
ON BARNETT NEWMAN:
Peter Halley and
Jeremy G i 1 b e r t-Ro 1 f e

Talk.

The following is excerpted from
discussions b e t w e e n J e r e m y Gil-
bert-Rolfe and Peter Halley that
took place in the fall of 1987.
Both G i 1 b e r t - R o 1 f e and Halley
are painters who have also writ-
ten extensively. The former is
noted for his essays on late-
Modernist works from the '60s
and '70s collected in his book
Immanence and Contradiction.
The latter has become well
known for his theoretical writ-
ings about post-modern abstrac-
tion. In this exchange Halley
assumes the role of questioner
directing the conversation
towards a r e - e v a 1 u a t i o n of the
work of Barnett Newman.

PH: Ten or fifteen years ago, Pollock was seen as a

pivotal artist or perhaps the pivotal artist of the
Abstract Expressionist generation. I would now
say that Newman is widely perceived as having
assumed that role. Looking at Newman's work in
the context of his time, how do you see him as hav-

ing constituted his language in relationship to the
situation he was in?

jgr: I would say a clue is to be found in the fact
that you can make an axis of difference or opposi-
tion with Pollock, Still, and Kline on one side and
Reinhardt on the other. There's no room for Bar-
nett Newman at all, which tells us something of his
relation to the situation as a whole. He wasn't
engaged in the purity of the absolutely impersonal
or in producing explosions of the purity of the

absolutely personal. For me, there is something
remarkably matter-of-fact about Newman's paint-
ings. They're not as agonized as Pollock's, they're
not as turgid and meaningful as Clyfford Still's,
they're not as tenebrous, potential and immanent
as Rothko's and they're not as Utopian, or distopic,
as Reinhardt's.

PH: For me, Newman's surface is so great. His sort
of negligent attitude seems so packed with
nuanced meaning. In some of the early zip paint-
ings, the paint surface is so atrocious, really so

awkward and unattractive. I've always been sur-
prised.

JGR: You mean they're horribly painted in some
important sense.
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PH: Exactly. It's almost hard to believe he was so

aware of the signatory function of these simple acts

- making a line crooked, allowing paint to bleed
under the tape or leaving the tape on the painting.
It all seems perfectly orchestrated, perfectly theat-
rical in a sense. Was he aware of this or is it some-
thing we are inventing about him?

JGR: I think the relationship of Newman to our
own thinking is a relationship of retrieval, as it
must be with regard to any insights into the près-
ent provided by an earlier generation. It must be a

question of interpretation invariably.
As you speak, I am reminded that the great
triumph of American painting, or a great triumph
of American painting, is the tremendous unleash-

ing of the significatory power of stretched canvas
itself. Although the Surrealists had played with
this idea in a representational sort of way, it was
the Americans who really make you see raw can-
vas as a deep space. The Abstract Expressionists
sort of open up raw canvas to eloquence in the

same way that John Cage rethinks silence as the
basis of music or Mallarmé, makes us see white-
ness on the page as something which structures

poetry.
I think that another thing we might think about
would be the fact that Newman's use of masking
tape takes drawing away from him. Drawing
becomes this mechanical component in the work,
not a repository of sensitivity or intuition, except
at the level of placing. In Newman, you never can
really talk about sensitivity in the paint handling
as you can with Pollock or the rest ofhis contempo-
raries and also with Jasper Johns and with Bob

Ryman. He blocks that, at some level until you get
to the very late paintings perhaps.

PH: Another part of the equation that I think is

worth mentioning is the nature of the materials
themselves - the tape, the house painters' brushes,
and in some cases house painting techniques.
Just why these transcendent zips are to be made of
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masking tape is an intriguing question. I should
add that, despite my enthusiasm for the work, I'm
rather ambivalent about a lot of the rhetoric that
Newman brought to it and that now surrounds it.

JGR: I agree with you. Not only am I suspicious of
the rhetoric that surrounds the work in the sense
that I think that it's led to misunderstandings
about the work, some of them of the artist's own
making, but also one might propose that in this
regard the work is not doing for us quite what Bar-

ney meant it to do. One of the reasons would be
that our concept of what the work of art is and
what it's for and what the subject is has changed.
Our concept of the mind that makes the work and
sees in the work a world view or another way of
representing the mind has changed also.

I think one would want to look at Newman in
terms of the contradictions between his interest in
anarcho-communism or Kropotkinism on the one
hand and, on the other, in the primordial or the

proto-historical in the art of the native Americans.
Also, a matter which has been thoroughly mulled
over to no one's satisfaction by a variety ofpeople,
including me, is his use of the concept of the sub-
lime and its possible, putative relationship to this

redemptive function which he claims for his art.
Here's a guy who on one occasion said with quite a

straight face that ifpeople understood his art there
wouldn't be any more wars. The notion that an un-
derstanding of art could prevent war is enchanting
in its naivety at some level but there's a more
important question regarding this redemptive
function. It's like Walter Benjamin's theory that the
work ofart is a way in which human beings redeem
the human race. For Benjamin, it is through the
work of art that people articulate contradictions
and in so doing move themselves forward by mak-

ing amends for, and thus extending their under-
standing of, the morass of injustice which is his-

tory.

PH: It's hard for me to separate Newman's anar-
chism and sense of the sublime from the immedi-
ate postwar period. The idea of a set ofmeanings or
signs or intentions, that could be timeless and
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beyond the bounds of the historical, was running
through the New York art world then. I tend to see
this historically as a response to the Second World
War.

jgr: I'm not sure it's a response to the Second
World War altogether. I would have to say that it's
in part a response to one of the Second world wars
which is the American Second World War. It's a

response to some illusion of unequivocal triumph
and again to this triumph as an implicitly redemp-
tive or justificatory act. It responds to the illusion
that in some way America's whole system and
ideology is confirmed by its ability to save the
world from a particular variety of totalitarianism.

