AN OPEN LETTER TO LOUI' S MENAND, ON THE PUBLININAGINAWRNRHOE HI S: 0
WORLD-DI D ANDY WARHOL CHANGE EVERYTHI N-GABNEWAORKRER, JANC1, A0L0.)L ARGE

or, SIMON HANTAI & ANDY WARHOL 1 THE FATE OF MODERN ART IN THEPOSTSECOND WORLD WAR ERA.

i T lgrandcompositions of certain painters express a desire to force the mind into accepting an officidlndeitappearance of
academic construction in painting, on the other hand, opens a path to the expressiontlievexaltation) of psychological processes
that are the most i nc GeopmestBatdit e wi th social stability.od

Dear Louis

Did Andy Warhol change everything“have been reading your essay, which seems to me to be in the best New Yorker traditions
immensely enjoyable and, at the same time, provides a compelling, and fresh, overview of a story that has been told .y time
guestion may be simply intended t o hi gh |Howpebwet, itaBacabmihdlpbst enor mo
raise another question as to whether the great tradition of modern art, up to and includingciretumydAmerican masters of

Abstract Expressionism, Newman, Pollock and Rothko, has simply run its coG@®2how, fatally linked to that grosition, is the

notion that a profound shift of philosophical belief may have taken place and that art may no longer have the sameahéaning th

once had.So the question might be rephrased to bluntly ask, is modern art dead, and has art, asslenfrdratiindex, quite simply

been made redundant?

Warhol has always been, and remains, a most fascinating charBtogee is no question but that he had extraordinary intuititen.
knew where the nerve center of modern art lay and he succeeded imghetmhis will in order to produce a body of work which
was both at the level of his abilities and met the ambitions and expectations of his contemf@eaddsto his will? This has the
ring of an oxymoron.lt would perhaps be more accurate peak of an inversion of will, a vacuity, which can be felt at all levels of

contemporary ifeHow strange and subtle of Warhol to have felt %2his w
that today we call 6contemporary artao
It hi nk you go to the heart of the issue early on wheola you say

1In Georges Bataille'Architecture (from Documents), 1929, Oeuvres comptes, Gallimard, vol. 1, p. 171n the prefaceto the edition, Michel Foucault
has written: "We now know: Bataille is one of the mosmportant writers of his time ".
2 See quote above by Georges Bataille, in which he contrasts academic and modern art.
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thing without which that thing would, to conventional ways of thinking, cease to be itself, and then to see what Wappéhetis,
his flying machine is up in the air and the crowd can beginto appudo m t hen on, the great oO0OWar holi
compl acency that will, in due c¢ o uWhatarethoseathemesAr t hur Danto o6a p

#1 Well, first off, of course, identity with thartifacts of everyday lifeBaudelaire would have approved, or would Heany case,

Warhol, as you point out, understands that he must not show hiséaRlss u p ¢ aCwosl ,a Gooctat | es ( éff di d he
because he thought it was great or because he thought it waslgumk2vork a commentary on the shallowness, repetitiveness, and
commercialism of consumer culture, or is it a celebration of supermarkets and Hollywood, a romp with thieasatganentary on

the highbrow Puritanism of the fireer t t r dathns,tas younnteition a little later, but perhaps not Rauschenberg, also understood
this.

#2 The second theme that Warhol explores, as you point out, is the debate over high and lowttedéuvgarhol knows that he is

on solid ground.He understands that American society is powerfully motivated by populist, democratic aspirations. He also
understands that, as the 196006s ar e usher d«hodermastand withaivanyc | i en't
interest in learning, is emergin@ob Sculf is the prototype. This is a clientele which understands the world in terms of the business
model and cannot see why every aspect of life, including art, should not be covérddday hardly fail to sense a deep complicity

with an artist who will declare,.&as Warhol | ater did, that #

Abstract Expressionism was perceived to be the enemy of this new emerging arfwbriel. 1 96 06s delbedct ed and p
6intellectualismé, éal htfaspetyi onadtamdnaekdt bgmdpots in 0O
they must be stampedodt.n t hi s connection, i f the art woridmditisddr fromblear 1 9
that it understood Cézanne, Bonnard, Matisse, Giacometti, or even Picasso, or any other modern artist, #ng bategsting that

this antipathy did not affect the financial standing of these arfi$tey, and along wht them the Americans, de Kooning, Newman,
Poll ock and Rot hko, had b e emcedfthes woekdhaseantintetl te eséatata.jhie corineciion,ve x a n d
should notice the assumption on the part of our society that market enddrséragrwill buy its complicity. Somehow society

i magines that, because it has paid whatever mill i daas for thi
appreciation.Nevertheless, to this day, in all popular critical accewfitAbstract Expressionism, the writer will feel an obligation to
denigrate what he or she-inndpup geax etbqg e i6tpy ed ckinfsfi ioprefddicepNe, ad =

