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Sidney Simon: We have as very near neighbors up here in Maine, Bill and Marty Zorach, who
live down on the coast of Robbinford? And we’re very lucky in having them as neighbors
because from the very beginning of the school they have been friends of the school and come up
and talked to us almost each year. Well, an actual introduction of Bill—I don’t think he needs
any introduction since we all know him and know his work very well. He is one of the most
distinguished American sculptors and in different times he has talked about young artists making
their way in New York City in the early days of the modern movement in art. And just general
subjects...one time I remember he said that he was an encyclopedia but you had to open him up
to find out what was there. So the whole thing was a series of questions to get him going. This
time, since he came up on very short notice, he has no prepared talk so we are going to show
slides and [Audience member: Louder please] so we are going to show slides, selected to some
extent somewhat randomly. I think Sidney had selected them with maybe malice or forethought
in some cases. And bill is going to talk about them and also answer any questions about them.
And when he is through talking about slides then any questions you may have, he will be
delighted to do his best to answer. So that is our plan for the evening. Bill Zorach.

William Zorach: This is a little like an obstacle race, or the 60-thousand-dollar question because
the idea was that Sid would pick out the slides and I don’t know what they are at all and I am
supposed to identify them [Laughter.] So lets see what kind of an art ignoramus I am. And it will
be rather interesting. I don’t know how many of you people, I would like to know, really, how
many saw me on the Ed Murrow program? 1,2,3,4,5...1 will try not to repeat that. But one of the
questions that Ed Murrow asked me was Bill, he said, would you tell us what your definition of
art was. And that was the one thing that I got in that was good. I said to him that art is not merely
a process of copying nature but seeing in nature that element of magic or power that comes to us
at moments of receptivity and the artist is as it were the antenna, that catches the vibrations of
emotional vision. And his sensitivity is his tool, seeing with the inner eye the eternal. And he
works on his picture or his sculpture until he gives back in concrete and permanent form that
vision. And I said that art, one might say that art is feeling so intensely that the artist has to
register it for the masses of people, for eternity so to speak. And from the point of view of



students, of course, you have to be equipped technically, and that’s the big mistake that a great
many students today and I always say, you can’t play a violin with a broom handle. In other
words, you have to know your technique and your language. And you have to be able to express
yourself through that language. You can exaggerate. You can exaggerate. You can
overexaggerate to the point where it becomes absurd. But the greatest expression comes, is
when you express yourself with clarity and with simplicity. And one of the most...what you
might say also is: what is art? Which is the eternal question. Or what quality in art is the most
important? And I would say that the quality that is very important is not the great technical
facility but the power of expressiveness. Not only having something to say, but having a
maturity of vision and of personality that fortifies that power of expressiveness. But that’s
something to think about and then I am going to go over these various things. And I am just
curious to what these slides are, so we can go over the slides. [Audience chatter. ]

That there if I can identify it, its either a B [artist name undecipherable—starts with a B?] or
somebody who signed the work like a B?. The thing is, somebody ought to correct me and tell
me what it is before I get in too deep Sidney? [Sidney Simon: That’s a bas-relief.] It’s a bas-
relief? Well it’s a very strange B? It seems more realistic although his work was realistic. He had
a kind of a graphic sort of intensity and power and kind of a woodcarving horsepower in a way.
He was a ?, | mean a woodcarver, we would express it better in German because it is hacking
wood in German, so to speak, a woodhewer. This is one I have never seen. It has a really sort of
intensity. I won’t criticize him. I don’t know if you want me to give an opinion on it. As I said,
my own opinion is that it is a little less...his things have more design elements in it, less factual.
They have a very power of expressiveness. There’s a kind of illustrative feeling about them.
They are very much wood, although this is less so than some of them. Next one.

That of course, everybody knows, is a Henry Moore. And he stuck all the holes in the right
places this time. [Laughter.] See, there is a hole here, a hole here, a hole up here, no hole in the
head. I don’t want to be too facetious about Henry Moore because he is really a very fine
sculptor who has evolved a style and regardless of how he arrived or derived this style, he was
pushed and was very much influenced by the Mayan, Aztec, and the early stone carvers. And the
reason he said he had holes in his sculptures is because he finds holes in the natural stones that
he finds, you see. His work, when I saw it at the Modern Museum in a one-man show, it had an
element of, strange to say, of preciousness. It looked as though...it looked more like very
precious jewelry. It had a decorative element. Although I have a great admiration for him and the
fact that he is a very capable sculptor. It’s a little tricky to put a figure like that on a rocking
stool (?). I remember many years ago when I first began to do sculpture, I had a very an idea, and
these ideas that you come about suddenly, they never mature. It’s the ones that evolve through a
period of years that you develop are the ones that you really execute. And I had an idea of doing
a little figure on a kiddy car and having the wheels made out of brass so that you could push it
around. I think that, who was it, Milton Heball (?), who also did cowboys. It has an element
that’s fun. Its, there’s no reason why shouldn’t be done with a sense of humor. This has an
element of fun and so forth.

I think I am going to be good today. This is Matisse. So far, I seem to have...That’s Matisse,
isn’t it? [Yes.] You know Matisse...I have always said, years ago, he is not a sculptor. Matisse
is a painter. And what he did was he sort of these caricatures of Rodin. 1905 up to 1910 these



people were so imbued with a fervor of something new and a revolution in art. We all did, I
guess. We tried everything. And Matisse and Picasso try everything. It’s perfectly legitimate. I
remember when [ was younger though, I heard somebody say, that guy does everything. So I quit
writing poetry, and quit doing dancing, and so forth, painting and sculpture. I acted in the theatre.
I concentrated on one thing. It’s strange how a casual remark can influence your life. But
Matisse’s sculptures, to me and also Picassos are embryonic sketches that show promise but no
fulfillment. They are both basically painters and have a painterly feeling. That as a small sketch 6
inches long as an idea for a piece of sculpture would be perfectly logical, but thrown up to this
scale, to me its an (?). In a sketch, I’d say, that’s all right. I am not talking about realistic. It
doesn’t function on any scale. It doesn’t carry through. But it’s all right as a sketch. But the
connoisseurs and the dealers don’t promote them as sketches. They promote them as great works
of art, finished works of art. And that’s the fallacy and the tragedy. There wouldn’t be an awful
lot, if we didn’t know that it was Matisse, if one of his students did it, why, it would be all right.
[Laughter.]

This is hard to guess at. It’s an ivory carving. I was going to say its Easter Island but its African,
I’'m sure. Am I right? Is it Chinese? [ African, yes.] Here we have...I always say that one of the
most important elements in a piece of sculpture, painting, or architecture is an interest set of
proportions. Now, you wouldn’t think much of a building that has a great big ball on top like
that. A building on Times Square, it’s completely out of proportion. The whole thing looks like
some kind of a cake? It looks constructed by a contractor, so to speak. You don’t give a
contractor an idea and tell them to go ahead and build a building. An architect, someone has to
seriously consider the spaces inside and outside and the whole structure of the thing has to be
related with taste and arrangement. Now these people built in unrealistic proportions. Everything
is screwy from the point of realism, but its has an innate architectural sort of unified set of
proportions, you see. And it has a marvelous sort of, well, sculptural feel. It’s a little thing. I am
sure it’s only that big. Being enlarged, it gives it...It blows up alright.

