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ART AS AN IDEA

The purpose of the work. Determining the importance of the phenomenon of biennials and what is contempo-
rary art, its historical and artistic heritage. This article examines the complexity of modern art as "historic" events. Studies
of Modern Art, and artists who work and live in a complex, global, economic and cultural period. And, of course, for better
understanding, a study conducted by the examples Biennale long history and reflection on basic principles and regula-
tions that may be useful in the preparation of such a big event. Research methodology is the use of comparative, histori-
cal and logical methods. The above methodological approach allows wide open and analyze certain patterns regarding
social components anthropological and artistic relations, to find dynamic and progressive attitude at what exactly is con-
temporary art. Scientific novelty of the work is to show bright and clear understanding of professional artists who are
increasingly positioned as the last creators of society, which is available almost unlimited freedom. However, the world of
art, like any other social or professional environment, has its own conventions and authoritarian system. So in that time,
while artists whose names have become brands, constantly praise for their uniqueness, this article draws parallels be-
tween artists, most of which are considered not suitable for comparison. Conclusions. Understanding of the develop-
ment paradigm of strategic importance for the development of cultural infrastructure of the state. Consider the idea of art
because, as the primary cultural Rubicon overcome the marginal position of Ukrainian art of the global art processes.
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leaHoecbka Hina B’sidecnasieHa, acnipaHmka HauioHanbHOi akademii KepigHUX Kadpie Kynbmypu i
mucmeyms, meHedxep npoekmie HKMMK “Mucmeuskul ApceHan”

MucTeuTBO SIK inen

MeTta po6oTn. BusHaueHHs BaXnMBOCTi (peHomeHa bGieHane Ta TOro, YsMM € cy4acHe MMUCTELTBO, WOro
icTopndHa i MucTeupka cnagwmHu. [NpoaHanidyBaTM CKMagHICTb CydYacHOro MucTeuTBa sK "iCTOpu4HOro" ssuuia.
Hocnigntn cydacHe MUCTELTBO Ta TBOPMICTb XYAOXHWKIB, SIKi MpaLoOTh Ta XUBYTb B YMOBaX CKIagHOro rrnobanbHoro
€KOHOMIYHO-KYNbTYpHOro nepiogy. JocnimkeHHs FpyHTYETbCA Ha Npuyknagax i3 6araTopiyHoi icTopii GieHane Ta po3gymis
LLIOAO OCHOBHMX MPUHUMMIB i MONOXEHb, SKi MOXYTb OyTM KOPUCHMMM AN NiArOoTOBKM Takoro maclitabGHoro 3axopny.
MeToponoria AOCNiMpKEeHHs nonsirae B 3aCTOCYBaHHI KOMMapaTMBHOIO Ta ICTOPUKO-FIONYHOro MeToAiB. 3asHayvyeHuin
METOAOMOrYHNIA niaxia gae 3MOory posKpuUTM Ta npoaHanisyBaTu NEBHi MOgeni aHTPOMOSioriyHOI KOMMOHEHTUM B
couianbHMX Ta MUCTELIbKMX BiQHOCMHAX 3 METO MOLUYKY AMHAMIYHOro Ta MpOrpecuBHONO NOrnsiay Ha cyvyacHe MUCTel-
T80. HaykoBa HoBM3Ha poboTn nonsirae B TOMy, W06 NPOAEMOHCTPYBAaTU SICKpaBe i BUPA3HE PO3YMiHHS TBOPYOCTI
MUCTLiB-NpodhecioHanis, KOTpi AeAani YacTille No3u1LiOHYTECS CYCMiNbCTBOM SIK OCTaHHi TBOPL, SIKMM JOCTYMNHA Mamke
HiYMM He obMexeHa ceoboaa. OgHak CBIT MUCTeUTBa, Sk | Byab-sike iHLWe couianbHe abo npodeciitHe cepeaoBuLLEe, Mae
CBOi KOHBEHLIi i cuctemy aBTopuTapHOCTi. TOMy, NOKM MUTLIB, YWi iMeEHa nepeTBopunuca Ha OpeHan, HEBMWHHO cna.-
NSATb 3a IXHI0 YHIKanbHICTb, MY NPOBOAUMO Naparnerni 3 MUTUSIMK, siki 34e6inbLUoro BBaXKaTbCsl HEe 30BCIM NpuaaTHUMM
Ons nopiBHsAHHA. BucHoBKu. OCMMUCNEHO PO3BMTOK MapaguMrMmarnbHUX CUCTEM, siKi MaloTb CTpaTeriyHe 3Ha4YeHHs Ansi
PO3BUTKY KyIbTyPHOI iHppacTpykTypy aepxxaBu. BuceiTneHo npobnemu MucTeuTBa vepes ifeto sik NePBUHHUIA KyTbTyp-
HWIA pYBIKOH y NOAONAHHI MapriHanbHOT NO3MLii YKpaiHCbKOro MUCTELTBa Y NOPIBHSHHI 3 rnobanbHMMKU apT-npoLecamu.

