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THE SUM OF THE PARTS OR A PART OF [THE SUM

DAVID . G . KING







one must go throuch to become a2 whole and
Q

to the totzl mearningfulness of an individual and a mode of

of contemplation, macrocosm and microcose.

Finally the title asks the gquestion, was Reinhardt the most
complete artist of his gereration or just a part of the sum. Did he
complete the Greenbergian formalism, thus becoming the sum of all
the parts
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thecis ic a theoretical one, I felt that detailed discussicn of the

s an artist goess far beyond the object production of

nctions are raised by Rsinhardt. These aspects

1g around the nature of Reinhardt's practice hold a more
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DIRECTED BY GENES AND GENERATIOXNE

Ad Reinhardt was born on Christmas Eve in Buffalo, N.Y. nine months
after the Armory Show of 1913, Politics were to play a major role
throughout his l1ife. Folitical activism on his part took the form
of demonstrations on MOMA, satirical cartoons in FM magazine,

publishing books and pamphlets opposing "old school" critics and

n
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g anti war protests for Vietnam batween 1080 and 67 which was
the year of his death., Reinhkardt's political activism criginated at

2 early stage in the home. Parents, Olga and Frank emigrated to the

Lutheran and 2 Socialist. Frank who bad been a soldier in the

[

Tzar's army before emigration, was a keen activist in political

affairs. Upon his death in 1957 a memorial oration noted that:

Frank stood firm in the ranks of the Union...he was
working and figkting now to save Unions from becoming
a tool for tke oppressors of the working class...

(and in his memory) we must put forth more effort,
that liberal organizations and the liberal press
might live,

( Lippard, 1981, p,9.>
Feinhardt emerged at a time of great upheaval in western

civilization and in the 4dmerican art world, WVestern man was

recreating society, mass capitalist culture was developing into a
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of iIndustry through technology led to the Inception of contemporary
consumericm. Wealth and prosperity due to industrial expansion
introduced psychological stability for Americans. Reinhardt was
a2lso to see the destruction brought about by World War Two, and the
111 effects of the depression that followed. During the war over
sixteen million Americans served in the armed forces, and more than

four hundred thouvsand lost their lives. During the war the spirit

I]‘v

of the European avant-garde came to settle in America fleeing from

the destruction of Nazism. Modernism had its inception into America

,

Reinkardt develsorned In the tradition of the Furcpesan avant-gards,

SN

He was the first artist in America to practice thke creation of

T,

abstract art from the beginning of kis career to its completion in
1957. Reinhardt's career was a protsst, the protest of the avant-
garde which bhad a long tradition in European culture, The avant-
garde crossed the water in 1913 entering American consciousness

bringing with 1t the Modern ideas that were to shkape Reinhardt.
& F
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generally asserted that the Armory Show of international art
( 17 February - 15 March 1913 ) provided the Iintrpduction of modern
art into America. This chow was to be of crucial signifance to tke

later development of Reirnhardt's practice. Tke show was the first






pedsstal for pon-representational Europsan Modernist art in
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America., If anything the show demonstrated the crisis American
was in. The show exemplified the divergence betwesn the European
aesthetic and the outdated American predisposition to realism in

art., The show consisted of some sixteen hundred items, paintings,

sculpture, prints and drawings. Some three quarters of the work was

1]

produced by the Americans. The show al

v

o travelled to Chicago where

it opened on the 24th of March followed Ly an opening in Boston on
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April the 23rd. In total a quarter of a million people p
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(Davidson, 1981, pl65.)

the distance the American art world's awareness

w

This exemplifie
bad to travel. The large American section was littered with the
traditional American aesthetic and the new European styles. There
were works by the American Impressiorists who were in public favour
and works by the Ashcan School. American Modernist painters were
also widely represented. At this point in time domestic modernist
practice was only starting to form. John Mzrtin showed fourteen

paintings including four versions of the Woolworth building. Stuart

Davis showed five Ashcan type of watercolours, Davis was also






interested in politics and at this time was influenced by the
Socialist Jokn Reed. For most American Modernist painters the show
was Seen as an encouragement to move in the direction of European
Modernism. Many artists were directly affected by the Armory Show,
Davis's style changed radically from Ashcan realism to an echo of
the style of Van Gogh and then to " a network of quadrilaterals and
partially diapkanous triangles derived mostly from Analytical

Cubism.