This is interesting to talk with you about. This kind of art I am not familiar with. They call me an
old hat. I am supposed to be a classicist but this looks like it might be a Houdon. Amazing, |
didn’t know I would miss a Houdon. It looks a little fancy for a Houdon. But the art employed,
that period of art at the time of Houdon, was kind of a decadent Renaissance. It was florid. This
is...there is nothing to criticize about it, nothing say about it. It’s a beautifully executed piece of
marble. For its period, was perhaps tops. It looks [Inaudible.] the whole flow of it. But it
represents a certain period of highly executed, probably an Italian carving from a plaster model.

This is a Arp I think. Is it? [Nope. Archipenko.] No! Is that really an Archipenko? [Laughter.]
No? You invented that. [Laughter.] I suspected he might do that kind of thing. It doesn’t matter.
That’s a kind of a modern design element, its a very intriguing kind of a thing. It had a great
influence on modern furniture. It has an industrial design quality. To me, it’s not enough poetry
of form. It’s too decorative. It’s too superficial for me to feel that it has a basic sculptural quality.
It belongs in a [inaudible] design, architecture, and decoration.

That’s Degas. It’s much more beautiful in this slide. Degas did these things...Is it a Degas?
[Yeah.] I hope so, yeah. A lot of people are trying to do these things today. But Degas did these
things as mannequins for his painting. See, In the old days we were trained, and I was trained



that way too, you young people haven’t been trained that way. You are going to have a hard time
when your style gets switched. Because we were trained to draw from nature--from animals,
from models. And we could draw like nobody’s business. And he in painting you see, a horse
moves. And he had a problem. These pictures were painted indoors. So he modeled his horses
and put them up and his figures, and had them up as models and then he could work from them,
compose his paintings, and work from these mannequins, so to speak, as if he was working from
models. The same way Cézanne worked from artificial flowers. Because flowers would fade and
he had to work months and months on a picture. And Degas could work at his leisure. He took
the silhouette and very illustrative {?} photographs but it has a spontaneous sort of feel. But he
never intended them to be shown as sculpture, I'm sure, and would be very embarrassed if he
knew that they were digging up all these things from his studio and exploiting them. All these
things covered in must and dust in his studio. And they were all broken and all that in the
casting. But the armatures, and everything else, the way they found them, you see. I am sure an
awful lot were retouched in the foundries. This is very spontaneous. It looks genuine, nice in
color.

That’s Rodin’s man with a broken nose. I wonder how much it influenced Picasso and Matisse.
But that’s beside the point. Can you hear me back there? [Not very well.] Not very well? I better
talk out rather than talk into this. This is a Rodin. It’s a powerful piece of sculpture based on the
Michelangelo tradition. I don’t have to tell you about Rodin. He was a marvelously capable
modeler. His stone carvings were never carved by himself. They were carved, I remember
Milles telling me, Carl Milles telling me that Rodin came to his studio one time and asked him if
he’d come and work for him. And he came to his studio one time and Rodin was sitting in the
corner of his colossal studio, about the size of this barn and there were 40 men working on his
work, different pieces, big pieces, and he was sitting in the corner modeling this little tiny figure.
In his old age, as he became so famous, he became, a very, I wouldn’t say commercial but he had
to turn out these model carvings, you see—and he made fabulous money with him and all...it
goes with some people’s idea of the grandeur of recognition. Today of course, it’s another story.
We can’t keep it. [Inaudible.]

But this is a Bourdelle. Bourdelle studied with Rodin. That’s a beautiful head in the sense that...
Is that a Bourdelle or a Rodin? [A Bourdelle.] Yeah, that’s what I thought it was. You see,
Bourdelle studied with Rodin. He was a student of Rodin’s. And he had a beautiful spaces.
Feeling of space. Expansion of the form. Bourdelle did some quite amazing monuments for his
day. There’s an exhibition of Bourdelles in the world house (?) recently. His work struck me, it
was of a period, sort of dated. We’ve been sort of inoculated or indoctrinated by all kinds of
paranoid phobisms—psychological perversities of some kind, I might call it. And we can’t see
any more, good straight sculptural form, natural form. And his work looked monumental, it
looked grandiose, perhaps a little theatrical. This particular head, and I see on this slide, is very
fine. I don’t care who did it or what did it, or what period it’s done in. It’s got a great intensity
and power of expression. It’s beautifully done.

This is an Egyptian, a woodcarving I think. And there’s a marvelous sort of statue quality.
Someone at one of these places was asking me what I think, who were my influences. I was very
impressed. I mean, I have various influences you see. I am a child of my own age and this age,
everybody has gone under not only one master, but has had to find his own master throughout



the period history. We had no guild or shop training so we have got to find out own masters and
train ourselves. I myself have never had the opportunity that you people have going to a school
in the summer, where there was an instructor. I never had an instructor in sculpture. I had an
instructor in painting and drawing and so forth, but I never had the opportunity of working with a
sculptor or under the supervision or direction of a sculptor, so I had to find my influences from
the things in museums, and the Museum of Natural History or the Metropolitan Museum. Or
various things in books. And there was a time...I think there is a flavor of the Egyptian in my
work in the sense that I have a great admiration and I feel that sculpture should not be florid, or
with superfluous projections emanating from the central unit. It should be static with a great
simple power of expressiveness, a great simplicity of design—great harmony of the architectural
units. And Egyptian sculpture has evolved through tens of centuries as opposed to our very small
strand of life, so to speak, of civilization, had evolved stupendous craftsmanship, stupendous
craftsmen with the greatest technical facility and it was supposedly, as we understand it, the
sculptors work under a great and rigid monastic discipline. That is, the priests dictated the actual
designs and forms that the sculptor should portray, and certainly should execute. But throughout
a great most of this work, if an artist has the quality of art in him, regardless of what discipline
that is imposed upon him, this great feeling comes through. It comes through the East Indian,
Chinese, you see, where there are certain...even in the Gothic, where certain religious
formalisms have been imposed upon sculpture. It comes through. We’re living today in a kind of
free-for-all age where the individual is all important and anything goes, you see, and its been
such a selfish age of individualism, that you can’t tell the difference anymore between an
amateur and a professional.

Who did that? [Laughter.] What? You know, Gary Melcher’s father, a German immigrant over
here, lived in Detroit, carved a great many of those wooden Indians. I don’t know if he carved
this particular one. They didn’t sign them in those days. And there was an interest in primitive
art, those Indians and figurehead carvers, but I want to tell you a story. We come from Bath.
When we went to Bath, Maine thirty-five years ago, the old Bath ship-building industry had still
left a certain semblance of the old cabinetmakers and carvers who still remember how the
figureheads were carved. And Ray told me, these old cabinetmakers, still in the Bath islands,
where they still had all those ?, right after the first World War, told me that they used to take
photographs of the bells of the town, and these carvers would work from these pictures. From
the bells of the town, you see. And carve them. And I remember one old cabinetmaker, 85 years
old, was still repairing cabinets and furniture. He had a little shop there. He told me that at the
front street of Bath, there were about 10 or 15 shops that did only figureheads. And one time, one
of the shipbuilders there, this figure-head carver got sick. He didn’t know what to do, he had a
contract to deliver the ship at a certain time. So he went to Boston, and he looked up the most
well-known ships figurehead carver there and he said, look, I am in a spot. I wish you would
help me out because my figure head carver got sick and I have to deliver this ship. I have this
carving and this figurehead to be done. Would you come to Bath and carve it for me? He said |
would be glad to pay you anything you ask for. And so the carver said, you know, I am an
awfully expensive man. He said, I can’t help it. I’ve got to get this thing done. He said, I get
158 a day. And so he said, all right. You come. He came to Bath. And when he got there on the
train, he says, shall I put you up in a hotel or will you stay in my house over night? And you can
live with us, you see. And he said, no, just get me a boy to help roughing up. So got him a boy.
And they both started to work. And the boy is roughing up. 5 o’clock he says I am finished and



went home. He did the whole figure-head in one day. And that’s the way those people work, you
see. They were expert craftsmen. He did it in one day. 15$ a day. Good deal, you see.