As you recount, Warhol played the game withgsé@dt. A No one di d more to promote the perce

3 This and all further quotes by Lous Menand from "Top of the Pog," Louis MenandThe New YorkerJanuary 11, 2010, pg. 57.

4In this connection, it is interesting that Aquavella is currently showingRobert & Ethel Scull: Portrait of a Collection," Acquavella Galleries, April 13
May 27, 2010.

5 The Philosophy of Andyarhol: From A to B and Back Agaiby Andy Warhol, Mariner Books 1977.
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in the art world, a commerci al il lustrator who jusdnoakednodot g
him about how he became an artistrthe pl i ed: AYou used to gossip about tWadolart pe
positioned himself as the perennial outsider, even though he now appears as the ultimate insider in a world that beupmself s

#3 Then, thereisthessue of framing these t hemes aitWhdtweencbueterbdreisahe 6cr i t i c
6Daesqued theory, as you poi nThistakes shape, fioa agaieRpam, as ehceticay delthte withe r y t
Clement Greenbgr, who maintains (your terms) Athe historical necessi

possibilitieso, i n Hitsheorp pwonrednst,s faarrgtu eadb ofuotr aarrttd .as fa cel ebr a
namely that s fiéi oe nbadoderforgns thesleigiaf-hand of transforming this latter populist provocation into

6phil osophydéd, by arguing, in your words, that @i n odkdhlkeaend t h
grocey carton, and a real thing, such as a grocefhecoacltosai ons i

that moment, art could be anything it wantddhe illusionb ar r i er had been brokeno.

It seems to me that a momentpaiuse is necessary here. You have described one instance oeBagunosleighof-hand, with his

notion that context defines arfs this conclusion notanothel®ur el y, thi s i s not an argument t ha
but ratherthatit oul d be anything that anyone with the ambition to cal
to be. Hencefolt, social value will define art @rt will represent social valueAesthetic and intellectual experience will cetse

exist. This amounts to an immense grab, does it not, of aesthetic and intellectual soveréigmyalready established that art is a
commodity, then it appears that Dantods so
60supemmodi t y Gg, maybeponpnpegicind cabinet. Henceforth, the

financial value that the market of the social world affixes to works of art will be

definive. However, sur-eawriaer di¢t¢dmsomhy be br ok
an illusionbarrier to breaklIf what is valuable in art is not its capacity to be turned into

a commodity, even if it can be, then where is the illusiarrier? Maybe the only

il lusion to be broken is Dantobs syll ogi st

Danto gets us to where he is thanks to Marcel Bogh Here, of course, the general

soag’%s.sm reader has some healiffing to negotiate, which he or she is likely to delegate to the

s numerous specialit o mme nt at ors of that other arti st
' contemporary art. Very imnatedthdelementok you say

imitation in art, Ruwuwahavap hoil d itmintesdteesdi ,th idmo

snow shovel or a urinal, for example, industrial objects contextualized a& artol

then makes a sculpture of a Brillo box that looks exdii a Brillobox. The &6r eady

Andy Warhol, Brillo Box, 1964ana d e 6 al | ows Dant o, or so he thinks, to maintain
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after Abstract Expressi oniBudhampaumedijécts mto afth@anto nsay Havea ponbtiear g 6 s  h e |
Greenbergds formalist argumentation about the essemphaveal prop
turned art into objects, and objects, it must be acknowledged, lend thesrtsateenmodification However, in that case, Greenberg

may be a disciple of Danto and not the revefSe.can we just agree that both Greenberg and Danto conceive of contemporary art as a
series of steps in a syllogistic argument towards a craven $@immodity exchange?

Then, as you recount, Danto has his fisecond epiphanyo at the
revisionist, fashiormr t mo v e AEexrptr,e sesMeoant B mé . poi nt, and |, hglater wrate, was:This i Dant
is not what was supposed to happen né&kit then he thought, so what was supposed to happen Rext@alized that nothing had to

happen nextAll styles were now equally availablénd he decided that, with the Brillo bax,h e hi st ory of art had
Art had become, as DBaotbeput more wphiel gsoaplkeydt erQonteimporaryt hi s p
art has become , 6 harybept waled.coThéegquessayij spcohjeottusal 6Ras an Ai

around o6Conjectural Ar tldt, heaxsc ubseee fMmei, n téeCroenscteipnt gu atlo arreadd? Deni s
writing recently in the ofed pages of the New York Times, an artigletei t | ed fAHas Concept udiDutAmr t | umg
rhetorically states that Asomewhere out there i n cnoclednerct or |

and wo nd e Mhisnsgndegdtlyemightmare of art ist@ment today.