" (Davidson, 1981, p.168.)

- 2 b S, -
Armory Show as

ced., "
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ilton EBrown wrote that the Armory Show was without
oubt the most important single exhibition ever held
n America, It acted on the complacency of American
Art like a powerful shock. Smug academicians could
attempt to ignore it and act as if nothing untoward
had happened but obviously something had happened,
comething which all the igroring in the world could
not undo.

ko, 0,

( Davidson, 1981, p.168.)

The Armory Show brought a message for Americans in thke

developments of the Europeazn aesthetic. The message was a clear

C

ore : American artists and public needed to develpp if they

.

bad any hope of grasping tke future. The Armory show brought the

v & Fa

fever and enthusiasm of Europe to America; the skow's Influence was

~






dramztic on the American art world. Over night the spirit of th
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dmerican avant-garde was founded. Reinbhardt was to receive the
benefits of the Armory Skow in the effects of the aftermath.

The modern art scene as Reinkardt came to know it was built around
the Armory Show, It chowed two different strands which were
developing in American art pracitice, the new modernist style and

American regionalist painting.

Revolution is possible ornly in instances and domains
where tradiiion is present. No tradition, no revolution

( Graham, 1937.p.57)

5 4 )
thirties th=s
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'reaction and rebellion'. Throughout the years of the Depression
American art was divided into two distinct categories which fought

each other in the hope that
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the official American style.
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he two styles that predominated in the Amesrican scene wera

American regicnalist painting and the European abstract aesthet

14
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The regionalists like Thomas Hart Benton looked to the past, the
gelden age of the American mid-west and its God-fearing people and

their white picket fences. The othsr sids
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f the coin was occupied

by artists 1ike Stuart Dzvis and the

o

rchitect Frank Lloyd Wright
who bhad accepted the new mackine age and were going to work within
what szemed its limitless potential. The American abstract artists

wer

(1]

to suffer vnder the cpinion of the general public and the

Regionalists, as a foreign invader. Realism was chosen to personify






the true Americarn corndition and chosen to represent the real form

of American expression. The one thing that did not separate tke

arts was the Depression, the Works Frogress Administration was set

~
hi

up in 1833 ccordance with the new deal. The aim nof the new deal

.

n

AY

was to give employment to those who were out of work due to the

Depression. The Vorks of Art Project was set up by the Treasury

Department and lasted only cne year. Kowever it was replaced by the
Federal Art Project. The WPA radically reformed puklic opinion by

s distinctly American styles

5

practicaes. The WPA supported both
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s firing the enthusiasm of the avant-garde. It also develop
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Artists had the opportunity to experiment and develop their skills

to a new level. Mpst importantly it developed a community of

tn

rtists who covld interact and unify their efforts.

Amid the aritistis who worked for the VPA In the easel and mural
divisions were Stuart Davis, Yasuo Kuniyoshi, Marsden Hartley, Jack
Levipe, Hyman Bloom, Lolren Maclver, and Morris Graves. The younger

articsts in th
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roject included de Kooning, Gorky, Follock,
Gottlieb, Rotkko, Guston and Reinhardt. The VPA/FAP gave Reinhardt
vital finincial support at the inception of a professional arts

career. Reinhardt was greatly influenced by the group as a young

‘O






much influence over the developing Reinhardt. The WP4A was also to
effect him considerably, introducing him to many artists who had

studied in Europe and were determined to form a new American

b
m

esthetic with the kelp of the new techniques of European

modernism.

Carl Holty had studied with Hans Hoffman In Munic in 1926. Holty
and an artist called Calder were the only members of Micheal
Schapiro's " Abstract Creation ". Thesz artists were highly
Influenced by Mondrian and his Neo-Flasticism. Holty with his
non-objective late Cubist machine style was to attract Reinhardt's

eye and also alter his conception of tke function and creaticn

of art. Feinkardt's early career became preoccupied with the

curving shapes and flat planes of Synthetic Cubism and lLeger's

machine art. The combination of Picasso's flat planes, Gris'

S

m

interlocking still lifes and Holty's rich pallette of close key
colours are found in Reinhardt's work of this period. Reinhardt's
work at this time resembles Cubist design with the pallette of his
American contemporary and friend Davis. Undoubtedly the above had
it's place in the creation of the later Black works, Holty was also

a very useful associate, he knew everything about the underground

for the American Abstract Articte, The AA4 was created in 10836 as a

N

.