PH: That seems to be a particularly strong ideo-
logical construct to make a transhistorical mythic
statement out of.

jgr; Yes. If it is this articulation of an American
ideologism - and I don't call it an ideology at this
level - then I think we ought to pay attention to
another component to which you refer, which is
ahistorical. And, of course, I want to say dialecti-
cally that it's only from the point of view of the his-
torical that other things are ahistorical. What
Newman tries to plug into is some morphology of
Americanness provided by the landscape which, in
some uncanny way, connects the thinking of the
American Indians with the thinking of the people
who took the land away from them. It's the
romantic tradition which is both the basis of the
social force - American internal racist imperialism
- in manifest destiny and of another kind of force
in the sublime utopianism of Emerson. From any
distance, from Europe obviously, these seem to be
two sides of the same coin. And perhaps Newman's
generation was able to see them as two sides of the

same coin in a more positive way than we should
be able to now.

PH: Another element to contend with is Newman's
hedonism. Elis rather theatrical lifestyle, replete
with dandyish suits and monocles, his gastronomic
excess and that sort of thing, complicates our un-

derstanding of the political dimension of his work.
Newman was always very urbane - a dandy. As I
perceive the situation, when Abstract Expression-
ism was being done, it seems extraordinary that
Newman would cast himself in such a role.

JGR: I think he cast himself in the role of the intel-
lectual amongst all these sort of farm boys.

PH: Thomas Crow wrote recently that Warhol
really is the heir of Abstract Expressionism. If we
locate that tradition in Newman for a moment, do
we then see a Newman who begets Warhol who
then begets a new Newman? This twist is intrigu-
ing to me.

jgr: I think it's a bit of crude Marxist wishful
thinking to propose quite that genealogy. I'm not
prepared to say that, because you have one power-
ful dandy followed by another powerful dandy,
they are necessarily related. An important similar-
ity exists in so far as, yes, you can see both as being
people who efficiently trash the bourgeois concept
that the art work is sincerity, publicly deployed.
The difference is this in my mind: Newman does

not paint in a way that presumes that the jury is in
the know with regard to what painting is. Warhol
certainly works in a way that obliges us, if we buy
the line, to assume that we do know what art is. So

from my point of view the dandyism of each per-
son is a very different kind of dandyism. The dan-

dyism of Newman is a dandyism which produces
openness and speculation. The dandyism of
Warhol is a dandyism which produces a deathlike,
entropie, academicized world.
One should remember what the dandy does. Bau-
delaire really invents the dandy, after all, and theo-
rizes the dandy. The dandy is a person who refuses
to be productive. The dandy is a person who
ambles around Paris looking at things while every-
body else is running around too busy making a
buck or a franc to look at what's going on. So when
we reintroduce the concept of the artist as dandy,
we reintroduce the concept of contemplation into
the work of art as being necessary to and funda-
mental to it. And then I ask, how do we relate the
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concept of contemplation to the concept of the
immediate?
For me, the big problem would be that I can't have

- partly as a result of looking at Newman - the

same kind ofbelief in immediacy. Barney Newman
could believe in immediacy because he could
believe that there was some sort of Socratic-like
condition wherein, before language, people had a

direct relationship with things. He could believe
that the American Indians knew about that and
Emerson knew about that and by extension he
knew about it. Richard Serra could believe in
immediacy because he could believe that taking
something out of the frame, taking something off
the wall, taking something out of the context of
spatial ambiguity in some way meant that you
were making it more tangible and therefore more
immediate. He had accessible to him the belief
that lead was somehow more immediate than oil
paint. This idea, from my perspective now but not
in the '60s, seems to be bizarre. The notion that
activating, through attenuation and difference, the
work's dependence on the material - an idea per-
haps first articulated in sculpture by Rodin -
should be more immediate than eliminating the
absent subject from the space of the painting,
sounds problematic. This brings us to the question
of why then do the paintings have to be like
objects. Or why would your work be good to the
extent that it can make us think the surface

through the prism of process. It's a question of the
immediate but in a very special way. The imme-
diacy that we are talking about is not the imme-
diacy of vision, it's the immediacy of that which
overwhelms the rational. It's the immediacy ofper-
ception rather than cognition. It's the immediacy
of attraction rather than interpretation. So, it's a

very special concept of immediacy found in partie-
ular kinds of experiences. It's not something that

you get in any kind of experience.

PH: You could also label it a transcendental ex-
perience.

jgr: Yes, I think it could be transcendental but
you and I might want, from a position of our

urbanity, to be quite skeptical about that. Or at
least I should.

PH: We could simply say that it is transcending the

parts that make it up. I mention it only because a
kind of situationist transcendental quality - when
the perception of things transcending their
makeup only occurs in a situationist way - is a con-
struct that I've played with. If we perceive it situa-

tionally it's not really the same thing.

JGR: It's not such a big deal.

PH: Well, it might be a big deal in a kind of slight
way or a big deal in a kind of not so grandiose
way.

JGR: Then the important thing to think here is that
the immediate is just something which gets
deployed. It's one thing that gets deployed and it
has to be deployed in order that these other articu-
lations can function in relationship to it.

PH: Given that as one component, do we end up
with works of art that have other major compo-
nents more important than that idea of imme-
diacy?

