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Reinhardt's papers and provided unlimited cooperation and advice; also to the
John Simon Guggenheim Memorial Foundation for the 1968 fellowship that
enabled me to write this book. Dale McConathy edited the manuscript twice and
without his encouragement and his detailed knowledge of Reinhardt's ideas
and personality, the book might never have been completed.

Among the other people who helped me, | want particularly tothank Irving
Sandler, Harry Holtzman, Arnold Glimcher, Kaspar Kénig, and Germano Celant.
Josef Albers, Tony Smith, Harold Rosenberg, Carl Holty, Carl Andre, Douglas
Huebler, and Donald Judd discussed Reinhardt’s art with me; Betty Parsons, Jock
Truman, Charles Carpenter, Jeff Hoffeld, the Marlborough Gallery, and the
Skowhegan School of Painting and Sculpture provided valuable documentary
material. | would also like to thank Gretchen Lambert for her photographs,
Borbora Lyons for work on the illustrations, Adrian Piper and Terry Berkowitz for
typing, the staff of the Museum of Modern Art Library for research help, and Sam
Hunter as director of the Jewish Museum for commissioning me to write the 1966
retrospective catalogue that provided the basis not anly for this monograph but
tor @ much valued and still influential friendship with Ad Reinhardt.
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m of idealism, let me die drunken with the dreamer's wine.
» Ad Reinhardt's picture in his high school yearbook, 1931.!

vas brought up in Brooklyn and Queens as a Lutheran and a
r, Olga, was German, and his father, Frank, was a Lithua-
action who, before emigrating to the United States in 1907,
n the army of the tzar. In America Frank Reinhardt worked
nent industry, in Buffalo, where Adolph Friedrich was born
and finally in New York, to which he was attracted in about
orkers’ movement. When Frank and Olga Reinhardt died

‘each other in 1957, a memorial oration at the Lithuanian A

1d been active noted that “Frank stood firm in the ranks of | . Olga and Frank Reinhardt with Ad
vorking and fighting now to save unions from becoming a Reinhardt, c. 1914

of the working class. . ..[ and in his memory] we must put

liberal organizations and the liberal press might live.”
iger brother Edward were, therefore, raised poor and
y the time he entered Columbia University in 1931, Ad
ugh, open, and acutely inquiring mind. As a precocious
~as already doing commercial art for Columbia Pictures
illustration. He also drew stylized heraldic devices (fig.
yvnthetic Cubist vignettes he published later in college
covers for Jester and the Columbia Review (fig. 4).
Joubted that he was an artist (his high school yearbook
pe artist’’), Reinhardt turned down scholarships to sev-
>f a liberal arts education. "A college education for an
sary,”’ he said years later. “I've never known an artist
| who hadn't felt he'd missed something.”?
umbia were in fact extremely important to Reinhardt’s
wure to such teachers as Franz Boas, John Dewey, and
ged an intellectual as well as an artist, and the former
juestioned the latter throughout his life. Particularly
apiro, a brilliant art historian and at that time also a
xist theory as applied to contemporary visual art,
wand. Two of Reinhardt's best friends among the
rom were still in close correspondence with him until
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3. Llinoleum cut from high school
magaozine, c. 1930
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his death, were the concrete poet Robert Lax, and the poet, Zen scholar, and
Trappist monk Thomas Merton.?

At Columbia, in this company, Reinhardt seems already to have made the
first of his many distinctions between art and life, distinctions which can be seen
as the theses and antitheses which were to be the basis of the synthesis
established early as his aesthetic goal. Art history constituted the universal,
institutional body of information against which the individual art must be
measured or opposed. He saw both a truly fine art and art history as “meaning-
less” (which in his writings on art can be translated as “most meaningful”):
“When objects are moved into the museum of fine arts they lose all other
meanings. There is no religious art in museums. Try going to the Metropolitan
and kneeling down to pray—you'd be thrown out. Meanings vanish.” All that is
left is the art. “World history is not world history of culture. . .. The problem of art
history is absolutely there all the time. You couldn’t possibly be a serious artist
from now on without knowing all of art—Chinese and Japanese too."4

At Columbia, Reinhardt was already drawn to an art for art’s sake, to the
emphasis on internal formal relationships as expounded later in Henri Focillon's
The Life of Forms in Art;® to Clive Bell's Art ("Every sacrifice made to representation
is something stolen from art”®); and, inevitably, to abstract art, which, as
Schapiro pointed out in a famous 1937 essay, "accustomed painters to the vision
of colors and shapes as disengaged from objects and created an immense
confraternity of works of art, cutting across the barriers of time and place.”” Such
ideas are related to those of Andre Malraux, who later published in The Voices of
Silence his universalist theory of a “museum without walls” engendered by
modern communication technigues,® and can be seen as one key to Reinhardt's
“timeless art.” His own anti-expressionist sensibility was already crystallized in
these undergraduate years, as is evident in a paper written for Professor E.H.
Swift on the International Style in architecture, which Reinhardt praised be-
cause “everything about the style is intelligent and cold, calm and impersonally

hoppy."?
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It seems also to have been at Columbia that Reinhardt acquired his
tremendous respect for tradition and simultaneously developed his natural
tendency to question everything and argue with everybody. In high school, he
had received awards for “art and citizenship.” At Columbia, encouraged by
Schapiro to join radical campus groups, his most notorious non-academic con-
tribution was presented, typically, in the guise of humor. In 1935, having been
elected to the university's student board on a campaign promise to abolish
fraternities, he drew a "rectilinear” Nicholas Murray Butler, Columbia’s classi-
cally dictatorial president, beating “curvilinear” babies (students) with a big
club. It was rejected by the college humor magazine, Jester (edited then by
Herman Wouk and the next year by Reinhardt himself), but accepted by
Spectator, edited by James Wechsler. This cartoon became the focus of a
citywide academic freedom issue. It was the first but hardly the last time
Reinhardt was to use humor as a weapon.

To understand Abstract Art is in reality the problem of understanding any and
all art from a qualitative viewpoint. “Abstract” signifies a direct untram-
meled relationship of the elements of plastic expression. The abstract artist is
concerned with the universal values, the real expression of art. Because it is
the clearest effort to represent these values, Abstract Art is in the forefront of
esthetic development.—Anonymous abstract artist, 1940'°

In 1935, when Reinhardt graduated from Columbia, New York artists, like
other American intellectuals, were becoming deeply engaged in leftist politics.
In retrospect it might seem that a similar internationalism would pervade the art
itself. But, on the contrary, this political radicalism led, in what has become o
historically predictoble manner, to the opposite—an increasing aesthetic con-
servatism. The Depression had drawn American artists into analyses of their
own environments; in the mid-thirties a regional social realism, rather than an
international abstract art, dominated schools, galleries, and museums.

Modern art in full flourish had first been presented to America at the
Armory Show in 1913, the year of Reinhardt’s birth. Since then, the prestige and
superiority of European art had prompted most American artists to form a closed
front, resulting in an art that incorporated ignorance and distrust of the
“foreign.” Despite the efforts of such isolated modernists as John Marin,
Marsden Hartley, Arthur Dove, Max Weber, and Arthur Carles; such dealers as
Alfred Stieglitz, Joseph Brummer, Leroy Dudensing, Marian Willard, and Julien
Levy; and such institutions as Katherine Dreier’'s Societe Anonyme, A.E. Galla-
tin's Museum of Living Art, the Museum of Modern Art, the Whitney Studios, and
the Guggenheim Collection of Non-Objective Paintings, American artists in
general remained insular. Those who pored over copies of Cahiers d’Art and
studied the few major French paintings available to public view were a distinct
minority, and in the late twenties and early thirties the radical impulse was
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5. Abstract Painting. 1935. Oil on canvas,
14 x 20". Private Collection
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diluted even within the avant-garde. “Ten years ago,” wrote G.L.K. Morris in
1946, “a positive emphasis upon the internal properties of art was usually
branded as foreign, and hostile to the dominant provincialism.. .. Abstract art—
at best tolerated as a legitimate expression for Europeans only — was for the
most part regarded as highly unbecoming to any painter working in America;
much less was it fortified as a logical contemporary approach by official
recognition.”"!

Given this situation, Alfred Barr's “Cubism and Abstract Art” exhibition ot
the Museum of Modern Art (March 2-April 19, 1936) was particularly instruc-
tive for Reinhardt’s generation. Including works by all the major Europeans (but
no Americans), it supplemented the imported magaozines and gallery shows
with a sustained demonstration of the powers and possibilities of modernism.
Yet this was an isolated instance. The "Modern” museum did little else to
emphasize the importance of abstraction in Europe, and certainly nothing to
acknowledge its existence in America. One excuse for the latter was the fact that
the Whitney Museum of American Art had organized a show in 1935 called
“Abstract Painting in America” which, though it included Byron Browne, Stuart
Davis, John Graham, Balcomb Greene, Jan Matulka, Irene Rice Pereira, and
Theodore Roszak, has been described by George McNeil as “"kind of an old-
ladies’ affair,” a historical survey emphasizing the “post-Armory show abstrac-
tions of Baylinson, Weber, Zorach” and others “who had experimented with
abstraction and then returned to realism.”'? In contrast, the Whitney Biennial
that year showed 128 artists, only ten of whom even verged on the abstract
(including Marin, Sheeler, Dove, and Stella). The Museum of Modern Art's
record from 1935 through 1945 is equally poor, the only major exhibitions
(aside from summer loan shows from private collections) focusing on any kind of
abstract art being the following: Leger, 1935; “Cubism and Abstract Art,”
Marin, and “Fantastic Art, Dada and Surrealism,” 1936; “Machine Art,” 1938;
“The Bauhaus,” 1939; Picasso, 1940; Miro, 1941-42; Calder, 1943-44; "Hayter
and the Atelier 17" and "Feininger and Hartley,” 1944; Mondrian, 1945; and
Stuart Davis, 1945-46—12 out of some 250 shows over the decade. As Irving
Sandler has noted, the concentration of abstract works in A.E. Gallatin’s collec-
tion, especially the Neo-plasticist and Constructivist sections, “was more impor-
tant in the development of many local artists than the Museum of Modern
Art."13 Gallatin himself was on articulate member of the American Abstract
Artists (AAA), who picketed the museum in April, 1940, handing out a broadside
headed "How Modern is the Museum of Modern Art?” Designed by Reinhardt in
the style later widely known through his PM newspaper cartoons, it demanded:

Why and when does a modern museum depart from presenting “the
Art of Today” to promoting the art of yesterday? Why not day-before-
yesterday? Why not Resurrections, Adorations and Madonnas? Why
not build pyramids?'4
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In 1936, Reinhardt, who during his undergraduate years had been paint-
ing in a generally Cubist style influenced by Picasso and Gris'® and drawing in
a highly stylized Synthetic Cubist manner, began to study art history at Colum-
bia’s graduate school for fine arts. Simultaneously he was studying painting

with John Martin at Columbia Teachers College, Karl Anderson at the National
Academy of Design, and Francis Criss and Carl Holty at the American Artists
School on 14th Street. And at the same time he was working in industrial design
with Russell Wright, assisting Crockett Johnson, artist and creator of the comic
strip “"Barnaby,” and taking on a broad range of other commercial work. For
instance, he designed books with Robert Josephy for several years; in the late
thirties and early forties he did free-lance commercial art for such varied
employers as the Brooklyn Dodgers, Glomour magazine, the CIO, Macy's, The
New York Times, the National Council of American-Soviet Friendship, The Book
and Magazine Guild, The American Jewish Labor Council, New Masses, and the
U.S. Treasury (a war-bond poster). He illustrated books and pamphlets (Birds of
MNorth America, Ruth Krauss's A Good Man and His Wife, and Ruth Benedict's
The Races of Mankind, which was the subject of a classic fig-leaf controversy).
He also designed book covers, tie ads and Christmas cards, political cartoons
and cafe murals. In February, 1943, he joined the staff of the newspaper PM,
for which he worked as a writer and artist, with time out for the Navy, until
he was fired in April, 194716

This hectic schedule enabled Reinhardt to view, with characteristic thor-
oughness, the possibilities open to a young artist from one end of New York to
the other, quite literally, and quite figuratively. With Anderson he made
academic still lifes and drew from life; Criss did neoclassic portraits and later
became a precisionist, indicating a certain affinity with Reinhardt's mature
style. But Carl Holty was the most sympathetic and respected mentor. He had
studied with Hans Hofmann in Munich in 1926 and had recently returned from
France, where he and Calder were the only American members of Michel
Seuphor's Abstraction-Creation, a group oriented to Neo-plasticism in which
Mondrian was the central attraction. Holty's work at the time was typical of the
late Cubism originating in Leger’s machine style; in the late thirties, Jean Helion
was New York's best known proponent of this style and it dominated American
nonobijective art at the time. For many, this domination was unfortunate, but for
Reinhardt it provided a direct continuation of his own preoccupation with the
flat planes and curving shapes of Synthetic Cubism. His work from 1936-38
reflects Picasso's studio interiors of the late twenties, Gris's coolly interlocking
still lifes, and Holty's rich pastel palette, often close-valued in @ manner that
could not have failed to ottract the future creator of the black paintings. Holty
also served the younger man as an intelligent guide to the abstract art under-
ground. Most importantly, he was a charter member and spokesman for the
American Abstract Artists, which was founded in 1936 to provide a showcase
for the minority committed to nonobjective (or at least abstract) art. Through
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24 x 34", Present location unknown
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8. Abstract Painting. 1939-40. Oil on boord.
Dimensions and present location unknown
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Holty, Reinhardt was introduced to the group, and after submitting work to a
jury, was elected to membership in 1937. He was twenty-three, and later called
this “one of the greatest things that happened to me.""?

Whatever their accomplishments, the members of the AAA had high
standards, and it was no mean feat for an artist so young, who had yet to show a
painting publicly, to be elected to the group. It was the ideal milieu for a man of
Reinhardt’s character, combining as it did an interest in theory, a convincing
rejection of Surrealism and Expressionism, and a crusading spirit in support of
the underdog abstract art, which was doubly embattled by the powerful forces
of regionalism and social realism, and treated with condescension by museum
curators as a provincial emulation of worldly French abstraction. The AAA had
trouble finding locations for its annual exhibitions. When it wos successful,
journalistic coverage was negligible and patronizing. (For example, in 1938
Jerome Klein wrote: “The young abstractions [ sic] condemn themselves out of
hand by their tameness, want of depth and understanding. ... These young
artists seem clear only about what they seek to avoid, not what they want.”8)
For this reason, the presence and intermittent but prestigious support of such
well-known European exiles as Leger, Mondrian, Moholy-Nagy, Ozenfant, and
Albers was crucial .'?

In addition the AAA, like the WPA, which Reinhardt joined the same year,
presented an unparalleled chance to work and discuss one's work with a variety
of more experienced American artists. Those who meant most to Reinhardt’s
development were Stuart Davis, Harry Holtzman, Rollin Crampton, Balcomb
Greene, Giorgio Cavallon, George McNeil, and Burgoyne Diller, who sponsored
him for the WPA 20

The WPAJ/FAP (Federal Art Project of the Works Progress Administration)
was of great pragmatic importance to all American artists at this point. The
$87.60 a month Reinhardt received as an "Artist, Class |, Grade' 4 in the Easel
Division” from 1937 through 1941 was not sufficient to support a family, or
even one person in much style, but for the first time American artists were being
paid for their labors like any other professional worker. They worked in their
own studios and in their own styles, although the non-artist officials were not
overly sympathetic to abstract art, nor to innovations within the types of abstrac-
tion they expected from individual artists.?! In 1939 Reinhardt began to evolve
a "private” and more experimental style, while continuing to turn out his quota
of work for the Project, often ahead of time. He inscribed “New York City Art
Project 1940” on a number of 1938-39 canvases, in order to satisfy WPA quotas
and restrictions ahead of time; this does not alter one's view of his evolution,
since he continued to make both tight, geometric work and looser, more experi-
mental work at the same time, but it does somewhat uncrowd the production of
1941-42,

Many of the AAA artists had studios downtown, around Union Square and
on 14th Street, west and east. Reinhardt shared one with McNeil and Harry
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Bowden on Seventh Avenue, next door to Stuart Davis. Although fifteen of the
twenty-eight original AAA members had been students of Hans Hofmann at
one time or another, their devotion to the principles of Cubism, Neo-plasticism,
and the Bauhaus eventually opposed them to the directions Hofmann himself
took when he began to paint again at the end of the thirties. It was with these
artists that Reinhardt was identitied at the time, rather than those associated
with Hofmann's Eighth Street school, probably because Hofmann did not com-
mit himself to abstraction until the late forties. His importance to New York
artists during the late thirties lay in his European contacts and his emphasis on
the work of Matisse, Klee, Miro, and Picasso, whereas the AAA was primarily
concerned with Picasso, Gris, and Leger. While Reinhardt did hear Hofmann
lecture, and recalled “I didn't have any relationship directly, but there was a
kind of excitement around that | sensed,”*? Hofmann's metaphysical approach,
his invocations of “soul” and “inspiration” and the loose post-Fauvist style with
which he was attempting to “sweat out Cubism™ held little appeal for anyone
whose sympathies lay so firmly with Cubist abstraction. “| never felt threatened
by Cubism,” Reinhardt said, “it can be very free, even Impressionist.”?3

The Bauhaus was also influential at the time, through Albers’ ideas waft-
ing up from Black Mountain College in North Carolina and through the articu-
late activity of Werner Drewes, a Bauhaus student who had joined the AAA.
Bauhaus internationalism, purism, functionalism, rather Germanic pedagogy,
and pragmatic utopianism with an occasional tinge of mysticism were a heady
combination of isms for the natives of a country which had never spawned a
movement with any solid theoretical foundation. Nevertheless, it was Mondrian
9. Reinhardt in his studio, 30 Gansevoort Street, New who provided the major theoretical impetus both to the AAA and to Reinhardt
Torkes. 10 himself. His work was first available to New York artists at the Museum of Living
Art. It was there, and through reproductions in European art magozines, that
Holtzmman and Diller, the first wholly rectilinear noncbjectivists in America,?4
became aware of Mondrian in the early thirties. His writings had been pub-
lished only in Dutch and French and were probably available to Reinhardt and
other AAA members largely by word of mouth until 1945, when George
Wittenborn published six of Mondrian's essays os Plastic Art and Pure Plastic Art,
with an introduction by Holtzman, who had been instrumental in getting
Mondrian to America in 1941 and was, later, his sole heir.

Reinhardt, having come to abstraction not from figuration but from a
decorative (as opposed to symbolic) Cubism becoming increasingly non-
objective, was in o position to appreciate the Neo-plostic program of “de-
naturalization” and annihilation of all "forms.” It was later to be a key point in
his own mature work. Whether or not someone had translated or repeated for
Reinhardt the gist of Mondrian’s ideas, it is not too farfetched to attribute
agreement on the principles of Neo-plasticism, about which Mondrian wrote in
1926
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Colorplate 2. Abstract Painting. 1940. Oil on canvas, 15 x 15", Pace Gallery, New York
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12. Piet Mondrion. Broodwoy Boogie-Woogie.
1942-43. QOil on canvas, 50 x 50". The Museum
of Modern Art, New York
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Neo-plasticism demonstrates exact order. It stands for equity, because
the equivalence of the plastic means in the composition demonstrates
that it is possible for each, despite differences, to have the same value
as the others.

Equilibrium, through a contrasting and neutralizing opposition, an-
nihilates individuals as particular personalities and thus creates the
future society as a real unity.?*

There is no discernibly direct influence from Mondrian to Reinhardt until
around 1940, when the latter made a series of very colorful grid paintings after
construction-paper collages (fig.11, pl. 2). Formally, these probably owe as much
to Diller and Davis as to Mondrian. But there is no question that Mondrian's
constant balancing of asymmetrical forms was aimed at a neutrality closely
related to that gained by different means in Reinhardt's mature work—the color-
brick paintings around 1950, the symmetrical geometric work of the early
titties, and the block paintings — which can be traced back to a homogeneity
first seen in his early “"Neo-plastic” colloges, with their loose grid structures of
equalized blocks and stripes in strong, often close-valued color. While Mondrian
was opposed to the symmetry to which Reinhardt eventually becaome totally
committed, Reinhardt's exclusion of the image-shape and his concept of synthe-
sis share fundamentals with the work of the man who wrote: “It must be noted
that empty space can evoke universal conceptions, create mental and moral
activity. But this activity is in the abstract domain and always requires the
remembrance of the world of oppositions.”?¢

Like Mondrian, though less overtly (for if the black paintings can be called
symbolic at all, they depend on a kind of subliminal symbolism that defies both
picture-maoking and phrase-making), Reinhardt was drawn to ritual, to contem-
plation, to oriental thought, to a pure art as talisman of an ideal society. This last
aspect is most clearly felt in Reinhardt's own writings from the thirties and early
forties, and relates, in turn, to whaot Harold Rosenberg (who sees action painting
as an unexpected result of the previous decade's desire to say something—a way
of being inversely political, by getting out of politics) remembers as “endless
discussions about how to get a Marxist aesthetic."?” Marxism was a term used as
loosely in the art world then as it is now. Yet Marx’'s emphasis on the individual's
historical role could well have been o factor in the development of an autono-
mous American art, given the intense search for individual intellectual identity
that marked the emergence of the New Yaork Schoal. Someday it will have to be
told what Clement Greenberg meant when he wrote: “Someday it will have to
be told how ‘anti-Stalinism,” which started out more or less as Trotskyism,'
turned into art for art’s soke and thereby cleared the way heroically for what
was fo come. 28

Most avant-garde artists in the late thirties were active in the Artists’ Union
(founded in 1934) and the American Artists’ Congress (1936 -39). Both organi-
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zations temporarily transcended aesthetic rivalry, if not ideclogical controversy,
before the rise of Stalinism and its purge of the intelligentsia led most American
artists to feel revulsion for the use of art as a political instrument.?? Reinhardt
had been involved in activist groups at Columbia and it was only natural that he
be attracted to them in the art world. Later he recalled that for him “it was a very
free situation, very stimulating. There were some terrific debates, primarily
aesthetic. From a political point of view, | don't really know what went on, but
I’'m sure that the political thing wasn’t very serious except for some artists who
felt they needed it in relation to their art.”?? His own “Marxism” leaned heavily
on purely aesthetic utopianism, in which can be heard the voices of Mondrian
and perhaps Balcomb Greene and Davis too. Actually, it was primarily the level
of naivete that had changed since he wrote, in a college paper in 1935: “The
earth needs an entirely new civilization. The old dwelling must be destroyed
so that the hands of men may not be encumbered when they erect the
new home.”! In a talk before an unspecified artists’ group around 1941, he
asserted:

A sensitive organization of lines and colors on a canvas must have
ultimate social value.... Not until the appearance of abstract paint-
ing, at the turn of the century, was direct first-hand experience de-
manded for its understanding and a direction indicated for the “de-
mocratization” of art. ... The rhythmic organization of a painting has
always been its real value, and, in recent times, certain abstract
painters have been able to explore the meanings in line and color
relationships by themselves. These relationships remain to be
explored and exploited further, in social terms and in relation to
people’s needs, and this extension from the individual fo the social is
possible only under democracy and genuine collective activity, prob-
ably in the creation of good housing instead of merely good pictures.3?

In another early talk, Reinhardt himself made the connection between art
and politics, noting that “Mondrian, like Marx, saw the disappearance of works
of art when the environment itself became an esthetic reality.”? Later, when his
own aesthetic crystallized, Reinhardt saw his work as materialist and historical,
and related his interest in the synthesis of opposites to the Marxist concept that
contradictions are inherent in every phenomenon. Marxists considered the
material primary and the idea of it secondary, or derivative; Reinhardt evolved
his paintings-as-paintings with the idea, or anything else, distinctly secondary.
Thus his intense and continuing dislike of pictorial art and particularly of Dada
and Surrealism, which confused art and life to a degree totally antithetical to his
own art-as-art position. “The thing about this great respect for Cubism,” he said,
“is that you can’t have that unless you know all that Surrealism and Dadaism is
baloney. The tension between the abstract painters and the Surrealists in the
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thirties was clear, and you made your choice.””3* Perhaps it was in this regard
that he told Irving Sandler, “The Communist issue was very important in the
thirties.”3 The fact remains that his own interest in Marxism was intellectual
rather than actively political.

In the late forties, when the Abstract Expressionist generation had become
entirely apolitical in reaction to the disillusion that ended the thirties, Harold
Rosenberg and Robert Motherwell severed art from politics and social responsi-
bility in a joint editorial for Possibilities:

Whoever genuinely believes he knows how to save humanity from
catastrophe has a job before him which is certainly not a part-time
one. Political commitment in our times means logically— no art, no
literature. A great many people, however, find it possible to hang
around in the space between art and political action.3¢

Reinhardt, by rigorously separating the two, was one of those people. Do you
think that when a painter expresses an opinion on political beliefs he makes
even more of a fool of himself than when a politician expresses an opinion on
art?” he asked rhetorically in a PM cartoon in 1946, and answered himself with
a resounding “NO!"37 “| believe painting cannot be the only activity of a mature
artist.... Esthetic quality is always socially meaningful and the rest is a good
gag or a bright idea,” he wrote the next year.38

In these last two statements, as in many others that succeeded them,
Reinhardt harked back to the thirties, and to the writings of Stuart Davis: "The
Painting itself is the responsible Social Act of the Artist, and is one of the surest,
most direct forms of Communication ever known to Man'??; and of Leger, whose
writings were published in Art Front in the thirties and whose ideas were
paralleled by Meyer Schapiro in his essay on Barr’s Cubism and Abstract Art in
The Marxist Quarterly in 1937: “A work of art must be significant in its own
period, like any other intellectual manifestation whatever. Painting, because it
is visual, is necessarily the reflection of outside conditions, and not psychologi-
cal.”#? The most important and influential writings in Reinhardt's milieu were
those by G.L.K. Morris, Jean Helion, Balcomb Greene, Harry Holtzman, and
John Graham. The latter's magnum opus — System and Dialectics of Art, pub-
lished in 1937—seems to have been affected abliquely by Mondrian’s essays on
art and society, although perhaps they simply share a typically vague Marxism.
Graham, who made a strong personal and ideological impact on the loose
network of cafe and studio dialogues which was then the avant-garde’s only
channel of communication, in turn anticipated Clement Greenberg, and
Reinhardt as well. For instance, Graham wrote that “the aim of painting, as of
any pure art, is to exploit its legitimate assets which are limitless without
encroaching upon the domain of other arts.” Citing “the reducing of painting to
the minimum ingredients for the sake of discovering the ultimate, logical

13. Abstract Painting. 1940. Qil on canvas,

13 x 10", Private Collection
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14,15. Untitled. 1939
Two gouaches,  x 11142".
Private Collection

Digitized by GO gle

destination of painting in the process of abstracting,” he continued: “Painting
starts with a virgin, uniform canvas and if one works ad infinitum it reverts
again to a plain uniform surface (dark in color) but enriched by process and
experiences lived through."4!

Thus it could have been Mondrian, Graham, or any of a number of other
contemporary non-art sources who triggered Reinhardt's search for an ultimate
resolution of the Cubist principle and, given his view of Cubism as the plastic
absolute in itself, the ultimate resclution of painting altogether. It is likely,
however, that this search was equally the resultof his primary involvement with
both separation and synthesis and it is unlikely that Reinhardt had conceived of
so specific a goal so early. The black paintings themselves led him to his
theoretical demands for the end of painting, which first appeared in the late
tifties. In the late thirties, it might have seemed to Reinhardt, as it had to El
Lissitsky, that “Mondrian’s solution is the last accomplishment in the develop-
ment of Western painting.”4?

The Easel is a cool spot at an arena of hot events. — Stuart Davis*?

Modem Art differs from art of the past not in its abstractness, but in its new
and contemporary concept of color-space, or form. — Stuart Davis*4

By 1939, Reinhardt had arrived, perhaps via Holty, at a relatively free, but
“colonial” Cubism influenced primarily by Stuart Davis, whose studio was next
door and whom, through the kind of social/working proximity that has pro-
f~:::|L.||r"'|[::||'g,.-I affected New York art since its br;.-girﬁmﬂr:;s, Reinhardt would meet at
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neighborhood bars, cafes, restaurants, and other studios. It is not difficult to
understand why Reinhardt was particularly attracted to Davis's art and ideas.
The older man was sharp, tough, unpretentious, iconoclastic, and knowledge-
able about art and art history. At that time he was the best known “abstract”
painter in America and the only established artist who participated in the
avant-garde socially, aesthetically, and politically. Active in the Artists’ Union,
editor of its organ—Art Front—a friend of Gorky and Graham, he provided a
link between the European and American traditions by virtue of his sophistica-
tion on the one hand, and his determined Americanism on the other. Though he
did not belong to the AAA and never espoused the cause of a pure abstract art,
Davis's sensibility often paralleled that of its members. “The act of painting is
not a duplicate of experience,” he wrote, “but the extension of experience on the
plane of formal invention.”43

The major contributions made by Davis’s art to that of Reinhardt and other
younger artists in the late thirties were his mature understanding (and re-
gionalization) of Picasso and Miro, and the freshness, brashness, and unex-
pected oppositions of his saturated color. In his autobiographical chronology,
Reinhardt listed under 1938: “listens to neighbor Stuart Davis’ loud ragtime jazz
records, looks at his loud colored shirts on clothes-line. . .. Begins series of bright
colored paintings.”#® The paintings were not only brilliantly colored but were
constructed in the overlapping and transparent planes, and accented by the
dark lines, asymmetrical X shapes leading back into shallow spaces, isolated
disks, and stripes that were typically Davis devices. On the other hand,
Reinhardt probably felt then the same mixture of admiration and reservation,
centering on the vestigial representation in his former mentor’s painting, that he
later expressed in a review of Davis's Museumn of Modern Art retrospective in
1945:

His work is not "naturalistic,” though, and his paintings are not
“pictures” nor “window frames,” but rather organizations of lines,
colors, spaces (American organizations, if you want). I'm sorry that it
seemed necessary for him to bring in the lamp-post, radio-tube and
light-bulb business in his later and more abstract paintings, as if to
give them “extra” meaning and “ease” their communication.4’

A similar ambivalence toward subject matter was reflected in o nearly
identical pair of Reinhardt's gouaches from around 1939—40 (figs.14,15). In
one, the flat planes are left untouched; in the other, an angular graphic network
was superimposed to transform the shapes into an abstract “picture” of an
industrial landscape. At the same time, Reinhardt executed several oils that
could almost have been painted by Davis himself; these seem to have been
made in the nature of an homage, perhaps in the same spirit that led Gorky to
“copy” the styles of Picasso and Miro.
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Miro, in the late thirties, was an obvious influence in the work of several
members of the AAA. His flat biomorphic forms were seen by some as cur-
vilinear Cubism, as o way to paint Cubist pictures without Mondrian's rectan-
gles. He also seemed to point the way “out of the Cubist box,"” to use Carl Holty's
phrase.*® Miro showed at Pierre Matisse’s gallery in 1935, 1936, 1938, 1939,
and in 1940 when he also had a retrospective at the Museum of Modern Art. His
influence appears in an atypical Reinhardt like the impastoed 1939 canvas
dated “40 N.Y.C.A.P.“4? (fig. 8), and in Arshile Gorky’s more evolved Painting,
1936—37, Xhorkom, 1936, and Garden in Sochi, 1940. Around 1940, Davis's
patterned color planes grew into individual shapes — small, similar, each
having several functions in the painting. More than anyone else in New York at
that time he seems to have recognized the possibilities of Miro’s flowing, overall
forms. Certain works imply a transition between Miro as the Cubist he was in
the thirties and Miro the modernist, the formally oriented automatist of the
forties.

Davis’s earlier predilection for a central, vignetted form that wraps line,
shape, and color into a single element clearly separate from the ground and
canvas edges, and for the use of an interior or subordinated pattern, can be
traced back to Picasso’s still lifes around 19216, The surface, however, was
becoming increasingly homogeneous in paintings such as Swing Landscape,
1938 (fig. 16), and culminating in Ultramarine, 1943. The great variety of small
forms move from edge to edge in a turbulent, if hard-edged, prediction of
Pollock, trampling the geometric framework and usually overwhelming the
fragments of figuration. In these paintings, the surface is more uniform in
emphasis and all-over in movement than in any previous American painting,
though the shallow space is still intentionally limited and defined in the Cubist
manner. These effects, and the ribbony lettering and line, represent a personal
adaptation of Miroesque biomarphism, while the rapid jazz tempo within an

Digitized by GO& 'gle

16. Stuart Dovis. Swing Landscape. 1938. Oil on convas,
84 x 194", Indiana University, Bloomington, Ind.
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17. Colloge. 1939
Posted papers, B'2 x 107 3

Private Collection
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essentially ordered framewaork less directly anticipates Mondrian's last works.
E,c-w-f_:.-i-.mg similar was happening in Reinhardt's work at the same time, not
necessarily in the woke ot Davis's gevelopment tor Reinhardt too was simul-
taneously attracted to Mirg's freedom and Mondrian’s clarity. He was making
curving, unfolding, still vaguely figurative works as well as rectilinear abstroc-
tions. Autonomous forms had begun to disappear, a process accelerated by his

increased use of collage
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“The collage, with its spontaneous and accidental aspects, along with the
perfectly controlled, is an important medium for me,"*? Reinhardt wrote in
1947. He had started around 1938 by making brightly colored construction-
paper studies for the Neo-plastic paintings, but by 1939, taking Davis's cue to
further fragmentation, he was moving toward a new, all-over surface. The
magazine reproduction collages, in halftone or pale colors (figs. 17, 18, 22, pl.
3), replaced what he called his “Late-classical -mannerist- post-cubist geometric
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18. Colloge. 1940
Pasted newsprint, @ x 11"
Private Collection
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19. Drawing ("ofter” Collage, 1940, fig. 18). 1938. Pen and ink on paper, 20 x 26", Private Collection
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21. Colloge. ¢.1941. Pasted papers (engravings), 4% x 4",
Private Collection

Digitized by GO& '8[@

abstraction,” which had been anchored to one edge or vignetted in the center of
the canvas within a very shallow, overlapping “playing card space” (G.LK.
Morris's term). The collages were studies, and decidedly small-scale, but their
transcendence of both Cubist and Surrealist uses of the medium was unique at
the time and the collage process was ideally suited to Reinhardt's developing
aesthetic.3! Its flexibility aided compositional discipline in the Neo-plastic
studies; it also allowed a greater degree of objectivity, bypassing the per-
sonalized brushstroke. It provoked a non-geometric but still mechanical surface
and provided an ideal transition between the hard edges of the thirties and the
soft edges of the forties.