#4 The last major theme of your piece is the very important issue of the relationship of art to the means of industriahgroducti

modern societyYou advance the following proposi t Fronmone pérdpéctve, moders no s
art can be interpreted as a movement toward formal purism, the way Greenberg interpFeted @&nother perspective, though,

modern art is all about impurityApplied art, antiart, art combining high and low elements, comméamal industrial design: they

form a tradition that runs right alongside Cubism and Abstrackoo.p art was a cont i nuaouithem of t hi
mention the history of Dada and the Bauhaus, the teaching of Mblagjy, the influentialessga by Benj amin AThe Wor
the Age of Mechanical Reproductiono, which are all seen to c

War hol called his studio 6the Factorydéd and, it is thandthe what
me ¢ h a nAgairg it i®true that the arrival of industrial production methods raises an enormous question for the tenets of creative

6#1 AAOI Uh $OAEAI P8O AAOQEIT T -wheldindréspohsd ik Bontdnporakyl cliltdré, to epoiatithat it miGghAb@ worth the time

to give it a second lookThereEO AT AOEAAT O Oi AAEEOI T 6-i A AAbGectisintroducdd intd dé doroplek sggnbdlie A OOAAAU
structure of culture. The culture of art is abruptly overturned in favor of a positive ordering of familiar artifacts. At the same time it is hard to over o

OEA OOOET Al &6 AAT AO xAil AA OAAT A0 AitemptuaBipukinaks. RaibubtiO EEETOO IE EX FAE A ZE @A PAADO®
interpretation would have appealed to Duchamp himselfand canbe taken as proof of profundity by his many admirers. Or maybe it seeks to strangle

modern art in the archaism of the fetish.

7 "Has Conceptual Art Jumped the Shark Tank?" Denis Duttdine New York Time€p-Ed Section, October 16, 20009.
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art. What would become of the mysterious passage of human experience into art, from the biological targheaditth had
al ways been conveyed by the artistds 06 hanWhatwowdibecome ofthe f ound i
artistdés vocation in a sWauled yt hHdadr tiisstbacsfe dt lhees i fguiteyoude® cthe e

remark, MoholyNagy i n his autobiography wrote: Al was not at all af
painting.On t he contrary, I even gave up si gni n gtthewide pistributionioin g s . (é
wor ks of art, even i f Weamightaskheseuwhonbdp wenialgedthe greatercantist todayy Matisse or
Moholy-Nagy? Whatever!

No doubt, Warhol was attentive to Mohd\ya gy 6 s a Havevereisittasugh to present two sides of an argumedtPthe

one hand, we are asked to believe that we have &6éhiogld aht @&@h d
is divorced from, and indifferent to, contemporary human experiechdeat 6 s 06 Ar etehnibnekr gloo! |l | pass, than
reader murmurOn t he ot her, we have 6Pop6, t aki-daylifa. Well, we allidgngfcwith mat t er

a little piece of everglay life, right?So, vy e $orthal BUt @oendt there always at | east th
There certainly are in this argument, but it requires us to reshuffle the deck of the other two.

Jackson Pollock, Abstract Expressionism and OAutomati s mo

If we look carefully we will see a quite different source of engagement with this issue of

. mechanical production in modern att.does not come from outside the argument as it has

#¥ been framed above but from within what you c
# ' sponsored byreenberg.However, it does not align itself with Greenberg and it is neither

6f or mal 6,!am mferring to the irnévative painting technique of Jackson Pollock.

Pollock?He was Gr e e n b &No.§vben Pdilackymoved hisghéint, Paoidia stick

laden with paint, through the air above his canvas, allowing the paint to fall onto the surface

bel ow, without any physical resi sHewasce, this

introducing a mysterious, doubtful new freedom into art ahthe same time, conceptually

affirming the removal of his conscious mind from the process of paintikgain, to confirm,

this was not a THermemdwald efndeanwvsoagi.ousness |

equates with the human disconnect wrking the productioine of a contemporary job. The

difference would be that Pollock is seeking enjoyment and freedom, where the industrial

worker can only expect a wage.