That’s, that looks like an Arp too, or a Brancusi...Arp. [That’s an Arp.] Yeah. I swear, that other
one is not Archipenko. But it doesn’t matter. This is an Arp, of course. That is what you call a
highly stylized form and it’s a worship of form in itself as a sheer form, can be a thing of beauty.
They say a thing of beauty is a joy forever. That’s kind of a cliché but if you like it, it’s a joy
forever. [Laughter.] But this is a very well thought-out piece of work, you know. That’s a nice
silhouette. Gives me a certain satisfaction. Done for a very definite purpose. I don’t want to kid
about art. [Inaudible—Ilaughter.] I have seen things come out of the oven, haven’t you? Like a
loaf of bread, that can be a fine form too. He loves his piece of form, he polishes it, and it comes
out as a very interesting kind of form in and of itself. He may have started with something, a
torso...but that’s sort of lost along the way. [The slide is (inaudible)] Alright. [Laughter.] I
thought that was a picture of the stone. I was going to say it was quite surprising. Usually it’s
very smooth.

Now this is Assyrian. And has a..of course Assyrian sculpture is very, has a great tradition.
These things developed from an isolated civilization. And reached a point of great culture in its
way, and great art. In my generation, no one, people in the art world thought of these things
mostly as archaeology, you see. And the Africans were never exhibited, African sculpture was
exhibited in museums. They were exhibited in places like Salem, things brought over as
curiosities by sea captains, you see. This is...what you can learn as students from Assyrian art is
beautiful design. It is true bas-relief in the sense that it doesn’t project from the plane of a flat
surface. And it’s the true kind of bas-relief, Egyptian as well as Assyrian. All of the great
Mesopotamian sculpture is wonderful in its great simplicity and power and strength. It has great
power and strength and simplicity. A great deal of it came out of the limitation of their tools.
They had to work with just a few simple tools. They didn’t have the elaborate tools that we have
today. But these were decorations for their palaces and expressed through these reliefs, they told
the story of their history and their conquests and their hunting scenes and all that, battles... And it
was really partly their newspapers so to speak and their history book. At the same time, as I said,
they were done with a great sense of understanding and great craftsmanship. Some of these
things, if you look at them in the Metropolitan Museum, have the most beautiful detail, execution
of the various details. This is a very rough one. But the details of the hair and the beard and the
details of the bows and arrows, and their swords and belts, most beautifully executed. And a
great many of them have been dug up...or sort of manhandled or recarved. A lot of them I am
sure many of these antique discoveries...they have come out in very sort of very you know,
destroyed state, through the elements, have broken them away, and so the dealer has someone
clean them up. So you can tell. I can tell immediately when one of those antique sculptures has
been reworked.

This is another generation. I don’t know his name. I am not familiar with the really young
generation. There is a whole new generation that has come up. Who did it? ?? Yeah. He’s the
one who Metropolitan Museum show. That to me. I don’t know if you want my opinion of it. It’s
a very interesting sort of spatial arrangement of various shapes and lines. It’s not sculpture. I
can’t call it sculpture. Its industrial sort of design that has a design element which would be very
interesting in the lobby of a building or out in the garden in a sort of a modern home, or against



the window or something like that so that you don’t walk through the glass. [Laughter.] It’s an
obstruction but at the same time, these things are things that are being done today. I don’t think
these people themselves, well Sandy Calder doesn’t call his things sculpture. He says, I am not a
sculptor. These things are mobiles. Well, that’s perfectly legitimate. Very interesting and
intriguing patterns and designs. Silhouettes that move in space. I said though walking through the
Modern museum recently at the Picasso show, I looked up over the stairway. I don’t know
whether you have seen the Sandy Calder. And I said to a friend that was with me, I said, Sandy
Calder is becoming invisible. Invisible sculpture. And she said, how come? And I said, We don’t
see it anymore. At first when it’s out, it’s an ingenious device, novel, on the walls, and its
intriguing and ingenious and entertaining. And after it’s been around a little while, you don’t see
it anymore. A great work of art...you wouldn’t feel that way about a Rembrandt. Or any great
piece of sculpture. It always has a message for you and what that message is, no one can put into
words. You can write poetry, reams of poetry about it. A lot of these contemporary writers and
critics on art write poetry about these things too. You can write all sorts of things by looking in
the cups of ? or crystal balls. Leonardo da Vinci, for instance, said, we should look at the
disintegration of old stone walls for lines of composition or into the coals in the fires. It
stimulates your imagination. Well, there is something in that...it depends upon to what degree of
imagination, and of communication, what the person has to communicate. And how much it
stimulates the imagination. Marcel Duchamp, recently, at the American Federation of Art
convention in Houston, made an interesting statement. He said, a painting or a piece of sculpture
is not finished until it is displayed because the participant is just as important as the sculpture
itself, you see. There’s something about that that is important, because you do a piece of
sculpture or you do a painting. That’s not just something you can bury or hide away. You do that
to be shown. And you’ve got, there’s got to be a response, there has to be enough in it for the
audience to respond to. And the quality of that response is important in as much as the audience
is receptive and as much as the artist has to say.

That is Elie Nadelman’s Bull (?). I don’t know how many of you knew him, knew of him. I knew
him very well. And he was one of the most talented sculptors of his period, of this period. That
was from 1910, 1905, he died about 1935 I think. But he was a very suave sculptor. He did two
kinds of things. He did things like this and then he did very smooth, sort of Neo-classic
sculptures. He was a very talented person. A little bit strange in many ways. Now this is,
regardless, this is not a realistic bull but it has elements of sculpture in it that I don’t see in a
Matisse.

This was done by a Chinese artist who exhibits in the Sculpture Center. What’s his name?
Amino (?) Yes. Amino. He’s Chinese, Japanese....Chinese isn’t he? Now this man is taken with
all the elements of the contemporary design and simplification and arrangement of various forms
and injected his Oriental background of ?. Has a great ? fine craftsmanship, and it’s of the
contemporary period. Very ingenious. But to me its not anything that one could feel, well, here is
something that expresses a great love or a great emotion or pathos. I mean, a student one time
asked me. He says, “Mr. Zorach, you always talk about quality in art. What do you mean by
quality in art?” Well, when a student asks you a question, you have to come up with an answer.
You can’t always think about it but I came up with this. I said, “have you ever been in love,
have you ever been moved to tears? If you have, you have probably felt something intensely.”
And art is feelings, quality of art that is in a work of art is that quality of emotional intensity of



feeling. It can be subtle, it can be overpowering but it has to ring, you know, like a bell, like a
real ring. Not one that has a crack in it, is dull, you see. And so forth. Well, it’s hard to put in
words certain things, you see.

That’s a very strange thing. It’s Michelangelo, but it looks like something Michelangelo did
when he was very old. It doesn’t convey... It has the emotional content but it’s a start. He did
certain things in his old age that were left unfinished. He was probably tired or old and didn’t
have the energy. And then the next generation and makes a ? of his sort of ineptitude, see what I
mean. It gets worse and worse. One worships the next. And finally you just have of hunk of mud
and call it a work of art. But it’s a...If that’s a Michelangelo, I mean, I can’t see it as a
Michelangelo...maybe somebody...Michelangelo started it. Some other kind of artist that
worked on it.