JGR: Yes, I think we do. We end up with some
works of art where one of the magic components -
what gives them their life - is oddly enough its

startling indifference to any concept of immediacy.
In Haim Steinbach's work the notion of imme-
diacy is terrific. It's like the girl in 2"//£'

ILLUSIVE OBJECT OF DESIRE by Bunuel: the
closer you get to immediacy the further it goes

away and the less immediate it must necessarily
become. I don't think that kind of art could really
have been imaginable to Barney Newman. You
couldn't fit it into that cosmology of the object. So,

yes, when you liberate yourself from or when you
become trapped by a sophistication that removes

you from - however you want to put that - the

concept of the subject and the subject as this tran-
scendent subject then other possibilities for read-

ing and for how things are written emerge.
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/prpmj Gi/JerG/Jo//e.
fi£iiîÂ£/r£r fozv rrpïTivr PPGL

Duj /o/gezzAe Ges^racA z\y7 ezzz ,4 zz 5 -

zag a zz s zzerjcAzeAezzezz Z)z5Azz55zo-
were, Aze y e r e zzz j Gz/Aer7-Po//e i/îiif
Pe7er PAa//e)> im //erA57 7557 mii-
ezzzazzAer /A A r 7 e zz. Gz/AerZ-Äo Z/e
zz zz A 7/ßZ/ej 5 zzz A Pfß/er, Aze azzcA
se/A.yZ PexZe zizr/aiHK. PrsZerer
/z e / zzz z 7 î e n « îî ^4 zz/s a Z z e zz A A e r
5jAa7?zzoAerzzz5Zz5eAe Pzzzz57z£>erAe aas
A e zz 50er zz zz A 70er ya A r e zz a zz/, Aze

er z zz 5 e z zz e zzz P zz e A /zzz zzz a zz e zz c e a zz A

Go7z7rßAze7z'ozz raiammeH/anie.
Pe7z7erer îx> zz r A e zzz z 7 5 e z zz e zz 7 A e o r e -
7 z 5 e A e zz 2lr7zAe/zz A A e r jfro.y7zzzoAerzze
rlA^7raA7zozz A e Aß zzzz 7. /zzz oor/zegezz-
A e zz GeAazzAezzazzs7azz5eA AAerzzz'zzzzzz7

//a//e)< Aze Po Z/e Ae,y i^r a g e zz zZ e zz zz zz A

ZezzA7 A ß 5 GejjbräzrA as/ ezzze ZVezz-

ez'zz5cAA7zzzzzg A e 5 WP r A e 5 zz o zz

Pß r zz e 7 7 ZVe w zzz zz zz.

PP: PAr zeAzz ozZer/z'zz/reAzzJzzArezz gß/7 Po/ZocA ß/s ezzz

ezz75eAeZAezzAer PAzzP/er ozZer zAe//ez'cA7 ßZs Aze zezz7raZe

Pz'gzzr zzz zZer Gezzera7z'ozz Ae.î PArfraA/ezz P.yre.mozzzP
ZZZM5. PA g/azzAe, zzzzzmseAezz Aß/ TVezomazz Azese Po/Ze

z^ez'/geAezzA zzAerzzozzzzzzezz. M^zzzz Da ZVezxzzzzzzzzs 7lrAez7

zzzz Pozz/e.*/ .yez'zzer Zez'7 Ae/raeA/erf, zfzz'e, g/azzAP Z)zz,

Azz7 PcA Aß .yezzze ,S/zraeAe zzz Aezzzg azz/sezzze yezze/Ze
Pz/zza/zozz ezz/zozeAeZ/?

/GP: /cA g/azzAe, Aze Z,Ö5zzzzg Zzeg/ Aarz'zz, Aßss zzz zzzz ezzze

zzzz Dzj^erezzzezz Azw. GegezzsA/zezz rezeAe Trezzzzzzzzgy-

Zzzzz'e zzeAezz Aazzzz zzeAscAezz yaObozz Po/ZoeA, C/)/orA
Äz'ZZ zzzzA Prazzz P/z'zze azz/ z/er ez'zzezz Pez/e zzzzA AA
PezzzAßrA/ azz/Aer azzAerezz. PAr Parzze/7 zVezzzzzzazz zs/

Aß gar Aez'zz PZa/z, zzzzA Aß5 oerrA/ ezzze Afezzge A'Aer sez-

zzezz Pezzzg zzzr Pz'/zza/z'ozz zzzjge.yazzz/. /Azzz gzzzg e.y zzz'cA/

zzzzz Aas ßA«>/zz7 A/zz/erjo'zz/zeAe zzz rezzzPer Porzzz oAer

m zzz ßAZw7 PeriöraZz'cAe^ jfzar. PAr zzzz'cA ^z'A7 ei Aß ezzz

jbßßr errfßßßZzeAe Tzz7^ßcAen zw zVezzzzzzßzz^ MzZerez. Äe
z'rf zzzeA7 jo z)er§'MßZ7 zzzz'e Aez PoZZocA, ßz'eA7 w ^eAwA/rfz'^
ßwA AeAeß7ßra^eAzz;ßß^er zzzz'e Aez CZ}^ArA »Sïz'ZZ, «z'eA7

50 AA57er, oß^e oraA zra .u'eA ^eAeAr7 toz'e Aez MarA

Po7äAo mzzA zzz'cA7 5o ß7o/zz5eA zzAer era7rAeA7 wz'e Aez

Pez'«AßrA7.

P77: PAr zzzzeA z'i7 7Vezozzzßß5 OAer/Zß'cAe ezra^zcA ^ro55-
ßr7zy. 5ezzze ^e»z,werzzza5j'e« ßßeAZß55z^e AAzZ7mk^

5eAez«7 50 zzoZZer ßßßßceßrez'cAer PeAew7ß«g. ßez ezzzz-

gezz Aer /rAAew zz'jö /jß z' « 7 z zzg5 z.z7 Aze OAez^ZAcAe

wzz^eAewer 5eAew55ZzcA, zozrAZzcA Aßw/zcA mmA ßAz7o5-

5enA. PA war z'zzzzzzer AAerra.yeA7.

7G77: Z7zz zzzezzzrf, zk ezzzezzz ^ezozwe«, AeAeß7Mß^5rezcAe«
Pzzzne 5zPA Az'e^e Pz'ZAer 5eAea.y.yZzcA gezzza/7.