Krrouosi criosa: KynbTypa, bieHane, cyyacHe MUCTELTBO, NErTUMHICTb, KypaTop, MaHidecTa, dhecTuBanbHWUM pyx.

UNeaHosckasi HuHa BsiyecnagoeHa, acriupaHmka HayuoHanbHol akademuu pyKogoosiuux Kadpos Kyrbmyphb!
u uckyccme, meHedxep npoekmoe HKXMK "Mbicmeukuli ApceHan"

UckyccTBO Kak npes

Llenb pa6otbl. Onpenenerne BaxHOCTN doeHoMeHa GUeHHane 1 Toro, YeM SIBNSIETCS] COBPEMEHHOE MCKYCCTBO, ero
ncropudeckoe Hacnegue. Miayumntb CRNoXHOCTb COBPEMEHHOIO MCKYCCTBA Kak "McTopuyeckoro” saenenus. ViccrnenosaTe coBpe-
MeHHO€e NCKYCCTBO U TBOPYECTBO XYOOXXHUKOB, pa60Tarou_u/|x M XMBYLLIMX B YCINOBUAX NeperioMHoro rno6anbHOro 3KOHOMMUKO-
KynbTypHOro nepuoga. VlccnegoBaHne npoBoauTca Ha NpuMepax MHOrONETHEN UCTOpUK BueHHane 1 pa3MbilLrieHnin 06 oc-
HOBHbIX NMpuHUMNAaX KU NONoXeHnAX, KoTopblie MoryT ObITb MNONE3HbI Ana NoArotToBKU Takoro MacLuTabHoro MeponpuaTuA. Me-
TOAONOrMA UCCNEeNoBaHNs 3aKItoYaeTcsl B NMPUMEHEHUN CPaBHUTENIbHOMO W UCTOPUKO-TIOTMYECKOTO METOAOB. YKasaHHbIN
MeTO,D,OJ'IOFI/I‘-IeCKVIVI noaxod No3BONAET LWMPOKO pacKkpbIiTb U MOABEPrHyTb aHanniy onpeaeneHHble Moaenn aHTpononornye-
CKMX KOMIMOHEHTOB B couMaribHbIX U XyOOXeCTBEHHbIX OTHOLLEHUAX C LeSlbio HanTn ,EI,VIHaMVI‘-leIIZ n I'IpOFpeCCI/IBHbIVI B3rnag Ha
TO, YTO Xe npeacrTaenseT cobol coBpemeHHoe uckyccteo. HayuHas HoBu3Ha paboThl 3akrtovaeTcs B TOM, YToObl npoae-
MOHCTPMPOBATb SIPKOE W OTYETIIMBOE MOHWMaHUE O XyOOXKHMKax-npodyeccroHanax, KoTopble BCe Yalle Mo3ULIMOHMPYHTCS
o6LLEeCTBOM Kak MocrneaHue cosaaTteni, KoTopbiM AOCTYMHa NoYTW HeorpaHudeHHasi cBoboga. OaHako MUP UCKYCCTBa, Kak U
nobas apyrasi coumansHasi unm npodeccroHanbHas cpeaa, MMEeT CBOM KOHBEHLUMM 1 CUCTEMY aBTOpUTapHOCTU. MoaTomy B
TO BpemMd, Noka Xyao>XHWUKOB, YbN MMEeHa NpeBpaTUnCb B 6peH,E1bI, HeYyCTaHHO CnaBAT 3a UX YHUKarbHOCTb, 3Ta CTaTbd Npo-
BOOAUT napannenn mexay XyaoXXHUKamu, KOTopble B OCHOBHOM CHUTAKOTCA HenpuroaHbiMW AnA CpaBHEHUA. BbIBOAbI. Oc-
MbICINIEHO pasBUTME NapagurMarnbHbIX CUCTEM, UMEIOLLMX CTpaTermyeckoe 3HavyeHne ans passutus KynbTypHOU MHAPaCTPYK-
Typbl rocygapcTeBa. PaccMoOTpeHO BOMPOC MCKycCTBa Yepes3 MAet Kak MepBUYHBbIA KyrNbTYpHbIA PYOUKOH B MpPeodosieHnm
MapFI/IHaJ'IbHOVI no3nunm yKpanHCKOro UCKyccTtea B CpaBHEHUN C rnobanbHbIMU apT-npoLeccamu.

