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THE ARTIST MID THE TECHNOLOGICAL SOCETY. 

One of the most frequently repeated questions of 
our time is nwhat is art?ll. Since we have become conditioned 
to the idea that ''significant arttt - a much overworked modern 
term - belongs to the revolutionary avant-garde, artists carry 
their search for the nnew at all costs11 into the field of 
11 non arttt. 

Harcel Duchamp's early anti-art jokes such as his 
llready madesn came into VO(:,Ue during the sixties, a proceeding 
observed by their original perpetrator with his characteristic 
irony. In one of his conrnents on the phenomenon he observed 
"in Neci-Dada they have taken my ready mades and found aesthetic 
beauty in them. I threw the bottle-rack and the urinal into 
their faces as a challenge and now they admire them for their 
aesthetic beaut~' * 1. 

The selection of the objects themselves is not 
without significance. Early man, before t;;iving expression to 
his will-to-form, selected eoliths, shaped at random by nature. 
Twentieth century man selects the debris of the technological 
society. Cesar and Chamberlain select the crushed remains of 
automobiles as objects scarred by man• s activity and to that 
extent humanistic. Spoerri enshrines the remains of 111.eals with 
the aid of fibre-glass and fixes them to a wall. 'Warhol 
selects the unaltered creation of a graphic designer and, 
trading on his own personality cult, elevates Hhisll Brillo 
baxes and Campbell's soup cans into collector's items. 
Significant in the activities of such artists is that they 
select items previously created by someone else, a graphic or 
an industrial designer, and this is in itself an admission of 
the extent to which these servants of industry have shaped our 
envirornnent • 

Renate Poggioli sums up the modern situation in 
the arts as the result of the pressures of materialism and mass 
production upon the fine artist who, linked to a long tradition 
of exclusiveness and quality, finds himself swept aside by a 
society whose needs are catered for by the Hmassll artist. 
According to him liThe 'artist was driven to turn the weapons 
of his antagonism and nihilism azainst himself, instead, as 
formerly, a :.:;ainst societ~t • * 2. 

This statement seems accurate with reeard to the 
modern developments in art, the forays into non-art, the rise 
of pure conceptualism and attitude art. The hay 1974 edition 
of Studio International demonstrates how effectively this type 
of auto-destruction has robbed conter,lporary art of its vitality. 
The cover consists of a photograph of fish. Articles on the 
pleasures of fishing alternate with examples of fish used in 
art, from early mosaics and zodiacal symbolism to the works of 
Klee and hatisse. These are presented alongside a modern 
experiment, the portable "Fish Farm survival piece No.Btt 

-lr 1. 1{ovements in Art since 1945 - Edw·e.rd Lucie- Smith. (Page ll). 

~;. 2 . The Sociology of Art and Literature, edited by Albrecht, 
Barnett and Griff. (Pa::;e ti72). 
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at t:1e Hayv10od Gallery in London. The IIFish Farm" does not 
seem to me a revolt against society. It is in fact a 
capitulation to a society that has conferred on the scientist 
the linaginative and creative role iormerly played by the 
artist. As a result, the artist attempts to become t he 
scientist and copies his ~rocedures. ' His studio becomes 
a laboratory. 

Poggioli defines the role of the artist as one in 
revolt against society. This has become an exceeding~r 
popular artistic concept, reinforced by the hold the mass 
media have on contemporary artistic thinldng and also on 
lvhat is presented as the \t L"lll scene in art to-day. Thus 
art is popularly identified as r evolutionary and is often 
given a poLitical role as if this is a measure of its 
significance. This attitude bee ames as dangerous a guide 
to aesthetic evaluation as -vras the academic conviction that 
the successful application of a series of rules ensured the 
excellence of the art so ~roduced. On the other hand, a 
point frequently overlooked, the application of such academic 
rules did not conversely prove that a l·rork so '9roduced be 
sterile, as the most li:omo:::-3ble t'lorks i::y .Pous3in, for e;~am.::>lc, 
prove . If once the revolution is ovor tne 1wrk ceases to 
have any but an historical significance, it has proved itself 
lacl:-...ing in that still indefinable quality of a))eal which 
alone c~n cive it ~eatness. 

This quality is difficult to capture in ·bhe mass 
media particularly in the mass of books reproducing pictures 
and comn!entaries for the art market. The result has been 
that the most commercially successful artists to-day are 
those 1v-hose 1·1orks are readily reproduc:ilble and lend them­
selves to vrritten commentaries • In fact the art market has 
adopted the proven tec~~iques of commercial marketing; novelty 
value plus the activity of the art critic as promotor, his 
comments aimed at the collector who wants to be sure of 
investment value - hence the over-worked word \tsignificancell. 
The reaqy assimilation of pop art and the number of boo?~ 
devoted to the movement and its artists is in itself significant . 

Previously commercial artists borrovred from the 
fine arts the styles most suited to their needs; the pop 
artists have reversed the process . Salect:ing c omrr.ercial 
art forms geared to the mass media and also a pervasive 
environmental influence readily recognisable by the public 
at large, i ts corunercial success has been assured. 

The question of what art is, and claims that the 
boundaries bet1..reen art and non-art are successively cru..'Tlbling, 
do not to ne seem as significant as the fact that the question 
is asked o The function of art criticism has been in a large 
measure aimed at removing the obstacle of prejudice from the 
appreciation of arto Prejudice removed, we are still con­
fronted by the actual aesthetic impact of the 1·1ork itsell, 
unhampered by literary associations . T~1e nark is othenrise 
a product of mannerism. This has become a feature of the 
art, scene, as even u art for revolution• s sake" becomes a 
mannerism. The instant dissemination of trends from the 
areas in the forefront of the art scene by means of the mass 
media have resulted in art exhibitions being selected on the 



basis of current fashions in the art 1-vorld. 

Our 01m "Art, South Africa To-dat' exhibitions have 
provided a good example of this. If hard edge is n in", awards 
and selection favour the artists ~rorking in this technique. 
That an artist uorld.ng in South Africa should adopt a technique 
fashionable in New York and London implies that we are losing 
our individuality - even, thanks to our selectors, our right 
to individuality. If it is a true reflection of our own art, 
then mass culture has succeeded in infilt.rating society to 
the extent that should give rise to serious concern. TI1e 
situation is as much a result of the producer-consumer society 
as the formerly despised connnercial arts o 

'fhe re·lireat of the avant-garde t01vards its fish 
farms and 1-vritten ephemera is counter-balanced by the expansion 
of the commercial arts field to the extent that nco:mmarcial 
artist" has been discarded as a limiting definition. In 
Zurich in 1964, a conference of more than three hundred graphic 
designers replaced the term llco:mmercial art ist" 1v-ith u gt'aphic 
designern because of the wide-ranging activities of such 
specialists. This term accepts the fact that activities 
other than purely artistic creation are included, for exru~le 
the use of photograpby, typography, environnental planning etc. 
There 1vas no discussion as to the na·[iure of art i·liself, the 
term was simply extended. Part of the reason for this may 

be that the graphic designer is assimilated into society and 
is in fact one of its most important members, so that the 
insec·urity implied by the nwhat is art" question is absent. 

The artist 1-vho aspires to 11fine artsll status may 
often seek, perhaps subconsciously, to reassure himself of 
his place within society. From t:Une to time the death of 
art has been proclaimed, along with the death of God, morality 
anq. privacy. Such a situation arose durin:; the Russian 
revolution. Kandinsky, Gabo and .t:>evsner, who believed in 
an Hart for arts sakell philosop.hy, retreated from Russia and 
the new order proclaimed by Halevitch, 'ratlin and Rodchenko. 
They considered art to have a purely utilitarian function 
within society. In the face of indust.:rialization thay pro­
claimed the death of the easel picture and the triwnph of 
the utilitarian object. Tatlin's designs for stoves, 
workers' outfits and gliders replaced his previous attempts 
in the field of rtart for arts sakell. The avant-garde 
therefore themselves created the vacuum that was to be filled 
by the official socialist realism policy. 

Art has flourished best where it has formed an 
essential part of the society it served. Hodern society 
has developed technology capable of mimicing artistic production 
and has also provided a change of employment that has initially 
appeared to leave little scope to the artist for his traditional 
role of i:•naginative collaborator o Art has had a longstanding 
tradition of mysticism. Used in prehistoric and primitive 
societies , paintings, i mages and masks had been used to aid 
1vish fulfillment. It is possible that the artist himself 
may have been a s haman or witch-doctor. 
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During Egyptian t~nes the life-perpetuating reliefs, 
paintLngs and statues vrere often executed by common craftsmen, 
but artists of genius emerged from time to ti.me to create 
memorable works even within the limitations presented by 
tradition. Priestly ceremonies were needed to ensure the 
efficacy of the ~ages produced. A Ka-statue, however faith­
ful a portrait it might have been for owner number one, could 
be taken over by ~mer number two if the inscription were 
altered and the correct procedures followed. T'ne written 
symbol came to challenge or conversely to lend significance 
to the ar·t.ist' s product. It is tempting to consider a 
parallel between this ancient practice and the amount of words 
·t,hat inevitably accompany and bolster contemporary art 
movements. The immortality modern literature confers is 
on the artist himself. 

By the fifth century B.c. in Greece, art had gradually 
come to lose much of its traditional mystic aura, and the cult 
of the artistic personality entered the scene_ for the first 
time. Of particular interest is that this preceded the 
maru1erism so often encountered in the products of the fo\~th 
century B.C. During Hellenistic times art became the mirror 
of society itself instead, creating the baroque, bourgeois 
products typical of art 1~~ich reflects mass tastes. 

Art was to remain useful as a prop9ganda tool, 
just as the work of the ~Taphic designer is utilized to-day. 
Propagan~a which does not have the sympathy of the artist 
unfortunate~ usually results in the lowering of quality in 
the .-rork itself'. During Roman times art became a combined 
propaeanda tool and status symbol. Copies of Greek originals 
and the propaganda carvings of the triumphs of Roman generals 
became a feature of the Imperial age initiated by Augustus . 
This exploitation is probably responsible for the general 
lack of real~ stimulatLng Roman art, save where it reflected 
their love of nature or, in portraiture, their reverence 
for their ancestors. 

Christianity then utilized art for propaganda 
purposes, but generally 1v-ithout da""!lage to artistic production 
since the average artist was a believer in the doctrines 
he portrayed. His enthusiasm often led him to subconsciously 
heighten the emotional content of the worl<:, producing work 
expressive even to the agnostic onlooker through its 
combination of artistic skill and sincerity. The works of 
El G1·eco, or the unkn0lm carvers of Romanesque cathedrals 
display this quality. If the artist was not religious, he 
might revel in texture or colour for its own sake and the 
extent of his ability 1-rould determine the arousal of 
enthusiasm in the beholder. 

The usefulness of art as such remained unquestioned 
until the nineteenth century when the increasing activity 
in the field of science and industrJ deprived the artist of 
much of his original function . Science stressed the 

importance of an objective view of the world, and in its 
support came the camera, the ultimate objective tool. 
Religious art diad an aesthetic death and tends to lin2er 
on in the form of the kitsch sold in religious art shops. 
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Dnpressionism 1vas the swansong of naturalism in 
art. It utilized tho discoveries opaned up in the field of 
colour by chemists such as Eugene Chevreul and also the 
availability of commercially produced paints which provided 
llcommercially11 brilliant colours. The informality of the 
snapshot led Degas, for example , to experiment vrith irregular 
com;~osition. This art led to its ~m inevitable dead-end . 
It 1-1as also an art produced for its otm sake , for the galleri:Js 
and for private connoisseurs. "\.'lhile it retreated from public 
view·, the lHhographic poster ap;_Jeared on the st,reet scene 
and the creations of Cheret and Toulouse Lautrec became part 
of the llart for the people" scene , heralding the s)lit bet,ween 
the fin3 and the commercial artist. 