ommunity of non-objective artists in

(9]
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howcase for the unpublicised

10






America. Due to Holly, Reinhardt was introdvced to many of the
group's members and a year later was elected to membership after
submitting the required work for entry. Reinhardt's artistic
political and social developments can be greatly attributed to the
group of artists associated with the AAA. The artists to have
inflvence on Reinhardt's practice at this time were Stuart Davis,
Harry Holtzman, Rollin Crampton, George McNeil,Giorgio Cavillon,
Ralcomb Greene, and Burgoyne Diller, who was to sponsor him for

membership of the WPA., Reinbardt like kis

H

iends and fellow
abstract painters Davis and Holtzman epitomized a new type of Kew

York artist of the thirties, These articsts were attracted to Cubicsm

and a Nep-FPlasticist aesthetic. Reinhardt fell in line with the 444

therefore a contributor to the cultural order. Reinhardt was

indifferent to the bohemian sub-culture affiliated to the older

Gy

eneration of New York artist-radicals. Reinhardt's political roots

tem back to socialism like many of the members of the A44A, In the

0
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thirties he was to find his political kinship in the prac
appeals of the political left. Here he was to find khis own culture
in a environment of artist intellectuals. Reinhardt beliesved he hkad
found a group that was collective and progressive in art and iIn
social functioning. Reinkardt's belief in the social functioning

of art can be heard throughout the thirties and forties in

statements of a vocal and printed manner.

11






4 sensitive organisationb of lines and colours
n a canvas must have wlflmafe social value. ..
not vntil the appearance of abstract painting.
at the turn of the century, was direct first-
band experience demanded for its understanding
and a direction indicated for the ' democratiz-
ation ' of art .... The rhythmic organization
of a painting has always besen its real value,
and, in reLen+ times, certain abstract painters
bave been able to explore the meanings in line
and colour relationships by themselves. These
relationships remain to be explored and exploited
furtker, in social terms and in relation to
people'’'s needs, And this extension from the
individual to the 59:131 is ppssible only

nder democracy and genuine collective

Q
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activi Ty rrokably in the creation of good
bousing instead of merely good pictures.

( Lippard. 1981.)

Reinkardt's radical approach and militant speeches were a constant
protest at his dissatisfication towards the institutions and
artists who held tradition as the voice of American art. In the
late thirties American abkstract art was a voice lost in the
darkness of tradition. This would explain the radical tendesncies of
Reinkardt towards the art institutions whko poorly represented the
growing American practice. And Reinhardi's commitment was to the
education of those artists and people who as yet did not know of
the signifance of the new practice. Feinhardt committed himself io

th

D

authoring and designing of bropadsheets for the AAA. Thecse
broadsheets were a mass media exercise to explain to the general

public how {0 receive and understand abstraction in art. The sheets

also functioned as protest o various Iinstitutions who claimed

a
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Alfred Barr was appointed the first director of the Museum of
Modern Art in 1820 the year of the institute's inception. Barr was
an art historian, and extremely young to fill such a crucial
position. During the first year Barr had ten major shows with the
intention of informing and educating the visually illiterate
American public., Although he managed to inform and educate the

American public, the question had to be asked,and Reinhardt did, In

i
tn
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+ of Non-

¥ How modern is the Museum of Modern Art 72 %

Barr had created an evident gulf between the Institution and the

exaggerated by the class consciousness; hence the reactionary fever
of the abstract artists of thke period. Reinhardt was a model

progressive arti

Pa o

tion.
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t, molded In the European avant-garde trad
Reinkardt's battle cry was for the new. Like so many previous

ed in his many cartoons and publication
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Europeans, thi s exemplif
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in so many mass mediz pamphlets., Reinbhardi was appointed the rol

