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INSTICATOR: MAX KOZLOFF

Kozloff: Wha! do you consider to be the relation of skill to ideas in painting,
anc_:i can anything generally be said to indicate differences in this relationship ir;
painting as compared to other media? Or, are there disciplines that you call
“skills?”

Petlin: There is a certain kind of skill that is given to you as you are trained. As
time goes on, this kind of skill is eliminated, like a bad chemistry, from your
work as you go through that period between your training and the assumption
of a mature and “stated” way of working. And the new skill that evolves, as
your subject has assumed form and skin, is the real skill; that can’t be taught. |
believe that is the skill we’re talking about rather than . ..

Adams: Than training. You were speaking about training, and when | think of
skill | think of trying to discover a means that will house whatever notion | may
be trying to get out: a skill of handling, of producing marks that induce the sen-
sations, arrangements and so on.

Kozloff- Do they have to be discovered as you're working?

. =
Adams: | think so. You have a certain bag of trucks,’ and they rtna\tf d?:en::ar:‘eanke
to devices. But it’s as if you're trying—your skill comesk‘m r;/l:’:;e S
something authentic before your eyes. In the cot"se of \:(;:' I;;liyf‘lnding Jh
define the way to embody your notions. That's the st ill,
means. Training helps, but ultimately you need to invent.

Kozloff: Are you saying that if your hand knows too well what it’s doing, that's
as much of a problem as when it knows too little what you want it to do? Or am
I putting words in your mouth?

Adams: Yes, in a way. Hand skill follows eye cognizance. It's really more the
eye watching what is on the surface. You have to have enough skill to get it out
there, but once it’s there, what you really want to determine is whether it has
some concordance with the thing you're trying to generate, the thing you're
trying to make visible,

Kozloff: Do any of you feel, insofar as we’ve just broached the subject, that it
makes the same difference in painting that it does in other media? That these
matters might not be the same, or arrive at the same thresheld in sculpture, for
example, or video?

Graves: My opinion regarding the relationship of technique or manner of ar-
ticulation in painting is the following. An idea is not a work of art. Ideas can
only be about, and are inclusive of materials which infer process. The same
holds true for sculpture.

Hopkins: When you say “skill” | don’t think we're really talkingl about the
minimum ability that's required simply to get an idea clarifieq |n_phvsic?l
terms, to get the paint down. What | mean when | talk about “sk!ll“ is whaF is
meant when you talk about skillful painting, that the actual physical handling
has an interest in itself. | think the question is brought up in ]:aspel johps's
painting, where each thing is isolated from the other; the paint handling,

- ————EEE—
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Fat Adams, Together Come Rightly Many, 1974, o/c, 53" x 140"

ozloff: This is a question | would address ¢ all of yoy because | think i1 4

ferent ways, your wqu seems to have fesponded to it, At ¢ e s5a t_nnk,.m dit-  Graves: But, to get back to the question of mapping. Scientific systems of
be 2 condition a"a"abfe_ specifically to painting as , medil:?: t:f"e- tmay  measyrement which focus the mind on the notion of place orlocation would be
sbout some kind of mapping function that Painting seems e V'd M talking my definition. The visual results of spatial exploration which encompass vast
other media will devote themselves to other matters. g e Provide, whereas distance are nonexperiential, so that to locate is an abstraction as well as the
than composition. | mean some notion of topograph:th:fpmg' ! Meanmore  system of devised indicators. This interests me. By system and concept it is
scribes on a surface, but which has a scale that seems infinitglour material de-allied with narrative or sequential time. Painting which utilizes these visual
shrinkable, depending on the internal references the painter giv;e,-:paﬂdable or  references falls within the landscape tradition.

