role of the individusl in te ndnptation
of seemingly oumof-date, futile fashions, foreign to true exprossion,
appecred to have boen overlooked. It was his view thet Ameriean art,
fundamentally influenced by that of Northern Furope, had sufferasd
through the fact that it had never been ahble to bresk loose from that
influence, and he further thought that, if the Latin influence had
been stronger, American artists would huvn been provided with some=
thing worth fighting for. The expressionistic nspect and the illus-
trative charaeter of Nordic art would have béen less predominant in
Apericoan art, which had been stifled by their influence until about
1%940. It wos only about I5 years previously thet avent-garde art
made its appearence in he United Stotes, He streszszed the fact that
contemporary American art, whether Expressionism or any other school,
wos merely the development and the logical outeome of the American
school sinece Emerson ond the New Englend writers had fzllen under
the influence of Geroaniec philosophy. The River Hudson school of pain-
_ting in Now York had nalsoe bee¢n influenced by Germnn Bomanticism right
“up to the present. century, and until the Second World War there hed
been the strong influence of Servais, Beckmzn ond Hans Hofman, who
had influeneed the new generstion more than any one e¢lse and had
probably done more than any other artist to discourage it from loo-
king towsrd the Mediterrancen countries. Inm his view, to describe
Pollock os representing o break in tradition did not correspond with
the faets. Polloek had been an e¢xpressionist above all, from begin=-
ning to end, He hnd begun by imitating Rouault, and then Mjre and
eertein linear types inspired by Pignsso, bot alwayas in an expressio-
nist vein, nond finally arrived at a2 lack of form that worried him
becruse of its simplicity, The President felt that if Amerien had
derived the bencfit of the Latin influence, Pollock would have ssea=-
pod from his dilesna, &s Riapel had done, Turning te Calder, the
speaker said that he, too; owed a great deal to a curious element in
American art = the influenee of the Orient, Calder had told him that
the ides of mobiles had been suggested to him by o childhood memory
of seeing Chinese carillons swaying in the wind =t the San Prancisco
Exhibition. The spenker remained convineced that 21l those new facters,
i.es expressionism, Gersonic expressionism, the coleonial influence
of Northern Europe and, finnlly, the oriental influence on the West
Comst; had not really Prﬂfﬂkﬂﬂ & reaction, but merely the continuation
of what had existed since the Colonial era,

Mr. HUYGHE thanked UWr, Sweecney for the information he had
been kind enough to give on the exiasting situation of the American
school,
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Mr. LUZZATTO observed that any creative artist attending the
Congress would feel o complete outsider, ns it was dominated by gene-
rolizations and abstractions. He persisted in his belief thzt the greast
eneny of the artist and the eritie was fashion, the grip of which
wad becoming inereasingly tyroannicsl. The problem had been brilliasntly
treated by Siomel; who had pointed .out that where there was no social
hierarchy, there was no fashion, and forms, clothing and customs would
remain unchenged for centuries., Creative ort must afways be the expres=
sion of a social revelution and ocppenl to the free man, equal to other
mens It was the critic's duty to be humble before life as bafore death

and, gquite asimply;, %o b¢ the interpreter of all the attitudes of the
great Creator,

Mr. HUIGHE said that there wos basic egreoment, as Mr,
Luzzato's conclusion approached his own statements. However, there had

been no question of fashiom, but of style, which was quite another
matter,

Mr. E. ROGERS (Italy) said that, nlthough he wes an architect
and therefore o ereative artist, he did not feel out of place =t the
Congress, in apite of what Mr. Luzsoatto had said. A problem that was
of particulsr concern to architects was the definition = not the
semantic definition but a eclear and up-to-date one - of functionalism,
whieh was too often confused with practical function. Functionalisa
wes a rélationship, an interconnection between n few elements, beauty
end utility, which contributed te the architectural synthesis, and
‘it was only from that uaﬁe:t that the architectural problem could be
undaerstood. Modern architecture could mot be embraced in a single
formuls as it denied the existence of any pre-conceived form., Its ainm
was to exXpress, on nos .profound and brond o base as possible, the
connection between beauty and utility. He did net consider the ¢lais
that certain rectilinecar formsx were no longer valid in smedern archi=
tecture and that the forms of ap more highly developed type of geometiry
were the true expression of modernity as being correct. It could,
however, be said that modernity and geometiry formed n single whole,
for geometry was a necessity for architects for the interpretation
of materinlsg, i.e. for interproting the physieal replity. It was no
longer a gquestion of an ideal, abatraect geometry, but of geometry
that dealt with the concretization of material in a specific form.