.
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of proselytizer for the AA4 and other more political radical

magazines, (P.M, ). The pamplets and broadsheets which Reinkardt
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enthusiasm. For Reinkardt the position he occupied was logical and
necessary, his peers had educated him in the European aesthetic and

for him it wa

m

tke most logical progression towards expressing the

times, Jjust as Jazz music was recreating the rythmn of the bustling
city. The gulf that Barr had created was rectified by the needs of

the abstract artists, the need to be heard and identified as an

s aim was to educate Americans to

association of artists. The croup

ropean version. European modernism of tkis

above the American modernist position,
This can be seen In the demand for Fvropean artists' works and the
they commanded over their contemporaries Iin America. This
was dus in part to the poor exposure Barr had given to Reinhzrdt
and bis contemporaries., The problem can also be attributed to the
lack of a contemporary language which did not lean heavily on a
European aesthetic of one form or another. However Barr's
complacency acted as a positive step forward in the development of
abstract art Iin America. These aims were to be achieved in the form

of the founding of the Ame
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Artists. The group gave a
platform for the develppment of American abstraction, in the form
of exkibitions and lectures., Reinhardt was to give many lecturss on
the functioning, purpose and appreciation of modern art. The AA4

also gave artists with similar concerns the opportunity to meet and
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talk. In this regard it functioned as a F: lan
invalvement is crucial to his development; the group was a source

of democracy, debate and the rproduction of reform. Another reason

for the inception of an artist's group is given by David Hare:

I think this group activity, this gathering toget
is a symptom of fear. possibly you could connect
with the question of mass production, in the sen:
that in this country there Is a feeling that unless
you have a large public you are a failure, To which
the other arch individualist Ad Reinhardt replied
that all the same, why couldn't the group find out
what their commupity is and what their differences
are 7

demonstrations and protests, but in the artistic guidance employad
by the group to the development of Reinhardt's production. The

pace in which Reinhardt worked in the mid-tkirties and forties was
deeply occupied by the belief that aesthetic values were Inherent
in all the activities of human endeavour. For the left and
followers of Mondrian, abstract art was a form of propaganda which
would unite the fragmented social environmsnt due to the Second
Vorld Var and the Depression. Joseph Freeman and Balcomb Greene
praised the writings of Leger bscause they were socially

integrating and anti-viclent.






t, as 7 s
intings whose function is to integrate,

individuals, by clarity and courage transforming

them from defensive human beings.

( Greene, 1836.)

Much of Reinhardt's activity was born out of the environment and

its need to understand the functioning of the modern artist. Mayer
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anti-war, anti-fascist demonstrations. In Shapiro’s " public use of

charged approach. Shapiro states, that political and economic

transformation is necessary 1f a meaningful art practice is
to exist, Without this transformation Schipiro credits the

possibilities of art having the " utmost banalitly and poverty of
Reinhardt had found the ultimate answer for Neo-
plastic expression, that of its aesthetic capabilities to promote
political functioning as social and economic reformer. This marks
Reinhardt's ultimate justification for abstract art, until kis

break with Marxist doctrine for his own 'art-for-art's sake'dogma.

development of American art and its drive to separate itself from

the European modernist tradition to form an autonomous American






art. Thks political climate involved with the birthk and mass mis -
reprecsentation of a new aesthetic, led to demponstrations and avid

ctivism, Heated debates surrounded the new Furopean aecthetic

0]
N

which had erntered American via the Armory Show. America was
recreating itself during the thirties and forties. Reform was seen
in every position in American culture. Art was as much a part of
this reform as political, social and economic., The Eurcpean avant-

garde had shown the need for drastic reform and reappraisal of

American art and its purposeful functioning in an environment of

n

rapid progress and expansion. Reinhardt was one pf the key fiourss

in the reform and reveolution of the

(=]

growing modernist tradition in
America. Motherwell saw " the kistory of modern art as tke history
of moderr freedom ". Reinhardt was part of the new tradition of
American art, a tradition that was born out of a desperate fight
for independence, representation, equality and freedom. Later
Feinhardt was to free himself and his art production in his

" art-as-art " positioning, subsequently making kim official thorn

in the art world's side.
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In respective of Reinhardt's interest in fine art, ke declined many
scholarship offers to art institutes, accepting a scholarship

instead with Columbia University. Reinkardt had decided that a
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rts education would be of more bensfit than a fine art

course which had strict academic limitations., This choice was

Q

probably due to kis liberal upbringing and surely the fact that

Columbia had

he Frankfurt School bhad its inception in 19023 as the Institute of

»
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Socizl Research, The institute was founded by Felix Weil, Weil was
a wealthy businessman and even though the institute was formally
attachaed to the Urniversity of Frankfurt it was an autonomous body
due to this wealth. From 1923-29 the institute was undsr the
supervision of Grunberg. Marxism was the Inspirational and
thepretical basis of the institute's programme. The z2im was the
combination of concrete historical studies with theoretical
znalyeis. Then, in 1929, the institute took a new direction towards
critical analysis, due to the direction of Kax Horkheimer who
replaced the dead Grunberg. Horkheimer advanced the link between
social philosophy and science. There was also the introduction of

the term of action " Interdiscipilinary Studies ". The aim of this

18






o

N}

Lo g
oy
|
[N
]