A:::s-g?”l?c:;“:tnVpla?::;:(g.va::/l::-:}:z: s::; arsn:'a”:ﬁ '"‘f:";ed '“ho”ek"ftﬂt'on (the nonprescriptive nature of the medium itself) opens into, sets out a density

when yo J' : o . pping, it has that kind of of resonance, a complexity of affect. And while | cannot accept illusion at this

gyroscopic, locating, placing phenomena. moment because it does come up in my mind as a mockery of surface, the ac-
. tual surface, | can accept the notion of allusion, of individual references

Hopkins: There’s something I don’t quite accept there as a metaphor. A mapis  bringing in the reverberations that | want to include in a painting, )

something | see on a flat surface that | look down on. And essentially | see a

painting as being a kind of extra-architectural element. It's rectilinear because Kozloff: Can you ever escape allusion?

floors, the walls, ceilings are rectilinear. It has a top and a bottom.
Adams: | think there is some wish that we might in the talk of literalness and ob-

| Adams: S0 do you. jecthood. And, | feel such critical notions may be especially useful to sculp-
| Hopkins: And, it has an upright posture like us. So | see the surface of any paint- of realit\:u in_wh:‘ch a gaipting is an object. However, as descriptions of that
‘ g instantly in terms of top, bottom, left and right, and as an analogy to the Wh!ch 18 Intrinsic to painting, they do not suffice. In painting, in this inert stuff
WAl bt 1 i v\’;oufd beka very different thing if it were leaning  which allows for glorious color and allows for all the tactile manipulations that
#dinst a tree jn Central Park or resting on the grass where one looked down at can lbe.:Imanallged, 'I see the inherent suplpﬁeness of paint as providing the
} it 1 think that architectural 'con’nections are so powerful, and so accented by  possibility of inducing all and any response in the viewer.
galleres, the jde h t and lintel as being built into anybody’s .
o a 9f§ flat \.I:'aHit efposm use an architectural metaphor rather Petlin: Pat, what happens—now, of course, this is directed to
’ B a Dﬂlntlrfg, f at | prefer everybody—when you cannot or do not, or, never in your life have used the
Yother to describe its surface. term “surface” in describing a painting? Or, what if you were to think in terms
_ ¥ i I, and once you enter the territor of the paintin
P : , ething much of the wall, the white wall, u Y painting you
{ m;rlm, {w};yjd use a different metaphor. | wo'uJ'd say there s sg:" 7“,sga N are no longer on a surface? Because this is the way | feel often enough about a
& Primitive aboyt the relationship of the viewer and a palnd 4 Wil picture. That is, | get to the edge of it, and I get inside the picture, and it's not a
M OUEONto or into 4 world. This is not discussed much these EYS tabooin  surface.
il leads to questions of illusion, and the whole subject has been
abayt paintin i
8. o uiaitive life that is
i gl ite f i
“We=that s, its window aspect—as opposed to archi itive and forceful
0graphic usage. The window is the more direct prim

nantofh,‘mry.

291 Grand Street, New York, New York 10002
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Adams: But | don’t think it’s only a surface, but its surfaceness is part of that
marvelous—you know, painting is so damned paradoxical. It includes
everything in what it is and what it isn‘t, And the fact that it is this surface, and
somehow the credence that you have to build up to make it a palpitating thing
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which is what | w
kind of situation

selection of image and the way the m

rate and interesting thing. And he m

. run parallel to each other on separate

N Micho that kind of painting is as popul. as
everything at a high level of expressi

for your and the idea.
'travel);

Graves: Don't you
Grand. raves Y

‘feeling  Hopkins: Yes, separate, but interdependent.

Ycan g
Rosgn
312/3;

approach of Johns

Wth R Hopkins: Well, that's true, but you alsu_ahsor_l.p itin

A i unified situation. With many people who paint b
+ Hlino Expressionist touch—the strokes just meander arou
'rks in 50 as a beautiful painter, but that’s about all you can :

Graves: It's interesting to me that you have

Adams: What do you think about Renoir in that

ALEXANDRE

ould call “skillful
which is delectal

feel that they're interdep

is that the two are col

' Pleas : ;

hin w no idea, and the handling . . .

