CREATIVE JUDGEMENT IN MODERNART CRITICISM

J4.P. HODIN
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The maze of sesthetic theories arising in Europe since
Hegel erected in his AESTHETIE the moat cﬁmprehenﬂiﬁe ayatem
hitherto and a temple to this subject, is and exact image of
the ever changing, confusing and radicelly revolutionised
agpect which we can folow in the development of the arts du-
riﬁg the last hundred years, a development which reached its
phase of extremism fifty years ago / to be exact in iSDEK,
and its phase of chaos and the didintegration of form since
the middle of this century. There is no serious atudy of
ﬁeathetics which does not possess visible or hidden ties con-
necting it with Hegel's superhuman effort, either accepting
or repudiating it, developing.ite ideas as a whole or parta of
it and inevitably so because in itself it is to be seen as an
encyclopedic and critical condensation of all the theories on
art in existence up to his own +time. There is nothing new
or particularly surprising in this statement, even if we inelu-
de, apart from obvious examples such as_tﬁé aestherica of
Benedetto Croce or Eduard V. Hartmenn or George Santayana,
those of Spengler or of Arnvld Toynbee and André Malraux
which are all closely connected with Hegelian thought. And
even that of Martin Heidegger. It was this ormcular thinker

who pointing to the weighty remark contained in Hegel's
VORLESUNGEN UBER DIE AESTHETIK:
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" But we have no longer the absolute need to give E:preﬁﬂiun
to content in the form of art. As far as its highest realisa-
tion is concerned, art is for us a thing of the past," added
aignificantly: " Itthas not yet been diceded whether Hegelrﬂ
sentence ia right."

Téday after the moat violent and intense development in
the entire history of art we see that what has been attacked
and destroyed in mesthetic appreciation during the leat five
decades is not only the tradition of five centuries including
the Oraeek stylistic tenets from the 5th century B.C. which
are at its roots, but also the whole system of thought, phi-
losophicel, religious and scientific, feeding it as an alma
mater. And 28 we are in the midet of this vehement process
and in fact, in its most bewildered Ht;te with no way out,
we maey endorae Haiﬂaggar'n statement that the decision on
Eegal*a atatement cannot be taken for a long time yet. Our
concern here is whether such a process could poasibly be dealt
with in ert eriticism and aestheties with the halp of a notion
which seems to belong to a spiritusl concept long eince _
digscerded, and which is the expression of an ideal which has
conaistently heen repudimted and defeated in modern times:
besuty. That for Hegel the subject and study of amesthetics
was "™ the vide realm of beauty .....; i.€. boutiful art" and
thet in defining his sclence he called it philesephy of art,
or more precissly philosophy of beautiful art" ia not aato-
nishing. 3ut even a Haid&ggﬁr cannot free hemself from thia
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notion and has to gtruggle with it until he arrives at last
8t the conclusion that the hiatory and substance of Buropean
art " can be comprehended neither through beauty by itself
nor through the capacity of experience, provided the metaphy-
sical concept does reach into its essence at all." Tt seems
eagler for an art critic and historian than for a philosopher
to adopt this position of detachment from a fixed concept.

A man such as Bernard Berenson who was beyond all suspicion
of being too interested in the modern effort in art, for he
was well ruapﬁcted for his convietion that Puropean art attai-
ned in the Renaissance the highesat possible level ever reached
by a human culture, wrote about The scarcity with which the
terms "beanty" and "beautiful"™ ocecur in his book on Aesthe-
tice and History:" "I have not avoided them deliberately, hu$-
art history is the history or art as an experience and ias
indiffﬂreﬁt to guestions of beauty". Since Zola coined the
phrase "Le beau c est le laid" which was accepted by Eu&li;ﬁ:
in art and literature, the notion of beauty hes been discre-
dited. From Banuﬁalnira'u concept of satanic beauty - le bean
satanique - / and it was he who said "Beauty is an enormous
monster, terrifying, artlesa"/ to the Hegelian Surrealist
André Breton’s commend: "Beauty will be convuleive/ i.e. it
will be erotic/ or it will not be" only astep. It is & shade,
a degree in the same snti-aesthetic attitude which led to

the dictum: "Ugliness - the theme of our century". It is aleo

a atep from the aesthetic contrast of bemutiful-ugly to the
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paychological deeping of the true meaning of uglinaau,'ugli-
ness as the gidden life of man with his passiona, his insti-
net and his vices caught unawares in the latent atage, devoid
of any mask and disguise, released by the artist in their true
hideousness without a care for sublimation.