=hout =
JooUT 3

Ly

second aim of the Instituvte was to

social theory to transform society. The Institute questioned the

o
m

activities of the day, such

the nonunification of the European
labour mzrket, the questioning and comprehencion of Nazism and
Authoritarianism and the social relations inherent in tke family.
The Institute fled Germany in the thirties. They were to settle in

.

New York, where they were to continue their investigations in

Columbia University. They fled due to the decline of Germany into

(1)
b,
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act that most

Hitler came to power in 1033 any remaining Jewisk professprs were

dismissed from their activities at those universities, leaving

.

Reinbardt's conception of art and politics was initially Marxist.

The Frankfurt Schpol intrpduced Reinhardt to the Cornflict tradition

and their own sp

D

cific interpretation of Marx., The differences

between Marx and the Frankfurt School were,

(1> The elaboration of Marxist thought to critique of advanced
capitalism of the day.

(2) The incorporation of Freudian psychkoanalysis into Marxist
theory of society.

(3) Neo-Marxist because it was pessimistic about the possibilities
of revolutiorary change of capitalism by working-class struggle.

(4> The School placed an emphasis on the cultural over economics,
the Sckool also produced influential studies of music, literature
and aesthketics.

[
£






of Horkheimer and A4dorno. This
theory was thke development of the field of critical theory, this
theory aimed to analyse " the brezach between ideas and reality

( Held, pl82.)

Context of origin and context of use are two key terms in the

understanding of critical theory. Reinhardt was influenced by this

divigion of lakovr was the activities and furnctions individuals
carried out Iin a social ervironment., What was wrong with

isolaticn. Tkey saw Iin It an illusion of self-sufficiency, they saw

thepry as a series of interconnections between all elements in

n

cociety. The School believed that tkhe illusion of self-suffiency of

science or whatever should be discarded for the realiza

o+

ion of tk

]

context of origin' of any theory or field of activity.

services, and works, or of Iintellectuvals and manual operztions are

eterpal or natural states of affairs.






there are no boundaries from high to low art except the specific
function intended in eack. Reinhardt reflected this stance by
practicing many different types of art concurrently. Reinhardt saw

S 1D A ¢
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bigh art and low art holding specific functiornin

ng ocial

o
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context, each had a Important function, neither greater than the

interconnection. An exampls of this is, 2 scientist who builds a
machine after his theory. This is not the end of his theory as it
will be used again by scmeone s=lse, maybe for radically different
purposes. Hence after we consider the context of origin, we must

- ’

move forward to the realization of the context of vse. Now we can
o 1 &3 e. Now w

see our example as Interccnnected and interdependent and not in the

mythic light of self-sufficency, as somebody may use a theory.
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Individual wko is m2aningful and purposeful and who is and was of
the greatest importance and signifance for the present and the
future. Due to thkis theory we can see why Reinhardt bhad no time or
respect for Surrealism or Dadaism. The Suvrrealists had begun using
automatiem in the 1920s to uncover the kidden forces that occupied

the unconscious.

" According to Ereton "pure peychic automatism" probed the

Yuvnfathomable depths" of the mind where there dwelled "a total

absence of contradiction " and "a release from the emotioral

fetters cauvsed by repression.” (Annette Cox, 1077

artistic activity. He saw automatic activity creating ambiguity and
multiple associations, distancing the artist and the public further

and further away from the real meaning and progress in art.
o

" Masson's forms easily changed identity; they
could easily be birds, leaves, or vaginal
openings. "

(Annette Cox, 1977,p.51)

1

Eeinhardt's searched for a purs unambigious art form, full of
automonous meaning and self-awareness. However he knew and believed
in the Marxist statement ' paradox is inherent in every phenomenon

2

i}

". Reinkardt bhad a great respect for Cubism which he saw a

o+

progressive form of art in theory and in format. To Reinbardt it

&%)
[*N]






P

as the natural progression towards a pure art form; that of pure
abstraction. For Reinhardt and many of his associates Mondrian's