The function of hi~1 priest meanwhile passed on 
to the scientist and engineer. Their discoveries and machines 
take the place of fteavenly forces in promising material 
prosperity or instant ann~1ilation. Added to this is the 
fact tha·b industrialization and increasing uorld population 
have created a pressure in the lvorlds cities that makes 
ancient Rom:J look like a village. Society is faced with 
the sa~e problem that the ancient Romans attempted to solve 
with upanem et circensestl. Lookin~ back to Reman times, 
it would seem sir:;nificant that, along Hith art, the quaLi..ty 
of entertainment dropped to pleasJ the i-tasses rather th~n 
the discriminating few·. The 11 blood and guts11 entertainrnent 
of the circuses is aptly parallclod by the vast majority of 
fa:re on offer in the modern cinema . That it is in perfect 
accord uith mass tastes is se:m by th-3 record-brealcing ru...'1.3 
of CO'rl~.;oy epics, gang violenc3 themes or tl1e s-...1gary fare for 
th3 s:mt:Lm~ntal G'..lch as ''Sound of ~1usict1 and ttHoo::." my Lied" . 

From tho "bread point oF vie1;-, empl<YJ_ ,ent is 
esse:r~ial for an ever accelerating world population. vance 
Packard gives an interestin: su:rrnnary of this situation. ~t 
'l'he re-absorption of soldi2rs into civic life after v10rld 
uar tuo ac::;ra.vated the si·tuation of surpluses created by 
the increasing mechanization of industr-.t . As surplus leads 
to lovJ"erinc of consumption and subsequenb une:c~ployment , 
people must be encouraged to consmne more tllan they need. 
Fashions are chan~ed in order to encourage turnover and 
plann.ed obsolescence ensures that the cons"l.l1:1er is oblir;ed 
to replace his ::;oods. 

In the case of non-essential itom3, advGrtising 
must aim at; tho areas of least resistance_, generally the 
least educated, imnature and irresponsible who squander the 
gTeatest amount of money. This situation has been largely 
responsible for the kitsch and bad taste of much comr1tercial 
art. As they are in the majori·ty, and the focus of "hard 
selltt tecl:miques, the effects on society are enormous. This 
public is given the art it ca~ appreciate in order that it 
may not question the nvaluesll j_)ropagated by it. Art, 
instead of increasing atVcJ.reness, the role it has p layed in 

-.'<- The I-!idden Persuaders. 
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different forms throughout the ages, must instead conceal, 
or at least deflect questioning. It has noreover to flatter 
ic;norance and ~ander to mass needs so that complacency is 
seldom shattered. 

John Galbl'aith went as far as to lay the blc:lme 
for the permissive society at the door of this kind of 
advertising. By extollil"'-b the virtues of youth, hedonism 
and materialism this advertisj~G approach - coupled with 
the effects of cinema, television and popular literature -
ensures that the myth is maintained and that the public 
remain convinced tha:.; l'rhat they want (or think they want) 
is right. Parents out sampling the pleasures of 
perpetual youth leave their offspring to pursue ·their own 
paths. 

Joseph Berman and Israel Gerver * have further 
defined the problem of the mass artist as follo1-1s : he 
llcan rarely define his otm problems, because they are 
predefined for him by the keepers of tho public t.:.ste. 
The solutions are necessarily simple, since the;/ cannct 
go beyond public kno"rl8dgetl • Business interests are 
ruthless in their reduction of art to a useful tool, i ts 
value calculated ptrreJ.y in accordance ~v-ith the probable 
cash return. 

A ;50od example -vras provided by the experience 
of a student from the ::::ast London Technical College, trained 
as a :;raphic designer and employed by a large packaging 
concern. An artist of sensi-l~ivity and taste during his 
collece days, his designs for a "festivnl 9ackagell for a 
bottle of Cinzano were rejected one after another until he 
was forced to produce a gaudy, kitsch ensemble of garish 
colours depicting balloons with violent hit;;hlights and a 
general overloading of decorative detail. The result w·as 
in apallin3 taste, but suited the client who presumab~ felt 
it to be the desib~ best calculated to please the buying 
public. This problem disappears in the case of the more 
expensive and essential items such as computers or medical 
products, aiMed at the discriminating few. · 

Related to the use of advertising to flatter mass 
taste is the use of kitsch to bolster dictatorships. 
Clement Greenberg defined this as the substitution of 
apparent concession to public needs for actual political 
pov1er. The Fascists for example staged fancy dress 
t1revivals" of ancient Homan processions and dress. This 
lent emotional support to their res inie. * 2 . 

John Berger * 3 defines the Soviat art policy 
in this respect as follows : "Art was defined in the 
popular mind as a social privilege because it faithfully 
followed in form the art of the old ruling class. Oil 
paintings in gilt frames. ~ublic buildings conceived as 
palaces. Ceilings ~lith frescoed skies painted upon them. 

-lr The Sociology of Art and Literature, edited by Albrecht, 
Barnett and Griff. ~Pa~e 664- 665). 

1f- 2 Kitsch - Gillo Dorfles. (Page 1.25) • 

.,t- 3 Art and Revolution. (Page 61). 
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Public doorways with caryatids. Underground stations lit 
by imitation candelabra. The sense of privilege v.ras intended 
to compensate for the many material sacrifices being demanded11 • 

One could say in conclusion that just as J:~arx had defined 
religion as an opiate for the masses, one can now replace 
the word nreligionn with llartn . Art has proved its value 
as a propaganda weapon. According to Greenberg lithe main 
trouble with avant-garde art and literature, from the point 
of vieu of fascists and stalinists, is not that they are too 
critical, but that they are too Uinnocentll, that it is too 
difficult to inject effective propaganda into them, that 
kitsch is more pliable to this end11 • 

I do not believe this is so much a reflection on 
the ability of either type of art to transndt propaganda, 
but that kitsch is so strong a feature of mass culture that 
until this level is raised, kitsch remains truly a feature 
of mass society, w·hile the 1Jroducts of higher sensibility 
and taste remain basically alien to it. Therefore the 
problem of fine arts is that it remains a specialized product 
packaged for a certain type of consumer and fails to affect 
society to arzy significant degree. This seems to me to be 
res ponsible for so much of the negativism in contemporary 
art. Frequently artists expend effort in futile attacks 
on their own fie~ld. .An example of the extremes to which 
such lie onfrontationtt attitudes are taken, is provid~d by 
the stark, blank framed spaces produced by the .American, 
Josephine Baer, in her IID;,i.ptych, Verticals Flankingn of 
1967, and the II Badly constructed Canvas" (1967) by the 
Dutch Pieter Engels, wtuch sh~~s a collapsing frame 
deforming a piece of canvas, otherwise unpainted. Giloor.b 
Lascault refers to their 1~ork as follows * 

"To contemplate the frame of the picture is already 
to interpret it as a constraint and to contest it. Jo 
Baer attacks the frame; in her use of the convention can 
be seen her denunciation of it, for she pushes it to an 
absurd extreme and causes a scandal by her excessive 
conformity - a ltvirgintt, or whitened, canvas is framed 1-rith 
finicky deliberateness; the precision reveals her hate, 
f or it exists without content; the frames are empty, like 
certain social frameworks. From Jo Baer to Pieter :Engels 
the distance is less than one ima;:,ines; heavy hi!lbed frames 
aliov1 the canvas to be deformed and torn; the law· of the 
framer- asserts its own inconsistenciestl. If the process 
of "art" limits itself to futile confrontation 1-1ith non­
essential trivialities, then it is scarcely surprising 
that this type of work remains alienated. It is an 
n attitudelt which, once its novelty value has 1vorn off, 
fails to retain aeything of aesthetic value for its am 
sake. It has simply provided a startinb point for Lascault 
to play with metaphors. That this attitude becomes a dead 
end is well illustrated by the fact that Marcel Duchamp 
abandoned art for chess. 

* Art and Confrontation. 
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The increasing lvithdrawal of fine arts from 
real social involvement has resulted in commercial art 
e~Janding to fill the vacuum. The Swiss have been the 
most active in promoting an inteerated graphic and 
industrial design progra;.:nne. The brash American bill­
board is outlawed in SHitzerland and poster size is 
limited so as not to interfere with the scenery, the 
national t.emrist asset. One of the most strildng features 
of the Swiss ap;_:>roach is its "coolness" or impersonality, 
a trait rooted in the Dessau period of the Bauhaus and 
originatinG in the Russian constructivist and De StiJl 
aesthetic. This llcoolnesstt or mechanical impersonality 
has had its effects on fine arts m~Jements such as op, 
pop, minimal sculpture and post painterly abstraction. 

Consideration of the changes within the Bauhaus 
itself show the way in 1..rhich the artist has become sub­
servient to the machine and the machine-made product. 
"When Gropi us amalgamated tho school of art and school of 
crafts at 1-Teimar, his avoHed aim uas to train the artist 
in the use of machines and materials so that he 1-rould be 
c OJTQetent to impose his will on the machine , ide ally to 
become an artist-engineer. The tools of early man set 
h:iln on the path to the conquest of nature and the assertion 
of h:l$ ovm personality. The t ool remained his artefact. 
The rapid acceleration of modern technolo5:r has had the 
tendency to reduce man to the servant of the machine, 
which dictates the impersonality - and consequent 
dehumanization - of the image. The reaction. of the 
artists has been split into two main groups, the pro­
mechanistic such as Mondrian, El Lissitzky, Noholy-Nagy 
V~sarely, Tony Smith, Donald Judd etc, and the romantic 
or anti-mechanistic, best represented by the group of 
abstract expressionists . 

In the comercial and industrial field, 
denial of tecl:mology h1comes an i.lT!possible anachronism. 
ltlilliam Norris attempted to recreate an anachronistic -
and necessarily exclusive - arts and crafts movement. 
His hand operated '' Ke lmsc ott Presstt utilized overcrowded 
woodcuts and the hard-to-read JOthic textura type. The 
result was a grotesque parody of the illuminated manuscript, 
produced in limited and ex1)ensi ve e d1-Gions. Beardsley, 
on the other hand, utilized the neu photomechanical 
re.~:Jroductlun processes to express his own individuality. 
His brilliant dra-vrinGs for liThe Rape of the Lock" are 
both individual and high~ suited to the line block. 
P.eardsley's descendants have been the numbem of c ommercial 
artists who have exploited so:_-Jhisticated reproduction 
techniques for the dissemination of illustrations of 
great sensitivity, including subtle 1..ratercolours . The 
flat , hard colours, currently popular in many of the fine 
arts fields are an anachronism . Lichtenstein and ~·Jarhol 
turned to the thirties to collect material from a debased 

form of cormnerciul art. The brashness of Por art during 
·the sixties is ironically cotmtcrbalanced by the t asteful 
productions in the field of cOI:;mercial illustration durin;; 
the s a.rne period. 
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The Bauhaus pro;;;ramme was one of social reforu Hith the 
aid of thn machine. Gropius c onsider'Jd architecture to 
be in the fore3round of the new social revolution, Hith 
paintin6 and scu~ture ns c o.mponents of building. His 
concept of architecture was in the r.3chanistic Inter­
national style tradit_;_on. During the ~ieimar .;:)eriod the 
dominant personality >vas Johannes Itten, cr~ator of the 
Vorkurs, but his cult of extreme individuality led to 
differences of opinion 1·1ith Grupius nnd he left in 1923. 
It is of interest to note that in his book on colour 
Itten analyses basic colour relationships but also concedes 
the presence of individual preferences based on psycho­
lo;.::;ical differences. Kandinsky, 1-1ho stayed on at the 
Bauhaus, 1r1as dozma·bic recardinf; his colour theories, 
assigni::1g absolute and ii:rnutable values to both colour 
and formal relationships. Itten• s place v1as taken by 
Lazlo r:oholy-tJagy in 1925. This was the year that the 
olG slogan of unity of art and handwork was replaced by 
HArt and Technology, a new unityu. 