| surmise that Warhol also paid very careful attention to what Pollock hadBignagain,
- there should be no mistake heRollock was not in pursuit of formal purity when he invented
Jackson Pollock, in his studio, 1990is new technique of paintindde does not enter the bogus high/low lists of contemporary art
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discourseasamdver sary of 0St. Andyd WaRolloaklwas seteking to dcceasgsame otlel experence,o f 0
a corporeal experience, which had been repressed by conscious ratioNalityay scoff, but we do acknowledge, do we not, that

Pollock s a great artist’50 how do we account for this enterprise, explicitly embraced by the artist hirRsdléek clearly stated

t hat he was in pursuit of oO6unconsciousd thought. Thsgdoi nt el l e
analyticd philosophy and transl ated intdhart waa hbehBogr éeéb
about what was involved her@n the contrary, it was about the force of sexuality and the dissolution and rédorofdtuman

identity. How do we get around that?

What must be stated at this juncture, and emphasized again and again, is that Greenberg does not represent the agtiseewho ha
collected under t he n anseenbdrg, aoptagasctand ardliant révievper of galtery exhibitions, @arly

spotted the talent of these artists, most notably Pollock, but his proscriptive and teleofdgioal e d é moder ni st 6 t heo
and Oc ol o-hadeyou,aevelopediowd of thethéeoe s of O6signi ficant formbd by Engli sh
the art of the Abstract Expressionists and were emphatically repudiated by thoseTdrésédstract Expressionists saw themselves

as heirs to a great tradition of modern aat thad grown up to engage the changed conditions of our wbwe look carefully at the

history of modern art, we will see that it specifically confronted the dimension of the new mechanical age, which hémtsebmus

by modern technology. All thestances of great bredkrough in modern art, for example, the Impressionist rejection of the division
between line and color and the consequent abandonment of perspective, had been a response to this E@anliegaditl}, it can be

argued, modermart was bornwhen @éi cault t ook the destructive disaster of Napo
modern art can be explained by o6formalistodé criticism.

By the 194006s, when the Abstract Exgogieabcataclysmihalovertaker magerrc o mi n g
society. Quite contrary to Greenbergbés assertions agthatéart ab
could address this experiend@hen we read the writings and statements of theéitg) Abstract Expressionists, we see that they were
continually struggling with this issuéne response, given by Pollock in a radio interview in 1950, is enough to make the point:

Question: @ Mr. Poll ock, t her e ®dmabhyecenmerds have eeh mdde eetjardiod youc roethodr o v e
of painting.l s t here something youdbéd |Iike to tell us about that?

Answer: AMy opinion is t hanmndthe modermagtistslhave foend mew waysaandtnewcnieans @f u e s .
making their sitements.It seems to me that the modern painter cannot express this age, the airplane, the atom bomb, the radio, in the
old forms of the Renaissance or of any other past culfEmeh age finds its own technigtfe

Formal innovation in Abstract Expressism, it would appear, was a response to the destruction of human life and value at Hiroshima

8 Jackson Pollock, radio interview 1950collected in the catalogueaisonné ed. O'Connor/Thaw.
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and Nagasaki!

It appears that these artists had much more serious business to address than what can be extracted from the accoants art criti
historims. Towar d t he end of his |ife, Newman st ated: AAbout twent.y
the sense that the situation, the world situation, was such that the whole enterprise as it was being practiced bybyysglf and

coll eagues seemed t ofelthhe issaue intboaedyears wasewhat can apaintdiTédePproblem of the subject

became very clear to me as the crucial thing in paintNaf. the technique, not the plasticity, not the look, not thiiase: none of

these things meantthatmuci.bhe i ssue for me ¢é was : °Nevwnanwashere explieitly geiedtingthe t o pai n
formal approach to art that commentators routinely attachto hiswodckr hi s par t , R o ta bekeration that waes d : A
preoccupied with the human figure and | studiedtitvas with utmost reluctance that | found that it did not meet my needs.

Whosoever used it, mutilated it. No one could paint the figure as it was and feel that he could prodtldagthat could express

the world. | refused to mutilate and had to find another way of expre&§iom 1948, a group of artists, including Newman and

Rot hko, formed the O6Subj ect s TDhewaly forevard)emergigondthisscallécive dffortfito e x pl or
turned out, was to be into what is termed O6abstradntfactondé, but
Rot hko was to state: AMy att is not abstract; it |lives and b

Acceptance of Malern Art

Pollock died prematurely in a car crash in 1956 at forty four years ofig@man and Rothko worked on until 1970 when the

former died of a heawdttack at the age of sixty five and the latter committed suidithese great Abstract Expressitrartists

created modern artin Americdt t he ti me that they were developing their aes
western civilization hung in the balance, it was not at all clear to many Americans that they shouldgt intbose stakes. The

Abstract Expressionist artists, on their own authority, linked the destiny of cultural life in the United States withamoHenuever,

by the |l ate 6506s, the American art woattdngttolexpldre thdir viodtdig t ur ned
this by embracing an entirely spurious 6formalistd account o

Why did this happenThe Abstract Expressionists believed in the international vocation of madebatathe American art world
wanted its own national schoo. he Abstract Expressionists considered art to b

9 Interview with Emile de Antonio, 1970, fromBarnett Newman, Selected Writings and Interviewsy Barnett Newman, University of California Press,
February 12, 1992, pg. 30303.

