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During the 1940s when Abstract Expressionism was gathering
momentum, what later became known as the Chicago Monster Roster
Came to prominence in Chicago. And throughout the I950s, when
Abstract Expressionism as the main - stream tendency, dominated
the New York scene, the Chicago Monster Roster was the main
force among Chicago artists. In fact, of all the American art
centres, only in Chicago were abstract artists noticably in
a2 minority. Leon Golub was the most accomplished painter and
activator of this tendency. George Cohen and the sculptor Cosmo
Campoli are two of the more prowinent artists also associated
with them. In general they tended towards German Exoressionisn,
primitive and psychotic art, Surrealism and with Golub in particular,
fragmented classical sculoture.

Their ideas and art differed in many respects from those
of New York artists. As Peter Fuller writes of Golub, a point
equally descriptive of the Chicago Monster Roster " But the
decisive critical aifference between Golub and the New York
artists was Golub's absolute determination to find a way in which
his practice as a vainter could relate immediatly, consciously
and critically ( thoush without compromising itself in any way)

dl
to historical experience."
Because of this significart difference, there wes
a certain antagonism between these artists and those of the
New York school. This conflict of intrests is addressed ( from
Golubs Chicago point of view) in his text A Critique of Abstract

2
Expressionism . When published in 1954, it exerted a considerable

influence in Chicago. Golub wrote, for example " Any dervish Principle-~

that the prime elemental resources within the psyche have intense

pictorial equivalents - (or can even be tapped) - is still to be

demonstrated, "



These Chicago artists prefered a more direct witness to
eXperience, an art which addressed itself to contemporary social
eXperience and to what was in their estimation, the more essential
historical reality of American society. Golub in particular sought
to develop an art which would be antagonistic to the ideology
of Tmperial America, a 'raw realism' which would directly confront
the values and injustices of Imperizlist America. He considered
these issues to be neglected by the dominant art form, and it
is most likely that he was hoping for the Chicago school to
displace the dominance of Abstract Expressionism in New York.

The "New Images of Man" exhibition at the Museum

of Modern Art in New York, included work by Golub and many of the
artists from the Chicago Monsters Roster. This came at a time
(the late I950s) when Abstract Expressionism was obviously in
decline, It was Golubs hope that this exhibition would mark the
emergence of Chicago type art as the dominant Torce in the American
art world, returning to the art scene a more direct and specific
Telationship to social rezlities. Hovever, the exhibition did
not have such a vrofound effect on the development of art in New
York and the Chicago Monster Roster remained essentially as a
periphery development.

It wasn't until I982 that Golub had his next show in
a Manhattan gallery. His last show before his reemergence in I982
was in I963. For nearly iwo Gecades he had worked apart from the
New York art world, where the conditions were not sympathetic
to his peculiar endeavour. However, in 1982, as Carter Ratcliff

pointed out in an article in Flash Art

"Golub has resurfaced as the beneficiary of a pluralism insatiable

now for figurative images, even his, which adwance an esthetic

of grinding horror."
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Since then, Golub has received = great deal of critical
attention and his art is consistently on demand on the internztional
art circle. As a painter who emerged at the same time as Abstract
Expressionism only to come to fruition in the eighties, his art and
the issues it involves provide an intresting focus for discussing
some conflicting ideas about art and it's function in society.

Golub is particularly intresting because, although his work has
been consistent, fluctuating ideas about what might constitute
artistic value and success have caused him to be neglected for
almost twenty years only to reemerge acclaimed and highly exposed.

In chapter one, I examine some issues relating to Golubs
critique of Post - War art in America, the opposition between
Some conflicting approaches to art and it's function in society.

It identifies Golubs practice as concerned with a social, historical
interpretation of art and it's position in society. Chapter two
discusseg Golubs earlier style and it's construction as an ideological
discourse, his interpretation of style as "Visual ideology® and the
way his ideas are given form by manipulating existing styles and
conventions of painting as a critical exercise of ideological intent.

Developing these ideas, I will examine in Chapter three, the Gigantomachies

Series and it's dialogue on 'the will to power', raising some issues
about the intent and possible effect of these depictions of violence.
In Chapter four, this discussion is continued in relation to his

Other issues concerning his style and it's use of media imagery will

be considered.
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GHAPTER I

LEON GOLUBS CONFRONTATION WITH ABSTRACT EXPRESSIONISM,
ASSERTING THE NECESSITY OF A SOCIAL, HISTORICAL

APPROACH TO ART A¥D IT'S POSITION IN SOCIETY
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The concerns of Leon Golub cannot be confronted without

first understanding the conflict of ideologies and class intrests

within Modernism since it's begining in this century. The word
confronted has not been used casually here. Often, Golubs work

is agzessive in dealing with these issues and therefore has to

be considered in a consciously critical frame of mind. In Golubs case,
these kinds of concerns have evolved a2s a reaction to the treatment
of art ( particularly post - war American art ) as a disintrested
activity, unrelated to the social and historical considerations

in which it is situated. Golub is engaged with this continuing

debzte and surrounded by the ideas of critics who often seek to
illustrate correspondences between their discourses and his art.

His art clearly mediates ideological concerns as a primary, self-

IEZE2R 0N

conscious endeavour. His role as a political artist is, therefore

situated within a complex proliferation of ideological analysis

of the role of art in society.

As an American painter, his position is varticularly
relevant in relation to the criticism of formalism as a utopilan
progressive ideclogy associated with the chianzing identity of
post - war America and it's foreign expansion, the relationship
between American cold war politics and nost-war art in New York,
of this kind of criticism which has forced new perspectives
on abstract art. Basically he questioned the Modernist discourse
of interpretation and analysis, resisting Modernist dognma, and
questioning ideas such as autonomy, creative freedom and individualism

which were prominent in accounts of Abstract Expressionism. His
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persvective differs from that of critics such as Greenberg, placing




al, oredominantly middleclass sevtinz. The

ibly critical of American attitudes,
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S them celebrated in the art he adnires, even
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L5 U0 sucstract from it's Mumanivy as ari".

The intention of Modernist ideas ( as for example in the writings

Of Greenberg who heloed to express them) throuch exsosure to such

nosvile criticism, have been broucht 1nvo quesvion and reinternreted
12 the 1ight of current intrests. This has contributed to a decline

. g e 0
s LliCE viie SIX(ies.

IT has also allowed for a More symnat T

yupathetic critical climate in which

U

Golud could reemerze as a nrominent

figure.

vas 1n fact born out of a revolutionary climate in %he American
Tv world of the thirties. Grouns like the John Reed Club and the
American Artists Corcress were the focus of the leeiibalios oht Alenr

M, was the strongest form of nolitica

12t such artists pursued in their efforts to extend the

meaning of art outside that of the dosinant classes. However, thi
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of chamging ideological and aesthetic positions. It was seen

to have become both ideologically and aesthetically redundant.

In it's insistance on a properly motivated political art,
dedicated to the plight of the proletariat, it was considered

to have failed to have established an adequate critique of
ideology or an effective aesthetic option for the dissatisfied
fmerican left, Consequently there occured a shift in left-

wing thinking that was to favour abstract art as an option, which
effectively declared the social realist tradition with it's

conventional descriptive and narrative painting to be obsolete,

A belief in the efficiency of art when used as
a means of engaging ideological issues was to be displaced
by the gathering momentum of Modernist ideas. Yet Greenberg

who was to forzulate the most coherent internretation of

Mocernist ideas, evolved his pvosition out of an earlier conflict

in Marxist thinking., This conflict between 3talinist and Trousieyiite

v
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positions, debated the most effective role for art and culture

uncer capitalism. The Stalini

1]
ct

position vlaced a greater emphzsis
on the effective vropaganda purpose of art, a position which

Tthe SocZal Realists adopted to a large extent. But as David and
Ceciic Shapiro remark of Greenberg

"His expression of the need of the avant-garde to create something
new in a sense quite dfferent from Platonic mimesis - and radically
different from anything that had existed before in American art -

can also by interpreted as a way of escaping from constraint,
2
as Trotsky advised."

His conclusion for art was therefore also an attempt to engage

the problems (as he understood them) for art and culture under

capitalism. So it was both a symptom of the exhaustion of the



social realist tradition and a direct attack on it. As David

and Cecile Shapiro point out

"Moreover although nowhere is American art of the I930s specifically
derogated, the essay in our view is a direct response to and attack
on the then schools of American art, particularly Social Realism,

and it is an attack which arises as much from political considerations

- = . . - . o ol 3
@s aesthetic ones, albeit, in this case the two are indesd one"

This refers to Greenbergs Avant - Garde and Kitsch

first published in I939 which provided a solution to the American

arvists faced with an impasse in the volitics of painting. As Greebgerg

nointed out himself, the American avant- arde started out as Trotskvsim
» b

S

in opposition to Stalinism, which was in effect an atitack also on the

Social Realists,But while these "political considerations" were to
occupy Greenberg for a time, the Trotskite interpretation of artistic
freedom was to lead on %o a very different idea of "Art for arts sake'.

As an escape from this " ideological confusion" and the pronogandizing

il

in art that devalued it's quality as art, Greenberg offered a solution
L

in the form of the modernist avant-garde. This transition from a
»E Trotskite position to that of the avant - garde was a move away from
overtly political concerns to purely artistic concerns. His new emphasis
on the autonomy of art which became firmly entrenched in the I950sand
I960s departed from the ideas of Brecht, Benjamin and Tukas whose
ideas featured in the conflicts of the I930s. Trying to establish

the role art plays in oroduction in sociely as a necessary way of
understanding it's correspording role in class society was central
to the thrust of their ideas. The idea of 'Art for arts sake' derives

from the opposit pole of aesthetic evaluation, developing through

Roger Fry and Clive Bell, and even traced back to Kant in Greenberg!'s

EREREE




writing. This tradition represents art as an innocent dissinterested
activity, the expression of an absolute, placing it beyond it's
historical conditions. A position directly contrary to a social

historical interpretation of art and it's relation to society.

Expression, and formal concerns came to be the orimary
interest of both art and criticism, the causal conditions of art
being confined to those of art itself. Thus the necessity of reference
or illustration of content became immaterial and the critical
endeavour of the avant - garde became introverted : To quote Greenberg
"Each art had to determine through the operations peculiar to itself,
the effect peculiar and exclusive to itself" >
In order to preserve the integriiy of art Greenberg saw this as a
necessary measure, withdrawing from both bourgeois and anti-bourgeois
polities. This conclusion was offered as a respolse to the position

of art in society as Greenberg understood it, threatened by a consumer

society, the decay and corruption of culture. He offered then, a new

5

consciousness of history, an historical criticism explaining the
moZern development of the arts as a progressive evolution towards

self definition, establishing each art's own area of competence through
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neculiar to the nature of it's medium. This is the

10

exercising of Kantian self - criticism he explains as the rational

Justification of the activity of art. The success of this self -

criticism in justifying the 'autonomy' of art, necessary to his explanation
of modern art, was the success of a particular way of regarding art.
I1lusion, r;presentation, and narrative, previously regarded as

qualities which were related to the cognitive value of art, were now

represented as negative qualities which only served to conceal art.