Let us now consider the reasons for the modern artist’s
enmity to the notion of besuty. In a stotement made to
Christian Zervos in 1935, Picasso said: " Academic training
in beauty is & sham. We have been deceived, but soc well de-
ceived that we can scarcely get back even & shedow of the
truth. The beauties of the Parthenon, Vernuses, Nympha, Nar-
cissuses, are g0 many lies. Art is not the application of a
canon of beauty but what the instinct and the brain can con-
ceive beyond any canon. When we love a woman we don t start
meagsuring her limba. We love with our desires - although
everything has been to try and apply a canon even to love.
The Farthenon ie reaelly only a farmyard over which somecne
put & roof; colonnades and sculptures were added because the-
re were people in Athems who happened to be working, and
wanted to express themselves. It ‘s not what he artist does
thaet counta, but what he is. Cézanne would never have inte-
reated me a bit if he had lived and thought like Jacques
Emile Blanche, even if the apples he painted hdd been ten
times as beautiful. What forces our interest ias Cézanne’s
anxiety - that “s Cézanne’s lesson; the torment of van Gogh -
that is the actual drama of the man. The rest is & sham.”
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Henry Moore, in a conversation with me in 19%6 spoke
of the one gquality he found in all the artists he admires
moet - men like Masaceio, Michelangelo, Rembrandt, Cézanne:
" I mean a disturbing element, a distortion, giving evidence
of a strunggle of some sort., It is sbsent, of course, in
all late Greek, Hellenistic art and in painters like Botti-
e¢elli in his pre-Savonarola period, or in Raphael; although
I find traces of it in the latter ... The classical atyle
has a pleasing quality, a happy fixed finality is its aim -
a resolved world ... I personally believe that all life is
a cunflict.... I think really that in great art, i.e. in
the art I find great, this conflict is hidden, it is unsol-
ved, Great art is not perfect ... All that is bursting with
energy is disturbing - not perfect. It is the guality of
life. The u;har ias the guality of the ideal." When Klee
speaking of the artist who has been used to represent things
visible on earth which he enjoyed seeing or would have liked
to see, said: "Now we reveal the relativity of visible things,
and thereby expresa the belief that visible reslity is mere-
ly an isolated phenomenon latently outnumbered by other rea-
litie ... ", he is not at all noncermned with the notion of
heautg, but with the notion of Being. Being and, analogously,
art, too, he intuitively and as a genuine mystic considers
to be a conjunciton of contrasting elements, where each force
raquires an opposing force to achieve a stable, self-contai-
ned atate - thus C.G. Jung, Heraclitus, Nicolas Cusanus
/ COIRCIDENTIA OPPOSITORUM/,
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Beauty is nowhere mentioned in his theoretical writinge. .