Mr. HUYGHE observed: that the: last speaker’s remark expressed
what he had wanted to say to tho effect theat the past was carried on
into the present as something neqguired. But new forms were-being
added which, while not, in his_ opinion, imperzstive and execlusive,
filled needs thot haod not exiasted previou=sly, It was alsoc obvious
that in the trectoent of stone, #hr-example, the architect would re-
discover some of the grent constants of classie architectura,

Mr. Jean BOURET said that Mr. Huyghe, in his conclusion,
whiech the speanker entirely epproved, had merged beauty and ethica,

He wanted to say that new form did not really have the importance
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pttributed to them, He had observed thot artists surrounded themselves
with objects of the post for preference, and that he hioself had never
gegn nny sign whatsoever of the new forms in their dwellings. koreover,
he did not believe that the beasuty of the useful article had any in=
fluence on the user. It was o motter for the eritie, the expert, =and
he did nmot think thet the publis wos concerned in the slightest. The
penbers of the publie were oph to confuse beauty ond modernity in the
matter of furniture, for exoople. The problecs of srchitecture were

no longer problems of beauty but: of uwtility. The problend facing arehi-
tacts was not connected with lack of teste but with cost prices. It
would be important to discover somée reélationship between the new forms
and the spirit snimating them, He whs of the opinion that two days
were not sufficient to solve o problem rdquiring ysars of study nnd

which, in the laost resort, would be solved not by critics but by art
higstorians,

Mr, Léon DEGAKD (Belgium) was struck by the fact that Mr.
Huyghe had built up his argupent on e theory, neamely the neéeaanrr
shaping of the work of art by cart.in intellectual and socinl nttitudes
to be found 'mlenst everywhere during a particular period. Ho could
nlss have poimted out the possibility that works of aort might also
influence our living conditions. From the same theoretical standpoint
it could also be claimed that in art only the spirit on independence
of the ider behind the work of art counted. In spite of all the vigour
with which lir. Huyghe had expounded his thesias, the speaker would
reconmend pore prudence in making dedwetions from goineidence. The
grontest prudence waos necessary when one began to theorize. Por exampla,
Mr. Huypghe had deseribed the spiral as a dynamic element, but that
wos not necessarily the czxse ond depended on the woy on which the
spirzsl wes drawn, He did not think thet forms, which ecould be claimed
as static or dynamic in advance, existed. Using excmples, the spenker
refuted the wvarious hypothesis put forwnrd by Mr. Huyghe and conclu-
ded by saying that, for his part, he would like the eye to b the
sarvant of the mind, while MNr. Huyghe: hed [@eaded for the contrary.

Mr. HUIGHE %2id that he would not like to reply to all the
points raised by Mp¢. Degand, whom he ‘réferred to the first chaptar
of his book "1'irt ‘et I'HommeM; in which it was precisely those points
thet he had develdaped, particularly the concept thot forms had an
interior developoent = ns Henri Ppcillon hod demonstrated - gquite
unconnected with the play of extermal foerces. One of hia chapters
wans sub—titled "Aprds 1'influence de la -wie sur I'art, 1tinfluence
de 1'zrt sur la vie". The speaker then replied shu;tly to thﬂ various
points of detail raised by hir. Degand,

Dr. Van EMDE BUOAS fhethurlunds}, physician and psyehologist,
contributed o, few perscnal thoughts with regard to: the extremely
brillisnt and lueid exposition of Mr, Huyghe, which had becn not
only & work of science but a work of art, The psychotherapeutic view
was that no being could be more intelligent than his feelings snd



= 24 =

emotions nllowed, and the social-analytie group studying socinl psy-
chology in Holland hod widened the scope of that statement by clainig

“Ah=zt no being, living in = particulsr eivilization, could »o beyond

" the perceptionsl and expressive boundaries of his time - which was

whet Kr, Huyghe had shown from the aspect of art. Moreover, Mr. Huygho

had answered the question raised at the first meeting on talent and

genins by saying thot, whilec the bed nrtist follewed the fashion, the

great artist ereated works of art in the style of his age. Speaking

4% o doeter, he had several objoections to the exaoples given by Nr.