This is an Egyptian head. That’s true of a great many things in this world. They pick things up
and if somebody finds these somewhere, and then they get some crack, they will work over it. It
might have been a ? it might have been found somewhere. Somebody copied a Michelangelo. It
doesn’t look like a good Michelangelo to me. But this looks like an authentic Egyptian thing to
me. The treatment of a form it has all the elements that Brancusi strived for. At the same time it
has a humanity about it. For instance, all these things are all perfectly interesting but I say it
might be in relation to all this abstract stuff that’s being done and non-objective and so forth.
This might be a wonderful world without people. Just a world. No people. But we’re here as
human beings. That is what is of interest to us. Our feelings, our emotions. And when you leave
out the human element, what have you got? You’ve got a machine. A billiard ball or you’ve got
something that’s an egg. Chicken comes out of it. Life comes out of it. It has to be more than just
an egg and a shell. It has to have life.

This is Antoine Pevsner. Gabo? They look alike to me. They are very ingenious inventors, both
of these people. They are very ingenious, and their things are interesting things in the sense that
in relation to what is happening today in architecture and industrial design. Arrangements,
patterns, and so forth. It arrives out of cubism, you see.

This is a Modigliani; it comes out of African sculpture. It has an interest, in that it’s a Modigliani
and that it is carved. It’s too much African for me. I think that Modigliani is an interesting,
Romantic character you see. He lived in poverty, died in poverty, committed suicide, his wife
did. And a lot of interesting stuff written about him but he wasn’t a sensitive artist. His influence,
strange to say, comes out of Bourdelle. Out of a lot...Who is that Englishmen who used to make
those interesting designs? That was a period. [Beardsley.] Yeah, Aubrey Beardsley. Its strange to
say but that was a period when a young artist. And Beardsley came out of a school of mysticism.
There are certain kinds of people who want to arrive in the world. I was surprised when I saw an
exhibition of Modigliani, there was this coloration in his work. But this is after him. At that
time, when he was working, they had just discovered African carving. And it’s an exaggerated
sort of African elongation. It’s good. I mean, I like it. It has feeling.

This is our friend Zadkine. From Brussels is it? [Rotterdam.] Rotterdam. I knew Zadkine when
he was a handsome young man. Now he is sort of withered old man. When I saw him in New
York, he was already withered and emaciated looking. He came over here during the war or after



the war, and he didn’t get a break at all. It’s strange. You wonder how you get on in the
world...How one person is successful and the other one isn’t. he came over here, Lipchitz came
over here. Lipchitz got everything. All the acclaim. And Zadkine, they paid no attention to him.
No exhibitions. And he was very disappointed and went back to Europe. And in Europe he
became successful and got a great deal of recognition that he hadn’t got over here. Maybe it was
just the same kind of; it was difficult. I wouldn’t say that two people coming over at the same
time, one is going to be neglected. It depends on the type of personality or his connections, his
brains you see. Success is a strange thing. There’s no telling how...you can’t sort of think about
it or worry about it. You just sort of have to do your work, be sincere in what you are doing, and
do the best you can. And not think about that. It either comes or it doesn’t. But this is an
interesting sort of dynamic form. Some people like it. I haven’t seen it. It’s a huge thing in the
square at Rotterdam. It’s in the public square there. Some people think it’s horrible. Some
people think its powerful. Zadkine was one of the first to carve stone in the abstract, semi-
abstract vein. And he’s an artist. He has a great sense of pattern and design and rhythm in his
work.

This is, I think, German-gothic. I think. Religious subject. And it’s an interesting kind of a
carving, wood. It’s a wood carving. Very interesting and so forth.

This is our friend Sandy Calder. It has more color in it. In the slide, it has color. And as I said
about these mobiles, from my point of view, you know, I was here one time giving a lecture. And
one of the modern sculptor’s wives was here. And she came up to me afterwards and said, “you
have no business knocking modern art.” And then a ? came up and said, “We don’t care what
Zorach said, modern art can stand on its own feet.” Listen. I am not knocking modern art. I don’t
have to knock it. I can’t knock it, I can’t hurt modern art. It’s got too good a foothold on this
generation. This whole generation is brought up on it and they can’t see anything else. Every
once in awhile one of them is born and goes their own way. Most younger people are influenced
and influence is Like a conflagration. They sweep the country and the world. And you’ve got to
test these influences. As young people, you can’t swallow everything whole. They aren’t all
good. Some are real, some are superficial. You’ve got to learn to differentiate between passion
and style, and eternal qualities in art. You’ve got to learn that. Nobody can tell you. You have to
have an instinct for it. In the same sense that I always say, you have to have an instinct in your
association of friends, of people. If you haven’t got that instinct, you will wind up in jail, you
know what I mean? No one can give you that instinct. Eternal qualities in art. There are eternal
qualities, qualities that are living. It depends on what you want to do. If you want to be an
industrial designer, don’t feel bad about it. Or you want to do commercial work—that would be
alright. We all have to make a living. But don’t be a frustrated person by thinking that some day
you could have been an artist, and now that you had to economics, its like a man who ? a
lithographer as a kid. He always had his palette hanging on his wall. Every day, he’d look at it
and he cried and thought he could have been an artist. He’d look at that palette. That was his
symbol, of something he could have been. And the boss or owner of the shop said, if you feel
that way about life, always preaching socialism and that the world is coming to an end... his wife
said, go ahead and jump in the river and commit suicide. Have it over with. So he said, you
know, I have often thought about it but never had the nerve to do it. But don’t be that way.
[Laughter.] There is nothing wrong with making a living out of something, you see. But I always
say, if you are going to be an artist, never have in the back of your mind, what the public is going



to like because there are millions of publics. And nobody knows what they like. They don’t
know themselves. Do what you want, do what you set out to do, retain your integrity and your
idealism, and once you have done that, that thing has to be sold, either through some dealer, or
through some friend, or yourself if you have that ability. But don’t try to do things that
somebody is going to like or that the public is going to like. You have to learn to discriminate. Is
that the end? I hope so.

Oh, another one. Well, that’s...I don’t necessarily want to talk about my own work. We can look
at it. I can talk about everybody else’s [Laughter.] But as an artist, the work should speak for
itself. This is the head of a young woman that I carved in a piece of marble. It’s a direct carving,
carved.... I think I made drawings. I made a number of drawings. In doing a carving, there is this
that I discovered, have found in my experience, in doing it directly into stone, and without any
preconceived idea or preparation, the tendency is to make a four-sided relief in a block, or in a
round boulder, to make the relief, a silhouette sort of relief in the round. But if there is some
preparation or drawing or a small sketch [mike goes off briefly.]

You can change it as you go along. The stone will collaborate with you. Carving directly into
stone, there is a sense of volume that you get that don’t get when you are modeling. Because in
modeling, in stone carving, the tendency is to cut away too much you are afraid to so the
tendency is to go cautiously. And do more thinking. Whereas in modeling, you are modeling on
a wire armature. And that armature is your sculpture. That’s the most important thing. If that
isn’t right, you ought to ? And the tendency is in modeling is not to put in enough. The result is a
thin result. Whereas in carving, my feeling about it, and the direction I went, what is important in
sculpture is the expansion of the form. And in carving, as the stone shrinks, the form expands. A
saying that is attributed to Michelangelo is, as the stone shrinks, the form expands. And there is a
great deal of truth in that. Because when you hit a block of stone, and you carve a head in it or
figure. It keeps the volume, you retain the volume in the stone. And the sculpture looks much
larger than the stone for some strange reason.