Krnroyesbie criosa: KynbTypa, bBueHHane, coBpeMeHHOe UCKYCCTBO, NErMTMMHOCTb, KypaTop, MaHudecTa, dec-
TUBalibHOE ABWXKEHWe.
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History of the art of the immediate postwar years, and in particular of the 1950s was largely domi-
nated by stories of the rise of US art in a world transformed by the emergence of the cold war. Such narra-
tives have largely fallen into two camps: one, modernist and celebratory of the rise to prominence of US art,
the other socio-historical and critical. Perhaps these tendencies are best represented by two famous art his-
torical studies, the titles of which transparently show the differences between them: Irving Sandler’s 1970
book The Triumph of American Painting and Serge Guilbaut’s How New York Stole the Idea of Modern Art,
published in 1983. Both of these studies take abstract expressionist painting as the focus of their delibera-
tions principally because it was the movement representing most prominently the character and value of
“American” painting in the immediate postwar years.

Sandler charts the emergence of this art out of the crucible of debates about the avant-garde during
the years of twenty. Most profoundly, the artists famous as the abstract expressionists — including Jackson
Pollock, Willem de Kooning, Barnett Newman, and Clyfford Still — are shown struggling to produce a new art
befitting the changed realities of the postwar age. Since this age was emerging as decidedly American, it
was to be discovered by working through and surpassing the existing forms of the pre-war European avant-
garde, most notably surrealist automatism and late variants on cubism. Sandler’s book is at pains therefore
to carefully elaborate the novelty of American art’s new painterly techniques: the “gestural” work of, for ex-
ample, Jackson Pollock — produced by movements of the artist’'s hand and body over the canvas — and the
“color field” painting of Barnett Newman and others, characterized by the all-over application of pigment on
large canvases creating expansive “fields” of color.

In departing in such a manner from European art, New York abstract art in particular came to be
seen by some as the most “advanced” art of the day. Given the premium placed on being at the forefront of
progressive artistic developments by the discourse of avant-gardism, New York generally came to replace
Paris as the recognized center for contemporary art production. This American “triumph,” seen by Sandler as
a function of the quality and conviction of New York art, is accounted for in very different terms by Serge
Guilbaut, one of a group of social art historians that has drawn attention to the importance of abstract ex-
pressionism’s symbolization of freedom in establishing its cultural dominance at this time. [1] This was very
important to a postwar US state for which ideas of freedom — of expression, of the market — were to be cen-
tral in distinguishing its imperial ambitions from those of its cold war enemy the Soviet Union. From a socio-
historical perspective then, the success of abstract expressionist painting is seen to reside less in any “in-
herent” aesthetic quality of the work itself, and rather more in how its informal, non-traditional style lent itself
to being deployed as representative of specifically “American” freedoms — as opposed to the prescriptive
forms of art in totalitarian states, particularly of Soviet Socialist realism in the USSR.