" A apeeding sutomobile ... is more beautiful than the
Victory of Samothrace" proclaimed Marinetti in 1909, "Des-
troy the cult of the past, the obseassion of the antique ...
rebel againet the tyranny of the rerm Harmony and éﬂﬂd
taste... Take and glorify the life of today ..." "Museums:
cemeteries... Museuma: public dormitories...” From here again
to Jean Dubuffet s thesis of 1 art brut préféré sux arts
culturels / i.e. the art of the untrained, of the ignorant,
of the idiot, of the mad man, the sexual graffiti on pave-
ments, walls and the doors of public lavatoriea and only
rarely, the art of unperverted children/ is only one step
and & very logical one, as everything happens logically in
the unfolding of modern art. Monsieur Michel Tapié the per-
varted subtléeties of this sensationmlist who represents a
low denominator of humen dignity and asgpiration, his emula-
tiona of the primitive, his acted brutalism as the sure aign
of the coming Messiah. "Until nﬁw, only the hiatoriecally or
geographically quhariﬂn arts have eacaped the childish
canons pickled under Pericles and brought out again with a
thousand more or less grﬁtesque affectations by those epochs
of historic aberrations which, incredibly, have been catalo-
gued under the name nf.grand aiecles." Here than-ne havehave
the other extreme: the culturel hully,.tha eworn enemy of
any f{deal conception, ineluding that of beauty, - and in
saying this I am painfully aware of the fact that we oursel-
vesa have none.
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At this point of our reasoning we may understand fully
Hegel'a doubt whether art in ite highest realization atill
corresponda to an Ehuulut; naeaﬂsity-nf axpreasion in our
age. And what again we asgk, can this art in ite highest rea-
lization be but art as conceived by Helidegger, the very essen-
¢e of which is defined by its matrﬁhrnical content? " Meta-
phyaice is concernad with the recollection of the esasnce of
Béing and with the decision on the essence of truth". And
Farl Jaspers sayas: "The urge of men’s metaphyeicel thinking
is towards art. Hia mind opens up to that primary state when
art was meant in &arﬁaﬂt and was not mere decoration, phy,
sensuousness but chiffrereading. Through all the formsl ana-
lysea of ite worke, through all the unfolding of its world in
the history of the mind, trough the biograephy of its crea-
tors, he seeks contact with that something which perhapas he
himeelf is not but which as Existence questioned, saw and sha-
ped in the depth of Being that which he toois seeking".
"Because art is sensual and can be apiritual, a sharp cleft
separates the world of art: one, an art which is artistry -
however brillant - in the splendour / or not/ of the sensusal;
the other and art which is the language of the tranaca_ndantal.
all the glitter of theart of the none but evident loses its
significance before the visibleness of the invisible, the
drive for life’s fulfillment, before the drawing power of
Being in eternity, the vitalisation of the apiritual, before
the spirituslis&tion of the living ...". In this struggle for
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the spiritualisation of art, "the sensual in the inevitable
guelity which must not escape; for only empty abetraction
would remsin. The epiritual is the essential; it muat not be
given up to the vitel gquality, to passion, to the sensual -
form in which it appears; all that would be left would be &
reality without transparency on the one hand and intoxica-
tion on the other. FNothing is resl without entering the sun-
sual. But the sensual ﬁa guch, as none but sensual, is void."

We realise that the term ﬁegthetieﬂ: by virtue of ite
too close connotation with ideal beauty, the beasutiful, is
not only discredited but misleading. Hegal already seema to
have felt this. We would, in fact, like to go back to the
original significance of the term as used by tﬁa Greeks and
by Kant as well, to aic Ontikos, which means belonging to
the realm of sensual perception, referring to perception, but
it is impossible, although the definition of ‘modern art '
would require it, for the very reason for.which we hesitate
to accept the notion of mesthetics. This definition Eiﬂhq—
rated on the basis of & critical study of the different isms
of modern art, its theories and interpretations, reads as
followa: " Modern art is primary cognition, the findingas of
which, often highly specialised and elaborated on an anely-
tical basis, are organized into a mew visual order. Iinking
up with & tradition of its own choice, of universal glgni-
ficance and without limitations in time ﬁnﬂ thus breaking
with the chronological tradition hitherto acknowledged in art,
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it strives for a synthesis in the work of the individual ar-
tiet and through the mutual influence of its different trends
upon one another; a many-faeceted process moving towards =2 new
unitary concept, a new artistic totality, in other words, a
gtyle. A style basically different from that of a clasaical
cultura. We prefer to the term Aesthetics that of fhilusnphy
of Art within the realm of which falls the theory of art, the
relationship of technigue and expression, the dﬂfinitiun-ﬂf
art in its historicel perspective, the classification and