Eoholy-Nagy was an admirer of El Lissitzky, 
the Russian constructivist. El Lissitzky had converted 
H<llevitch• s "Suprcmatism" to his own theory of ttprounu. 
ttProunll, ~rrhich is Russian for n objectH, 1-vas very much in 
accorJ with the non-representative aims of De Stij~ and 
No!:wly-Nagy moved to 1'f3 imar where he became a disciple 
of Thea van Doesberg. Van Doesberg had established a 
De Stijl cell in He:Lrnar in Oflposition to lvhat he considered 
1v-as the ov9r individual and arty crafty a?proach of the 
Bauhaus at the time. His attitude to the machine -v1as as 
f 011 01r7S '* 

n The machine is, par exce llance, a phenomenon 
of spiritual discipline. Naterialism as a way of life 
and· art took handicraft as its direct psycholor;ical 
e~)ression. The new spiritaal artistic sensibility of 
the -twentieth century has not only felt the beauty of the 
machine , but has also taken cognisance of its unlimited 

expressive possibilities for the arts ••.• under the 
supremacy of materialism, handicraft reduced men to the 
level of machines; the proper tendency for the machine 
(in the sense of cultural developm3nt) is as t ho unique 
mediru.· of the very opposite, social liberationll. Van 
Doesberg•s naive view that the n achine heralded th.e end 
of materialism, when in fact it. increased its strangle­
hold, was perhnps conditioned by his expectation that the 
machine ivould leave man more leisure. In this spirit of 

optimism De S~jl set about creatine; the environment for 
the brave new world, dominated _by e,-rid layouts, primary 
colours and depressing uniformity. The artists imitated 
the r~achine instead of letting it create the mechanical 
tt1r~orks of arttt. Hiroshi Ka·uano has since produced an 
"Artificial Eondrian" by pro~ramming a Hi"tac 5020 c omputor 
by means of fortran. 

* Theory and Design in the First Hachine Age . 
Rayner Banham. (Page 151) . 



10 

The Bauhaus Bucher, in t~eir layout and tj~O­
[J'aphy virtual~ Uposter books", w;re larGely instrur.mntal 
in ensuring the spread of ideas and \-rere either vJrittcn by 
the Bauhaus staff themselves or by individuals whose theories 
accorded with their O'[..ffi ideology. Hondrian1s theories on 
neo-plasticism appeared as a Bauhaus publication. Initiated 
by I'~oholy-Nagy and continued by Bayer, more and more work 
1-1as done in the i!l:'aphic desicn field. To its primary 
function of advertisi..."lg was added a nevi, more subtle function 
of visual propaganda, the dissemination of an essentially 
machine based aesthetic. 

Paintinb at the Bauhaus was an essentially 
private rather than school activity, despite the numbJr of 
painters on the staff. Gropius' 1919 manifesto had declared 
that n all the arts culminate in architecturett. Architecture 
itself was conditioned by the availability of prefabricated 
and therefore mass produced units. This ultimately 
dehumanized concept of architecture, condemned by the 
individualist Fran.]{ Lloyd ~·!right, seems to have led to the 
II serialization" of humanity itself. An example of this 
reversal of the original Renaissance and Greek concept of 

man being the measure of all things, is provided by the 
work of Oscar Schlemmer o Ap;:Jointed as nmaster of farm" 
in charJe of the sculpture I·IOrkshop, his w·ork in sculpture 
·t,ook second place to his experiments in the Bauhaus theatre. 
His contrived, mechanised figures in both sculpture and 
paintL11g reduce the human figure to a type, programmed 
like mechanical dolls. The Renaissance experiments in 
relating the proportions of architecture to the proportions 
of the parts of a man's body in relation to the 1-1hole, can 
be contrasted with his "walking architccturett and n jointed 
puppettt. Of the latter he said ll The strivin.; to release 
man frora his limitations and to increase his freedom of 
movement beyond its natural range leads to the replacement 
of the human organism by ·t,he mechanical Kunstfigur: auto­
maton and puppet . The II K1.mstfigur" makes posaible any 
movement, any position, in any time whatsoever, and it 
permits a device used by great artists in their heyday: 
a variation in the size relationship betvreen the figui'es, 
so that important characters are large, unimportant ones 
small. Another significant result is the possibility of 
establishing a relationship betueen the nat~ally naked 
human being and the abstract fieure, both of vrhom are 
enhanced in their essential naturett. ~r 

A study of Schlemmer's stiff and depersonalized 
human figures seems to me to show that abstraction and 
architecture might -vrell be enhanced, but that llgssential 
nature" projected by them is mechanical, not human. A 
rather odd statement relating to his nwalking architectm"e" 
reads as follows : * 2. 

"External space ... apa1•t from gravitation :.. 
is neutral, but we perceive its dimensions indirect~r, and 
we therefore shape our rooms as cubesll • 

~tl- Painters of the Bauhaus - E . Raters . (Page 91 - 92). 

* 2 Painters of the Bau..l-laus- E. Raters . (Page 91) . 
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MASS l1ANIPULATION THROUGH EHOTIONAL APt>EAL : 

(1 ) A parade through the s t reets of Rome, 
organized by the fascists • 

FRO}l HUMANISN TO DEHUMANIZATION: 

.r:.~<Uo 

,.U...J 

"""""' 
~ 

~1 ... 
....r.~ 

~ 

(3) Oscar Schlemmer : (from left to right ) 
11 Walking Architecturell a..l'ld II Jointed Puppet" 
Man becomes a symbol. 

(2). Francesco di Giorgio: Study of proportion (1482) from his architectural 
treat ise in which ideal proportion is taken from 
the human body and applied to architecture . 
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A study of primitive dvrellings, from the igloo to the 
native hut, strongly refutes such an assertion. Rounded 
and orga~ic forms exist in nature rather than cubes, unless 
one takes ths Egy;?tians, ;vho did have a relatively cubic 
environroont (sl\Y above, dasert cliffs on either side, 
fertile !Jile valley belotv-), into consideration. The 
psychological basis of Schlemmer's otm cubic vie1.v of the 
1vorld is no doubt to be ascribed to his being conditioned 
by contemporary architecture, vrhich would seem to support 

Gr'opius 1 idea of architectw.~e as a major conditioning factor. 

The ano:nymi ty of Schlc:mmer 1 s ficrures is not an 
isolated phenomenon in twentieth century art and points to 
increasin6 alienation despite increasing connnunication. 
Portraiture relies mainly on photobl'a:,>hy . Amongst the 
many painters <vho have used the human figure, there is 
the tendency to reduce it to a type or even a statistic 
reflecting the artist t s state of mind. Artists like 
I~ancmitz and ?istoletto use realistic l'igurco, but ;;ive 
them the hard, tmSJ"-lpathetic quality of bad photot;raphs, 
thereby addinG nothinG to the pure mechanics of seein;. 
All Bacon's figures are deformed, eviscerated and basically 
indistin6Uishable from each other, daspite the application 
of different names. Giacomettil s sculptm~es are shattered, 
attenuated and v..rit hc.lra1m . 'l'he figures of Appel, Saura, 
de Kooni!\: and ev-·n Dubuffet are eJq?resoionistic gestural 
shapes , rather as if the artist could ox_t)erience only his 
otm emotions in op.;,::osition to th3 mass of humanity by 'tJhich 
he is confronted. Such ttmass visiontt is co1npensatcd for 
by the cult of sp8cific personalities such as filr.1 stars, 
politicians and other ficures ::)rojecte.d by the P:ass media, 
~)rovidin5 a substitute for ickntificatior:.. Again this 
cult is reflected in art, perhaps ;nost cynically by the 
serialised figures of ~larhol . It soems likely, but my 
lmmv-ledge is not firsthand, that television has been the 
major moms of reducin;:: people to spectators, 1vithclra1ving 
into isolation from th'3ir otr.l neighbours. The fact, that 
even sport haa become professional, reducing the vast 
r:J.ajority to spectators, has produced the llhappening" as 
a CO'Ll:1ter-attacl·~, as well as accounting for the incrcasin{S 
importance ::;iven to serendipity. It is significant that 
the artists should feel themselves rcspcnsible for 
recOt;11isin;:; and atte!l1,;)ting to r0vJrse social t end9ncies 
t cmards conforraism and ir.1por::;onalit:· , vrl:lile not ahTays 
rm.1ainin~ aware of th'"lir mm tende21cics in th<J.b di.roctior: .• 

The .s·r,Tiss approach to grnphi.c desit;n, rooted 
in the formalis~ of the J_n·~€r rauhaus st~"lJ , has net ~:ith 
r:;siDtallCC f::.•o;. c;ra:1hic c1uSicinGrS H!'J.O fee 1 chat th::dr fie lcl 
should still m .. -pres.:; individuality uithOL'..t sacrifj.cin:; 
e:Lfectiveness. Hans reuburg dJft?nc.:ed this st~rle to :the 
1SG4 !nternational Council of Ura)hic Der.i;_;~1 Associ-1-bionE 
ConbTeDs in ZtU~ich : ~~ 

u ••• constructive ') lemc.1ts have :aj.ned the 
up:.;er hand, ortist:i_c intu:Ltion <1nd fancy have ;:;:ivcn 1)l~c~ 

~ ::ooern Graphics - ICic'G!1 i':':ll'gatraJd. U>c.ge 79). 
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to a more methodical and mnth~nat;ical design approachtt. 
Ee at-t0cked the opponents of this vier Hith the justification 
that ttthe vJO!'k of the ::.,Taphic designe::: is not cu·t for arts 
sab~tl. 'Unfortunately, depersonalization is ;.1o·!i a phcno­
r:1Bnon limited to a sectio!1 of th'3 r;r:l;Jhic design ficla , 
but ha~ incrc:asint;ly inv ade(: the arec:: of 1lart for arts saketl. 
Inflx.ential foJ.louers of the style, also connected l·Tith the 
Jauhaus, inclt~de r::Ia.x Bill, :::ichard Lohse, Josef Albers and 
~:ictor Vasarel;r, 1mo trained -.:....'Yler ::oholy-Hat:l in :E-adapest . 
I ~oholy-Na~y, one of th~ Plost nJat.erialist of the Bauhaus 
staff, had 3Xpcri.:nented Fi·lih proGJ,"ar.Jml~d art, ordering pictures 
to be fac·bor y mad~ accorc1in;_; to telephoned specifications . 
This has bf!c c:r.e a standcu·d )rnctice , for e:~ample Paolozz:i. 
Rnd Ki'taj .send instr'.lctions re(;a.rding their t;ra;?hics to 
their :)rintors. 

Vasarely, who :rorked .for 3. t:inL as a l1raphic 
designer, made this kind of ;,Jrot,ramme<'l. art his vehicle for 
ex9ressi on and moreover do;ma'Licall;y asserted his a~):Jroac:1 
as the true modern trend. According to him ltif the a.rt 
of yesterda~r signified rto feel a:1d to do' to-<luy it 
si;.rd.:fies rto conceive and order to do rtt ! IIe clef :-mcbcl 
this approach as follotvs : 11 the value of the prototype 
does not consist in the rarity of the ob~3ct, but in the 
rarity of thr; quality it representsll ~ Com;_outar t,;raphics 
have , unfortunatcl;T for Vasar2ly, demonstrated that his 
particulr.r ' quality' is readily !,)l'o:_.rarrn:1al1le. An 
ominous note is solli"1ded in hi s statement 11 If yesterday the 
dura!;ility of a work resided 2.n the excellence of the 
materials, their durability and in the mastery of the hand . 
to-day i-~ rest:=; in the knoH·led6e of a ~)ossibility .2or 
recreation, multiplication and ex:?a.nsion.. Thus t:1e 
artifact dis2ppears Hi ·th the myth of uniqueness and the 
diffusable uorl: triunrphs finally, thanks to ond tf1..rough 
the r::achinott • ~r 

Ho r c aso:J. 5.s given f or discon..rt.ine uniqueness 
as a ttl"ly-!ihll but t~is ideolog;r is becomin:5 alarmingl;;r 
i)Opular, the influential Clemen~ Greenberg being one of 
its coaverts, a point to 1-1hich I shall r e turn later. 