With these two historical accounts relating radically different stories about the emergence of US art at this
time, | want to make it explicit from the beginning that the concerns of this chapter are as much historiographical
as they are historical. This means that, in what follows, if necessary | will be concerned with (re)telling the different
stories told about the art of this period — as well as their critical relations to one another — rather than attempting
(naively) to write from any notional position of neutrality or objectivity. But also, even though | start my chapter with
reference to these established studies, | want to make it clear that | do not think it sufficient to satisfy ourselves
with simply choosing one account over the other in our approach to fifties art. This is because, despite their very
real differences, in some respects these narratives amount to simply two different versions of the same story: that
of US abstraction. In contrast, what follows will attempt to eschew such an exclusive focus by signposting other
histories — of differing artistic and cultural practices both inside and outside the United States — which serve to dis-
place the centrality of this narrative stream. For what is truly my story here is how in the fifties we witness the de-
velopment and consolidation of a modernist “center” at precisely the same time that this gets undone in the vari-
ous “alternative” practices to it and to American abstract expressionism.

This decentralization of “American” art and its history should be understood not only in relation to cold
war politics, but also in relation to the massive social, legal and cultural changes brought about in the west by
the processes of European decolonization on the one hand, and the birth of the US-based black civil rights
movement on the other. From the granting of independence to India in 1947, European states faced large and
effective independence movements across the colonized world, which led them gradually to loosen their hold
on third world countries. The success of such movements emboldened the development of the US civil rights
movement, which made significant advances over the politics of segregation throughout the fifties. This, along-
side the large-scale immigration into Europe of people from former colonized countries, brought about huge
challenges, and slow changes, to established western cultural forms and identities. And it wasn’t just the inter-
national migration of non-white peoples that drove this process: the fifties also saw the initial development of
the postwar politics of gender and sexuality. From the publication of Simone De Beauvoir's The Second Sex in
English in 1953, to the birth in the early 1950s of lesbian and gay rights groups the Daughters of Bilitis and the
Mattachine Society, a decade often renowned for its conservatism in matters of society and culture on closer
inspection can be seen to have harbored some very radical and transformative energies indeed.

All of these energies, as we shall see, are played out within emergent forms of art practice at this
time. In particular, | will be concerned to draw out how such world historical developments come to be pro-
ductive of multiple new ways in which the very idea of “politics” comes to be understood and practiced in cul-
tural terms. This may seem to be odd given that it is during these years that we come to witness the rise to
power of an institutionally and critically sanctioned modernist view of art, in which any discussion of the po-
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litical is seen to be deeply irrelevant to considerations of the aesthetic value of works of art. But it is the con-
tention of this chapter that the emergence of the idea of an “a-political” art, is, in itself, deeply political — being
only one form in which various economic, institutional, and political interests come to forge their ideological
articulation at this time. It can be taken alongside with other discourses and practices, which variously at-
tempt to reformulate the relations between “art” and “politics,” and the precise ways in which these terms
might be understood. | will consider, therefore, amongst other things, the “queer” silences of so-called Neo-
Dada art, the participatory activism of Neoconcrete art and Happenings, as well as the ambivalent reflections
on mass culture evident within emergent pop art, with a view to illuminating the various generative models of
critical culture produced well before the artistic rebellions of the 1960s and 1970s.

Sometimes, for the agents of such alternative cultural activities, abstract expressionism seemed so cul-
turally dominant, so all pervasive, that, as the artist Robert Rauschenberg has recalled: “Jasper [Johns] and |
used to start each day by having to move out from abstract expressionism.” For Rauschenberg and others in the
1950s, for me as well as | write this chapter in the early years of the twentieth-first century. For in what follows |
too shall endeavor to “move out” from abstract expressionism, both in the sense of taking it as my starting point,
as well as in terms of going beyond it in my attention to other artistic and cultural practices. Insofar as | do this, my
chapter will hopefully mime some of the strategic maneuvering of 1950s artistic practices. It will take abstract ex-
pressionism as starting point only in order that — as the beginning — it might be destructively undermined and dis-
persed by the other, multifarious aesthetic and political possibilities provided within fifties culture.