The proper and only true factors pertinent to the irterpretation

of art, according to Greenberg,were formal concerns. In gaining

autonomy art had to divest itself of representational, literary

Ri&RiRE
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concerns, This placed severe restrictions on the cognitive canacity
of both art and criticism, claiming the necessity for art to detach
itself from direct social concermz. This rejection of reference an
any engagement of ideclogical issues was an important aspect of

mocernist criticism in securing the integrity of art.

The critical point of debate in relation to this
disintrested art is whether such an approach to art can survive in
respect to American imperial power and it's vast communications and

u_ ¥
technological networks. Golub asserts the inadequacy of such z Utopian
e U . : 3 : e
1ceology prefering instead to base general theory on social historical

e 7 ; ; : :
situations. His own venture emphasises instead the necessary
1deological nature of art and criticism seeing art as a form of
oroductior intrinsic to man's identity as a social being. Thus it is
inevitable that he would criticise the activities of post-wvar American

o

: ; Sk ol i 8.
art and criticism as an "intellectual know - nothingness" ignorant

(=0

of it's imnlications and use in a technologzical society where innocence

is no guarantee of security. In withdrawing from engaging oolitical

(1]e]
‘g

issues, emphasising autonomy and art for art's seize, it woulc seer

that the 'purity' of art nreserved it frox the corruption of prooaganda.

However, as Golub points out

ct

"We can indeed hone that if art hitches a ride on technologzy, tha
technology itself will prove to be as innoscent and non-mzlevolent as
the artists claim"
It was ironic that abstract expressionism, intended as an apolitical
art and a way to restore "freedom" to art, should be thwarted in it's
intentions by the interference of the C.I A. It's representation in
internztional exhibitions as part of official policy, transformed
the possibilities of it's original intention. It corresponded instead

to the new American sense of identity, pervetrated through the rhetoric

of the Cold War. Despite it's own critical conscivusness, the project
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and intentions of the Abstract Expressionists was abused, manipulated

and misrepresented by the Government for it's own purnoses. Many of

the Abstract Expressionists defined thexselves and their art as

hostile to the establishment in America and yet it's significence, by
Virtue of it's official representation, inserted it into the project of
the new American world culture, which acted both socially and economically

as a kind of cultural and political imperialism. Abstract Expressionism

can be seen to have been adopted into the thrust of America's capitalist
mission of redemption for the world. The belief in the American dream
was also transfered in perception as the utovian destiny of the world,

a Utopian dream that Golub associated with the oroject of Modernist
disirterestedess in art. In response o Barbra Rose's article

The Polities of Art Part IT Jan 1969 he wrote "Utopian ideologies

wont go. The politics of utopia wont go either.®

"Those arts that began with the modernist dreams of humen freedom may

10
Tind they serve technological masters and the American empire,"

This interpretation of post-war American art is shared

by Kozloff in his essay American painting during the Cold War showing

how the aloofness of the dominant art during the Cold War from ideological
and political engagement facilitated it's aporonriation as an object
compatible with American imperialist assertions. This conflict, un-
chalanged by the dominant art, saw the avant - garde,assuming itself

©o be in conflict with it's context in society, involved in a dichotomy
between the awarness of social concerns and the ourity of "art for

art's sake". It is that dichotoay that undermines the untouchable

purity once ascribed to the achievements of post - war art in America.

The point of opposition between the two approaches

to art is between the revelation of the intrests behind visual Trepresentation

and a belief in the integrity of "art for art's sake", the autonomy
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and 'purity' of art:ian opposition between the value of a disinterested

art and the necessity of social and political considerations.II For
Grcenberg art became a kind of anarchistic struggle for indivigdual freedon,
an activity not do be restricted by ideas, particularly "reasons of state"
but to concern itself only with itself. In the words of Rosenberg in

fis essay American Action Painters, artists

RdecidedtoRna bt st o paint, the gesture on the canvas

Was a gesture of liberation from Value - political, aesthetic,

moral .M I2

However, an artist like Golub asserts that the activity of making art
carnot be divorced from social and political considerations. In

it, the artist fails to come to terms with it, and this "atopian”

venture, ( the term Golub uses ) fails to come to terms with the conditions
of it's creation which negate and even nervert the possibility of
redemption through gesture. The argument for the disinterested nature of
the aesthetic experience can be seen in Fry's assertion that,

"in objects created to arouse the aesthetic feeling we have an added
consciousness of purnose on the vart of the creator, thet he made it

on ou

]

Dose not to be used but to be regarded and enjoyed, and that this

I3

feeling is characteristic of the aesthetic judgment prover."
This, however, fails to acknowvledge the use - value of the disintrested
art object, and in particular it's adoption in Golub's estimation ard

others e.g. Kozloff, by the agencies of American imperizlism. It is to

this social and political reality that Golub addresses his art.

He denies the disinterested gesture of the imagination
as an activity that transcends the realities of nortal external reality
restoring an aspect of existance essential to the Life of man. An

activity that would restore freedom to the distorted nature of existance,
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The theoretical discourse he locates his art in is agressively social
and historical seeing art as a representation of reality, of ideological
and political intent. The social context of art as onposed to "Art for
art's sake" is the primary concern. Thus the former boundaries of the
disciplines of art, it's history and criticism are brought into question
and expanded. This results in a redirection of the concerns and

nature of the discourse that constitutes the history and criticism of

art. Golub brings a social historical method of interpretation to bear

on art and criticism. Fis representation therefore of the effectivmess

of Modernist art conflicts with the ideas and intentions of those

Qg

engaged with Modernist ideas. He presenis a differe if not

ct
=

1

contradictory image of that art. whis is the contradiction and conflict
of interpretation, the result of differences in philosophies of art and
ideology. & conflict that can discredit vrevious perceptions of art

and methods of interpretation. Golub moves away from the purely sensory,

. O

Probing instead towards it's meaning towards the hidden overations

Placing an emphasis on social and political considerations
is rot however at the expense of materials and technique, because he
establishes a communion between the meaning and it's sensory avpearance.
So despite the emphasis on meaning and the vrooclems of realism, his art
is never removed from it's sensory bzse. Yet there is no affinity with
the ideas of Abstract expressionism,of gesture as an expression of the
imaginitive Life. While that art sought through a discovery of self-
knovledge in the activity of painting on canvas, a way of restoring
freedom to society, Golub chooses instead a discovery of self - knowledge
in the activity of social criticism. While his earlier work has been
considered as a form of Expressionism, and his current work has a ray

expressive surface; he has often divorced himself from what he calls the

"devish principle - that the prime elemental resources within the
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psyche have intense pictorial equivalents (or can even be tapoed )"

His insistance on the social and historical intervretation of art,

the necessity of objectivity and political confrontation objects to any

ideas of subjectivity or idealism, particularly that of post - war art

in America. He relates +o modernist criticality in respect to his
resistance to society though he seeks to infuse this with a new
criticality through his peculiar realism that overates on the opposite
vole to the aesthetics of form and Greenberg's defirition of "Art for arts
Sake". His aesthetic is oppositional even in it's ugliness and scraped

raw surfzce.

Though exploring a subjective experience of the world, :t is

oresented in a self - conscious was 2s a brutal and raw criticism of

social and political rezlity. The subjective experience is objectified
e ot & J

B o 4
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as the collective experience of society torn by the violence of domination

and conflicts of pover.

Essentially this is an approach io art as visual ideoloc
o Py

ard the =motivation behind his insistance on a volitical zrt is that art

;\:

can have some political effect. The potential of art as a force in the
conflict of social end political irtrests is a constant subject of debate.
And Golub as a 'socizl activist painter' ( Kuspit's phrase) works with
the conviction that art, to soze extent has the potential to effect chans

nge

because the politics of art and culture are inseperable from the momertum

t_.

of social and political change. L Apart from what he says of his own art,
this can be seen in his criticism of DOST - war art in America. When art
presumed itself to have comnlete autonomy the aporopriation by the state
of that art for the purpose of promoting it's own intrests demonstrates
that art can have imnlications outside those of purely aesthetic concerns.

In drawing attention to this kind of struggle between the artist ang

the state and other conflicts relevant o the oroduction of art, the
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visual art's as language are unierstood to have great notential as
instruments of domination. So apart from an acknowledgment of the
exercise of taste in the creation of the art obiect, Golub draws
attention to it's 'use value'. This places an emphasis on the
processes of imagination and intention, the cognitive activity

that informs it's creation. So apart from formal concerns it raiseg
the issue of revresentation and commmnication and consequently

the ideclogical uses of art. As Bernard Smith points out in his

article Marx and Aesthetic Value Pt II

._..__I == I ...‘.__.I el e

"since all human oroductions posess the capacity to cozzunicate

symbolically they may all be used to serve the needs of ideologies.

Ideological vzlue is a special kind of use value,"

Golub in his insistance on the social and historicszl

L

ic production works with an awarness of this

™

special kind of use value'. This explains his zttention to the
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historical corditions in which post - war American art was produced

rather than zccepting it on it's own terms of 'Art for art's sake!'.
It is the conditions of artistic production affecting the kind of
art produced and the way in wvhich it can by produced that become
important. This revives some of the ideas of Brecht and Benjamin

that femtured in the essays of the 1930's the emphasis being on the
author as producer. The autonomy of the artist, his freedom of
individual creativity is denied by considering him to be working

in the service of certain class intrests. The artist is understood
as a producer worxking within a given social and historical situation.
The conditions of production, the institutions of art, the media etc.

must be considered by the artist. Technological and institutional

conditions which act as constraints and distortions of the artists

i -
1@

intentions become importart considerations in deter:zining the nature

of the work. Golub's reference to the malevolence of the technological
gi
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world shows this awarness of conditions of productiorn, vparticularly
& e A

the imuwense power of the media.

He situates his practice within the total social
Structure and within it's historical context. Rather than accepting
an atheoritical analyses of cultural institutions and cultural sroduction
he relates his work as an artist to the wider implications of
production and conflicts of intrest in society. Working with an
awvarness of these coniitions, he manipulates a wide variety of
artistic conventions and aspects of the technology of society as
given materials which he transforms and reconstruct for the mediztion
of his own ideas. His art then is formed in and reflects unon the
political anc ideological forms at work in society. In this way he

attempts to address himself to the responsibility of making art in
a society where power relations are abused and perverted. He sces
this as the single function of his art but he does not intend his
arc as propagancda, as a function of ideclogy. Thouch consciaus

of the ideological implications of his art, he is never the less

avare of the necessity of cuzlity in art. To quote Walter Benjemin

in the essay The Author as Producer

4

"le stated earlier that the correct nolitical tendency of a work

ircludes it's literary quality, because it includes it's Literary

Literary tendency can consist either of nrogress or of regression

in literary technigue". 1
The social realist tradition may have regressed in

it's techrnisue and critique of ideology. However Golub's realism

is not a return to the conventions of the social realist tradition.