P/7: Geßßß. Mzw Aßzzra szeA Aßßzzz oorPeZZea, Aa.y.y er
5'zeA Aer Ä^zzßZzozrAßß^ 5oZeA ezpyâcAer PAr§AP^e .vo

Aezoß557 z£zar - ezPe Pz'zzze Arazzzzzz zw zzzaZew Aezyzze/5-

z£zez'5e, Aze ParAe wzz7er Aze PAA/eAzzzz^ Zazz/èa zzz Zß55ea

oAer Aß5 PZeAeAaaA am/Aer PezzzzzzazzA zw Zß55en. Pß.y

ßZZe5 5eAezzz7 pej/eA7 zpj2eazer7, ^ewz'55erzzzß55ew 7o7ßZ
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/Aeß/rß/z'ycA. JMr z'Azm 7ßy Aewßyy/, o7er 7/eA/eß wz'r
z'Aoz 7ß e/zmf an?

/GP: 7cA j/ßßAe, 7z'e Pezz'eAßßg zwz'yeAeß Mezßßzßß

ßß7 ßßyereßz ez'geßeß GeßAeß z'y/ 7z'e PezzeAßßg ez'ßer

Zr/ oorz PeAoßy/rßA/z'oß, Me yz'e ßßeA .gßr ßz'cA/ ßß7ery

yezß Aßßß, weßß ßzßß 7z'e Gegeßzoßr/ ooß 7er J4£zr/e

ez'ßer /-zz'Aereß Geßerß/z'oß ößy Mß/eryßcÄ/. py z'y/ mm/

/e7eß Pß// «zz« Prßge 7er /ß/erj&re/ß/z'oß.
(4M Gm yßgy/, en mm er/ ßn'cA 7araß, 7ßyy z/er groyye
Trz'ßZßjbA z/er ßßzerz'Aßßz'ycAeß Mz/erez - oz/er ez'ß groy-
yer Tn'ßßZjbA z/er ßßzerz'Aßßz'yeAeß Mz/erez - z/z'e ßßge-
Aewre Pß//eyye/ßßg z/er ßzßcA/oo//e« Pz/ßz/Afißz z/er

Pez'ßzxzßß7 ßß yz'eA z'y/. W^ßßg/ez'cA yeAoß 7z'e Pßrreß/z-

y/eß am/7ßry/e//erz'yeAer PAeße ßzz'Z 7z'eyer /z/ee geyj&z'e/Z

AßAeß, z^ßreß ey z/oeA z/ze Zßzerz'Aßßer, z/ze ßßy z/ze roAe

Gez'ßWßßz/ a/y Zz'e/eß Tfoßßz oor Zßgeß /zAr/eß. Gz'e

ZAy/rßA/eß P^reyyz'oßz'y/eß ßzßeAeß gezm'yyeraßyyeß
z/ze roAe Pez'ßtOßß7 zmzm e/o^zzeß/eß Pe/7, yo Me/oAß
Cß^e z/ze P/z7/e ß/y Zßy.oßßgyyz7Mß/z'ßß z/er Mzzyz'A

Aegrez/ zzßz/ .S'/e^Aßße Mz//ßrßze ßßy z/ze pzez'yye PzzcA-

yez'/e ß/y Gtzßz/ßzßeß/ z/er z/zeA/emcAeß P/rßA/ßr erAeß-

ßeß /ß'yy/.

Pe7eßAeßy<x>er/ /zß7e zeA amcA z/ze Tß/yaeAe, z/ßyy

/Vezßßzßß «VA z/zzrcA z/eß Pz'ßyß/z ooß ZA7eeAAßß7 z/er

ZezeAßzzßg eß/yreßz7e/. Zez'eAßßßg Mr7 zw ez'ßer

ßzecAßßwcAeß Poßzjboßeß/e z'ß 7erZrAez'Z, z'y/ ßz'cA/ Me-
7erycA/ßg ooß Seßyz'Zz'oz'Zß'Z oz/er 7ß/ßz'/z'oß, ßßygeßoßz-
ßzeß ß/y OMßßßgyßzz'/Ze/. ßez Mzozßßß Aßßß zßßß ßz'e

MrA/z'eA ooß Peßyz'/M/ß'Z z'?ß Gßzgßßg ßzz'Z z/er PßrAe

i/zrecAeß Me Aezy/zetoe/ye Aez' Po//oeA oz/er yez'ßeß

ß'Arzgeß Zez'/geßoyyeß, Me ß/yo ßzzeA Aez /ßyj&er /oAßy
Mßz/ Po A Pjßzßß. Mezozßßß ßß/erAz'ß7e/ z/ßy geMyyer-
ßzßyyeß, Az'y Az'ß zw z/eß gßßz yjöß/eß Pz77erß.

P/P PrzM'Aßeßyzoer/ yeAez'ß/ ßzz'r ßzzeA z/er CAßraA/er
z/er Mz/erz'ß/z'eß ye/Ay/ - z/ßy P/eAeAßß7, z/ze Zßy/rez-

eAerpz'ßye/ ßßz/ ßzßßcAßZß/ ßßeA z/ze Zßy/rez'eAer/ecA-

ßz'Aeß. MzcA yzzyzzßz'er/ z/ze AVß^e, zoßrwzß y/z'r z/zeye

/rßßyzeßz/eß/eß ^/zzzreß ßßy^ereeAße/ ZA7eeAAßßz/ ßo/-
weßz/zg z'y/. 7cA ßzßyy ßoeA Azßzzz/zzz^eß, z/ßyy zeA /ro/z
zßez'ßer Pegez'y/erßß^^zr z/zeye zlrAez7 z/er gßßzeß PAe-

<orz'A, z/ze Mzozßßß z/azm ^e/ze/ert Aß/ ßßz/ z/ze ßßß z/eßz

J#rA ez'ß/ßeA ßßAßy/e/, zzozey/zzzA/z^ ^egeßzz'Aery/eAe.

yGP: Da y^z'zßzße zeA Gz'r zw. ZeA/zßZe z/ze PAe/orz'A, z/ze

z/ßy W^rA ßßß Ae^/ez7eA ßzcA/ ßßr z/eyAß/A oerz/ß'eA/z^,
zoez7 yz'e zß Mz'yyoery^ßßz/ßz'yyeß z/er zlrAez7 /ß'Ar/, ooß

z/eßeß yz'eA z/er PßßyPer ez'ßz^e ye/Ay< zßZßyeArez'Aeß

Aß/; zeA g/ßßAe oze/ßzeAr ßßeA, z/ßyy z/ßrcA Zzeye Pz'eAP

toez'ye z/ze Pz77er ßzeA/ yo yßßA/zoßzereß, zoze Pßrße^
7ßy ez^eßPzeA zwo/Pe. Pz'ßer z/er Grßßz/e /ze^ z/ßrz'ß,

z/ßyy ßßyere PAry/e//ßß^ ooßz PßßytoerA, zoo/zzr ey ^ß/
yez'ß yo// ßßz/ zoorßßz ey z/ßrz'ß ^eAi, yz'eA gezoßßz/eP Aß/.