Finished? Lights?[Projector turned off.] So...Quarter to ten. [25 of...] 25 to 10? How long have |
been talking? [Laughter.] How much? Well, I think I have given you enough really. There are a
bunch of questions here, which I really covered I suppose. I am sure I have covered all these
questions. Do you want to stay here all night? You want to stay a little bit longer. Okay, I would
like a glass of water. Sidney, will you come up to lead this? Some of this writing is so difficult.
Some of this writing is alright.

Question (read by Sidney Simon): What chance is there for a young sculptor of breaking into the
field?

There is just as much chance as there is in any other field. I mean, every butcher and every
grocery man isn’t a great success. Just the same with sculptors and painters. An awful lot of them
fold up. A good deal, as I said before, is your own sort of ingenuity. Genius is not enough. Talent
isn’t enough. It’s drive that’s important. Drive is true energy. And if you have drive and you
have persistence...I say, you have to be like a snowplow. You have go right straight along, set
yourself a goal. Push everything aside. Everybody is going to tear you to pieces. When you are
young, you are lucky. They leave you alone. But when you get older, they’re like me, everybody
hounds you and everybody wants something. So you have to push right along like a snow plow.
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But there is as much chance. People say how am I ever going to break into this thing. What am I
going to do with it? You know, you have to get out and hustle. I am going to miss somebody. I
was in the studio one time on 15" street. This was during the Depression. And the landlord came
out and he said, I have a complaint there is nothing selling. I haven’t any money and I just can’t
pay. And he said look, well, why don’t you go out. Where should I go? He said, I go down to
Florida. And in one month, I do more business in Florida than I do here in two years. He said, get
out. And you know what, that was a revelation to me. It simply meant that you can’t stick in your
studio and expect the world to come to you. You have got to get out and get some recognition
somewhere, you know. One boy I had in my studio. He’s a well-known sculptor today. He said, I
don’t know what to do. So I put him to work at the bench you see. I said, get yourself a pad and a
piece of paper. Go walk down 14™ Street. From 5™ Avenue to 2™ Avenue, you have enough
subject matter for ten years. Just go down there and look at life and come back and you will have
things to do. That’s not an economic problem. He got worried and he didn’t know what to do. I
had to make a program for myself. When I was a young artist, I got married, I came to New
York, and I got a studio for myself. I had saved up some money as a lithographer. I had to work
as a lithographer. That’s how I got started. No one ever gave me any scholarships or support. I
had to support myself in some way. So when I came to New York with this 12 hundred dollars,
of course, that wasn’t going to last forever. And I was kind of worried, what do I do when this is
gone, [ won’t know what to do with myself....so I said look, boy you are going to get in a bad
way if you keep on this way. I said, You have got to make a program for yourself. When you are
in the shop, the foreman is handing you your work and for 8 hours a day, you have got to work.
The minute he sees you are through with one job, he gives you another. You are kept busy so
you have got to get a foreman inside yourself, get your own little foreman and push yourself, and
make a program. So I made a program, stuck it on the wall, and each day I followed my
program. And that way I got out of that doldrums, you see what I mean.

How important do you feel a college degree is today for teaching sculpture?

Is very important because you can’t get a job in a college unless you have a couple of degrees.
[Laughter.] One college professor told me, “I have just become an educated fool. I have six
degrees,” you see, but it’s of no importance to become an artist or a good sculptor. In fact it’s a
handicap. But to get a job teaching, it’s very important. I mean, I could get a job in any college.
They want to give me professorships. But I am 70 years old. I can teach at Columbia University.
I have lectured there. I have taught at all kinds of universities and lectured, and they are all
anxious to get me. But I never went past the 7" grade. I didn’t get a high school diploma. I
couldn’t teach in New York public schools ...If you haven’t had a high school diploma, you
can’t lecture at Harvard. Or as a friend, Ben Shahn, I don’t know how he did it. Did he get a
high-school diploma? [Laughter.] Ben Shahn...because my daughter-in-law who wrote all sorts
of books, that Harvard uses in their educational ? and he couldn’t get a lectureship there because
he doesn’t have a high school diploma.[Laughter throughout.] First you have got to get a
reputation you see.

It says here, the next part of that question, you didn’t let me finish it. It says, can a person
compete on the merit of his work alone?

If he has made a reputation as an artist, he can get anywhere. But you have got to prove merit on
the strength of your work, and your ability, and your reputation. You have to have a reputation.
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And how to get that is a lecture in itself, I can tell you but there isn’t time now. I don’t want to
delve into the materialistic side of art too much.

Then I shouldn’t ask you the next question.
What is the next question?

What do you believe the future holds for one wishing to become an architectural sculptor? Has
society and architects begun to accept the sculptor or not?

There’s a big field in architectural sculpture if you want to play along with the modern trends.
There is a big field. All you have to do is go to the foundries. There are three foundries, in New
York City alone, and every one of them is so busy turning out monumental trash, as well as
modern art that is going to go on buildings. You’d be surprised by the amount of work that is
being done today. All you have to do is go to Texas. [Laughter.]

You know, its...but you have to, you have to get in with a few architects. Now, I will tell you
frankly, there is Sam Kootz. He has a gallery. And he is a smart cookie. He was originally an
industrial advertiser. For industry...he was an advertising agent. And he knows how to approach.
You see, you’ve got to have an approach, kind of business approach. You can’t go around in
shorts. Or some way, to an architecture. You have to have a business approach and look business
like. He has an approach to architects. A friend of mine, a sculptor went to and architect and he
said he showed him his photographs and he said, I like it very much but I can’t have anything to
do with you. You go to Kootz. We work only through Kootz. And Kootz works with his own
stable of artists. Half a dozen of them, see. That’s one way of doing it. The other way is
approaching art yourself.

[AUDIO BREAK]

There’s one...I don’t want to give you any phony ideas, you see, because there was one fellow
who I knew who came to my studio and he began to cry. He said, “I just got married and I
haven’t got a cent,” he said this during the Depression. He said, what am I going to do? I said
“look, you’ve got the wrong approach.” I said, even if you are starving to death, you can’t
approach anybody that way. So what did he do, he went and got himself a portfolio of [inaudible
names]| Michelangelo, photographs and he went out to St. Louis and he showed all these
architects his work. [Laughter]He was riding around in a limousine. [Laughter]You know what I
mean? Art is one thing. Business is something else.

Sidney Simon: There are quite a number of questions here that deal with this part. One question
is: what are your views on the idea carried by many present-day sculptors that stone, wood, and
direct carving has become a thing of the past. Sculptors of this age should work with methods of
the present? Sculptures should grow out of one’s experiences. Here’s another one. Would you
tell us what you think of the tendency today to work in welded metal? And there are a couple of
others similar to that.
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Well, he says that stone and wood carving and direct carving, all that is out of date...I’m the
young generation. I am still young and I am already, you see what I mean. He said that stone
carving is passe. It’s gone by. But if it’s good, it’s good old. The thing is that...he wants to
know, what was the other one...

Sidney Simon: How you feel about welding.