‘ther Hopkins: | think ideas are there.

the p -

® Tajf Adams: To me, the
v sitive registration o

_ and directional texture in the stroke, and these strol L
n""& stacked areas which present form quite apart from the subject matter he's h

Comr dling.

Stry Petlin: How about t

€o ploratory and more
sense, and yet more

ideas come up in the course of the hand| T
f that man'’s sensibility and a kind o !
u

hinking about Bacon in relation to what you've said, Budd?
is work into two periods; the earlier period, the more ex-
explosive, more hesitant, and more muddled in a certain
spectacular than the recent paintings, which are even more

) skillful and articulated. The earlier Bacons strike me as being the kind of thing

em

SSi - second of time. And
oli bound up in the mes|

that you’re suggesting about Johns. That is, there is something extraordinarily
personal, violent, and instantaneous which had to be accomplished in a split

the paint and the image and its energy and electricity are
hing of image and liquid goo accreted to the surface. Johns

th is, to my mind, a scientist of a sort compared to the emotional explosiveness of

Bacon. What do you

think of the two?

Hopkins: | was really trying to account for why Johns’s Paintings have been so
i popular; itis, | believe, because of their separate coexistent methodologies.

strategy were one of

it was merely skillful,

Hopkins: This is why

Kozloff: Well, it’s interesting to speculate on this, because you describe a kind
of dualism in Johns that has historical interest because it seems almost as if his

ironic self-protection by categorically separating the two

channels, that js, Painting and idea. He overtly externalizes them as part of his
construct, By doing this, it seems, he has sidled around an,
that a number of critics or spectators might have |eveled

d past the accusation
against Painting, that

merely talented, merely decorative, ormerely Iiterary

I think he analyzed carefully the res,

just as you did in the question, and hit them both equally heenrlilrces PrEainting

Kozloff: But there’s

ly.

0

. A = iy (s] i N
speaking, | imagine Painting to be, if jt finally is reduycip, nce again, Critically

“touch.” | know that j
plane, but touch seem:

Adams: Tache,

le to one kind of term

n the past other writers have spoken of the flatness of the

s to me much more basic .

‘

- Ever. Painting invariab|,
before —could it be that
magine, there are Painters
becomes an idea? That is, the

well as our visual experience. We
of reality. And it is that kind of

I touches builds images into con-
cognizable as someone’s work.

intimate record of self. And, as ,
—know yourself by that looking.

s is at least in part true, then how come 50
acking in that sensibility?

nk the dismaying problem with painting presently is that
n displaced by the exclusive concern with literalness and
“nature of painting has been stressed, not that in.

Hopkins: Well, 1'd just take issue a bit about this, because if we talk about
touch as the central fact about painting, | think of touch as a discrete unit, as »
Eihd_gf'nafrigraphic mark. And | associate that with certain kinds of painting
which 1 don’t personally find central to my life. | would associate touch with
Bénnard"rather than with Matisse. With Matisse, one doesn’t think about touch
as an immediate issue.

Adams: Well, you would think of it with Pollock and certainly with Rothko, |
didn't think of it literally as an Impressionist bleb, but somehow the kind of

carrying, just the means by which the artist conveys, carries, makes palpable
his visual notion.

Hopkins: I don't think of that as the central Preoccupation myself. | like to be
zres:nlt,[ to s:e the gu.a‘ht\t of a man’s sensibility as one of the aspects of his

ork. ove.t € sensibility in Mondrian of touch, even though that’s not the first
0 me are structural, have a certain ar-

Adams: | think of
kind of disper T s.hape‘, 3 shape that contains all the other plastic elements. A
persal, dasposmon of shape across the surface

Kozloff. Perhaps

:lhainting which Budd: yoy seem to be more moved by
€ medium ry, o eption and unders i of