Vas are ly' s l.7'aphic:::: and i;mltiples have readily 
been reabsorbed into advertisiilb. The t1 op arttt t echnique 
ori.::;inated :i.n commercial art . An early example is the 
t ~Jicolas r bottlinc co:lJ?any advert desiGned by the br:Uliant 
:french )Oster cl.esit,ner A.I,~ .cas~andre in 1935 . Cassandre, 
who 1-vas amongst the f irst to introduce s ;ynthetic cubism 
as a form of visual shorthand into poster desi;;n, also 
anticipated the exp loitation of hard edge and comic strip 
technique . 'i'his is illustrated by his lh:.,;er-sty le 
poster in strip sequence for Dubonnet . Posters have 
ther.JSelves had the popular appeal and 1ride diffusion far 
exceeding the claim made by Vasarely for 111.s own ilP:?ersonal 
graphics. 

* Aldo Pellegrini 11New Tendencies in Art". 
(Pae;es 166 - 167) . 



( 4) vasarely: 11Metagalaxy" (1959) 
This work resembles the 
computer programmed examp~e 
below. 

(5) Computer aided graphic by Zdenek Sykora. 
The artist copies the pictorial concept 
programmed by a computer. 

(6) Left to right: Otto Piene : "Li~ht and :£11ovementtt (1966) . 
Julio le Pare: "Continual Hobile" (1961). 

Both works utilize motorized parts ~nd lights. Piene 1 s 
work is successful as an attraction for the Wonaland 
Department Store , Cologne • 



(7) 

(8) 

(9) 

Cassandra: Poster for ' Nicolas' (1935) 
A c orrunercial use of 'Op Art • 
teclmiques which preceded 
the movement . 

Cassandra: Poster for ' Dubonnet' (1932) 
Use of comic strip technique 
and L~ger style figures, 
anticipating their popularity 
in Pop Art during the sixties. 

Robert Watts: "Rembrandt signatureu, neon (1965). 
I n this case the use of a 1t commercialll 
sign as a nonfunctional work under-
lines its futility as an attempt at 11 art". 
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The poster has been a collector's item from its earliest 
days, Toulouse Lautrec posters being removed even before 
the paste had dried. However it came into its own with 
the II Hippie Poster11 , which orieinated in San Francisco 
durin~· the 1960's. Difficult to read, 1 off beat 1 and 
hiehly individual, their success is due to their re­
affirmation of human individuality even if this involves 
throwing logic overboard. Above all they avoid the 
sterility that is a feature of Vasarely1 s work. Posters 
are now sold as graphics. For example, reproduction 
of a bull-fight scene b.Y Francis Bacon was used as a 
poster for his exhibition in Paris in December 1971 and 
was also offered for sale. It is perhaps significant 
that his latest works have become increasin0ly flat, and 
therefore increasingly effective for this type of 
reproduction. 

That an excessively matheuatical and mechanical 
approach need not be the inevitable result of programming 
is best illustrated by architecture, a basically pro­
(;Tammed activity. The vrorks of Frank Lloyd ~vright at 
their best have an individuality which sterns from his 
consideration of each project on its ovm merits, in terms 
of site and function . He condemned the early works of 
Le Corbusier as "boxes on stilts11 , of which the 1929 
Villa Savoye at Poissy is a good example. Lloyd Wright 
vie1.red the exhibition of the International Style of 
modern architecture in New York in 1932 with interest 
mincled with distaste. He had himself influenced the 
style to some extent, but he was violently opposed to the 
mechanistic bias of the new trends o His "Falling Water11 , 

the Kaufmann house built in 1936, exploited the use of 
bold cantilevering in ferro-concrete in order to re-echo 
the rocky ledges of the waterfall belov1. However he also 
incorporated natural stone into some of the surfaces of 
the building. 

When he designed s.c.Johnson and Son administration 
building in Racine, Wis ., (1936 - 9) he boldly included avant­
r;arde features such as free standing mushroom columns. 
However he avoided strict mechanical regularity by softening 
the corners of the square tower of the complex into curves, 
and counter-balancing the ~lass curtain walling with brick 
stages. To him must be given the credit for mastering the 
new technical media at his disposal but never allowing them 
to dictate to him or t o eliminate natural materials altogether • 
It is possible that this approach influenced Le Carbusier's 
change of approach during the fifties, even to the rough cast 
concrete finish of his r;Jarseille 's u Unite d' Habi tationll • 

Ludwig Mies van der Rohe, last head of the Bauhaus , 
carried mechanization to extremes . While his Seagram buildLi'J.J, 
violently attacked by ~Jright, is an elegant exampl e of his 
fascination 11'ith steel, glass and precision, it does not seem 
to me to be an idea that lends itself to repetition. A city 
composed of endless variations on the Seagram building would 
be a featureless prison. llies however did repeat his 
ideas endlessly. 
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The United Stat3s Court House and Federal Office Building, 
Ch~.cago, l9G4, is a t:;-roscly uidemd repetition of the Sea~ram 
buildinc;. Its 1-ridth ~::ives it an ap£:Jearnnce of :1eavineas, 
counteractinz the elezance of steel and cl~ss . 

:i.·;ies ' a)proach to building is rigidly conclitioned 
by the availability of parts nrovided ty machine production, 
1..rhich domi1~at2s his buildinr.s to an obsessive de3ree . Their 
ri~idity and repetition become monotono1w. The Greeks, 
usi.1g only three basic ord.:~rs in their buildine~ demonstrated 
hm-r the simplicity of these basic units could yet becone 
subtl y or;;anic and optically satisf;:: ing tln~ou::;h the use of 
sub·~ly irrec:ular spacinc and curvint:; of horizontals and 
upri:;hts . No such human touch redeems the Horks of Eies 
from mechanical ri~idity . :?ortunate]s- modern architects, 
even his erstwhile disciple f~lip Jop~ton, have begun to 
react against this formal.i.S!fl• Kenzo Tange has .. Jerhaps been 
the most successful in combinin.::; modern technical expertise 
w·ith crea·tive individuality. 

heanwhlle the .fine arts field appears to be 
undecided as to its direction. t·Iodern sculpture has become 
particularly mesmerised by the 1 •• achine. The scul9tors 
uhose work has been classified as tminil .. al' have made a 
virtue out of l,,'Jchanical smoothness and repetition. This 
tendency can be traced back to t :1e ~1ork of the late David 
Sn.ith, particularly t he n CubiH series of his last period . 
Ed1.;ard Lucie-Smith made the observation that Smith's 11arks 
gain in impact by beinG seen together rather than singly. 
Their smooth abstrac-G quality, with vorelded shap<7s balanced 
in uneasy defiance of gravitation, have an anti-personal, 
hland quality . Collectively they assert their alien 
presence Jnore forcibly a5ainst the lanC:scape back;5TOt.mds 
favoureo by Smith . 

Antony Caro, acclaimed as the most si~nificant 
heir of Smith's anti-cJersonal late style, us:Jd unaltered 
industrial products to an even ~Teater degree. His 
constructions sprawl in a civen space , their overt 
justification bein~ that they heiJhten the spectator's 
a1·1areness of the envirorur..ent tl:9y occupy . The 'minimal• 
sculptors, such as Tony Smith, Rob;}rt :t·iorris and Donald 
Jucd carr'-J their disengac;ement to the ex·treme of havin:5 
their 1v-arks factory assembled . Similar and virtually 
devoid of content tho'J.~h their 1..ror k is, Judd is loud in 
his denial that they C2.n be wouped together 0 He 
complained as follows . * 

"Smith's state ·umts and his work are contra­
dictory to my atm. Bo"b l·lorris ' dada interests are very 
alien to me and there's a lot i.n :Pis doe;rnatic articles I 
don't l iken • 

?l- Studio International Aprtl 1969. (Pace 184). 



HECHANICAL REPETITION IN ARCHITECTURE 

------ -·· -----. - ----· ---

(10) Hies van der Rohe: 
Seagram building, 
New York (1954-1958). 

(11) :Hies van dar Rohe : 
United States Court 
House and Federal Office 
Building, Chicago, (1964). 



(12) 

(13) 

THE £!lECHANICAL BIAS OF HODERN SCULPTURE; 

Antony Caro: 11 Middayt1 (1960). Steel painted yellow. 

. 
Paolozzi : II Sold' (1962), chromed. 

The sculpture -takes on the aspect 
of a functionless machine. 
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I 1·ind his argument for dissi! 1ilarity rer.1arkable, for he 
bases it primarily on th3 ideas of the artists as expressed 
in lvritin::;, rather than on a detailed analysis of the -;rorks 
themselves. The tendency of Studio Internationa:J.: t a bec-ome 
filled 1-ri.th words rather than reproductions shovrs the· extent 
to which theorisinb and conceptualizing have taken the 
place of Ttrorks of art. The }larch 1970 edition of :3tudio 
International contains for example t.11TO illustrations showing 
an exhibition of stripe3 by Daniel Buren at the Wide tVhite 
SpD.ce Jcllery in Ant1<-1erp in January 1369. Ace ompanying 
this is a f ive pa3e comment3ry qy the artist concernin~ 
his concepts, and a further page of comments by ~1ichel Claura 
on l3u.ren1 s text. The quality of this latter coir .. ,J8nt is 
well illustrated by the i'ollovring pearl of 11isdom (Pace 104) . 

11Each time Bw.~en presents his proposition 
afresh, it is self-contained because i~ is relational. 
The situation is specified and the proposition is enlight­
ening for this reason. For, precisely, this proposition 
does not exist in itself, but is made manifest in a being 
ever different in relation to the sar:zmess which causes it 
to b911 • 

Harold Hosenbera summarised this tendency 
towards pompous verbal inflation quite ncatl:y as follows . ~­
n The Art Establish!nent subsists on uords - much more in 
fact than it uces on :)ictures11 . 

Donald Judd's reliance on verbal Liffe~ences 
is borne out by the comments m1de hy Earbara rieise regardin:; 
the minimal artists . .According to her *2 u ·2o me Andre, 
Flavin, Judd, Le liitt and harris are the -most conceptually 
inte:reoting. By that I mean that their artistic iG.eas 
seem strong :md deep encu3h to live beyond individunl 
phenomenoloc;ical ex;_)erioncc and !)hysical objects. Their 
1>1ork involves ~ntclo;::ical quest.ionin _;s of r.1atter, of t~1e 
relationship bct-v1een ideas and _1hysical forr.1, of nartn 
as matr:l'ial object, space, f)lace or conccp~. One r.mst 
th~t as 1ve 11 as 1)erceive to t:;et the full effects of their 
1·JOl'k •·1hich nnfolds over tir.~'3 in conceptual richness11. 
To me her use of ~he 1·rords 11 conc-:Jpt1.'.ally intcrcstin~11 
rather than, ior exam_;>lc , 11 aesthct.~ c olly c or.:pellin;~t 
sugc,ssts that llartn is chiftLi] from a level on 1:hich it 
can affect 0hJ unuia::v.d and sensitive vimrer to providi.'1.g 
a ~dnd of intellectual c ame for initi;::tcs. To me it is 
si.:_;nj.ficant that this swine is to:1ards t he literary, a 
reflection of the Hay in T,;hich corm::r:mtators do:1inate the 
art scen:J. l'his is further borne out uy R8ise 1 s 9valuation 
of the artists as foD.ows: that Jude! I s criticizms for 
Art La;;azine c·3tv7Wm l95S and l9G5 11made signi.ficant 
contributions to t "le lan::ua;::e anct aoJJroach of art criticizn 

~ ~ ~- ').. 

ur.ich ha~JO been oaly partially c.xplorcd11* and fur t.hcr 
11 Flavin 1 s m9ta_::>horic s~mt(.).X and V3rbal precision in bis 
various collections of 'rer.J.a:rl<s l and •coa1.ento1 have a 
~)rotcan emrcy ;::nd muUi- facJt9d pro£\mdity :v-hich is 
mind- 'oor:;.:.;li11r;11 ! 2 

?:. 'l'ho SocioloL,-y of ;,.rt and liternturc. Vr..c;e 391) • 

.;; 2. Studio Int3rnntional, 1-\'·1ril 1DC9 . (PagJ lGG). 
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Or.a of th0 rnid .:.<'l.:.vin' s llremal'ks1t reads as 
follovJs ?l- 11 'l'he contGnt.:- of an:' hfll'clvrare ctoro could su1)Qly 
enou::;h ex..l-J.ibitio:1 mc:tcrio.l to s.1tisfy tho season's need::; of 
t.he J-;J.OSt :>rosperO,.l3 c on.:n•Jrci~1l t,<: lleryll • This is cel•tnj_nlJr 
a ti:Prof01.t:1tlll remal'lq hie ~m ~·rorl·~, for exa.n:~1l:1, utilizes 
nconli::.;hL flv<:.ila':-le a·t tl::e 3.Jid h.::rd~-Tare s·0ores . 7hese 
arc sir _1ly ar ... :.:ngsd accorctin:.; to ~1is tastca . ?oll<mers 
of th'1 neon li~;ht style havo atter.;pt ed shaped neon ligh·ts . 
This saems a fu-l.:.ile exer cise in vievJ o; th2 f act that 
shRped neon li:;hting has been used c ommercially, with 
varyin::; de3rees oi crr:at:Lvi·t~r, i'or :-earc . A ~oocl e~:arr,:)le 
o!' thiG type of futile lldevelo)ment11 is tl:g reproduction 
of J~Lbrandt ' s si,::;n:1ture in neon liGhting by Rob~Jrt :'ratts 
in 1965. 