Rather it is an attexot to revitalise soxe of those concerns and

“0 inject an awarness of the diversity of conditions of contemporary

artistic production into the criticality and problematic nature
of his peculiar realism.
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keep culture moving in the midst of ideological confusiom

awad violence," source Pollock zand After

5 - Greenberg: Modernist Painting  source liodern Art and Modernisnm:
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by Fred Orton and Charles Harrison . as a necessary aspect
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of the justificatiorn of Modernist ideas. Modernisz Criticigy Reoilian
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s effectively a means to insulate Modernism itself against
substantive critical and historical examination".
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Ibid
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Fred Orton
"The accelerating tendency of the forzer is to "ancover!

the intrests at work in visual representation. The

ck

endency
of the latter is to uphold the value of aesthetic experience

and production precicely because they are seen as disintrested"

o

Harold Rosenberg - American Action Painters source

e e e e e e e e e e e o e e

Roger Fry = An Essay in Aesthetics

Leon Golub - £ Critioue of Absiract Expressionisam 1954

source Kuspits Leon Golub - Existential Activist Painter

Quote from Golub., Interview with Jearne Siegel

"Everybody knows art dont change society, but that's too easy
a way to put it. Artists are part of the information process.
If artists only make cubes, then what the world knows of art
will be cubes. If there are artists doing other subject
matters including Interrogations, these start to enter into
differential dialogues regarding the nature of art angd cir-

cuastance. It may not changce the world, bt the contexts
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and opcrations of art shift. Art becomes part of

"

context of experience in unexpected ways

I6 - Bernard Smith - Marx and festhetic Valug_g*. 1T
107/ - Walter Benjamin - The Author as Producer
source Modern Art and Modernism

E1REREERE

\
n 1

A
.

ERRNNER



~

———

IT

PTER

£Hk
o

1S

.v 1
.
=1
=
FooA
o (R
) =1
(] J
O
£ -1
i «Q
< =]
=3
€8] H
=2
| 1 w\m.
| <
=t il
w =]
w
(o 1=
— 3
- ity
(=4 3
o b
b B |
B “
[y n..‘, !
(€3) - _q
=t |
= I
(i !
s
<N
wm
(]
i
=
=
- H
m !
=3 [
-1
(@) [z
(@] O

1 i |

EERERE



H‘ \A R
[ “w Il Il

24

Despite Golub's criticism of Molernist ideas and zbstract art
the impact of Modernism and it's relevence to current art practice
is evident even in his own art. The modernist critique esiablished in
the Late nineteenth century undermined the academic standard by clearly
distingaishing between representation and resemblerce. And this can
be seen as central to Golub's own peculiar mimeses. 3o, rather than
a return to the descriptive narrative aesthetic of social realism

®lub's realism is of a different kind, constituted on the basis of

critical ideas established by modernism. It was modernism in varticular

—t

Jhich shifted the integrity of art from that of a naturalistic canon
to that of it's value in being art. This cevelonment underlies Golub's
paintings where the representationzl content is not purely imitative.
he wicture irstead cdevelons ii's own dialogue in a peculilarly modern

£

vay. Klossowski, an artist who writes extensively about art and the

havure of his work, is particularly intresting in his explaination
on the nature of the peculiar dizlogue of the art work. His drawings

and paintings which are laden with exprzssive silent gestures evoke
the illustrations of the Petit Journals of the late nineteerth or
early Tiwrentieth century. Though his art is often ob scure, his

rhilosovhical essays and writings about art are 1ucid and informative.

'
0

ea of the "anatomy of the picture" i.e. the nature of the nicterial
dislogcue is relevant here,

"The pure and simple destruction of the stereotype in vainting at

the beginning of the present century announces the rejection of the
avative (and hence exercising) role of the simulacrum and the
abandonment of the "subject". The picture ceases to be a simulacrum

1o become a thing in itself". L
Greenberg among others amplified this critique into

the idea of the =utoromy of art, an emphasis which was to exclude any

mimetic or narrative elements within painting. Contrary to this a-oroach

(&8
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lies in it's clain to cognitive significanc

e - : : by
The thrust of Golub's realisn apart from it's aesthetic value is in

1+ 1 e 4 . . L. A e o
1t's clain to a specific relationshin to social realities, to knowledge

=

anc conflicts of ideas vhich had bocome obscured from “he reelm of the

aesvnetic with it's disinterested judgement and restriction fo formal

concerns. 3Bul in insisting on the cognitive velue of art ithe charactzr

i. Golub, however, nursues significait

D

ol artistic discourse carn be degrade

ct

content through a transforaation of the conventions of vainting tha

o

secures the integrity of his art. The style he develons is both sensious

] 1~ A h R S s e ORI L aea] S =) S 3 S o
and ugly, out his aesthetic of ugliness is a complicated and carefully

ornt of political ogitation,

is brutal z2nd uncomprinising

2]

consistently pursued

art has been to demystify the operation of nower in society. Vet

e 3 L <+ = S hg
litical ccncerns his art is not mere propazanda, He

c

A =~ o -~ s - ar - ! - = £ o ~ - - - -~

as those of Hoger Fry and his "new indifference to represerntaiion

underly the transformation of realism seen in Golub's pzintinz. The
~ S N E I e s e I~ e L R e b P e (s o B £ ot e A S £ 1 T

necessity of Modernisi knowledge to the currcnt nractice of a realist

in the introsuction to the book Meodernisa, Criticisnm,

art as nolnt

Realism, is that

[oN
()

1
ali

"Rezlism is not a matter of corresgon e, Oor e€ven of conveniions

: int a ist ti 7 avs been correct.
of correspondance. On this point Modernist theory nas alwars been co ©

T+ ig a matter cf how, on wnat basi: ne soes about the onrocess of criticism
navic L4 T Sk 53 :

and correction of any

folub finds in his art a means of dialecticising what are for him

the usefull aspects of Modernist theory vith the practice of a contemporary
~oliticized reslism. The ingights that realised the necessity of an

E



d the redundant formula of the social

anc

Live realist practice

alternat
realist tradition are brought to bear in his art.
Because art is a process of represerntation it's value

not in it's reference to the real world but in the way conventions

as representation.

representation are remorked and recreated. Golub's critical awvarness
given form in his use of conventions and styles, a process which
the imitative

is

demonstrates his reflection on the nature of realisn
His realism therefore is of an entirely different nature to
stereotypes, the descriptive realism of the social realist tradition.

an object in itself is no longer a mirror of the world,

The nicture as
is not so much concerned with the nude in his earlier work or
interrogations in his
to The scenes depicted
icted are

Golub
2 "true to life" depiction of mercenaries and
It is his own ideas in relation
primary subject. To this end, t subjects dep
inting itself, it's
He has

f the pai
the surface.

L e

current work

that is

the complex dialogue o
ignificanc
assinilation of it's

to other 2rt ard

§ through a comnlex
ized

tionshin
figurative vaintin
aditions (and in his later vork it's relation to traditions
g politiei

on

Transfor=ed

b

media imagery)into a blunt yet stirulatin

his

z
i
o)
1=

s nrocess unfolied froz
TAL@hEL S

»
&

¥
»

correctio

=]
(]

S

-

wEiEhEam

i3
O
o

This process of "criticisnm and

representation" which Golub develops is concerned
Because he sees style zs a represertation of reality
d conventions

analysis of style, B
synonymous to 'visual ideology'! he manipulates the styles an
of art as a critical exercise of an ideological kind. By treating the
of that

makes it's own statement ang has

style in a certain manner he transforms the 'visual ideology!
style and in this transformation his own: criticism is represented, His

work then is not mere propazanda, it
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it's own critical function. This reflects Nicholas Hajirnicolaons idea

of "eritical visuzl ideology". He makes the distinction in this way
"critical visual ideology implies that a works visual ideology exerts

& critical function in regard to other non - visual kinds of ideologies,
some elements of which are to be found in the work. Criticism is carried
out through the treatment of the works subjec‘t”.4

This is the process of criticism and correction of codes of representation
that replaces the descrintive rezlism of social realism. The social
realist tradition tended to be a kind of political allegory rather than
exerting a critical function. It also introduces the cialogue of the work
of art as the object presented to the viewer rather than the value of

the work being in relation to it's descristive function. The point about

Modernism introducing an awarness of "the process of criticism and correction

=t

Ol any representaiion" can be seen then to have variicular relevarce

ck

0 Golub's realist vractice. His intention to "make domination explicith

is realised in the process of reflection on stiles as forms of visual
iceolozy and thus the materizl that can be ranivulated and paradoxically

reused in order to exert his own critical thinking.

Thus in his npaintings the aclivity of style and representation
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as a cogrnitive activiiy engazingz the social experience of

Jd
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ck
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gh maninulation of the conventions of art. The stvle is the

languzce, the medium throuzgh which his ideological rezponses are

mediated and the social experience is given form. This necessarily involves
attributing ideas to pictorial style, ideas and interpretations of conventions

that can be reinteroreted and recreated. Through the reworking of those

conventions a new critical statement is given form. Golub's Gigantomachies

—— e e e e

in particular, reflects on classical art and it underlies the realisam
of his current work. The meaning he attributes to particular styles,

such as the classical concept of identity is used to create his own
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ideas through involvement with those styles and itheir particular significance.
(This point is exolored at length in the following chapter in relation

to the Gigantomachies series. In Gigantozachies his paradoxical use of

the ciassical ideal as articulated in the perfection of classical form

is an approoriation of that knowledge and a transformation of it into

2 new statemest of contemporary aniiidealism). In this way his manipulation
of the style, in the devittion of the figures, the surface quality,

gesture etc. is a critical activity that is intended as both aesthetically
and ideologically engaging. It is concerned with style as representation,

as interoretation of the real rather than an indulzence in self expression.

(=

In this way it is a self consciously social activity reflecting on the

ideological forams at work in society.

Tolub irmovates in this way using traiitional and contemporary
forms to make his point. Donald Kuspit anz2lyses his art ir this respect.
Fe unravels Golub's use of aesthetic conventions such as the genre
of ristory painting and places him in relation to classical art in order
to discover the purpose behind the way in which he has reconsirucied and
maninulated particular coies of representation. It is throuzh this process

1

in (particulerly in Zis pre "activist" work) that the meaning

o
Qs
I-

romn what is actually depicted or obvious in the picture,

the significance of his manipulation of different cognitive materizls

i.e. aesthetic conventions and forns of representation from diverse

sources e.g. classical antiquity and media imagery, is the newaning embedded
in the surface of the nicture. This meaning is revealed through a critical
reading and through the surface rather than the painting illustrating

the idea. Such a criticism would ignore his carefull mediation of the
ideas, a calculated and meticulous process which demonstrates how

meaning and social structure and processcs are not simply reflected
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in art in a pascive way. As Janet Wolff points out

"Ideology is not exvressed in it's pure form in the work the latter acting

28 a passive carrier. Rather the work of art itself re-works that ideology

in aesthetice form in accordance with the rules and conventions of

h ; 5
contemporary artistic oroduction",

So,his depictions of classical figures in combat,

Bercenaries etc. can be said to resemble peovle with particular expressions

and features, but this must be unraveled further to understand their

specific avpeararce in his paintings. To undsrstand what they ‘reeiesent

is to search for their critical function and cognitive content, a

subject on which Colub is always articulate. Their complex logic is vividly

explained oy Golub in any interviews or writings of his own, and it is

apparent that his nrocess and method is a very conscicus (rather

ct

han
Intuitive) manipulation of ideas and theories iz visual form.

s approach to makin

i i £ing a picture is primarily about significarce,
Juestions of degrse of resemnblance are neither rnecessary nor sufficient
f 1.