Huyghe to prove the dynapizm of bthe contemporary era.

Mr, VIETTA (Germany) contributed s few remarks .en the role
of the unity of oodern thought in contemporary civilization. In his
opinion, art was the Dodern precursor of alomost all sochools of thought
ineluding modern schools of philosephy. . %

The PRESIDENT thanked Mr. Huyghe for his brilliant contribu-
tion to the study of the important problem under discussion.

Az the Ffirst part of the consideration of the second topic
was at an end; he asked Mr. Argan to report om the JLrehives of
Contemporary Art.

Mr, G,C, ARGAN, spenking ns Chairman of the Italian Section,
stated that he had just received the proofs of the Archives of
Puturism. While they would be formally submitted by Mr. Bellonzi, he
would like to give a brief description of the work that had been done
The task had been difficult and it had only been possible to perform
it suecesgfully thanks to kr. Compilli, Director of the Casa delle
Mezzo Gicryno and Chairman of the Coomittee for the Archives of
Contemporary Art, of which the Archives of Futurism wes the first
volupe, The school of art history at the University of Rome, of which
Frof, Lionello Venturi was Prineipel, had clso contributed wvaluable
eid; as had the Ente Nazionale dell'Expositione Quadriemmle di Roma,
which haid orgonized the exccecution of the work. :

Mr. Portunato BELLONZI (Italy), in submitting the proofs
of the Archives of Futurism, explained that it was the first volune
of the series devoted to the Archives of Conteoporary Arxt, the
compilation of whieh had been proposed by Mr. Argan ot the Istanbul
Congress in I954; The work had been entrusted to the Misses kerias
Drudi Gambille and Teress Plori;, Frof. Venturifs pupils &t the School
for Advenced Studiocs in Art History attached to the University of
Rome. The Rome "Quadriennale d'arte™ had provided premises and partly
financed the project,; while the publisher Luipgi de¢ Luezs had under-
taken to publiszh the work.

Besearch 'hod sterted in 1955 and was limited to the years
between 1909 and I920, The editors had contracted all persons who
might have been in touch with Futurist artists and all contemporary
art galleries and libraries throughout the world for the purpoze of
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obtaining the maximum of information. They had also consulted every
publication (magazines, daily papers, weeklies, catalogues,ete,)
available in Italian libraries. They had thus been able to collect
and classify an enormous mess of materiml, to & large extent unpu-
blished,

The "Archives® consisted of two voumes — the flirst docusen
tary and the second iconographical, The first section of the first
voluse wes devoted to the manifestos and theoretical writings of the
ertizts. It ineluded not only writings on figurative art, bout more
general writings necessary to throw grester light on the intentions
of the group. It was followed by correspondence written by members
and sympazthizers of the movement,

The second part consisted of o complete list of the works
of Futurist artists, preceded by a short biography and followed by
sumnmaries on the movement, and - hibliography. The index included an
index of concepts, to facilitate consultation of this tremendously
detpiled voluoe, The work "Prinoipi di unsa estetica futurista™ by
Ardengo Soffici, which had now become a bibliographical rarity, was
reprinted as an appendix,

The second volume would inelude reproductions of the works
referred to in the first, with o detailed history of cach {date,
ewner, literature).

The PRESIDENT congratulated Messra,., Bellonzi and Argan feor
the vitally importent work they were producing. AICA's first publi-
eation, the Archives of Contemporary Art, reflected great eredit on
both the Italian Section and the Assciation.

The meeting rose.

F-oarth ¥orkinag 5 % 881 o m

THE HALL OF THE "STORIA PATRIA"SOCIETY, PALERMO
Friday, 20 S&ptﬂﬁhnr I957, at 4 p,m.

ey s o

The PRESIDENT opened the session, which would be devoted
te &2 resumption of discussion on the second topic:; "Evervday Life and
value of forms™, He called on the rapporteur-in-chief, Sir Herbert
Head, to take the Chair. |
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EBir Herbert HEAD (United Kingdom} said that, while the inten-
tion of Mr. Huyghe's report had been to show that the elements of
form had oMered from ooe period of art history to the next, os o
result of social end ceonomic Factors, he himself would like to dwell
on a constant faector — the human organisme itself. While minor physical
changes in the atructure of the human body had. come abount since the
paleolithic nge, it could be snid that, in contrasting it with its
surroundings, the humon body had remained static, That feet had been
important for art, os one of the lstter's essential factors wasz human
sensibility,; by whiech should be understood man's sensoery treatment
of the materials of art.