the interrelation of the arts, the paychology of atrtistic
oareation and the response of the publicj; the interpretation
of art in connection with the "Zeitgeist", the 1life and mes-
ning of changing forma and styles and last but not least the
-m&trphyaiua-uf art. We prefer the farm Philosophy of Art to
that of Aesthetica of two reasons: Firetly because we are con-
vinced that Aesthetics is not & science which can epply with
impunity the methods and sime of the natural sciences, espe-
¢ially of physics, to the sphere of art, and secondly because
we do not believe that there is and can be a rigourous border-
line between aesthetics and philosophy in general. Such a
peparation is only a seeming one and based on practical con-
giderations. In the deeper strata where the essence of art

is referred to there is no 3eperfition. Agmin, when speaking
of philosophy we do not mean the academic discipline of phi-
losophy, the knowledge of past and present aystems per se but
their knowledge for use and application in the service of
thinking, %he searching for meaning and truth, the right and
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original function of philoscphy, which iz " the pursuit of
wisdom". This philosophy which has been proclaimed in our
time as dead by both philosophers end scientists is entering
a new phase of unforegeen renewal and widening of its scope.
A pajestic effort of this kind hag been ventured upon recent-
1y and we find it for the first time, elaborated out of the
concept of humen greatness, in the leading philosophers and
their schools /DIE PORTZEUGENDEN GRUNDER DER PHILOSOFHIEY

AUS DEM URSPRUNG DENKERDE METAPHYSIKER, etc/ joined by the
figures of Buddha, Confucius end Jesus /DIE MASSGEBENDEN
MENSCHEN,/, by the philosophers in poetry / The Greek tragic
poets, Dante, Shakespeare, Goethe, Hilderlin, Dostoyevaky/,
in research, /Kepler, Galilei, Darwin, van Baer, Einstein;
Ranke, Burckhardt, Max Weber/; in politics /Machaivelli,
Morris, Locke, NMontesgquieu, Burke, Tocqueville,/; in the huma-
nitiea / Cicero, Erasmus, Voltaire; Shaftesbury Vieco, Hﬂﬁﬂnn;
Herder, Schiller, Humboldt; Bacon, Bayle, Schopenheuer, Heine/s
in life’'s wisdom/ Epictetus, Boethius, Seneca, Epicurus,
Tueretius; Montaigne/; in the practice of 1life / Echnaton,
Ascke, Marcus Aurelius; Frederick the Great; Franciscus of
Assisi, Hyppocrates, Paracelsus; in theology / Me-ti, Menzius;
Paulus, Tertullian; Malebranche, Berkeley/; in the teaching
of philosophy / Proclus, Scotus Erigena, Wolff, Erdmann/.

We may add the philuﬂnﬁhy of the men of art /Leonardo, Mi-
chelangelo, Diirer, Hembrandt, Goya, Kokoschka, XKlee/ and

of architectura/ Pallaedio, Villard de Honnecourt, Bernini,
Loos, Le Corbusier/. Our age is the first in history to re-
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veal in itse concent of philosophy, art and history, & uni-
versality never before dreamed of. In view of this faot, oan
aesthetice still be allowed to draw narrow and pedantic bor-
derlimes, in an attempt to copy the highly diverage speciali-
sation in the exact sciences which is necessitated by dia-
metrically opposed aims and methods, and undertaking which
deprives both philosophy in ite general concept and assthe-
tice in its specialised one of its very life-blood. The two
phases in the history of modern aesthetica in which it was
seen firstly as a apecial branch of philosophy and thereafter
A8 & acience muet now be followed by a third phase in which
the thorough methodology, the concern for form and style in
art, for the application of the sciences of sociology, pey-
chology, Btatistica, archeoclogy, anthropology, ethnology and
history to meatheticsas iteelf, i.e. the analytical aspect, .
will be completed by the humanist aspect and the metyphyasical
approach which reinstates man as a totality far richer, far
deeper, far more powerful than all hie rationality.