At the same time, expanded use of the collage medium brought Reinhardt
dangerously close to fusing two aspects of art which he considered permanently
opposed—the pictorial, or picturesque, and the abstract; or, life and art. He was
convinced that the advent of abstraction had freed picture-making, or impure
painting, “applied art, and illustration, from traditional fine art elaborations
and enabled them to fulfill their functions more clearly and honestly. . .. At the
same time, abstract art relieved painting from its picture purpose and permitted
a freer and more complete individual expression and a more direct and positive
thinking in form and color.”3? Yet Reinhardt was an obsessive clipper of repro-
ductions, art and otherwise, from magazines, books, and newspapers, a collec-
tor of the most picturesque of the picturesque—humorous, evocative, grotesque
images for which he later found an outlet in the PM cartoons and, still later, in
his teaching methods. One of the major challenges of the abstract collages,
therefore, lay in the rearrangement of highly charged representational images
in order to divest them of just those effects for which they might have been
chosen. His intense distaste for Surrealism, which at that time had a monopoly
on the colloge aesthetic and on "“found” materials, led him to lean over back-
ward o avoid any evocative effect,?3

Image juxtaposition was a taboo; Cubist superimposition replaced it. Then,
as the planes and forms in the collages broke up, the stability of the central form
and of the space also dissolved. Some of Reinhardt's 1939-41 collages show
vestiges of rectilinear structures, Helion-Legeresque machine shapes, or discern-
ible disks, lines, or arabesques; others are entirely homogeneous. While the
patient viewer may be able to pick out images and fragments of people, objects,
or landscapes from the kaleidoscopic surface, this does not detract from the high
degree of abstraction. On the other hand, the unconnected “modeling” of the
cut-up photographic images did effect an escape from the absclutely flat plane
of Neo-plasticism. In plate 3, large shopes are still forms; the way they bulge
from a flat ground evokes Helion's, or more generally, Gris's and Léger's
combination of depicted volume and flatness around 1915, In figure 22, what
shapes can be discerned are only parts of o patterned whole. The pasted papers
had to be small in order to be cleansed of associative imagery; this gave them
an anonymity rare in geometric art at the time, and the disintegration of both
form and image paved the way for the black paintings.
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22 Collage. 1940. Posted papers, 154 x 13", Private Collection
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in my show are not pictures. . . . The intellectual and emotional
what the lines, colors, and spacesdo. —AdReinhardt, 194434

iology of Reinhardt’'s work from 1940 to 1946 is unclear and not
e fully clarified. In 1941, he left the WPA and began at least five
d experimentation. In December, 1943, he had a small show at
ollege Gallery at Columbia University, and as a result was given
New York one-man show at Frederika Beers' Artists Gallery in
4 .33 These shows seem to have included old and new, geometric
work. The latter was ungquestionably the most important devel-
s period. Between 1941 and 1943, Reinhardt began to alter the
'd compositional clarity of the paintings as well as the collages. He
vays: tirst, by a hard, chopped stroke or calligraphy still within the
and still more or less influenced by Davis; second, by blurring all
painting over the rectilinear design until it became very brushy
ar.

for instance, Reinhardt made a tiny (5% by 4V inch) vertical
1) with two strikingly simple panels of open, clear color bounded
other colors, which might have been made by an “advanced”
1 the sixties or by Reinhardt himself twelve years later. However,
rsue this direction at the time, and instead confronted the difficult
ping a new, very painterly technique which would parallel the
| dispersion achieved in the collages. A surviving transitional work
all, delicately colored painting in which the underlying collage
zr) elements are veiled by an overlay of gouache. There are oils
 showing how the brush served the same function the scissors did
2s, even to the point of simulating the angular sickle or blade
it edge (fig. 23). The broad ribbony strokes can be seen as vestiges
luence, but they also anticipate by several years a similar use of
1y by Adolph Gottlieb and Bradley Walker Tomlin.>¢ There are also
fig. 24) with more rounded and irregular elements that relate
‘e Kooning's contemporary abstractions (the group from the late
vin Denby's collection,*” or The Wave, c. 1942). In a 1946 cartoon,
>lained a De Kooning canvas in the following terms, also applica-
v work at the time:

wch modern painting, we see in the work of de Kooning and
Bowden what may seem to be a “sketchiness” and un-
ness which only shows the actual process of creation but asks
oker to “complete” and “finish” the painting in the looking-
se are not (bad) neat, finished buck-eye pictures to “ap-
" passively (and exhaust and dismiss with one glance), or
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24. Abstroct Painting. 1941. Watercolor on poper, 16 x 20"
Present location unknown
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25 Abstract Painting. 1941. Govache on poper.
Dimensions and present location unknown

Digitized by GO Ugl(‘f

picture-puzzles to “figure-out” (in two glances) but (good)
paintings—experiences which can stand a lot of looking.*®

The classic prototypes for a shattered monochromatic surface veiling an
angular structure are of course Picasso’s and Brague’s Analytical Cubist oils
from 1912-13; the impetus toward a formally looser (rather than simply more
brushy) construction was characteristic of the forties in New York. As in Analyti-
cal Cubism again, the color in Reinhardt’s early all-over work was for the most
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r. 1943, Oil on convas, 32 x 40", Private Collection
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part subdued. The best collages are black and white, or pale and near grisaille
(as were many of the postwar paintings from what the artist actually called his
"Analytical Cubist” period). Throughout all his developing years, Reinhardt
moved between such pale or shimmering colors and the hardest, flattest, most
brilliant hues, represented in the early forties by the Neo-plastic paintings (pl.
2). Close values later presented a solution by which these apparently conflicting
interests could be fused. The blue and red monochromes from the early fifties,
with their rigorous structures and warm glows, and the black paintings, with
their gray, shape-effacing light, represent the resolution of conflicts initiated
around 1940,

In April, 1944, Reinhardt went into the Navy, and for over a year his
production was limited to watercolors, drawings, and gouaches. He first at-
tended photography school in Pensacola, Florida, then went to Anacostia, D.C.,
in January, 1945, and was finally, briefly, photographer’'s mate on the S.5.
Salerno; he was discharged from San Diego aofter a brief stay in the army
hospital there as an "anxiety case.” (In the hospital he painted quite a bit and
was “lionized,” as he put it, to the extent of being asked to lecture on art to the
other patients.) In photography school he specialized in motion picture photog-
raphy, sent occasional cartoons back to the newspaper PM, and read a great
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deal. He had hoped to learn and to be able to apply his inventiveness to a new
technique, but was soon disillusioned, becoming a regular contributor to the
school "gripe sheets™:

| feel there should have been at least one lecture or one instance where
photography could have been treated more seriously, intellectually,
emotionally, culturally, conceptually or what—some indication of
what makes great photographers, what makes great photographs,
what makes great movies. | think it was quite curious to have studied
and talked movies for a month and not have mentioned, even once,
for example, Griffith 3%

For the most part he was bored and enervated in a military situation where his
considerable talents and commercial experience could have been useful but
were left untapped.

Most of the work done during the war departed from the tentatively
all-over direction in a rather unsatisfying manner. The brushwork was loose
and color minimized, anticipating the “all-over-baroque-geometric-
expressionist patterns” of the postwar period, but the paintings lacked control
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26 10 29. Four gouaches. 1942-43. 26: 9 x 11", 27. 915 x 127,
2B8: B x 107; 29: 7% x 11", Private Collection
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30. Abstroct Painting. 1945, Oil on convas,
60 x 40", Privote Collection

pigitized by 50 gl(’.

and assurance. This was the only time Reinhardt used white extensively, though
it was used to paint out the forms beneath it, leaving a grayish, linear
palimpsest or a near relief (fig. 30). Once he was isolated from New York,
Reinhardt's evolution anticipated more closely that of a postwar European
moving toward tachisme. Perhaps this was because his Cubist orientation
brought him closer to the international point of view than were, say, Rothko,
Pollock, or Gottlieb, all of whose figure paintings from the thirties had verged on
an introverted regionalism.®? In any case, this was a bad time to interrupt a
rapidly maturing ceuvre and to be away from New York.

For an advanced American artist the advantages of being in New York in
the mid—1940s were, admittedly, intangible. The broad sense of community
engendered by the politically motivated artists’ groups had broken up with
those groups. The cafe-studio dialogues were continued by individuals who
shared not only aesthetic goals but a kind of general angst reflecting total public
indifference and shared financial crises. In 1948 Clement Greenberg wrote,
“Isolation is, so to speak, the natural condition of high art in America,” and
described New York Bohemia (west of Seventh Avenue and below 34th Street,
at the time) as “the shabby studio on the fifth floor of a cold-water walk-up
tenement on Hudson Street; the frantic scrabbling for money; the two or three
fellow-painters who admire your work; the neurosis of alienation that makes
you such a difficult person to get along with."®!

On the other hand, with isolation from Europe during the war arose the
feeling that America was on her own, and that this was the moment to make a
strong cesthetic bid for world attention. Not, of course, that such a bid was
preconceived, but events contributed to bolster New York's growing confidence
and activate its reservoir of talent. When the Surrealist exiles arrived, around
1940, there were already members of the struggling avant-garde who wanted
nothing to do with them, on the grounds that “we’ll work things out for
ourselves.” Eventually such an attitude would spawn the jubilant chauvinism
that marked Abstract Expressionism'’s tfriumph in the mid-to-late fifties. At the
time, however, it was fortunate for the Americans that their move for autonomy
came when Paris's leadership was destroyed by the war and New York had
attracted so many of its leading artists and intellectuals. Even indirect and
infrequent contact (occasionally familiarity and friendship) with such heroes as
Leger, Mondrian, Ernst, Breton, Helion, Masson, Lipchitz, and the younger but
vital Matta reduced the awesome aura that surrounded the School of Paris and
made its art, if not the artists themselves, easier to deal with. In addition, again
according to Clement Greenberg:

New York artists were able to assimilate and digest Klee, Mirc and the
earlier Kandinsky to an extent unmatched elsewhere either then or
previously (we know that none of these three masters became a
serious influence in Paris until after the war). At the same time
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31. Yellow Squore. 1945. Gouache, 14 x 207,
Formerly the Dickey Collection, San Diego, Calit
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Matisse's influence and example were kept alive by Hans Hofmann
and Milton Avery in a period when young painters elsewhere were
discounting him. In those same years Picasso, Mondrian and even

Leger were very much in the foreground in New York—Picasso to such
an extent as to threaten to block the way and even the view. Of the
utmost importance to those who were to overcome Picasso after learn-
ing from him was the accessibility of o larger number of early Kan-
dinskys in what is now the Solomon Guggenheim Museum. All in all,
this marked the first time that a generation of American artists could
start out fully obreast—and perhops even o little bit ohead —of their

contempararies elsewhere 4
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he forties, when some of the great ideas of recent painting were
1, the new art was underground to an extent difficult to com-
s day of rapid maturation, success, and instant art history. The
wve it no more attention than infrequent mentions of group
: from Peggy Guggenheim’s Art of This Century, which closed in
ere only three New York galleries committed to the avant-garde
Charles Egan, Sam Kootz), and virtually no interested collectors.
vere simply not yet possible. “It was not a theological world then;
1e. The thinking was not about the art world; it was personal. One
mmas was scale,” Tony Smith has recalled.®* Mark Tobey, and for
1ul Klee, had made all-over paintings which, like Reinhardt’s in
re references to Eastern and Near Eastern calligraphies, but the
ty remained predominant; only when it was opened up and
2 painterly context did the scale of such work expand beyond the
eodoros Stamos, working from the authority of Arthur Dove's
th the advantages of a sophisticated, analytical mind, was one of
ers to sense the possibilities of graphicism beyond Surrealism;
tte-Dart was another. Adolph Gottlieb’s “pictographs,” begun in
d the calligraphic symbol with the robust quality of a gesture.%3
ock were already abstractionists in a harsh and wholly un-
ner in the early forties, and Motherwell, Rothko, and Newman
iir mature styles and consequent scale a little later. However, just
he only consistently mural-scale paintings to be seen in New York
30, Wifredo Lam, and the Mexicans, ¢

stand, in a painting, the love of anything except the love of
f. If there is agony, other than the agony of painting, | don’t
what kind of agony that would be. | am sure extemal agony
ter very importantly into the agony of our painting.

dt, 195097

o were fairly acceptable, they could be looked at as abstract
ss Max Emst would ultimately be the best Surrealist for me

the one that has explored the most and had the widest kind of
einhardt, 196648

n with the human content of the work is in principle incompatible
= enjoyment proper. . . .Even though pure art may be impossi-
sbtless can prevail a tendency toward a purification of art. Such
vould effect a progressive elimination of the human, all too
nts predominant in romantic and naturalistic production. . . .The
artistic art. —Jose Ortega y Gasset®?
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But only God can make a tree. —Joyce Kilmer™®

At this point, it becomes necessary to interrupt the account of Reinhardt's
stylistic development in order to discuss the effect of Surrealism on his work.
Despite his distaste for the idea of an art for life's sake and his deep commitment
to rectilinear forms, the time came, in the early forties, when he realized that an
escape from geometric art, even geometric art as postulated by Meondrian, was
necessary for his own individual development and for American painting’s
more general advance. He had made several false starts, some of which
predicted later mainstream tendencies. Having accepted the pseudo-modeled
effects of photographic materials in his collages, while still manipulating them
in a relatively shallow and at times flat space, he had opened up his work to an
ambiguity denied by geometric abstraction. He could no longer ignore the
formal possibilities offered by the best of Surrealism.

The degree to which the arrival in New York of several major Surrealist
exiles (especially Matta, less known, but younger and more abstract than his
colleagues) affected the history of Abstract Expressionism and its offshoots
continues to be disputed. Robert Motherwell has advised historians not to
“"underestimate the influence of the Surrealist state of mind on the young
American painters in those days, or that, through them, we had a first-hand
contact with the School of Paris, and especially its preoccupation with poetry,
and its understanding of ‘automatism’ as a technigue; though none of us were
much affected by its painting.””! "Poetry,” for Reinhardt, had nothing to do with
art. The concept of automatism, in which lack of control was implicit, did not
appeal to him for the same reason. Nevertheless, automatism was crucial to the
general development of painterly abstraction, and, at least for intellectual
reasons, Reinhardt was interested in the possibilities offered by such an alterna-
tive. In 1945 he did some very spontaneous brush drawings in a meandering
line that appeared in a more disciplined and calligraphic form in later all-over
oils. The blurred and luminous shapes, often jewel-like colors and “under-
water” effect of those oils had something in common with Matta's work, as well
as with Gorky’s, Rothko's, and Baziotes'. Even the columnar configuration
underlying most of the canvases of the forties is the nonobjective counterpart of
the totemic verticals of then surrealizing artists such as Pousette-Dart, David
Smith, and Wifredo Lam, as are the abstract biomorphic personnages found in
Rothko's and Still's work around 194372 (see figs. 32, 37). Above all, Surrealism
offered the edge-to-edge patterns of Miro, whose fantastic but precise and quite
homogeneous imagery had a broad appeal transcending stylistic boundaries,
an appeal prematurely recognized by Reinhardt, via Davis, around 1941. For
instance, in 1945 that arch-classicist Josef Albers said approvingly of Miro's
paintings: “They scan like mine.””3

However, the “Surrealist state of mind” was reflected primarily in the work
and the writings of those artists who adopted the Jungian return to myth as o

GO 81(?

32. Abstroct Painting. 1949,

Qil on convas, dimensions unknown.

Formerly Collection Alex Turney
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way out of Picassoid abstraction, and whose stronghold from 1942 to 1947 was
Peggy Guggenheim’s gallery, Art of This Century.”® Their literary bastion from
1947 to 1949 was Ruth and John Stephan’s little magazine, Tiger's Eye, in which
inquiries were held on such subjects as “What is Sublime in Art?"” and reproduc-
tions of the Parsons Gallery group's work often appeared.” By then the orienta-
tion toward content was long-standing. On June 13, 1943, The New York Times
published a letter from Newman, Rothko, and Gottlieb (signed only by the last
two) replying to critic Edward Alden Jewell's “befuddlement” about their work,
which read in part:

To us art is an unknown world which can be explored only by those
willing to take risks. ... There is no such thing as good painting about
nothing. We assert that subject is crucial and only that subject matter is
valid which is tragic and timeless.”®

Reinhardt, on the other hand, made clear his opposition to any subject
matter. His position was that there is no such thing as good painting about
something. The satirical titles of his paintings shown at Betty Parsons in 1947
48 were aimed at the suggestive titular excesses of other artists, especially those
linked with Surrealism, and they constituted a list of contemporary conceits, all
of which he rejected: "Sign paintings,” “industrial design,” “painting for a
modern cave,” “fancy figures,” “rough characters,” “space markings,” "bits of
information,” “pure myth ! “color scheme for a social painting,” "“object lesson,”
“Rock that Expressionist Dreamboat,” “dialectical spectacle,” “transcendental
tangent,” and “Esthetic Device 33."77

While Reinhardt was willing to benefit from the fringe effects of Surrealist
automatism in hopes of resolving his own conflicts between a temperamental
inclination to geometry and order and an equally strong desire to go beyond the
rigid structures of the thirties into a new art, the prospect of “voyaging into the
night, one knows not where, on an unknown vessel...""® filled him with
righteous disgust:

fF R

It is not right for an artist to make believe that he doesn’t know what
he's doing, when everyone else knows what he’s doing. . . . Artists who
leave decisions of what is not right to someone else, especially to those
who don’t know, should be put to the rack and given the brush.. .. It is
not right for artists to mix their art up with other arts, with the idea that
the arts augment each other. ... It is not right for an artist to make his
bag of tricks a matter of life and death. ... It is not right for artists to
encourage critics to think that sloppy impasto is Dionysian and that
neat scumbling is Apollonian. Artists who peddle wiggly lines and
colors as representing emaotion should be run off the streets.”
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33. Colloge. 1944, Pasted papers,
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36 . Abstract Pointing. 1945. Ink, crayon, gouache Dimensions and present location unknown
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37. Abstract Painting. 1948. Qil on
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These lines were written in 1960, but the ideas first appeared in the
mid-forties. While other artists made euphonious literary cases for a new
content, Reinhardt was producing a unique series of cartoon critiques in which
didactic messages were made palatable by a mordant and literate wit. Collec-
tively titled “"How to Look,” the series ran from January 27, 1946, to January 5,
1947, in the newspaper PM .0 It is the source of the later art-as-art dogma, and
if the wording was different, the idea was what he called “the same old idea,”
the repetitive style hammering in the “distinction between a painting and a
picture,” between high and low art, between abstraction or “art as art,” and
Surrealism, or any “art as life.” He quoted Louis Aragon: "The camera has
opened the eyes of all except the eyes of the painter.” Pictures in frames could
not compete with the pictures in magazines and movies. The young artist could
learn “more about his environment from film in a few years than he had from
centuries of representational painting.”®!

In Reinhardt's out-of-hand rejection of all movements that exploited art for
other than purely cesthetic ends, or incorporated in art other than aesthetic
elements, lies the source of his differences with the New York School, long
before that “school” actually existed. He never agreed, for example, with
Motherwell, who wrote in 1942 that Mondrian’s art had value as a demonstra-
tion, but was a failure because “he has spent his life in the creation of a clinical
art, in a time when men were ravenous for the human .82 Where other painters,
with typically American backgrounds in a social or romantic, Ryderesque fig-
uration, were moved to innovation and a new freedom by contact with the
Surrealist program, with the Mexican muralists, with primitive or naive art, with
early Kandinsky or the theories of Jung, Reinhardt derived his impetus from the
dispersion of focus in Davis's and Mondrian's later canvases, which also
heralded the breakup of the picture plane and of hierarchically organized space
by which the New American Painting moved away from the characteristic
self-containment of European modern art.

Shortly after his return to New York, in March, 1946, Reinhardt was given a
show at the Brooklyn Museum School Gallery which apparently covered early
work again, since the ubiquitous Helionesque collage (pl.3) reappeared on the
notice, accompanied by two more recent paintings with baglike shapes and
irregular, round-edged rectangles overlaid by a painterly crosshatching that
threatens to obscure them (fig. 36). By November of that year, when Reinhardt
had his first show at Betty Parsons’ new gallery,® the shapes and strokes had

Colorplate 7. Abstract Painting, Red. 1948. lost their solidity. The canvases from 1946 through 1949 are vertically oriented,

Qil 6 cenvas: 80407, Private Collectian often in exaggeratedly thin formats. Many are entirely single-surfaced with no
border separating the repetitive patterns from the edges of the supports, while
others retain a slightly columnar design. In some, which may be the earlier
works (fig. 37), a field of irregular fragmented shapes floats in three intermin-
gled layers, combining cloudy blotches, soft-edged but perceptible forms, and
an overlay of flatter line and hooked shapes derived from his geometric
calligraphies.
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3B, Abstract Pointing (Persion Rug). 1946,
Ol on canvas, 50 x 20°. Present location unknown

Digitized by GO Ligle

A review of this exhibition noted that Reinhardt’s paintings held nothing
identifiable as particular objects and could be called "Abstract Impres-
sionism.”® Most of the paintings included seem to have been quite dryly
painted, heavily scumbled; in some, crystalline linear shapes emerge like the
striated details of a cliff-face. Others of the period are more intricate, tightly
woven, and all-over: Reinhardt called them, half-seriously, “Persian Rugs,”
because of their textures and refined, luxurious colors. In 1947-49, these
alternated with more loosely handled, fluid atmospheric canvases which he
called “Chinese Verticals,” acknowledging their resemblance to oriental
monochrome landscapes. Both types had a long, thin vertical format and a
clearly vertical-horizontal structure beneath the painterly surface. Some (fig.
40) recall Mondrian’s plus-and-minus period; others (fig. 41) the hooks and
lines of Kufic script. Reinhardt had long been interested in calligraphy, having
copied Old English and German Black-Letter printing as early as 1924, his own
starkly beautiful neo-italic handwriting in black ink with broad nibbed pen was
a significant element in his dogmas as well as in his unceasing flow of letters
and postcards to friends and adversaries. His graduate school lecture notes are
visual masterpieces in themselves, the reqular handwriting (often reduced to
almost microscopic size) illustrated by rapid but incredibly assured sketches of
the slides shown: innumerable Chinese bronze patterns, stylized cloud, hill, and
water motifs from early Chinese paintings, Buddha after Buddha, and
sculptural details, all demonstrating the differences between things that look
alike, as did his journal sketches on his first trips to Europe, where he concen-
trated on common but decorative objects, such as telephone poles in Italy (fig.
42).

The general impression provided by the all-over canvases of 194648 is
one of a light- and color-filled lyricism. The better examples reveal a gridlike
underlayer; in the less successful examples this is clouded by an excess of
dragged brush and light-over-dark modeling, or else the bold hooked lines that
anchor the shapes to the picture plane are replaced by blurred fragments that
seem to blow across rather than define the surface. It is in those canvases which
bear the most obvious, if superficial, resemblance to an Abstract Expressionist
aesthetic®® that the difference between Reinhardt and the maijority of his New
York School colleagues is most striking. American “awkwardness” — irreqular
shapes, spontaneous compaosition, uninhibited gestures— never came easily to
him. He was not only unwilling, but unable to court chaos. It is perhaps because
of this personal and historical antipathy to the flamboyance of romantic decla-
rations for the “sublime,” for “crisis” and "risk,” that his all-over paintings from
the forties are finally less interesting than those of Pollock and others. The
all-over method maoy have occurred to Reinhardt so early precisely because he
was not interested in images — even abstract or symbolic ones — and did not
have to work them out of his paintings. At the same time, his preference for
harmony over dynamism and modesty over grandeur precluded extensions of
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40. Abstroct |
The Museum
Gift of Mrs, 4



40. Abstroct Painting No. 22. 1949, Qil on canvas, 50 x 20", 41. Abstroct Painting. 1948. Oil on canvas, 50 x 20"
The Museum of Maodern Art, New York Collection Bernar Venet. New York
Gift of Mrs. Ad Reinhard!
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42 Telephone Poles, Italy {from journal kept
in Europe). 1953, Pen and ink, 1234 x 9%5".
Private Collection

the all-over method into the immensely scaled, continuously lateral spaces
achieved by Pollock, or the unrestricted color fields chosen by Barnett Newman.
Reinhardt understood the needs and necessities of a new and liberated Ameri-
can art and fo a point was able to follow them up with formal innovations. Yet
his own real breakthrough was to come later as the result of a very different
aesthetic and different circumstances.

Included in important early exhibitions of the new styles, such as "The
Ideographic Picture” at Parsons in 1947 and “The Intrasubjectives” at Kootz in
1949 (with fig. 37), Reinhardt was in but stylistically not entirely of the New
York avant-garde. His developing position as devil's advocate and scapegoat (“l
was always the foil at the Club”)®® and finally as self-appointed community
“conscience” further emphasized his simultaneous commitment to and detach-
ment from the New York School. Reinhardt was a regular participant in the
original, informal Artists’ Club, which first met just after the war under a big tree
in the northwest corner of Washington Square. He once said he was there (in the
Club, until its demise in the early sixties) because there was nowhere else to go;
he also knew, and said, that it was where he belonged, whether or not anyone
agreed with him. His identification with and intellectual attachment to these
artists as a group was unassailable. In 1950 Reinhardt was one of “The lrascible
18 “ artists who protested the Metropolitan Museum’s “American Painting
Today, 1950: A National Competitive Exhibition” because the choice of jurors
“does not warrant any hope that a just proportion of advanced art will be
included.”®? He was still protesting the next year, though by then the eighteen
had shrunk to seven—Newman, Still, Rothko, Gottlieb, Ferber, Motherwell, and
Reinhardt. Ten years later, disgusted with the alleged sell-out of his former
comrades, he dedicated a paper read at the annual College Art Association
meeting to “the seventeen irascible artists of 1950 who have since successfully
adjusted themselves to their non-environment;” he noted in the course of that
talk:

It is not right for artists to feel it's all right to be “irascible” when young
and without means, and “docile” when doddering and well paid-off.
Artists stricken with “fall-out” or "sell-out” should be institutionalized,
pensioned, and enabled to lead a comfortable hand-out-to-mealy-
mouth existence for the rest of their natural lives.?8

Thus the generalizations uvsually made about this generation of the New
York avant-garde apply only peripherally to Reinhardt. While he called his
work from the forties “rococo-semi-Surrealist fragmentation,” and while the
technique of automatism inherent in his earlier colloges was pervasive enough
for him to be able to benefit from it despite his antipathy to Surrealist rhetoric, he
was also subjected to other, self-imposed formative factors not shared by most
of his colleagues. In 1944, and then after the war on the Gl Bill, Reinhardt




studied oriental art history with Alfred Salmony at New York University's
Institute of Fine Arts. He did not work toward a degree, but remained there until
1952. Balcomb Greene had encouraged the decision to go back to school “to get
out of a daytime job,” and the choice of Eastern studies Reinhardt attributed
simply to the fact that he already knew about the West. One is tempted to read
more into it. Widely read as he was, Reinhardt was undoubtedly aware of
aspects of oriental art to which he would be particularly sympathetic. Later he
admitted that Islamic art had satisfied a self-conscious search for an antidote to
the romantic expressionism that dominated the avant-garde through 1960. His
old friend Thomas Merton was immersed in Zen Buddhism; Klee's, Kandinsky's,
and of course Mondrian's interest in the Orient was not unknown to him. He was
attracted to the Zen paradox because it "goes over and over something until it
disappears’'®?; he lectured on it at the Artists’ Club before it became popularand
attended D.T. Suzuki’s seminars at Columbia in the early fifties. The principle of
the Sung Academy was particularly attractive because of its emphasis on
“timelessness,” its recognition of the possibilities open within the apparently
unchanging framework of the set tradition. And the minimized composition and
emotion, the emphasis on pattern in Islamic ornament, reinforced his own
pictorophobia. He associated the icon with abstraction:

The idea of an icon is to do o picture over and over again, to lose
oneself in o few simple ideas to just get that rightness. .. no composi-
tion and color and expression, but invisibility. Mondrian did this; he
made icons, not murals. In the original icons, the figures were just
formulas, not everyday people. That idea came with the Renaissance.
Islamic art is not religious and it's too fanatic and obsessive to be
decoration. It is a composite art, an art from art. In abstract art you deal
with problems of art.¥?

Perhaps Reinhardt also found in Buddhism a replacement for the Marxist
aesthetic that artists in the thirties had failed to define. He considered Buddhism
“an aesthetic, not a religion.”?' The intellectual challenge of both Buddhism
and Marxism may lie in their cyclical implication that “the end is the begin-
ning,” a favorite concept of Reinhardt's. Claude Levi-Strauss makes the connec-
tion as follows:

This great religion [Buddhism] of not-knowingness is not based upon
our incapacity to understand. It bears witness, rather, to our natural
gifts, raising us to the point at which we discover truth in the guise of
the mutual exclusiveness of being and knowing. And, by a further
audacity, it has achieved something that, elsewhere, only Marxism
has brought off. it has reconciled the problem of metaphysics with the
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Colorplate 9. Abstract Painting. 1948. Qil
on canvas, 76 x 144", Allen Memorial

Art Museum, Oberlin, Ohio

problem of human behaviour. ... Buddhism can remain perfectly co-
herent and, at the same time, respond to appeals from without.
Perhaps even, in a vast section of the world, it has found the missing
link in the chain. For if the last moment in the dialectical process which
leads to enlightenment is of value, so also are all those moments
which precede and are similar to it. The absolute “No” to meaning is
the last of a series of stages which leads from a lesser to a greater
meaning. The last step needs, and at the same time validates, all
those which went before it. In its own way, and on its own level, each
of them corresponds to a truth. Between Marxist criticism which sets
Man free from his first chains, and Buddhist criticism, which completes
that liberation, there is neither opposition nor contradiction. (The
Marxist teaches that the apparent significance of Man’s condition will
vanish the moment he agrees to enlarge the object that he has under
consideration.) Marxism and Buddhism are doing the same thing, but
at different levels.?2

[Rothko and Pollock ] have found something of their own and will perhaps be
the start of a third party, of which modem art stands compellingly in need.
—Maude Riley, 1944%3

| believe that here in America, some of us, free from the weight of European
culture, are finding the answer, by completely denying that art has any
concem with the problem of beauty and where to find it. — Barnett
Newman, 1948%4

Isn't the large size of modern abstract paintings a new insistence on the
art-experience and a rejection of decorative infention? Isn't this another
affimation of independence and responsibility, of clarity and increasing
consciousness of the fotal “process of creation”? —Ad Reinhardt, 1950°%

The late forties and early fifties is one of the most tangled periods in the
annals of recent American art, a fact complicated by the personal animosities
developed and the historical smokescreens set up during the intervening dec-
ades. The vagueness of statements about who was whose best friend, who
visited whose studio when, what effect the various personalities had on each
other, is compounded by the fact that critical coverage of the most important
exhibitions was inadequate, and no attempt was made to establish any but the
most superficial relationships between the various artists’ work. Only one
writer, Clement Greenberg, was concerned with the formal problems and
processes confronted by the artists themselves, and no single person is equipped
to elucidate the complexities of such a situation. In retrospect, Reinhardt seems
to have been closest, as friend and artist, to Rothko and Newman at the time,
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44 Artists’ Session, Studio 35, April, 1950 (left to
right: Brooks, Reinhardt, Pousette-Dart, Bourgeois,
Ferber, Tomlin, Biolo, Goodnough, Sterne, Hare,
MNewman, Lipton, Lewis, J. Ernst)

although he was also editing a book with the other younger member of the
group — Robert Motherwell.?® The artists represented by Betty Parsons
(Reinhardt, Ferber, Hofmann, Newman, Pollock, Pousette-Dart, Stamos, Rothko,
Still, and Tomlin) formed a close group, to which Tony Smith must also be
added, by virtue of his close friendship with Pollock, Still, Rothko, and Newman.

The Parsons group seems to have felt that their goals differed from those of
the Egan artists (De Kooning and Kline) and of the more Europe-oriented group
(Motherwell, Baziotes, Gottlieb) at the Kootz Gallery, which someone called a
“sweetening factory.” Questions of mutual influence, or interaction, among the
Parsons artists have yet to be clarified; they are arguable and are, in fact, being
argued.?7 It is possible that the stature of the men involved precludes attribution
of direct influence in any meaningful way. Solutions and approaches to com-
mon problems were pooled in discussion and at times collected in artist-
organized exhibitions, such as Newman's "The |deographic Picture” at Parsons
in 1947, where a stylized graphicism was explored as a Jungian symbol via the
primitive arts, and as the schematic device for abstraction adopted by
Reinhardt,

Around 1950 American vanguard artists sensed as a group that a new kind
of simplicity was necessary to achieve an expanded scale and presence. Pollock
had found his unique course. Most of the others were grappling with conflicts
between order and disorder, accident and intent. Having for the most part

o 2 Original from
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rejected figuration, they were seeking at the same time a meaningful image
vague enough to be suggestive beyond its pictorial associations. Their attitudes
toward a geometric solution, associated with the Cubist orientation of the
thirties and with European abstraction, were particularly ambivalent. Reinhardt
was the sole proclaimed classicist in the Parsons group. He did not share
Newman's distaste for the “empty world of geometric formalism,” %8 but like
Newman, and to some extent Rothko, he realized the necessity to “escape
geometry through geometry itself.”?? An exchange in the Studio 35 discussion
of April 23, 1950, reflects the ambiguous role of geometry in the new art:

De Kooning: | consider all painting free. As far as | am concerned,
geometric shapes are not necessarily clear. When things are cir-
cumspect or physically clear, it is purely an optical phenomenon. It isa
form of uncertainty; it is like accounting for something. It is like
drawing something that then is bookkeeping. Bookkeeping is the most
unclear thing.

Reinhardt: An emphasis on geometry is an emphasis on the “"known,”
on order and knowledge.

Ferber: Why is geometry more clear than the use of swirling shapes?
Reinhardt: Let's straighten out our terminology, if we can. Vagueness
is a “"romantic” value, and clarity and “geometricity” are “classic”
values.

De Kooning: | meant geometry in art. Geometry was against art—the
beauty of the rectangle, | mean.

Lippold: This means that the rectangle is unclear?

De Kooning: Yes.... The end of a painting in this kind of geometric
painting would be almost the graph for a possible painting —like a
blueprint....

Mewman: The guestion of clarity is one of intention. . ..

De Kooning: About this idea of geometric shape again: | think a
straight line does not exist. There is no such thing as a straight line in
painting....

Reinhardt: | would like to get back to the question of whether there is
another criterion of truth and validity, apart from the internal relation-
ships in a work of art. . ..

De Kooning: If a man is influenced on the basis that Mondrian is clear, |
would like to ask Mondrian if he was so clear. Obviously he wasn't
clear, because he kept on painting. Mondrian is not geometric, he does
not paint strcight lines. A picture to me is not geometric — it has a
face....It is some form of impressionism.