Gß7 ßßeA ßßyere K>ry/e//ßßg ooßz Gez'y/, z/er z/ßy WZrA

AeroorArz'ß^/ ßßz/ z/ßrz'ß ez'ße Pz'cA/ ooß z/er W7A eß/-
zoz'r^ oz/er yz'eA yoßy/zoz'e z/ßrz'ß yj&z'e^e//, Aß/ yz'eA z^eaß-
z/er/.

Mzß zßöcA/e Mezozßßß ßß/er z/eßz ^y^eA/ z/er Mz'z/er-

y/zrßeA/z'eAAez'/ zzoz'ycAeß yez'ßezß /ß/ereyye_/zzr y4ßßreAo-

Äbßzzßßßz'yßzßy ßßA Proj&o/Az'ßz'yzßßy ez'ßeryez'/y ßß7yïzr
z/ßy Gryprßß^/z'cAe oz/er Pro/o-77z'y/orz'ycAe z'ß z/er

Pßßy/ 7er ßzßerz'Aßßz'yeAeß Pz'ßgeAoreßeß ßß7ereryez'/y

Ae/rßcA/eß. Pz'ß ooß oz'e/eß Zeß/eß, zßz'eA ez'ßgeyeA/oy-

yeß, grß'ßz//z'eA ßAer er^eAßz'y/oy 7ßrcA7ßeA/er PßßA/ z'y/

yez'ße PAry/eZ/ßß^eorn PrAßAeßeß ßß7z/eyyeß oerßzez'ß/-

/z'eA-ßzo^/z'cAer Pezß^ zßr Pr/o'yerro/Ze, 7z'e er^ß'r yez'ße

Pßßy/ z'ß /ißy/jrßcA ßz'zßßz/. Gß y/eA/ ez'ßer ßßz/yß^/ zßz'/

ye/Ay/Aewßyy/er P/z'ßzßze, 7ßyy, zoeßß 7z'e Peß/e yez'ße

Pßßy/ oery/ßßz/eß, ey Aez'ße Prz'e^e ßzeAr ^ß'Ae. Ger
GeAßßAe, ?ßz7 Pßßy/oery/ß'ß7ßz'y Prz'e^e zß oerAz'ß7erß,
z'y/ rzz'Areßz/ ßßz'o, ßAer ey gz'A/ zßr Pr/o'yer-PßßA/z'oß
ßoeA ez'ße wAcA/zgere Prß^e. ZeA ßzez'ße JMZ/er Peßyzz -

ßzz'ßy PAeorz'e, 7ßyy 7ßy Pßßy/zoerA ez'ß Mz'//eZ 7ey Meß-
yeAeß z'y/, 7z'e MeßycAAez'/ zm er/o'yeß. Pez Peßy'ßßzz'ß

ßr/z'Aß/z'ereß 7z'e MeßyeAeß 7ßrcA 7ßy Pßßy/zoerA

Mzz/eryj&rzzeAe, zoor/ßreA yz'e yz'eA zoez'/ereß/zoz'eAe/ß,

z'ßz/eßz yz'e z'zß - GeyeAz'eA/e geßßßß/eß - Morßy/ 7er

Gß^erecA/z'^Aez'/ P£r7ß7erßßgeß Aetoz'rAeß ßß7 7ßßzz7

z'Ar ez'geßey JzAry/ß'ß7ßz'y 7ßooß erzoez'/erß.

P//: Py/zz7// mz'r yeAzoer, Metozßßßy ^ßßreAz'yzßßy ßß7

Pz'ßßyïz'r 7ßy PrAßAeße Zoy^e/o'y/ ooß 7er ßßZßz7/e/Aßreß

/VflcAArzegyzez'/ zß Ae/racA/eß. Gß?ßß/y Aßryz'er/e z'ß 7er
Mezo KrAer Pßßy/zoe// 7z'e 77ee, ey zßß'yye 7ßAß//e, Zez-

cAeß, 7ß/eß/z'oßeß geAeß, 7z'e zez'/Zoy ßß7yeßyez'/y Az'y/o-

rz'ycAer ße^reoz/Aez'/ exz'y/z'ereß. 7eA ßez'^e zß 7er Zm/-
/zyyßß^, 7ßyy 7z'ey ez'ße PeßA/z'oß ßß/ 7eß Zzoez'/eß

W7//Arz'e^ m Az'y/orz'yeAeß Pz'ßße zoßr.