Man's civilization had entered & fundamentally new phase =
the machine age — which demanded the  complete revision of mesthetic
concepts: New concepts would find expression. in new forms, generally
recognizeble through their neturalism or phsirpction, whieh could
alroady be abserved in medern painting, sculpture and architecture.

But, a3 it waz necegaary to stress persistently the factor
of sensibility, ‘the spesker wanted to draw the attention of his eol=-
lengues to the following problem :

A How Fer iz it possible to maintain the vital element of
sensibility in machine-age production, i.e. in the objects
which are the very substance of "everyday life™. "

The speeker distinguished betwieen three stages in the creation
of & work of =art

{I) Formal values, which the former speakers, perticulerly
Mr. Huyghe, had stressed;

{2) The internal artieulation of =rt forms, described as
deeoration, style; pannerism;ete. i

{3) The censory factor, consisting of the relationship of the
artist with his material.

Certain distinctions could be made 3

(I) Betwoon the industries or processes for the reproduction
of = hand-pode protolype and the industries or processes for ngsem-
bling machine—=made parts

{(n) Moulded objecta (glass containers, pottery,chinaware,
plastic objects); _
{(b) Electronic equipment (locomotives, noroplanes).

In the case of (&), the forsal qualities of & hand-made erti-
ele were multipliecd, the rosult being o partial loss of their sensory
gqualities, in spite of the foet that they were reproductions of a hand=-
made prototype.
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In the case of (b), the formal qualitios were to a large
éxtent determined by the physical dimensions of the assembled parts.
But such a procedurg still left room for -the exercise of acsthotie
sensibility. Quite apart from the besuty of logical arrangement, di-
mensional alterations could be introduced to the form of the whole
objeet or to the style. That process, known as Ugtyling™, was common
among industrial designers.

(2) Betweon o functional structure and the ornemental elabo-
ration of & structure.

It was important not to confuse ornament and decoration. Whilag
the latter was added and might be appropriate (frescoes, wall paper,
colours), ornasent was the elaborastion of an essential element (the
modelling of a eolumn, the form of a cornice, the ribs of a Gothic
vault, the "shuttering"” marks in a modern reinforced-concrete building).

On the basis of the above summary analysis of the artistie
process, it could be asserted that while the objects of daily use must
posess the formal and sensory qualities that were basiec factors in
every work of art, their relationship with an external =situation- here
averyday life - did not necessarily involve the emotions. We did not
look far the expression of emotion in & mochine-made product and its
adaptation to the external situation = the third stmge of artistiec
creation - was justified by the meaning of its conditioning te fill
&t given purpose. Such conditioning was encoupgh to . justify an industriel
product aesthetically, always on condition that the fundamental condi-
tions pertaining to a work of art (the conscious exploitation of the
virtues of the material) existed. It was sufficient to analyse the
typical forms of modern architecture to discover the adaptation of the
material to the archetype models of human perception. The "modulor™
was never arbitrary, but wps an archetypal form based on the known and
experienced proportions of the human body; it was thus possible to
uphold the theory that all the formal walues in the plastie arts were
closely related to the strueture of the human body.

While other speakera would certainly stress different aspects
of the problem, Sir Herbert Read concluded by expressing the hope that
the aspect he considered vital - the presence or nbsence of sensory
qualities at the bese of the work of art = would not be overlooked.

Mr, J.,P, HODIN (United Kingdom) masserted that it was only by
integrating into his own experience its immanent content that man
could appreciate and estimete the value of o philosophicsl idea or
work of arty it was only by the creative method that he could make
& valuable contribution to the world of aesthetie ideas or concepts,.
411 the rest was mere intellectunlism ‘and education, » fact which
led him to supgest a slight modification to the title of the topie
under discussion, i.,e. 3 "Everyday life and the value of form in arti".
Taking existence and .everyday life together, the speaker defined
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tho nrtist ns the witness of existence. The forsulae of Deorwin and
Einstein, through which the podhaesd was replaced by a2 biologicel or
eathematical formulsa, had left him ¢cold, and the following generction
had considered all ideal concepts as pure illusion, substituting
abgtract forms for elemental ones. Lt wos the cold and essentinlly
cerebral stote of mind of an entirely techoical civilization thet hed
given art its abstract character.