)

Or nis pairntin

1§

0

S representational content, though details such asg

facial exvpression are imvortart to the narrative of The icea. So

the srimary object of this realism, the hidien object, is his continuing

dialozue on the abuse of power. The features of ihe Dicture, even the

Tawmess of it's surface are explaired and accounted for by Golub in

terms of these ideas about pover conflict. Every aspect of the nainting,

the image, style, the surface etc. is deternined by and and has it's

genesis in the idea. This is obvious from his ability to articulate the

very complex concepts and intrests, the causal intellectual activity

that mediates between the objects and their representation. There is no

simple relationship between the scenes he paints and the way in which

he paints them. His realisa is a very conscious engagement of existing

forms of representation and in his later work, the implications of
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photocraphy for a political art. In an interview with Maithew Baigell
he said

"There is a necessary ambiguity in my work beiweer direct intention
(to meke domination explicit) and the complexity of events and
"modernisth knowledge which blocks straight forward one - to - one

explanation. Accessibility has to be built on critical assesments

: , SedS)
of the make up of <he contenporary world"

The causal relations, i.e. the cognitive activitly that iaforms
Golub's barbaric realism is the substance of his art rather than any
resexzblance to the scenes devnicted. This is his intrest in +he forces

operating in societr, the agents and agencies of power. It is not only
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“epicls, it's the vsychology of nover in society



FOOTNOTES TO CHAPTER II

I - Klossowski by Klossowski Flash Art I07 May I982

2 = "With the new indifference to representation we have

become much less intrested in skill and not at a2l

intrested in knowledge",

Roger Fry 'Art and Life! I917
3 = Fred Orton ard Charles Harrison

Introduction (p. xix) to Modernisz. Criticism. Realiss:

Alternative contexts for Art,
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art History azd Class Struggle

5 . Janet Wolff The Social Prosuction of Art  Cpt (Art & Ideclogzy)
© = The Mercemaries: an irterview with Leon Golub:
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CHAPTER III
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HATURE OF GOLUB!'S AESTHETIC QOF AGGRESSION
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Roland Barthes account of realism is
"Thus realism consists not in copying cthe real but in copying a
(devicted) copy.........Through secondery mimesis (realism)

conies what is already a copy"

society

o
5
o
e
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3

In Golub's narrative of the overations of p

primary depiction of power, an already depicted cooy of the reil,

o

is available ir classical art. In hi
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____________ series, the »rocess
of criticigm of an existing code of representation as z means of
asserting a new idea can be seen in relztion to classical batile

art. This idealised conflict is demystified in Golub's interpretation
of power, and the classical conflict is recreated as a convemnorary

1nage of a frazmented dehumanisesd sociely, The classical autonoxy

ard harmony is stripved to it's aratomy, erofed even

of the classical which remains, is ugly and repulsive, communicaiing
in it's unoleasantness the tormented wiew of society which Golub insists
on.

The classical concept of man, idealised ar

(SN

autoromous,

classical idezl, articulated in the perfection of classical forn

1

ar approonriation of that knowledge and a transformation o

I
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a nev statement of contennorary antiidealism, In classical art a vivid
definition of man emerges, integrated with his world and sure of his

=
ch

dentity. It is not a renresentation of individuals, instead the

figures are absorbed into the ideality of art, and the idealism

o

f art articulates an ideal of man. The Vificrcss of the art makes

clear the confidence of the society. Golub is drawm to that confidence

as a means of expressing contemporary unease. His aporopriation of the
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classical view raises the question of modern man's understanding of
himself in a world where the ideal is never as obvious as it appears
in classical art. But Gigantomachies are not a revival of.the classical
sense of identity. It's his peculiar process of using existing
Tepresentations to make a point of contemporary significance. He

makes and then destroys the classical ideal, allowing it to rot and
disirtegrate into the empiy space of the canvas. The herocic classical

man disintegrates into the contemporary image of fr gmentavion and

pa

conflict. The ideal of the classical is fransformed in this collision
with Golub's ideas, and the classical hero who transends history and

ol
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ed
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€xpresses himself as a universal perfection is defiled and demysti
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beauly and perfection and injected into the CCnILEemDOrary
5 J

his attitude to the classical expression of an ideal, 2
verfect expression of a perfect societiy is essentially the same attitude

Golub takes to absiract art. The abuse he directs at the nhove of abstract

painvers who interded the gesture and expression of paint as a mzans of
expressing the freedom ant is aggressively applied %o

the anatomy of classical men. The desiruttion of the classical is a

e ks Eoak 2

estruction of the ideal it embodics, a parallel to the "atopian iZeology"

ith abstraction. His dissatis

ct
B
ct
)
(¢
u
w0
Q
Q
[
1)
&
@
0
[
't

Taction with both classical
art and abstract art as images that transcend history ig apparenc vhen

in his para®oxical use of classical fora., The sublize that is aspired to
in art is denied in Golub's technique, and with it any hone of transcendance

Cealism that

(‘/.

What begins to emerge is the 'critical realism! rather then i
his art is intended to be. Man as an historical being, with an indefinite
identity emerges through the defilment of the classical image and it
confident ijealised projection of identity. The figures in Golub's

paintings are aQuerd rejections of the sublime, emptied of any possibility



of classical zan an? leaves a travnsparent skin that scarcely conceelks

the entrails. This is an aggressive, even bratal process of dexythologising
the classical idealisation that reduces it to his own oercepvior of man

as an existential physical machine driven by elemental reeds and a cesire
for vower ard domination.

This realism that reveals in a brutal way Golub's idea of

5

notern man is wkhat he calls '"barbaric realism'. 4 reslisn

10

erticularly

harsh in it's rejection of any possible ideal, and an aggressive way of

forcing a reconsiderztion of the identity of modern man in relation to

<L 1 ~ -

tne cesire for power. He forces reflection on our own sense of ideatity
by deconstructing the classical myths and identity nushing into our soace

man With extireze limitatiorns. It i
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Society, Perhans he was initially attrzcied to the classical ideal bui the
inal statenent seems a rather pessimistic statement about humanity. The
classical ifeality of forz is ververted and :his creates a space for Golub's
<] 8 L e

ures have No real identit

in a endless siruggle where no sile seeus to have a cause or —urncse.

of cornllict., Lawrence Alloway remzrks that

H
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"There is a basic siiilarity between the hunte: shie hunted, the ar ed

and the unarmed, the Lapith and the centaur the giart and the God. It is

e

a non-consolatory and naturalistiic view of life, not the basis for traditional

3

heroics”,

Golub uncerstands the rature of contemnorary zan as beirg
awvare of but devoid of the heroic aspirations of the Classical. This is the

istential interpretation of man that seems to emerge strongly in
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security of a universal sienificance that the classical nosessed.,

The activity has none of the mychic context of the Pergamon relief from

which it is derived. And conseguently any system of belief

would place the struggle in context giving it some kind of significance
%

Or reason is absent. ™ The classical imace of wan is Zemythologised

of a meaningless struggle. In an unpublished essay on Gigantomachies

‘ written by Golub he stated that the
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¢ classical image of it's mythic context
1s o show a 'realistic! image of contemporary existential reasoning,

T a cemycholozised technologicsl society. His focus on

o

vower, domiration, corruption, hostility"
gualities in man and depicts the modern

manity. The
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ehumanised figures,

imal than they are vpotentially human, and
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estiruction., This image cf man is

Works Which evolved in the late

sixties, and the Gigantomichies are relevant
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or this reason to an
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urderstanding of his more overtly political work. In an interview

with Matthew Baigell he said of the Mercenaries series

"But in anot’er sense where they come from refers to how I arrive at

the subject and content. In that sense, they evolve from the izages
£ 3
of the 60's. The Gigantomachies of violence, combat

and survival, neither good guys nor bad guys but stressed situations!, 7

The earlier work then can be seen *o engage man's

generalised concepts of identity in relation to extreuze existential

struggle. But like the later work they also deal with the operations

: - =)
L B B W i
\



of power in society; the sirusgle intended not as a subjective world
apart from society tut as an internalisation of the social as
subjective. The gigantomachies are images of power in it's most
elemental expressions. Though not specific Lo any varticular event

or activity in society they dramatise what Donald Kuspit refers to as

"The will to nower," the term Fredrich Nietzsche uses.
& b

The will to power the Cegeneracy and chaos that Nietzsche
Sees as underlving and existirg ir tersion with the order and harmon

P . . . . . . 8
Ol the clasrical is made explicit in Golub's rape of classical form.

1s coniradiction of the classical is z confirzation if it's inherent

»

0,
=

: P =) i . . . n- 2 .
sorder, ard it's marifested as the orimary object of his barbaric

s

ealiisall, This confirmation of the chaos he seces implicit in classicism

is a pessimistic denial of the possibility of order, and of the capacity
seen in classical art for an attairment of order ang contrcl., His ficures
and chaotic siruszgle that has no hint of a conclusion. It's an imaz
regressién and cestructivness devoid of the nositive values articalated

ism.'Kussit refers 1o this removal of the "etrical limitationg?
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which cortains the destructivness of classicism as Colub's denial of

"Yet for Golub these limitations do not make pan beautiful, do not

/,S! really help him transcend his destructivness. They oly make him tragic",

u So it's a tragic image of society that he reveals in his
destruction of the classical form, emptying it of'it's classical calxm!

_ and amplifying it's irnherent destructivness. This image is projected as

a2 reflection of the corruntion of modern society, and of the will to

— power operating in every social activity.

by contrast, are vulrerable, dehumanised automatons, trapoed in a disordered



The nainting Thwarted (1953)'begun this ~rocess of

jor
[OF

eicdealising the classical, in this instance, the Belvedere Torso was
the source. The Belvedere Torso, already fragmented and incomplete in
it's present form is the riined state of the classical to which he is
aliracted. The vainting Thrarted articulates the fragmentation of the
idealised form, showirg the mangled state of the Belvedere torso as the

more valid image for contemporary society. The ruins of the Belvedere

torso corresvonds to his idea
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the ide
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1l and the heroic as >roken znd
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impossible in today's society, This i

1]
+
oR

e antiherocic and anti idealism of

m, which he also asserts in saying that "Utopian ideologzies

wont zol, But it's an asszriion which deni
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alternative, Tt defires man as totally desiructive,

“estruction which can be lirked o his ide=ii3

earlier works,
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cal explicitly with the destruction of

that became doninant
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n ¥pressed itself in the Folocaust. Xus-it arsies cha®

§E "his whole art is a rebell:on against the socizlly iwnosed

of
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Victinization, a rebellion using as one of it's met
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he monstrous vichmizers, and of the self victizizZers who are in their
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OwWn way unwitring victims - puppcts of history". o

(¢}
(=0
=
=
Q

But is is a reb using also a violent a=d cestructive metrod which

(&

In this sense it's a revenge on societ:

! asserts it's own violence as a means of taking over the violence it “enicts
» asserting it's own violerce as
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equal to that of the oporession it reveals. Rather than denying violerct
it seems he asserts his own statement in a violent manner which affirzs
The principal of 'the will to vower'. Nitzsche looked upon art as a way
of asseriing cdominance,

"And one employved festivals and arts for ro other purnose than to

feel oneself dominant to show oneself dominant: they are means for making

oneself feared.” I=

Golub's art seems to asssrt it's own dozinance in the violence of 1t
statement, asseriing verhaps as Kuspit suggests a Jewish rejection of
f victim., by assertiing a violence anc sirength equal to that

a2tion chazber

D

can be seen ir the context of Charnel EHouse and Evisc

25 that satisfy the victims of the Holocaust ir the

ugliness and violence it returns upon the world. Tnis is antithetical

by izpoverishing the classical, askes it pathstic, and disterts it until

it Decomes a violent ané ugly force.