In this connection it might be said of the relationship
between aesthetics and art criticism that in whatever may we
define these provinces of knowledge, we must relize that no
critical discrimination, Judgment, assessament of values,
deacriptién or interpretation iE.PﬂBHiblﬂ_ﬂithﬂut involving
latent doctrines of aesthetice and of art history with all
the specialized sciences involved which nowadays claim to
deepen its mspects. The history of mesthetics is in faet to
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a great extent the history of art eriticiom - the term aesthe-
tics coming into the pictﬁre relatively late / A. Eﬁumgﬂrten,
1750/, Lionello Venturi entitled his book on the subject
‘History of Art Criticism althéugh it ie to at least as great
an extent a history of mesthetics. He approached his theme

gs 8 philosopher rather then as & critic the emphasis being

on the philosophy of art. In the same volume Mr. Venturi plea-
ded for unity te aveid anarchy, the unity of art history, art
criticiem and aesthetica. "Recently an authoritative wvoice

in France has insisted upon the differentiation of the three
principlea,” he wrote." The history of art should present works
of art - all the works of art » without judging them, without
commenting upon them, with the richest possible dn:umgntatiun_
of the facta. Art criticism should jﬁdga works of art in con-
formity with the aesthetic feeling of the critic. Aesthetlcs
should formulmste the definition of art in itsumiversal mesning.
"When speaking about the Method and Terminology of Art Cri-
ticiem in 1957, Mr. Venturi exﬁreaﬂed his conviction that a
properly prepared vocabulary would contribute to its elari-
fication. He stressed the faet that an art term can only be
underatood historieally; after its original meaning has been
determined, the evolution of that meaning as a reﬁult of chan-
ging ideas must be traced right up to ﬁﬁg present. Unity of
art history end art criticism! In a dmilar spirit & study was
published not long ago in which the unity of sesthetics and art
criticiem was procleimed. But alas! Aestheticas is therein
understood as "that branch of philosophy whose function it is
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to inveatigate what is meant to be asserted when we write or
talk correctly about beauty. It ie concerned logically to
elucidate the notion of besuty as the distinguishing feature
of worke of art and to propound the wvalid principles which
underlie ail aeathetic judgements.” Here is the devil besuty
again, i.e. beauty in art conceived as a classic dogma. As
though during the past 50 years the total switch over in taste
and atyle had not taken place at all, from the dominating role
played by the Renaissance in Italian art and the Periclean up
to the Hellenistic atyle in Greek art, adn what later was ba-
sed on them / including Academism/, to everything in world art
exept these. It is a truism to say that a critic has to deal
with contemporary art. If he had not, he woul be an art his-
torian or a historian on culture or a philoapher or just a
dilettante and not a eritic. But how can a eritic today belie-
ve that he will be able to assess the earthquake in our artie-
tic traditions with the help of this apecific and antigquated
notion of beauty? In a time in which the non-art quality of
aft s been sninmnlr proclaimed/ Dadaism, Surrealism/5 when
all notions of traditional technique, of composition, of the
concept of the work of art and its function have been shaken,
when the figural has been supplanted by the absatract, the
constructive element by chance and accident, the brush by the
drip and the splash, the paint by Polyfilla, the cellulose
adheaive filler and bod, by plaster, sand, sackeloth, wood,
bite and pieces of Yubiish, by wire etc. i.e. by the waste
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producta of our civilization; volume in sculpture by linear
writing in space or by the inclosion of architectural ele-
ments, modelling or carving by drilling and welding the vo-
lume by contour and eolour; when technique stands in the
foreground and "the thing iteself" is forgotten or neglected;
in such a stage of development as that in which our art finds
iteelf now, of what use can the ideal notion of beauty, as

it was eatablished in dmssic art be to us? This fact is in
itself a phenomenological problem of the first order which
makes not only an aegthetic Jjudgement based on traﬂitinmnl no-—
tione obsolete but renders any sesthetiec judgement, which im
not based on suth notions, impossible. What remains is at

its best & new experience, an unﬂefinahlg sensation, & query.