I think I expressed my feelings here before about welding metals. It’s all, you know, I uh, I,
uh...when I first saw David Smith’s work at Curt Valentin’s Gallery, these welded iron works.
The way I feel about it is that it belongs in the category of handicrafts. People who made
beautiful iron fences, gates, grills, in the past--they were real craftsmen. You know what I mean?
And I say that every manhole is made by a pattern maker. Manhole covers, every one is
different. But those people never thought, it never occurred to them to exhibit it in a museum as
works of art. They are pattern makers, and designers, and they are craftsmen, you see. But today
the barriers of professionalism have been so broken down, and especially by the Museum of
Modern Art, who puts these things up and then knocks them down the next week, you know, its
all right to exhibit these things, but the thing is, that the ? of art is that public is confused and it
gives them the wrong impression as to what its all about. I mean, its all right to exhibit
Mondrians and these various things. There are certain stylistic tendencies that represent certain
things and have certain influences on contemporary art and industrial design. But there’s nothing
new in them. The Japanese have done those things centuries ago. And its just that some one
person comes along and makes a ? of this one idea, the most elementary idea that you can teach a
four-year old kid. It belongs in the category of architectural renderings. It’s perfectly fine in art
school but don’t tell me it’s a Rembrandt, see. Rembrandt has all of that and something more. Or
a Titian or an El Greco or a Gothic carving. I mean there has to be something more than just a
division of a space or pattern or design. David Smith lectured here one time and he calls his
welded combinations ‘found sculptures.” You’ve got to have a title, you’ve got to have a new
theme. You’ve got to have a new gimmick every six, every two weeks. This age is so oversold,
so over publicized that publicizing is the important art. The dealer thinks that he is much more
creative than the artist. He sells this stuff. [Laughter.] They tell you, “What are you? You only
make it. I sell it--I am much more important.” The writer’s agent sold a writer’s book for twenty
five thousand dollars to a Hollywood producer and he tore his hair and said, “that damn writer
got 90% of what I earned.” [Laughter.] This is a crazy situation that we are living under. It’s
really not very simple for you young people. But the thing is, you shouldn’t think about those
things. I didn’t want to get started talking about it. That’s something outside of your sort of aura
at this moment. At the moment, you people should be learning your craft, doing fine work, and
sincerely trying to do the best you can and learn your craft, your trade. It’s something that you’ve
got an opportunity here in this school to do.

Sidney Simon: What do you feel is the most important element to strive for in creating a work of
art?

I said before, one of the most important elements is to communicate. You have to choose
whether you want to communicate or whether you want to decorate. And all this other stuff is to
me is in the category of decoration. It has its place. Amusement has its place. Entertainment has
its place. But to be you know, to communicate something profound or a great feeling or emotion,
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you see, is much more important. The power of expressiveness that goes into that, is one of the
most, from my point of view, is one of the most important elements in a work of art. There was a
question asked, Federal ? of Arts, what is the difference , what makes the difference between a
Rembrandt and a Mondrian. Somebody brought that question up. Nobody could answer. But I
could tell you the difference. A Rembrandt is a living thing. When you look at that, there’s a
human element to it. It’s something that’s an overpowering, living expressiveness in this thing.
Mondrian is simply a decoration. That’s the difference. It has to be...it’s alive,. A work of art
has to be alive, it has to live in its own world. It has to communicate something. What that thing
is different artists throughout the ages, you see, have had different.... You want to be part of this
time? I don’t want to be part of this time. I want to be part of all time. When I leave this world, I
want to leave something that has a message not only for today but for future generations, for the
past and the future. Most modern artists today, these modern artists who are doing things today,
they don’t want to impose their influence on the future generations, they build buildings that only
last 25 years. They make decorations that only last 25 years. They say they don’t want to impose
their ideas on future generations. I don’t want to impose my ideas on future generations either
but I want to leave something that has a living, quality, to show that there was a human being on
this world that had some feelings, some emotion, some love, and so forth in his life, and has
portrayed it in his work, or communicated in his work.

Sidney Simon: Would you say that answers this last question...What is significant in
contemporary American art?

I’d say I have answered what is significant in art. What is significant? That’s hard to say. People
have said to me, how do you know the difference between a good modern art work of art and a
bad one. How do you know the difference? You can’t know the difference, what’s good, what’s
bad, unless you know something about it, something about the feel. You have to make a study of
it. Or you have...some people have an innate feeling.

Sidney Simon: Any other questions?

Audience member: You say that the sculptures you design for all time, and you see a certain
degree of separation between architecture and sculpture. Do you think Phidias had that in mind?

Phidias had in mind the feeling that he was going to design his building for all time?

His sculpture.

I think he hoped to.

Gothic sculpture.

They didn’t question. They were interested in expressing... They were imbued with the religious

fervor of the time, religion included everything good and bad and so forth and they
expressed...but it has that quality of expressiveness is so intense that it is living today. You look
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at a Gothic thing and it’s worshipped today as a great work of art. It has meaning to people and
Phidias, and the finest work of the Greeks is worshipped and it has meaning to us today. And it
only doesn’t have meaning to some of this younger generation that says, to hell with Rembrandt,
to hell with Phidias, we’re just interested in abstraction, non-objective art. Everything should be
burned up, that’s what a lot of them are saying. That’s just as dictatorium as the old
Academicians. There’s a new academy.

Well, I don’t think...inaudible

Go ahead, we’re arguing.

Inaudible: Subconciously...

He wasn’t self-conscious about it.

No.

He just wanted to create a beautiful temple, a beautiful building.
Yes. He didn’t know it would have this factor that you speak of?

No, I don’t think he was conscious of doing. It just happened that he lived in a very alive age.
You see, when a country or a nation is young, there is a life that goes into it that doesn’t...life
sort of goes in cycles, it was fresh and alive, its like youth. I was youth in democracy and
civilization. There was youth, and rebirth, and it had life and that life that went into it, naturally
because of the quality of people. For instance, there was a certain quality of our forefathers, of
Jefferson and Washington and Abraham, and Franklin...the quality of statesmanship in the early
birth of America, it doesn’t exist today.

We don’t know whether it exists. We say it doesn’t. But it never will. We have to feel that we have
something, that we could create...

I feel that. I feel it.
You do?

Sure. In all ages, there are creative artists, fine artists of great intensity and quality, and then
there are all the followers, all kinds of people, its this I have to say for students, every student,
you know, studying art today, can’t become a great and famous artist, but every one of them has
the potential for being that famous artist. That’s the only hope a student has. Otherwise there
would be no point working.

Don’t you think that many of these young people are trying to find a sculptural form for
architecture? That’s all Phidias was, a sculptor for...
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All this modern art stuff is in a sense very appropriate. I also say that the severity of modern
architecture needs a relief of something more human. If you carry an abstract building, a highly
simplified building, and put a simplified non-objective sculpture on the inside or outside, you are
just gilding the lily, so to speak. You are just carrying it to the nth degree of nothingness in a
sense. But if you relieve it, with a humanistic sort of thing, you see, I think it helps it. But
Modern architects today don’t believe that. There are all kinds of elements that enter into
working with architects that really, you could write a book about. I could tell you a lot since I
have a lot of experience but I can’t go into it now. Working with architects is a very frustrating
job.

I know. I was an architect myself. [Laughter.]

I know. I can’t imagine how an architect can live through it all.

I know, I gave it up. [Laughter.]

What he has to go through is enough to drive anybody through a.... [inaudible]

Would you concede that the Contemporary sculptors who are working in the new media and who
are working in the abstract form, are sincere and talented and well, I would say sincere, in the
medium that they re working in. (inaudible) Gothic sculpture.