Newman: De Kooning has moved tfrom his original position that
straight lines do not exist in nature. When | draw a straight line, it does
exist. It exists, optically. ... A straight line is an organic thing that can
contain feeling.19°

45. Abstract Fr:.nnrng Dark Gray. 1948 Oil on canvas,
50 x 20", Collection Marlborough Gallery, NeW York
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46. Abstroct Drowing. 1947, Brush and ink colloge,
24 x 18%". Private Collection

At some point in the late forties, the “Persian Rug” brushstrokes became
less lines and patches than flat slabs with ragged ends (fig. 45). Several
paintings from 1948-49 reverted to the ribbon-like calligraphy of the 1941-44
works, so that Reinhardt seems to have exited from his “Surrealist-Expressionist”
period by exactly the same gate that he entered it. Though he was now master of
several interchangeable manners by which to accomplish a unified but lively
surface, none of them brought him complete satisfaction. In the late forties he
began to attempt the synthesis he may have had in mind all along. A large key
painting from 1947-48, later overpainted, demonstrated his dilemma (fig. 4 7).
In it the short graphic strokes and shapes that made up the weave of the all-over
canvases are isolated and enlarged against a ground irregularly divided into
flat, rectilinear forms. On top of this a bright-colored, rather arty arrangement of
filled-in free shapes intercedes between the calligraphy and the solidity of the
ground.

The years between 1948 and 1950 indicated two conflicting directions in
Reinhardt’s art. The first produced some of the most “expressionist” works of his
career. Some of these are very good paintings, but formally they were a blind
alley. The 1949 exhibition at the Betty Parsons Gallery included several can-
vases in which the heavily painted uniform covering of previous works was torn
away from large areas, revealing irregular whiplash lines and the contours of
loose parabolic shapes set in among rough-edged blocks (fig. 48). They were
painted in the Virgin Islands, but as Reinhardt took pains to note in the
catalogue, they bore no intended relation to “seashells or undersea coves,”
“native land or sea or sky-scape,” “camouflaged Caribbean stories,” or “local
racial or political myths.”'0!

The second direction, in which the quasi-rectangular slablike strokes com-
bine with the blurry edges of the more lyrical paintings to become either fields
ot glowing color bricks or airy monochromatic geometries, was to prove the
important one. Yet around 1950 Reinhardt's production was still highly diverse.
Apparent stylistic differences usually represent trial solutions to the same
problems — scale, painterliness, geometry. The broad open area cut by dry-
brushed "windows" into an underlayer was, for example, attempted with wet
brush and dry, with strongly contrasting multicolors, monochrome, and close
values. The same methods were applied to all-over fields of color bricks or bars.
Others, such as a flat calligraphic canvas in white-on-white (fig. 50), and a
handsome vertical divided into four rectangular areas of black, white, and gray
(fig. 51), were geometrically composed, simply but strongly related to the shape
of the support. Only the black-and-white calligraphies continued to employ
diagonals and curves of any kind, and they too dealt with shapes of a single size
and formal emphasis.

The color-brick paintings of 1949-50 are clearly related to the brilliant,
flat, close-valued geometric paintings from the late thirties; at the same time,
they profit from a painterly handling achieved in the intervening years: the
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48. Reinhardt exhibition
at Betty Parsons Gallery,
MNew York, 1949

Digitized I_» GOL. 'g[e

loosening compartmentation of the work around 1945, and the infinite variety
possible within minute differentiations of pattern and color of the work in the
late forties. The all-over paintings had been dependent on a visible variety—
a chiaroscuro that sparked patches of light and dark distributed uniformly over
the canvas as in Impressionism—and on contrasts of wet and dry brush (pre-
sumably to give the “woven” surfaces a certain textural interest in lieu of
specitic torm juggling); they hod also contrasted blurred and linear contours.
The new thinly painted, watercolor-effect canvases de-emphasized contrast
and stressed color and luminesity. In some canvases (fig. 54, pl. 10), the bricks
are lined up across a horizontal surface to form alternate bands leading off the
side edges, like an orderly version of Pollock’'s expanding spaces. In others (figs.
55,56, pl. 11), the same effect is more strongly accomplished by a regular
division of the surface into overlapping blocks of the same size. If ever a
painting deserved the label "Abstract Impressionism,” a shimmering yellow
gouache of 1949 (fig. 57) is it, though Reinhardt took pains to point out that his
use of the word “Impressionism’ was “entirely involved with the sensation and
impulse of the marks on the surface—not sensations and impulses of anything
else—phenomenclogy, epistemology, Meyer Schapiro’s theories, efc.”'! 92
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49. Abstract Painting, Violet and Orange. 1948. Qil on canvas, 60 x 40"
Collection Mrs. Sheridan Hudson, Paris
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Colorplate 10. Number 114. 1950. Oil on canvas, 60 x 408", The Museum of Madern Art,
Mew York. Gift of Mrs. Ad Reinhards
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Colorplate 11. Abstroct Painting. 1949, Qil on convas, 60 x 40",
The Museum of Modern Art, New York
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1950. 53. Abstract Painting, Blue on Black. 1950.

Private Collaction , | Oil on canvas, 50 x 207, Private Collection
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54. Abstract Painting. 1950. Qil on canvas, 76 x 144" The Hirshhorn Museum and Sculpture Garden, Washington, D.C.
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56 Abstroct Painting. 1949 Qil on canvas, dimensions and whereabouts unknown
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57. Abstract Painting. 1949. Gouache
on paper, 272 x 252", Private Collection

58 . Abstract Painting. 1949. Gouache,
229 x 30'2". Private Collection

59, Abstract Painting, Gray. 1949. Qil on
canvas, 32 x 40". Private Collection
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&0. Barnett Newman. Abrgham. 1949. Oil on canvas,
8234 x 342", The Museum of Modern Art,
MNew York Phlhp Johnson Fund

GO 816

Throughout this period, and on until the mid-fifties, Reinhardt continued to
alternate between hot, bright hues and equally close-valued, but more somber
hues—the grays, browns, greens, and blues that became typical of his mature
work. A major painting from 1950 (pl. 12) consists of very thinly painted,
rough-edged gray rectangles with traces of yellows and greens surfacing like a
mortar of light between the bricks. Now that our eyes are accustomed to far
darker and closer values, its chromatic distinctions are clear enough; at the time,
however, such lack of color was being explored by only a few painters—Rollin
Crampton, Newman, and Still among them ' 93

While Still was probably the first to open up a broad field of almost
unbroken color into then unprecedented size and scale, and while it was Pollock
who first “"broke the ice,” as De Kooning has put it, Barnett Newman seems to
have been the source of a peculiarly New York concept, further extended in the
sixties—that of an art based on one idea, on a single (rather than all-over)
image; the concept of the thinking artist, as opposed to the physically active
artist constantly in the process of working out ideas in paint. “The basis of an
aesthetic act is the pure idea,” Newman wrote in 1947:

But the pure idea is, of necessity, an aesthetic act. Here then is the
epistemological paradox that is the artist's problem. Not space-cutting
nor space building, not construction nor fauvist destruction; not the
pure line, straight and narrow, nor the tortured line, distorted and
humiliating; not the accurate eye, all fingers, not the wild eye of
dream, winking; but the idea-complex that makes contact with mys-
tery—of life, of men, of nature, of the hard, black chaos that is death,
or the grayer, softer chaos that is tragedy. Everything else has every-
thing else.'%4

Aside from Newman's first controversial show of “stripes” in 1950, which
was not taken seriously even by certain members of the avant-garde audience,
there are of course precedents for exhibitions in which all the paintings closely
resemble each other. Mondrian’s shows minimized variety and Josef Albers’
“Homage to the Square” series, begun in 1949, did so even more radically,
though neither Mondrian nor Albers combined single image and very large size
in the way that became characteristic of the New American Painting. Reinhardt,
who eventually took the single-image concept further than anyone else, did not
restrict himself to the trisection until 1952, From 1949 to 1952 he was still
seeking his own solution to the issues with which the entire avant-garde was
confronted. He worked well in large size, but the effect was always more
restrained than that of his Parsons colleagues. While he added to the classical
harmonies of pure painting an element that has, dangerously, but not inaccu-
rately, been called “American” breadth and openness, and while he was as
concerned as anyone with a continuous surface as a vehicle for "color-space,”



Colorplate 12. Abstract Pointing —Grey. 1950. Oil on canvas, 30%2 x 40%2", The Metropolitan Museum of Art, New York. Gift of Henry Geldzahler, 1976
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61, Josef Albers. Dark. 1947, Qil on canvas,
2612 x 38", Collection Budd Goldberg, Chicaogo
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his sensibility was not attuned to the subjective combination of grandeur and
intimacy inherent in their work. He sow painting as an ordered, pure, and
preferably immobile construct in a period when “purity’ was despised. In this
sense, he was a "thirties painter” in the forties and a “sixties painter” in the
fifties, for he soon found that huge size was not necessary for the particular
self-contained luminescence he sought. Like Mondrian twenty years earlier,
and like the Minimal artists ten years later, he eschewed the monumental fora
quieter middleground scale that was neither overpowering nor easily over-
powered.

This “un-American” modesty he shared with Josef Albers, whom he saw
fairly frequently in the early fifties.'%® Albers remembered seeing a yellow-
on-white, semi-geometric canvas by Reinhardt (probably plate 13) in the 1951
AAA exhibition; he thought at the time that here was the only New York artist
dealing with the kind of color ideas in which he himself was involved.!®® Again,
it is difficult to assess the extent or even the existence of direct influence. Albers
doubted that there was any. Reinhardt had synthesized geometry and close
values in 1949, abandoned the idea, returned to it briefly, and abandoned it
again. By 1950 he was headed back toward a hard-edged geometric style and
away from the looser all-over idiom that had preocccupied him in the forties.
MNevertheless, the example of Albers’ "Homage to the Square” series may well
have provided an encouraging suggestion that conventional geometry did offer
a valid vehicle for color research and a viable alternative to Mondrian's asym-
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metricality. The study of bright, clear values and minute color variations by
juxtaposition was general knowledge through the Impressionists and through
Matisse, whose impact on the New York School is well known. Yet Albers’
studies went considerably further both in experimentation and systematiza-
tion.'?” Certain of Reinhardt’s larger canvases from 1952 or 1953 are clearly
related to works such as Albers’ 1950 Variant on a Theme: White Wall'%8 or his
1947 Dark (fig. 61), exhibited in Andrew Ritchie's "Abstract Painting and
Sculpture in America” at the Museum of Modern Art in 1951. Albers and
Reinhardt agreed on reduction of form in favor of color, although Albers’
methods, his emphasis on theory, and his strict self-limitation to the unmixed
color straight from the tube were unsuitable to Reinhardt's more intuitive
process.

The 1950 paintings indicate Reinhardt’s rejection of Still's physically sub-
stantial impasto (though not of his strong verticality), Pollock’s emphasis on
process and material, and the indeterminate, atmospheric space of Gorky,
Rothko, and Pollock. Nevertheless, the blurred edges of the shapes show his
reluctance to abandon entirely the painterly handling associated with other
new work. Reinhardt was certainly most drawn to Rothko's and Newman's
intellectual clarity. He personally objected to the aura of angst that surrounded
Pollock. Yet Rothko and Newman continued to “compose” in a minimal sense, to
rearrange their rectangular areas in order to solve different color and space
problems in each canvas, whereas Reinhardt was far more aottuned to the
homogeneous surface, non-hierarchical arrangements, and generally anti-
formalist approach that Pollock represented. Pollock came to such an approach
emotionally; Reinhardt came to it through a fundamental disinterest in form. He
was to be increasingly concerned with symmetry and with ordered pattern,
which Thomas Hess had perceived in 1949, when he wrote: "Reinhardt seems to
be an inventor of patterns, not of forms.”'%?

This comment may have been intended pejoratively, yet it was precisely
such a rejection of "significant form,” "dynamic equilibrium,” and associative
images that freed Reinhardt from the restrictions of conventional geometry. His
perpendicular strokes and color bricks, or bars, were already modular units
rather than forms. The blurred, asymmetrical, rectilinear calligraphies and airy
“watercolor” oils of 1949-50 were Reinhardt's last attempts to fuse his own
classicizing nature with the romantic breakthroughs of the painterly abstrac-
tionists.

In his 1951 show at Betty Parsons, the geometric framework, hidden for
years under virtuoso surfaces, was allowed to emerge in stark elegance. The
soft, luminous color came from what the artist called the “Chinese Verticals,”
while the crucial openness and breadth seem to have resulted from a decision to
concentrate on close-valued, pale monochromatic hues, emphasizing yellow or
light gray on white, as well as a bold black-and-white calligraphy. By 1953 he
had fully committed himself again to geometry, albeit a geometry that by
symmetry and close values extended previous geometric art.
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62. Mark Rothko. Number 10. 1950, Qil on canvas,
Q038 x 57V8". The Museum of Modern Art,
New York, Gitt of Philip Johnson
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Colorplate 13. Abstract Painting, Yellow and White. 1950. Oil on canvas, BO x 60". Marlbarough Gallery, New York
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Colorplate 14. Abstract Painting. 1950. Qil on canvas, 40 x 40", Private Collection
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64 . Abstract Painting. 1950. Oil on canvas, 40 x 346". Private Collection
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&5 Abstract Painting, No. 17, 1951, Qil on convas, Dimensions and present location unknown
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The expressive and structural meaning of color space in painting is my main
inferest.—Ad Reinhardt, 1947110

To those horrified that we may take the mystery out of painting, we
promise to keep the question of color quality a deep (bright) secret.
Ad Reinhardt, 194711"!

| Gestalt psychology] came about negatively, as a protest against what is
now called the atomistic approach: the method of explaining things by
adding up local effects, qualities, functions of isolated elements.
—Rudolph Arnheim, 1943'12

Considering the revolte nature of modernism as a whole, [the aim to create a
new convention | is an odd and uncharacteristic ambition, an ambition which
separates the geometrical painters from their contemporaries in other styles.
In the context of the modern movement they stand alone in their willingness to
set up strict rules of procedure . They are unique in their adherence to pictorial
goals that are capable of exact definition. Every other notable style in the
modernist spectrum aims at a release from the ties of convention in order to
be on its own, free from distracting obligations not immediately relevant to
its expressive task, whereas the geometrical style strives for the very opposite;
the imposition of a new convention which will rescue the work of art from the
hazards of free expression and personal fancy . This faith in the absolute was,
in a peculiar and subtle way, a faith that others exist, whereas a great deal
of the free-form painting of our time issues from the neurofic need of artists fo
reassure themselves that they exist. The loss of faith in the pictorial absolute
has thus been to some extent a loss of faith in the social function of
art—which is to say, a loss of faith in society itself.—Hilton Kramer, 19603

Reinhardt had no one-man exhibition in 1950. The work shown in 1951
included the flat, calligraphic paintings, often two-color and close-valued (or
monochrome in the Chinese sense—one color plus white). The painter Robert
Goodnough's review in Art News described them as a:

...refreshing experience in color imagery in which simplified areas
give free vent to a continuous, flat activity of relationships that rest,
unchecked, throughout the canvases. .. .Reinhardt works with an in-
terplay ot positive and negative areas that are so conceived as to
reverse themselves and transcend these elements—positive becomes
negative and vice-versa, and the whole settles into a restful presenta-
tion of feelings in paint.''4
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66 . Abstract Painting. 1950. Oil on canvas, BO x 36
Present location unk nown
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67 Abstract Painting. 1951, Oil on canvas,

24% x AU, Private Collection Meanwhile, the color bricks, which had first appeared in 1949, were gradually

crystallizing into geometric elements. They became less and less painterly until
only the edges of the horizontals reflected the drag of the brush.''3

Regular fields of color bricks—some more geometric, some more
painterly—comprised the 1952 show. Most of the paintings were “in bright
drug-store colors of almost the same value that make your eyes rock”; Fairfield
Porter described Number 14 as “a little blue and much shiny and full black that
reverse themselves in a changing light.”'"® Another artist-reviewer, James
Fitzsimmons, noted that these were:

...non-objective paintings, some close to the Constructivist tradition,
but without the quasi-scientific element....Colors are muted and
subtly contrasted. . .. It is in the variations of color and of the intervals
between blocks and bars of color that Reinhardt’s patient ingenuity is
expressed, Sometimes he produces a busier, denser mosaic of small
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68 . Abstract Pointing, No. 2. 1952. Oil on canvos. Dimensions and present location unknown
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Colorplate 15. Abstroct Painting, no. 104. 1950. Oil on canvas, 60V x 39"
The Museum of Modern Art, New York. Gitt of Mrs. Ad Reinhard!
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overlapping dabs of color....But in this reviewer’'s opinion his most
successful paintings—and some are highly successful—are those in
which he achieves a sort of poetry of understatement, with acid color
providing an occasional quiet shock.''”?

The 1952 show included one "very large horizontal canvas,” with “short
vertical bands of color applied flatly on longer or wider bands often crossing
from one rectangle to another. Colors are muted and subtly contrasted. A
desultory rising and falling pattern, rather like the piston movement of a slow
engine, is set up across the canvas.”''® The 1953 show continued this direction.
(In the interim he had been to Europe for the first time, and in 1953 he returned,
but this seems to have made no impact on his work.) Some of the paintings were
monochromes, other multicolored; all were based on a simple interlocking
device such as an E, H, L, or | shape. One was twelve feet high. Martica Sawin
noted a "mysterious quietism” and sensed an “indeterminate metaphysical
value.”"'” Thomas Hess wrote the first full article on Reinhardt in response to
these works, and since it applies to the work of the succeeding fifteen years as
well as to that of 1953, it is worth quoting at length:

Reinhardt's exhibition at the Parsons Gallery is one of its and his
best....The major effect is transmitted by large paintings, physically
over-size....The precious aspect of the small 1919 Mondrians is
avoided, as is the Gverwheim‘ir':g{y panoramic suction into surface of
the giant-scale works by such men as Jackson Pollock or Clyfford Still.
Reinhardt's paintings are human objects.

The pigment is applied in flat, even, anonymous-looking
coats. ... The edges of the shapes are neat but not precise, soft, obvi-
ously handmade. Despite the artist’s protestations about the triviality
of handwriting in painting, and the impersonal distance he observes
in the applications of his pigments, the pictures themselves betray an
individual (if cool) involvement with and appreciation of the material.
This quality counts, willy-nilly, in his art.

The hues, too, are distributed evenly. ... Contrasting colors are
often adjusted to equivalences...which, in Fairfield Porter's phrase,
make your eyes rock. Or again, close values will cause differences of
hue to vanish. Sometimes the hues themselves barely vary from shape
to shape. Rectangles tend toward invisibility in one black painting,
only floating into view under certain lighting conditions. But despite
their variety, flatness is positively asserted in all the pictures: there is
no overlapping, no play with illusion of dimension. Reinhardt’'s work
might be called mural, except that this word suggests a too palpable
materiality. Similes for the surfoce energy released could be the
scream of a bat (which our ears cannot hear) or the sound snow makes
falling on snow. Yet the energy is here, and is apprehended easily.'2°
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69 . Abstract Pointing, Dark Blue. 1949-50. Oil on canvas,

50 x 20", Collection Rita R ardt
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71. Ad Reinhardt in his
studio, c. 1951

From 1952, the strongest examples of the “early classical, hieratical, red,
blue, black monochrome square cross-beam symmetries” fused the open field
of edge-to-edge rectangles with a closed or interlocking arrangement that
compactly united them with a minimum of balancing; painterly methed and
geometric clarity fused as well. The all-over pattern, superficially irregular in its
gestural surface, is more symmetrical than asymmetrical in its non-hierarchical
approach, and it paved the way for the symmetrical red and blue mono-
chromes.

With the standardization of means by which geometric composition be-
came merely a vehicle for pure color-light, and with the total neutralization of
composition in his black squares, discussion of Reinhardt’s single works inevita-
bly becomes more generalized. On entering a room of the red or blue mono-
chromes from the early fifties, one's initial impression is that the surface
divisions are nearly identical, whether in vertical or horizontal formats (most of
the work after 1949 is either square or vertical). On closer scrutiny, however,
they reveal a mastery of subtle spacing and nuance which is not so much
admirable in itself as it is crucial to the overall color relations. After 1954, when
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72, Abstract Painting, Red. 1951. Qil on canvas, 41 x 33". Private Collection
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the symmetrical, trisected, or single-crossbeam device (originated in 1952) was
used consistently, the short, broader, usually horizontal element overlaps the
longer, thinner vertical element, and the horizontal is closest to the picture
plane, partially compensating for the verticality of the support (figs. 73, 77). In
some of the earlier works, where the value contrasts are still quite salient, this
crossbar stands as a kind of confrontational barrier which must be registered in
its total simplicity before the less visible background is related to it. In the red
horizental canvas owned by the Metropolitan Museum (plate 17), the strongest
color is reserved for the central vertical; the crossbar, more closely attuned to the
ground shapes, squeezes the strong vertical forward, up against the picture
plane, between the two paler elements. The overlapping of such elements exists
in a Cubist space. The result is, nevertheless, a flat surface, for the overlap is
received in a secondary, intellectual, rather than a primary, perceptual manner.

As the increasingly frontal and symmetrical arrangement and close-
valued tonal system obscured individual shapes and their design roles,
Reinhardt allowed color tull range. He seems to have settled on monochrome as
a major direction in 1953, though the first centrally divided monochromes (a
yellow-gold one and a white one) were painted a year or so earlier, and isolated
monochromatic paintings were made in the late forties as well. His choice of red
and blue may have been in recognition of a dualism present in all his work from
the early forties, his interest in both a very warm and a very cool light. The red
paintings began as gold, orange, pink, ochre, maroon compositions with quite
strong value contrasts; the earliest were monochromatic but not monotonal. The
blue ones exhibited a variety of hues for a longer period, ranging from cobalts
and brilliant purples to Prussian, ultramarine blues and emerald greens. It was
in this period that any color-theory discussions with Albers would have been
particularly meaningful for a younger artist developing his sense of close
chromatic manipulation.

The red paintings became closer and closer in value, hotter in tone, until the
edges of the perpendicular forms were virtually burned up in the overall
radiance. Despite such vibrations, however, the underlying schemes are calm
enough and the contrasts invisible enough so that these beautiful glowing
rectangles produce none of that irritating discord for discord’s sake exploited by
the Op art movement in the early sixties. There are equally saturated blue
paintings (usually in a turquoise-to-green range for brilliance), but for the most
part the blues moved in the other direction toward a muted, nocturnal appear-
ance, effective even when the colors used were relatively pale. Reinhardt had
been experimenting with grayed-out color since the late forties, but the first
geometric monochromes were flatly painted with enough oil to make them
glossy from certain angles; at times he worked with the contrast of matte and
shiny surfaces of one color. The nocturnal effect that was soon to invade even the
red paintings, resulting in the earliest “black” (red, green, and blue) ones, was
due to the oil being drained from the paints. The slightly grayed, matte surtace
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73. Abstract Painting, Blue. 1952. Qil on canvas,
108 x 40". Present location unknown
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74 . Abstract Pointing, Red. 1952. Qil on convas, 60 x 40". Collection Yale University
Art Gallery, New Haven, Conn
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Colorplate 17. Red Painting. 1952. Oil on canvas, 78 x 144", The Metropolitan Museum of Art, New York. Arthur H. Hearn Fund
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Colorplate 18. Abstroct Pointing, Blue. 1951. Oil on canvas, 84 x 36"
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Colorplate 19. Abstroct Painting . Red. 1953. Qil on canvas, 40 x 40°, Collection Gilbert Kinney, W'ujsh:ruqlr.::n, D.C
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75. Abstroct Painting, Blue. 1952. Qil on canvas, 20 x 50". Private Collection

also further de-emphasized disparities of hue, enabling Reinhardt to bring
ochre, for instance, into a “black” range.

The motive for such destruction of standard paint surfaces (making his work
increasingly susceptible to damage from any oily substance, especially finger-
prints) was a concern with light that finally overwhelmed concern with color as it
is generally understood. Color, like composition, became to him “unnecessary”
for painting, more satisfactorily employed in other mediums. Though he made
at least four white-on-white paintings (pl. 22), he once wrote that all painting
should be black, all sculpture white, and all architecture colored'?: “White is ‘'not
artistic’; [it is] oppropriate and pleasing for kitchen fixtures and hardly the
medium for expressing truth and beauty.”122

Reinhardt's paintings have always had something of the character of signifi-
cant experiments within the context of artistic modernism; in fact, they were
among the first paintings since Monet's canvases in extremely light values to
assert the importance of contrasts of color over those of value. —Michael
Fried, 19464123
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Colorplate 20. Abstract Painting, Blue. 1953. Qil on canvas, 30 x 30", Collection Mr. and Mrs. Charles H. Carpenter, Jr., New Canaan, Conn.
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/6. Ad Beinhardt in his studio, c. 1953
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77. Abstract Painting, Red. 1951. Oil on canvas, Colorplate 21. Abstract Painting, Red. 1953. Qil on
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78. Abstract Painting. 1953. Qil on canvas, 30 x 24", Private Collection

79. Abstroct Painting, Blue, 1953, Oil on canvas, 50 x 25
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Colorplate 22, Abstract Painting, Whire. 1955. Qil on canvas, 60 x 60". Private Collection

Original from

Digitized by Google UNIVERSITY OF MICHIGAN



108

Colarplate 23, Abstroct Painting, Red and Blue. 1952. Qil on canvas, 16 x 127, Private Collection
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Reinhardt is also the only member of “The Intrasubjectives” group which
showed in 1949 who has not been a great howling success, nor has he had the
kind of recognition he deserves. This is not to say that he is unknown. His
paintings enjoy, as it happens, a kind of profound unpopularity. Perhaps
Pollock did something which struck an intensely popular note and during this
period, dominated by Pollock’s breakthrough, Reinhardt has been steadily

evolving in an opposite direction. —Lawrence Campbell, 1960"24

It was around 1956 that Reinhardt made the final decision to concentrate
on dark paintings alone. His show of that year provided a small retrospective of
this preoccupation, covering muted color-brick works from 1950, those with
lines of rectangles straining to be regular, the geometrically interlocking type
from 1953, and from 1955, in Thomas Hess's words, the “canvas-filling cross-
or-H-shapes equally made up of background and foreground, neither of which
thus exists. Such simple symmetry eliminates ‘balancing’ because the shapes
are pre-balanced. The closeness of hues, in a way, eliminates color, for in
extreme closeness violet or brown or green act the same.”'23

It seems important, in view of the singular attention given in many critical
surveys to historical one-upmanship and chronological illogic, to establish the
date of the first monochromes, the first black painting, and when Reinhardt
gave up “color” and “compasition.” For several reasons, which coincide with the
artist's contention of timelessness, such precise doting is virtually impossible,
and, in context, relatively unimportant. First, there is no question of anyone else
having "done the same thing” so there is no point in a race to the prototype
prize. No other American painter was interested in a combination of invisibility,
purity, and the end of painting, until at least 1960. Rodchenko (whose writings
incidentally were also composed of lists of quotations) made a black-on-black
painting in 1919, in reply to Malevich's “White on White" series; between then
and 1956, several Americans had also made what amounted to black-on-black
canvases: among them, 5till, Newman, Rollin Crampton, Edward Corbett, and
Robert Rauschenberg. Yet the historical interest of these works lies in the
possibilities they suggested for extremely close-valued color, also raised by
Turner, Manet, Monet, Vuillard, and Bonnard, rather than in the choice of black
or darkness as a formal vehicle.

The fundamental problem is the fact that Reinhardt himself never painted
a solid black or o black-on-black canvas. What he was doing had little in
common with the now innumerable examples of paintings (American and
European) that contrast two or more blacks. His one-color decision was not a
gesture, but a plastic development, a refinement rather than an abrupt reversal
of previous work. The move towards black instead of white was the kind of
personal decision that can only be explained after the fact.

There was no sudden element in this decision, no painting that can be
established as the turning point. Reinhardt continued to work in multicolor after
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Colorplate 24. Abstract Painting, Blue. 1953. Qil on
canvas, 75 x 28”. Museum of Art, Carnegie Institute,
Pittsburgh, Pa.



BO. Abstract Painting. 1954. Oil on canvas, dimensions
unknown. Private Collection

B1. Abstract Painting. 1954-60. Oil on canvas,
108 x 40", Private Collection



B2 Timeless Triptych, Black. 1960, Qil on canvas, B3, Abstroct P-:_'rf.r'lhr}g,. Block. 1955, Qil on canvas. Dimensions and present |ocation unknown
45 x 17", Marlborough Gallery, New York
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B4 . Black Quodruptych. 1955. Qil on canvas, 60 x 53", Private Collection
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Colorplate 25. Abstroct Painting (Number 17). 1953. Qil and tempera on canvas, 77% x 77%". Whitney Museum of American Art, New York
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B5. Abstract Painting, No. 12. 1955-56.0il on canvas,
108 = 40", San Francisco Museum ot Modern Art
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making his first monochromes, and in asymmetrical monochrome after making
his first symmetrical monochrome. Even after most of the paintings were re-
stricted to dark, near-black tones and a cross device, occasional variations
occurred. The single most rejective decision was that made in 1960: to paintonly
black, trisected five-foot squares. But each painting was still different, and they
were at times connected to make a diptych, triptych, or larger square. The
privileges of consistency extended to inconsistency.

Reinhardt's canvases are usually dated on the back according to the year
they were first shown rather than to the year they were painted. As his habit was
not to show the most radical new work until it had evolved to his satisfaction and
could be shown in the context of other similar work, the exhibitions give only
fallible clues to the dating of specific works. Often by the time he did get around
to showing something he no longer remembered what the date was; photo-
graphs turn up labeled in Reinhardt's own handwriting with three or four
different dates on them. In addition, he had a penchant for showing much older
paintings that fit in with the recent work. The Parsons Gallery's files are rather
haphazard, as were the artist’s; the result is that very few works can be precisely
dated, and even their whereabouts is often in doubt.'2¢

But the greatest barrier to chronological accuracy is the fragility of the later
paintings, which resulted in damage virtually every time they were exhibited.
Back in the studio they were repainted according to the original scheme with the
same colors and tones, which were saved and labeled for such emergencies.
However, if a canvas had not been sold, and if Reinhardt was not fully satisfied
with it, he often made quite radical changes. Some of the red and blue canvases
were repainted in acrylic instead of cil in the sixties; this produced an unavoid-
able difference in paint quality and at times in color. (The largest red and pink
canvas shown in the Jewish Museum’s 1966 retrospective, for instance, lacks
the richness of many of its contemporaries in oil; its size—it had to be rolled —
had dictated a repainting in plastic paint.) And at times he simply used the
canvas again for a new painting after the old one had been photographed.

Aside from the technical and documentary problems, a basic question
arises: is there such a thing as a black painting, strictly speaking, in Reinhardt’s
oeuvre? And if so, is there @ monotonal or uninflected black painting?
Reinhardt began calling his (red, green, blue, purplish, ochre, brown) dark
paintings “black” as soon as he realized that the painting out of obvious color
and contrast (form) was his prime concern. In 19260 he stated that he had been
making black paintings for a dozen years; it is only in this very broad sense that
such a statement can be supported.

The historical misunderstanding of Reinhardt’s art arises from the almost
automatic reaction against the values of the thirties, when American art was
still dependent on Europe, by critics who came of age with the Abstract Expres-
sionist artists and shared their more justified condemnation of alternatives to
their own strongest drives. (In the late sixties, a similar automatic and superfi-



Colorplate 26. Abstroct Pointing, Blue. 1953. Oil on canvas, 60 x 40", Private Collection

Google



116

B&. Abstract Painting, Block. 1956. Oil on canvas,
43 x 43", Collection Mr. ond Mrs. Bernard Levy,
Kensington, Conn
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cial reaction against things that looked “"Expressionist” and "fiftiesish” occurred
in writings by critics then in their thirties.) This speaks primarily of the limita-
tions of any single-minded criticism at any given time, the fact that the defection
of one artist can blind even the most perceptive observer to the alternatives that
artist may offer to the mainstream, or to future developments of the
mainstream. Reinhardt is done a disservice by continuous comparison with
Rothko and Newman, not because they did not share some common goals in
about 1950, but because he was involved with a very different aesthetic; after
his work matured there was no longer any reason to compartment him with
these colleagues, yet there was no one else to attach him to at the time. And
Reinhardt continued to consider himself an active member of the New York
School despite his disillusion and disagreements with its other members.

Permit us to go on record: we believe that Reinhardt's “black” paintings are
among the memorable works of art produced in this country during the
1960°s. — Alfred H. Barr, Jr., James Thrall Soby, 196327

[Ad | can’t play the game anymore, but nobody can get around the paintings
anymore either. If you don’t know what they're about you don’t know what
painting is about. —Frank Stella, 1967'%8

The subversive aspect of Reinhardt’s art was all too successful. In 1960, he
wrote in a characteristically forthright manner to the Whitney Museum, observ-
ing that it was time for him to have a retrospective. When they demurred, he
organized it himself at Betty Parsons’ reqular gallery and her “Section 11"
annex nearby on 57th Street. It was all but ignored, despite an increasingly
powerful reaction against the dregs of expressionism. ' The second such show,
in three New York galleries in 1965, was given much more attention, following,
as itdid, the Museum of Modern Art's “"Responsive Eye' exhibitionof Opart, or
“perceptual abstraction.” Its success was also due to the fact that each gallery
included only one-color monochromes—blue at Stable, red at Graham, and
black at Parsons, and that these beautiful shows were, indeed, eye-openers.

Maore people now began to realize that if anything had achieved “"a new
kind of flatness, one that breathes and pulsates,” and if anything were the
“130 it was these serenely
glowing canvases. They seemed to synopsize the aims of an increasingly
important group of younger artists who came to be known as "Minimalists,”
“Primary Structurists,” or "Rejectivists,” and attracted surprised attention from
those who had always “known” Reinhardt's work but had never looked at it in
its own context. Until this time, most of the younger “rejective” artists had been
more influenced by Newman than by Reinhardt, though Frank Stella and Robert
Morris were attracted to the work of both older artists. Newman's show at French

product of “darkened, value-muffling warmth of color,

and Co., his first in eight years, and Rothko's retrospective at the Museum of
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BB. Abstroct P'umhr:g 1958. Qil on canvas, 60 x 40", Present location unknown
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89 . Abstroct Pointing, No. 87. 1957 Oil on canvas,
108 x 40" The Museum of Modern Art, New Yark

Modern Art in 1961, had turned younger artists’ attention to the non-
expressionist branch of the original New York School. Under Clement Green-
berg’s aegis, Rothko, Still, and Newman succeeded Pollock, De Kooning, and
Kline as the heroic triumvirate; had it not been for the intense and mutual
antipathy between Reinhardt and Newman on one hand, and especially be-
tween Reinhardt and Greenberg (who epitomized the “corrupt” results of
dealer-critic-artist relationships) on the other, Reinhardt’s art and ideas would
probably have had a good deal more currency, and their pertinence to the
germinating Minimal trend would have been clearer earlier. However, bucking
the power structure provided its own obstacles, and, as it turned out, recognition
of Reinhardt's full stature was left to artists of a still younger generation who
had carefully considered his ideas, especially Joseph Kosuth, Robert Smithson,
and Carl Andre. "'Fortunately or unfortunately,” writes a sixth-century Chinese
artist,” as quoted by Reinhardt,” 'things grow worse and then mend; men pass
through periods of rise and fall.”"”!3!