/GP: 7cA Az'ß ßz'eA/ yz'eAer, 7ßyy 7ßy z'ßy^eyßzß/ ^eyeAeß

ez'ße PeßA/z'oß ßß/ 7eß Zzoez'/eß WAZ/Arz'e^ zoßr. 7eA

ÄM«rfA:n7iÄ:^nn MW// Zara/on«. ÄV 2«

Afczü KrA:.
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wärJe eAer sagen, es isZ zam Je i Z eine EeaAzion aa/
einen Jer ZweiZen PPFZzAriege, Jen Jer amen'Aa-
niscAe ZweiZe PP£ZzArieg JarsZeZZZe. Es isZ ez'zze EeaA-
Zz'on aa/ Jie JZZzzezozz eines AZaren 2riam/>As anJ za-
gZeieA aa/Jzeeen 7riamJ>A aZs einen imjJiziZen ErZo-

sangs- oJer EeeAZJèrZigangs-WAZ. Es isZ eine /ZeaJ/zon

aa/Jie JZZaez'on, Ja.« ^ezezz'«erzna«en Jas ganze anze-
n'AaniseAe .SJsZem anJ seine JJeoZo^ze sicA in Jer

J^a'Az^Aezï AesZa'Zigen, Jie I47/Z nor Jen nerecAzeJenrfen

Eormen non 7o<aZz7arz'enzae za AewaAren.

P/7: Das seAeini mir ein AeeonJer^ sZarAes z'JeoZo^z-

scAes EonsZraAz za sein, aas Jezn ezn ZraneAz'eZorz'eeA

nzj'ZAzeeAer EnZwnr/geAas/eZz warJe.

JGP:Ja. PPenn es sicA anz ezne soZeAe ZrZz'AaZaZzon non
anzerz'AanzeeAenz JJeoZo^zna^ AanJeZZ - icA Aann Jas
Aier nieAZ zneAr aZs JJeoZo^ze AezezcAnen -, Jann soZZ-

Zen znzr ans noeA einer zaez'Zeren Äoznj&onenZe zawen-
Jen, non Jer J)a spracAsZ: Jer aAzsZorzseAen. Z7nJ im
finne Jer /JiaZeAziA mass zeA sagen, Jass sicA Dinge
aar nom fianJ/znnAz Jes J/isZoriseAen aas aZs aAz'sZo-

rz'scA erweisen Ao'nnen. AAzxzman oersacAZ Ja ezne WrZ

AJorjbAoZogie Jes Zmerz'AanzseAen AineinzaJmeAen,

reprJsenZzerZ JarcA Jze EanJseAa/, zn Jer sieA aa/
oAsAare Plfi'se Jas DenAen amerz'AanzscAer JnJzaner
miZ Jem J)enAen Jener EenZe nerAznJeZ, Jze z'Anen

Jas EanJ zoe^genommen AaAen. Die romanZzseAe

JraJz'Zzon isZ GranJZage sozooAZ Jar sozzaZe MzeAz-

aasa'Aang famerz'AanzscAer Eassen-/mj&eriaZismas z'm

eigenen EanJj z'm manz/esZen GeseAeAen a/s aaeA

/zr Jene anJere WrZ non GewaZZ z'm erAaAenen

GZoJzz'smas AZaZjA PPAZJo Emersons. Was Jer JA'sZanz,

aas earoJazscAer fi'eAZ zamaZ, scAez'nen Jz'es zwei
fiz'Zen JerseZAen /Wanze za sein. Z7nJ nzeZZezeAZ

AonnZe AAzamans GeneraZzon sie aZs zwei EeiZen Jer-
seZAen /Wanze zn Josz'Zznerem fi'nne seAen, aZs ans Jas
AeaZe mög/zcA isZ.

P/Z: .SJreeAen soZZZen wir aacA äAer AAzomans JZeJo-

nz'smas. Eez'n zzemZzcA zAeaZraZzseAer GeAenssZz'Z, aas-
gesZaZZeZ miZ JanJyAa/en Wnzägen anJ /WonoAeZn,

seine ^asZronomzseAen Exzesse anJ Jer/ezcAen meAr
erseAweren ans Jas l^rsZänJnzs Jer JzoZzZzscAen

Dz'menszon zn sez'ner WrAeiZ. ZVezaman war immer seAr

weZZmännzseA - ezn DanJ}). Eo wie zeA Jze ÄZaaZzon

seAe, war es zzemZzcA aassergewo'AnZzeA, Jass ZVew-

man szcA zm ZZaAmen Jes zlAsZraAZen Ex/resszonzsmas
eine soZeAe JZoZZe zaZe^Ze.

/GP: JeA /aaAe, er AaZ Jie iZoZZe Jes JnZeZZeAZaeZZen

anZer aZZ Jiesen Eaaernjan^en gesJieZZ.

P/Z; JAomas Crow scArieA neaZieA, ^nJy WArAoZ sei

Jer ez/enZZieAe ErAe Jes zlAsZraAZen Exjressz'onismas

gewesen. W£nn wir ZVewman maZ Jar einen .Wagen-
AZieA in Jieser TraJz'Zion ansieJeZn, AaAen wir Jann
einen ZVewman, Jer einen W&rAoZ aa/Jie EaAn AringZ,
Jer seinersez'Zs wz'eJeram einen neaen A/ewman zez'Zz'gZ?

Z/z'ese I^rwieAZang/;szinierZ mz'eA.

yGP: JeA AaZZe Jen EnZwaz/ eines soZeAen EZamm-

Aaams/ir ein rez'cAZieA oerzyo'AernJes, nzarxisZiseAes

(4iznseAJenAen. EA gZaaAe nz'eAZ, Jass wenn ein ein-
/assrez'cAer EanJy Jem näeAsZen /ZgZ, Jie AeiJen

anAeJz'ngZ eZwas mz'ZeinanJer za Zan AaAen mässen.

Eine wieAzige EaraZZeZe AesZeAz aZZerJings inso/rn
zwiseAen z'Anen, aZs sie aZZe AeiJe Jie AärgerZz'cAe PAr-

sZeZZang nom EansZwerA aZs oor Jer Oj/enZZieAAeiZ

aasgeArez'ZeZe Jzerso'nZz'cAe Ge/iAZe zam TeaJeZ Jagen.
EA gZaaAe, Jer CnZerseAieJ z'sZ/ZgenJer: AAwmans
/WaZweise saggerz'erZ nz'eAZ, Jass er JaräAer Ae/nJeZ,

was MzZerei z'sZ. WJ/rAoZs zirAeiZsweise Az'ngegen oer-
jö/z'cAZeZ ans JarcAaas Jaraa/ Jass - wenn wir ans
Jen &AaA Jenn anzz'eAen - wir genaa wissen, was
EansZ isZ. JeA /nJe JesAaZA, Jass Jas EanJyZam Aei

Jen Aez'Jen ganz anZerscAz'eJZicAer ZVaZar z'sZ. ZVew-

mans EanJyZam JroJazz'erZ O/ènAeiZ anJ Z/eAaZa-
Zz'on. Eei PVJrAoZ Jagegen JaArZ es za einer ersZarrZ

enZro/JseAen, aAaJemisierZen PKeZZ.