They’re sincere. I don’t say that these people aren’t sincere. One of the most characteristic
qualities of human beings is called deception. These people are all sincere. I’ve seen architecture.
I have been up in Texas, St. Paul, Minnesota and all through. I have seen some of the most
beautiful synagogues built by modern architects and the decoration is very thrilling. It’s really
very appealing, regardless of what I am talking about. You see what I mean, what I say. When I
am speaking as a person up on a lecture platform so to speak, you have to take a lot of what I say
with a grain of salt. I say certain things and I contradict myself. You don’t want to take me as
gospel truth anymore than the written word shouldn’t be taken as gospel truth. Nobody has the
answer. I’'m just talking in circles so to speak. And I’ve seen beautiful modern buildings, modern
synagogues. | saw a modern library in Dallas. It had a very simple screen made out of grass cut-
outs, just different sizes of little pieces of cut-outs as a screen. It scandalized the city, people in
Dallas, and they wanted to take it down. They said it didn’t belong in the library, public money
and all that stuff. But they fought it through and left it there and its very effective. On the outside
of the building, on a sheer black granite wall, they have a piece of very realistic piece of
sculpture and that looks very nice too. It relieves that severity of the front of the building. And I
just tested myself. There was a question as to my own work being up on a building, because
there’s a lot of angles to it. I just wanted to see. I know from experience. Thirty years ago, I
worked with an architect and I did a piece of decoration for a building on 4™ Avenue on 32"
Street. And the architect said to me, everybody looks at it. The first week....[partly audible] in a
week or two, no one will ever see it. Sad but true. This piece of sculpture on this beautiful library
in Dallas, I stood across the street and I watched everybody that went by, and there wasn’t one
person who looked at it. It just took its place. I looked at it because I was interested.
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[Partly audible] Don’t you think the same thing could have happened...let’s say, you took a more
simplified, abstract form, and put it on that building. 1'd like to know whether you think that
might be as interesting if not more interesting than lets say, a figure?

It might have been interesting. I have no objection to it. I’m not saying it wouldn’t be just as
interesting. It might be more interesting. It’s just a question as to what you’re interested in. I
myself went through this whole business of abstraction, you see, in my youth. And I got it out
of my system. All this younger generation is going through the same thing. They may get it out
of their system and they may not... some will, some won’t but at the moment, there’s a wave, its
on the wave, the abstracts, its taken 30 years to take. I’m not talking about abstract art. And the
things I am saying is not just from a conventional artist, academic point of view. Because I went
through this whole thing in painting many years ago, thirty years ago, thirty-five years ago. So I
know what abstract art is. To me, when I was doing abstract art, it was entering a new world. I
was interested in the sort of mystical, sort of unworldly feeling of something beyond, you see. |
wanted to use cubism as creating a kind of a mystical world of a kind of inner reality rather than
the outer surface reality. I worked through it. I came out of it. Why that was I can’t tell you here.
It’s just some psychological sort of, something of my own.

I wanted to ask, when we were showing many of the slides, you would occasionally refer to piece
as mere decoration or only decoration. I wondered whether you didn’t feel that something that
was mere decoration couldn’t have a power of expression of its own. I am thinking of someone
like Grinling Gibbons. Which most people regard...

[Painter. Woodcarver.]

Who is Gibbons? Gibbons? I’ve never heard of him myself. Anyway, there’s a question. A thing
can have a great decorative feeling and also have expressive content you see, content, but a good
deal of the stuff that I saw around here hasn’t ? It’s pure decoration. I mean its entertaining,
intriguing, and an interesting device. I always say that a lot of these things are very ingenious
devices. An alarm clock is a very interesting thing. A boy takes it apart, you know, he plays with
these things. But an alarm clock is a functioning thing. There’s a function. These things have a
function too in a sense. But you see the difference between a great work of art—a work of art can
stand by itself as a thing itself. These things, a great many of these things have to be part of a
modern room or they don’t function, you see. It’s the...that’s the test in a sense. The test is
whether this thing will have a means by itself as a work of art or whether it has to be in a certain
kind of surroundings. Surroundings help anything but...

You mentioned something about welding. And I had a question whether it as a medium or
material cannot be used to express the human element or the form. Just as you model with your
rod and your welding torch the same way that you model clays.

I have seen people who have done welding cleverly enough to treat it almost like modeling. But
that’s sort of inconsistent with the idea of welding in a sense, with the medium. They are
welding; they are using welding like modeling. Any means is alright if the end result is
expressive or has the quality of art. It doesn’t matter how you do it.
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Is it alright to discuss particular artists.
I don’t think Roszack is a purely technical sculptor. I think he has some things on his mind.

Roszack is a highly intellectual individual. What he does, he does with definite intention. His
things interest me among those things, perhaps more than the others, in that he has, there’s a sort
of, a kind of a, a kind of a tack in it or something. It has a kind of...the thing itself, it looks, it
gives kind of a feeling of some projection. There’s no explaining what it is. But it doesn’t...for
me, my own reaction, if you want my feeling about it, I can look at it and then I walk away. I
don’t want to live with it. You see what I mean.

Noguchi had a piece I think recently acquired by the Museum of Modern Art, called Centipede.

Yeah. Well, Noguchi is a very talented and very ingenious individual. He has all the qualities of
the talents of the Orient with our western, adopted western ideas. Whatever he does, whatever
Noguchi does has design and it has a fine sort of feeling of form and craftsmanship. Noguchi is
primarily interested in architectural sculpture. He told me so. Itold him, I myself am not
interested in spending my life doing work on buildings. Although at one time I thought I had a
talent with the monumental. From experiences I have had, I said, I am disillusioned about the
whole business. It’s dealing with too many elements...you are dealing with a lot of people who
have all kinds of notions about what they want. That becomes commercial. When you are
working for yourself, you are expecting yourself and you’re the artist. When you are working
for somebody else, unless you reach the point of independence that Picasso and Matisse had, or
that kind of person, you are just out of luck, you just shouldn’t fool around with architects.
That’s a kind of a quality I haven’t got. If you give Matisse a commission, and he can do any
kind of scribble and they’ll love it, you see, you see. Because it’s Matisse. Or Picasso can take
any kind of glob and mess and throw it up and the dynamic clay effect you know, and these
people will pay thousands of dollars for it, twenty five thousand dollars for that man and the
gold?, which to me is just a lump of embryonic sort of beginning of a piece of sculpture you see
but it’s Picasso and he can get away with it. If you reach that point, why then you are alright.
Jacob Epstein has gotten away...he’s been attacked all his life because he’s had a powerful,
individualistic way of working. And he’s imposed this individuality upon the public and he’s
been attacked from every angle. But going back to Noguchi, Noguchi is very much interested in
architecture and architectural work, and he does it very well. It’s all modern stylistic adaptation
and so forth, which is perfectly alright.

To what extent, if any, do you consider the layman when you work?

I mentioned that. I said, you can’t consider the public because there are thousands of public
tastes.

You said that, but you also said that...

That’s what what’s his name said, Marcel Duchamp said, a picture is not finished until it is seen
by a public. The public, in other words...
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But, so that’s two different points of view.

He created Woman Going down the Stairs and then the public just fell all over themselves,
controversies arose, and the picture became a famous picture. That’s what he was talking about.
The public had something to do with the recognition of a picture. But he wasn’t painting that
picture to please a public. In fact, he was painting that picture to insult the public. [Laughter.] I
mean, that’s what he was doing. And that’s what Matisse was doing.

So its up to the public, whether they make it famous or not. The artist doesn’t have it in mind.