In former times the critic was critical but he hes stopped
short of valuation long ago. He cannot keep pace with the vio-
lent and quick changes and pplays safe by accepting everythidg.
Far removed is the time when critics barred the way to
"development and progresa" in art. There are now no martyrs
and saints of modern art such as van Gogh and Gauguin and
Cézanne; the public no longer storm the art galleries in pro-
teat; they do not attack the works; they have become apathetic
and accept the changes as if defeated by fate. The artist
stands today like & film star in the searchlight of public
admiration, or he is as safe as a pensioner as a teacher of
art. What is left is the passive acceptance by public and
critic of every whim and antic which Gﬁﬁﬂa along. What is left
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is the pamsive acceptance by public and critic of every whim
and antic which comee along. What is left are the speculations
of 8 flourishing art dealer’s business. But note— there are
some artiste who, bewildered by this moat recent development,
look for something more conetant te hold on to. Who can give
1t to them? The critie, the art historian, the mesthetician?®

I allude to the ethical, to the creative side, to the enligh-
tening role of the critie, the art historian, the sesthetician
in the present phase of development. I ask you to consider

for & mement the problem of the low standard of erudition pre- .
valent among the young artists of today/ in comparison te that
of a Leonarde, a Delacroix, & van Gogh, a Klee, a Kokeschka.
One day I mentioned to & young and already successful painter
the Chinese sentence "When rainting hes reached divinity the-
re i8 an end of the matter", and noticing his intereat, I apo-
ke to hom abéut the treditional canon of Chinese art, the
treatise Chieh-Tgu-Yilan-Hua-Chuan in which net only all thing
vieible are depicted ae exemples but -hﬁr&iﬂ algo man s
attitude to nature was fizxed and hia love of creation, his
philesophy of life, the Tao defined. The painter grew
thoughtful amnd he said: "Why do you naf write euch a cenon

for us; isn 't it your duty? The Gothic time had one, the Ba-
rogue time had one, we have none. There ﬁrethnﬁaanﬂa of ar-
tists nowadays who can do & lot but they have no hook to

bhang their eraft on. If we could only get & mental imege of
curgelvea, we could pull ourselves up by our own shoe - strings.
But no. The painter rushes into his corner and comes back
bleeding and theg he rushes into another corner and thet is
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that. Then he says: See how I have wounded myself, it looks
very decorative! What we need is an imaginative structure
which the theoretician can share with the artist now in &
eloser menner than ever before. Unce upon & time the painter
did something &nd then the theoretician came &nd pfncla.imed:
this means and this means that. Fow the relationship is more
inatanteneous ...". You see what I am siming at. It is per-
heps the failure of our profeseion not to recegnize where the
true tesk lies. |

There is & Cubist Aesthetics, there is & Futurist
Aesthetics, anlﬂrpresuiuniat, a Purist, a Dedaist, a Surree-
1ist, a Realist, a Fauvist, a Symbolist, an Absiract, many
ibatract Aesthetice. Is there in it all something & eritic
cen use in the creative way suggested sbove? Fo. Something
more is needed for that, something wider and deeper. The who-
le present development can be seen &s an atomism of aedthe-
tica in the same sense as we speak of an atomism in philosophy
and of course in science. For the atomic method forms the
basis of nearly 8ll exact analysis. As cognition of realitr
atomism ie a shortsighted method. For the concept of the atoms
one no longer sees the final shapes of life, for the mmltip-
licity of objects one cen no longer see reality, for all isms
and their theories one cen no longer recognize whet art is.
Put there is & view-poing beyond these specizlized end frag-
mentary waya of apprnach, a view-point in which they are all
united, in which they ell réceive and conserve their true

meening, the meaning which we call the philesophy of art in
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ite deepr sense. And here again besuty can play ite par

not B8 &n historically established dogma but &8 & necedsAry
corrective of the ﬁnbalanceﬂ, depresaive and uihilinti:
attitudes of teday, be it the concept of 1ifeﬁq absurdity or
that of Angest, the destructive urge, the regression to FPri-
mitivism or the Gospel of Uglines: Beauty as nnﬁtalgia out
of our hell, the enigma of perfection, in the sense of