As the Gigantonmachies series evolves of
A n . . . : : . n
demarture, the narrative of the will to oower" begins to assert itself.

It's diclogus on wiolence is effective because his paintings are alread;
a certain tyos of violent activity. There is no development is his art
fro~ this point on which devaris from the act of viclence as subject

matter. Rather,the work is organised in such an order as to produce a

certain tyve of narrative vrogression which is itself violently stimulaling,

The purpose of these paintirncs is to create their own narrative rather

than report on events in their real life time and place. By this strategy

j 5

the viewer is absorbed into the figures orgies of violence. This is nade

pos-ible by the isolation of "the will to power" as the foreground deveoig

f any background, the only significant desire or reality that exists

in the world devicted. His narrative then, offers a coherent and reductive



View of the world in which relations have been linited to vprecicely those

1 1
from which a cen tral coherence can be maie to anpear raturzlly and
1 D i 0 . & .

realistically' to em merge. The only nro.-ression of The narrative is

L 3 . : 3
vowards a violent act. The climax then or logical conclusion of any

of these scenes is the violence of the activity. This is the dehumanising

of his subjects, deprivirg them from a psychological persmective of any

human dignity. They are naked and exposed, caught in the moment of a

barbaric physical and psychological truth, "the will to oowver",

The elimination of any background is also crucial to his
treatment of violence. In denying e.g. the classical mythic context
of the narrative of violence he vroblematizes the very idea of violence
To see it as a subject in itself, comprehendable and easily isolated
The classical deniction of violence has 1t's context which makes sense
of the exterience of violence in reliefs like the Pergamon relief,

It car be related to a wide reality of non-violent experience and in

vhis way the violence can be isolated ang ndersvood, The pacifyins

DEWEr of thig mea nincfull context Zives relief to th vViolence by the

Though his intended effect to 'mzke domiration, explicit!

may have a moral vurpose about ity his technique in Cﬁvanuo“achﬂes

is overwhel mingly the manifestation of meaningless violent acts, In

these paintings it is not Dossible to isolate the violence as a moment

(=5

in a pictorial »lot development. It is the entire reality he depicts,

devoid of possibilities, and because it is devoid of any mythic context
=)
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it is also lacking of any pacifying power. There is no &
disorder and violence and becuase of the lack of narrative or myth that
might move us away from the continuity of the violence it becomes easier
to be absorbed into the violence rather than repulsed by it. There are

no supnlenentary or non-narrative details t:at might prevent us from

being arrested by what we see. It is questionable then whether the viewer
is forced to reject the violence or enter into a fascinated identification
with acts of violernce. "The question must be asked whether this melodrana
of violence is instructive in inducing a resistance to the seductive

pover ( the up front presentation) of the violent acts depicted or whether
it advocates "the will to power"? Ig the viewers prooer response in-
corporated into the scene as Leo Bersami shows it to be in Asyrian battle
art, or does Golub's battle art offer no corstructive criticism of

; 62 : o S A3 et e
Vviolence? 3 The later more specific depictions of violence wiich have

Q
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ined aggressors as instruments of a corrupt power bring an element
of control to his depictiion of power and violence. Then we might be

capable of looking for a reason, a wrong, and make a moral judgement.

fowever chis irtertion and nossibility is frazile in Gigantomachies

alnl

Tomachies series there is an azbiguity about

with The violerce rather than the criticism Golub intends. Psrhaps the
ambivalence is an alibi for over indulgence and complacency and for

an undisguised intoxication with'the will to power'. It's a possibility
that his simulation of the classical style is a celebration of'the will
to power' which Nitzsche describes as inherent in Classical art.

"From scenting out 'beautiful souls' 'golden means' and other
perfections in the Greeks, from admiring in them such things as their
repose in grandure, their ideals despositions, their sublime simplicity

~ from this sublime simplicity a naiserie allemande, when all is saigd
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ant done, I was vreserved by the psychologist in me. I saw the strongesv

intractable

(¢

instinct, the will to power, I saw them trembling at th

i
Torcer e, b

In his rape of the classical he idealises the violence inherent in it

and creates an image intoxicated by destruction. The grani scale can

=)

inspire .zwe in the spectator rather than revulsion and the antiaesthetic

ra R

fis style could be experienced as an estheticization of spectacle

o
-
)

which induces fascination with the violence rather than rejection.

There exists then a possibility that the viewer can en’sr into the violence

seduced in admiration of the aesthetic gqualities of the paint. It seduces

by the beauty of the daint though the ugliness of the image should result

A possibility in the face of any spectacle of nain &

147]

Freud suggests in Instincts and their Vicissitudes is a sadomasochistic

ct

enjoyment of that vpain. Golub in fact in his lat
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inages from sadomasochistic magasines iwith the
oreventing the viewers consenting consumption of such violence. However,

e vievers cue for 2 norn-mimetic response to the violerce of

C

Gigentomachies, that might block wovements of identification with the

technique is employed to frustrate an imitative
inpulce? The ugliness of the style is a fragile tec:
egually result in an intersificatior of ihe violence and sin~ly contribute
to an easier movement of identification. Kuspit, interpreted it as

"It signals the impossibility of self- realisatior within modernisz

reducing itself to the vprimitive

16

will to power necessary for elemental
survival".
This makes one guestion the social intent of this art, if not Kuspit's
peculiar representation of it.Freud also orovoses that the vleasure
of sadism functions as a phenomenon of sympathetic orojection. The

sadists enjoyment of the suffering of others is that he projects himse] £
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into the suffering position of the cther. The value of ihe viewers ~rojection
into Golub's scenes (even in the later work) is oroblematic. The

assumotior of a negative responsc is central to the corstructive

effect of his art, an assumption of the viewers cavacity for moral

behaviour. Golub's implication of the viewer into the scene involves

& certain risk in that the viewer might take a pleasure in the scene

becoming absorbed and attached to the scene of violence and suffering
rather than alienated by it. That the viewer will have a humanre or
morally liberal response to the scene can be unéermined in the process of

implication, the vossibility of fasciration contributing to a mimetic

relationship to the violence depicted. Golub's imagzes are ambiguous,
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nen-projective, non- imitative

o0

varticipation in the spectacle of suitering and violence, Possibly his

immobilization of a violent event can invite a vleasurable identification

ct

with it's enactmen

If his depiction of violence is to have a positive effect

1t should serve to make ¢ifficult an acceptance of that violence. 3ut in
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who has soze rezl

point of view or at least some plausible case for us to consider, as Kusnit

"a classless society in which there are no irdividuals only warring zrouns! 7

There are no sides so who are we 1o commit ourselves ito and how are we to
werk out an alternative or suoerior course of zaction? What in fact is the
intended effect, when there is no real figure to identify with as victim
and consequently no call for responsible action, for symoathy or condemnation?

It  seems ore is not immediatly directed towards forming a judgement, a

Q
situation Kuspit refers to as 'a limbo of involvement. IoBut what is the

nature of t-ismlimbo of involvement?h

This"limbo of involvement"shows him in Nietzsche's termg cs

B ‘ 5 5 74
a 'tragic artist! accepting even having a preference for questionable
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3



and terrifying things". For Nitzsche such a preference is a symptom of

I
trength .... Pleasure in tragedy characterises strong ages and natures.

19

42}

It is the heoric spirit who says yes to themselves in tragic cruelty™.
Golub then paints a "Thetre of Cruelty"to use Arton Artauds term,

a spectacle of tempation which tempts the viewer to violence. Kuspit claims

by this
"does he realise the assertiveness through vhich the self integrates

. 2 . {es e 20
it's -disvarate parts, aquiring an elementary sense of significance®.

So his manifestation of violence, his anti-heoric images are a
kind of witness to self-discovery that Kuspit sees as of elementary
sigrificance, But it would seem that this "Theatre of cruelty"tends towards
a2n undermining of any kind or possibilty of equilibrium; It abuses any .
dignity or possibiliy of hove as a fraud. Tension is aroused and these
frusted Gigantomachies offer no possibilty of control. It's so intensely

violert as to be uncontainable,.an invitation to join in the "Theaire of

L

Cruelty" rather than a provocation to morzl consciousness. So as an art

that is intended to have a resvonsible socail role it's intention is

uncertain. It takes on the identity of a tyrannical formula which Kuspit

L

. . 1 H LG
secs as "an essential part of Golub's sense of the provocation of art" an

instrument in search of the "rauer reality" that science and institutional

o
instability have seeningly divested us of. !

e

But to discover the "rawer reality"and restore it
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provocation which seems intent on catalysing violence rather than deflating
it's pover. His corrosive and violent technique tends to contribute then
to the lack of cohesion rather than the possibility of greater control.

He uncovers the latent violence in society, the anti-heoric
image that is for him the contemporary "historic reality". But he does this
to such an extent as to eradicate any possible value that can be aspired to.

There is no desired alternative hinted at in the work and everything is

reduced to the pursuit of power. This seems like a horrible fascination
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with violence rather than a confemnation of it, so that his intention
in "GCigantomachies" to make dominaiion exolicit is difficult to

L

accept as an entirely constructive avproach to socizl criticism.

Peter Fuller's response to Golub's statement,
"These damn paintings getv uglier all the time, uglier in human tjpe,

signify the potential of certain attitudes and trnereby wern against

ther. However, the barbarity of his images is so overv as To

difficult any nossibility of transcendence and it is the only active
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sorl:. It refuses any pacifying influence, revealing the

the force certral to the nature of society in a
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nower. No positive emotion or reaction of grief is offered for the

ptify with. This can only be understood as a refusal of
any humanising diversion from the inhumanity depicted. Kus»it advocates

this as an "antidote" to the classical perspective. But this antidote

he suggests is problematic and not an obviously constructive influence.

The violence is overwhelming and does not offer transcendance of it's

cruelty, nor does it direct the viewer in a definite way towards forring

ement. S

o

a constructive morzl Jjud the pessiniswn and nihilism it contains

o

is never resolved and tends to block any orogression towards a more

o>
L

2bsurdity and violerce of the conflict and a futility presides that can

scarcely be unierstood as an antidote. His disbelief then

in the possibility of transcendance
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(the insufficeincy of "utopian ideologies") is difficalt to

sustain when nothing is offered in it's place except an acgressive
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assertion of dominance that seems to revel in t}
control., The primitive will to power could be intervpreted from
These images as necessary for survival rather than violence as an
irhuman activit;. This is a depressive, perhaps exagserated
conclusion which makes one doutt the humanity of his art and the
social role he intends for it. However, as Kuspit points out
"they extablish in us a kind of limbo of invclvement. Golub's

1

pictures exist in the no-mans-land between abstrzct theoretical
consciousness of the reality of violence, internal as well as external

and physical exverience of it's reality. They

bt

[oF

isrupt our speculative

24

awareness of violence and demand roral consciousness."

It is tme that Gigantomachies disrupt speculative avmreness of

ternpretation of the violent scene.