Yeo-Flasticism bscame a guiding force In the 1940s. Mondrian's work
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Geprge Wittenborn, who published six of kis essays in " Plastic

Art And Pure Flastic Art ". This essay was the source of much

also the ambition of American artists

s to find a purely American

vniversal art, through any means. R2inhardt was attracted to the

grecssion in which he saw Cubism as the first

i

in a Iine of guiding forces towards a new purer aestketic. A force
which was strengthensd by Mondrian's ideas were a synthesis of
artistic form and format. Mordrian presented views which were a
logical progressicn for Reinkardt towards an art which was
autonomous. The Surrealists brought myth and tke primal instincts
to art in the form of automatic relezse, Reinhardt saw this as

driving the progression of art back to the dark ages.

The thepories of the Frankfurt School had shown Reinhardt tkat Ris

B 34
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osition Iin society
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in the position of cultural and artistic critic. Reinhardts

dismisl of Surrealism and Dada was his rejection of the






vnconsciou
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and the vncontrollable manifestations in practice and

meaningful and auvtonomous property. Reinkardt saw the world of
Surrealism as a trap for the artist, a discipline of " chaos,
confusion, individual anguishk, terror and horror,...without any

"

vnderstanding, direction pr rest

Fe reiterated this belief in "Twelve Rules For A New Academv” which

"No texture, texture is naturalistic or mechanical

and is a vulgar quality, especially pigment texture

or impasto. Falette knifing, canvas stabbing, paint
scumbling and other action +eﬂbniquc= are un-
irtelligernt and to be avoided. No accidents, automaticm,

(Reinhkardt, 19857.)

Reinhardt turned to an art with more concrete foundations, an art
that was self conscious, self critical, and whose progress was cne

of historical lineage. The context of origin and the context of vse

V)]
8]
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were well known by Reinhardt, he was well aware of the effect
znd the signifance it played in tke futurs. This is why ke
began attributing mearning to his own work around 1950, realicing

bow artistic history of thke period was misinterpreting the position

bis work h2ld in the form of the ideas of Clement Greenberg.

[N
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" Reinhardt has a genuine 1f small gift for colcur,
but nome at all for design or placing. I can sce
why ke let Newman, Rothko, and S%ill Influence
him towards close and dark values, but ke lost
more than ke gaired by the desperate extrems to

e
whick he went, changing from a nice into a trite
artist. "

(Greenberg, 1057-69).

conclusion. Greenberg's conception of modernism was z systematic
rogramme of reduction; the purification of form and a self
critical approzck that would Iead to a2 I1: conclusion

Creenberg 15 not to blame for khis misconception of Reinhardt., for

te was given sole responsibility for a generation of Am
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artists, which left him little time to inform himself with the new
developments of a younger generation. As Picasso commented (
Conversation with Picasso ) to Christian Zervos in 1035 " They've

simply cut a coat to the measure of their own ignorance ", this

comment can be generally applied to Greenberg and those who saw

sl
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Reinhardt in the 1ight of a limited colour field painter. This wa
one of the driving forces bebind his decision to inform people
about his art in the form of his Art-As-Art dogma. Reinhardt's
stance was to bring meaning to art. He saw this as the

responsibility of progressive artists and their practices., This was
Py o
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something Greenberg could not understand, for his criticism of art
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was purely an aesthetic one, founded on the principles

ather than logical reason and progression. FReinhardt's e
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rery
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ion was a decision of meaning, right down to the reason for
not titling his work. During the rise of Abstract Expressionicsm
many of its contributors had titled their works linking them to
myths znd, legends and in thke case of Newman, religious fig
escapades. Rothko had titles such as Syrian Bull and Antigone,

Gottlieb, Eyes of Oedipus and Rape of Persephone, Newman, Dionysus

and Abraham. Reiphardt believed thie to be a futile exercise in
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more misconception and myth to the modernist tradition. The
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1lpowed the viewsr no such luxury of
presumptuousness, therefore protecting them from misinterpertation

and false pretence

U)