The black paintings have even been seen as strictly nihilist proposals. If the
red and blue works had turned black overnight, such an abrupt elimination of
color and image would have constituted a Duchampian gesture, an abandon-
ment of Reinhardt's previous goals. But the black crept up from twilight to dusk
to darkness over a twelve-year period. There was no sudden outcry of rage from
reviewers, no immediate reaction from a younger generation, and no acclaim of
a "breakthrough™ from the critics. Just as the sensory awareness of a person
going blind heightens each day, so the black paintings had been acting quietly
on the art world’s perceptions for years. It is also significant that toward 1959
Reinhardt’'s writings tightened up into the art-as-art dogmas, complementing
the paintings’ restriction to black five-foot squares. This doubly unequivocal
demand certainly brought home to the Minimal generation the radical implica-
tions of his work. By the early sixties it had become apparent that the main
reaction against painterly and expressionist modes was to take the form not
only of hard edges and flat, thin, or stained color as an autonomous element,
but also of more radically framed proposals for a pure and even ultimate art
that would in turn lead to broader development of an anti-object art.

The term “Purism" had been somewhat discredited in America by associa-
tion with earlier European movements which tended to end in sterility. (In 1957
Elaine de Kooning wrote an amusing satire on Reinhardt called “Pure Paints a
Picture.”'32) Nevertheless, the advent of so-called Minimal art as a major trend
in 1964-65 announced another cycle of the sensibility that had last been
paramount in the twenties and thirties, particularly in Suprematism and Con-
structivism. The works and writings of Malevich, Tatlin, and Rodchenko became
better known in America in the late fifties, thanks largely to the publication of
Camilla Gray’s book, The Great Experiment. 133 Far less influential, because they
were better known and their formal solutions had often been exhausted, were
the de Stijl and Bauhaus groups to which less-informed critics attempted to



?0. Abstract Painting, No. 5. 1958. Oil on canvas, 79 x 60", Collection Betty Parsons, New York
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1. Reinhardt exhibition of black paintings at
Betty Parsons Gallery, New York, 1960

attach the new trends. Reinhardt's refusal of fabrication outside the studio, his
dislike of taped edges and industrial surfaces, his antipathy to the Minimalists’
“materialism,” and his insistence on the highest moral and aesthetic standards
for art and artist separated him from the younger generation’s more pragmatic
approach, which is, perhaps, more “American, 34

If the art-as-life strain is inherent in American tradition, so is the art-as-art
strain of which Reinhardt is probably the ultimate proponent. While Reinhardt
was convinced that “esthetic values are inherent in all the activities of life,”133
he would not accept its corollary. Malevich’'s position had been similar: “The
mask of life hides the true countenance of art. ... The Suprematists have delib-
erately given up objective representation of their surroundings in order to reach

Google



the summit of the true ‘'unmasked’ art and from this vantage point to view life
through the prism of pure artistic feeling.”'3® Reinhardt's version: "Art is always
dead, ond a ‘living’ art is a deception. The Love of Life is the Kiss of Death” in
l:ll'i-“llﬂ?

Reinhardt's general judgments on works of art seemed harsh and arro-
gantly narrow, tailored as they were to his, and only his, paintings. That was, of
course, the point. Only an artist, and an artist who had risked and achieved as
much as he, is permitted to make such judgments. Reinhardt was more honest
than most about the fact that an artist sees all art and all life in terms of his own
waork. Even the worst painter, who has devoted his or her whole life to painting,
is convinced that s/he is good, and that everyone who doesn't think so is wrong.
Such an ego is the artist’s only protection against a hostile society that does not
consider art “work™; no artist survives without it. The black paintings are
extreme products of such an ego, or such a will. In this they are typically
American, for if there was one common characteristic of advanced American art
from the forties through the sixties, it was a fondness for extremes, a cult of
difficulty, a distaste for ease of communication. Such a position is rashly,
youthfully egotistic, often ultra-romantic, but also fundamentally puritanical. It
is part of the longing for total honesty and directness that characterizes Ameri-
can literature as well as art, and permits American critics to see virtue in crudity
and awkwardness. In this sense all the best recent American art is purist; it seeks
a purifying quality that may be as well expressed in expressionist, conceptual,
or functional styles as in a six-foot black cube or o five-foot-square black
painting. The English writer David Thompson has remarked:

Radical extremism in art tends to be thought naive in Europe. In
America it tends to be thought necessary; hence that extraordinary
ability of American painting in the last twenty years to drive through
again and again to what appear to be ultimate conclusions. ‘It's too
obvious’ or 'It can only be a cul-de-sac,’ the anti-Americans have said
in turn of Pollock, Rothko, Newman, Johns, Louis, Noland, recoiling
from the idea of being so uncompromising.

Extremism is both a romantic indulgence and the strictest of
disciplines. Perhaps that is why, being a paradox, it is not a bore, but a
challenge, and why American painting can derive so much strength
from it. Reinhardt is the embodiment of such a challenge, a sort of
logical counterpart of Duchamp.'38

A common factor running through all . . . motivations towards abstract art is
protest. Protest against the established order of traditional perspective,
naturalistic space and color, conventional subject matter. All modem,
advanced-guard art movements have been protests, of course, but abstract
art is the most protestant of all.— Andrew Ritchie, 1951137
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92. Reinhardt’s studio, 1958-59
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93. Black Diptych. 1958. Oil on canvas, 36 x 207
Present locotion unknown

Art is too serious to be taken seriously.

Action painting speaks louder than voids.

The New York School is a nice place to visit but | wouldn't want to live there. A
cleaner New York School is up to you.—Ad Reinhardt'4?

The first definition of “protestant” in my dictionary is not a negative one. To
be a protestant is “to state positively; affirm solemnly; assert”; only secondly
does it mean “to make an objection to; speak strongly against.”'4' Reinhardt's
“protestant” moralizing, which continued until his death, had two targets: first,
art—the maintenance of the highest aesthetic goals of past civilizations; and
second, more polemically, the artist's position in society and image in the
modern world. In the forties the major problem had seemed to be public
recognition of the importance of high, pure, or abstract art. When this was
accomplished, a brave new Mondrianesque world of aesthetically educated
masses was supposed to emerge. Reinhardt's collaged PM cartoons in the forties
were genuinely devoted to making people understand, as the black paintings
were devoted to making people look, and see. During the fifties (and reaching
in the sixties a peak which Reinhardt lived to see but not, entirely, to cope with),
it became clear that both the abstract artist and abstract art could be exploited as
commodities, easily digested entertainments co-opted by the mass media.
Reinhardt's criticism became proportionally more bitter. For a decade he prose-
lytized ceaselessly for the acceptance by artists of an ethic governing their
comportment and lifestyle, an ethic that would satisfy the high standards set by
the art itself. His self-appointed role as Official Thorn in the Art World's Flesh
evolved from his devil's advocate role in the forties, in direct proportion to his
formal divorce from Abstract Expressionism. Similarly, the less he seemed able
to affect the world through his art, which during the fifties was entirely at odds
with all that was fashionable and popular, the more he seemed determined to
affect it by his ethics. Known and often heartily disliked as “the Conscience of
the Art World,” or, as he liked to call himself, “The Great Demurrer in This Time
of Great Enthusiasms,” Reinhardt insisted that an artist should not have to earn
his living from his work, that art must stay free from the corruption of the world
at large, the business world. To avoid being a “sellout” in the moral or commer-
cial sense, he taught fulltime all his life, primarily at Pratt, Brooklyn College,
and Hunter College. Ridicule, occasional ostracism, even a lawsuit instigated by
Barnett Newman'4? did not deter him. “What's a good artist good at?”''42 he
demanded. "Painters paint easel paintings to exhibit, not to sell, don’t they 2144

By 1960 Reinhardt's attitude about the art world had become increasingly
pessimistic. His “one-man campaign against the disreputable art-ideas of the
time and unconscionable activities of artists as artists” was redirected into the
totally aesthetic channels of the “Art-as-Art Dogma”'4* because "Art suddenly
became an avant-garde business and huge entertainment, and the offairs of
advanced artists moved out of their own hands into those of art-managers, the
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mass-mediums and mass-museums.” 4 In the fall of 1961, his self-organized
retrospective at the two Parsons gallery spaces having failed to make its point,
he decided not to show in New York for a while, "maybe as a one-man moral
strike against New York and ‘The New York School,”” and wrote that he intended
“to make an assault on all those who accept the primitive-marketplace-
relationships of the present to collectors, curators, dealers, etc.”'47 His next New
York show was the three-gallery exhibition in 1965, another attempt to form an
alternate structure by passing up the museum system and breaking the single-
gallery hold (today this “sharing” of an artist by several dealers is more widely
practiced and seems, ironically, the epitome of big-time commercialism).

By then Reinhardt had come to hate the gallery system, though he never
arrived at a valid alternative. The best he could do was not to play galleries off
against each other like a “businessman’ or for personal social reasons. His first
dealer, Betty Parsons, was his last, though after 1965 he had more lucrative
offers from several other prestigious galleries. He decided instead to donate his
work to the world’s greatest museums, most of which were”unable” to accept,
though the Tate Gallery did acquire a black painting. “It is not right for artists to
think that painting is like prostitution, that ‘first you do it for love, then you do it
for others, and finally you do it for money’.”'4® “Does one not have to remove
oneself from the business world in order to create ‘fine’ art or to exist as a fine
artist'?” he asked. "Why does everybody think priests, artists, teachers should
be better than businessmen? Because they aren’t businessmen. ... Art is not the
spiritual side of business....The artist as businessman is uglier than the
businessman as artist. . .. Artists are responsible for ugliness.”14?

In 1965, when the art world was finally ready for Reinhardt's blue, red,
and black geometric paintings and the work was becoming increasingly desir-
able, the frustration of applying his high standards to himself became a still
more depressing, thankless, and baffling task. There are those, of course, who
condemn him as a hypocrite because at the end of his life he reached a
“compromise” with himself that allowed him to “compromise” with the system
to the extent of accepting a retrospective at the Jewish Museum. Yet even he was
amazed at the amount of hatred and antagonism he encountered at the time of
this retrospective. Some of the courage needed to face it was derived from the
long years of neglect and isolation through the fifties. Yet the foundation of his
ethical code had been established by the mid-forties, when he had no reason to
be any more dissatisfied with the system than anyone else. By 1960, having
watched most of his friends and enemies allow their art to be used at various
levels of commercialism and popularization,'*? he became aware that his own
opportunity was passing rapidly and that it would have to be forced into
existence.

The decision to have the Jewish Museum retrospective can be seen as part
of a deliberate program to become a more effective irritant to the art world.
Reinhardt realized that you can’t reject something you haven’t had, and that for
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25. Reinhardt and his doughter Anna, 1958

his rejection of “howling success” to really mean anything, he had to have that
success first. Until then, refusals to be in exhibitions or to participate in self-
publicity had gone unnoticed or had been marked off to sour grapes. Reinhardt
chose now to gain a position he could use in order to destroy what he despised in
the treatment of art. When Thomas Hess awarded him in Art News the “Run-
with-the-Hare, Hunt-with-the-Hounds speed record (plus 30 Pieces of Silver)
...for agreeing after all those protestations to have a show in the Jewish
Museum,” Reinhardt replied: “Yes, T.B.H., this year | decide to sell out. My
paintings are now available at the very highest prices. All museums are invited
to show large exhibitions of my work. After a number of years I'm showing in
Whitney Museum Annuals again, the Guggenheim showed one painting of
mine once long ago, and the Jewish Museum never showed me even once
before. All art historians, curators and critics are encouraged to accord me the
fullest appreciation and widest recognition from this day on. Thank you, one
and all, for all your kindnesses. P.S.: You forgot to give your T.B.H. a prize for the
best line of art criticism of the year in his article on de Kooning's paintings in
which he writes that the women in them seem ‘calmer, prettier, blonder and
more friendly this year.” '3 Until his wife dissuaded him, he was going to have
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his assistant paint a black canvas for the Jewish Museum show.'%2 At the time of
the show and all the concomitant publicity, such as a large color story in Life, he
couldn’t wait for the articles to appear so that he could embark on the destructive
part of his “program.”

However one interprets the events of Reinhardt's last two years, there
seems little doubt that he was fully convinced of the importance of the paintings
themselves. He didn’t have to be reassured of their value as art, but he was
appalled at the idea that they might not have the opportunity to count histori-
cally. The tender surface of the paintings might be read as a reflection of his own
vulnerability. He didn’t want to be a loser because it would have compromised
the painting. This dilemma undoubtedly sharpened his diatribes. Some of his
actions during the confused years between 1960 and 1965 can be attributed to
the fact that no one cared. His ambivalence about the rewards the system could
confer on art or artist was clear all along. At the end of his life he found that still
very few people cared, that still he did not receive the attention he knew the
work deserved. Write-ups of the Jewish Museum show in the mass and chic
media did not alter the fact that the show itself was not finally taken by any
other museum here or abroad (though the Tate and Amsterdam’s Stedelijk were
initially interested); nor that the director of the show had previously been
opposed to most of what Reinhardt's art stood for (though his conversion might
also be construed as a triumph).

Within the art world, Reinhardt represented the rare example of an abstract
artist concerned with the external circumstances affecting his art, as well as with
its internal relations. Despite its complexity, the position he took again and
again was a strong one, and consistent enough to command respect. Reinhardt
made his bed of self-imposed paradox and had the guts to lie in it, thereby
exposing the core of the artist’s dilemma in this society. When the Art Workers
Coalition, an activist artists’ group, was founded in 1969 as a “group con-
science” to the art world, the shade and the spirit of Reinhardt's individual
conscience were very much present. His strength as a holdout, his writings, and,
peripherally, his modest but ceaseless political activity were, and are, greatly
admired—as well as feared and despised by those who had reason to dislike
the “watchdog” watching them. 33

For Reinhardt, political activity would always be associated with the thir-
ties, with the doctrines and ideals he had established for himself then. He
continued to declare that “painting cannot be the only activity of a mature
artist,”'?4 and continued to contribute to endless benefit art auctions, to sign
petitions, to march and demonstrate for civil rights, civil liberties, and political
candidates supporting these issues. But Reinhardt’'s various activities—his writ-
ings on aesthetics and on the art world, and his political consciousness—should
not be confused. They share only the stringently moral, puritanical aura that
pervades the black paintings as well. Reinhardt was a highly formalized
person. His intellect and his lifestyle were self-consciously compartmented and
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clarified on all levels, and it is possible that, as Dale McConathy has observed,
his public image, the way he chose to present himself, was far more important
than what he suppressed.'?3 He was in fact the “impersonal person” he wanted
to be, though this should by no means indicate a lack of warmth or accessibility.
Despite his acerbic insistence on “being right,” and his unorthodox, often
difficult teaching methods,'>® Reinhardt was open and available to a loyal
following of younger artists, students, and admirers. Seated on his painting
bench, dressed in old slacks cut raggedly off at the knees over dark socks and the
ubiguitous black T-shirt, silhouetted against the round-cornered windows over-
looking Broadway and Waverly Place, he spent hours discussing, persuading,
lecturing, telling “the same old stories” over and over again.

This obviously involved man spoke as early as 1948 at the Club "against
involvement and for detachment.” He would have agreed with Alfonso Caso
that only interested acts are immoral and that the morality of art is guaranteed
by its disinterestedness. Writing, for example, was exempt from these strictures
only because it was unimportant: “Words are not icons but images. | usually
have to pun or do anything to make you see the word is not as apparent as it
seems. | play with words all the time. | don’t have any respect for words and
that's why people call me a very clear writer....I've never explained any-
thing.”'37 Reinhardt made rules for everything that affected his art. Among his
best-known writings are “Twelve Rules for a New Academy” and “Thirteen
Rules Toward a Code of Ethics for Fine Artists.” He was constantly posing choices.
A favorite lecture device was to compare William Blake unfavorably with
Joshua Reynolds and the eighteenth-century Royal Academy: “As an artist you
have to choose Reynolds; Blake was something else”'?®; that is, Blake was
“humanizing” art in @ manner Reinhardt found antipathetic to the identity of
art. “Any meaning demeans the esthetic or the art meaning. ... | could embrace
more meaning than anybody if | wanted to, but what would that mean? | could
embrace the seven great religions—you can’t have more meaning than
that. 5% The separation, definition, compartmentation of all that affects how art
is seen occupied Reinhardt wholly apart from the process of making art. He

96. Reinhardt in his considered art a social responsibility and saw himself as an imperative force
Washington Place studia, 1967 toward the formation of a type or class of American artist opposed to the current
image. A certified liberal in regard to “life,” i.e. all that is accidental and
uncontrolled (including personal relationships), he was a dogmatist or a “con-

server” in regard to art because art was, finally, what counted.
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NOTES

1. Newtown High School Yeorbook, Elmhurst, Queens,
1931.

2. "The artists older than me didn't go to school; the
'Club’ was a bunch of illiterates. ...l was a real all-
American collegiate boy in high school and college,
but | became a sniper pretty fast; then | couldn’t get
along with anybody . (Ad Reinhardt, in conversation
with the authar, 19466.)

3. Reinhardt saw Merton for the first time since 1940
when he visited the Abbey of Our Lady of
Gethsemane in Kentucky around 19460; he claimed to
have tried 1o talk his old friend out of becoming o
Trappist monk, but later sent him a small black paint-
ing to hang in his cell. Their correspondence, how-
ever, was lengthy and specific, often dealing with ort
ond a friendly rivalry between “the sacred and the
profane.” (See “Five Unpublished Letters from Ad
Reinhardt to Thomas Merton ond Two in Return,”
Artforum, Dec., 1978.)

4. Ad Reinhordt, lecture at the Skowhegon School of
Painting and Sculpture, Skowhegan, Maine, July 21,
1967.

5. Henri Foecillon, The Life of Forms in Art, first English
edition, Yale University Press, New Haven, 1942;
translated by Charles Beecher Hogan and by George
Kubler, who hod been a student of Focillon and
whose ideas Reinhardt later espoused enthusiasti-
cally. Focillon's definition of Classicism was very
much what Reinhardt's came to be: "It confers, so to
speak, o solidity on the unsioble ospects of ex-
perimentation (becouse of which it is also, ino way, a
renunciation). . .. But Classicism is not the result of o
conformist attitude. On the contrary, it hos been
created out of one final, ultimate experiment, the
audacity and vitality of which it has never lost. .. " (p.
13.) It is also interesting (and little known) that Focil-
lon was a committed Socialist.

&. Clive Bell, "Aesthetics and Post-Impressionism,” in
his Art, Copricorn Books, Mew York, 1958, p. 38.
Almost all of Reinhordt’s basic ideas are found in
Bell's essay “The Aesthetic Hypothesis” in the same
book (pp. 15-34), which was first published in 1913.

7. Meyer Schopiro, “"Moture of Abstroct Art,” Marxist
Quarterly, vol. 1, na. 1, Jan.-Mar., 1937, pp. 77-98.

8. Andre Malroux, The Voices of Silence, Secker and
Warburg, London, 1956; first English edition, 1953.

9. Ad Reinhardt, “"The ‘International Style’ of Architec-
ture,” a poper written for Professor E. H. Swift, Co-
lumbia University, 1935. As early as 1933 he hod
written in another paper of “a universal beauty
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10.

1.

12.

13.

14.

15.

1.

17

18

19.

which leads us from our world of sense ond
phenomena to something beyond, essences, imper-
vious to time, spoce and change. Art is a whole, and a
unit.” {"The First Aesthetician,” on Plaoto.)
Anonymous, introduction to the annual exhibition
cotalogue of The American Abstract Artists, 1940,

G. L. K. Morris, Prefatory Mote to American Abstract
Artists, Ram Press, New York, 1946,

George McNeil, “American Abstractionists Venero-
ble at Twenty,” Art News, vol. 55, no. 3, May, 1954,
pp. 34-35, 64-566.

Irving Sandler, The Triumph of Americon Painting,
Proeger, New York, 1970, p. 13.

Ad Reinhardt, leaflet for picketing of the Museum of
Modern Art by the American Abstract Artists, Apr. 15,
1940,

The only work | have seen from this period is a skillful
groy-green Analytical Cubist portrait of concrete poet
Robert Lox, the whereabouts of which is now un-
known. As an undergraduate, Reinhardt took occa-
sional studio classes at Columbia Teachers College
since they were not offered at the University, but he
concentrated on the liberal arts program.

Reinhardi told me he was fired os the result of o lobor
dispute, but Thomaos Hess also attributes it o the
ironic conten! of the cartoans, which PM readers were
toking straight, missing the satirical intent. In his
fascinating text about this period, Hess describes PM
as an “anti-fascist, anti-communist New York tab-
loid . . .founded by multi-millionaire Marshall Field
to add o fresh voice to the national press that waos
almost wholly conservative, isolationist, anti-labar,
anti-civil rights, anti-Russia, pro-capital punishment,
inthe d'u-,rs when Armerica First flourished c:h:mg with
Eleanor Roosevelt jokes.” (Thomas B. Hess, The Art
Comics and Satires of Ad Reinhardt, Kunsthalle Dussel-
dorf and Marlborough Rome, 1975, p. 25.)

Ad Reinhardtl, in conversation with the author, Aug
15, 1966

Jerome Klein, unsourced newspaper review of the
1938 AAA show, in the files of the Museum of Mod-
ern Art Library.

Leger was in America, mainly in and around New
York, from 19240 10 1944, and hod mode extended
visits in the thirties. Mondrian was in New York from
Septernber, 1940, until his death in 1944, Albers
come in 1933 but went directly to Block Mountain
College in Morth Corolina and was in New York
infrequently until 1949, when he went o Yale.
Moholy moved to Chicago in 1937 ond joined the

20.

21.

22.

23
24,

25.

26.

27,

28.

AAA In 1941, maintaining close relations with New
York; Ozenfant caome 1o New York in 1938, seven
yvears after the first American publication of his semi-
nal Foundations of Modern Art,

Holtzman already knew Mondrian well and his ad-
vanced knowledge and practice of abstract painting
was important to Reinhardt ot that time, Reinhardt
and McMeil did demonstrations of their work for the
audiences at Holtzman's lectures during the AAA
exhibition at the World's Fair, New York, summer of
1940. Holtzman remembers Reinhardt doing o
“broken-up collage” ot one of these lectures.
Rosolind Bengelsdorf Browne has been quoted as
saying that in the WPA/FAP "there was no serious
prejudice against abstraction, even though its lack of
‘social content’ left it open fo criticism,” but Francis
O'Connor odds fo this: “Toword the end of the Project,
this tolerance of abstract art—at leost abstract styles
diverging from the geometric abstraction of the
American Abstract Artists—broke down. There is
some evidence that a ‘brushy’ or ‘blatchy’ form of
abstraction was frowned on and at one peint Jackson
Pollock left the Project. .. because his freely imogistic
‘psychic automatist’ style of abstroction was not ac-
ceptable.” (Francis V. O'Connor, Federal Support for
the Visual Arts: The Mew Deal ond Now, New York
Graphic Society, Greenwich, Conn., 1969, p. 101.)
See also, for a slightly different account, Irving
Sandler, op. cit., chap. |.

Ad Reinhardt, in an interview with Harlan Phillips,
Archives of American Art, undated. "Hofmann's
oesthetic dogmas oppealed to the ideclogy-prone
artists of the decade who hod grown disenchanted
with politics.” (Sandler, op. cit., p. 21}.

Ad Reinhardt, in conversation with Irving Sandler.
Tony Smith, a night student ot the Art Students
Leogue in the early thirties, was also making con-
structions and reliefs in the manner of Georges Von-
tongerloo.

Piet Maondrian (1926 essay on the principles of Neo-
plosticism), in Michoel Seuphor, Mondrian, Harry M.
Abrams, Mew York, 1956, p. 164,

Piet Mondrian, "Plastic Art and Pure Painting,” in
Plastic Art ond Pure Plastic Art, Wittenborn-Schuliz,
MNew York, 1947, p. 19,

Harald Resenberg, in conversation with the author,
Dec., 1968.

Clement Greenberg, "The Late Thirties in New York
in Art and Culture, Beacon Press, Boston, 1961, p.
230.

Qriginal tTrom

SITY OF MICHIGAN



29.

30.
31.
32.
33
34,
35.

36,

37.
38.
39.
40.
41,

42,

The Artists’ Union begon os the Unemployed Artists
Group in 1933, militating for the same “economic
stability for artists” that became the Union’s main
platform. (See Stuart Davis, "The Artist Today: The
Standpoint of the Artists” Union,” American Magazine
of Art, vol. 28, no. B, Aug., 1935, pp. 476-78, 506;
and Art Frant, 1934-36.) The "Call for an American
Artists Congress” was published in Art Front in the
Mowv., 1935, issve, but the 400 artists who signed it
were no! necessarily members of the Union. The
keynote oddress ot the first Congress was given by
architectural critic Lewis Mumford, The Mural Artists
Guild, founded in 1938, was typical in its makeup of
the maotley, trans-oesthetic artists’ organizations of
the period; it counted among its membership camps
as different as those of abstractionists Diller, Michael
Loew, and Gorky, and realists Rockwell Kent, William
Gropper, and George Biddle.

Ad Reinhardt, Phials interview, op. cit, This stote-
ment would certainly be challenged by many of his
contemporaries.

Ad Reinhardt, poper for Professor Swift, op. cit,

Ad Reinhardt, unpublished draft for a talk to “an
artists’ group,” ¢. 1941, Archives of American Art.
Ad Reinhardt, unpublished draft for o second talk 1o
“on ortists’ group,” c. 1941, Archives of American
Art.

Ad Reinhardt, Phillips interview, op. cif.

Ad Reinhordt, in conversation with Irving Sandler,
c. 1957-58.

Harcld Rosenberg and Robert Motherwell, "State-
ment,” Possibilities, no. 1, Winter, 194748, p. 1. This
hod been the estoblishment position in 1934, when
an Art News editorial on “Art and Politics” stated that
“the sincere artist will derive little benefit from iden-
tifying himself with the turmoil of political parties”
{Oct. 13, 1934).

Ad Reinhordt, “How to Look at More thon Meets the
Eye,” PM, Sept. 22, 1944,

Ad Reinhardt, in “"Reinhardt,” Arts ond Architecture,
Jan., 1947, p. 20.

Stuart Davis, quoted without source in Borbaoro Rose,
American Art Since 1900, Proeger, New York, 1947,
p. 151.

Meyer Schapiro, op. cit.

John Graham, Systerm ond Dialectics of Art, Delphic
Studios, New York, 1937, pp. 23, 33.

El Lissitsky, quoted by Charmion von Wiegand in The
Journal of Aesthetics and Art Criticism, vol. 2, no. B,
Fall, 1943, pp. 62-70.

43

45.

a6.

47,

48.
49,

50.

51.

52.

53.

54.
535.

Stuart Dovis, “Abstroct Art in the American Scene,”
Parnassus, Mar., 1941, p. 103.

Ibid., p. 101.

Swart Davis, “"What About Modern Art and Democ-
rocy 7" Horper's Mogozine, Dec., 1943, p. 34.
“Chronology by Ad Reinhardt,” in Ad Reinhardt Paint-
ings, The Jewish Museum, New York, 1966-47, p.
30.

Ad Reinhardt, “Stuart Davis,” New Masses, Nov. 27,
1945, p. 15.

Carl Helty, in conversation with Irving Sandler.

Mew York City Art Project 1940, It moy hove been
pointed in 1938 or 1939,

Ad Reinhardt, in Arts and Architecture, 1947, op. cit.,
p. 20,

Apr. 16-May 15, 1943: Peggy Guggenheim held a
collage show at Art of This Century, to which
Reinhardt presumobly contributed o recent, frog-
mented surfoce example, noted by Jean Conolly in
The Naotion, May 1, 1943. The exhibition as a whole
stimulated the later development of o particular New
York style in colloge.

Ad Reinhardi, ACA Mogazine, Feb., 1944, p. &;
statement on his Artists Gallery show,

This technique waos also reflected in Reinhardt's
notebooks, in his European journals of 1952 and
1953 (tig.42), and in his teaching methods, in which
he stressed apparently unrelated visual maoterials
over facts and forced the viewers to do most of the
work with their own eyes. He enjoyed Frederick
Kiesler's compony becouse he too "mixed things up.”
The process stimuloted heightened oworeness of
formal perception, following Focillon, which culmi-
nated much later in Reinhardt’s famous slide shows,
wherein o huge number of slides (2,000 at ane sit-
ting), taken by the artist himself and bearing little
autward relationship to each other, were shown very
rapidly on the basis of (often humorous) visuval se-
guence alone—one hundred "focade faces,” one
hundred buttocks or breasts, and so on,

ACA Magozine, op. cif.

The Helionesque collage (pl. 3) was reproduced on
the notice, which means either that it waos made later
than it has been dated (1 939) or, more probably, that
the show covered several years' work. This collage
was apparently a favorite of the artist's and it repro-
duced well; Reinhardt himself doted o photogroph of
it 19437 despite the 1939 date on the work itself, but
he often dated work occording to when it was shown
rather than made. The 1944 show included anly
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57,

58.
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&1,

&2,

63.

&4,
63.

&b,

collages and gouaches, indicoting that the artist did
not consider his most recent, and most tentative, ex-
periments of that year ready for public display. No.
1. a gouache, was described by the Art News re-
viewer as “a warm-hued, well composed, relatively
tri-dimensional affair.... While No. 2, with its
suggestion of mechanized motion, and No. 3 are the
most successful of the collages” (Feb. 15, 1944, p,
23). Maude Riley, in Art Digest, noted “dancey ef-
fects” mode by "pulling the bockground color over
the multi-colored shapes, breaking up again the ac-
cident qualities of the original troceries” (Feb. 15,
1944, p. 20).

See for instance, Tomlin's Number 20— 1949, the
Museum of Modern Art, reproduced in the cotalogue
of his 1957 retrospective there, p. 35; or Gottlieb's
Blue at Noon, 1955, Walker Art Center, Minneapolis,
reproduced in the artist’s Whitney/Guggenheim
catalogue, 1968, p. 63. The extent of direct influence
on either of these painters is impossible to gouge,
and the connection between Tomlin and Gottlieb
alone has not yet been clarified. But these early oils
do establish that Reinhardt’s monochromatic,
broken-beam colligrophies of 1948-50 derive from
his own past rather than from anyone else's present.
Reproduced in Thomas Hess, Willem de Kooning,
George Braziller, New York, 1959, figs. 50-52, 54.
Ad Reinhardt, "How to Look ata Gallery,” PM, Dec. 1,
19464. This was two years before De Kooning's first
one-man show.

Ad Reinhardt, draft of a latter to o Lisutenant McPeak,
written from Anacostia, Jan. 4, 1945,

For instance, all of these artists were in one way or
anather invelved in the work of Albert Ryder; Pollock
via the Mexicans and Thomas Hart Benton; Rothko
and Gottlieb via “The Ten.”

Clement Greenberg, “The Situation ot the Moment,”
Partisan Review, Jan., 1948, p. B2.

Clement Greenberg, ""American-Type’ Painting,"” in
Art and Culture, op. cit_, pp. 210=11.

For for more detailed information on the situation in
the forties, see Irving Sondler’s history of Abstract
Expressionism, op. cit., especially chaps. 2, 6, 17.
Teny Smith, in conversation with the author, 1968,
Tony Smith also remembers a gourd painting done
by Gotilieb in New Mexico in the late thirties which
represented a new breadth of scale.

Rivera haod an exhibition ot the Museum of Madern
Art in 1931; his frescoes were shown there in 1933,
the year the Rockefeller mural was done. Som Hunter
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has pointed out to me that Pollock’s large mural for
Peggy Guggenheim (now in lowa) was installed
around 1943-44 and was known to everyone in the
New York avant-garde. Richard Pousette-Dart also
showed o very lorge Surrealizing abstroction {Sym-
phony No. 1, The Tronscendental, 1942, 90 by 120
inches) ot Art of This Century around that time; he
remembers Rothko's coming to his studio and asking
him why on earth he was painting so large (in con-
versation with the author, 1969).

Ad Reinhardt, in "Artists’ Sessions at Studie 35
(1950)," Modern Artists in America, No. 1,
Wittenborn-Schultz, New York, 1951, p. 15,

Ad Reinhardt, Phillips interview, op. cit.

Jose Ortego y Gaosset, The Dehumanization of Art,
Doubleday Anchor Books, Garden City, N.Y., 1954,
pp. 9,11, 12.

Joyce Kilmer, "Trees,” first published in Poetry,
Chicogo, Aug., 1913,

Gluoted in David Sylvester, "Painting os existence: an
interview with Robert Motherwell,” Metro, no. 7,
1942, pp. 94-97.

See, for instance, 5till's Jomais, Rothko's Slow Swirl by
the Edge of the Sea, Gottlieb’s Red Bird (oll of 1944),
ond Gorky's work. Similor imoges, though more
obstract, are found later in Newman's paintings,
such os Genetic Moment-The Breok (19446) and Genetic
Moment (1947). While this motif derived from the
more poetic-illusionist side of Surrealism, from the
work of men like Brauner, ond later, Lam and Matta,
it can be most directly troced to Max Ernst’s early
collages and froftage paintings. In addition, this motif
contained the germs of the jogged verticality used
first by Still, which loter become such an integral part
of the New York School sensibility.

Josef Albers, in an interview with Moude Riley, Ar
Digest, Jan. 15, 1945, p. 30.

The following artists hod ocne-man shows at Art of
This Century: Baziotes, Rothko, Pollock, Motherwell,
Hofmann, 5till, Pousette-Dart, Credit is due to How-
ard Putzel, who directed the gallery in its first years,
as well as to Miss Guggenheim. The Parsons Gallery
inherited the majority of these major figures, adding
Reinhardl, Mewman, and Herbert Ferber 1o its lists,
Reinhardt's Bits of Information (now titled Number 18,
1949, Collection the Whitney Museum of American
Art, New York) was reproduced in the Dec., 1948,
issue, p. 18.

Adolph Gottlieb ond Mark Rothko, “Letter to the
Editor,” The New York Times, June 13, 1943,
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77. These titles moy have been inspired by Alonzo

78,

79,

80.

81,

82,

Lansford's review of Reinhardt's 1946 exhibition, in
which the reviewer coined the title, "Dog Baying at
Gypsy Rose Lee,” o combined dig, perhaps, ot Miro
and Ernst. Irving Sandler suggests thot Reinhardt
tempaorarily abandoned this stance when he titled
the two paintings in Barnett Mewman's "ldeographic
Picture” show ot Parsons in 1947 Dark Symbol and
Cosmic Sign. | suspect, however, that these were im-
posed, tongue-in-cheek, as a gesture of indepen-
dence from the concept of the show (though certainly
not from the work or the artists in it, with whom he
was happy to be identified), rather than as o sericus
thecretical reversal.