At ther thap Within the Medium. Does that difsfian'l?.-'gﬁ ftti[:le\?gz at

Hopkins. It de

- o Pends on hew :

its defini: . OW important war : . :

il r:;t:or;. ! see things in terms of ts:': re makq\g the medium’s presence in

Notion of touc?.f 2 certain architectyq) sl:ebélr'.d *lhouette, in terms of ke

Ception of the : but that 08N seem 1o a1 Y- tater on I might explore 3

Work, Me to be in the forefront of my per
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before anything else is gonna go on
then illusion, allusion, density or whatever—

Haopkins: Irving, when you said s‘qmef
“surface,” obviously every painter has t
even if it's something that's gotten scrat
to eliminate the problem of illusionisi
every artist makes his own agreement |
those two elements: surface flatness an
himself about what he will allow become:
everybody’s work and probably the hardes
per uses the same space as Jackson Polibc_ _hg
illusionism and flatness. It’s only a transaction

promise. 5

Adams: You might talk about density rather than sp
for myself. It seems to hang closer to the surface.

Hopkins: Yes. Incidentally, one thing Irving'
lintended to say, is that the thing about painting t

me is that every single painting refers instantly back
painting. And no one can do a painting without recre
image staring back, or an illusion of a deep place 50
could go, or some relationship to the wall it is hanging on because painti .
always been bound up with architecture. Every work has built into i U il
credible history. Buying yourself a paintbox and a little canvas is like buying
small plug into an enormous computer system that is loaded with vast
formation from the past—all the history of painting.

Petlin: Could | take the window a step further? Ron Kitaj once observed that
open windows make people uneasy, more so than closed windows. Going back
to this primitive capacity of the painting, if there’s some possibility—it's a
metaphor—but if there is some possibility that an open window does make for
uneasiness and magnetism, | could imagine staring at a window which is
slightly open, whereas | am not being very magnetized or aware or transfixed by

a room full of closed windows. In that room full of closed windows, one of

them is slightly open. I do kind of turn to the slightly open window in some
fashion.

Kozloff: You're referring to the fact that a slightly open window within an in-
terior space, where all the other windows are closed, represents an egress into
another kind of ambiance —therefore poses a question. And you go on to say
this is a metaphor of primitive experience. I've noticed that all of you so far are
referring to metaphors when talking of the condition of painting —with Budd an
architectural one, | to a mapping coordinate. You refer, Irving, to a window.
None of these are primitive in the sense of primordial or in reference to the ar-
chaic condition of a painting. For that we have to think of the activity of put-
ting something on a surface, of hoping that that something will be signal of
some sort. The window metaphor only becomes something to talk about per-
tinently with painting of the Renaissance. With the very earliest cave paintin

as with everything that followed, we are dealing with signs, are we not? S gi
arepresentational kind for an audience. d by

Hopkins: Yes, | feel involved with the idea of hierarchi i
be.cause itimplies that the presence of the icon is pri:i;:t:;}recr::tuiomp':}?tmn’
painting field. Hierarchical composition points out the place wher, :;1\”1 |n.th.e
most powerful. Our vision is structured in psychological hierareh' em.agl(f E
yorved in carrying that through into painting. And this leaves m il
interest in nonhierarchical structure, like, for instance, an Agneseh:'al::}:ut r:; LEh
' grid.
Kozloff: In other words, you think of painti e
work of coordinates with different kir[:ds ;fnsgtrc:sr:: ::ocrilk' " painting s a e
themselves in a deliberate way. Sk vour attention to

Adams: One of the most supreme ex erien
: Periences |'ve had Iately wa
slookin a
8 at g

igh it is a brooch |
a painting is relateq
t have influenced my
ey’ve been shields, o

| in this case, it was a
aped so that the placing
perception and orientation,
and the corners were idey,.