PFir soZZZen ans nor Wagen AaZZen, was ein EnnJJ
eigenZZieA ZaZ. CAarZes EaaJeZaire er/nJeZ Ja Jen

Z)anJ}> anJ enZwij/ eine TAeorie äAer iAn. Eer EanJy
isZ ein /WenseA, Jer es aAZeAnZ, jöroJaAzin za sein. ZZer

öanJy scAZenJerZ JareA Earis anJ seAaaZ, wäArenJ
aZZe anJeren Aeramrennen anJ oz'eZ za AescAà/igZ
JamiZ sinJ, sieA Jar Jas GeZJ aAzasZramJeZn, aZs Jass

sie Jen Eingen am sieA Aeram EeaeAZang scAenAZen.

PPFnn wir aZso Jie PôrsZeZZang nom EansZZer aZs

EanJy wieJer aajgrez/en, Ja'Aren wir JamiZ aaeA wie-
Jer Jen Eegnj/Jer EonZemjZaZion aZs noZwenJig anJ
/nJamenZaZ ins EansZwerA ein. GnJ Jann/age icA
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zzzzcA, zm'e maw 7as Äozz2ezzzj&/a/zz>e z?zz7 7ezzz Ozzzzzz'ReZ-

Aarezz m p£rAz'zz7zzzzg Arz'zzgezz Aazzzz.

Zar zzzzcA ergz'Az sz'cA 7as ZroA/ezzz, 7ass zcA - ^zzzzz 7ez7

azzeA zzacA7ezzz zcA Atomares >4rAez7 Aerezze - Jlesere

G/azzAere are 7z'e 7/zzzrez'«e/AarAez7 rez'cAi AaAe. ßarreej
Atozreare Aorereie are Ozz?rez7Z/AarAez7 g/azzAere, z»ez7 er
7z'e PArsife/Zzzreg AaWe, 7ass es ez'zze soAraßscAere

Zzzstare7 gaA, zzz 7e?zz 7z'e MerescAezz - zzocA eor 7er

,5)&racAe - ezzzezz 7z'reA^ere ßezzzgzzz 7ezz ßz'regere Aaßere.

Zr zreocA^e 7zzrzz?z gZazzAere, 7ass 7z'e azreen'Aazzz'scAezz

/re7z'areer 7z'es «zzzss^ere zzzz7 azzeA Zzreersore zz?z7scAZz'ess-

Zz'eA azzeA er seZAsR 7?z'cAar7 Aerra Aozzzz^e zzzz 7ze

Ozzzrez'WeZAarAezï gZazzAere, wez'Z er sz'cA zzorsieZZ^e, 7ass

etoas azzs 7em ßaAzreere o7er zzozz 7er WAra7 o7er azzs

7ez?z Äoreto^ 7er rà'zzzreZz'cAere ZzreAz'.gzzz7a7 zzz zzeAzzzezz

gezüz'sserzreassere Az'esse, esgrezyAarer zzzz7 7zz?zzz7 zz?z??zz7-

iteZAarer zzz zzzzzcAezz. Zr Aorezzie 7zzrzzzz gZazzAere, 7ass

ßZez zzz gewz'sser 77z'resz'cAi zzrezrez'MeZAarer sez aZs

O/zrAe. Zzzs zzzez'zzer »SzcA^ Aezzie - aZZer7z'regs rez'cAi

öozzz Äzzzz7jözz7zAi 7er 60er /zzAre - Aozrezre^ zzzz'r 7z'ese

/7ee rez'cAZz'cA seZßazre z>or. 7cA /zre7e 7e?z Ge7areAere

/roAZezreaZseA, 7ass ez'zze Jtota'rAzzreg 7er Mz^en'aZaA-

Aà'regz'gAezï 7er ZrAez7 7zzrcA Ze7zzzz'erzzreg zz?z7 Zz/'è-
rezzzzerzzzz^ - «zz'e wz'r 7z'es z/eZZez'cAi zzzzzz ersiere MaZ Aez

Elzzgzzsie Zo7z're geseAere AzzAezz - zzrezrez'ßeZAarer sez'zz soZZ

aZs 7z'e Zesez7z'.ozzreg 7es rez'cA/ z)orAare7ereere Gegezz-

siare7s azzs 7e?zz ßz'Z7razzzre. Zas /z'Art zzzzs zzz 7er

Zrage, «zarzzzre 7z'e Sz77er 7ezz?z zezz'e OAy'eAie sez'zz soZZere.

07er zxzarzzzre soZZ 7z'e ZrAez7 gereazz zzz 7e??z Masse gzz£

sez'zz, zzz 7e??z sz'e zzres 7z'e OAe/Za'cAe ^zzasz 7zzrcA 7as
Zrz'szrea z'Arer TTers^eZZzzreg zw .togere Aa'Zi. Zas z's£ ez'zze

Zrage 7er Orezrez'ReZAarAez7, zzAer zzz ez'zzezzz garez
Aesiz'zrezreiere Az'reree. Zas, zwrzzAer zm'r re7ezz, z'rf zzz'eA^

7ze Gzzzzzz7ieZAzzrAez7 7er v4zzscAazzzzzzg, wzz7erzz 7ze

Gzz??zz7^eZAzzrAez7 7e^ezz, 7ez^ ßzz^zozzaZe A'Aer 7ezz

TTAzz/ezz wzr^. Z)z'e Z7zzzzzz7/eZAarAez7 7er WAArzzeA-

zzzzzzz^- eAer 7ezzzz 7er ßrAezzzztez7. ßz'e Gzzzzzz7i!eZAflrAez7

7er JzzzzeAzzzzgîArzz/Z eAer 7ezzzz 7er /zzierpreiaizozz. &
Aazz7eZ^ 5zcA zzZ^o zzzzz ezzzezz gszzz zrjôezzeZZezz Gzzz?zz7^eZ-

AzzrAez7^-ße^rzj^ 7e?z zzzazz zzz ezzzer Aerfzzzzzzz^ezz eozz

]%ArzzeAzzzzzzz^ izor/7zz7ei.