This type of stance distanced Reinhardt from
the art world and left him in the eyes of many a product of
Greenbergian interpretation ' a minor colour painter '. It was due

to his background in Critical Theory that he became aware of the

1]

need to be self-critical and to invest time in attributing the
proper meaning to his practical works. Reinhardt was like most of
the radicals of the thirties and forties, a bybrid of Marxicsm—
Leninism and Mondrian's Utopian Neg-FPlasticism. However Reinkardt
bad a different perceptior of Marxism than most of kis

contemporaries, his Interest In Marx was more theoretical than

ical, eventually giving way to his Art-As-Art ppsition. A
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position that was certainly radical for his contesmporaries but one
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position. It is clear to see the link between the Frankfurt School
and Reinhardt. Reinhardt's contemporary activities as a multi
functional artist originate in the Schools 'interdisaiplinary

studies' policy. It saw this type of action producing individuals

vith a broader understanding of the complexities of any given

structure. Reinhardt's Utopian days of the thkirties and forties

were spent trying to Incorporate political agendas into an

assthetic frame work to produce a socially meaningful art., In his

constant functioning in the present creation of all structures,
academic, cultural and so on originated in the development of
Critical Theory. Though Reinkardt had forged many friendships in
the thirties and forties, the fifties saw hkhim distance himself
further and further from the activities of the art world and his
past friends. His constant criticism of the modes of production and
their producers isolated Reinhardt from the avant-garde for the

remainder of his life. He called Rotbko a " Vogue magazine cold-

T

water-flat Fauve." Pollock a " Harpers Bazaar bum " and Newman was
the " the avani-garde explainer entertainer...edvcational
shopkeeper in...residence ", The key to understanding Reinhardt's
Art-As-Art Dogma and his venomous attacks on past friends and art

institutes, and the vse of cartoons lies in his insistance for a






proper code of meaningful attributes and activities in art. All of
tkis can be attributed to the Frankfurt School, which became for
Reinkardt the protector and moralizer for the conduct of a
meaningful and productive engagement with life. He hated
commercizlization in the art world for he saw this as a serious
threat to the production of art. Art was fast becoming a commercial

transaction, profit and Io

1))

s and the pursuit of everything art is
not. Reinhardt tried to impose reform through criticism, even

writin

Oy

twelve rules for a new academy, shkowing his dedication

towards reform and the pure purposes of art 'doing'.
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The most commom mean to the most uvncommor end.

The extremsly impersonal way for the truly personal.
The completest control for the purest spontaneity.
most universal path to the most vnique.

=)
d vice-versa, "
( Cox. 1977 p.115. )

Reinhardt by the late fifties had developed what he called his

mate works " I'm merzly making the last paintings which any one

make (Glasznezr 19054 p32 ), An Interview with Ad Reinkardt, Art

to be viewed zs a whole, the majority of individuval statements
canc othsr out, For Reinhardt this was probably a parody on

Dogma Reinhardt disassembled the seripus rhetoric of his fellow
Abstract-Expressionists. This Dogma In the end fupnctioned as a
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topian functiors in art
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and along with them Mondrian and Marx., Reinkardt had broken with

bis early mentors becavse he had now developed his own stance in

which Marx and Nondrian kad been a guiding factor in the days of

dt was trying to free
art from the sirangle hold of associations, just as he saw the

potential in Marx for freeing the strangle hold of repression i:
society, and Mondrian siriving for that same freedom some year

8 s bove, 1t functiors for
bim as the most democratic and logical system for tke production

progression, which he could conpcentrats

on refining and mastering, which he did from the late fifties to
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Reipkardt's use of the grid. Krauss attributes the grid as being
'impsrvious to language ' she continues to attribute the grid
with " silence, exile and cumning ". If the grid promotes silence,
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Reinbardt therefore produced his ultimate paintings which confornm
to kis specific need for purity. The grid also reflects Reinhardt's
ideal concept of what an art work shold bs, meaningless and
purposeless, The grid is impsrvious to association, It will not

of th

1

(]
%)






might function in a more productive way. For the first tir

viewer has to attend and address the art work, looking at what can

nting. Reiphardt achieved purity in kis a
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guitable of ckoices, for thke Elack paintings were created as his
most complete paintirgs, thesrefore originality in Reinkardt's casa
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Iin ths mind beforeshand,
shovld exist in the mind
taken up..."
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repetition., Rseinkhardt's finzl 8 &
e could make ope. In Reinhardt's

nomous art.
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" A zingle colovr vnifies at the came tims as 3
articulates, "
( Colpitt ,1990 p.34 ),
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erroneous and anti-logical explanation, which in turn hindsr the

true functioning and understanding of the word.