=)

violence, but it is not a2 morzl i
The images confront us with the 'raw-reality of power' implicating
the viewer in the strucgle and forcirg a recoznition of ourselves as
inseneratle from the struggle. 3ut the demand for moral consciousness
is ambiguous, an¢ »nrotlematic. It could evoke cur own asgressive and
enti-socizl tendencies ratner than a recognition of the fatility of

vl

violenrce.,
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¥OOTNOTES TO CHAPTER 3

Roland Barthes S/Z

translated Richard Miller. N.Y. Hill & Wang p.55 (I977)
Leon Golub letter in reply to 'Art & Pclitics Part II
by Barbara Rose. Artforum 7 no 7 (March I969)
"Wtopian ideoligies wont go. The politics of utooia
wont go either! "Those art's that began with the
modernist dream of human freedom mey find they serve
technological masters and the American empire".
Lawrence Alloway : Golub Retrosopeciive Exhibition of
Paintirgs from I94A7 - 73. MYuseum of Contemporary Art
Chicago.

This interoretation is exoressed by Joseph Dreiss in an

structures of the Hellenic cosmolo
In this sense he has cut the subject logse any mythic or
t it free floating in a universe
empty of larser franework of m=aning"

Ibid: Quoted fromn Golub's article "Gicantomachies" p 5.

Leon Golub - interview with John Hutchinson Circa Ko. 36

Sent / Oct I9387 p 30 - 35.
"ideologically I focus on what you mizht call 'evil' behaviour

power, Gomination, co rTupntion, hostility".

The Mercenaries: an interview with Leon Golub: Matthew Baigell

Arts Magasine Vo. 55 No. 9 May I98I p I69
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Any attemot to summarise Nictzsches ides of 'the will to
power' which is one of his key concents, will inevitably

be incomplete. In Nictzsches work, the will vo power is

the primary life source of which cexuality e.g. is only

one form of exoression. In the Greek games and in Classical
fora he saw a sublimated form of war. He believed that

Greek culture was built uvpon this combative instinct anc

+hat the sublime in classical art is a muted expression of
this instinct. Ee unerstood the will to power to be a

sublimated impulse in every kind of activity, that it is

the sole drive in man. Thus it would be sublimated in social

i“zologies, activities and art, an

even transcenGs morality.

ct
(o

It is the will of the ego to dominate, to increase in DOWET

and to overcome resistance. This is the chaos, the combative

instinct which he understood to underly and exist in tension
with the order and harmony of the classical
Donald Kus»nit : Leon Golub Existential / Activist Painters

Measuring the Imensurazble Past : Examples of Primitive

Dream Work' p.35
@ SR
101y BrE
Nietzsche "Twilicht of the Idols” The Anti-Christ

essay 'Cerman Foolishness."

Leo Bersami and Ulysse Dutoit - The Forms of Violence
Page 35. Narrative in Assyrian and Modern Culture.

Mand it does not seem far fetched to say that the lesson
is one of affectless violence — of that "non sexual sadism"

4 o . Sen
described in"Instincts and their Vicissitudes"which-we have

suggested, exoresses a fantasy of self displacing and

L A 4 f oy s n e
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There is an obvious transition in Golub's work from the
sixties, "Combat" pictures and the'Gigantomachies! inclading the
"Naphlan" pictures of I969 to the scventies Mactivigtn ones.
Beginning with the "Vietnam" series he initiated a siznificant change
in the subject matter together with a new technique based on photogravphic
Source material. The work that followed the "Mercenaries and Interrosations"

series of the late seventies and has genersted consicderable

el
<

interest in the art world because it touches on some significart issues
relating to the possibiliiies of vainting as a2 political statement for a

contemporary artist. In his use of mecia i conbined within the

N

consiruaction of the vainting Golub iries to resolve some of the

contraZictions for hinm as g political artist, using nainting, which is a

forz of image making entrenched within +he romantic, expressionist

tradition he seeks to opposes. He cultivates that opposition by continuing

JL 2

0 paint and at the same tine guestioning the relationsiip between this
current practice arnd with tradiiional values. This asnect of his later Work
vogether with it's direct corirontation of nolitical issues, is regarded

nificant achievement in vost-war American veintinz, His development

)
16)
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of a larre scale history pairting based on vhotogranhic scource materizl

i1s seen to have trarnscended the resirictions of both Mofernism and ihie traditions

f enezoin

oo

of social realism. EHe has developed a synthetic realism camable o

T3

the comnlexity of ifeas in current politicised art practice.

# For what Golub has done, based as his painting is on the

es of the photographic ressage is revlace that photosra-hic -

specificiti ] Z
u modernist - structuralist critique of the unities of corventioral descrinstive

painting, back into the narraiive smaces of the social realist tradition
—da_li-n g AL e —

creating a new and richly particularised juncture for the political in
e 1 1EW Y

it inen
contexporary painting
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This summarises the comvergence of ideas that is seen to be
resolved in the technigue of his media based images. The epergence of
structuralist analysis in the sixties and seventies introduced new
Critical ideas to the debates concerning art and cultural forms of
production ag ideological practices., This discourse of description and

analysis contributed to undermin

|-

ng the authority of Modernism but also

(m

L)

the integrity of the social realist trsdition, And its comiribution to

ct

the tyve of ar produced since the sixties which engages politica]l
concerns is significant, However a structuralist anzlysis can be

said to be hostile to painting, seeing it as perpetrating the "myth

o s ]2r'1 4 £ L . L : 32

01 self-exnression", The L¥pe of work "that zcted out the discourse of

reproduction without originals," (such zs That of Sherrie Levine)
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rnist notion of origin"” yas presented

by critics like Rosalind E. Kraus as the nost advanced art. Pzintin

™

ailed in assizilating the advances in
Ttheory, ang Journals such as October, which advanced this type of
criticism in America, contributed to the growth of ohotography as the

pPrimary medium through vhich artists engzged political concerns, The

social realist tradition and painvinz itself had even less attraction

politically motivated arvists, There is z contradiction then in
seeing Golubs paintings as compatilble vwith a structuralist crivique.

A struecturalist criticue moves away from the work of art as a place for

ct

he artists inner emotions. Its moves away from the idea
of the private world of the artist as the origin of the art work,

an approach which leaves evidence of the artists presence in the
expressionist brushstrokes on canvas, The idea of a unigue individual

-

expression is not only devalued but even redundant in a structuralist
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criticue. And yet Golub's canveses have a raw expressive pe einterly
surface, an expressive quality which would seem antithetical to a
étructuralist point of view,

In an interview with Jeanne Siegel He asserted the
difference between his own art and that of other artists dealing with

the media through photography. Thouzh he adonts a similar attitude to

the implications of the media in society and ass

®

rts also the necessity

of an art that reveals "the virtual palpable znd structural apnearance

3

of the use of force and violence in the mass world",” he nointed out

that, "I have a different take, a pretly damn ag-ressive one and on

; ty: 4
the other side of the media scale,?” He adoots a 1 "photographic-
nmocernist - structuralist " critique, but he reinterprets it through
the conventions and materials of painting in a way that is not

available To photogranhy. Rather than painting beautiful or self -

he deliberately vpursues the '"Wely' in & relztionshin

"« And rather than a unigue image from the mind of a
creative genius, he seeks to transform the fragmentary nature of media

imagery into the marrative swaces of his paintingzs. The "origin" of the

work of art is presented thus in a different light to traditional art
historical thinkins, His realms of encuiry and explanation exclude any
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the anti-painting, criticism which describes pzinting as pernetrating
"the myth of self-expression",that "the works surface thought of as
existing in relation to its "deoth" much the way that the exterior of
- . bt L i Ak 0 5 AL -] _;\"5
the human subject is thought to relate to his internal or true self,

In Golub's realism, the discourse of the pairiing is the

orimary object on view. It's literal pictorial dialogue consumes the
primar



actual scenes depicted making it necessary to consider the surface of

the painting an? the significance of its construction as much as our
implication within the scene..The surface then is not fully percieved

or understood in relation to its 'depth'. Golub's secondary mimesis

that reflects on previous styles and photographic source material

unfolds on the surface rather than exclusively in the denth of reference
to the actual scenes. His remove from those seenes creates a distance

from the subjects and leaves only reflections on previous representations.
The description and reporting of these interrcgations scenes reflects

on previous images already knovm and experienced in the media, His
& = v i

technique forms a pastiche of these sources vhich is

(=0

paintings and results in a readiny between different conies of reality.

Rather than refering directly to the referent i.e. the actual scenes

al

of interrogation etc. the paintinzs refer to other codes of reference,

For this rsason, the "secondary mimesis" that Barihes wrote of can
be seen in operation in Golub's paintines which combine ang transform

diverse codes at work in society. He uses the languzage of mediz

new media which is a2rgued to have made traditional paintin
So while Greenberg saw the practice of painting as beinec threatened by
the monorly of capitalism, z3vertising, mass reproduction and the

process of the media, the integration of painting and media imagery in
Golub's art might be scen as a compromise or’ intelliszent dialogue/

which preserves the specific prac painting while integrating it
with an attitude to and use of the information and process of the media.

The emergence of structuralist criticism highlighted also
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the attack on the social realist tradition es aesthetically and
cognitively inadequate, fziling to reveal the complexitiy of forces

in overation in society. With Golub the critical edge vo his synthetic
realism based on media imagery is its success in relation to the
depiction of the complexity of those forces and the corresponding

sophisticatior of its tre

2

tment in visual form. The inaces demand even
in their ugliness to be read in a consciously critical frame of mind.

Golub explained to Peter Fuller that he vas Trying to paint

"the virtual palpable and structural appearances of the use of force

and violence in the mass world", and Fuller remarked "For him this

was as much a matler of technigue as of ima:
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meiia and escheved any hint or irace of belle veinture."
So in addition to rejecting any notion of self expression,
his paintings point towards the forces and conflicts that determine

itics, labour, communicaticn, culture and education
e i L & iyl AL (i) - A : LY =
which represent the form in which the ideology of the ruling classes

st necessarily be realised.”

Golub's paintings of world leaders, !fercenaries and Interrogations

scenes are a kind of reportage on the operations of power as it is:
manifested through the individuel and society. He looks at the form
(the violence ) in which ideolozies are manifested and he reveals
those conflicts of nower and domination, the violence of his figures,
as ideologically motiveted acts. Thus his dialogue on the will to

power focuses on the concealed relations of power in society, the
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ideological structures (in Althussers sense) which determine social
relations (a point I will elaborate on later). This dialogue which is

¢stablished in Gigantomachies revolves more around the individual but

3

in the work of the seventies and eighties begimiing with the "Veitnam"
series his attention shifis to society and his social criticism with
its ideological interpretation of power and violence becomes more

obvious,

T

"ith the new work Golub makes explicit what is inpliecit
previously. A distinction is made between the aggressors and the victims,
those with power and arme and those without. Here instead of the seeningly
meaningless conflict of Gigentomachies,the injustice of violence is seen

in the contrast between American soldiers and Asian civilians, This brings

G VO i L Py
gzther both the

>
ct

13y

“Ten
2 5ean

s and agencies of power and their victims. is =&

W

r

result our attention is drawn to the consegusnces of violence as poosed
. Yite . . . - 4 . -
vo the continuity of Vviolence in Gigantomachies.'The confrontation

this forces upon the Anerican public in particular is in its revs=lation

of the injustices and corrubtion of American imperialism.

zore general tervs it refers to'the will to vower! operating in society
and it's structures, extending the cizlogue of Gicantomachiag int

a more direct social criticism. Lawrerce Alloway describes th'

19)]

as

a oel~ting like Baron Gros Napoleon in the Penthouse

"Golub, nicks up the detailed scenario of a picture like Baron Gros
Napolean in the Penchouse at Jaffe, in which realistic victims show by
contrast Napoleans FHeroism and compesure, but reverses the val ies.