, as these places were felt out
n of shape from garnets that
olor they ran from red throygp,
was parallel to painting judgments
sibility in the act of making form

It's a way of interpretation that we'e
certain extent.

o h disputing is the reason for which something is made. 4

uess rticularly distinct utilitarian purpose, and it was a commission,

brooch ﬁas--a,!p':, cparticuiar person for a certain occasion, which is quite dif.
;::J::-:ifro;'be?ng in the studio making a work of art for yourself.

Adams: | just don’t think that the content was indicated. The content | take to
be the sensibility projected onto . . .

Graves: What | enjoy about objects of the past is the process of fabrication and
the diverse reasons for which they have been made. To question the esthetics of
all or any 6bjéi:ts is post-Kubler. | think about the insights and ambiguities af-
forded by art history and archaeology as they contrast with the way art is seep
at the moment, or cultural conditioning, and the fact that the object in
question resides outside these two,

Hopkins: I don’t think it really makes any difference. Art now seems to be the
way a thing is used rather than anything connected with how it was made.

t:zloff: [ ?oulq like to go back to this notion of hierarchy for a moment,
i c:u;’si:::: ;_e dllscusset'i it on one level. There’s another way of talking about
hi.ghest priocri:caacirpbxtlon woulf:l seem to imply a schedule of priorities. The
L I'n-\: Zlbole;res a certfun ﬂitlltl.:lde in a hierarchical scheme. And this
frequently demonstrut ::lo_ say, .Is.i? criticism of current pictorial practice so
el ::1e in exhibitions. One 80€s to a show of painting—a one-

N show —one sees 3 number of paintings on display, and they

are approximately the same si
5 © size. There have i
decisions that haye occurred beforehang been only the fewest executive

Adams: | don't like that kind of Painting

Kozloff, yq, S )

Mmonochromatic paf?ettAe- notmn,‘ for example, of a slanted touch, or a
o€ played oy, Thg pr,o:::!:e this scheme has been delivered, small variations
Mini-differences o¢ most. M s s_ho.w. The hierarchical intent is to establish
Paintings May differ o any Paintings ope thought. The idea that oo artict’s
Priority. Significantly, May require disparate selutions, has low

Adams: | Iower—archical
P_etlin: That’s
Vironmen
be broyghy

the Amer
e can cle, .

-(i)f Pleces and by ofa:uI;aCh'ne Atwork, And it is cleaning up the en-
Nto play, an feeling thay shouldn't count or shouldn’t

291 Grand Street, New York, New York 10002

25 East 73rd Street, 2nd Floor, New York, New York 10021
ALEXANDRE FINE ART INC.

ALEXANDRE GALLERY

212.755.2828 alexandregallery.com

ESTABLISHED 1996



ALEXANDRE

T
2 iy

Nancy Graves, White Field: to Janie C. Lee. 1-9?4, m/m, w: (7

idea is not a work of art. ldeas can only
and are inclusive
which infer process.”

into an Ad Reinhardt show and looked around

ispleasure
as individual painters, squ-?rfa yqur q;sp :ur e
-it;mé ki'n.d-of continuous ramlftqaaloncuh :therr
series of canvases which are very aligned withea

n. Whichiis, of what

io e
ave a questi ¢ that repetition, to

: h
r your question because | st

ases to that artist? What is the pur

r monthn

ina panicula

"d,ow perhaps; foraf i b :
.

e were talking about. On the other hand, though, to get
bout an idea, it's not possible to work it out in a single paint-
€ people, it may be. But there are artists who find it perplexing to
4 conclusion within one work itself, and might find it necessary to
er works which then would give a particular conclusion to certain
#as and enable them to g0 on further in that first place. And | think because
that, traditionally, there have been works in series, works that are related.
en, of course, we are human beings limited in what we do. Even though
e may be trying to do many different things, there is a certain sameness about
works within a period of months,

Th

?eorf:in:st:h I think that's very impartant. Many artists are particularly obsessed by
R ings whu.jh they don'’t really recognize as obsessive, and they believe
i they -'i’re dealing with the problem of infinitesimal formal clarifications.
: at they're basically doi[ng is clinging, by every possible means, to an ob-
€ssion that they can't possibly shake, and convincing themselves that they are
making rational , objective decisions.