Barbara. Reise continues her exaltation of the 
·m·itten 'rord as follows: llLe :•Jitt 1s 1 paragTaphs 1 and 
'8Jntencest on tconcc;_Jtu<:.l 3rtt <'~l'C r.cdr. la of verbal 
ec o:'10i .1y in Hl:ich .. 10 an~n,_; '1;::'01;:r.c.1s b:!yc.1d. ths ?rocioe 
deno·tntio!'l of 1-TO:cds ond :nl.:,;:djv:ttion11 • I.f :S"J ~1it.-t t s 
v.:::.~b.Jl <"i<'hi·1 ".''J!:3il~.; c::uto::.:a ~~.c~ll:· J.r.;r_j -:;i:;n.ific :r:;-;c to 
~1is ~-ro::..' 1:, to n~r J •• ind 2 iJorin::.,l:' didactic e:·plcrotion of 
endl?so ~x~rnutc~ions of cu1 ;s, tlvm or2 ur.:uld '1:·:)GC !i t.h<'t 
~Jill ian Jlab; t s n;?.:_;nEicont ~ o::.n n Tho; 'i:'i.::;r.:r11 '·onlrl c lev.:Jtr-? 
to ~::-::~·t art thJ snr-:>risinbl~r .feeble illustration a.cco.n;_Je.nyin~ 
i·t. 

I'll J cnorr:~ot~s r.irculat,i..-,~1 of art :·1oo:~o am: perio.:!ic~ls 
arc therefore t1~1ccura:;L1.; a ,)rii.:Jril;:,r literary approach . Iil 
ny C)inion the S~)ecial q.1o.lit:· o:: a.est:11:. tic autreness, 
11hich, belon::;in"' to the a2sth~tic e.x1)eriencc itself, eludes 
literar:r dJfini·~.ion_, l1:.s l)C!'hC)::l best br:c~1 SU!i.l!llflrized by 
::-:Qrold Oobo:<:'n:. w2 u:·~ >·rho s.JeG c. fJ.llin:.; leo.f ~nd uuscs on 
it as a Jym1::;ol ef transie:1cc , m~ditati:1.; on the i ::-;;: ;)rnan:-ncc 
ef all earthly ·bhin::;s, the 'brevity of human e:ristc11:-a etc 
is not contcr..plati nr:; the fallin:.,; l::af aesthetic all:; • • • 
as a oymbol it loses Us indivicu.Jlity and pa1·ticclnrit;y11 • 

';:'here <'lso seems to be a te~1d:mcy ·to doc,matizo, 
rclatir.:.:; vc::lues to the :)rev.:-.ili!18 aes thetic ·~heorics . 

G-:'~:;:!nl!ere, is ]rone to this a·;x0:ho:.•itarian a?prou.ch. Intor­
vi:med by ·~d-vrard Lucie-Smith in l9G8 nt the heiz.;ht of the 
lllinilr!al and co1curfield domi nance of the co!'ltenporary sc.-me, 
G:"G<..nberg attack:;cl. tha individuality of' established artists: 
n;::c::: cn anc:i lloore s :·,are the ca;>Dcit.y t o i . .1poso ones;lf. 
Tteir 'orl~ has pres:mce - a ·::.:reachcrous quality b2cause so 
cvane;;conttl • This is a nm;tcr_?iece o:~ c1o;;matiSl·!o Greenberg 
fails to explc::in Hhy llp:..·es::ncell, by 1--rhich I ass·.m•c he :r.na...~..s 

-oersonal individuality, should be classed <!S llevancsccntn. 
This c r-:n scarcely '!Je altered t y the ~xlssin:; of time , 
provided th~t the quality resides in the Hark its~ lf r~nd 

not in <: :?ersonality cult cent~ed round tl:le artist . -iot 
all uorks by a uell-knotrn artist :-1ay be equal in iup<ct, 
though they all have ;.~arket value . 

,:~ .. 1\:rt and the Futcre , D. Davis . (?nge 44:) . 

* 2. 'I' he Ar·t of i.t)Jre ci~.tion. ( .)a-~ 
.L o.J~ 31). 

.. 
~' 3. Studio lnt.Jr :r.a tiona 1, January 196:J . 
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S1.~ch valn1 uonld reside 011ly in th-:J t:'uly effective ~ror1 ~s 

should authors:1ip be un.lr..no·m. Anor1;:11ility and dista11ce in 
t:i.r.J <::nd culture separate us from the unlmo·m tll.~aster of 
Dali'' of the con~olcse Baluba tribo . Hir personal style 
r.1arlr..s out tL9 · rcrk by his h~nd and ._;i\>Gs his s, tall decorative 
fiGu!'es rcmnr~:able ':xcescnce t . If O.coenberG' is rcfGrrinb 
to p-c::rsonality vnlue iP'~Jlici ~. in 'presence' hec C:.1Jinc; so.rY3-
tllin~ of thJ :)aot, the ir:l~)lic ~rtions arc that 1-n , or future 
vie1-rer s, are to becorr.J less and less sensitive to parsonality . 
Such a ;)respect 1:onld certainly justify a ~ :illiam r:orris 
type of a1ar1u <r~ the _1rospect of s o anti- huuanistic a 
soci ety . 

Greenber;:: then ::;oes on to quote Colin ~:aciune s 1 

text for '-' LJho r of Tin Scot·~ ' s uork. "The trouble l·rith 
J:lOO!'e is that his stuff said l"ight off that you vT9l'C in the 
presence of a mastcr)iece . It' c a'.Jle to sc..y that - for the 
time b:)i~g - bee ause it r11ects your expectat ion of vlhat noigll 
modern art should look likun • Scott, ix.troduced by the 
II~Te~oor Gcner.-rtionll show at the TJl,itechaj_1el Art Gallery :L'1 
1965, favours slick, indPstrial finish and ;,1inimal content. 
His n'.~.rirorr.ell (l£Go ) approaches the strearillined l ogo of 
;:,-rapbic d:lsign. Pe!'haps .::l t;eneral absence of impact or 
1Jersonality nececsitated that i·:o~ore ' s art be ' devalued' 
bee ause it )assesses m:ch qualities . To ;r.e it seems 
other1rise remarkable that a catalogue about thG work of 
one artist should be concerned -vrith attacting aaother. 

The ?oint that Laure 1 s 110rk 11meets your 
ex:Jectation of Hhat hir; modern a:::-t shoul d look like" 
takes as a '11att8r of course that ouT a;.>preciation of his 
lvcc:"l; is rooted in preconcciv:)d expectations of style , ap:trt 
fran the obvious f::1ct that not all of i·:oore ':! ~;ork is 
11 bi p,~l in any case • 

The tHentieth century habit of Hriting books 
on still livinc; ar.Z.ists, re'le<:.tine ·~heir most fatuous remarks 
T.rith ludicrous r ::Jverence, has come into the realm of big 
busincws . Formerly the diffusible art ·rork consisted of 
the :,-ra:,>hic, properly consider-::d a . :ulti~1le of the origi nal, 
thouzh this terr.t is marl.] [_,.}nerally a)plied to three di.rnensional 
prink; to- day. Now the revenue and cons·aquent publicity 
C1vailable on an ex.9anding r1arket have resul ted in several 
books b~ine; vrri"i:,ten concer~ing famo~ or )opular artists 
durinc; thei r lifetimes. 'Ehe nzy-stique traditionally accol:l­
panyin;:; the "~'rritten ;rord has c onditioned largely uncritical 
acceptance of ill-founcied claims and verbal rom~~ticising 
often found in cuch works . In a oook on Paolozzi, Fra:nk 
'(:J'nitf'ord comments as follows on a plastic model of the 
HuDc, a crotesque hero of ~'l.l.terican comics , c;iven a clJrome 
finish by Paoloz3i : * 

11 Thu.s the Hulk :ir:::ro.e<.:iately bJcomcs acceptable 
as a small scale heroic monum:mt, and, with a chrome finish, 
the sophisticated treatment of the pose and the detailing 

* Eduardo Paolozzi - Frank 1'lhitford . (Page 27) . 
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b'Jcome clear •• • • the model f.'i~e acquires a reputable 
artistic tradition't. The tt artistic tradition11 sugGested 
by chrome is in fact more reminiscent of c~~orr.~d motorcar 
figureheads_, a_Jart from the naive assum:::>tion that a change 
of medium is a Guarantee of ~esthetic signif icance. 

The irork of Lichtenskin sha:::-es the lli)Op art't 
facility of lendin:; its;;lf to verbal expres sion, aboundj.ng 
as it does in cliches and metaphors. Hamilton comments 
on his uork as follovrs : :lk 11\'Jh<m h.) 1.rcrks in three 
diiaensions he does so only-to exarJine the para\.lox of 
applyin::; flat conv~mtions on a more elaborate surface. 
His cup[; and saucers and th:o bust of a blonde r;irl are 
about two-dimensional languag; interacting with three­
dimensional structures. One of his :.1ost haunting j111ages 
is of a ;_;irl ' s head seen from the 'Jac k_, she holds a hand 
Jilirror reflecting her fa.ce so that the confb.ct bet-vreen 
the flatness of treatment and the requirement of reading 
the picture in spacial layers is ver-:1 disturbin::;. " 

Lich-tenstein's Blon<h I (1965) * a cerrunic 
bust, fifteen inches high_, has a face covered in Ben Day­
type dots and added shadows, making a travesty of the 3D 
qualities of lvhat is_, after all, an extremely uninteresting 
head. Despite the interest value Hamilton claims.for it 
on th~ ~~ounds of technique, it remains banal. 

To Samilton, himself a ver;/ literary-minded 
artist_, a vi~ual r>un c<Jcomes acclairr.ed as a value instead 
of a mannerism. Lichtenstein's work relies heavily on 
its series of ttin" jokes, such as hj.s hardedt;e versions 
of abstract e~rcssionist brushstrokes. The incon~ruity 
of his enlart;ed Ben Day dots and commercial llfinishll is 
not criticized as being 1mtrue to the medi1un_, a criticizm 
justly leveled at similar -tr avesties in other media_, for 
example the mistaken attempts of early printed books to 
imitate the illUJilinated manuscript. The tendency to 
copy a machine type finish is a simple, but rcvcalin3, 
reversal of the :Jame mistake. 

By nrev0alins'-' I mean that uh:oreas the copying 
of handcrafts:nanship imtJlies that the personal touch is 
valu..;c:, the copyin_~ nachine produced vTOrk in hand production 
iJ::.)lies a Hor~hip of the 111echanical. 