Pi/; Mzzz Ao'zzzzie 7zz^ zzzzcA aZ^ /razzszezz7ezztaZe ßr^zA-
rzzzz^ AezezcAzzezz.

/Gä: Ja, 7zz^ Aözzzz^e zzzzzzz, zzAer zzzz'r Aez'7e zzz zzzzj-erer

Z7rAazzz777 seAezz 7zz,? zzz'eZZezeA^ zzzz7 ^ezezz^er ßAejb.n7;
5(zZZie zcA ye7e?z^ZZ5.

/•//: Mzzz Ao'zzzz^e ezzzjîzeA ^ezz, 7ze^e ßr/zzArzzzzg

^rzz?z^ezz7zert z'Are ße^zzzz7iez'Ze. ZcA erzzzà'Azze 7zz^ zzzzr,

zzzez'Z z'cA j'eZArf zzzz7 ezzzer ^4rt «7zza^zo?zzrfz7eAer Trzzzz-

^zezz7ezzz^e^zeZi AaAe - wyèrzz 7ze W^ArzzeAzzzzzzz^zzozz

ßzzz^ezz, 7ze z'Are ez'gezze Zzzrazzzzzzezz^e^zzzz^ irzzzzj'zezz-

7z'erezz, sz'eA aZ^ 5z7zzzziz'ozzz'rfz7eAer P&r^zzzz^ zzoZZ^z'eAz!.

/GR: ZAzs z'rf Aez'zze io ^ro^e ÄzeAe.

Ri/: ZVzzzz, 7a^ zzzzzg ez'zze ^rowe ßacAe «azz/Zez7ezz ßoA-
Zezz» ^ez'zz o7er ez'zze gro^e &eAe, 7z'e ^z'eA aAer zzz'eAz! jo
^ro^artz'^ ^z'A^.

/GR: Mz'cAßg z'rf Az'er «Zw, 7aw 7zz.y Gzzzzzz'ßeZAzzre

etozz^ z'rf, 7a^ m'cä ezz^Z^e^. ßj ezz^Ziei i'z'cA, zzzz7 7zz^

zzzzzw e^ zzzzeA, 7zz??zz7 7z'e zzzz7er?z AjfzeAie zzz ßeZzzßozz

7zzzzz yzzzzA^z'ozzz'erezz Aözzzzezz.

Ri/; Mzzzz zeiz'r 7z'e^ aZ^ ez'zze ßbrn/ozzezzie AeiraeAiezz,

Arz'zz^ zzzzj- 7z'e^ ^zz ÄzzzzjtazerAezz, 7z'e zzzz7ere zzzz7 zfz'eA-

ßgere TAzzz/^Aozzz/ozzezziezz AzzAezz «Z^ 7z'e /7ee 7er
Gzzzzzz7/eZAzzrAez7

/GR: /a, 7zz^ ^ZazzAe z'eA ^cAozz. Mr rfo^ezz 7zz zzzz/

üTzz?z5toerAe, 7erezz zzza^z/eAe TTozzz/ozzezziezz - zzzz^

7ezzezz iz'e ZeAezz - ^eZßazzzerwez/e gera7e 7z'e zzerAZAj^ezz-

7e /zz7z^ere?zz gege?zzzAerye7we7ez?z Gzzzzzz'WeZAarAez'^-

ße^rz^z'rf. /zz AZaz'zzz Äez'zzAßcAj- ^4rAez7 z'rf 7er A/eA^
7er Gzzz?zz7/eZAarAez7 ^zzzzz ezzorzzz. z'rf wz'e Aez 7ezzz

Mz'7eAezz zzz r/RSES" OR^EGRE OR/EER RER

REG/ERRE izozz Zzzz/ ßzzAzzeZ: /e zzà'Aer zzzazz 7er
Gzzz?zz7/eZAarAez7 Aozzzzzz^ 7erfo œez7er ^erà7 «e zzz 7ezz

7/z'zzZer^rzzzz7 zzzz7 7erfo zzzz'WeZAarer Aazzzz «e ZeiziZz'cA

wer7ezz. /eA gZazzAe zzz'cA^ 7a^ ßarzzey A^ewzzzazz «eA
7z'e^e zzozz ßzzzzrf wz'rAZz'eA Aa^ eorrfeZZezz Ao'zzzzezz.

ßz'e /asjte ez'zz^zeA zzz'eAz zzz 7z'e^e ZomoZogz'e 7e^

OAy'eAß. ^4Zw, azezzzz 7zz 7z'cA Ae/rez7^ o7er ez'zz^eA^i

azz/ezzzezz ^ez'rfz'^ezz /ezze/, azz/7ez?z 7zz 7z'cA eozzz - zzezz-

zzezz es, «zz'e 7zz wz'/Zsi - ßegrz^7es ßzzAy'eAß zzzz7 eozzz

ÄAy'eA/ a/s 7z'esezzz irazzszezz7e?ziezz TAezzza ezz^/erzzs/,

7azzzz tezz sz'cA zzezze Mo^/z'cAAez7ezz sozroA/ 7er M^Ar-
zzeAzazzzz^ a/s azzeA 7er y4zzsserzzzz^syorz?zezz azz/
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