Adams: | wish | had a sense that they really were obsessive, They seem merely
gratuitous.

Kozloff: Tell me, these infinitesimal variations that painting is very hospitable
to, are they factors that prevent or at least inhibit dynamic growth in painting,

because it's a self-indulgent activity which we’re concerned with? How do you
feel about that?

Petlin: It’s a deadly aspect of the New York art world, which has been called a
fast food franchise in certain quarters. That is, you quickly put up a coherent
group of works—by “coherent” | don’t mean in the good sense of the
word —but “coherent”” works, to a very shallow audience.

Adams: Saleable.

Petlin: Yeah, a coherent personality on the wall for a short period of time to be
followed by another coherent style, fully developed, noth[ugn'rauéﬂ, nothing
leftover, no endings, no beginnings, it’s a flash look. It's fast. It’s over. It's sim-
ply a kind of turnover, and the New York art world has been tremendously
deadened by this for some time. ‘ ' e

Graves: What was the question you asked.i.‘m.ax?

Kozloff: It had to do with painting’s capacity to afford small, even infinitesimal
changes as a kind of indulgent processing that can keep dead center the
painter’s activity, making his or her work too homogenous overall.

Hopkins: You can easily think of people like Morandi, Mondrian, Rothko,
Albers. | wouldn't say their work was stopped dead in its tracks by those
problems. Rather there seems the possibility there to do some great painting
within this very, very narrow range of changes.

Kozloff: Pat, you've been talking about your own, or other painters’ con-
ceivable mativations in doing a painting. There is, of course, the other side, that
is, how people consume your painting. For example, would any of you object to
a viewer considering your work as part of a decorative ensemble within a
private home? [s it put there because it affords a certain kind of visual, colored,
tactile presence within a number of other presences which aren’t the paintings?

Adams: No, it's useful. Every human being needs everything with which he can
manage to surround himself to-a_ff‘irm his own sense of yvell ’fbﬁ_tllnl (e
at first be a color that will go with a rug, and by this function a painting is
brought into a house, in the course of watching that work, the viewer may find
his sense of self altered, alerted. Y

Kozloff: Do any of you haye any objection to the idea of a paintit
essentially or purely decorative? nting
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Adams: | don't know. | don'tu

Hopkins: You're talking abou
decorative, period. That's just one ©
10 disturbing, anguished Max Beckman|
Kozloff: Still, shall we continue vith
ur impression that the word “decorati
in esthetics. It may be for political re
d -consumer-oriented. But suppose
‘ dominant incentive for art-making throug!
ng art? Especially in architectural ensemb
and in cultures other than the West. 5
terms of image-making.

o
N .
’ Adams: Major art in the West has been predomi an
3. contents were driven into unusual places: ritual o
R walls of the mosques in |sfahan—these are ca
10 situations. But I think they allow an occasi !
in and contents can be marked —contents which 1ave
tent or as being content until this century. I've always |
looking at work of that order, finding in it a truer registrat
a and direct sensation than work bound to norma
w Islamic art, glazed tile wall surfaces, where percept
r to arrive at mind-boggling dissolution of attention
0 prehension, and then the reknitting of the experience toward the point f
It is an experiential thing that has religious and meditative overtones of ac-
al cumulative expressive force. It's not mere embellishment of an object.

% Petlin: | think there’s a problem here in describing the notion of the decorative

objects. They've been wrenched out of their natural functioning contexts, and
all the logical reasons that went into their production and use have been disem-
bodied, in a sense—placed on a pedestal in a museum.