At tempts to justify Lichtenstein's ~la:;iarism 
of lOl-T level comic sourc:J 1~1aterial, take the form of 
comparisons betueen tho loosly ort;anized source illustra-tions 
and the ' sMartened up' versions by Lichtenotein. 1'>lhile it 
mi;;;ht J.Jrove his ability to organise a decorative area, a 

characteristic skill of any corr.petent corrnnercial artist, 
his lack of originality remains obvious . Characteristically 
such comparisons do not take into account the f2ct that the 
comic strip technique has had its sc1are of or:L.:;inal creative 
artists_, whose vTork fulfills its _ function as vrell. 

* Studio Internation:J.l_, J anuary 1968. (Pa:e 23). 

~r 2. Studio IntJrnational, J::muary 1968. (Page 26). 
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LICHTENSTEIN AND THE COI1IC STRIP: 

Lichtenstein's "Takka Takka11 (1962) is here compared 
with the loosely organized source material. 

One of the illustrations by Uderzo for llAsterix. the 
Gladiator" • This shoviS a strong sense of design. 
It also fulfills its function as part of a cmaic strip. 



BURNE HOGA.R.TH: Extracts from his u Tarzanu strips: 

TARZAN GKIMACED A5 HE 5WNA lHROUGH ~E 
ODORS ~ISING Ff(QM "'THE 5LIMY WATE~ AN[7 FroM 1'l-E LOW, 

MARSHY f'AHK 6EYONP. G~EAT, UNBLINKING EY£:5 HUN6~1LY WA1t:HED 
. THE MAN SWIMMING t71R'ECTL'1' TOWAI<::l7 WEM. 
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THE PERSO~~LITY CULT CENTRED ROUND THE MODERN ARTIST 

ART 
•v:.t.l 

Lichtenstein poses next to a poster advertising an exhibition 
of his work at the Pasadena Art Huseum, California. His work 
lends itself admirably to poster reproduction as it is flat, 
bold and mechanical. 

1. •re YeY ... ~ r ......... -~·• r ....., .~~~,.,;;-N•.,.,N~ 

~•,!•.• •• ''..::'.=.'•o::t~"'•tr••f ~_,..J!~ 
'\ V'lr&tr I~ or;-1-y 

B~ ~' "'"''"G 

A letter fr.om Jean Tinguely is reproduced by Douglas Davis 
in his book "Art and the Futurell. Perhaps this represents 
a subconscious desire to reproduce something, however bad, 
that possesses the 'personal touch'. 
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Burne Hogarth brought a feeling for drama (based on his 
admiration for Eichelangelo) and a sense of decoration 
(inspired by Japanese woodcuts) to his u Tarzan" strips. 
Herge r s concise cartoons for his t1 Tin Tin" series are 
excellent in their context, as are the Romans created by 
Uderzo in theAsterix books, though the colour orGanization 
of these books lack the sensit ivity of Berge r s books. Besides 
such works, the banality of Lichtenstein's efforts seems 
doubly evident. 

Lichtenstein's success was in fact assured by 
the undercover popularity of his source material. Hamilton' s 
collage for the II This is Tomorrow!' exhibition of the I.C.A. 
~oup in London at the Whitechapel Art Gallery in 1956 
prophetj_cally showed an interior Hith a com:i.c strip framed 
and hung on the wall. The title, IIJust what is it that 
ma.~es to-day's homes so different, so appealing?ll, sugbests 
that the collection of the worst commercial kitsch displayed 
in the interior was in fact representative of the folk 
"culture" of our time. The ready success of Lichtenstein 
would appear to endorse this a.tti-tjude. 

In an article on the "Documenta 4 11 exhibition in 
Kassel of 1968, ~- Robert Kudielka remarked on the "difficulty 
of ageing gracefully' displayed by the works of artists 
acclaimed during the sixties, noteably the pop artists. 
Of Lichtenstein he had this to say : \I the big disappoint-
ment i s the negative deve lopment of Roy Lichtenstein since 
1967". However the reason :::iven for this disappointment 
is not the obvious one that familiarity with a gimmick 
eX?oses the lack of underlying aesthetic value. Inst8ad, 
he is attacked for forsaking his oricinal gimmick to a 
certain extent : li ~Jithout:;seeming to arouse the impression 
that he has changed more than his subject - why not classicistic 
for a change, instead of comic strip or action paintinc? -
he has in reality basically revised his concept. Instead of 
using a ready- made image in his pictures, he exploits such an 
image - in this case the dot grid - for the construction of 
a totally new and abstract work" . Why this presumably 
promisinG trend should earn censure, r~ther than the quality 
or absence there of of the ~.vorks themselves, is not explained. 
In ac-Gual fact Lichtenstein's own ere ations do eJq?ose the 
poverty of his imagination, but this does not excuse a 
condemnation purely on the basis of "revised concept11 • 

Greenberg's reference to "eJQ?ectations" would seem to be 
justified; Lichtenstein, having been neatly catalogued, is 
condemned for attempts to ditch his own narrow stylistic 
gimmicks. Thus the II packaging'' of modern art is exposed. 

An example of the kind of futility sometimes 
achieveci in using a commercial idea divorced from its original 
fLUlction - adding nothing to fine or commercial art - is the 
v1ork of Winfred Gaul. Usin~ traffic signals as a starting 

* Studio Int ernational, September 1~68. 
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FUNCTIONAL AND 'NmT-FUNCTIONAL DESIGN: 

Winfred Gaul - nHormuage a furlin1' 1964. 

This work is placed in the street and resembles 
a street sign. The approach lacks depth as a 
result and is also nonfunctional. 

A design for a bus sign produced by Canadian designers 
Gottschalk and Ash, incorporating a logo designed by 
Ian Valentine . Space and placing are handled 
creatively, resulting in a simple work that also 
fulfils a function. 



-------------- --- -------- ---

(21) An example of minimal 
sculpture: 
Carl Andre: ncedar Pieceu 

(1960 - 4). 

(20) Rotating illuminated sign 
Designed by Jlfax B .Kampf. 

(22) Paolozzi: 1 ~0saka Steel" 
(1969). 

This work, commissioned 
as an emblem for Osaka 
Steel, presents no 
stylistic break from the 
latest, depersonalized 
works of Paolozzi. -
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l1oint, ohe cr'Jatt:cl her OTvil u oi~:,nals1t. T11cs' l she roforred 
to as lith~ hiero:;ly)hs of <' ncu u .. :ban nrt tt ~-.rl:1ich, she c lnims 
11 ui::iUl';.J the b.::1c:lit;{ of the jar...;on of ·(iheir oriGincls to 
fo ... 'l.l :1 ne1v l~n~v.at:,e of <::. neu, cool, unex:.JlaL1ed beo.utyll . ~ 
~~n e x qnl1) le is h;r 'IIol, .. .tCli.: J a .Jor lin 1 of lS·Gtl . ~" 1 I f Je 1 · 
thot the creation of a :}sendo sicn to furth;r confuse the 
ulready ovarcrmrded street sc.:;p:} is a mi:::C:irected activit:,'. 
Eer inter·3Sts in d<?si..;n sho1:ld b-3 cl·i_rc;::t3d at im·)rovillb 
the street si:;ns tl:Ji.!selves . I'he S1.rlss , for c~(am::;J.:: , 
h.Jve .:L"eac1:,- ::;::_ven attol1tic::1 to this ~?rol::lem. The 
rotatin;; :::i;:;n ty ~.ax E1rr-?f ~2 combin·:s r Bll-dssi[;md 
lctt:;riu::; uith a d;:,rna,nic thrc;-djm,msional arran;:;ement 
01~ shopos that could :)C?.Ss as a :.:inir.lal ~Jork H the si..;n 
"t-rere r0moved. The :-:>ritich l·TorL in transport ;,;ra)hics for 
uirli ms is ~mother e~ra:J.:>le of dyncraic si.gn dJ::it;n . A 
bood ex.:::1.1ple is tho fli!;ht symbol f or :-~ .~~ . A . d':;)'3i;:;ncd by 
tl:-J r:enrion :rJesiGn .Asuociatcs . 

'rl:-3 c ollabor:tivc :.:ole of art in th...: service 
of ralii,;ion <l!ld ,!lagjic has been r Jt)lBced by art in th3 
sJrvice of scier ... .::B. 1'he }urpose of science is de!TI'Jstificat;ion 
and a b 'lsic materialis1a that h<J.s robb8cl art of its inat;ical 
aura and the ri::.;ht to s1Jcculation, associated 1·1ith reliL_;ious 
art. Un.le~::s )0:tr: artist is hin '3eli a s cienth:t, th} result 
i~; Hot CIS e;;o-enhancin:,; as he conld vTish . :~any .:u·tists 
have brou;_;ht a fresh, creative a~)1)roach to science , 'tvith 
the result t!1ct :·ome crear,ive ~rork does a1J1Jerr j_n the 
service of scientj.fic illustration. Ee;rickl s sensitive 
1..-ood en·;ravin.:;s to illus ..,rcte l1ic 11Dritish :Cir dstt is a 
good early example . 

:!:lisa Pc::tcr:;~1ani Is ill1.:stration'3 fer 
Rassogna ::::-dica e Cultur <.lc (l9C6) ·::-3 show the artist 
ac-l:.inc:: as cre.:;tivc intermuuiory tettveen sciontist and lay 
pu'Jlic, crcatin;;; a dynam::..c Q.·aphic equivalent of virus structures • 

.Another rerr.edy hAs b~en fo.r t:13 a:.:tist to 
i:rrita-k; the procecoes of science, in0ludin; conceptual 
phraseolo;::;·y borrmvJd - usually ou~ of context - from 
scientific treatises . Barbar~ Reise ' s referenco to th8 
rainirr.cl artists r ''0ntol or.;ic :tl quest7.onL"l;5S of matterll 
encoura~es the ego-enhanci-r -.; :i...:~age of th3 artist c.s scie:1tist . 

In c o:ntrast to t he scientific illns l::.rators ., 
and renscnahly close to t ho mirri.J;1al artists, is the 1-rorl: 
o: Hans Haacl:e . Like Judd, for example, he used i1lain 
!;;C On:7tric forn3. In these hJ enclose-:; various natural 
elements, cryst.:Jls .for 2xam~)le, al1d mJl:es 'lis vTork th~ 
equ:tvalcnt of a picture franc for a natural activity. His 
" ~veatl:ercnb3ll (1963 - 5) *'I· contains ~>rater v1hich sii.<)ly 
c ondenseo on thJ trans~arent interior of th·:: cube . In 

~r Art ~:lithout Boundaries - ·:·loods, Thcan;)son and :Tillio..rns . (Pa:,e 120). 

-l:- 1. Frontis;9icce for 11 J..rt ~·.fithauti :Eoundaries'' . 

~; 2 . r.:odern Graphics - E. l·~UJ.'catroyd . (Pace 78) . 

-ll· 5 . Gr'D.i.)his liagazine ]o. l GS. (Pace 59). 

* 4 . Science and '.L'echnoloc;y i n .\rt To-Day - J . Bonthall. ( ":) ~ (•'6 ""'Clu 131). 
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EXAHPLSS OF SCIENTIFIC ILLUSTRATION : 

Elisa Patergnani, fullustrations from Rassegna 
l1edica e Cult1u·ale (1966). 

The use of the airbrush enables the artist to 
create a •mechanical ' finish to this illustra·!iion. 

Ilona Richter (Hungarian) . Illustration from 
Fauna e Flora del Golfo di Napoli . 
Nedium: colour pencil and gouache . 

Here elegance is combined with the rather 
mechanical precision necessitated by the subject. 
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another Hork ll.Rollertt (1Sv9) -lr a plexiglass dis}:: plac ed 
on a base rolls back and f orth, causing varyinE,; 9attarns 
in the 1,rator inside. l'his type <bf ·,ror:~ t.:~lms as its mode 1 
the Duchamp::i.an itlea of selection. I am incli :.1.ed to relate 
this activity to th'l selection of eoliths b'J earJ.y 11<Jn. 
~·~Cirl ,o~ateri&ls have nade the trt.)L)ing ;-nd cn::.-hrinj_ng of 
fluid :re asj ble , l_rut it rem1ins to 0'7 prove d trhether artists 
1·lill be able to transform i t i nto a 1-rork of art. In 
Haacke 1 s TrJork i t rer1ains sirr'.)ly a natn.ral phenomenon in 
.:1 synthetic environment , perhaps on a )ar wl th the pressing 
of f loHers 1nd tl cr'J ~ ';in._;11 ;)ictures out of t.h:::ir remains. 