Fant '@ transcendent beauty or &s the prophetic woman spoke to
Secrates of man in search of besuty in the Symposium: He will
begin "with th? love of besutiful things and continuously
aacending, aas ,though by stepas, for the aeke of béautf itaelif,
from one beautiful body to two and If:mm two to all and from
beautiful bodies to beautiful Morals and from beautiful Mo~
rals ;n-haautiful Sciences finally to that Seience which is
nothing less than the Science of pure Beauty, wherein the
true essence of Beauty is learnt. Therein my dear Socrates,
if anywhere, should 1life be iiveﬂ: in the Epntﬂmpiatiuu of
Beauty s self.”

Perhape the search for beauty calls for a'fnrﬂa great
enough to recognize a higher and deeper meaning in and behind
our time =. Ehﬂcurititﬂ of existence, the tragic conflicts
and hateful abysses. What is at steke, we repeat, is not an
ideal but & force which refines end elevates. For only he who
lovea can aee beauty. And only he who loves can truly create,
Brague when asked about the problem of beauty said to me du-
ring a uﬁnverantign in the Summer of 1952: "™ There is first
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the question of whether beauty is a problem. It is not be-
cause there are no such fi:aﬂ data. They are misleading.
There is no solution for life - but there is & perpetual
proceses of adeptation. I hﬂv&.replaﬂad the notion of the
.eternml by the idema of the perpetual., The quesation of beauty
is & queation of achieving harmony. And harmony is nothing-
nese for the intellect where words have no value. It is &
etate of grace or of mystic illumination. In such = state
one comprehends beauty.™

Cur present diffieculties make me believe more than ever
that the personasl contact with the artiet is of the utmost
importance for the critic and the aesthetician, both in or-
der te learn and to give. What the writer on art has to glve
is the knowledge of philosophy, of literature, music, of
religious concepts, aesthetics, of art history, in one word,
of the history of human culture the different aapects of
which are moulded by that one great experience which is man's
payche. He will use the history of art not as an acsdemid
discipline but as the source and beckground of contemporary
creativeneas - that is to say, in reverse: History seen not
from the earlies déite but from today backwards, constructive
in appreciation, and vital. He will take mesthetice as the
permenent attempt of man te graeep the aignificance and the
inner meaning of art as one way leading towards the comprehen=—
@ion of life; he will, by confronting the past with the present,
8pin the thread which connects the pEat with the future.
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He will thus promote that impetus which dominates any artist
worth the name and any person of integrity: The desire to
ennoble and embellish humen existence, and to hand 1t with

dihnity to ‘the coming gemeration as the most precious gift
beatowed upon us.

Barely hed I developed those ideas when there appeared on
the scene - obeying the rule of fast and perpetual change -
the serene and gaily coloured pitures of the Hard-Edge school
a8 reflected in the latest American and English Op-Art, and -
the highly coloured objects of plastic material representing
the latest trend of scdpture. The scene has changed from the
frivolous and banal Pop-Art to publicity mended Op-Art lea-
ving far behind the depressive and nihiliet inclinations of
previous years. What they represent is not Beauty in Kant’ s
transcendental or Plato s metaphysical concept - this is art
in the direct service of business and industry. It ie craft-
smanship as such, applied art. It seems to me now that the
early revolution in modern art has finally led te the annihi-
lation of art as expression, it has remeined a communication
all right, but a communication not of human but of commercial

values.

For the historically minded &nd concerned art eritic
there remeina the obligation to drew & sharp and determined
line here between something which iz syt in the meaning of

age-cld tradition and what has became of it under the impact

of industrielisation when it is still erroneocusly called art.
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