Adams: I‘m thinking of being in the Jomeh mosque, walking around, watching

C

the destruction of the configuration by sunlight, by perceptual exhaustion, by
4 the change in the viewing distance—that kind of involvement. | was really
b played upon as a viewer. |t was a perceptual experience that was really highly
n manipulated, and | cannot conceive of that experience as a decorative ex-
s perience.

b Kozloff: | wonder if it makes sense to talk about paintings as emblems of
] power, or as power-motivated, because that seems distinct from the notion of
' painting as decoration. A modern painting, in this sense, tends to be a Faustian
object, with fantasies of control and perfection dominating throughout a
limited field. There is a maximized opportunity for sheer willfulness and

i caprice to take over and reshape a whole allusive envrionment. You might say
] lh?t-there'! been just as intense a willfulness in a decorative object of craft
origins, except that it doesn’t seem to have that meaning for us as a modern

painting does. Is there a tension or a dialogue betw: i
‘ e 8 een these two notions

Graves: When you refer to a craft obj
ject, do you i
I past or out of the present? =9 voul e omeshine cutiofithe

Kozloff: In many cultures there is a tem| i
| I poral continui
‘ | has influenced — I was going to say, tainted —them. s sKeptithenthe et

‘ Adams: When you mentioned the idea of painti

E _ 2 paintings as em

n?t just decora'twe .objects, | agreed immediately, But | seeb::?s_o\‘ power and
of magical or iconic power, rather than as symbols of im lintings as vessels
power. perial, manipulative

:I?lg_tlin: Yeah, but the question that is really on the table

20th century, certainly the latter part of the 20th ¢ is: has there been iy, the

entury, an accretion of

those tendencies can fun

L ——

elding or accretion, in
ik American art has the
e World War Il there’s
picture-making into a
incides with a great ex-
story. We were the inheritors
ecame the place in the West
hheld, everything flowed into

nfidence. All of these things
hich is separate from the way the
t period really did accrete to jt-
came reflexive. It looks it.

this question. | gather that you would
,Ei:t'perate power as expressed , say, in the

a recoiling away from that packaged
t adventure of painting in the ‘60s into
v better equipped to respond to cultural

today :
onsider it reserved for more private, more per-

Jated sensations?

u need to pose that question. Do we always have tg

why yo > th
\ hy t up our descriptions?

tithe

ves: Well, those areé however, and | think that both of
T i ! i

two possibilities,
ction at this time.
reer of painting today vis-a-vis the other media,

2 Are such things as video, performance, and
to aspects of current experience than

Kozloff: But what about the cal
in terms of public acceptance
bodyworks more readily acceptable
painting, or is it the other way around?
erformance, video, and some other forms which also

Graves: | think that most p
ment with the notion of fast food.

relate to the wall, in large part, are in agree
Kozloff: Video, you say?

Graves: Most video. Within any medium there’s the possibility of making
s::lmethlng extraordinary, but in a larger sense, when one takes a particular

ism,” it attracts a multitude very often because of its novelty. Yet very few
ever explore it.

's(:zil:ﬁ:t:m is:'t there a di_lemma in that one could counter your argument by
50:iO?Ogiciilytspeeaﬁ;::gu;nc"nd of painting is essentially a luxury trade,

0 it doesn’t seem any more attractive a thi :
sue. How do you get around that, or don’t you? T

Graves: Well, | simply don’t.

Adams: |
Ve never known a culture that didn’t have to afford painting.

Petlin: Als : 3
of it, that(:;,aisflsu:t:ﬁ’;;f ashpamting is in some people’s minds, the production
video or sculpture. It tak‘;: s ?‘i_\eapest way to make art, much cheaper that
scant resources more easi| nothing to make it, and it can survive in a period of
When Budd was talkin sily than almost any other medium being used today
historical computer. in & about the paintbox as a plug-in to this enormous
volvement with the ¢y & way painting is just that. It can survive on a lack of in-
50 long as there are pet:r?’ Ialck of interest by the supportin o::r structure
ls::;:lz (;f the other arts,plii:‘v‘:jthe instincts and impulses fopmake paintinai