The Dutch era)hic artist , i"• C .Escher, 
concerned himself so obsessively Hith illusions of 
neeative ancl positive, J •• Jtamors>hosis and relativity etc , 
that his :. orks have J8Cn annexed as a visual aid to explanatory 
w·orkJ on hi3her mathematics and so on. Conteuplation of 
his work forces one to examine his concepts, ratt3r thm1 
rcsi:Jond purely to visual at-:>~"Jaal. !n mc:ny, this becomes 
so disturbint; that it int:;rf::Jr~s with aestheti c qualities. 
The ~vorks '.Jeco:JJJ t her'1by pm"ely symbolic. His 19. 5 x 700 em 
"Eetamorphosett COJ1\.DOsed of tuenty nine .roodcuts, colllpletcd 
LJt>veen 1959 and 1968, is a Yisual puzzle '(Jith endless 
::>ermutations. :i·:ore ple<:sing aesthetically than the 
en-tire co.nplcx i s the section in which a cubist tat-m ends 
in n che1:: sboard ttsean . It has a visual a1JlJeal and n:Gta­
pll;pical quality that transcends his other~Tise didactic 
vrork. His nconcave ~nd Convexn (1955) a lithot,-rap~l, 
plays ~rith our pcrce:;>tion of s_Jace . So ov8rriding is 
this preoccupation that tho technique is stiff and t he 
fig1~ec wooden, a fa1ut encountered in much of his work. 
IIe himself explained +he uo:dc as <) ~a'lle played in llmental 
reversal, this im1ard or outwarct turning, this inversion 
of a shape". On his se?rie~ oi' "relativitiesn he had 
this to say: u ;;ej~ore photo[1Ta,hy was invented, percpective 
1vas allv-ays clos'":ly linked uith horizon . Yet even at the 
ti1 ''J of th'J R'"naissance it 1Tas lmatm that not only do the 
horizontal lines of a building meet at a ~oint on the 
horizrm (the famous llvanishin~~ ~)ointll but also the vertical 
lines meet d01.rmrards at tho zenith • • • i:u.t na:v- that photo­
;ra~hy is part of our everyday lives, ~re reall:· have ca.te 
to under0tand vertical _1Grs;_Ject ive ••• in th'J follov1ing 
~)rints the vanichin.., ~Joint has several different fu1'1Ctions 
at one nnd the san.J time . Someti.meL it is situated on 
the horizon, the naclir and the Z'Jnith all at o~1ccll . * 

:this fascination -'ith theory is not a 
charc:cteristic of TI:scher 1 s 1vork alone . In t.he litho­
~':!'aph called lljJelv~der.::il a i'i~;ure sits holding an open 
frameuorlc cube which is reminis::: .mt of :3ol le ~li tt 1 s 
endless excercis:;s on cubes . ·l'he dfferencc is that, 
l1ein;; re_Jrecented t1vo dim.Gnsion<llly, 3sch9r hints at an 
im:_;ossible third di.nensiono 2dTr:a:rd Lucie-SMit h described 

?~ :~rt .:nd the ?utv.ro b:r Dour:; las Davis . (Page 9.5). 

;;- 2 . 'l1ho Graphic 'iork of ;,., • C. Escher, translated by 
J . 3 . Drigham . (Page 15) . 
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M. Escher: IIRelativityll (1953) 

The purpose of this lithograph is to 
illustrate three forces working 
perpendicularly to each other. 

N. Escher: "Concave and Convex!'. Lithoeraph (1955). 

This creates a visual puzzle based on perception 
of volumes. 



(27) H. Escher: "Belvedere" (1958) lithograph. 

(28) Sol le Witt: Sculpture series 'A ' . 
Installation view of this 'minimal' 
work at the ThTan Gallery. 
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c1escribed an exhibition of cubeo by Le :vitt as follo;-rs : 
11 The cubes ~~~re boxes of standard si'IG. 3o;m Her•; closed, 
some O;Jen on one 8ide only, some opon on t1·TO .facing sides. 
These ·.rere !,)iled together in :.:roups of three. The cubes 
~-rere rr;~ularly ali::;ned i.n their stac1:s, and the stacko 
rer;ularly ali:;ned with one anoth3r . :Zach of the ei;;ht 
rOlvS set out the l)Ossible sob.tions in a fixed·:dt>der :of 
pcrm:ute~tion, bec;innin~ ;.ri·th a ro~-v llhich .;stablished all 
the _)ossible )ermutati.ons Hh"=n d.:..ch stact contained only 
one exaraple of each of the three kinds of C'<l1Jes11 • ·l~ 

To the :wathematically rainc:ed, the above clescriL1tion is 
no doubt fascinating, but fr o. t the aesthatic point of vie1v 
it avoids evaluation of the en.::nmble as a 1-rcrk of art. 
This ideA of units is carriea to t:1e )Oint, of absurdity 
in the shc1~)ed ca~1vasses of ir.icl1ard Cmith entitled 1'A ·;·Jhole 
yo nr , a half an,.:; o. day11 o!' l9i3G • Tr·te series is described 
as acrylic on c~nvcs, a;.1d :Ltn dimensions carefully recorded: 
61 x Gl x 21 inches. ·i':1e obsession ':-lith ~1recisc r.;eaouro!nent, 
a ~lroba:::le influenc·a fro:.t the exactitude of :ocientific 
r:~sGarch, is a fc;•tur;; 01 descn ... ,?tions o.f such 1vorks . 

I includo a 1uota..,ion from a commc ... 1tnry by 
Sol le ~·Titt on il.u-th YolLaerts matllemr.tic.::l forms, exhi'cited 
as sculptur::11 solids, soma in th'J nev1 )lexiclass :·G'3diw:J.. *2. 

II T~ese )ieces ~re not sculptur3; the;;: are 
ideas nad3 into solid forms. The ide3c are 
illustrations of .:;e or.,dtri.cdl f orr.n..'.lae; the~r 
are lou...ndcd on ide::~s, not invented aml not 
chanced. 

11 'l'h~ ~;ieces a!'C not about mathem.Jtics, the~' 

arc about art . (Je ometr;r is used ;'lS a be::f ... nD.ing 
j\;.St as a nineteenth c:Jntury ar liist mi&;ht havo 
used landscape. The _;eomr;try is onl:· a 
mental i act. 

II There is a sirn?le and single ide a fO?.' each 
form; there is a sin_:le idea for e.1ch inrm; 
there is a sinc;lc ano basic ruPt.]l'ial of 
uhich tr3 piece is constructed. 

11 T~1e .aa ·~erial used i1as .)hy~ical _Jro~ertioo 
that ar-: evide:1t , ::.nd us0ful to t.lB form. 
T ... 1e _Jieces :!flVQ a ~ize small encub.t1 -to miti;::ate 
any ex;Jrc3~.;i;."sn-: n·s. :.1~le~r ~x·c net cross a:1d 
90lil_:)ous. T~1cy [,re of the !l'3Ccssary size, 
mit.her lar~c nor small; t.he form is in 
harmon,y ui th th0 j.dea. 

11 J;he sc-.:le is pe2·fect . 

IIThey are uorlcs of quality and excellence ." 

-;.~ Eove .. 1ents j_n Art since ):;945 . - E . Luciq-Smith. (Pages 244-24:5) 

* 2. 'Stuclio Int}rnat.iO~lal, r-:c mbcr 1970 . 
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Le tvitt•s incantatory style - re}yine on dogmatic 
statement of 11facts" rather than reasoned arguments - is to 
me a perfect example of the artist as high priest expressinz 
the tenets of a 11 scientificil religion. 

The activities of '&<lalter de Haria seem to 
attempt to recreate the ancient connection between art and 
ritual. That there is a COTh>ection in the public mL>d seems 
evident as his work is reported as an art activity. The 
digcing of trenches in the desert - sponsored but uncollectable -
-vras recorded as a ritual act by means of the camera, a device 
upon which many 'conceptualists' place much reliance, for, 
though the avowed aim is to break free of the commercial 
dealer-collector set up, such artists seem reluctant to :t.'oreeo 
publicity as well. In 1968 he filled a Munich 6allery with 
dirt,, carefully recorded as '50 M3 (1600 cubic feet) level 
dirt' o Thus gallery goers -vwre forced to make their -r,.:ray 
through the loose soil. Nothing was for sale, only an 
experience was offered. The nature of this experience may 
perhaps be seen as a reaction against the mechanized sterility 
of our modern envirornnent, and existed for a limited period 
in time as a 11ritual happeninet. 

Judged on appearance alone - and here one is 
dependant on photographs rather than the physical presence 
that is intended to be all-important, a feeling of 11 magict1 
is created by one of the fe1-1 minimal works 1.;rith recognisable 
impact; Tony Smith's ll~Jandering RocksU (1967). Geometric 
in form and possessing the sleekness of industrial products, 
they appear to be in the process of 8liding menacingJ.y 
across the floor. An aura of the primitive fear of spirits 
resident in inanimate objects is, I feel, convincingly 
evoked by the artist. However this is necessarily achieved 
by the anonymity which is essential to the effectiveness of 
ritual objects. One might cite the builders of pyramids 
or of cromlechs as the f irst 'minimal' artists. 

The desire of the fine artist to feel reassured 
of his place within the social framework is perhaps best 
illust.rated by the stated pur~ose behind Experiments in 
Art and Technology. An extremely poorly designed E .A.T o 

letterhead heralds the following proclamation, issued on 
the 1st June, 1967 : 

u The purpose of Experiments in Art and Tech­
nology, Inc, is to catalyze the inevitable active involve-
ment of industr y , technology and the artstt. (In vi e1.v of 
the longstandi ng activit ieo of Graphic and Industrial 
designers , this statement seems surprising ). 

Stat i ng that E.A . T1 s purpose i s to provide a 
forum f or experiment and for collaborat i on between art ist 
and engineer, E . A.T. cl aims that ttTI;n~;ineers who have become 
involved 1.:rith artist ' s projects have perceived how the 
artist. ' s insight can influence his direction and ~ive scale 

.. . 



(29) Tony Smith: II Wandering Rocks1' (1967) . 
..... 

(30) Scheffer ' s plan for the future, his 11 Cybernetic. Ci tyn (1966) . 
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to his .mrk. 'l'he a:c i:.ist in turn desires i;o create Hi.t.hin 
the tachnolo~ical HOrld in ord'?r to sati:...:.'y thw tr:::litional 
involveLant of t;_,~ c:rtist ulth the relcvnnt forc'"ls shaping 
socict;y-11 . 

':Lhi;; id3a i1ar~s bacl: to Jropius and recalls 
thG danger·s inherent in such nn attHu(~e . To ~:>rovide a 
forum for experin:ent is r.n excGllent ide&', for th;:.:e io no 
doubt th&:li th"J artint.s' media arc ex~andin(; . If th' artist 
:·.s capa}:;le o:: menipulatin,_; the mechanical J::earw at his 
dj_s)osal :ri-~hout losint; his indiviC.uality - or essential 
:1.umanity - then therG is no C.Juse for alarr:1 . Unfor-t,unately 
artis0s and critics norld.n;_, 1-1ith or fascinated by new 

m .... di.:-,, tend to d:!.scaru as obsolotc the traditj_onal medit! 
and ·cho roSl.,ltant do::;matis,,: of the avant-c;ard:: becomes as 
r0strictive as romantic nostalgia . 