Robert Motherwell, quoted by Ad Reinhardt in Pox,
no. 13, 19460, in a list titled "Archives of American
Art: CENSORED from ‘It Is," a Magazine of Abstract
Art. 10 Quotations from the Old New York School .
Ad Reinhardt, “Thirteen Rules Toward a Code of
Ethics for Fine Artists,” from o paper read with some
changes at the College Art Association meeting in
New York on Thursday, January 28, and with more
changes at the Artists Club on Friday, April 1, 1960, It
is dedicated to the " ‘seventeen irascible artists’ of
1950 who have since successfully adjusted them-
selves to their non-environment” (typed on the man-
uscript by Reinhardt).

These cartoons were tremendously popular; Sinclair
Lewis, among others, wrote Reinhardt a fan letter
about them. The series was projected as a book sev-
eral times, but not published until 1975 (see bibliog-
raphy). Reinhardt also did innumerable spots and
illustrations, and some political cartoons, for PM dur-
ing the forties, in all of which he borrowed the Sur-
realist technique of found images and found quota-
tions (especially Mox Ernst's photo-engraving col-
lages) and used them against Surrealism itself, by
contending that these techniques were opplicable
only to commercial art.

Ad Reinhardt, “The Fine Artists ond the War Effort,”
unpublished manuscript, 1943; this was not, of
course, to say that he learned more about art from
film than from painting. As Dale McConathy has
pointed out, Reinhardt liked film for the same reason
he liked novels; neither were considered on the same
plane with essays and high art (in conversation with
the authaor). Stuart Davis expressed similar ideas on
the superigrity of film in "The Audience,” Space, val.
1,no. 3, June, 1930, p. 22.

RBobert Motherwell, "Motes on Mondrian ond

84.

85.

8&.

a7

88.
89.

93.
4.

95,

4.

97

Chirice,” V¥V, no. 1, June, 1942, pp. 59-41. In all
fairness it should be noted that Matherwell finished
the essay by odmitting that "beside Mondrian the
other abstractionists seem dull and grey."”

. Reinhardt hod previously shown under her ouspices

at the Mortimer Brandt Gallery, New York, in group
shows.

Allonzo] Llansford], “Variations on Reinhardt,” Art
Dhgest, Nov. 1, 1946, p. 21.

The geometric framework and “watercolor”
technigue of many canvases from around 1947 -50
are obviously reloted to the contemporary work of
Rothko, who wos o good friend (they both taught ot
the Colifornia School of Fine Arts, Reinhordt in the
summer of 1950). At the same time, they are also the
logical outcome of Reinhardt's grodual return to
geometry and his atmospheric paintings from the
mid-forties.

Ad Reinhardt, in conversation with lrving Sondler.
“Open Letter to Rolond L. Redmond, President of the
Metropelitan Museumn of An” May 20, 1950; the
signotories were J. Ernst, Gottlieb, Motherwell,
Baziotes, Hofmann, Newman, Shll, Pousette-Dart,
Stamos, Reinhardt, Pollock, Rothko, Tomlin, De Koon
ing, Sterne, Brooks, Kees, Bultman; and sculptors
“supporting this stand’”: Ferber, Smith, Lossaw, Cal-
lery, Schnobel, Lipton, Grippe, Roszaok, Hare,
Bourgeois.

Ad Reinhardt, “Thirteen Rules. . .," op. cit.

Ad Reinhardt, in conversation with Irving Sandler,
1957-58.

- Ibid.
1.
92.

Ad Reinhardt, in conversation with the author, 19866,
Cloude Levi-Strauss, Tristes Tropiques, Atheneum,
Mew York, 1968, pp. 395-96.

Maude Riley, Art Digest, Dec. 1, 1944, p. 31.

Barnett Newman, "The Sublime is Now,” Tiger's Eye,
Dec. 15, 1948, p. 52.

Ad Reinhardt, "An Artist Asks,” Son Francisco Art As-
sociation Bulletin, Aug.—-Sept., 1950.

Robert Motherwell and Ad Reinhardt, eds., Modern
Artists in America, No. 1, Wittenborn-5chultz, New
York, 19517.

By the artists themselves more than by any critic-
historions; see, for instance, the virulent exchange
betwean Motherwell and Newman in Art Inferna-
tional, Sept., 1967, p. 51; Oct., 19467, p. 3B; Nov.,
1967, pp. 24, 27; ond Jon., 1968, p. 41, ot which
point editor James Fitzsimmaons, himself a veteran of
the controversial period, called a halt,
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102

103

104.

105,

106.

Barnett Newman, op. cif., p. 33

Clement Greenberg on Rothke and Newman,
" ‘American Type' Painting,” op. cit., p. 226.
Motherwell and Reinhardt, op. cit., pp. 19-20.

Ad Reinhardt, “Incidental Mote,” in Reinhordt, Betty
Parsons Gallery, New York, Oct. 31-MNov. 19, 1949,
p. 4. Reinhardt stayed with his friends the Gibneys in
the Virgin Islands in the summer of 1949, while
obtaining a divorce from his first wife, Pat Decker,
Several of the paintings in this show were executed
there.

Ad Reinhardt, in conversation with the author, 1966,
Schapira's theories on broken touch and color, which
had interested him in college, are expounded briefly
in relation 1o contemporary pointing in “The Younger
Amnerican Painters of Today,” The Listener (London),
Jan. 26, 1956, pp. 146—-47.

Crampton’s dark paintings were very poetic, ond
contained a fine network of lines. Newman's Ab-
raham, 1949 (fig. 60), is block on a mottled groy-
brown, the closeness of volues somewhat medified
by the difference in glossy and matte paint quality.
Tony Smith and Edward Corbett also dealt with near
monochrome oround that time. Rouschenberg's
black-on-black colloge pointings were less radical
than his later white panels, shown at the Stable
Gallery in 1951.

Barnett Newman, The Ideogrophic Picture, Betty Por-
sons Gallery, New York, Jan. 20-Feb. B, 1947, pp. 2—
3. The idea that Newman was o theorist and tolker
rather than a “real painter” was, incredibly, still
circulating ot his death. When the first “stripe” paint-
ings were shown in 1950 and 1951, including o
white-on-white and o dark-on-dark convos (both
now in the collection of the Museum of Modern Art),
they were greeted with condescension by some of the
most knowledgeable viewers. Thomas Hess's review
of the second show reflects this reoction: "Barnett
MNewman again wins his roce with the avant-garde,
literally breaking the tape. This genial theoretician
filled @ gallery with stripes and backgrounds—a thin
white line surrounded by nothing at all; and a Cecil
B. De Mille-size number in Indion red with five verti-
cles [ Vir Heroicus Sublimis] were some of the better
ideas presented” (Art News, Surmmer, 1951, p. 47).
Albers was chairman of the School of Art ot Yale from
1950 to 1958, and twice invited Reinhardt as "visit-
ing critic” (1951-52). They had both been in the AAA
before that, but had had little contact until 1949,
Josef Albers, in conversation with the author, New
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114,

115.

116,
117,

118.
119.

120.

121.
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Haven, MNov., 1968.

See Albers’ book, The Interaction of Color, Yale Univer-
sity Press, New Haven, 1943.

Reproduced in Kynaston McShine, Josef Albers: Hom-
oge fo the Sguare, circulating exhibition cotologue,
The Museum of Modern Art, New York, 1964, p. 17,
This and Dark belong to the compositionally more
elaborate series preceding the "Homage to the
Square.”

Thomas B. Hess, "Reinhardt,” Art News, Nov., 1949,
p. 50.

Ad Reinhardt, “Reinhardt,” Arts and Architecture, op.
cit., p. 20,

Ad Reinhardt, "How to Look at Things,” PM, July 7,
1946,

Rudolph Arnheim, “Gestalt and Art,” Journal of
Aesthetics and Art Criticism, Fall, 1943, p. 71.

Hilten Kramer, "Constructing the Absolute,” Arts,
May, 1960, p. 39.

Robert Goodnough, “"Reinhardt,” Art News, Summer,
1951, p. 47.

In a curious way, Reinhardt's work from 194416 1953
porallels Mondrian's development from 1913 to
1931. Both started out with o loosely knit, grid-based
motif (Analytical Cubism), with distinct variations
between the units; then the rectangles became more
homogeneous and the integrated ground wos re-
placed by on indeterminately floating field on which
the units were irregularly spaced; the units then re-
established contact with each other and became
broad, flat, tightly interlocking color areas.

Fairfield Porter, "Reinhardt,” Art News, Feb., 1952,
p. 41,

Jomes Fitzsimmons, “Reinhardt,” Art Digest, Jan. 15,
1952, p. 20.

Ibid.

Martica Sawin, “Reinhardt,” Art Digest, Dec. 1, 1953,
p. 21.

Thomas B. Hess, “Reinhardt: The Position and Perils of
Purity,” Art News, Dec., 1953, p. 26.

Ad Reinhardt, in"Black,” artscanoda, Oct,, 19467, p. &.
Ad Reinhardt, "Twelve Rules for o New Acodemy,”
Art News, May, 1957, p. 56. He did, however, do
occasional white paintings, one of which (now o
promised gift to the Museum of Modern Art) is doted
1950 (fig. 50); ancther, |later one is in the mature,
trisected style, c. 1952, and belongs 1o the Estate, and
o third is reproduced in plate 13.

Michoel Fried, "New York Letter,” Art International,
Summer, 1964, p. B1. At another time, Fried wrote

124.

125.

126.

127,

128.

129.

130.
131.
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that “by the end of the century one finds in Mollarme
a kind of paradigm for the embodying of attitudes
which can best be termed romantic in works and
theories thot ore unmistokably purist in charocter. In
our own time this process is perhaps best exemplified
by the paintings and manifestes of Ad Rein-
hardt. . ..Purism is, in its deepest aspirations, pro-
foundly ahistorical. It aims ot o kind of metaphysical
validity, and proceeds os if on the assumption that by
somehow distilling art down 1o its basic essence ona
can finally arrive at whatever it is that gives art the
power to exist sub specie oeferifotis.” He goes on lo
distinguish between this and the “historical self-
aowareness” that mokes Fronk Stella and Barnen
Mewman not purists (Art Internagtional, Apr., 1964,
pp. 58-59).

Lowrence Campbell, "Reinhardt,” Art News, Mar.,
1955, p. 52.

Thomas B. Hess, “Ad Reinhardt: Portraits of Ahab,”
Art News, Nov., 1956, p. 37.

There are occasional demands for a cotalogue
raisonne of Reinhardt’s paintings. Between these facts
and the invisibility of differences between the black
square work in reproduction, it seems fo me o hope-
less task, though undoubtedly some masochistic
scholar will undertake it sooner or later.

Alfred Barr, Jr. and James Thrall Soby, “Letter to the
Editor,” Art in America, vol. 51, no. 5, Oct., 1963,
p. 143,

Frank Stella, memorial letter to ortscanoda, Oct.,
1967.

The same year, Reinhardt remarked bitterly in o
ponel discussion: "Mow if you think that things os
they are are fine, if they don't make you unhappy, if
they don't outrage you, | guess you have nothing to
say. You can be as happy as a lark then . .. If there is
any doubt that we have tastemaking, hidden per-
suasion, and operating, oll these terms come from
people who have been part of the system or the
establishment—that's the problem to deal with. The
situation is, as far os | con see, an oppressive situa-
tion. It's not free, not truly creative; it's moybe very
well closed down, closed up ..." (Scrop, Jan. 20,
1961).

Clement Greenberg, op. cit., p. 226,

From “Cycles Through the Chinese Landscape,” Ar

News, Dec.,1954. The Museum of Normal Art paid
homoge to the Art-as-Art dogmas in 1967; © “*Cool
Art” show at the Aldrich Museum that year was
dedicated to Reinhardt, and Carl Andre's contribution
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132
133.

134,

135.
136.
137,
138.

139.

140.

141.

142,

143,
144,

145.

144

to the Philodelphia showing of "American Sculpture
of the Sixties” waos painted black in Reinhardt's
memory. Less public instances of homage since his
death are still more numerous.

Elaine de Kooning, "Pure Paints a Picture,” Art News,
Summer, 1957, pp. 57, B6—87.

Camilla Gray, The Great Experiment: Russion Art
19131922, Harry N, Abrams, New York, 19462,

See Barbara Rose, “The Politics of Art: Part 11,7
Artforum, Jan., 1949, pp. 44—-49, on pragmatism
versus idealism in the American trodition.

Ad Reinhardt, Rolph Fosonello, ACA Gallery, New
York, Sept., 1947.

Kosimir Malevich, The Non-Objective World, Paul
Theobald & Co., Chicago, 1959, p. B4,

Ad Reinhardt, in Ad Reinhardt Pointings, The Jewish
Museum, New York, 1964, p. 12.

David Thompson, "Art; Americans in Loendon,” Queen
Mogazine, June 3, 19464, p. 17.

Andrew Caornduff Ritchie, Abstroct Painting and
Sculpture in America, The Museum of Modern Art,
New York, 1951, p. 15.

Ad Reinhardt, unpublished notes, Archives of Ameri-
can Art,

Webster's New World Dictionary, College Edition,
World Publishing Company, Cleveland and Mew
York, 1956, p. 1171.

Newman sued Reinhardt for $ 100,000 for damaging
his reputation, and the College Art Association for
publishing Reinhardt’s "The Artist in Search of an
Academy: Who Are the Artists?" (College Art Journal,
Summer, 1954), in which Newman (and twelve
other artists, many close friends of Reinhardt’s, as
was Newman at the time), were humorously catego-
rized as "the latest up-to-date popular imoge of
the early fifties, the artist professor and traveling
design salesman, the Art-Digest-philosopher-poet
ond Bouhaus exerciser, the avant-garde-huckster-
handicraftsman and educational shop-keeper, the
haly-roller-explainer-in-residence.” The other artfists
were Albers, Bolotowsky, Chermayef, Diller, Ferren,
Greene, Holtzman, Holty, Morris, Motherwell, Wolff,
and Vytlacil. The suit was dismissed but Newman
and Reinhardt never spoke to each other again.
Title of Reinhardt's “Annual April Fool's Day Talk,” at
the Artists’ Club, Mar. 31, 1941,

Ad Reinhardt, "How to Lock at Art Talk,” PM, June 9,
1946.

The term "dogma” he adapted from Karl Barth.

Ad Reinhardt, quoted in Martin Jomes, "Today's Art-
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147,

148.

149,

130.

151.

ists: Reinhardt,” Portfolio and Art News Annual, 1940,
p. 144,

Ad Reinhardt, letter to Betty Parsons, Sept. or early
Oct., 1961,

Ad Reinhardt, “Wrongs,” notes for o lecture at
Woodstock, 19460; Archives of American Art. His dis-
toste for any non-art use of fine art wos expressed in
a letter to the Miller Company in Meriden, Conn.,
doted April 21, 1948; they had bought o painting
and asked him to sign o release for its use in promo-
tion: "l value imoginative abstroct painting as an
end-in-itself and for its own content. It can be made
intelligible through education but it loses or changes
its meaning in an application to things with a dif-
ferent content or purpose. . .. I'm very glad to have my
painting included in your important collection of
obstroct art and have no objection to its exploitation
inany way as a ‘painting’ or a ‘fine-art-object’ since it
was created, exhibited, sold ond purchased as such.,

"However, | can’t understand how it could be used
or applied in the various ways that your release-form
indicates, since it was not made for any of those
purposes | odvertisement, frodemarks, promotion,
etc].”

Ad Reinhardt, in conversation with the author, 1964:
“Art-gs-Art,” Art International, Dec., 1962, p. 37; and
in “Who is Responsible for Ugliness?" American Insti-
tute of Architects Journal, June, 1962, p. 61.

He objected to exhibitions like "Nature in Abstroc-
tion” at the Whitney, which mode abstroct art back
info “picture art”; to articles like one in Life which
juxtaposed Rothkos with sunset photos, Pollocks with
grosses; to artists becoming chic enough o have their
recipes written up by Vogue, etc. He once lectured ot
the Club with a bottle of sour gropes on the podium.
Thomas B. Hess, "Editorial: The Year's Most,” Art
MNews, Jan., 1946, p. 21; Ad Reinhardt, draft of a
letter sent to Thomas Hess, Jan., 196&, Archives of
American Art.

In 1954 (April 15), Art Digest hod aowarded
Reinhardt “a medal for truculence” after he wrote o
blasting (ond very funny) letter opposing any kind of
prize-giving. This had also been an issue in 1952
whan the “lrascibles’” seven successors ridiculed o
“free-for-all art contest™ (The New York Times, June
30, 1952). In 1963 Reinhardt wos oworded the
$1,000 prize of the Art Institute of Chicogo's annual
exhibition of American Art, which he accepted pub-
licly ond returned privately so os not to make the
refusal a publicity gesture. On January 31, 1943, he

152,

153.

154,
155.

156,

157.

158

159

simply wrote the director, John Maxon: "As you know
| exhibit my paintings everywhere, but | do not par-
ticipate in art competitions, and, as you must also
know, | hove objected to ond satirized on many
occasions, our system of prizes and awards in art. |
am sure you understand then why I'm returning this
award.”

Thus obliquely admitting a distant kinship with Andy
Warhol which critics had once tried to impose; see
Barbara Rose, “The Value of Didactic Art,"” Artforum,
Apr., 1967, pp. 32-136, ond Max Kozloff, "Andy
Warhol and Ad Reinhardt: The Great Accepter and
the Great Demurrer,” Studio International, Mor.,
1971, pp. 113-17.

See the Art Workers' Coaolition pamphlet distributed
at the openings of the “First Generation New York
School” show at the Museum of Modern Art, June,
1969.

Ad Reinhardt, Arts and Architecture, op. cit., p. 20.
Dale McConathy, in conversation with the author,
1970. Reinhardt's clothes, his symmaetrically or-
ranged house, also reflected this imoge. But, os he
wrote: “Everyman in the everydoytoday part of
things lives like everyman. 5o do |. Part of myself is
separate from my separate selves. Pointing is spe-
cial, separate.” (The New Decode. Whitney Museum,
Mew Yark, 1955, p. 72.) Reinhardt could separate art
from life becouse his paintings were contemplative
and his life was active, Neither could have stood up
with such dignity without the other, yet they were
separate.

Mo one seems to have felt they really knew him well
or really were close friends of his, becouse of this
compartmentalization; perhops no one aware of the
art world and its issues could be related to entirely as
a human being.

Ad Reinhardt, Skowhegan, ap. cit. Henri Focillon had
noted that “the struggle between purism and verbal
'impropriety’ may be interpreted in two ways: either
as the etfort toward the greatest semantic energy, or
as the twofold manifestation of o hidden travoil
from which spring forms that are untouched and un-
influenced by any of the fickle changes in meaning”
{op. cit., p. 6).

Author's notes from a Reinhardt lecture at the Jewish
Museum, Jan., 1967, “Art is communion, not com-
munication,” he said in an interview with Owen
Lewis, Greensboro Daily News, Apr. 26, 1964,

Ad Reinhardt, Skowhegon, op. cit.

7o T L S
"\-.-'!I'-.__;H"'h |!'.-|'.’|

UNIVERSITY OF

MICHIGAN



PART TWO

Original from

Digitized by GOi J'gle UNIVERSITY OF MICHIGAN



Co arplate 31. Abstroct anhng__ Black. 1960-66. Qil on canvas, 60 x 60" |"."|4:]r||::ﬂrﬂug|"- Gr.'1||f.rr",.-'_. Mew York

Google




Looking isn’t as simple as it looks. Art teaches people how to see.
—Ad Reinhardt, 1946!

Human perception is best suited to slow modifications of routine behavior.
Hence invention has always had to halt at the gate of perception where the
narrowing of the way allows much less to pass than the importance of the
messages or the need of the recipients would justify.—George Kubler?

The one work for a fine artist now, the one thing in painting to do, is to
repeat the one-size-canvas—the single-scheme, one colour-monochrome,
one linear-division in each direction, one symmetry, one texture, one for-
mal device, one free-hand-brushing, one rhythm, one working everything
into dissolution and one indivisibility, painting everything into one overall
uniformity and non-irregularity .—Ad Reinhardt, 19623

After 1956, the stylistic or developmental aspect of Reinhardt’s paintings
becomes negligible. From then on their importance lies in their appearance as
paintings, or art-as-art. The nature of the black paintings—their “blackness”
and their “sameness”’—raises critical problems involving physiological and
psychological perception more than historical or formal considerations. And
certainly the description of superficial retinal responses and standard literal
reaction is insufficient for such a subtly cohesive body of work. Art like
Reinhardt's has largely evaded critical attempts to come to terms with its
non-relational and non-referential qualities, relation and reference being the
critic's chief supports.

These issues began to be raised when “perceptual abstraction” or Op
art enjoyed a flurry of attention via the Museum of Modern Art's “Responsive
Eye” exhibition in 1965, though most of the works shown were pleasing
designs or illustrations of elementary scientific phenomena planned to disrupt ?7. Reinhardt painting o block canvas, March, 1962
rather than to extend the usual placid retinal response to color and pattern.

Reinhardt's magnificent red canvas, as well as color paintings by Albers,
Stella, Poons, and a few others, were the exceptions. As a long-standing
adherent of open, clear color space, Reinhardt should have shared the honors
of influencing a younger generation in the early sixties, when the cbvious
trend away from Abstroct Expressionist principles toward an impersonal, often
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geometrically symmetrical art of thinly painted, saturated, or close-valued
color seemed established as the latest step in modernist tradition. It could and
should have been Reinhardt to whom Clement Greenberg was referring in
1962, when he wrote: |

The rectilinear is open by definition; it calls the least attention to
drawing and gets least in the way of color-space. ... Size guarantees
purity as well as the intensity needed to suggest indeterminate
space: more blue simply being bluer than less blue. .. . Let it suffice to
say that by the new openness they [Rothko, Newman, and Still] point
to what | would risk saying is the only way to high pictorial art in the
near future.*

Reinhardt had by that time fully rejected color for light, an area then
understood by few critics or artists. Whereas his prophetic “Twelve Rules for a
New Academy” had been published in 1957, they only became rules with the
actual advent of the new academy around 1965, when a group of younger
“rejective” artists accepted most of his strictures to a greater extent than had
Reinhardt himself in his own work. The rules, in summary, are:

1. No texture. Texture is naturalistic or mechanical and is a vulgar
quality.

2. No brushwork or calligraphy. Hand-writing, hand-working and
hand-jerking are personal and in poor taste.

3. No sketching or drawing. Everything, where to begin and where

to end, should be worked out in the mind beforehand.

Mo forms. “The finest has no shape.”

No design. “"Design is everywhere.”

. No colors. “Color blinds.” “Colors are aspects of appearance and

so only of the surface,” and are “a distracting embellishment.”

Colors are barbaric, unstable, suggest life, “cannot be com-

pletely controlled” and “should be concealed.” No white. "White

is a color, and all colors.” White is "antiseptic and not artistic,

appropriate and pleasing for kitchen fixtures and hardly the

medium for expressing truth and beauty.” White on white is “a

transition from pigment to light” and “a screen for the projection

of light” and "moving” pictures.

No light. No bright or direct light in or over the painting.

No space. Space should be empty, should not project and should

not be flat. “The painting should be behind the picture frame.”

The frame should isolate and protect the painting from its sur-

roundings. Space divisions within the painting should not be

seen.

?. Notime. “Clock-time or man’s time is inconsequential.” "“There is
no ancient or modern, no past or future in art. A work of art is
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always present.” The present is the future of the past, not the
past of the future.

10. Mo size or scale. Breadth and depth of thought and feeling in art
have no relation to physical size. Large sizes are aggressive,
positivist, intemperate, venal and graceless.

11. No movement. “Everything is on the move. Art should be still.”

12. No object, no subject, no matter. No symbols, images or signs.
MNeither pleasure nor pain. No mindless working or mindless
no-working. No chessplaying.?

The main obstacle to the establishment of a date for the “first” black
painting is simply the impossibility of determining the exact nature of a “black
painting.” Anyone can say, "Well, those aren’t what | mean by black,” and
say it of works done up until Reinhardt's death. The degree of invisibility is
clearly relative, governed by personal vision and experience as well as by
historical perspective. For along with increased intellectual acceptance, ad-
vanced art engenders increased perceptual acceptance. This is particularly true
of rejective or Minimal art, which initially appears empty, devoid of image or
any other evocative component. When Reinhardt’s first dark paintings were
shown, they probably looked as dark to viewers then as the far darker ones of
the late sixties do to us now.

A tautological approach like Reinhardt's expands visual perception. Ten
years ago the black paintings were "seen” largely as empty stages on which the
observer could act out his or her own interpretive fancies. Today, they are more
visible because of the mental conditioning acquired by observers through art
which “advanced” in the interim. This conditioning is the result of rapidly
changing styles, of constantly replaced actions and reactions to the avant-
garde, each of which leaves its mark on the art community as well as on the
public. The average observer thinks he or she has pored over a picture if s/lhe
spends two minutes looking at it. Reinhardt's black paintings concede very little
in such a short period. As late as 1960, Dore Ashton wrote of them: “It takes a
good ten minutes for the first impression to register.””¢ No one else has admitted
to quite such an extreme gap between confrontation and delectation, but
reviewers of Reinhardt's work since 1956 have used most of their allotted space
to describe their own experience of gradual revelation from black to color, from
blank to structured surface. Some writers have described this experience as
though it were utterly unique to them; indeed, enough disparities among
accounts turn up to prove that it is a unique experience, felt strongly and
personally enough to provoke each viewer fo analyze his or her own responses.
Only the most impatient or the most ill-disposed commentators see nothing but
a solid black surface, and in such cases it is clear that they have not locked long
enough to see anything else—that they do not want, or likely do not know how,
to look.

The black paintings provide a more exaggerated period of perceptual lag
than most art. Monotonal paintings exist in time as well as space. The eye is
accustomed to colors, images, divisions to help it move across a surface; when
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@8 . The Block Square room, Reinhardt exhibition,
The Jewish Museum, New York, 19646-67
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these are absent, or hermetic, the visual comprehension process takes longer.
Simpler things are not necessarily easier 1o perceive. The "empty” canvas is
more difficult to “see” than the relatively crowded one, and it is still more
difficult to see than sculpture, which even in its simplest manifestations offers
different views and thereby a more acceptable heterogeneity of form. “Obvi-
ously resolved surfaces are simply decorative and do not engage the viewer's
intellectual attention. Contradiction and frustration (within limits) act as stimuli
and paradoxically make ‘dull’ work more interesting than complicated work."’
Only by exploring the black paintings’ repetition is it possible fo perceive the
variety One can become the painting; one s pﬁ_‘r'i_f_"p'fll:_":-r'l and mood must be
slowed to the pace of such obdurate surfaces. The observer must become almost
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Colorplate 32. Abstroct Painting, Black.
1960-66. Oil on canvas, 60 x 60"
Marlborough Gallery, New York
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as passive as the object, a feat increasingly difficult in this day and age. This is
so rare an experience that it can have curious psychic effects, which explains the
frequent association of the black paintings with religious and mystical experi-
ence. Aldo Tambellini has called the color black “the state of being blind and
more aware.”® Priscilla Colt described her experience in terms of a psychedelic
event: "ldentity with Reinhardt's unnameable absolute will be attained only
through a suppression of goal-seeking and egocentric activism.”?

All art originates in the human mind, in our reaction to the world rather than
in the visible world itself. ... The willing beholder responds to the artist's
suggestion because he enjoys the transformation that occurs in front of his
eyes.—Ernst Gombrich'?

To think effectively in terms of relations of qualities is as severe a demand
upon thought as to think in terms of symbols, verbal and mathematical.
Indeed, since words are easily manipulated in mechanical ways, the produc-
tion of a work of genuine art probably demands more intelligence than does
most of the so-called thinking that goes on among those who pride them-
selves on being “intellectuals.” — John Dewey'!

The entire process of experiencing one of Reinhardt's black paintings is o
ritual in itself and shares the timeless quality of all ritual. On entering a room
where there are one or more black paintings, the first impression is of the most
general nature. One sees a black square hanging on the wall. One approaches
and sees that it is not a metal, wooden, or plastic relief but an oil-painted
canvas, set into a matte-black shadow box (intended for protection though italso
adds another degree of aloofness). The effect is already cool, the black so matte
that it appears grayed—the source of a curious effect unique to Reinhardt’s
work in which the light seems to derive from the surface itself as well as from the
colors hidden within. A black Reinhardt holds its surface and edges and appears
neither as a window into a dark space nor as a window into a dimly lit space. Its
size is not overpowering, not so large that it would be difficult to see the whole
surface at once. The quality of pervasive luminosity belongs sequentially to the
first instants of viewing time, but it lingers throughout the following stages,
during which perception becomes more detailed. The hermetic light source is
an integral part of the surface and as such holds the picture plane despite
a simultaneous atmospheric effect which is in turn anchored by the stable tri-
section.

After a period of looking at the dull glow, cne begins to perceive its
non-blackness, though at first one can be no more specific than that about its
nature. Then the extremely muted colors begin to emerge (usually tones of blue,
red, and green, sometimes taken to purple, ochres, maroons, olives, and a wide
range of other “black” variations), and with them, but lagging a little, comes the






146

F—

igitized by (3OO0 gle

trisection, which looks like a cross until the two overlapping bands (the horizon-
tal over the vertical) separate themselves from the four square corners of
ground. When the viewer’s vantage point changes, edges and contrasts appear,
are stressed, and are replaced by others. At first sight, the mind demurs and the
eye busies itself with appearing and disappearing edges and contrasts, a
harmless enough spectator sport that compensates many viewers for the ab-
sence of pictures and story-telling images. Resisting these temptations, one is
eventually drawn by anticipation and curiosity beyond boredom to speculation,
thought, and a direct aesthetic/sensory enjoyment of the particular object. At
this point, the infinite ambiguities inherent in any work that aspires to “noth-
ingness” begin to operate. “l try to lose the forms,” Reinhardt said; “then color
and overlapping are irrelevant.”

If one is lucky (one rarely is), the paintings are well lit. Because internal
light is so important an element of the black canvases, the way they are
externally lit is proportionately significant. They demand a different illumina-
tion from other paintings and are often incompatible with anything else in
group shows; their invisibility seems to cast aspersions on the bright color and
surface activity of other work (much as Reinhardt's writings in their wit, spare-
ness, dignity, and assurance make anything else sound like overblown
rhetoric). Ideally, Reinhardt demanded “dim, late afternoon non-reflecting
twilight” or a reasonable artificial facsimile. Bright, direct light, rather than
clarifying the dim structure and color, almost totally obscures them. Museums
and galleries are hard put to meet the artist’s conditions. (Overlighting can even
be physically damaging, for the more invisible the forms within, the more
impatient with the surface the viewer becomes. One sees nothing and feels
constrained to touch instead of look; noses and fingers are often rubbed against
the surfaces, destroying the paintings.)

The oil-drained surface, so susceptible to damage, nevertheless seals the
light within the plane, rather than allowing it to reflect and be acted upon by its
environment. Reinhardt disliked glossy, reflective black because of its instabil-
ity: “It's quite surreal. If you have a look at a shiny black surface it looks like a
mirror, It reflects all the activity that's going on in o room. As a matter of fact, it's
not detached then. The idea about darkness, | guess, is that there are less
distractions and less intrusions, than color or light or other things might
make.”'? Gloss also obscures the colors within the black. Martin James has
observed that “The more light the topmost stratum reflects, the less of it illumi-
nates the pigment below....The difference in value between the adjoining
planes in Reinhardt’s recent work is so slight that it can be ambiguously ascribed
either to surface or to pigment.”!?

Since Reinhardt is the only artist so far to have carried the viewing experi-
ence successfully to such extremes, his paintings have, according to James, “a
color-phenomenclogy all their own.”"'4 Although the schematic possibilities of
the red, green, blue trisection are exhausted in only six combinations (one color
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for ground, one for vertical divisions, and one for horizontal), the black paint-
ings exhibit a broad range of color from brown to purple, warm to cool. On the
other hand, the subtler the use of these colors became, the more they ap-
proached a nearly colorless light. “There is something wrong, irresponsible and
mindless about color,” Reinhardt could declare in 1960, “something impossible
to control. Control and rationality are part of any morality.”13

In 1954, Reinhardt had announced that he didn't want to go to heaven if he
had to go with “them guys” (everybody else).'® | suspect that the moral basis of
his rejection of color was due not to a dislike of color per se (he continued to use
it, albeit ultrasubtly), but to his dislike of the kind of art which had become
known for its color, from the brash cacophonies of Op and Pop to the hedonist
vagueness of much stained and sprayed painting. Color had come to represent
for him a diluting agent in the controlled and single-minded, unified art-as-
synthesis he had by the later fifties established as his goal. It had also come to
represent the vulgarities of “life,” which he was determined to eliminate from
the inner world of art. "After all,” he pointed out, “whole books are written on
color without mentioning fine art. They don't need it, they can refer to any-
thing.”"?

Reinhardt's assumption that color (bright, contrasting color at least) was
unnecessary to painting and could be employed more satisfactorily in other
mediums was supported by a small but prophetic book called The Future of
Painting, written in 1923 by Willard Huntington Wright. Wright distinguished
between the “art of painting’’ and the “new art of color.” The former included all
traditional, chiaroscuro painting, and the latter all “modernist” painting from
1800 on. He contended that the two arts could coexist, since their goals were
entirely divergent, but that the art of painting was obsolete:

Now that painting has lost its emotional efficacy, a new optical
stimulus is needed. ... The art of painting is not an art of color. Color,
indeed, had practically nothing to do with the aesthetic evolution of
painting.... All the activities of “modern painting” have had one
object for their goal—the solution of the problems of color.'®

In this context, Reinhardt could say with some justification that he was
“painting the last painting anyone can paint,”'? though the “art of color” would
continue. In the latest, and most extremely black paintings, color differentiation
is really imperceptible. One senses rather than sees it. And at this point, in order
to retain the necessary armature, the major element becomes chiaroscuro rather
than equally valued color juxtaposition, the darker area becoming shadows,
the others “low-lights.” “I| made fun of chiaroscuro once,” he said in 1966, “but
maybe that's where | am again.”2?

Color-light alone, sustained by o minimal formal vehicle, has not greatly
interested nonobjective painters until recently, largely because it so often
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destroys surfaces, and the linear theory of modernist evolution demanded
consistent assertion of surface, edge, and support. Rothko and Reinhardt are the
only two major painters of their generation to have concentrated on light, and
their approaches differed considerably. Rothko's atmospheric light does not so
much disintegrate as unite with the floating rectangles and their definition in
space; at the same time, the blurred, scumbled edges imply a diffused ditferen-
tiated light source hidden in some shallow recess behind the picture plane. To
some extent Rothkao's light, or light source, is depicted, whereas Reinhardt's is a
steady, almost uninflected presence, an intangible gloom held tightly on a
tangible plane by the absolute symmetry of its armature. Reinhardt seems to
have arrived at the geometrical phenomenon of perception that Lawrence
Gowing noted in Turner's late paintings—a “natural symmetry of light” and
“an incandescent central axis.”?' A wholly even light seems impossible.
Reinhardt’s light is a gathering darkness.