Feity. But painting can B o forth, ganitat st
Hopkins; | ¢ '
ture__hnw
has becom

huught Irvi
: , 1Tving, of vo
€asily that figs they ur analogy about power and corporate struc”
€ this kingd Production of 2
of large-scale sculpture. Sculpturé

of execytj
e
e thing on the telephone to the factory, ©°
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: magine the
o Nt one would

p i

'Ppage that's the periq, 3 Ption of
B e uestions wil
atmosphere? |
nosphere. Perso,

flow
nally

otifs or means.

g through }his line of inquiry, would you say that painting is
endent, as it has been for so long, on ideas and manipulations
York, that is, in a capital-centered art activity?

_neral observation about the situation of painting right now, | Hopkins: .. . I see a
1 post-movement period which has increased the visibility of a 4 )
teresting and idiosyncratic art. The problem was that painting extra-architectural el
ide of movements— Pop or Minimal or whatever—was con- the walls, ceilings
| and beside the point. Painters who followed no party line, It has a top and
’s for instance, were actually harder to see. All this has
ddenly, and now a previously marginal figure like Francis
ide prescribed art history, is suddenly extremely visible
cratic nature of his work. Painting values like touch,
liosyncratic color or imagery—these values have all
as progressive notions of art history have

her, that a very clear review of the
d in relation to recent
ontents of art ¢

e ha

‘every time there is an exh:
something, whether it be cuisil
upon to bring into New York sor
work that is called California Fu
out of Chicago, things like
nascent way thai
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Graves: Well, that has something to do with _ti_he;inoﬁon:_of":de_{n@c_mc

Hopkins: Not exhaustion?

Graves: | think there definitel ion of ic
that are now given focus also to do with another :
museums, which is th‘at.e.veryone-sﬁgg_ldhg\_r_‘e'é'\sa_y{ The result
quality.

Adams: That seems diversionary.

Kozloff: Do you react more with alarm or pleasure when you detect certain

signs that other painters have been affected by your work?
Graves: | think that's a dualism.

Kozloff: Both things happen at once.

Hopkins: | haven’t had the pleasure.

Graves: It depends on the situation—whereby one learns objectively from its
acceptance while evaluating possible directions for new meaning,

Hopkins: I'm sure that when Mondrian made one more convert to Neg-
Plasticism, he was elated and terrified simultaneously.

Kozloff: Well, let’s speak of tension built into Your own fantasies of yo,
uniqueness and yet your desires that you can blend in a larger effort beyont}' lher
nits of your own ego. To be alone has its privileges, but also s terrors

Another question. Have any of you thoughts about the limitations of painting?
Th factions you've not had with it from time to time or recurrently that

Adams: i'_f'j,ycu have color, how can you feel deprived?

Petlin: You don’t have control of the power stations!

:_fns_a I came into the world never thinking that was something I'd want to
ve.

Petlin: We don't have the government!

Kozloff: It was very interesting your response, Pat, “If you have color how can
Yo?ul-f‘eei deprived? | wonder, sometimes, if affection for the paint substance
mayﬁhave. a political value. That is, during fallow periods in our country,
rr:is::nai!so?;:"yfmd m“ti?a“v' affection of all kinds seems to diminish. What |
wﬁicﬁ , there is Sf)methmg authentic in feeling a visceral response to that
vhich you are shaping, And “authenticity,” tisaningltealth, means aliemore

‘s:tt;t::w in guiding one’s self through |ife. Perhaps that becomes exemplary for

Adams: There js that
source in the compli
watching someone wi
Picture is a most incr

Purposive aspect of painting. One does have this deep
cation of being. One of the greatest pleasures | have &
ho looks carefully, someone who perceives. Looking ata
edibly intimate exchange.

Kozloff. wel| that :
of that sort h, Lis the hope, | think, that we've been discussing. An exchang®

as been known ¢ . B ite viewers
when both are doing their bestlﬂ.endure. Rt Ra g ottt s Vs
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