The life-lforms were definitive and eternsl snd in no woy
linked with time, and it was only by a return to the pure vision of
the child confronted for the first time with the sternal forms of
creation that every generation began to experiment; it was only by a
return to the inmtensity of thet experience thet the srtist; on reaching
intellectunl saturity, would attach himself to the horizontal lines of
artistic experience and neglect the vertical ones that were basic and
cagentinl for the linking of his own internal experience with existence

After giviog 8 criticocl outline of neo=reclism; neo=primi-
tivism and abstraction, the speaker observed that the contemporary
artist was reverting to the Pirst exporignce of definitive and eternal
life—Fformas; styles and formulae were linked with time and reflectoed
the metamorphoses of the world in the individual. However deformed,
reforned or modified were the definitive forms of 1life; they remazined
the receptacls of creative metivity and artiszts of integrity; such as
Matisse, Picasso, Brague, Kokoschka or Miro, had never allowed them
to disappear. Disnppeoarcnce was the worlk of the following generations,
the oinds of which were controlled for more by psychological than
creative considerations, by & state of mind that was more scientifie
then artigtic, more logieal than intuitive, more analytical than
synthetic.

He coneludad that, while men were not beginnerz in the field
of the arts; they were with repard toe their own knowledge and expe=
rienee, The choiee of their spiritusl cnoeztors was diciated by an
internal need znd they remained the heirs of a secular tredition, now
universal and completely humane in oll its aspects. Abstraction had
become the commonplaoce and; without glorifying the life-formz in
their definitive sense, without reconciling e¢motionality and completely
cerehral mnelysis in line; eolour and writing with the finaelity of
the formal proeess of lifg, men would be inecapable of cresating any
art responding te the fullness of life,

Mr., James Johnson SWEENEY supgpestod thet, in the discuasion
that had just tehken pleee, too much emphasie had perhaps been placed
on the influenee of everyday life on ert forms, He would suggest
another approach, namely the influence of art forms on the daily

environment and, along those lines, directly or indirectly, on everyday
setivity,

When referricpy to "art forms", he meant the forms created
by creatnra and experiomentors generally described as ertists, and
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particulesrly painters and sculpbors working for themselves and for
others. The artist in his hishest form could be considered ns equiva-
lent to the scientist in his:laboratory. In the retreat of his studio
= his laboratory - he renewed the forms he had inherited, with the
ides of transmitting thesm to those of his contempornries who mipght

be interesteds From the sngle; the artist = especially in the modern
period - was working in = desintorested woy; he was not working for
either political or relipious propegenda purposes, The forms he disco-
vered were:put before the public and might possibly nttract their
sttention. It was at that stape that the designer of objects for use
= the arehitect or commercial artist in goneral = could.discern the
extent of publie taste for such forms and use them either consciously
or unconciously in his own work.

Such was true for the aspect that Broncusi and Archipenko -
and perhaps ¢ven Arp = haod contributed to mechenieal forms: such as
aeroplanes, automobiles or smeller objects. It could alsc be observed
in the inspiration that Dufy, Léper, Monddan, Miro and others had
given to comeercial art, It could =+till he seen in the influsnce of
those artists on stage decor = the development from Cubism and Potu-
rism through Surrealism and Tachism, or the influence of Picasso,
Léger or Mondrian. If o elnssification were made in the modern art
gailleriea of the United States, it would show that, after the school
of Léger, followed the school of Miro and the "Tachist™ sechool, thet
of Léger probably being the most popular and the "Sunday Painter
School® the most durables The following stege wos the decline of
thot source of inspiration still fashionable until vory recently.
Inspiration was drying up end there ¥as = need to loock for new sources.
It was in that way that the artist in his "laboratory"™ created the
forms influencing the objects surrounding us in our daily existence
and, through that, he influenced our daily existence itself.