Martin James sees the central axis drawing attention like a crucifix or an
altar, serving "as a support for secondary phenomena, the reverse of stable
inversions of the spatial effect, flickering illuminations of the perceptual field,
involuntary shifts in the relative brightness of the two halves, enigmatic rela-
tions of the color scale, which afford no dominant place of rest.”?? Unimportant
as form, the trisection provides the necessary scaffolding (related to the Cubist
grid) so that the painting remains a painting and is not experienced as a black
relief. Within it, the faint differentiations of color, or of tone, of warmth and
coolness, exist as a reminder of the work’s identity—painting as painting. The
barely perceptible divisions, although contradicting his written theories, were
crucial to the strength of Reinhardt's painting premise. Since the areas of
information content are so greatly reduced, the eye seeks and finds the cen-
tralized division as a necessary visual cue; once found, it can be ignored and
another sort of focus can be established.

In 1949, Jose Ortega y Gasset constructed a perceptually oriented view of
art history which is worth summarizing here because it emphasizes light as a
unifying agent and offers a new perspective on Reinhardt’s black paintings. It
also offers an alternative to the strictly historical theories of painting’s evolution
by treating internal experience as well as external events. Ortega traced
painting’s evolution in terms of point of view, from depicting things to depicting
sensations to depicting ideas. He used the physiological terms “proximate” and
“distant” vision. Proximate vision sees bulk, makes surfaces convex, as in
Giotto; distant vision makes surfaces concave and seeks empty space, as in
Velasquez. With chiaroscuro or an overall light source, proximate vision gives
way to distant vision; the eye is no longer forced to hop from one complete object
to another; the common surfaces of objects are emphasized rather than their
disparate volumes. “The individualistic primacy of objects is finished.”?® Hollow
space and air are inserted between the observing eye and the pictured objects,
which become areas of light and color rather than imitation volumes.
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Proximate vision analyzes and distinguishes; distant vision synthesizes,
combines. Impressionism and Neo-Impressionism fulfilled the prediction of
distant vision that Ortega attributed to Velasquez?# as the first artist to focus
upon the empty space, or background, rather than the foreground volumes and
space in tangible Renaissance perspective. When the central ray of the eye
moves straight ahead, for direct vision (in modo recto), one sees concavity. When
the pupil sends out other rays at oblique angles (in modo obliquo), dimension
disappears and the whole field of vision becomes surface. Oblique vision
characterizes modern art, which eliminates tactile and corporeal effects,
atomizes and disintegrates parts. The artist no longer paints objects, but the
experience of seeing.

Ortega is unlikely to have known Pollock’s drip paintings, nor could he
have predicted the subsequent development of an all-over and field painting
unified by form and surface as well as by light. Today the homogeneous surface
is traced back to Impressionism (particularly Pissarro, the late Monet,2% and
Seurat’s drawings), to the merger of object and surface within the shallow but
indeterminate space of Analytical Cubism, and to Mondrian’s theory of “equiv-
alents.” Ortega’s thesis of disintegration and ultimate “distance” from the
spectator, where light as the agent of open space overwhelms volume and
shapes, where the whole overcomes the parts, can serve as a macrocosmic view
of Reinhardt's own development from planar to atmospheric to planar/
atmospheric. The surface, the nature of the two-dimensional plane, remains
intact; a painting is still a painting even after all subject has been dissolved in
light or gloom.

Ortega coined the phrase “intrasubjective states” for Cubism and post-
Cubism, succeeding the Impressionists’ concern with subjective states, or sensa-
tion:

Not halting even at the cornea, the point of view crosses the last
frontier and penetrates into vision itself, into the subject himself. ...
Ideas, then, are subjective realities that contain virtual objects, a
whole specific world of a new sort, distinct from the world revealed by
the eye, and which emerges miraculously from the psychic depths.2¢

Ideas are ideal objects, the retina “a tenuous frontier between external and
internal,” or sights perceived and the mind. The black paintings stand between
the objective, intellectual basis of Cubism and the subjective, sensory basis of
Impressionism. They insist on the Cubist relation of object to surface while they
simultaneously insist on color and light independent of form. This is commensu-
rate with Reinhardt's previous all-over, non-hierarchical styles, in which he
rejected naturalist, conceptual, and psychological contents alike; in which parts
of the surface are virtually undifferentiated from the others, and the part is the
whole. Such an equilibrium between mind and eye, what Malevich called the
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“concretization of sensibility,” amounts to a purist’s Impressionism, an art of
physiological sensation that is absolutely abstract and can be associated with

nothing except the pure sensation of a single “black.”

One color has a greater power than a combination of two, and a mixture of
three impairs that power still more . —Heinrich Fuseli?’

The word “black” is related to the word “blanch”; “black” is descended from
the Middle English “blaec,” cognate with “blac’ meaning white or shining.
— Lawrence Campbel|28

Do not imagine that white objects derive the snowy aspect they present to
your eyes from white atoms or that black objects are composed of a black
element. And in general do not believe that anything owes the colour it
displays to the fact that its atoms are tinted correspondingly. The primary
particles of matter have no colour whatsoever. —Lucretius??

Light, the most intangible element of painting, is made an instrument for
measuring the most universal definition of painting its relationship to visibil-
ity . — Alfred Neumeyer3?

Darkness in Reinhardt's painting is a form of light, not illumination or
chiaroscuro but an aspect of form — what might be called total light.
— Sidney Tillim?3'

Aye, on the shores of darkness, there is light.— John Keats®?
Black is not as black as all that. —Paul Valery?®?

Reinhardt's development from about 1949 to 1960 traces the process of
draining color from light, so that in the last works, light practically replaced
color. This is a feat, because black is considered the absence of light. Black,
white, and gray are called achromatic colors. Black is caused by a complete
absorption of light rays, and gray by an incomplete absorption of these rays.
(The black paintings are, in fact, gray, not quite lightless, just as they are not
quite colorless and not quite formless.) Their colors have little chroma, or color
intensity, but Reinhardt achieved an extraordinarily refined intensity by using
color almost invisibly as the basis of the blacks. The graying glow does at times
lack visible color, but the quality of its grayness is dependent upon its color
component. A high degree of light-absorbence is not the same as total absence
of light. The light has been taken in rather than rejected; the opaque black
surfaces have paradoxically become transparent containers of light. Theoreti-
cally there is absolute clarity, but ambiguity exists in the eye of the beholder.




It is possible for the black paintings to be both colored and colorless (black)
because these two conditions are not perceived simultaneously. The black-gray
glow initially perceived is the result of the unseen colors comprising it; once the
eye becomes accustomed to this light, it begins to analyze — the result is color.
This we know after the fact because we know how the paintings evolved and
how they are constructed. But Edwin Land's experiments have also proved that
“the eye can build colored worlds of its own out of informative materials that
have always been supposed to be inherently drab and colorless, 34 so that this
phenomenon can be experienced without prior knowledge of Reinhardt's
technique. Land achieved a whole spectrum with only two color filters; this was
predicted by Leonardo, who found that red light gives bluish shadows, as well
as by the Impressionists with their colored shadows, their contention that black
does not exist optically. The Purkinje phenomenon demonstrates that the spect-
ral sensitivity of the eye shifts to shorter wavelength for low illumination.

Even after he rejected obvious color, Reinhardt remained with sensation,
color, and light. His black is an Impressionist black, an all-colored shadow. (In
fact, it was in the effort to discover a richer black that Eugene Chevreul became
interested in the study of juxtaposed colors which was to have such an effect on
the Impressionist painters. As a chemist at Gobelins, he made a series of color
wheels with different proportions of black added to the colors for a study of hue
and value.) Black is both inclusive and exclusive, a condition bound to appeal to
Reinhardt's sense of paradox.

Ironically, the differences between each of the “identical” black paintings
are often accidental. Each was resolved according to what happened in the
drying. It was only at the very end of his life that Reinhardt could predict and
thereby fully control the drying process, which depended on the weather, the
mixing of the paints, and even the canvases, which, in his words, “never
handled the same way twice.”3® These are not literally easel paintings; they
were executed flat on a low bench-table. The colors do not show through from
under a layer of blacks but were mixed beforehand with Mars black, a carbon.
Each pigment demanded a different amount of black. For instance, ultramarine
blue and cadmium reds have tremendous tinting qualities; a minute touch of
vellow or white also makes a great difference in a black. The darkest reds
Reinhardt used were usually alizarin crimson-based. For the most part he used
three parts of black to one of red, and equal amounts of blue and black.

To minimize the tactile aspects of a painted surface, and make it an
unblemished and single vehicle for color-light, Reinhardt always painted
thinly, avoiding even the slightest relief or obvious brushstrokes which might
catch the light as an edge (and also might attract attention to the “hand of the
artist” syndrome of Abstract Expressionism). The trisection was measured off
precisely, then filled in by hand. He never taped a line for added precision, as
do most hard-edge painters, because the tape would cause a minute ridge. Thus
there is in all of his work a very slight roughness of touch, a deliberate archaism
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or vestige of painterliness that precludes what he considered the easy tensions
of an over-mechanical optical vibration. For while Reinhardt de-emphasized
gesture and process, he applied the paint itself quite sensuously, if under-
statedly. One is aware of a painted surface. Insisting that the maker is insepara-
ble from the creator of a work of art, he contended that only in the double act of
conceiving and fabricating does the artist have any stake in his own work; and
while he disliked the idea of painting as a trode ("“The painter isn't a profes-
sional, a glorified craftsman; he is an artist'’3¢), he also disliked the idea of an
artist sending his work out to be fabricated, as many younger sculptors were
doing, and thereby persisted in the individualistic attitude typical of the New
York School: “The one way in art comes from art-working.”37

Painting is overtaken by time and the painter is a prejudice of the past. . . .
The closer one gets to the phenomenon of painting, the more the source
(objects) lose their system and are broken, setting up another order accepta-
ble to the laws of painting. The artist who wants to develop art beyond its
painting possibilities is forced to theory and logic.—Kasimir Malevich3®

Every new form limits the succeeding innovations in the same series. Every
such form is itself one of a finite number of possibilities open in any temporal
situation. Hence every innovation reduces the duration of its class. ... No
formal sequence is ever really closed out by the exhaustion of all its
possibilities in a connected series of solutions. The revalidation of old
problems in new circumstances is always possible and sometimes actual.
— George Kubler®? |

The trouble with most contemporary painting is that it lacks monotony. . ..
The value of monotony is yet to be ascertained. . .. Activity is the ultimate
impurity . — "Pure” (Elaine de Kooning)4®

However meaningless or repellent the uninitiated may find it. .. this very
uniformity, this dissolution of the picture into sheer texture, sheer sensation,
into the accumulation of similar units of sensation, seems to answer some-
thing deep-seated in contemporary sensibility . It corresponds perhaps to the
feeling that all hierarchical distinctions have been exhausted. ... It may
speak for a monist naturalism that takes the world for granted and for which
there are no longer either first or last things.— Clement Greenberg*’

The black paintings are unities, but as entities, and as a group, they are
also uniform. Unity has long been a major aesthetic goal, in painting and in the
other arts. Uniformity, on the other hand, has been considered an “anti-
aesthetic notion.”4? Both qualities deal with the unit; both result in oneness,
singleness, wholeness. Yet the former is traditionally desirable, and the latter is



not. Unity implies the harmonious bringing together of potentially unharmoni-
ous elements, while uniformity is supposedly “easy,” bringing together identi-
cal or near-identical parts which already, by nature, agree. Unity is, however,
static, in the sense that, once brought together, the parts must stay together to
continue the condition of unity, whereas uniformity is a more temporal concept,
implying consistency in activity as well as in appearance or constitution.

The history of modern painting, like that of many other arts not touched
upon here, has demonstrated a clear tendency to develop from unity toward
uniformity. While a great variety of styles and intentions has characterized the
modern period, individual artists have tended toward uniformity within their
own development and in their work. This uniformity can be either chaotic or
patterned. The close-valued hues of Goya, Turner, Whistler, Constable, and the
Impressionists (Monet in particular) tend toward a monotonal surface. The
single textures of Monet, of Analytical Cubism, even of Soutine’s Ceret period
(where flesh, point, and earth are tactilely indistinguishable), of Dubuffet’s
Soils and Texturologies, Pollock’s skeins of paint, and Reinhardt's monochromes,
to mention only a few examples, tend to dissolve distinctions, to forego the
delicate balances and hardy battles of unity for the finalizing (even terminal?)
solution of uniformity. With the advent of Minimal art, uniformity came out in
the open as a positive element, whereas previously, all-over, uniform surfaces
had usually been justified solely in terms of their refinement of variety. Uni-
formity in recent art is considered by some to be the discouraging product of a
conformist society, proof of mid-century decadence as contrasted to turn-of-the-
century robustness; it is resisted on the basis that there is nothing to see in it, that
"its objects fail to evince what we have over the centuries come to regard as an
essential ingredient in art: work, or manifest effort.”"4?

Reinhardt's dogmas are explicit on the subject of redundancy, or uni-
formity:

The one direction in fine or abstract art today is in the painting of the
same form over and over again. The one intensity and the one
perfection comes only from long and lonely routine preparation and
attention and repetition.

The one thing in art left to do is repeat the one-size-canvas, the
single scheme, one-color monochrome, one linear-division in each
direction, one symmetry, one texture, one formal device, one free-
hand brush-working, one rhythm—into one dissolution and indivisi-
bility, into one overall uniformity and regularity. ... Everything into
irreducibility, unreproducibility, imperceptibility. 44

In an auto-interview in 1965, Reinhardt asked himself, " Are you still saying the

one thing you say needs to be said over and over again and that this thing is the
only thing for an artist to say?"” and he answered, ""Yes."43
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It might seem that the result of such a sensibility could only be a single
painting. At least one critic did see theblack canvases at the Jewish Museum as
“one painting” which consisted of a solution rather than a work of art.4¢
Previously, another had attacked the black paintings as a mere illustration of
the artist’s position, “not, in the end, intelligible in its full meaning outside of the
polemical context in which it has been conceived.”#7 It is in some ways unfortu-
nate that the wit of Reinhardt's frequent writings had such a broad appeal. The
dogma was more enfertaining than the paintings and distracted from them.
Had Reinhardt not written and spoken publicly so much, the paintings would
have had to be seen for themselves rather than as a platform. But though their
goals were the same, Reinhardt the painter always remained separate from
Reinhardt the dogmatist. When he said the black paintings were all alike, he
meant they looked alike. Of course, they are not identical. Each “ultimate”
painting invoked ancther: “The more an artist works the more there is to do.”48
For Reinhardt was not, despite all his influence on later trends, a "Conceptual”
artist. (Here again the terminoclogy can be confusing. All good artists are
conceptual; one cannot conceive of a work of art, however “accidental” or
“intuitive” one intends it, without intention, which involves an inordinate
amount of thought, whether or not it is ever articulated, and therefore follows a
conception.) The idea of pre-conception in art is an ancient one; only the most
extreme Surrealists, Action painters, and anti-formists have advocated full
suspension of the pre-existing idea in favor of process, and few of them, if any,
have ever achieved automatism in any pure state.

One of Reinhardt's “Twelve Rules” reads: “In painting—the idea should
exist before the brush is taken up.” This has been misconstrued as a statement of
the predominance of idea over subject, which was certainly not Reinhardt's
intention; another rule was "“no idea.” Like other artists, he destroyed unsuccess-
ful works. He pre-conceived everything except the final effect of the painting;
thot mysterious factor emerged while it was being painted. In such a rejective
idiom, every minute change is charged with unexpected importance. With each
work, Reinhardt tried to come closer to complete pre-conception, or a “finished”
work. He kept on painting “the same old thing over and over again” precisely
because he had not reached a solution. If he had indeed been an "idea artist,”
he would have been satisfied from the start with a program: one hundred black
paintings, or the six in which his "color” permutations are exhausted. A less
optimistic and more “scientific” artist would simply have stopped painting
when he reached the "ultimate painting” instead of going on to Ultimate
Painting No. 38, No. 39, and so on.

Reinhardt's reply to the question of why he kept painting the “ultimate”
painting over and over again was that it still involved him. At the very end of his
life, however, the involvement was decreasing and the climax, or immolation
point, may have been imminent. For the first time he had begun to feel that he
had mastered his intentions, that he had discovered how, in fact, to make one
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black painting over and over. He was considering the possibility of having
someone else paint one canvas which would, by implication, be the last. If he
found that his helper (a young painter named Gary Reams) could make that
ultimate painting as well as he himself could, he spoke of leaving painting for
film, which - had always fascinated him, and which he considered “incompara-
bly greater than all previous picture arts thrown together.” Even so, one senses
that Reinhardt realized there is no such thing as pure, only the uncompromising
effort to be pure. The last black painting would not finally be ultimate. His notes
on “the end of painting as an art” end with the words: “A return/Last Word must
always be secretly the first.”"4¥

If art is anything, it is everything, in which case it must be self-sufficient, and
there can be nothing beyond it.—Alain Robbe-Grillet>°

True art, pure art, never enters info competition with the unattainable
perfection of the world, but relies exclusively on its own logic and its own
criteria, which cannot be tested by standards of truth or goodness applicable
in other fields of activity.—Ananda Coomaraswamy?®'

The concept of a “non-relational” art, the impetus for primary structures
and Minimal or rejective painting in the mid-sixties, found a natural vehicle in
geometric shapes, which have been the favored forms for symbolic and sche-
matic propositions in every civilization because “they provide the most clear-cut
images of the basic configurations of forces that continue to underlie man’s life
and therefore man’s thinking, even in refinement and complexity.” 52 Not only
do geometric forms seem more rational and predetermined than organic
shapes, but they lend themselves to the kind of neutrality recently sought by
artists rebelling against the balancing and juggling of shapes associated with
European geometric art of the thirties. What Anton Ehrenzweig calls an “or-or”
structure, and advocates for broad application to all areas of thought and
perception,3? also constitutes the attraction of modular concepts for younger
artists. Their employment of formless, neutral units (Stella’s early negative
stripes, Noland's bands, Andre’s plagues, LeWitt's cubes, Judd's boxes),
like Reinhardt’s trisections, rejects the “either-or” structure of traditional
composition:

It is an attribute of geometric figures that they possess more inherent
redundancy than any others. It is also curious that to procure on image
that is most indeterminate or in conflict [conflict being generally
accepted as the source of aesthetic “emotion”] it is often necessary to
rely on the most determinate and planned procedure. ... Shapes that
are redundant, such as two-dimensional, closed outline shapes with
properties of symmetry, simplicity, good continuation, good closure
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100. Abstract Painting, Black. 1960,
Oil on convas, &0 x 60", Collection
Arnold Glimcher, New York
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and other forms of regularity are associated with the Gestalt concept of
figural goodness. 34

There was at one point in the mid-sixties a good deal of talk in New York
criticism about “post-geometric”’ art, though it was never established what
made a geometric shape, no matter how non-relationally employed, non- or
post-geometric. Younger artists tended to accept geometric shapes by default,
rather than out of any particular interest in their past uses or their classical
rationality. Don Judd, for example: “The main virtue of geometric shapes is that
they aren’t organic, as all art otherwise is. A form that's neither geometric nor
organic would be a great discovery.”3>

The geometric shape with the most equilibrium, or neutrality, is the square.
The circle, although perfect, and cornerless, was rejected by Reinhardt because
it is also an organic shape; it implies a rolling, spinning, sun-moon image and
other natural or symbolic impedimenta. The square, on the other hand, seems a
patently man-made form. It is found in nature only rarely (in the salt crystal and
iron pyrites, for example). Its total equality, symmetry, and stasis also provides
the only painting surface that seems to be surface first and noticeable shape
second. Vertical and horizontal rectangles have associations of their own.
(Reinhardt's earlier verticals were attributed to his urban environment and
compared to skyscrapers.) For the same reasons, however, there are some
symbolic interpretations of the square that are not altogether inappropriate to
Reinhardt's goals. Robert Fludd, a seventeenth-century Rosicrucian mystic, pic-
tured a black square, five by five inches, with “et sic infinitum" written along
each side;*® an ancient Chinese adage defines infinity as "“a square without
angles,” which might indeed be post-geometric.

For better or worse, the term “non-relational” is now fixed in the critical
vocabulary. “Non-formal” might have been a better term for works that abolish
internal relationships between forms. Reinhardt was in no sense a formalist, as
Thomas Hess noted when he wrote that he was an inventor of patterns rather
than forms, though Hess could not have foreseen in 1950 that Reinhardt's
close-valued geometric paintings would provide an alternative (or counterpart)
to Pollock’s all-over expressionist manner and that both would be the pioneers
of a new concept of uniformity, or modular pattern. Uniformity, by distracting
attention from form to color and light, produced a kind of anti-formity; though
this word is now used to denote a very different kind of art, the bases are the
same. The concept is implicit in the development of classical abstraction, and is
important to American art in general. From 1945 to 1965, American painters
escaped form by moving from closed images to open elements in an all-over
scheme, then by moving from a scheme to a device, from fragmentation to
unity, and to a fragmented unity that is actually uniformity.

Before his death, Mondrian had already seen a revolt taking place against
the then dominant expression of reality:
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Colorplate 33. Abstract Painting, Black.
1960-66. Oil on canvas, 60 x 60",

Private Collection
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We see the culture of the form ending in a struggle for the deliverance
from the limitations of form. [ If forms appeared as entities separated
from the whole] in order to establish universal unity, their proper unity
has to be annihilated. . .. Similar forms do not show contrast but are in
equivalent opposition. Therefore they annihilote themselves more
completely in their plurality. .. .The pure plastic way is thus the trans-
formation of limiting forms into a more or less neutral form.>7

Predicting that “the research for good forms was the work of the past; the
research for good relations is the gleam of the present,”*® Mondrian also applied
the idea to a premonition of Reinhardt’s trisection:

The vertical and horizontal in the rectangular relationship produce a
plastic expression of inner strength and repose. When united in the
“appearance” of a cross, these lines express a form—although
abstractly; but, in Neoplastic composition they are really opposed,
thus annihilating all form.3

If Reinhardt's black paintings neutralize relations between forms, they are
still extraordinarily sensitive to relations between the various polarities in which
he dealt—color and no color, form and no form, surface, light. More radically
equivalent than the flickering rhythms of Mondrian’s last “Boogie-Woogie"
paintings, their roots are similar. Yet there can be no such thing as a wholly
non-relational painting, simply because painting must always reconcile its
surface with its objectness.

If one does not perceive how a work repeats itself, the work is almost literally
not perceptible, and therefore, at the same time, not intelligible. Until one
has grasped, not the “content,” but the principles of (and balance between)
variety and redundancy in Merce Cunningham'’s Winterbranch or a chamber
concerto by Charles Wuorinen or Burroughs’ Naked Lunch or the “black”
paintings of Ad Reinhardt, these works are bound to appear boring or ugly or
confusing, or all three.—Susan Sontag*®

Peekaboo here | come again, just when most needed, like the square root of
minus one, having terminated my humanities.— Samuel Beckett®!

I'm just making the last paintings which anyone can make.
—Ad Reinhardt, 196642

It might seem that by destroying color, form, and image, Reinhardt had
also destroyed style. Yet theoretically passive and self-contained as the black
paintings are, their surfaces give oft a unique kind of energy. By choosing
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Oil on convas, 60 x 60". The National
Gallery of Australia, Canberra
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symmetry and virtual monotony in order to de-emphasize distinctions between
elements on the canvas, and by choosing a consistent format to de-emphasize
distinctions between the paintings themselves, Reinhardt neutralized the dis-
tinction between variety and redundancy. The senses tend to meet the challenge
of the intellect, and vice versa. If no one but the artist could perceive specific
differences between each one of the black paintings on the first floor of the
Jewish Museum retrospective, this does not preclude an individual style, for of
course repetition is necessary to the development of a style in the first place. An
artist's or a period’s style is often not fully recognizable until it has been brought
to the verge of redundancy. Non-relational art is redundant in a particular way.
“Equal strength of whole and parts creates ambiguity, and ambiguity creates
oscillation. ... Such oscillation makes it possible to present identity without
losing duality.”43

Reinhardt himself maintained a fusion of polarities—purism and impres-
sionism, subjectivity and objectivity, color and colorlessness, uniformity and
individuality. Non-relational art cannot be evaluated or justified by individual
consideration of the parts balanced within the whole. Each canvas must be
taken as a complete field relatable only to other paintings, by the same or other
artists. As such it demands a different sort of evaluation, one that focuses upon
hitherto invisible or unthinkable diversities. The eye can discern a million
differentiations between light and dark. We know that any sensory field will be
activated by sufficiently lengthy scrutiny and that there is, therefore, no such
thing as an entirely homogeneous surface or an entirely empty painting. There
is a perceptual disorder inherent in any seen area.%4

The principles of variety and redundancy upon which the black paintings
are based probably have a broader range than we know. Experiments are now
being made on the extent of the "perceptual deprivation” experienced by
astronauts, which may also be pertinent to the perception of monotonal paint-
ing. Jack Vernon's extensive research shows that Sensory Deprivation (5.D.)
subjects pick up imperfections in a group of slides unnoticed by a non-confined
group; now and then 5.D. subjects see colors in black-and-white drawings.®?
Vernon concludes that “man’s joded sensory world takes ona new meaning asa
result of $.D. The ordinary, the usual, the almost unnoticed of our everyday
world become, under 5.D., very desirable experiences, and perhaps for the first
time we come to appreciate the value of our ever-changing stimulus world.”%®

Many scientists believe that mental acts such as thinking are really
physiological.®” Perception incorporates percepts from the outer, physical world
and the inner physical world; the latter can be divided into “intracerebral
percepts” (thoughts, desires, memories, imagery) and "extracerebral percepts”
which are “sensed” physiologically.®® In art-viewing the former usually over-
whelm the latter. There is a common tendency to associate immediately an
unfamiliar work of art with a familiar “feeling.” The curiosity which should be
at the core of any vital cesthetic experience is thus neutralized. The layperson
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Colorplate 34. Abstract Painting, Black.
1960-66. Qil on convaos, 60 x 60",
Marlborough Gallery, New York

moves on for another spark of titillation which will also be doused with facile
explanations: "l dont know anything about art but | know what | like";
Reinhardt's 1946 answer to this cliche was, “Yeah, isn't it nice that the obliga-
tion to be intelligent doesn’t extend to the field of art?"'%¥

The answer to the question “what does it mean?” will come from much
looking at good pictures rather than answers received to the questions.

—Stuart Davis’®

There is no neutral surface, no neutral discourse, no neutral form. Something
is neutral only with respect to something else. . . .To be looking at something
that's ‘empty’ is still to be looking, still to be seeing something—if only the
ghosts of one’s own expectations. In order to perceive fullness, one must
retain an acute sense of the emptiness which marks it off; conversely, in order
to perceive emptiness, one must apprehend other zones of the world as
full. ... If only because the art-work exists in a world furnished with many
other things, the artist who creates silence or emptiness must produce
something dialectical: a full void, an enriching emptiness, a resonating or
eloquent silence .—Susan Sontag”’

Any art of psychic sensation, no matter how rejective, no matter how united
in form and content, no matter how impersonally or objectively it is handled,
does evoke a psychic state. Analysis of such a state need not, however, depend
on Freudian theory. Representational painting, because of its high information
output, is always open to a certain amount of iconographical hypothesis and
associational interpretation from both expert and layperson. There has been a
carry-over of such content-hunting into non-objective art criticism. Freudian
analyses of the artist's private life are not uncommon, nor are allusions that
clearly bear on nothing but the writer’s own private life. The black paintings,
and non-relational or “boring” art in general, constitute strong protests against
easy or "entertaining” art. The aloof and apparently hostile character of much
art in the sixties, Reinhardt’s included, comprises a weapon against interpretive
indulgence on the part of the viewer, who is in turn driven back to metaphorical
allusions, resorting to literary and symbolic terms to elucidate his or her experi-
ence of an abstraction. A very subtle work, or a particularly obdurate one, in
which there is “nothing” to look at, stymies the common urge to literary
interpretation. As a result it can produce a kind of overcompensation on the part
of the viewer, who is more often irritated than challenged when confronted by
art that does not land immediately in his or her interpretive lap.

The obvious incompatibility of non-objective art and conventional sym-
bolism and “meaning,” and the search for a word or concept that encompasses
both remain the unsolved issues at hand. So far the best proposal has probably
been the Gestalt psychologists’ assumption of an actual structural resemblance
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between visual symbols and their corresponding philosophical notions. While
the philosophical bases of the black paintings are problematic, the physical fact
of their existence, their presence, is a very real point of departure. The notion of
abstract art as real, or as concrete as any other object, goes back, of course, to
Malevich, Mondrian, and Kandinsky. Reinhardt was one of the major advocates
in America of this still not wholly accepted approach.” “If you think that every
painting should look like something real,” began the first of his “How to Look”
cartoons, “then you live in that century (long gone) that believed the real world
was a matter of what things look like. ... A Cubist painting is not a ‘picture’ or a
window-frame-hole-in-the-wall, but a new object hung on the wall and is part
of the early twentieth century’s overturning of traditional ideas of time and
space.””? His most famous cartoon image, one he used repeatedly, was based
on an idea of Wolfgang Paalen. It showed a man laughing at an abstract
painting and saying, “Ha ha, what does this represent?” The painting points
back at him and says, “What do you represent?”

Of course the idea that a painting can be seen as a painting rather than asa
container for meaning does not in itself encourage uniformity. Yet historically it
provided the immediate impetus for such a notion. As soon as a painting was
considered an autonomous object, it lost its obligation to be a container. Paint-
ing as container needs illusion and images to imitate the world around it, and
needs meaning to be included in the entire (literary) intellectual tradition of
“appreciation.” A concrete painting can and must concentrate upon its own
nature; the result is an immediate and drastic refinement, an acceleration of the
process of achieving the plane that has constituted the history of modernist art.
As soon as painting was freed from the demands of representation, the idea
implicit in Monet's serial work, in Cezanne’s apples, or in Cubist still lifes, and
explicit in Mondrian’s reduction to primary colors and right angles, led toward
uniformity,

Since around 1965, it has often been said, seriously and semi-seriously,
that painting is dead.”® Reinhardt, insisting that he was painting the “ultimate”
painting, had apparently rejected all that could be rejected; he had reached an
ultimate conformity that could be extended only by having someone else paint
his work or by giving up painting altogether. His “Twelve Rules” had ruled out
everything that seemed to distinguish one painting from another. Yet at the
same time, he proved that uniformity is no more an anti-aesthetic notion than
any other, if one can see beyond the traditional aesthetic into the nature of
contemporary painting and the contemporary sensibility. In a world that is
increasingly international and potentially uniform, within which rapid change
threatens to level out quality distinctions, or rather to establish new and broader
criteria for quality, one of the salient questions is: If variety is no longer the spice
of life, what replaces it?

The very proliferation of “boring” artistic phenomena all over the world is
significant. The apparent redundancy of acid rock, electronic music, Beckett's
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novels, Pinter’s plays, or Reinhardt’s paintings implies the extension of aesthetic
stimulation beyond obvious contrast. There are both optimistic and pessimistic
approaches and reactions to this situation.” Paul Tillich felt that a new religious
art was emerging because abstraction had made it possible: “"He who can bear
and express meaninglessness shows that he experiences meaning within his
desert of meaninglessness.”7® Others see the inseparability of form and content
as the final step in robbing visual art of any relevance to society. Wylie Sypher
predicts an “unstructural state of equilibrium,” which corresponds to the
formlessness of the black paintings, as a terminal entropy, a loss of energy and
absence of events; and the revolution in Western philosophy as “a final
deromanticizing of man's view of himself; it suggests that any surviving
humanism must be based upon a negative view of the self, if not a cancellation
of the self.”7?

Doomsayers have for years been predicting the end of art and the end of
the world. Meanwhile, scientists are constantly discovering areas in which
human knowledge has barely scratched the surface. Marshall McLuhan, Her-
bert Marcuse, and George Kubler have all asserted art’s potential as a predictive
science. Reinhardt's “ultimate” painting may have marked the end of one
approach to art, but at the same time it provided fertile ground and great
influence on the younger artists coming after him, whose goal of exploration
beyond the visible properties of things fundamentally differ from his.

An insistence on purity and oneness, on the essential, which can encourage
exaggeration and bypass immediate comprehensibility, often characterizes
societies (and art) in the process of radical change. Life becomes so complex that
periodic purification rites become necessary for organic survival. Elementary
geometric forms, huge size, avoidance of ornament were also the ideals of the
so-called "“Visionary Architects” of pre-revolutionary France; they reappeared in
Suprematism and Constructivism at the time of the Russian Revolution. Harold
Rosenberg, who was unsympathetic to a purist aesthetic, contended that “every
Utopian society, from the Mormons to Hitler, tends to disintegrate the notion of
art.” Yet at the same time, he remarked on the irony of the negative attitude, the
fact that each anti-art movement produces a new art. For art is “declared by
artists. At any moment it may turn out that there is no more art. The next day
some fellow wakes up in the morning and declares art all over again. In the
twentieth century art has gotten to be something which is always on the verge of
ceasing to exist. And is redeclared by the artist who stubbornly says: regardless
of conditions | am convinced that | can do it. This is what you might call the
permanently precarious condition of art.””® Similarly, Hilton Kramer called the
black paintings "a cry of despair disguised as a Utopian manifesto.””? (It is
significant that, like Rosenberg, he professes to see nothing in them.) But it is
precisely upon that paradoxical, if extremely understated, fusion of hope and
despair, end and beginning, that the aesthetic of the black paintings rests. As
the paintings became more demanding and difficult in the late fifties, the
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103. Abstroct Painting, Block.
196066, Oil on canvas, 60 x 60".
The Tate Gallery, London
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world’s corruption seemed increasingly outrageous. At the same time,
Reinhardt's dogmas became increasingly transcendental, increasingly commit-
ted to “one art” and one way; and the paintings, which to some seemed to be
disappearing into darkness, also offered an increasingly hermetic beauty to
those who saw them (to those who, by implication, had hope). Berdyaev wrote
that “the bourgeois is precisely the person who invariably prefers the visible to
the invisible,” palpable to void, large to small .8°

The Tao is through and through mysterious and dark.—Ad Reinhard1®'

No one will take No for an answer.
Freedom is a negative; it's freedom from something.—Ad Reinhardt, 196482

Post Impressionism is accused of being a negative and destructive creed. In
art, no creed is healthy that is anything else.—Clive Bell®?