Sure its up to the public. I mean an artist can be the greatest artist in the world but if the public
doesn’t see his work, or it isn’t publicized, or there isn’t made a fuss over one way or another,
why, the picture is unknown. It may be discovered 500 years from now, somebody may dig it up,
a lot of things are dug up that way, you know, the future generations. Rembrandt was forgotten
for four or five hundred years. He was famous in his day but then he was forgotten and dug up
again, you know. There’s a reason for that.

Along that line, who do you know today who is not well-recognized that you feel yourself has a
great deal of potential and because the public hasn’t been sensitive to him, he hasn’t received
acclaim.

Well, I'll tell you frankly, all the people that are good artists in this country that I know have
been recognized. There have been others who are dead now that could have been, should have
been recognized that have died. One man that I know, but he just didn’t come through. He had
all kinds of talent. I don’t know enough about, to tell you frankly, about the younger generation
to tell you who who deserves. If you’ve got something, you will get recognition some way or
another but you’ve got to expose your work. It has to be seen. I don’t know whether that answers
your question or not. Maybe somebody else could answer. What did you say? [Laughter.]

Well, I'll say? this around once more. My colleague raised a point that sometimes the public is
sensitive to artist, or to a given artist like Marcel Duchamp and he becomes internationally
famous in a short time. Then of course the opposite is true, and my question explicitly was do
you know anyone specifically who you saw who had great talent in your opinion but was not
internationally well-known in the period of time.

Lachaise.

Who?

Lachaise.

Sidney Simon: I think it isn’t a question of recognition so much. I think Mr. Zorach is correct in

saying that every sculptor who has any ability finds some sort of recognition. It’s a question of
fickleness. There are certain organizations, museums in New York, who spend all their time
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looking for new talent. I mean, that’s their main aim in life--to discover and perpetuate new
talent. The unfortunate thing is that they don’t stay with those people that they have discovered
and sustain them to a point where they can be fully supported. There’s a phase for liking youth
or being discovered and then they disown them. And that’s the fallacy in this country.

Audience member: Who are examples of this? Who, for instance, Mr. Simon who is an example
of someone who was picked up and dropped?

Sidney Simon: Who was picked up and dropped? The sculptor in Woodstock that was discovered
three years ago by the name, Raoul Hague. You haven’t seen anything of him since he’s been
discovered. They made a big...He’s already fifty-five years old.

He said he never learned anything from me.
Sidney Simon: He was already fifty when they found him.

I know him very well and he loved obscurity. He didn’t want to be discovered. He wouldn’t take
a teaching job. He wouldn’t do anything. He just wanted people to recognize him as a genius,
you see. He was discovered...he carves trunks of trees, very highly simplified forms. He isn’t
dropped. He’s in the museum. They bought something...the point Sidney makes is this the
Museum of Modern Art and other museums will take a young artist, as a sort of a feeling about
recognition of youth, you see, youth is important, and there has been so much emphasis on
youth, that they have forgotten the accomplished artists in a sense. But they have built up these
artists for a moment. And they have the facilities equipped to continue whereas a dealer who
takes up an artist, if that dealer is a sincere, conscientious dealer, they promote that artist from
year out to year out. There are half a dozen exhibitions of young artists that the Modern Museum
has exhibited but you never hear of them afterwards. There’s a few of them like Graves. They
bought every picture that he had in his exhibition. He has been, he followed through. Somebody
followed through. Morris Graves you see. There are many others they have given a big show
and then nothing has happened. I say to dealers that I could take, if I were discovered, out of my
experience of a lifetime, found among some young people, very talented person, I could take that
person’s work to every dealer in New York and they wouldn’t pay any attention to him. There’s
something funny about this whole situation. It’s sort of a sweepstake this whole thing....hit or
miss. So much depends. I was telling somebody here, my own experiences with dealers, and
how I happen to have finally gotten the recognition, and the kind of way I got a dealer, you see.
But you see there are a hundred dealers n New York, and there are thousands of artists today. It
is very difficult to break into any of those things, but I always say that if you have real work, and
real push, every one of those dealers will look at your work. If you are really good they will
encourage you in some way. But they all have their own stable of artists that they are pushing,
they all have their own antiques that they are selling, you see. You are competing not only with
everybody else, but you are competing with French artists of reputation, you are competing with
early Americana and with antiques, the Old Masters, and all that sort of things.

Yeah, well, this sort of contradicts what you said about ten minutes ago, saying that the general
public will decide who will be accepted. I think what you are saying now is that the dealers
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decide who is accepted and that they push their recognition of the person onto the public and I
think.

Well the public can only see your work if you are shown by a dealer, or promoted by a dealer or
shown in exhibitions, you see. That is a...you have to, a dealer has an awful lot to do with it.
The public by itself doesn’t clamor for an artist, you know. I don’t know any public that’s
clamoring to buy art, interested in artist. Once in awhile if you are in a general show like the
Boston festival or some other exhibition, somebody will actually write to you and ask for the
purchase, what the price of your picture is, and so forth, once in awhile, but that doesn’t mean
that you are going to become know that way. Someone for instance like Andrew Wyeth who is
one of the most famous young artists today and was made an academician in the National
Institute of Arts and Letters, where there are only twelve old men that are capable enough to get
him there, to sit at a meeting?. out of fifty, and he was the youngest academician ever elected.
And he’s gotten tremendous recognition and gets fabulous prices for his work. Now, why does
he do that, you see. His work is not abstract. That’s another thing. Some people think that
because their work is abstract, they are going to get recognition. Here’s a person who makes very
meticulous, realistic things and still he’s famous. That’s great recognition and fabulous prices for
his work. Can you tell me Jack, why it is he gets recognition? Is there any answer to these
things?

Jack: Well, there are a lot of things.
Tell us one or two.

Jack: [Partly audible] Well, for one thing ? of realism, representative painting. The modern
museum usually likes a gimmick attached to it. It has to be a documentary realism, it has to be a
surrealism, it has to be an infantile realism, one thing or another. Which I admire but
nonetheless. Then he is the son of a very distinguished artist. He comes...NC Wyeth was a
famous illustrator in my boyhood.

I insulted him one time. I went to the Modern Museum and I said, “you know, Mr. Wyeth, when
I was an art student in the academy, you were already a famous artist.” And he said, “Oh my
god. What do you mean?” He said, “I am not that old. He was insulted, “I’m not that old.” I said,
well, when I was eighteen years old, you were a very famous, you may have only been twenty-
five, but he was already very famous.

Jack: Another thing about Wyeth, excuse me, is peculiar. While he has a real virtuosity, he also
has a peculiar ? spot. Vision? Quality about his work which is quite unique that way.

Well, that’s a point that is very important for all you young people. You have to have—I won’t
put it in the crude way of gimmick, that’s a little...you have to have something individual and
personal that’s a little different. You can’t just go following the other fellow. One of the things
that’s very important for you to realize is...You are susceptible to various influences when you
are young. But you are going to reach a point where you’ve got to kick those influences out,
violently if you have to and find yourself, looking at nature, looking at life, the way you see it.
You see what I mean. You can’t be having in the back of your brains all of the time when you
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are painting a picture, “How is Cézanne going to do this? How is Picasso doing this? How is this
man doing this? Or that man doing this?” You’ve got to say, “How do I do it?” You see what I
mean. That’s the thing that makes it for a certain kind of success because the world is looking
for something today, and always, for something personal. Something that you said that was very
good, that was a very good point.

Ten-thirty. Two hours.

Two hours is long enough.

[Applause.]
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