The Assasirs are based on a view of American imperialism as vacant

of justice" 9
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This is Golub's "anti-history pvainting," the antithes of the
grand public art of History vpairting. Rether than an art which
represerts the desired image of the state Golub provides an
image of the way in which the public image of power conceils
the nature of it's real oprrations ani relations. His process
of demystifying the operations of pover, is directed ir this

1stance at the supposed opnosites of imstitutionalised Dover,

el

oy
D

=

merceraries etc. What becomes obvious is their necessary
Gependance upon the institutionalisztion of nower; they are
the perverted for of social and political relations as it
overates on the fringe of society. In their eetivities he
rarraves e relations of powsr in society and the contradictions
of it's z2ppeararce. In'Merceraries! and 'Interrogaticns' etc,

&

an encounter with the vidlent scene reguires of the viewer “hat

N5

ve reasses our understanding of the abuse of nower in soci
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I
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3

Sirecting our attentior o the oneration of sovernment

Politically justified violence is considerszd not to be

for injustices

5

unnecessary violence at gll and the term is used onls
that are denied political significance or are representcd as possessin
the wrong kind, On the otvher hand the milivary and the police, bescause
of their position in relation %o lhe state, are justified morally,

fore are not represented as undesirable organisations at all.
So violerce in the service of the holders of power can be represented

in a positive light. However, what Golub tries to expose is that the
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machinery of power 1s never neutral, rnot necessa ]

use of power but rather, can make excessive injustices in "the will

to power" over others. 'The will to power' beginnine: with the
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'"Vietram' series, is seer %o operate in society zt larce.

So with "Mercerz»iegh evc, he shovws that the order and

Structures of nower in America, can be seen as nart of the nechinery

fihy

of ovpression, anc¢ this is the hypocrisy of the American governnent

5

3 L 3 "owyr 3 - « 3. .
‘e denicts, (in "™ercenaries! etc.) the activities of American forces

[92]

i

3

! Scuth America, In this way he dramatises the point thzt there is

1o such thing as non-political positions where organisations ang
atiitudes adonted towards then are corncerned. He forces a ouestioring
of the rizht behaviour of American foreizn policies and military strength,
In this resnect, these images are not the neuiral violence of Gigantomachies:

By Crawving a connecction between the onpressors (unifor-s etc.) and <he

o

ifies a rsason behind the use of

"Thus we see thst

I

ready to be directed against any individual who resists iv; it works by
Uhe same methods and follows the same ourposes. The only real difference

v

th2i vhat nrevails is no lorzer the viclence of an indivicual
I0

"Far fror being mirdless, violence is usually the cutting ed
i
~d ideolo~ieg!
and ideologies!.

The social criticisz of his zrt becomes more apparent as he bezins to

AL5)

objectify in this way the more subjective dialogue of "Gigantomachies",

s fiL_»

In this process of objectifying his dialosue on power

ch:

he viewer into actuszl locations and conflictg
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like those in Africa. Rather thar the ambiguily an. cecontextualised violence

o P 1 o 4 T ; 5 A
of'Gigantomachies' this is an atiemnt o extend the possible readings

of the narrative, to gcive it a locaticr witiin a social and historical
context. Thus he moves away even further from the notion of artistic
auteurship froa the artist as the sole renository of meani- g in the work.

The structuralist eriicism of the 'origin' of the work of art, as in

the writing of Rosalind Krauss is uneasilvy op lied to Golub's paintinss

because he has develoned a kind of reperting

the exclusion of emotionzl involvement.

"I'm painting what I think of asa touzh reporiaze. I see mys:z1f as soze
e : : s I2
kird of reporter - which does not mean that eroticn doesn't have 2 place,™

The contradiction in seeinc his art as presenting a structural =
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of the operations of power in society is apparent again in this uneasy

his art as a form of reportage and it's obvious

)

1t his is particulzrly evident when contrasted

emotional involveme

with Kuspit's interpretation of it as "authentic exsressionism®,

1nn

Golub's activist pictures are not simply war plctures, but concern

the sadommsochisiic i:

—

teraction between alien

sadomasochistic moment I think, is inseperable from authentic expressionisnm,
i ; : i

wnlch is self tortured art at it's most dranmatic,m —-

This would seem to mystify the werk of the arvist, sceing it alseas an
expression of self toriture rather than nurely a to the

satonasochistiic relations between vpeowle in violent situations.

But despite the emovional content or power of the work he

doesnt give priorily to the humaristic over the political and

Any expressive painterly qualities or gruesome aspects of the work that
would give it a xind of expressionist aura are emploved to drovoke the
spectators response to their implicated nresence within the scenes to the

Lo
2

reality of power in it's demystified ugliness. To this end every asvect

Py

of the work is interded to contribute to the process of demystification,
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n canvas) is avoided in his technique. Anything that would
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Oclety is avoided. This is azain Golub's anti-idealism in refusing a
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View of the artist and his political agitation as a conflict between the

irdividual snA I et icl
1rdividual and society, a stance which would reveal the nature of the
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110 as a simple contradiction

the work with an idealised historicism which would nezate it's 'critiecal

effecuivity.
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Ihe social realist tradition with it's '"Humsnisn of the face! an? stereo—

and miseries, may have offered us recognition of our

irirzedon but not the knowledze of it's laws. The troublesoie ficitivaess

time picturing these comrlex relztions which

aag 2 a2y
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nromisinz realism which reveals the concealed relations that ideology operates
,E throuch. Thus he never gives the hiscoriecal image any 'futurist resonance!
Ue concertrates instead on narrativising the conseouences of onnressive vower,

+ ictims of irnstitutionalised violence and won exposing those power relations

> ' Trhough this may have been the same intention

le and explicit in the work begirning

o

in rGiga:tGﬁqch*es‘ it is more inutelliri

series. Fis Treatient of violence changed then from a very

ntive tecimique to a nore intelligidle social
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criticism of power relations.

The process of referencing emsloyed in these later naintings
works in a similar way to Gigantomachies. Again the dialorue is not self-
evicent, it does'nt work in a direct one to one correspondence. However,
he talks of objectifying the discourse of power in this work, and they
are more objective in that a difference is established between victims and

e e

ovpressors icdentifie
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, wWeapons, ®#thnic and racial

"Over the years I have tried to objectify the umature of my work an? these

)

o

3

1mages are intended to be as objective as possible. What does this mea

n 15

-

Objective refers to reality, to what is, ©o what occurs.

-

Sk

et his manipulation of existing cultural forms and particu

in This work a coxplex use of photozraphic references involves again a

e

ce

l"J
H
_(9
o
=)
i
=3
(6o
O
)
(0]
a
f-1
103]
=
P
09
3
M
I
3
[¢1)
n
(4]
3
purs
[
ot
l_l
®]
b=y
0]

corncezled latent content, a crit

scription conceals a sucmerged nlot.
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Instead of an obvious oprnosition io the scenes of violence, he plays on the

voyeuristic in our response to representations of violence. This ambiguous

tne relztions of power. The intention is To retain this uneasy relationship

betiween the viewer and the renresentaiion of violence cespite the ter

(S.F]
(D]
3
(@]
4
4

of the mscdiz and success wivhin the art world to diffuse and reverse the
snositional nature of images. So Gespite his intention To onjectify

Sk

in ‘he work he retains a certain ambiguity in the hope of vreserving the

; ; Bty ; e I :
This ambiguity is problematic in Gigantomachies, the viewer's
response and implication within the scene is not immediately directed towards

] 'y o oA o o
a judgement. A possible resolution of this question of intent which

. s o 11 '
John Bird aprlies to'Mercenaries and Interrogations



T
.
el
i
o
-
T
N
]|

1" b0
As narratives they nevertheless resist any venctency towards resolution
o JACELCY Towaro LUl or

simultaneously

4
Y e B O s
CGehysuify that ce

it
15

ebration by their svicificity: they are fundamertally
contradiciory
Yhile Gigant hi
il anvonachies was con i3 4 imiwhilsivawe b
contradictory in this way, the later work scems
.to C}"i e~ S 5 St ‘s . 4
allenrze more Airectly the viewers position as voyeur. It's specificity
arg o AR J .
“ +Tustration of a voyeurigtic response, despite it's contradieticns
] o niradiction
is 20Tre encagine +) i i 3
Te engaging than the frasile techniques employed in'Gigantomachies!?

%o challance our neuat i i
cuallarge our neuirality as passive corsumers of irages, Like

i

bl v

el-vomacales the same technigues apply so that we are unaole to esczne
fe irage. Nothing distracis froz the violence of the scene

viie abserce of perspeciival snace forces our gaze to shift from one

f"-.’"'\" SA e L) B P . s A y
~clUTe 1o another. However, unlike 'Zigantomachies' Golub introduces
£ —_—
as 1or exansle in Interrosations IT » & device similarly found in Manstis
et e U ) R T ACIISU
Q0l-mpia vherhy the 3 n i it I
T WRGIDY vneTe 1s an explicit acknowledgement of the presence of the

T sy = S S e
Girectly to the viewver, confronting and trrealning our behaviour as

consumers ol revresentations. This confrontation arises in the ambigzuit:

i PR T8 M i S ! ;
0 our imolication within the scene, an ambiguity which functions egually

in Manets 'Olym-ia' As T.J. Clark describes it
s AR S : i X SRR Sl Oy
at it contrives is stalemate, a kind of banlked invitation in which
o e s A SR T L s TR e
Lhe spectator 1s given no extaolished place for viewing and igenti fication,

nor offered the tokens of exclusion and yesistance. This is Gone moss

patently, I suppose by the woman's gaze'. L7

So the nleasure we mizht take in these scenes of viole ce
and T.e aesthetic of Golub's paintings is made provlematic and one discovers

il

instead an "inconsistant response where the spectator is offered neither

access nor exclusion." He sets up the relations of dominator/ﬁominated,
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fantisier /fantisied and frusirates the viewers role within these

|2

relations. This onerztes throuzh the blatant relationship ne establishes

within these scenes to previous forms of representation., Their noint
of rcference avart from images of violence in the media is in

reference to pornogravhic imagery and it's processes of objectfication

and voyeurism. He reprocuces the rhetoric of the body anéd viol

()

nce
found in sadomasachistic publication which are one of his sources.
£

But tiis intimacy, framing ang 'up front! presentation of violence

is contradicted in Golub's images frustrating and brin ing into question

ma

the viewers reaponse through those levices. Thus ke injects the question

of collaboratisn into the unmediated flow of media imagery, particularly
in respect to imazes of domination ard violence, making explicit their

ical oractices. He
confronts the viewer, unsettling them as consumers and speciators and
"Media rather casually continually reinforces awarness of what one
would rather ignore or repress. To wnat extent do we comrlete the
paintirg (of an interrozation or riot for examnle) by our complicivy,
our voreuristic shock, our resnonsc %o the invitation (to join in)

of welcone is offered b+ the "actors" in

the paintings drama, that is, to what extert do we accept the scene
as nzturzl how pouwer is used and rationa
This uncertainty provokes =z rsaction and ultimately the necessity of

judgement. It 4

3
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tlention not only to the snecific intrest of