There *wis, however, onother side to the piecture = the zection
of thet development on creative expression. Utilitarian desipgn even-—
tually oxhausted the formal discoveries of the ecreative artist. Thet
would heppen if desipgners did not use those discoveries 7 The interest
in the production of new forms would be showing a trend towards
decline,; But the very use of the laboratory production of the erestors
had developed an appetite for new idess in the forms used in everyvdey
life. That consumption of the renewed forms of the ereative artizt
in "weryvday 1life" =~ that rapid adaptation of the oye to uvnususl
forms = prevonted the aceumulption that would oozt certainly dis-
courage new creabion,

Among several others , those were two aspects related to
the connection between everyday life and form thet had to be conaide=
red from the angle of the influence of art on form in everyday life,
rather then in the opposite direction, The extent of the influence
of the forms creczted by crtists on everyday life had possibly been
neglected in the discussion that had tnken place, for there waz &
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reci{proenl influence at work. But what we owed bn the crective artist
for the difference between the gurroundings and gititudes sppacring
from one genpgration to the next, fl.o. what we owed to the artist for
the world in whieh we lived, was offon lost sipghti of.

Mr. G.C. ARGAN said that the technique of art was not inde-
pendent of the technique of prﬂdu:ﬂinn, the relationship between mr=
tistie production and technique being dialectic, While the prhs&nt
dinlecticnl method differed from that of the past, there wos no contra-

diction and the dinlectiecal relationship had to be based on integra-
tion.

My, Mario PEDROSA was of the opinion thet the problen wos
related to the definition of evervday life ond should be stodied from
every angle , whether economic or socdiologicel., Art crities could
only define everydaey 1life in the light of the forms they obzorved
in nrt and in the technigque of contemporsary production. Formerly,
the search for the renewal of forms had been 1m archaic art and not
in our daily Yife. Artists had no longer gone to art galleries to
discover new forms, but to archeologicnol museums. It was in primitive
art, until then considered borbarie, that Gefman Expressionism,
Fauvism and Cubise had found their inspiration. Gaupuin hed gaid 3
"PFlee the Greek and look for the Egyptlasn and, more particularlly,
for the Cambodian®,. The study of the unconscious by the Freudian
sthool had unearthed a new source of inspiration = that of the cell-c-
tive unconecioua = which had led to Puturiss and the study of the
art of the insame of children. A trend against neo-plasticism and
concretism hed appenred at the same time and resalted in the saareh
for new forms in applied geometry, Topological geometry had become
‘a living science resulting in the vision of geometrical forma ‘n
gpace, ‘In conclusion, the speaker stressed the international nature
of contemporary art mnd the relationship existing between modern
international life and modern voalues in ari,

Mr. Mario BARATA {Brazil) agreed with what Mr. Avpan had
gaid. Some civilizations had been clesdly bound wp with the obhjecis
gurrounding them, particularly im the I5th eentury. That harmony
of man with his surroundings in architecture snd furniture had been
broken in the I9th century through the introduection of new forms in
every industrial field, e.p. materinls, ceramics,etc. 4 close conneco-
tion hed been established between the major =nd minor aris, on the
basis of a visuanl oxperience of similar sensory .oripin. As technique
was the souree of present living conditions, indusiry could now be
deseribed as an intermediary between art end technique.

Hr, Aleksa CELEBONOYIC said tharc were two.ways of appron=
ching the these under discusszion, namely through consideriog the use
of the various objects produced by eraftemen influenced by the plas-—
tie arts or, much wider, the standing of industry in community life.
Every eloment in our daily life had some influence on artistie life
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and was, in one way or snother, reflected in the forms of the pleatic
arts, On the other hond, art influenced deily life, particularly with
regard to the use of movable or impmovable objects to which men hed
.given o determined form in harmony.with the c¢onceptions and expe- ~
riences acquired inm the realm of nri. £

The other elements of daily life did not enter into the
field of plastiec forms nor exercise snything but an insignificant
influence on them, Art could not chanre the natural conditions of life
and its influence on socinl relotionships or religious ideans was merely
the reflection of an elready existing stoete of pffnirs,

Modern art had ceased treating o subject as an isolnted scene
in nature and the artist tried to express his sttitude in the face of
truths of o much more general kind, In its tendency to purify the
problems of form, modern art was ppproaching srehitecture and the
purity of foroal langunpge wns becoming less and less the interpreter

of man's foelings towards the world and moving towards a role of mere
decoration,

Since 1920 there had beoen & constant wevering between geome=
tric and antigeometric forms, a trend he reviewed rapidly. He himself
did not think that moderp art lacked depth and was merely decorstive,
far he was of the opinion that, while it maintened the traditien of
profoundly human qunlities, it wop using a more concensed form of
language. Solid bonds existed between everyday life in its widest sense
and art thet wes capable of depicting its most voried manifestations.
The influence of art was especially great in the manufacture of various
articles and in architecture, and was thus penetrating into places
vhich one could never have dreamt of renching in former times.