If we are talking about stories of A-Political painting it was during the 1950s that modernist discourse
came to be established as the pre-eminent, and institutionally sanctioned, discourse of art in the western
world. Spearheaded by US art critics Clement Greenberg and (in the 1960s) Michael Fried, and supported
by the Museum of Modern Art in New York as well as journals like Partisan Review, modernist criticism ex-
hibited a formalist approach to art which held the “integrity” of the individual mediums of painting and sculp-
ture, above all, to be sacrosanct. This meant that painting, for example, should concern itself only with that
taken to be “proper” to itself: its flatness and two-dimensionality. The most “advanced” art, wrote Clement
Greenberg in 1955, was that which tested “the limits of the inherited forms and genres, and of the medium
itself.”3 The work of Still, Newman, and Mark Rothko was taken to be most advanced by Greenberg at this
time by dint of the “emphatic” flatness of their paintings, derived from the “alloverness” of their surface de-
sign. This was brought about by the relative lack of tonal variation across the canvas field and resulted in a
comparatively undifferentiated and expansive, whole.

This strict valorization of an art that stayed close to the “essence” of its medium came to be the dominant
way of accounting for the value of “a- political” painting in the postwar years — a-political because its value as art
was deemed to be purely aesthetic and autonomous from all other systems of worth. Such a modernist view was
in many ways in stark contrast to art critic Harold Rosenberg’s perspective on abstract expressionist art. For
Rosenberg, writing in 1952, the value of abstract expressionist work accrued less to its formal character as paint-
ing, and rather more to its status as artistic action. Indeed, writing in an article significantly entitled “The American
Action Painters,” Rosenberg helped usher in a shift in conceptions about the ontology of the postwar artwork by
approaching abstract expressionist works in terms of an event: “At a certain moment the canvas began to appear
to one American painter after another as an arena in which to act. ... What was to go on the canvas was not a
picture but an event.” [2] This not only inaugurated an understanding of the work of Pollock at all, which would be
important for the subsequent development of Happenings and performance art in the late 1950s and early 1960s,
but was also important in thinking through the political importance of such artistic actions: “The big moment came
when it was decided to paint ... just TO PAINT. The gesture on the canvas was a gesture of liberation, from Value
— political, esthetic, moral” (30). Although this may seem of a piece with the formalist appreciation of the autono-
mous value of the modernist artwork above, especially in its characterization of action painting’s distance from
political and moral values, Rosenberg’s reference to action painting’s “gesture of liberation” clues us in to the ways
in which he understands it as a fundamentally political kind of act — an originary and revolutionary one, freeing the
artist from all conventional structures of meaning and value.

This reading of action painting’s revolutionary ethos has been subject to much criticism by art histori-
cal accounts produced within the past few decades informed by feminism and post-colonial theory. Both
Amelia Jones (1998) and Rebecca Schneider (2004) have variously criticized the idea of action painting’s
singular “originary” gesture as a patriarchal trope designed to style the masculine subject as creative and
generative of culture, whilst relegating its presumptive feminine Other to the realm of nature and the procrea-
tive. This draws our attention to the ways in which representations and evaluations of the action painter's
gesture were often coded with stultifyingly conventional gender meanings, making it difficult for women to
take up the brush as abstract expressionist artists. Not only were the paintings of Pollock, for instance, as T.
J. Clark has argued, “clearly implicated in a whole informing metaphorics of masculinity” (“the very concepts
that seem to apply to them — space, scale, action, trace, energy ... are all, among other things, operators of
sexual difference”), but women artists were also limited by the expectation that they act as wives and moth-
ers within the conventional frameworks of mainstream heterosexual culture.

Various photographs from the period testify to the biases women faced, show- ing female artists like
Lee Krasner and Elaine de Kooning as passive wives to their active and creative male husbands, as does
the recent biopic Pollock (2000), directed by and starring Ed Harris in the leading role, with Marcia Gay
Harden, literally and diegetically in a supporting role as “Pollock’s wife” Krasner. [3] Female artists, in order
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to survive and be recognized as artists therefore, had to do all they could to suppress their identities as
women. The art historian Anne Wagner discusses, for example, how Lee Krasner would invariably sign her
work as “L.K.” — or not sign her work at all — in a bid to escape her critical interpellation as a “woman artist”
and all the stereotypical expectations that such a phrase brought in its wake (Wagner 1989).