Dictionary d ition of Rlack:
" 0f the darkest colour, the opposite of white...
Dismal, Cloomy, Sullen, Forbidding, destitute of
moral light or goodness, Calamitous, Evil, Wicked
Atrocious. Evil Spirits, Magic., To sully, to stain,
to vilify, to slander,” the list continues on Iin
much the same manner for a considerable distance

leing of the colour of pure spow, thke opposite of
g ] 2] the opposite of

Reinhardt took a step beyond the artistic practice of his

contemporaries in the production of his 'Rlack' works. Not only in

their striking detackment; but also in tkeir intellectuval ingquiry,
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Reinkardt brought them into the arena of pairting practice. This
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shift in the prodvction of art would se
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iscovered by a younger
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social interaction. Hi
cultural production an

By this definition the individual is an active creator of the
which he lives. However, the individual may well act as a ser
mechanisre back on to the society. The conflict tradition is s
because it understands society and social order to consist of
individuals or groups in either violent or non-violent strugg
promote their own interssts.

Reinhardt can be seen to be part of this tradition, due to hi
which reflect this stance. Reinhardt reflects his mentors ,Marx
Mondrian and the Frankfurt School. His actions ware non-viole
praxis was cartoons and writings along with his art practice
social engagement, which took the form of countless picket
demonstrations. As Marx stated ' each individual is me
purpos=ful to the greater social order. Actions are of the gr
significance. For Reinhardt this was particulary true and thi
painfully evident in the production of his artistic work and
role hz played out in his life

2 zeen az a struggle for reform in 211

s constant engagement with all the power
4 relation, point out his dedication to
belongs to the Conflict Tradition.
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[he Twelve Technical Rules (or How to Achieve the Twelve Things to Avoid) to be followed are:
1. No texture. Texture is naturalistic or mechanical and is' a vulgar quality, especially pigment texture or impasto.
Palette knifing, canvas—stabbing, paint scumbling and other action techniques are unintelligent and to be avoided No
accidents or automatism.
2. No brushwork or calligraphy. Hanawriting, hand-working and hand-jerking are personal and in poor taste. No
signature or trademarking. ‘Brushwork should be invisible." ‘One should never let the influence of evil demons gain
control of the bush '
‘ No sketching or drawing. Everything, where to begin and whl{;e to end, should be worked out in the mind
J beforehand. “In painting the idea should exist in the mind before thelbrush is taken up."Noline oroutline. ‘Madmen see
outlines and'there.fore they draw them." A line is a figure, a ‘s’;’quare’,js aface.”No sﬁading or streaking.
v 4. Noforms. ‘The finest has no shape.’ No figure or fore- or bacigground. No volume or mass, no cylinder, sphere or
cone, or cube or booqie-woogqie. No push or pull. ‘No shape or substance.’
5. No des{gnA ‘Designis everywhere.' J
6. No colors. ‘Color blinds." “Colors are an aspect of appearance and so only. of the surface.' Colors are Harbaric
unstable, suggest life, ‘cannot be completely controlled,’ and ‘should be concealed.’ Colors are a ‘distracting embel-
lishment." No white. ‘White is a color and all colors.’ White isifantiseptic and not artistic, approjriate and pleasing for
kitchen fixtures and hardiy the medium for expressing the truth and beauty, ‘White on white is ‘a transition from
pigment to light’ and ‘a screen for the projection of light" and ‘moving’ pictures.
7. No light. No bright or direct light in or over the painting. Dim, late afternoon absorbent twilight is best outside. No
chiaroscuro, ‘the malodbrant reality of craftsmen, beggars, topers with rags and wrim;les,'
8. No space. Spéce should be empty, should not project-, and should not be flat. ‘The painting should be behind the
picture frame.’ The frame should isolate and protect the painting from its surroundings. Space divisions within the
painting should not be seen.
9. Notime. ‘Clock-time or man’s time is inconsequential.’ There is no ancient or modern, no pastor future in art. ‘A
workofartisalways present.’ The presentisthe future of the past, notthe past of the future. ‘Now and longagoareone.
10. No size or scale. Breadth and depth of thought and feeling in art have no relation to physical size. Large sizes are

aggressive, positivist, intemperate, venal and graceless.

11. Nomovement. ‘Everything else is on the move. Art should be still.*
12. Noobject. no subject. no matter. No symbols.images or signs. Neither pleasure nor paint. No mindless working or
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