Nuch of the uork in new j:1edia adopts a ~:inc: of 
fun-fair a~1proach . l"lnshin;_;; li;_;hJcs , movement. and total 
environrr:-Jnts, including tho n .. taciictt of holographic ima:es 
(E . J'.. .'l' s :r.ylar mirror -Jith laser libht for the .-'epsi-Cola 

1)avilion, at Osa~ca L1 1970 :Lor exar.Iple), involve the 
spectat or ...,1)ontaneously . Ac;ainst sucll competition, the 
s.Jlon )icture And ordii1ary sculpture .::~)_)e.::~r drab c·nd static 
to a public 1-rhich is in ~n;y case coL.ditionod ty yJJrs of 
cine;,;a and televi:::;ion. D;s;:)ite the ~mcl1 vau.."lted n)ublic 
:Lmrolver:1entll , the ne~-r nesthet.ic seon::3 t,:enred to ul timcte 
desensitization. SciGr:::::e fiction nuthors seem on the uhole 
to he ilore ~>-nsitive than artists to t~.e dan._:ers of such a 
trend . llay Brc.dburyt s ll ::?are:lh-Jit ~:Slit prosc~nts a ho:::·:r.•i.fy-
inc; )icture of .:.1 :mblic d::::sensi"tized by television and comic 
strips. Staten.:::.1ts by artis -~s ."nd critics t::at easel 
:Jict-;n• ~s are obsolete cor..a nlar. 1in~ly close :jo the pic iiure 
of ccnso:..·..;hi;;> of inc:)llic;cnt l:i.teratU1'3 ;_)rescHted b; 
_,_iradbUl"J, !-inseli' .:.rn ~i-r.1achine in outlook. 

Scheffer, whose S~)aticdynar:Uc t~rers have 
become ,·10rt ~Jo.J:Yalar vJith thG sonerJl public, h ... ls )lmx.J;)d a 
llY:_)othctical llcyl"...ernetic citytt. 'l'l1is city is int:;:1dcd to 
be llc~rcnodynamicll i.e. it alters pntterns of sound and lizht 
accordinb t.o c!:J-:- stLmli transmitted l~;r hum.::~n ac·~~-vity. 1'art 
of 'Ghe co:19le:.( incJ.udes a ttrccre .:>tion centre" in <·Ihich the 
uorlcer c<>n relax in a ~:>lanned 0-nvirorr::mt . ~Tis hu;;~ '' Centre 
of Sexual leisures11 is 'Jlannec in t~e sha')e of .1 s:rollen 
breast, (Hl->Jther h~ has- alternative acco~nodation in vi~w 
for female leiSUl':J s::ck3rs is not st,.:rbed) . .SchoffGr 
envisaces 1..ror~-~Brs l:::.=in··; 'JX_JOS:Jd t.c pleasure ntimuli 'ocfore 
rGturnii1fi to their tasks. i}o all<nance s'=m.!S to be ;~1::1Ce 

for individual :Jl'efsr.mces, again a de~ ... r2ssin;; feature of 
tho l!iodern tendency to lltylY~ cast.ll hwncnity. To me ·:;b.is 
iC.:ea is not only dist<:-steful, )urely because U becomes 
_;ro:;Tar.m.eC: .::r.d thJrBforc dictatot"i, but also alarminG, for 
i"t carries ·.ithin itself ·~110 ~;erms of mJ.ss .:'lanipul&tion. 
1-Ji thin so ca:cefull~- cor.l:.rolled an onviron.;ent this b1cm;:es 
an easy matter . Such )l<lnnin:_: exposes a tendency to 
thinl: of hu .. -::an bein:::;3 <s statistics . 
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Coun"to!'balancing cuch over o9tinistic 
-:_:Jro;:;ra:nminc for t:.tP. fut ure is t:he necativism and d~s~)o:Jabil:i.ty 
of many modern artistic activities . Ghristo ~tr'aps UlJ every-
thing from coac·bHnes to shop-fronts . Robert Lorris offGrs 
as scul:)ture h:; 0.:_1:1 of dirt. :::.ich.:::1·d 101''!3 ere ated a n nculpture" 
h; l"enwvine daisy he~ds i n the form of a cross in :!:nglend 
in 1968 ~c- Yves Iacin held an exhibition of :Jmpt:i.nass in 
the Iris Clert ~<=~llery in 1958 . Iain 'Ja.·:ter, a Canwhan 
~.forth American, set up a c om9any durint,; the mid-sixties 
c alled the N.:; . Thin,s co. A:)art f:rom such activities as 
collectin~; discnrJod plastico, the con1)a~r takes it U{JOn 
itself to issuJ Hcertificntes of :.Ieritll. i"ost sign:i.fic,1nt 
is t:le us.; of symbolism; the m,rard oi an Ai{T certificate 
n:e.:~ru::; that the se~id compan~r co11.Jiders the ~ror!c to be an 
'' Aesthetically Rejected ~hi.n::;''. An ACT certificate confers 
the statue of "Aesthetically CJ.ai:r..Jd Thin:z!' on anything 
considered to hnvc satis.LicC: "The strin:;:;ent require:m.:Jnts of 
Sensitivity Informutiontt ~;·2 .:n object l<J"h:i.ch llqualfiedll for 
an ACT cer ·~ificate Wi3.G the Acme ;:;lac:'.er, C oldto-~;-..'11 , :.T . ·.1. T. 
Canada. Gne hopes that God uas suitabl~r ;:,ratified . 

~:z:10n.:;s·t tln 1Jrcr..::nrros r:J::>po;:;siole for such 
attitudes, there seeLs little doubt that the possibility 
of instant! armihila tion -!_jhr ou~;::. nuclear 1varf are is a 
contributinG factor . The fate of HiroshL1a and !lagasald. 
is a ::;ri1.1 re1:1iuder o.i the ~Jo1~rers :-vhich can l.'9 unleashed; 
a passin-3 of the initiative for unleashing ArrnageJdon from 
heavenly to ':mman a _:enc;r. Creatine; endm1 ing ;.JOrks may 
~hcre.fore 'ce vie·ved by sc.fle art:Lsts as a 1-1aste of time . 

C•verem/:J.asis on tl:0 irfiJ."JOrtanc:: of chang•3 , 
coupled uith t.he 1-Jealth of ne~·T media nou nv.Jilabl•::) , hac 
m: .. c]e technical nov8lty a;J,:>ear rs a (1e:>irable end rather 
than ·" tool ·~hat m:l.cht :)osr:ib~r be used as c. !i'8Dns of 
c:r8atinc so::-c::thin~ of' lastin~ v::; lue . T!n techniqt:e, 
often imperfectly 1mclerstood, becones c:n end in i"ti.Jelf. 

·l'he t;;-pe of rc::-:1antic enthusiasm for the 
machine that 1,..ras first displayed ~Y the fut urists has 
reached tha s·ta'~e ~;rh.ere value j_~ attached to the 
j_mi)crsonality of :.1achim finish. Ar·tists have exj_)endcd 
enort.lOus effort in an atteMpt to 1..1ke th;:i.r· v1orl: as 
ll raachine-f:Lniched11 as )Ossi"Llc . B:ddt..,3~ ~D.le;y'::; 11 ~-J.~':c 
Cl'c::>t11 , for excJm;>le, ,.,as b:Jen rGproC:uced easily by 
c OJr."_,_mt,or. i·Tarhol 1 s use of 8 ndless repetition, ,q fe aJ0ure 
of m~chanical act.ivit~r, is al:::o s~_ en ev-=n in the recent. 
1-rorlc of the !·ustralian Sidne;;- :~olan. He exhibited his 
"'I'he Snakc11 at thD ::: . ~ .c::. T 1 levision centre in London at 
the ~md of 1972. ~l-3 '.1.'h:Ln consisted of 16·1:1!: sc~)arate 
)ain·~j_n.:,' 1·r'.t.h idJntical itlOtifD . Only the colouri:1.:; is 
cha.n~ed, creating t he illusic~1 of a .:.,innt ~make unr~:llatin,; 
acros:.; thn :Jtll'f c.ce. Such a .10rk seems to r a !)reduced 
pcrely for a museum ~r t:;<::llcry an it is i n o1ry cc:se too 
lar;;e for ) riv ,3te collectio:r... 

~i· S·liudio :-:ntc.rnational, I:!lrch 1070. (:2a~1 !.08). 

·~:· l. Studio IntC'rnatiOilOl, A_:>ril 1970. (Pate 175). 

-l~ 2 . Aurtr.::ll:i.an :'Torr.an 1s ·'!e?.kly, January 31st, 1973. 
(:?a :;e. ~~<!- ) • 



COI1PARISONS BETWE::N CONPUTOR ART AND 

ART IN A PREDOHINATELY MECHANICAL STYLE. 

(31) "Wave Form". 
Computer Graphic by 

A. Michael Noll. (1965). 

I 
nederland\ 

(35) Butch stamps, 
programmed by c omputor. 

(32) Bridget Riley: 
u Crest11 1964. 

(34) M. Escher : 3 spheres, wood engraving (1945) . 



EXAMPLES OF TIE HECHANICAL APPROACH. 

(55). Paolozzi - Graphic from the series nzero Energy 
Experimental Pile" entitled IIWill the Future 
Ruler of the Earth come from the ranks of the 
insects?ll (1970). Offset lithograph and 
screenprint. This work, which uses kitsch 
and diagram source, ·material, was not printed 
by the artist, but by ifue Petersburg Press in 
London. 

~56) J. Albers: 11 Incorrectly Rolled11 painting 
on glass (1931). 
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The )O;?ular cor:.::eption of a-rt is t ::;avily 
dependant on official a:r.t histori3s, )ac:c<ge tours r ound 
;:m::muws anc' art ;:,;alleries :rhich leave vie1-rers lh;tlc tirac 
to d0cj_(1'3 for thens::lv::;s or to see uorl(S traditionally over­
lool:ed_, an(, n os".:; of al:'. the cont: ... t)orary sc'.H1C a:; )romo~Gd 
in current exhi~Jitic'1S a:.1d art :_1eriodicnls. : :any ortists 
nO':r overlooked uill StU'vive th3 test of J.:;ime on the 1:.:w:i.s 
of t)n endurL1~ quc:tlit~" of th!::ir uorl~ . Ls th~ curre rr~ uae 
ol ultra-morbrn t echnique::-: t·Till :1ave loJt their nov:-JUy 
v aluo o:· the tu::mty-first century, onl;7 tl-".3 ·trul;'l cr::?Cltive 
uor:.: -..r:i.ll rcr:1"'lii1 . In th.; . anc >lD:J arti:>ts iuitatin:.; t~1e 
c orn-.-::.:rcial arts ar.: L: ss liko l~r to bJ rcn1embered than the 
.nost cre.:::tiv-~ of t.b. con;merci<ll arti~·~s. Th9ir 'Tcrk, 
crcat0d :.'irst-h1nd to serve a s ,_)ecific l'urz>ose_, oft·:m 
e.scn_)GS the na:1!1crism of ·:;!1cir iuitator3 . :_s R r:;sult , 
tr·ul~: creative c or.uncrcial -vrcrk should StU'viV'J its fu .... J.ction, 
jt-:.st .:ls art i.n the service of :1riui tivc b.::: E.efs has done . 

Art 7.sts fc(~linr.; unc.::1sy re :_;.::;:din;;; t:1e " usefulmsstt 
of t heir ·uork ~roulc~ be ser-:in:.:; society better b~; -:orld.ng 
to11::rds the hn:Jrov :;ment of cormnercial uc:>:"lc. 

In n~y opinion, the r::any :Jressures exerted 'tJ 
our t c chnolo:.;J ori ent:Jtec1 society fostJr m::mncrism. T:1e 
machir:J and the mJchanic.:-1 ~;ose a t hreat uh:m t lr;y, and 
not individual creative 9er:JonaJ.it:;-, a:re uyhcld ar: tl1e Role 
~ood. The stuciJorn inC:i~Jj_dualit~r of ? creative :'m'.SO:la:!.it:>·· 
like Llo/c: :ir:!.t:;ht_, even in the :f.,ce of avant-~arde conformism, 
is 01'r ~:-']st insurance a3ainst mas:_. c ondit.ioni.1,_; • 
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