It was a similar story too for black artists attempting to enter into the western mainstream of modernist
abstraction. Ann Gibson, for example, has written of the prejudice faced by African-American abstract artists such
as Norman Lewis and Beauford Delaney whose work, though visible at the time, was often viewed in stereotypical
racial terms and seen to be of lesser value than that of their white male peers (Gibson 1997). This was equally
true for black artists working in Europe. Aubrey Williams, born in Guyana but working in London from 1952 on-
wards, was — like other (white) artists in Britain including Patrick Heron — heavily impressed by a show of Ameri-
can abstract expressionist painting held at the Tate Gallery in London in 1956. This was to have an effect on the
development of the abstract style of Williams’ painting during the 1950s, perhaps bringing it closer to the work of
Arshile Gorky than to Jackson Pollock. However, as Rasheed Araeen argues, despite Williams’ attempt to work in
the manner of his American heroes, his paintings were repeatedly viewed in primitivizing terms by British critics.
Araeen cites Jan Carew, writing in 1959 in the Art News and Review:

These paintings ... express in essence a sense of being which differs from that of the European in
the same way that the music of a spinet differs from the rhythm of a drum. ... His art reflects the instinctive
sense of rhythm of the Negro fused with the mythopoetic imagination of the Indian-Voodoo and the image of
gods and man, the dreams born in cradles of a forest and brought to the city where twentieth- century man
paces the pavements of destruction.

Thus Williams’ work is seen to be the product of some essential, unchanging ethnic culture, born of a place
alien to the western “center” and remaining fundamentally distinct from it. We shall see later how such constructions
of “the Negro” get played out in fifties Beat culture, but for now it will suffice to consider the colonialist ironies of mod-
ernist abstraction at this time. For, as the art historian David Craven has argued, while it was acceptable for white
abstract expressionist artists to borrow freely from the forms of Native and Latin American painting (Pollock’s art, for
instance, was indebted to the work of Navajo sand painters and Mexican muralists such as David Siqueiros), it was
not deemed acceptable to the western art establishment for colonial subjects to traffic in the techniques of modernist
art and hope to be treated with the same degree of seriousness and accorded the same value. [4] Which is to say
that, whilst artistic practice in the western metropolis was undeniably transformed by the influx of artists from (in-
creasingly former) colonies during the 1950s, artistic discourse was largely mired in US- and Eurocentric understand-
ings, and was therefore largely unable to respond in a productive manner to the post-colonial challenges provided by
the art of the day. This, alongside my comments about gender above, make of the discourses of 1950s abstract
painting a curious amalgam of revolutionary and reactionary values and attitudes.

Not everyone in the fifties, however, wanted to get on the bandwagon of modernist abstract art.
Many viewed the development of abstraction as the cultural arm of US imperialism and much debate took
place in European circles, particularly on the Left, about its viability as artistic form. As Brendan Prendeville
has written in a very useful account of realist art during this time (Prendeville 2000), in 1947 Soviet Socialist
Realism was forcibly asserted as the official artistic credo for the USSR, paying great attention to the value of
figurative — as opposed to abstract — art in representing the “realities” of life under communism. This view of
an explicitly political art was also taken up by numerous left- wing artists outside the Eastern bloc countries,
despite Stalin’s show-trials and the Nazi—Soviet pact of the late 1930s, which had caused many Soviet sym-
pathizers in the west to turn away from communism in general, and Stalinism in particular. Artists as varied
as Renato Guttuso in Italy and André Fougeron in France practiced their own versions of social realism,
whilst in Britain the critic John Berger took up the cause of art for society’s sake by debating the merits of
abstraction vs. figuration with the painter Patrick Heron in the pages of the New Statesman. Instead of the
abstract expressionists, or indeed the abstract canvases of Heron himself, Berger championed the work of
British artists like John Bratby instead, a so-called “kitchen sink” painter famed for his representations of eve-
ryday, mundane urban scenes. [5] In addition to such Left critiques, abstraction also had its reactionary right-
wing detractors, particularly in the US. Thomas Hart Benton, for example, a leading member of the American
regionalist school of painting in 1930s, remained a vociferous critic of abstraction well into the early 1950s.
For Benton, as for Berger and others, abstraction offered nothing but “an academic world of empty pattern”
as opposed to an art that could claim to represent the everyday realities of people’s lives.
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