The destructive element is too little emphasized in modern art .
—Piet Mondrian®4

The important thing is the painting out. If you want to be left with nothing,
you can't have nothing to begin with. You can only make something by taking
things apart.—Ad Reinhardt, 19658

All art is, of course, destructive to a degree; even the most photographic
realism is a matter of endless choice and elimination. Reinhardt’'s emphasis on
destruction dates from about 1940, when he began to paint out the closed
geometric forms of Synthetic Cubism and to shatter his hitherto integrated
surfaces by such techniques as washing them under the faucet and using
collage, which, as Martin James cbserved, “is by nature in a sense already
destroyed.”"8¢ Reinhardt's negativism, however, was diametrically opposed to
that of Duchamp, who eliminated all but the elements of choice and chance.
Elimination of form and color by formal and chromatic equilibrium is not the
same thing as elimination of form and color by a single gesture — such as o
canvas painted solid black with no particular surface, paint, or light qualities.
Reinhardt's negativism was materialist, anti-metaphysical, and anti-literary.
“If you're absolutely negative,” he said, “you leave yourself open to some
positive thing not possible to pin down anyway. It's always more clear to say
what it wasn't than what it was."®” The less visually oriented viewer, however,
is less likely to perceive the positive element. “Within these canvases the work of
destruction has been ruthlessly complete,” wrote the philosopher Richard Woll-
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Colorplate 36. Abstract Painting, Black.
1960—66. Qil on canvas, 60 x 60",
Pace Gallery, New York

heim of the black paintings, “and any image has been so thoroughly disman-
tled that no pentimenti any longer remain."88

As Baudelaire remarked in regard to Ingres, there is an element of sacrifice
in all “classical” art. By risking the good for the great, one loses something only
in the hope of gaining something still more precious. The end Reinhardt had in
mind was pragmatic, not nihilist (a word which in a strict sense can be used only
in a political context). The classical tradition has always endeavored to destroy
those elements not "high” and pure enough for art; the romantic tradition has
had its own purgative methods. No valid art accepts more than it rejects. Only
imitators are uncritical of the recent past. Even the Dadas, who rejected art by
accepting the whole world as art, accepted art as an agent of total reform. The
difference is perhaps that the classical artist, rather than flailing out at all
barriers, picks a precise way over those in his or her path, discreetly discarding
excess baggage rather than heaving it all at once at the enemy. Reinhardt set
himself firmly on the side of Ingres, Poussin, Seurat, Malevich, and Mondrian,
unequivocally rejecting the fusion between art and life that characterizes an
acceptive aesthetic, whether it was Dada, Pop art, or the periodically revived
“New Image of Man"” syndrome. According to him, art provided its own,
aesthetic, emotions, which had nothing to do with the ordinary emotions of
everyday life. In this regard he often quoted Clive Bell, whose Art was pub-
lished the year Reinhardt was born and whose ideas had greatly influenced
him: “Representation is a sign of weakness in an artist. A painter too feeble to
create forms that provoke more than a little aesthetic emotion will try to eke that
little out by suggesting the emotions of life....To seek, behind form, the emo-
tions of life is a sign of defective sensibility always. It means that his aesthetic
emotions are weak, or imperfect."8?

Reinhardt wanted his work to be “a clearly defined object, independent
and separate from all other objects and circumstances. . . whose meaning is not
detachable or translatable.”?? It is ironic that translation and detachment of
meanings inevitably accumulate around its implacability. One of the most
delicate problems inherent in the black paintings is their mystical or transcen-
dental quality. Although Reinhardt vehemently denied any such intention,
some viewers have placed it at the core of his aesthetic. The color black, the
internal, flickering trisection (read as a cross), the ritual repetition of a single
surface, and the slowed pace by which the black paintings demand to be
viewed are equally responsible. Black has traditional connotations difficult to
discard and Reinhardt himself rather perversely enjoyed listing its common
associations, some of which he accepted for his own, though on a superficial
level. He considered the choice of black a moral choice, and liked the idea that
black is worn by ministers and priests, who represent a “solemn token of
absolute principles,” as well as by Puritans who were “self-righteous, self-
critical.” Black is negation, “infinite and inevitable, the complete insoluble
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mystery.” A determined underdog himself, Reinhardt noted Western culture’s
bias toward white over black and listed in his notes such idioms as "black-
hearted, black-list, blackmail, black sheep.” He quoted Shakespeare: “Black is
the badge of hell, the hue of dungeons, and the suit of night,” but saw those
who disliked black because of its morbidity and despair as “clinging to life,
naivete, superstitiousness, fear.”?!

Personally, he saw black as representing privacy, passivity, the “with-
drawal of the recluse, rebirth in seclusion...inner, subterranean,” and finally,
“the other side, transcendent.” Black was “intellectuality and conventionality,”
the “medium of the mind” (Redon), “the divine dark” (Meister Eckhardt), the Tao
“dim and dark” (Lao Tzu). Not averse to noting that the Kaaba in Mecca was a
black cube, Reinhardt still wanted to “eliminate the religious ideas about black”
and replace them with strictly aesthetic notions. During a symposium on black
just before his death, someone noted that architects seldom used black because
“black destroys scale. When you destroy scale you disorient yourself.”%2
Reinhardt enjoyed the challenge of limiting the all-engulfing black, the illimit-
able “dark of absolute freedom,” and set himself the task of compressing it into
a five-foot square. Yet he was also aware of “the visible object as incomplete,
part of something larger; whole is only partly present, objects also, parts,
hidden parts.”?3 Thus, in a typically paradoxical manner, he noted the necessity
of singleness while conceding a greater multiplicity.

Reinhardt was fascinated by the reconciliation of opposites and he con-
stantly returned to ideas like Paul Tillich’s “the negative lives from the positive it
negates” or Lao Tzu's “being is the product of non-being.” His own art, to employ
a typical listing device, is: conceptual/intuitive, cerebral/sensuous, colorful/
colorless, flat/atmospheric, precise/painterly, classic/romantic, idealist/
materialist, academic/individualist, passivelactive, impersonal/personal,
sparse/rich, destructive/constructive, absolute/ambiguous, static/vibrating,
clear/invisible, anti-humanist and conceived in human scale (“high as a man,
as wide as a man'’s outstretched arms”'}—humanist, that is, in the broad sense
rather than in the personalized, anthropomorphized sense of an expressionist
humanism.

Above all, Reinhardt considered again and again, in his paintings and in
his notes, the resolution of dark and light: “a luminous darkness, true light, the
undifferentiated unit, oneness, no divisions, no multiplicity, no consciousness of
anything, no consciousness of consciousness.”¥* He called painting a ritual
process, his writings dogmas, and did not hesitate to equate the artist (himself)
with God, who “takes something and can make nothingness of it."” Combined
with his trisection and the other-worldly glow of his surfaces, such statements
have an irresistibly religious ring. Tillich called Reinhardt's work religious “in its
non-representational expression of mystic depths of experience.”¥?

Ritual pervades every aspect of the black paintings, from the slow and
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exacting process of their execution by the artist to the equally slow and exacting
process of their perception by others. Ritual provided the physical counterpart
or end to the rules that formed the intellectual framework within which
Reinhardt made art. This was ritual, however, for ritual’s sake, unconnected to
theological dogma other than his own art-dogma, and arising directly from the
paintings themselves. As Barbara Rose has pointed out, the mystical and
humanist elements in Reinhardt's work are undeniable, despite his own dis-
claimers and silences on the subject. Even though these elements exist in an
unfamiliar context, there is always an “insistence on the privacy and intimacy of
the communication between artist and viewer.” Within the context of Western
as well as of Eastern mysticism, “the function of the black paintings as objects of
disinterested contemplation—demanding not merely a different order of per-
ception but inducing a qualitatively different state of consciousness from nor-
mal consciousness — becomes clearer.”%®

This experience must be registered on a non-literary, even non-verbal level
different from that of the art Reinhardt wanted to replace. For the most part he
succeeded in wrenching what we call, for lack of another term, the religious or
mystical elements out of their standard literary context and making them state
something separate about his art, about the goal of a single, imageless,
colorless, lineless, timeless surface. Similarly, the most subjective borrowings
from mystical writings are incorporated into his dogmas and become matter-
of-fact descriptions of objects; the black painting, in a strictly perceptual sense,
also “becomes pure by detaching itself from everything...a luminous center of
light in which all controversies are understoad, trans-subjective.”?” His attitude
corresponded to that of Alain Robbe-Grillet (quoting Joe Bousquet): “We must,
finally, guard against allegorical constructions and against symbolism.. . .Each
object, each event, each form is in effect its own symbol. ‘Do not say that there are
wooden crosses and the sign of the cross. There would be an unreal sign and a
thing signified, which would be real. One and the other are, simultaneously,
realities and signs.’ 78

As the activity of the mystic must end in a via negativa, a theology of God's
absence, a craving for the cloud of unknowingness beyond knowledge and
for the silence beyond speech, so art must tend toward anti-art, the elimina-
tion of the “subject” (the “object,"” the “image”), the substitution of chance
for intention, and the pursuit of silence.. . . . Therefore, art becomes estimated
as something to be overthrown. A new element enters the art-work and
becomes constitutive of it: the appeal (tacit or overt) for its own abolition—
and, ultimately, for the abolition of art itself. —Susan Sontag®®

Formless art thou, and yet thou bringest forth many forms, and then with-
drawest them to thyself. —The Bible'®
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105. Abstract Painting, Block. 1960-66.
Oil on canvas, 20 x 20". Collection
Mr. and Mrs. Irving Sandler, New York

| i |

[ Mula-Prakriti is] the pure void, for only as such can it contain a pure fullness.
But in the act of reaction in space and time it becomes a matrix of forms, in
which three qualities or tendencies appear. In the void of Mula-Prakriti these
qualities are not distinguishable because they balance each other perfectly.
Only in the realm of visible nature is this balance no longer perfectly
maintained. Again, at the universal dissolution, all are withdrawn and refum
to the First Cause, Avyakata, the unmanifested One which is Mula-Prakriti.
—Ajit Mookerjee'?

Reinhardt was a moralist, not a religious man in terms of any organized
religion (which he saw as “just another gadget for everyday life”'%2). But
implicit in his writings is the unspoken assumption that all wholly uncom-
promising conviction is “religious.” He was not anti-clerical, although progres-
sively disillusioned by his favorite “religious writers,” whom he listed in an
undated letter to Thomas Merton — Suzuki, Coomaraswamy, Tillich, Maritain,
Merton; Buber was the exception. Reinhardt was intellectually interested in
ritual and in religious philosophies, particularly in “negative theology,"” such as
Buddhism, which he saw as more of an aesthetic than a religion. “The idea of
negativity is not a bad idea any more, whereas once the positive seemed great
and the negative terrible.”'%? He saw religion in the broad sense indicated by
Clive Bell, who distinguished between the ordinary observer who locks at
pictures as sources of information and those “artists and educated people of
extraordinary sensibility and some savages and children[ who] feel the signifi-
cance of form so acutely that they know how things look.. . . For the mystic, as for
the artist, the physical universe is a means to ecstasy. The mystic feels things as
‘ends’ instead of seeing them as ‘means.’ ... The religious spirit is born of a
conviction that some things matter more than others. To those possessed by it
there is a sharp distinction between that which is unconditioned and universal
and that which is limited and local.””'%* Or, as the Reinhardtian dogma has it:
"The one question, the one principle, the one crisis in art of the twentieth century
centers in the uncompromising ‘purity’ of art, and in the consciousness that art
comes from art only, not from anything else.”193

Fundamentally, Reinhardt's interest in theology and the history of religious
traditions arose from his consuming interest in history itself, the cyclical repeti-
tion of forms and ideas which he hoped to synthesize, and thus culminate, in his
own art. His view of history corresponded with his view of art, and with the
physical appearance of the black paintings, which include all by excluding all.
“The one content and one matter of the art-historical-process is the doctrine of
ahistorical immaterialism. Art is a superstructure, a grand pattern and noble
manner and quiet grandeur and will never wither away.”'%¢ He saw art history
in the context of a continuing civilization where the material or art object is
primary and recurrent, and the immaterial or idea is secondary, deriving from
the art-as-art:
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Colorplate 38. Abstroct Painting, Black.
1960-66. Qil on canvas, 60 x 60",
Collection Gilmon Paper Co.

The history of art is a constant course, always follows a predetermined
pattern and unfolds a pre-established form. The history of fine art isa
straight line moving up and down, progressing onward and upward
in cycles and spirals, moving back and forth, in and out, but mainly
the history of art is a fixed point, essentially unmoveable, changeless,
square, dark, unreflecting, timeless. Its space is in the mind and in the
museum.'%?

The one history of painting progresses from the painting of a variety of
ideas with a variety of subjects and objects, to one idea with a variety
of subjects and objects, to one subject with a variety of objects, to one
object with a variety of subjects, then to one object with no subject, and
to one subject with no object, then to the idea of no object and no
subject and no variety at all. There is nothing less significant in art,
nothing more exhausting and immediately exhausted, than”endless
variety. 108

Accordingly, the new is explicable only by comparison with the old, as a
variant of the old not previously extended. To the postwar art world, hungry for
novelty, Reinhardt offered an avant-garde that is a repetition of the old —
precedented and potentially repeatable— not a popular position. By 1962, he
was supported in his conviction that there is nothing new under the sun by the
historian George Kubler, whose The Shape of Time Reinhardt much admired.
When the book appeared in paperback he gave it to numerous friends, thereby
injecting it into the intellectual consciousness of the art world; and he reviewed
it in Art News, paraphrasing Kubler and reinforcing his own contention that art
history, in its prevailing biographical, iconographical, and stylistic forms, is
inadequate to deal with art-as-art:

The history of art is the history of art not the history of the universe or
the history of the earth or the history of man or the history of society or
the history of individuals or the history of history. The history of art is
the history of art-forms, art-projects, art-worlds, art-artists. 199

Reinhardt welcomed Kubler's suggestion of a history based on aesthetics alone,
a system of series, sequences, classes; since he claimed not to believe in
originality, which he considered the opposite of history, he particularly en-
dorsed Kubler's still more radical suggestion:

Perhaps all the fundamental technical, formal and expressive combi-
nations have already been worked out at one time or another, permit-
ting a total diagram of the natural resources of art. ... Instead of our
occupying an expanding universe of forms, which is the contemporary
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artist's happy, but premature assumption, we would be seen to in-
habit a finite world of limited possibilities, still largely unexplored. . ..
Instead of regarding the past as a microscopic annex to a future of
astronomical magnitudes, we would have to envisage a future with
limited room for changes, and these of types to which the past already
yields the key.'1?

These theories are also applicable to the development of Reinhardt's indi-
vidual paintings, for “just as artists come from artists and art-forms from
art-forms, painting comes from painting.”'"! Black paintings come from red
and blue paintings and then black from black. The latter constitute a “timeless”
or “post-historical” period. In his notes Reinhardt predicted that the “late black
square uniform five-foot timeless trisected evanescences of the late sixties”
would be succeeded by “Archaic black square uniform five-foot timeless
trisected evanescences of the early seventies,”''? completing the cycle from
archaic to archaic. His art—the "last paintings anyone could paint”—was to
have progressed from nothing to nothingness. “But the end is always a begin-
ning. The drama is to attempt instantly to reach the end that you can never really
reach.”!13

Where painting has reached divinity there is an end of the matter
(muferia”.—frc-m the Chieh Tz0 Yuan 14

Where European art naturally depicts a moment of time, an arrested action
or an effect of light, Oriental art represents a continuous condition. ... A
democracy, which requires of every man to save his own “face” and soul,
actually condemns each to an exhibition of his own irregularity and imperfec-
tion, and this implicit acceptance of formal imperfection only too easily
passes over info an exhibitionism which makes a virtue of vanity and is
complacently described as self-expression. —Ananda Coomaraswamy 115

Nowhere is Reinhardt's view of history as “that pre-ordained, timeless
‘stylistic art-cycle’ of every time and place”''® clearer than in his writings on

106. Timeless Painting. 1960-65. Asian art, which he studied at New York University and taught at Brooklyn
Oil on canvas, 15 x 15". Collection College and Hunter from 1947 to his death. As his studies progressed (and they
Raymond L. Dirks, New York never ceased) he became increasingly aware of correspondences between his

own aims and ideas and those of certain periods of Eastern culture. Naturally,
he found correspondences between certain Western periods and artists as well;
there is no basis for considering the black paintings solely in terms of either East
or West. Like most artists, Reinhardt tended to see everything in terms of his own
art and its ideals. In an essay on Khmer art, for example, he described the
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Colorplate 39. Abstract Painting, Black.
1260 &6, Oil on canvas, 60 x 60"
Private Collection

Digitized by GO ’816

Cambodian temple-tomb palace as “a structure ‘of four aspects,’ an architec-
tural mandala in stone, a magic diagram and ‘chronogram,’ square,
cruciform.”'17 “If there is one thing to say about Asian art, then,” he wrote, “it is
about its timelessness, its monotony, its inaction, its detachment, its expression-
lessness, its clarity, its quietness, its dignity, its negativity.”' '8

The importance of oriental art for Reinhardt’'s own art does not lie in any
direct physical resemblances. The slowly developing but vital aesthetic of
Chinese painting to the fourteenth century, of the classical Indian and Islamic
arts, the search for perfection within the apparently narrow confines of o
traditional academy and iconic set of conventions, dualism without contradic-
tion, “a manifestation of an undifferentiated whole, interacting in perfect
equilibrium,”"'? the divorce of art from the petty ordeals of daily life (some-
times from the image itself), and the extended time sense derived from such
ritual serenity—these were ideas particularly suitable to Reinhardt's own
temperament and to his convictions about what art and artist should be.

The black paintings are in part reactions or bulwarks against notions of
“originality” and the rapid pace of the postwar world. In Asia, Reinhardt wrote,
somewhat nostalgically, “standard forms and identical patterns are repeated
and refined for centuries. The intensity, consciousness and perfection of Asian
art comes only from repetitiousness and sameness, just as true originality exists
only where all artists work in the same traditions. ... Real freedom in art, and
the absolute essence that makes art the thing it is, can be realized only through
the formula; in Asia this has been understood.”'?? The Chinese concept of
hsiang, for example, states that “the more abstract and unparticularized the
pictorial forms, the nearer they approach to the true form.” The long and short
lines of the pa kua (a basic trigram from which the sixty-four hexagrams are
formed) “are only one step removed from the complete undifferentiation of the
Great Ultimate, they approach as near as is possible to constituting its outward
and visible symbol.”'?! Both Mondrian’s and Reinhardt's programs correspond
to such a systematized but non-hierarchal concept.

Islamic art was the subject of Reinhardt’s last concentrated study in the
oriental field. In 1958, he made a pilgrimage to Isfahan,'?? where he was
attracted by the theological denial of nature and schematic denial of the third
dimension, the "all-over” or "interminable” ornament, Islam’s dematerialized,
unworldly spirit, the high degree of non-interpretive abstraction, and the ap-
parent “monotony” of Islamic art. Yet, as Kenneth Clark has observed, “Syrian
iconophobia was based on purity of sensation, in which the sensuous immediacy
of art gained force by being deprived of recognition and the complex train of
associations which the figure arts arouse. But although we cannot call image-
less art puritanical, we can properly call it anti-catholic, something outside of
the main classical tradition and, to a large extent, something revolutionary,
militant and intolerant.” %3






184

Colarplote 40. Timeless Painting.
1960-65. Oil on canvas, 60 x 607,

-
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Private Collection
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Reinhardt deplored “the inability of art historians to accept artists’ im-
agelessnesses and meaninglessnesses at any time or place not to speak of all
times and places,” and found it:

...nowhere more hilariously exposed than in histories or surveys of
classic Islamic nonfigurative art. An interlaced triangular pattern is
forced to represent the starry heavens, a circular design must mean the
solar disc, overlapping circles are seen as thistles and lotus buds,
flowers and the ancient tree of life, arabesques confronted and re-
versed are only understood as vases of the waters of life, every
almond or leaf form howewver conventionalized or stylized is the oasis,
symbol of life in the desert, the garden of paradise, every vault is a
dome of heaven, every dome is a vault of heaven. Why have Islamic
artists done all this work? To escape flogging? As slaves to generals,
warriors, aristocrats? For the Glory of God? When have fine artists
anywhere not done everything they've done except for the glory of
God? Except for its own sake, the work of art as art, as art from
art-as-art?'24

In Kubler's terms, by which art is classified by type rather than by time and
place, Reinhardt's paintings and those of the early Chinese become like points
at like curves in an endless spiral which includes both East and West. Perhaps it
is only now, when the West has acknowledged the impersonal as well as the
personal qualities of art, that such a drawing together is possible. It has been
observed that the Eastern “One” is impersonal and the Christian God is a
person. Something of that distinction remains (and has been adopted by the
East), for Western art is usually committed to the individual part (or ego) rather
than to a generalized whole. But an abstract art for art's sake, by denying the
importance of any outside factors, becomes common ground for perceptual/
intellectual pleasure. What Reinhardt and the East both admitted, and what is
anathema to the conventionally rational Western mind, is “the unconditional
ond infinite character of the Ultimate, and the impossibility of identifying it with
anything particular that exists.”'?% Mondrian, Klee, Kandinsky, and Tobey all
had strong ties with Eastern thought and this was a factor in their formal
attempts to transcend the parts in favor of the whole. If, for the time being,
Reinhardt's ideals of monotony and repetition are sources of antagonism and
anxiety for the average Westerner, an increasingly accepted refutation of the
lineal theory and the justifiable contention that the West is approaching the
East, and vice versa, bodes otherwise for the future.
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There is just one art, one art-as-art.

There is just one fine art, one abstract art, one free art.

There is just one museum of fine art everywhere.

There is just one art history, one art evolution, one art progress.

There is just one aesthetics, just one art idea, one art meaning, just one principle, one force.
There is just one truth in art, one form, one change, one secrecy.

There is just one artist always.

There is just one artist-as-artist in the artist, just one artist in the artist-as-artist.

There is just one art process, just one art invention, just one art discovery, just one art routine.
There is just one art-work, just one art-working, just one art-non-working, one ritual, one attention.
There is just one painting, one brushworking, one brush-overworking.

There is just one painting everytime.

There is just one direction, one directionlessness, one size, one sizelessness, one form,
one formlessness, one formula, one formulalessness, one formulation.
There is just one image, one imagelessness, one plane, one depth, one flatness, one
color, one colorlessness, one light, one space, one time, one timelessness.
There is just one repetition, one destruction, one construction, one dissolution, one evanescence.
There is just one abstraction, one rhythm, one eloquence.
There is just one style, one stylelessness, one matter, one sequence, one series, one convention, one tradition.
There is just one qualitylessness, one object, one subject, one standard.

There is just one participation, one perception, one invisibility, one insight.

There is just one edge, one framework, one ground, one existence, one fabric, one focus.
There is just one way, one side, one vision, one freedom.

There is just one problem, one task, one obligation, one struggle, one victory, one disciple.
There is just one negation, one value, one symmetry, one monochrome, one touch, one energy.
There is just one shape, one square, one execution, one transcendence.

There is just one method, one manner, one interlace, one overall, one overlap, one

order, one rule, one thought, one spontaneity.
There is just one material, one materiality, one density, one presence, one absence, one disembodiment.
There is just one simplicity, one complexity, one spirituality, one uselessness, one meaninglessness.
There is just one statement, one technique, one texture, one importance, one silence, one texturelessness.
There is just one reason, one means, one emptiness, one irreducibility, one end.

There is just one art-morality, just one art-immorality, one art-enemy, one art-indignity, one art-punishment,
one art-danger, one art-conscience, one art-guilt, one art-virtue, one art-reward.

There is just one art, one artlessness, one painting, one painterliness, one painterlilessness.

There is just one difference, one sameness, one consciousness, one nothingness, one
rightness, one indivisibility, one essence, one fineness.

There is just one thing to be said, one thing not to be said.
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POSTSCRIPT

N.B. This book was written from 1966 to 1969. Due to publication delay, | added this
postscript around 1971, since | felt that attifudes toward Reinhardt's ideas had been
crystallizing, times had been changing, and critical issves had been raised that did not
belong in the body of a book focused on the black paintings, the historical situations from
which they came and in which they were made. Nevertheless, given the context of
paradoxes that surrounded Reinhardt’s contribution and its relationship to newer art
during his lifetime (paradoxes which continue to inform its place in the history of modem
art), | thought his effect on the art of the ‘70s should at least be mentioned. Little did |
know at the time that another decade would elapse before this book actually appeared.
Since a postscript written in 1980 would almost demand a new book, | decided to let this
one stand. The issves it raises, though no longer as sharply defined as they once were, are
an integral part of the art of the ‘70s, and cannot be entirely irrelevant to the ‘80s.

| first became fully aware of Reinhardt's work in 1960, when | saw his
“retrospective” at Betty Parsons’ galleries in New York and a group of red, blue,
and black paintings at the Iris Clert Gallery in Paris. | met himonly in 1966, after
writing enthusiastically on his three-gallery show the previous year. In the
interim, | had been attracted to the spareness and extreme position of the black
paintings, to the wit of the writings, and to the tabula rasa implied by both, in
which | sow links to various personal interests, such as Zen and Indian
philosophies, and even Dada. Later on | had misgivings, as did Reinhardt, about
the validity of a romantic like me writing accurately on such an avowed
classicist; but whatever synthesis emerged seemed to operate no more or less
confusedly than any other combination. My interest in the work has continued to
be twofold. | derive the greatest aesthetic satisfaction (exhilaration being
perhaps too lively a word for that experience) from the black paintings; and |
derive much intellectual pleasure from their paradoxes, from their implications
for recent art in general.

If Reinhardt did not make the first of the last abstract paintings, he made
the last of the first abstract paintings. His work constitutes a summing-up and @
wry comment upon the modernist treadmill which so many artists were forced tc
ride through the sixties at increasing speed and reductivism. He never failed to
emphasize that the end is the beginning, and | see the “ultimate paintings” as
the small end of a funnel, an outlet for the narrowing-down process that
characterized abstract painting in the sixties. But just as the black paintings
were a point of arrival, they were also a point of departure.

While there is no question that good paintings can and will continue to be
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made, Reinhardt closed out a specific series that began with Cubism (or perhaps
with Impressionism or perhaps with Malevich and Mondrian). At least that is
what he did in theory, and theory has been all-important to modernism. In any
case, toward the end of his life Reinhardt was brought into the “mainstream” of
modern art, complaints by those who found his solution too radical not-
withstanding. The black paintings closed out, in one decisive blow, what might
have been a more gradual reductive process shared among several artists over
a five- or ten-year period. Their exemplary dogmatism even closed out those
works which formally or programmatically could go “beyond” them (i.e., one
hundred solid black, or transparent or whatever, paintings, empty rooms, blank
films, ete.).

As a result, and once their didactic content was understood, Reinhardt’s
black paintings triggered changes in accepted art ideas. For some people they
demonstrated the impossibility of painting anymore at all and opened the way
to alternatives by closing off that exit. For others, they restored the history of
painting to the makers of paintings, slowing down the single line of “progress”
by proving and simultaneously dismissing the progressive or evolutionary
theory of art history. Reinhardt showed how “easy” the “final” goal of dem-
onstrating “the nature of painting” could be, and thus made it possible for
painters to paint within the tradition of painting, without having to surpass or
bypass that tradition. By achieving that goal (for himself at least), he supported
his own contention that there is only one art, that there was only one thing he
could do with his life, one way to talk about it. He made the making of one
painting over and over again a triumph instead of a surrender,

Reinhardt's “one art” was painting, not sculpture (which he defined as
“something you bump into when you back up to look at a painting”'). Yet those
younger artists affected by his conclusions were often the “primary structure”
makers, or Minimal artists working in three dimensions. Many of them in turn
had gained from the ideas of Frank Stella, who bought one black Reinhardt in
1960, and a second one later; Stella’s influential premise of “non-relational”
painting may have derived from Pollock and Johns, but no one had solved its
problems through abstraction better than Reinhardt. Stella once sketched out for
a friend the evolution of his own first major paintings (the black negative striped
series from which his important shaped canvases emerged). The bioxially
symmetrical, cross-shaped Die Fohne Hoch (1959) ends the series of sketches and
is marked “the final solution.”? | don't intend to suggest that Reinhardt was
Stella’s sole source, or perhaps even a direct one,? simply that Reinhardt's
paintings and writings were more public by 1960 than they had been in the
fifties, and that several artists now associated with Minimal art found their
impact unavoidable.

In fact, the historical relevance of Reinhardt's ideas became clear only after
Minimal art had demonstrated that they were applicable to art other than his
own black pointings. The rise of Minimal art brought Reinhardt in from the
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sidelines he had occupied so vociferously for so long. It is typical of the art world
that a single voice, no matter how timely, is considered ineffectual or ridiculous
until it is joined by a chorus of echoes. No one was more aware than Reinhardt of
the crucial importance of time in life and history, of timelessness in art—and of
timing in the art world. His concern with the public image of his art and of his
ideas had to do with all three. Art is judged historically by how much power it
wields, that is, by how much it influences and engenders other art. The black
paintings broke into the larger art-world consciousness around 1965, with the
three-gallery show, rather than in 1960 with the two-gallery show, which was
appreciated by only a few acute viewers. This was because by 1965 Minimal art
had provided the context, the climate. Of course the black paintings did not
break into the art world in 1965, but had been ensconced there since 1956; they
already had their own small coterie of admirers, but they became identifiable to
the greater public only when they could be identified with something else.

That this situation was frustrating to Reinhardt, especially in the late fifties,
goes without saying. The art dogmas, beginning in 1957 with the "Twelve Rules
for a New Academy,” probably constituted another attempt to bring the black
paintings, or at least their preparatory ideological framework, before the great-
er public provided by the art press. The writings brought out the paintings’
outrageousness where the paintings themselves had not. Maybe they were too
beautiful for their theoretical radicalism to penetrate. This is a fundamental
paradox in Reinhardt's work. While it is tempting, for instance, to relate Don
Judd'’s blunt and laconic writing style and content to Reinhardt, Judd remem-
bers finding in the black paintings "a certain degree of tonality” he disliked and
found somewhat retrograde: "By the time you got through the Twelve Rules fora
New Academy, you knew very well it was a one-man academy.”* Yet both
Reinhardt and Judd were particularly vehement about the exclusion from art of
picture-making and illusionism, as once were Stella and Robert Morris.3 All four
were targets of those formalist critics who considered “literalism™ anti-aesthetic.
Carl Andre, too, recalls that “Reinhardt was quite an influence. | think it was
through his painting that the idea of spectators doing the work in order to
recover the nature of painting came about, because with a Reinhardt even |
today have to work to see it, which I've found is very rewarding. . .. His various
doctrines about what art is not about, all those no's, were very helpful, and
essentially very true, because art doesn't carry messages that way. ... Reinhardt
stripped down the cultural assumptions about art and | think that was a very
important work."'®

Through the fifties, Reinhardt's ideas had seemed highly eccentric; he was
outside the circle despite his prolonged participation. His position as a loner had
become, if not dear to him, at least comfortably familiar by the mid-sixties, and |
think he was alarmed (maybe pleasantly)to find the circle finally moving out to
encompass him. While he approved the so-called Minimal program, the "cool”
approach, and welcomed the personal admiration and exposure that accom-
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panied its art-world acceptance, he was unenthused at the prospect of his ideas,
his weapons, being weakened by application to work he didn't fully identify
with. His personal relationships with several of the younger artists (notably
Stella, Morris, and Smithson) were good, but publicly Reinhardt remained aloof
from the “"new academy” he had helped to spawn. He couldn’t reject it,
however, any more than he could reject his retrospective at the Jewish Museum,
or the modish portraits and eulogies that appeared simultaneously in Vogue
and Harper’s Bazaar.

Reinhardt’s relationship to Minimal art was primarily a formal (or more
accurately an anti-formalist) one based on a common urge toward a “post-
geometric” art which would command a unified, single response from a public
currently preoccupied with a “commercial” art of color, audience participation,
narration, emotionalism —all “non-art” to him. His relation to so-called Con-
ceptual art, of which he lived to see only the prologue, was informal, but his
influence here may have been more direct. After his death, a young admirer
named Joseph Kosuth, who had written a term paper on Reinhardt, hung the
art-as-art dogma over the desk of the short-lived Museum of Normal Art, where
the first public indications of a radically “dematerialized art” emerged.”

The implications of the ultimate paintings were clear to those artists turning
to unsubstantial and even at times invisible art materials, who thought, as did
Douglas Huebler in 1968, that "the world is full of objects, more or less
interesting; | do not wish to add any more.”® Reinhardt himself would not have
agreed, of course: “You'd have to define a fine artist as someone who makes
something, otherwise it's too open,” he said, admitting at the same time,
“there’s no question that there's something a little dumb about making an
object. | think all artists are aware of that.”? He would probably not have liked
much of the art for which his has become a precedent. The openness he opposed
(and disliked in Surrealism, and in Pollock) has since led many artists to
reabsorb elements he spent years getting rid of. “No ldea” was one of his twelve
rules. The differences between him and his Conceptual successors is epitomized
by the writings of Kosuth, who for several years titled his work “Art as Idea as
Idea”: “Why | regard Reinhardt as the most important artist of his generation is
not because of the beautiful objects he made but because he stood for the idea of
art.... The generality — not the specifics — of his work is what makes him
important.... What is interesting about formalist art (Mondrian) is what it
leaves out and chooses not to deal with, rather than the actual elements used. . ..
Everything Reinhardt soid about art leads one to the conclusion that art is a
useless theoretical level of thinking.”1?

Much art now categorized for better or worse as Conceptual fuses art and
life in @ manner Reinhardt totally opposed. At the same time, many of the
original Conceptual artists tend to be specifically concerned with art alone, with
their work as an art-about-art, using the materials of life or non-art generally,
as Reinhardt used paint and canvas. In this sense, Kosuth's “Investigations,” lan
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Wilson’s “Oral Communication,” Lawrence Weiner's referential words and
phrases, Robert Barry's definitions of the undefinable, engage the nature of art
in as abstract @ manner as the black paintings, but do so, like the black
paintings, outside of the critically imposed structures of modernism. Theoreti-
cally, the”ultimate”paintings precluded anyone’s being able to make art after
Reinhardt. Certainly no one person has taken that stricture literally, but undeni-
ably Reinhardt's position forced many artists to think past the conditions that
had prevailed before the black paintings. Thus Reinhardt's idea of having “no
idea” (in an art that so obviously incorporated an essential idea) implied
extensions he himself would not have conceived. Not that the development of
Conceptual art would have surprised him; he never postulated the end of art; he
was fully aware that even if he were taken at his word about the end of painting
(which was unlikely enough), civilization would not be able to forego so integral
an element and survive. Conceptual art can also be seen as paralleling rather
than replacing painting and sculpture, just as Reinhardt conceded that the
black paintings might be seen as paralleling an “art of color.”

The two artists historically most pertinent to Conceptual art are Reinhardt
and a colleague of whom he often said: “I've never approved or liked anything
about Marcel Duchamp. You have to choose between Duchamp and Mon-
drian.”"" Duchamp represented all that Reinhardt considered weak in the
Western tradition, epitomized by his desire “to get away from the physical
aspect of painting,” "to put painting again at the service of the mind.”'? Yet
Reinhardt's own paradoxes, his occasionally Zen-inspired attraction to the
metaphysical, shared extremes with Dada. The dissimilarities between
Reinhardt and Duchamp are so clear that it is particularly interesting to conjec-
ture about the ways they complement each other precisely by representing such
extremes.