He recognized thet his report tended roather to initiate dis-
cussion than to eontribute basie conclusions, but hoped that it brought
out the Fast that the art eritioe could no longer restrict himself to
ohserving the beauty of works considered individually, but was inerea-
singly being compelled to draw on other field of knodedge in the
process of obgervation,

Mr. Joan LEYMARIE (France) pointed out that the relantionship
of ert and daily life was that of the reletionship of life and the form
surrounding mon, some of whieh were transitory and others permenent.
While Mr. Argan had put the problem on a philoscophical plane, most of
the erities had expressed = wish not to do se, Man was on cnimal living
in an environment of techniques, science, rrt, religion = & co-ordina-
ted structure appearing throughout history. He gove a short analysis
of the concepta of design and technigue in human life since the
Renaissance. Beauty had been thrust esside during the industrial revo=-
lution and the artist, procleiming the vital importance of mesthatie
velues o3 ogoinst the exelusive velue of labour alone had fought
ageinst that unbending anti-artistie trend in the machine age until,
finally, beauty had reappesred in everyday life, in industrial produc-
tion and in architecture. The problem of the relationship between art



R T

forns and everydey life thus appeared as an internal problem of produc—
tion in the ecourse of whieh, following on the division of labour,those
setuzlly engeged in production lost ‘touch with the creative initiastive,
i.e2s the design, so that the problem became one of remedying n situa-
tion czused by sesthetie mlienntion due to the division of labour.

RESOLUTTIONS ; At the conclusion of the Congress,several reso-
lutions were submitted, of which the President retained the following:

" The VIth International Congress of Airt Critics,@eeting in
Pelermo, supports the campaign- -being carried out by the Italion Seetion
of AICA, in conjunction with other orggnizations, against the publicity
hoardings whiech are disfiguring the roads of ITtalyn

R The Internationcl Association of Art Critics expresses the
hope thet the Yenice irt Biennale will continue te remain open to the
more vigorous ecorrents of contemporary art, as it had done under the
guidance of Mr, Rodolfo Pallucchini™,

f=l=f=i=i=i=1I=1

The PRESIDENT, on the termination of the Congress, expressed
the hope that it could be said that it had done its work well or, at
any rate; that it hed tried te do =0,

After thanking the rapporteurs uni all perticipants for their
efforts at a meeting that sppenred to have been of intercst to them, he
stonted thot the next Internationnl Cengress of ‘Art Critiecs would be held
in Warsaw in I960, as the Generanl Assembly had nccepted the proposal of
the Polish Section. He hoped that a lorge number of perticipants would
attend thot Congress and stated thet the subjects for discussion would
be conmuniecatad as soon as they had been finally decided upon,

Bofore closing the Congress, he oxpressed the thanks of ALCA
to all those who had contributed to its success, In the first place,
thonks were due to the Italian Section and its Chairman, Prof. Argan,
who hod unhesitatingly invited o large number of participants and given
them n maignificent welcome. He also thanked Miss Palma Bucarelli, the
Seeretory of the Itnlian Section; whd had been a splendid Chairman of the
Organizing Committee and exhibited dynamiem and efficiency that the de-
legates had been oble to sppreciaste.There was no nded to stress the sut-
standing role of Mr. Carandente ond, in addition,hs wanted to thank Mme
Gille-Dolafon who had setively participeted in preparing the Congress
on AICA's behelf, It was his plensant duty %o thank the Italian end
Sicilian suthorities who had given AICA such a warm welecome greatly
apprecinted by everyone. In speaking of the Italian authorities, he
ineluded the curstors of the museums — amnong the most beautiful in the
world — who haed done everything possible to contribute to the enjoy-
ment of the Congressz dele gatesa wisiting them,

He declared the ¥Ith Congress of AICA eloscd.