Aimericar imperizlism, but alse to: the production of images in the

oG

media and the relatiorship of the viewer to %he flow of reoroduced
images.
So, in "Mercenaries" and "Interrorations" the ugliness

and violence of the statment can be seen %o engage the tendency of
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the media to make the ima‘es and violence he depicts into a consumerable
and acceptable object, excluding the necessity of judgement. The ugliness
he transforms the media image through and the frusirztion of a voyeuristic
Tesoonse is an effort to thuart this orocess wherby the media makes
acceptiability through consumerism an unconscious almost involuntary

activity. To achieve this he reproduces the rhetoric of medija imagery

1.e. the "up front" use of nictorial vechniques. Ke leaves the structures

=H
K

Fal B3 . ) 3 1
Ol meala processes intact but he blocks reference along the terns
which the norzal recognitions are enacted. The eye contact, as T.J.
r\ - . - . 0 . - .
Clark describes it in Manets "Olympia" is the device he uses for
1hverruniing the two processes of voyeurisnm and a narcissistic identification
with an imaginary self projected into the activiity. Thus looking at these

lRages can no lenger be a neutral process. The contradiction of looking

joF

in on the scere an being looked back 2t by iti's protazonists cau
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n
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the viewer to move between voyeurism and aliernation, Any nossibility

of pleasure that these paintings micht inciie is troubled Uy these
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1y using internally and externzlly directed gazes. Thuis in
Interrogations II (I93I) the two Tigures on the right stare out of the

)

picture at us with an invitation to identify with and particinate in

their erjoyment of the torture. The voyeurisiic fagcination that is
sudjects oosition in the relations of sower. This concezled exiticiism

which enerses suzces
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spectator is made. Thus the dizlosue of perveried nower relations
¥y of American Imperislism questions also the
L

construction of masculinity as a factor in the conflicts between dominator

and dominated in society

In the work follecwing Gigantomachizs Golub's

attention to detail and his contextualising of vioclence brings a greater
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corirel ¢ the viclonce he devicts, The orotest ofi " his art, dtls

S quiet clear e.z, the soldiers in the 'Vietnan!
S€ries wear American wiforms and the latin American pictures have a
SPecific political concern., So as a form of renortage, their intended

Purnose as protest is clear and their function as a critigue of

20Wer abuse is not obscured, Howewver, Kuspit's analysis azain points

ing apneal because it encs society'g

limitation of aggression (if only arvistically). The work returns the

resistance to the violerce, ‘he contextualing
“eir actions in resmect io rarticular political concerns forces
an interpretation of these scenes as incidents of wow

el

€&T rom nis gesthetic of agression

arressive pursiit of nowver to i1¢ 1s 1mposiicle to
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FOOTNOTES TO CBAPTER 4
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The imsact of Golub's art is only effs

avin-~ @ 3 nred hyv o+ vieed
havin- been obscures by the changing attitvudes of New York's interna

5

el

E ; 3 , q A ; a .
Styles for almost two decades. The history of nost—war American art,
alvays open for discussion, is certain now to feature Golub's endeavour

W-th more significance than had previously been assigned to it. Goluk

didnt fit into the ‘rosression of the mein siream darins the Tifties
a&na sixties. Ye was never concerred with formal innovetior or e nyching

cornected with Abstract Exprescionism., His gext 'A Critioue of Absiraci
Excressionism' established his opnpositional stance in a very defirite

EEMP . N Sy — Aot LTI kL 2
arc wvne pringry funciion of his owr art has been to cornfrernt this
Deriicular issue in a calcalated and e
S ~ - A = = £y = -
1 paracexiczal use of the frazmeni seulpiure of Lhe
Traals Av Teoman am—s nea e 5+ vatE et S RS ee] +
s cman i D el th noveriul swvmbels wich which ©o

+

He felt this necessary becauce despite that art's

hical "purity" placing it beyond it's historical
conditions, it would uliimately end up accepting uncritically the exicstin
fcolosy of imperial America. And so, he attacked the idea of the dis—

g s, 4 ol e : :
it's irherent contradictiors. However, his
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oWn position is not without contradicts ions and convradictions which are
rot unrelated to those which he associztes with post-war American art.
The onnositional nature of his own ard is curiously vulnerable to a
Similar kind of criticism to that which he gpplies to vost—iwar art in

America. This is forcibly expressed by Peter Filler where he writes of

"Uncerstaniably, they also appeal to Charles Szatchi, who, 2

0
o

4 vy - - o _ o B - 3 - - - —_—
agent emnloved by the Tory Party among others was particularly well nlaced

e

to apprecizte Golub's 'up front' use of rictorial techniques. Alonz with a

great many other 'implacable' paintinrs by Golub, Interrogations II

in all it's ugliness, is row housed in the Saatch Colle

and the onpositional rature of his work is blunted by it's demané ang
popularity on the interrational axt eireuit., This wvould seem —o Sugzest
—

.-JX"E:,"I'ES"_‘E.O”‘ Sl gnce vas,

However, verhzps the creztest difference between the

b} -~

Abstract Expressiornist and Golub is that they trisd to endow their work
vith some kind of Jtopian meaning whereas Golub is anti-ideal, confronting
directly the issues of American impcrialism, So while Golub's ari only

takes on meaning when presented through the bourgecis capitalistic art

Li-g

SEREECEER
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world (with 211 the accompanying comtradictions for his art) It's

urrel-miing anti-idealism and barbaric realism would seem e block

Gomaln

anvropriztion. Golub has never

+ . . s .
Y0 use his art as a challanre to the intsresis of imperialism and

coloniglism.

2 < : Tl 3 .
Golub's art is consisvently agsressive and confron
m

This confrontation o

his works explicit antagonism to imnerialisz etc. he has said

in the Saatchi Collectiorn, it's aguressive zontrol

= Gy W, s s e i3 Al T3] A 1 + 3 = O A S R g
Lry interpretaticon which would question the apggressive and pessizistic

guelities of his work must ultimately acknowledge this.
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When Leon Golub and Nancy Spero had an exhibition at the Dourlas

b}

March I938) I talked to Golub about soze

Hrde Gallerv (ir Dublin

this theses. The most impsriant point

le effect of his aesthetic

6]
o

the possi:

his intention is to provest againsi
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BIOGRAPHICAL NOTE
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1922 - Born January 23, Chicago, Illinois.

98/ S =85 - WPA art classes

1933 - 4C - Attendés Wright Junior College, Chicago

1240 - Scholarship to University of Chicago

1942 - B. &, Arit History

I9/2 - 46 - U.S. Army Corns of Engineers, Cartographer,
England, Belgium and Germeny.

1946 - 50 - Attends The School of Art Institute of Chicago

1950 - Chairman "Exhibition Momentum"

First Solo Exhibition, Contemmorary Gallery, Chicazo.

el toris

\n

e

5

............ g
- = &

1050 - iarries Nancy Spnero
1952 - George Witterborn & Co., first solo exhizition

1953 5 Starts teachins a2t Universii - College, llorth Western
University, Cricaygo. Begins Birth znd In-selfl gexitk
TI95/. = in New York

J255 = Alan Frurkin Gallery, Chicazo, solo exhiviticns I955 -84
1256 - Pasadena Art Museum, first sclo exhibition - Califcrnia.
1656 — 57 - Paints on the islapnd of Ischiz and irn Florence, Italy.
1957 - solo Eurenean exnibition.

1957 - 52 = Indiznz.
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1952 = "Wew Images of Man" Museun of Modern Art, lew York
Pard

Golub and Spero naint in Paris
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Centre Culturel Americain, first solo exhibitiorn in
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Paris. Begins second "Burnt Man" serics.

Bezins Combat series

First retrosmective exhibition., T+ler School of Fine

Art. Temple University Philadelphia.

OI’ g . . . .
1955 - Begins Gigantomachies series

= Begins Naphlam series.

1270 = vresent
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1972 - Begins Vietnem series
1974, - Museum of Conveumnorary Art, Chicago,

exnibition (il

ILE = Somnletes first
I276 - 79 = Paints nolitica
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A : . s | W i Al s
I23. - 85 - Travellingz Retrosneciive crgenised by New Museum of
Contempnorary art, New York.

1938 - Leor Golub and MNancy Spero exhicit in Irelaznd
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146 Meremaries V (detal)

W7 ) Ross

Inderrogation, Kiados, Rhodesia

September 1977

Coaed's comement! “Baphenan beft they
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LISE. 0% ILEJSERAGION:

i - Golub in studio with Gigantomachies III

SR S IS PIGR OGP

Charnel Fouse I9LA T5 el

2 . g 4 1
3 - Evisceration Chanber, 1946 I2} x I5:
4 = Belvedere Torso & Thwarsed I952 47 x 31"

5 - Gigantonachies I 1965 I20 x 238"
Cigartomachies IITI I966 I09 x 2I6"

7 = Nenzalam I 1969 120 x 192"

g - Vietnam I 1972 120 x 236"

2 - Chou En Lai T60/Ha 22 e T

Io - Vercenaries IV 930S T 208230

I - Interrogaiion IT OSSN G G5

ific) - 0lymnia Manet

13 - Merceraries V I984 2.0 SOk

I - Soirce for Mercernaries V

5 - White Squad TII a2 2@ e TS

=
o~
I
=)
=
(@]
G
=
H
O
(U}
)
=)
N
(®)
I

2 BB




ST

BIBLIOGRAPHY

Alovav o S ; s o ;
loway Lawrence: Leon Golub, Paintinecs from 1956 — 57 Cricago:

Leon Golui A ., S . 4
eon bo-ub  Arts and Politics Artforum I3 no 2 (Oct I974) 66 - 7&

08 e dhg o a3 s s - 2= e a 3
O mal vings from I947 to 1973 (exhibition catalo~ze) Chicaro 'fuiseun

Faf

T2 cri

o= G 5

Cren University I952.

_1.9

19

London Writers and Readers Puclishing T950 pn IC4

3
(BF
(0]
d
(e}
n
ck
n=>
s
ch
(op]
S
H
O
m
d
m
|
o
i,
i}
i
(33
1=
<
(o F
D
-5
J
=
c
=
(0]
1]
.




~
o

Cuibas o e f . i ; :
Guibeult Serge: How New York Stole the Idea of Modern Lrt

Cricago, London: University of Cricaro Presc 1983,

Harrison Charles & Fred Orton: Moderrism, Criticisn, Realism.

Lonfon: FHarper & Row I934
Klossowiglki: Rlossowviski by Klossiowiski
——— —— — e,

Flash &rt I0th May I932 Zl = 285

Kozloff Max: : : _ et T e
N,
Krauss Rosz2lind: The P o e Ve & o : (i
Euspit Donald: ; 1 S
Ratger h 5
n L b oo L r ! - : i Lt : & :
- and_the Artists Will to Power. Ariforum I4 no 9 (May I9SI)
| ]
|

rE

(London, Ensland) Sentenber I952

)
H
o7
()
)
l_l
=
m
I
<)

=
~O

(03

(5]

(exhibition catalozue) Orcha

Lecn Gelub

Robirns Corrine:

(Feb 1977) II0 - II.



i
83

~ TAs<2
Icon Eéitions:

Schuartz Barry:

(3

LREBEARREEERAEEE