Duchamp's influence is pervasive in recent art because of his initial dictum
that anything is art if an artist says it is. Reinhardt is important to some of the
same artists because of his insistence that nothing butart is art and consequently
only one art is possible. If Duchamp’s pluralism makes everyone a potential
artist, Reinhardt’s single-mindedness would make everyone the same artist,
make only one timeless artist possible: “There's only one artist and he works the
same in all times and places.” '3 But if the position is taken that that “one artist”
is each person making art, the two principles meet behind each other’s backs.'4
An art of awareness, a potentially unsalable and intangible art, emerges from
the combination of Duchamp’s assertion that anything in the world is an art
material and Reinhardt’s assertion of non-hierarchical equivalences and the
moral commitment to uselessness.

Their differences, obviously, are also myriad. Duchamp thumbed his nose
at the past and Reinhardt thumbed his nose at the myth of the new, at the future.
Yet both made younger artists aware of the limits of art and, simultaneously, of
perceptual and conceptual extensions of the art experience. Jasper Johns once
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told Reinhardt that he envied him because he “could never make a bad
painting.” Duchamp couldn't make a bad readymade either, though late in his
non-career, during the period when he was supposedly not making any art at
all, he did make some very bad objects of art. Reinhardt once noted that there
couldn‘t be a book titled “The Success and Failure of Mondrian.”'3

Reinhardt's own success was based on his failures, on the paradoxes by
which he lived and made art. He represents a curious fusion of the romantic and
the classic. His public image, the important one (composed of the information he
allowed the public to have about himself and his work), was totally rejective
and classical. And it gove onto, turned back upen, the opposite extreme —the
mystical, acceptive element, the beginnings absorbed into art and ideas pur-
portedly dealing only with endings. The black paintings achieved “nothing”
because they absorbed everything, as black is both no-color and all-color.
Reinhardt's rules and dogmas called for no ideas, no size, no color—that is to
say, no object; yet the paintings incorporated all of these elements, if in doses so
small that for some people they are nonexistent. At the same time, by neut-
ralizing color, size, and idea, and confining these elements to the same color,
size, and idea over and over again, Reinhardt did succeed in abolishing them,
although only a sympathetic viewer would accord him that success. Perhaps
what Reinhardt accomplished in the eyes of the majority was more important.
His paintings and his writings were never reconciled. Through the abyss be-
tween the artwork and its theoretical aura he acknowledged the irreconcilabil-
ity of object and idea. Thus he made public, in a way no one else had, the artist’s
basic dilemma.



NOTES

1.

2.

Ad Reinhardt, in conversation with the author {and
others).

Carl Andre, Passport, Dwan Gallery/Seth Siegelaub,
New York, 1949, unpaged. When Reinhardt died,
Stello contributed the following note to artsconada
{Oet., 1967} “Ad was his own man. He saw things his
own way. But he didn't keep it to himself. He said
what was right about what he did and whot was
wrong about whot other people did. People tolerated
his work and polemics, but nobody liked it. The only
way to deal with Ad was to make an ultimate eval-
vation, And it was severe — a gifted minor artist
This kind of vicious gome-playing at the heart of
the mater was right down Ad’s alley. He con’t play
the gome onymore, but nobody con get around
the paintings anymaore either. If you don't know
what they're obout you don't know what painting is
about.”

Williarm Rubin, in his book Frank Stella (The Museum
of Modern Art, New York, 1970) doesn’t even men-
tion Reinhardt in this context.

Donald Judd, in an unpublished interview with the
authar, Apr., 1968, Archives of American Art,

. Morris took a course in oriental art from Reinhard? at

Digitized by GO~ '81@

Hunter College around 19463.

. "Caorl Andre: Artworker,” interview by Jeanne

Siegel, Studio International, Nov., 1970, p. 179.
Kosuth and Christine Kozlov, when both artists were
students at the School of Visual Arts in New York City,
wrote o poper on Reinhardt entitled “Ad Reinhardt:
Evolution into Darkness — The Arn of an Informal
Formalist; Negativity, Purity, and the Clearness of
Ambiguity” (May, 1966), through which they be-
came acquainted with him. A contemporary occount
of the beginnings of Conceptual art can be found in
John Chandler and Lucy R. Lippard, “"The De-
materialization of Ar,” Art International, Feb., 1948,
Kosuth, Kozlov, and Michoel Rinaldi were the
founders-directors of the storefront Museum of Nor-
mal Art, New Yark City.

Douglas Huebler, in Jonuvary 5-31, 19489, Seth
Siegelaub, New York, 1969, n.p.

. Ad Reinhardt, Skowhegan lecture, 1947
10.
11,
12.

Joseph Kosuth, letter 1o the authar, Apr., 1968.

Ad Reinhardt, Skowhegon, op. cit

Marcel Duchamp, in an interview with James John-
son Sweeney, The Museum of Modern Art Bulletin, New
York, vol. xiii, no. 4-5, 1944,

13.
14.

13

Ad Reinhardt, Skowhegan, op. cit.

Einstein said that if you looked far enough (infinity),
you would see the back of your head. Duchamp and
Reinhardt resolutely standing back to bock would
lock into each other's foces; on cblique reference can
be made to Reinhardt's interest in matter and an-
timatter. Octavio Paz has compared Duchamp to Mal-
larme, remarking of Un coup de dés. .. (In Morcel
Duchamp or the Castle of Purity, Cape Golliard and
Grossman, London, New York, 1970) that “it is o
critical poem” that not only contains "its own nega-
tion but this negation is its point of departure and its
substance. . ..The critical poem resolves itself in o
conditional affirmation —an aoffirmation that feeds
on its own negation. . .. Mallarme inougurated o po-
etic form which contains o plurality of readings —
something very different from ombiguity or plurality
of meanings...”; he might have been talking about
Reinhardt too,

Ad Reinhardt, Skowhegan, op. cit. He was referring
to The Success and Foilure of Picasso by John Berger,
which he read and assiduously underlined,
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CHRONOLOGY

Entries in italic are excerpted from Reinhardt's own “Chronology” of 1966, published in bibl. 76, or are taken from his chronological notes.

Ad Reinhardt as an infant, 1914

1913: Christmas Eve, born in Buffalo, N.Y., nine months after the
Armory Show. Father, Frank Reinhardt, a life-long socialist, had
emigrated from East Prussia in 1907 and later became a member
and organizer for the Amalgamated Clothing Workers in New
York. Mother, Olga, had come to America from Germany in 1909,
One brother, born in 1915,

1915-17. Gets crayons for second birthdaoy, copies “funnies,” Moon
Mullins, Krazy Kat, and Barney Google. Cuts up newspapers. Tears
pictures out of books.

1919-28: In Public Grade School No. 88, Ridgewood, Queens;

wins watercolor flower painting contest, silver medal for ASPCA
poster contest, $1.00 prize for drawing in yearbook, medal for
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pencil portraits of Jack Dempsey, Abraham Lincoln and Charles
Lindbergh; copies Old English and German Blaock-Letter printing.

1928-31: In Newton High School, Elmhurst, Queens; works as o
dishwasher in an ice-cream parlor; summer jobs with advertising
agencies; illustrates Voice and Speech Problems (Prentice-Hall,
1931); does drawings for school paper and yearbook; graduated
as president of two honor societies, honors in mathematics, prizes
for art and citizenship; makes stylized drawings of knights, heraldry,
shields, stars, battleflogs.

1931: Enters Columbia College, having rejected several art-
school scholarships.

1932-35: Paints studies of Michelangela’s Sistine Ceiling for litera-
ture class of Raymond Weaver, who suggests courses with Meyer
Schapiro, who suggests joining campus radical groups; becomes fel-
low-traveler; anti-war anti-fascist demonstrations; falls asleep in Irwin
Edman’s aesthetics lectures; is intra-mural 135-lb. wrestling champion
before being thrown off team for not keeping in training; illustrates
Jester and Columbia Review; studies painting at the Teachers College
with “a Miss Ruffini”; close friends are Robert Lax and Thomas Merton:
is elected to Student Board on campaign promise to abolish frater-
nities: makes “cubist-mannered” cartoon of “rectilinear” President
Nicholas Murray Butler beating “curvilinear” babies with a big club,
censored by Jester editor Herman Wouk but printed in Spectator by
editor James Wechsler becomes city-wide “academic freedom” issue;
becomes editor of Jester, elected to All-American staff of College
Comic Editors. Summer of 1932, works for Warner Bros. art de-
partment; summer of 1935, makes menus for cofeteria at Teach-
ers College where he studies painting.

1936: Studies painting with Karl Anderson and John Martin at the
National Academy of Design; studies book design with Robert Josephy,
helps organize Book and Magazine Guild; works with Russell Wright in
industrial design, assists Crockett Johnson in cartoon-iflustration. Be-
gins to work for a wide variety of employers as designer and
illustrator.
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1936-37: Studies painting with Carl Holty and Francis Criss ot
The American Artists School.

1937: Joins Artists’ Union and American Abstract Artists (mem-
ber of latter until 1953). Hired on Federal Art Project by Burgoyne
Diller; works with Lewis Jacobs on special assignments.

1938: Sewventh Avenue studio is next to, and shares fire escape
with, that of Stuart Davis; listens to Davis’ loud rogtime jazz records,
looks at his loud colored shirts on clothes-line; begins series of bright-
colored paintings. First group exhibition, with AAA,

1939: Eight paintings at the New York World's Fair; demon-
strates collage technigue for Harry Holtzman's lectures there; joins
all-night picket lines and sit-downs to save government art projects; is
on Grievance Committee of Artists’ Union.

1940: Exhibits at American Artists’ Congress; helps AAA publish
pamphlet against art critics, and organize demonstration against the
Museum of Modern Art. Writes first Letter to the Editor (of the New
Republic, May 20) in reaction to article by Wyndham Lewis saying
"abstroct art is dead.” Debates social-protest painters about “Art of the
Museums” vs. “Art in the Streets.” Starts to break up geometric

paintings.

1941: Attacked by Mike Gold in Daily Worker; painting sent to
Moscow Art Festival by Baltic Cultural Council. Fired from Federal
Art Project. December: Makes mural for the Newspaper Guild
Club (with Charles Martin).

1942: Begins working for newspaper PM. Shares 38 East 9th
Street loft with George McNeil and Harry Bowden; has arguments
with them about soft and hard abstract art. Designs base-ball maga-
zines for New York Yankees and Brooklyn Dodgers.

1943: Incollage exhibition at Art of This Century. Makes cartoon
illustrations for Ruth Benedict’s The Races of Mankind; the navel

on Adam becomes a nationwide issue. December: Exhibition
of paintings and collages at Columbia Teachers College.

1944: February: First Art Gallery show at the Artists Gallery, run by
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Ad Reinhardt in the United States Navy, ¢. 1944
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Ad Reinhardt in his studio, New York, 1947

Frederika Beers, with Clive Bell, Meyer Schapiro, and James
Johnson Sweeney among the sponsors. First museum purchase
(Philadelphia). First “newspaper artist” to use collage technique. Polit-
ical cartoons exhibited at Teachers College.

1944-45: April: Enters the Navy, goes to Pensacola NAS, then
Anacostia, D.C. NAS for photo-lithography school; photographer's
mate on U.5.5. Salerno Bay in the Pacific. Marries Pat Decker,

1946: March: Honorably discharged from Son Diego Naval Hos-
pital. “"How to Look” cartoon art series published in PM (Jan. 27,
1946-Jan. 5, 1947). Lives at 30 Gansevoort 5t., New York; through
his wife meets Robert Motherwell. One-man show at the Brooklyn
Museum School (April). Fired from newspaper PM with 30 other
Guild members (is head of local for American Newspaper Guild).
First one-man show at the Betty Parsons Gallery (exhibits there in
1947, 1948, 1949, 1951, 1952, 1953, 1955, 1956, 1959, 1940,
1965). On Gl Bill begins some six years of Asian art history studies
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with Alfred Salmony at the Institute of Fine Arts, NYU; paints
midnights to mornings.

1947. In “"ldeographic Picture” show at Betty Parsons. Signs
letter to Truman and Marshall protesting State Department can-
cellation of art exhibition. 1947-67: Teaches at Brooklyn College.
Continues “Persian Rug” paintings, and “Chinese verticals.”

Ad Reinhardt at one-man exhibition, Betty Parsons Gallery,
Mew York, ¢. 1950
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1948: Does mural at Cafe Society Downtown, Sheridan Square.
Lives at 7 Washington Place (until 1952). May 5: Is in “Forum. The
Modern Artist Speaks” at The Museum of Modern Art. Helps found
Artists Club but doesn’t help paint walls or sweep floors. Gives talk
there “against all involvements.”

1949: Does a “free-standing partition painting.” With Robert
Lax visits Nancy Flagg and Robert Coibney in the Virgin Islands,
where he makes temporary shell colloges, paints watercolors,
and waits for a divorce. Exhibits in "Intrasubjectives” at the Kootz
Gallery.

1950: First “art-world cartoon” published in trans/formation.
Takes part in Studio 35 symposiums. Protests with “lrascibles”
ogainst Metropolitan Museum for being ogainst avant-garde art.
Summer: Teaches at California School of Fine Arts, San Francisco.

1951: Edits Modern Artists in America with Robert Motherwell
and Bernard Karpel. Exhibits in ‘Abstract Painting and Sculpture
in America” at The Museum of Modern Art, and in the 9th Street
Exhibition. First trisected geometric paintings. Summer: Teaches
at the University of Wyoming in Laramie and has one-man show
there. Argues with John Sloan about Jackson Pollock in Taos.

1952: Seven-artist boycott of Metropolitan Museum, following
up lrascibles’ protest. In "American Vanguard Art for Paris,”
Galerie de France, Paris, organized by Sidney Janis, and "Con-
temnporary Religious Art and Architecture,” Union Theological
Seminary. Participates in “Expressionism,” "Abstract-Expression-
ism” and “Purists’ Idea” panels at Artists Club. First trip to Europe,
with Martin James.

1952-53: Visiting critic at Yale School of Fine Arts, directed by
Josef Albers.

1953: Whitney Museum acquires No. 18, 1950. Last bright-col-
ored paintings; gives up principles of asymmetry and irregularity.

Sabbatical from Brooklyn College; visits Spain, Greece, Amster-

dam, London, Paris, Glasgow, Rome, Munich, Nurnberg; takes
slides. Marries painter Rita Ziprowski.
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Ad Reinhardt in his Broodway studio, New York, late 1950s

1954: Daughter Anna born. Is sued by Barnett Newman for
$100,000 but suit is thrown out of court.

1955: Exhibits in “The New Decade,” Whitney Museum. Listed in
Fortune magazine as one of top twelve investments in art market,
One-man show at Betty Parsons includes black paintings.

1956: Makes mandala cartoon (Art News, May 1956).

1957: Forms SPOAF (Society for the Protection of Qur Artist Friends)
(from themselves), after reading “Nature in Abstraction” statements.
Fall: Retrospective show at Syracuse University. Death of both
parents.

1958: Isnotincluded in "New American Painting,” The Museum
of Modern Art; is included in Brussels World’s Fair Takes world
tour to India, Japan, Iran, Iraq, Egypt. Oct. 10: ‘An Evening of
Slides: The Moslem World and India,” shows 2,000 slides at the
Artists Club (Part Il: Jan. 23, 1959).
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1959: Sends painting to Thomas Merton at Trappist monastery.
Begins teaching at Hunter College (through 1967). Applies, and is
rejected, for Guggenheim Fellowship.

1960: “25 Years of Abstract Painting” at Betty Parsons Gallery
and Section |, after Whitney Museum's refusal to do a retrospec-
tive. Begins to make only black square paintings, five-by-five
feet. One-man show at Iris Clert, Paris. Travels in Europe. Frank
Stella buys a black painting.

1961:  Visits Turkey, Syria, Jordan. Protests Guggenheim Museum's
‘Abstract Expressionist and Imagist” history. Exhibits ot Stadtische
Museum, Leverkusen; Arthur Tooth Gallery, London. ‘Attack™—
1961," Reinhardt vs. Resnick at the Artists' Club. Refuses to sign
artists’ protest against John Canaday. Refused to participate in
Soo Paulo Bienal, organized by The Museum of Modern Art.

1962: Visits Mexico, the Yucatan. Protests Whitney Museum’s

Ad kKeinhard! at the Museum of Modern Art, New York, ¢, 1960
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“Geometric Abstraction in America” history. Exhibits in Seattle
World's Fair, organized by Sam Hunter (protests that history). One-
man show at the Dwan Gallery, Los Angeles. Charles Carpenter
projects an ‘Ad Reinhardt Museum.” Speaks at First Conference on
Aesthetic Responsibility .

1963: In ‘Americans, ‘63" at The Museum of Modern Art; paint-
ings have to be roped off from the public. One-man show at Iris
Clert, Paris. Is not included in “Black and White” at the Jewish
Museum. Is defended by Alfred Barr and James Thrall Soby
against Ralph Colin’s charges of “fake and fraud.” Dissents from
Dissent maogazine's dissent from "Artists’ Committee to Free Siqueiros”
from prison. Teaches at University of Oregon, Eugene, and has
one-man show there. Returns $1,000 check to the Art Institute of
Chicago, prize for 66th Annual American Exhibition. Promoted to
full professor at Brooklyn College. Vice-chairman for Student
Non-Violent Coordinating Committee. The Museum of Modern Art
buys a black painting (first Reinhardt in its collection).

1964: One-man show at the ICA, London; three paintings at the
Tate Gallery are damaged. Active in Artists’ Tenants Association.
Visits Thomas Merton in Trappist, Ky

1965: Is awarded “The Special Award.. .for forcing the point:
...for Abstract Painting,” which is blacker than ever” by John
Canaday in The New York Times. Three-gallery show at Parsons
(black), Stable (blue), and Graham (red) of geometric paintings
(1951-65). Is in "Responsive Eye,” The Museum of Modern Art;
"The New York School,” Los Angeles County Museum; and "The
Inner and the Outer Space,” Stockholm. Signs protest against Viet-
nam Wor and becomes active in peace movement.

1966: To Tokyo for American Painting: 1945-65," organized by
The Museum of Modern Art. Sends statement to Destruction in Art
Symposium, London. November: Retrospective exhibition of 126
paintings opens at the Jewish Museum.

1967: Receives Guggenheim Fellowship. Becomes ill and is hos-
pitalized. Takes SS Raffaello to Rome for rest, July. Lectures at
Skowhegan School, travels in New England, Montreal. Dies in
studio, August 31.

Google

Ad Reinhardt, ¢. 1960
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BIBLIOGRAPHY

The tollowing bibliography is o revised and greatly ougmented compilation of my two previous Reinhardit bibliograophies: in the Los Angeles County Museum New York School
catalogue and the Jewish Museum Reinhardt cotalogue (bibls. 402 and 170) ond of Bernord Karpel's supplement in Barbara Rose’s collection of Reinhardt's writings (bibl. 87).
| should like to thank Nanette Hayes and Jill Dunbar for research assistance. —L R L

o

I. BY REINHARDT (listed chronologically)

MN.B.: A good many of Reinhardt's statements, espe-
cially the “Dogmas,” hove been printed in more than
ane place, offen simultaneously; in many cases, each
version is shghtly different; book illustrations ond
cammercial waork are not included.

. The Reinhardt Archive, Archives of American Art,

Washington, D.C.: "The bulk of his popers consists
of printed material ond of his illustrated notes,
autlines, and charts on the art history of the East
and Wesl. The collection also included correspon-
dence from 1930 to 19467, with letters from Corey
Ford, 5. |. Hoyokowa, Hilaire Hiler, Sinclair Lewis,
Themas Merton, Robert Motherwell, George Rickey
ond Frank Sullivan, many of these relating to his
work on the newspaper PM in the mid-1940s.
Reinhordtswas an active joiner of organizations
and contributor to causes and his papers reflect
these interests os well os his student work in high
school and at Columbia University. They also in-
clude address books, calendars and travel notes ™
(Quoted from McCoy, Garnett, Archives of Ameri-
con Arf: A Directory of Resources, New York:
Bowker, 1972. See also sechion on Archives of
American Art, p.3.)

“Editaurus,” Columbio Jester, Sept., 1935, p.9.

. "How Modern is the Museum of Modern Art?”

{brooduide for the Amerncan Abstract Artists when
they picketed the museum, dated Apr. 15, 1940).
“Abstroct Art Turns Over,” New Republic, May 20,
1940, p. 674 (letter to the editar).

The Art Critics - —-! Americon Abstract Arhists, New
York, June, 1940 (pomphlet designed and par-
tially compiled by A R.).

“About Arhists by Artists Stuart Davis,” Mew Mas-
ses, Now, 27, 1945, p 15

“How ta Look™ (cartoon seres reprinted in bibl. B&):
“How to Lock at a Cubist Pointing,” PM, Jan. 27,
1944, p. M5, "How 1o View High (Abstroct) Art”
FM, Feb 24, 19446, p Mé, "How 1o Look at Low
(Surrealist) Art,” PM, Mor. 24, 1946, p Mb, "How
to Look at an Artist,” PM, Apc 7, 1946, p. Mé&,
“How to Look ot Space,” PM, Apr. 28, 1946, p. M7,
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“How to Look,” PM, May 12, 1948, p. M&; "How 1o
Look at Modern Art in America,” PM, June 2,
1946, p. M13; "How to Look at Art-Talk,” PM, June
9, 1944, p. M&; "How 1o Look Out,” PM, June 23,
1946, p. M6, “How to Look ot Things Through o
Wineglass,” PM, July 7, 1944, p. Mé, "How 1o
Lock ot Looking,” PM, July 21, 1944, p. M13;
"How to Look ot a Good Idea,” PM, Aug. 4, 1944,
p. M12: "How to Look at Thlngs Agoin,” PM, Aug
25, 1946, p. M17; "Hey, Lock at the Facts,” PM,
Sept. B8, 1946, p. M7, "How to Look at More Than
Meets the Eye,” PM, Sept. 22, 1946, p. M14; "How
1o Look at Art and Industry,” PM, Oct. 6, 1944, p.
M7, "How to Lock at kkonography,” PM, Oct. 20,
1946, p. M?; "How to Look ot the Record,” PM,
Mov. 3, 1946, p MY, "How to Look at it,” PM, Nowv.
17,1946, p. M12; "How to Look ot o House,” "How
1o Look ot o Gallery,” PM, Dec. 1, 1946, p. M13;
“"How to Look ot Creotion,” "How to Look ot 3
Current Shows,” "How to Look at a Theme,” PM,
Dec. 15, 1944, p. M12 (see also bhbls. 124, 178).

. "Hey, EE. Cummings Don't Do Thot to Krazy,” PM,

Mov. 10, 19446, p. M9 (book review)

. "Political Cartoon,” Crtigue, Oct., 1946, p. 13

"MNeo Surrealists Toke Over o Gollery,” PM, Mar
11,1947, p. 10,

Paintings by Rolph Fasonella New York: ACA Gol
lery, Sept. 15 27,1947 (cotalogue prefoce)

~ Signatary, with other so-called “lroscibles” |open

leter 10 Reland L. Redmond, President of the Meat
ropalitan Museum of Art, protesting the American
Painting exhibition there| Mimeogrophed ongi-
nal doted May 20, 1950 (oppeared in Art News,
Summer, 1950, p. 15 covered in Time, June 5,
1950, ond Lifee, Jan, 15, 1951)

“Museum Londscope,” “"Museum Racing Form.”
“Art of Lite ot Art,” trans/formation, no 1, 1950,
pp. 30-31: no. 2, 1951, pp 88 B9 no 3, 1952,
pp. 148-49 (cartoons; reprinted in bkl B&)
|Staterment on drawing |, Jumier League Maogozine,
Dec , 1950,

|Statement |, Realites novvelles, na. 4, 1950
“Imaginary Museum 1951 Modern Art in

17.

18.

19.

20

21.

22,

23

24

25

26

27
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America,” Art d'aujourd” hui, June, 1951, p. 3 (car-
toon; reprinted in bibls. 86, 304).

Co-editor, with Robert Motherwell, Modern Arnists
in America. New York: Wittenborn-Schuliz, Inc.,
1952 (editorial statement, pp. 6-7. "Artists’ Ses-
sions ot Studia 35(1950)," pp. B-22; "Intraduction
1o the lllustrations,” p.40).

“"Our Favorites,” Art News, Mar,, 1952, pp. 28-209
(cartoon; reprinted in bibl. B&).

|Statement |, Contemporary American Painting. Ur-
bana: University of lllinois, 1952, p. 226 (re-
printed in bibl, 87).

[Letter to the editar |, Art News, Apr., 1953, p. &,
“Artist in Search of an Academy,” College Art Jour-
nal, 3pring, 1953, pp. 249-51 (excerpt from o
panel discussion on "The Education of the Artist in
Colleges,” at the annual C.A A meeling, Cleve-
lond, Joan. 31, 1953). "Part II: Who Are the Ar.
hsts?” Summer, 1954, pp. 314-15 (from Aug .
1953 symposium, Woodstock, M.Y.). (Both re-
printed in bebl. 87.) "Reply to Ad Reinhordt” by
Sibyl Moheoly-MNogy, Fall, 1954, pp. 60-61
|Statement as juror |, exhibtion Momentum Midcon-
hnental 1953, Chicagoe: Gallery ot Werner's Books,
May 4 30, 1953, p. 3 (reprinted in bibl. B7)
|Statement an a painting |, College Art Journal, Fall,
1953, p. 24.

[Letter to the editor |, Art News, Mar., 1954, p. &
[reply by Parker Tyler, Art News, Summer, 1954, p
&)

“Prize Peeve,” Art Digest, Apr. 15, 1954, p. 3 (letter
1o the editar).

“Foundingfothersfallyday,” At News, Apr., 1954,
pp 24 25 (cortoon; reprinted in bibl. B6).

"Cycles Through the Chinese Londscape,” Ar
MNews, Dec., 1954, pp 24 27 (reprinted 1n bibls
87, 167).

|Statement |, The New Decade: 35 Amerncan Poinfers
and Sculptors. New York: Whitney Museum of
Amernican Art, 1955, pp. 72-73.

|[Letter 1o the editar |, Art News, Jan., 1956, p. &
“A Portend of the Artist as a Yhung Mandala,” Art
MNews, Moy, 1956, pp. 36 37 (cortoon; reprinted in
bibls. B&, 361)
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32.

33.
34.

35.
36.
37.
38.

39.

40.
. “Timeless in Asia,” Art News, Jan,, 19460, pp.

41

42,

43.

44,

45,
4é.

47.

. "The Arn-Politics Syndrome: A Project in Inte-
gration,” Art News, Nov., 1956, pp. 34-35 (selec-
tion of newspaper political cartoons with art sub-
ject maotter, "colloted” by A. R.).

Eleven Young Pointers. New York: Mills College of
Education Gallery, Apr. 2-30, 1957 (statement on
the exhibition; selected by A. R.).

“Twelve Rules for a New Academy,” Art News,
May, 1957, pp. 37-38, 56 (reprinted in bibls. B7,
167).

[Letter to the editor ], Art News, Apr., 1958, p. &.
"44 Titles for Articles for Artists Under 45, and “25
Lines of Words on Ant,” It Is, Spring, 1958, pp.
22-23, 42 (reprinted in bibl. 87).

“Is Today's Artist With or Against the Past?” Art
MNews, Summer, 1958, pp. 26-28, 56-58 (con-
tribution to an inguiry).

“Panel: All-Cver Painting,” It Is, Autumn, 1958,
pp. 72-77 (participants: A. R., Eloine de Kooning,
Martin James).

“The Carnegie International,” Arts, Jan,, 1959,
p. 7 (letter 10 the editor).

[Letter 1o the editor ], Art News, Apr., 1959, p. &.
"Discussion: Is There a New Academy?"” Arf News,
June, 1959, p. 34 (contribution to a symposium;
reprinted in bibl. B7).

“Seven Quotes,” It Is, Autumn, 1959, p. 25.

32-35 (reprinted in bibls, B7, 147; corrections in
letter to the editor, Feb., 1960, p. &).

Sandler, Irving, and Pavia, Philip, eds., “The
Philodelphia Panel,” It Is, 5pring, 1960, pp.
34-38 (panel en “The Concept of the New,™
Philodelphio School of Art, Mar., 1960, with A. R,
P. Guston, H. Rosenberg, J. Tworkov, R. Mother-
well; reviewed by John Canaday, “"Word of
Mouth,” The New York Times, Sunday, Apr. 3,
1940, excerpt reprinted in bibl. B7).

“"Documents of Modern Art...,” Pax, no. 13, 19460,
2 pp. (includes reprint from It Is, bibl. 34; "cen-
sored from It Is,” and "The New Decade anthology
of quotations. ..”).

"Meither Love nor Hate,” Newsweek, Nov, 7, 1960,
pp. 118-19 (primarily interview).

|Letter to the editor], Art News, Dec., 1980, p. &.
“The Insiders,” Jubilee, Jan., 1941, p. 48 (o picto-
rial colloge-review of book by Selden Rodman).
"Resnick, Reinhardt Attack: 1961,” Scrap, Jan. 20,
1941, pp. 1-2 ("Scrop’s version of the first half” of
the 3-hour discussion between R. and R. at the
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Artists’ Club, Jan. 26, 1961 ; reprinted in bibl. 87).
[Letter to the editor ], Art News, Apr., 1961, p. &.
“How to Look at Modern Art in America,” Art News,
Summer, 1961, pp. 346-37 (two cartoons; 19464
version reprinted from PM; both reprinted in bibl.
B&).

“Angkor and Art,” in Khmer Sculpture. New York:
Asia House Gallery, 19461, pp. 5-10 (reprinted in
Art News, Dec. 19461, pp. 43-45, 6647, bibl. B7).
[Statement, reprinted], in Rodman, Selden, Con-
versations with Artists. New York: Copricorn Books,
1941, pp. 98-99.

[Three statements, 1955-61), Pax, no. 18, 1962
(broadside, reprinted in bibls. &4, 87).

“Report from the Club: Session of 4/6/62.” Scrap,
June 14, 19462, p. 5 (includes quotations from
“What's Wrong,” talk by A. R.).

“Who is Responsible for Ugliness?"” Americon Insti-
tute of Architects Journal, June, 1962, pp. 60-61
{contributions to “First Conference on Aesthetic Re-
sponsibility,” Plazo Hotel, New York, Apr. 3, 1962,
reprinted as “What is ‘Ugly'?" in The Villoge Voice,
Apr. 16, 19462, and in ICA Bulletin (London),
Aug.-Sept., 1964, pp. 14-15).

Sandler, Irving, “In the Art Galleries: Interview
with Ad Reinhardt,” New York Post, Aug. 12,
1962, p. 12.

“Art as Art,"” Environment, Autumn, 1962, pp. 53,
80-B1 {reprinted in bibls, 59, B7, and elsewhere).
Wolter, Beverly, "On the MNegative Side of An”
Journal and Sentinel, Winston-5alem, N.C., Apr. 26,
19464 (primarily interview about symposium on
communications at Salem College).

“An Abstract Painter's Credo: Art in Art,” American
Diolog, July-Aug., 1964, pp. 17-19 (reprinted in
bibls. 59, 87, and elsewhere).
"Art-os-Art,” Art International, Dec.,
36-37 (reprinted in bibls. 56, 58).
[Letter to the editor on new figurative painting |,
Art News, Oct, 1962, p. 6.

“The ‘Mew Figure’,” Arts, Oct., 1962, p. 7 (letter 1o
the editor).

|Letter to the editor |, At News, Jan., 1963, p. 6.
|Letter to the editor |, Dissent, Spring, 1963, p. 200.
“Autocritique de Reinhardt,” Inis-Time (Galerie Iris
Clert, Paris), June 10, 1963, pp. 1, 3 (statement in
facsimile; reprinted in bibl. B7).

[Reinhardt], At International, June 25, 1943, pp.
F1,73-74, and cover (illustrahions).
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“The Next Revolution in Art: art-as-art dogma Part
I, Art News, Feb., 19464, pp. 48—49; also pub-
lished in Art International, Mar., 1964, pp. 57-58
(reprinted in bibl. 87).

“black,” Revue Integration (Arnhem, Holland), no.
9. n.d. (c. 1965; block construction paper pages).
"Reinhardt Paints a Picture,” At News, Mar.,
19465, pp. 39-41, 66 (outo-interview; reprinted in
bibl. 87; letters to the editor by J. Born and Murray
Hantman in Summaer, 1965, p. 8).

“The Artists Say...Ad Reinhardt: 39 Art Planks,”
Art Voices, Spring, 1965, pp. B6-B7 (reprinted in
bibl. B7).

“Art in Art is Art as Art," The Lugano Review, no.
5-6, 1966, pp. B5-B9 (reprinted in Kepes,
Gyorgy, ed., Sign, Imoge, Symbol. Vision & Value
series. New York: Broziller, 1966, pp. 180-83;
and in bibl. 87).

Poor Old Tired Horse (Ardgay, Scotlond), no. 18,
nd. (c. 1966; drawings and layout by Bridget
Riley, writings and script by A. R.).

"Writings,” in Batcock, Gregory, ed., The New Art.
MNew York: E. P. Dution, 1946, pp. 199-209 (re-
prints; see also second ed.).

“Art vs. History: The Shape of Time by George Ku-
bler, “ Art News, Jan., 1966, pp. 19, 6162 (book
review; reprinted in bibl. 87).

“Ad Reinhardt: Three Statements,” Artforum, Mar.,
1966, pp. 34-35 (reprinted in bibl. 87).
[Reprinted statements], Link (Cheltenham),
Sept.~Oct., 1966, pp. [6-8].

“Chronoclogy by Ad Reinhardt,” in Ad Reinhardt:
Paintings. New York: The Jewish Museum, Nov.
23, 1966-Jan. 15, 1967, pp. 30-36 (reprinted as
cbituary in Artforum, Oct., 1967, pp. 46-47; and
in bibl. 171).

Gloser, Bruce, “An Interview with Ad Reinhardt,”
Art International, Dec., 1966, pp. 18-21 (reprinted
in bibl. 87).

Ad Reinhardt, produced by Ives-Sillman for the
Wadsworth Atheneum, Hartford, Conn., 19486-47
(ten silkscreen prints).

Lil Picard [interview with Ad Reinhardt], East Vil-
loge Other, 1947,

"Black,” ortsconeda, Oct., 1947, pp. 4-19 (o0 sym-
posium, followed by memorial supplement; ex-
cerpt reprinted in bibl, 87).

“Ad Reinhardt on His Ar,” Studio International,
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Anderson, Korl, 15, 198

Andre, Carl, 120, 155, 193

Armory Show, New York, 1913, 11

Arnheim, Rudolph, 89

Art (Bell), 10, 170

“Art as ldea as Idea” (Kosuth), 194

Art Front, 25, 27

Arthur Tooth Gallery, London, 202

Artists’ Club, 62, 63, 201, 202
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16; Ultromarine, 1943, 29

Decker, Pat, 200

De Kooning, Eloine, 120, 152
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200, 202; 48, 71

Parsons group, 66-67

G() gle UN

215

Pereira, Irene Rice, 12
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