10| ecture at Pratt Institute, 1958, taken fromMark Rothko: A Biographyby James BreslinUniversity of Chicago Press, April8, 1998, pg. 394395.

11 Mark Rothko quoted inMark Rothko: A Biographyby James Breslin, University of Gtago Press, April 18, 1998)g. 276
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Jackson Pollock on canvas, 1DHiX 269 x 533 cm
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with contemporary philosophyrreud has already been mentioned, but there were also Kierkegaard and Nigids¢eethinker, of

central importanceof modern art, Georges Batailfewas not known to the Abstract Expressionists, but they would have been

entirely attuned to his understanding of the world and his writings now are essential to understanding Tir@sathinkers

understood that, pdtal with transformation in the economic field, brought on by the industrial revolution, philosophy would have to
rethink metaphysical and social value and, ultimately, art would have to shift human idéed as a social entity, the art world

thatwas taking shape in New York in the 18s6yQitdrsght haaelbeem toreseenthato n o f
an art, constituting itself as a kind of thought, would take a dissident stance in relationship to socidlhakeiésa profound

dissidence of value in Abstract Expressionidmn contrast, the emergent 196006s art worl
basis and so promoted an art that could adapt to the prevalent business ideology of AmericarTheamitgl-set of the time was
conformist Abstract Expressionism didnot fit. Pop and Minimalism d

The question has to be asked as to whether modern art was ever accepted in Ardweneeéy if, regrettably, the answer may be no,

we may also discover, when wetrace the history of modern art in Europe, focusimggogreatest practitioners, f&@&ult, Courbet,

Manet, Cézanne, Matisse and Picasso, that these artists were equally at odds, not to say in total conflict with, fiteevalues o
societiesinwhich hey | i ved. In a |l etter to Pissarro, dated 2nd July,
modern artist in France with the complaint: Alf t heendogees of
for long before now.My presence does not seem to sit well with thé&hiThere are further accounts that, for example, when

Cézanne, late in life, would walk in the streets of his native Aix, where it should not be forgotten that he was a mana#, aff

tanks to his fatherds successful b us i n dtsnay wellebe tbat Europeantsaciety o c al ¢

12 Georges Bataille (18971962), French antiacademic writer and philosopher, whose enormous importance for ounderstanding of modern art and
thought has become apparent only very slowly and with grave misgivings on the part of the philosophical establishment and disdemic

commentators. Bataille must be situated ithe descendenceof 'anti-system’, postHegelian philosophers, such as lerkegaard and Nietzsche Bataille
attended the famous series of lectures by Alexandre Kaje on Hegel'sPhenomenology offirit at the Ecole des Hautes Etudes [193B939], which
introduced Hegel to France. Bataille was a resolutgpponent of Breton and the Surrealist movement, which contrary to many accounts, he never joined.
Bataille was championed by the Tel Quel group from its inception in 1960. He enters the mainstream of American art, not tiglbuhe academic
translation of his writings, and accompanying commentary, which has progressed apace in recent decades, but rather through the work and thoog
Robert Smithson, who owned a copy ddeath and Sensuality: A&ly of Eroticism and the Tabod®allantine, 1962, which was tte first translation of
Bataille into English. As a brief indication of how Bataille's meaning has been understood with great difficultyjstperhaps worth remarking that this
English title to his first translation contains a glaring error. Bataille notaly did not employ the term "eroticism", preferring insteadto adopt the term of
"erotism." Bataille wants to distinguish between the general term of eroticis, pertaining to the sexualn a general sensand his own interest in the
transgression of taboowhich seeksOOT OOAOOEOOOA &I O OEA Rl MAGRE £AOLI 1 EOIPIOA GHA D1 AE @A 11 10EE 10EBDQWG
then, through the transgression of the taboo pens up the realm of the sacredlhe transgression allows man to go beyond the pfane, reveling in the
feeling of continuity. For an early presentation of Georges Bataille in the American art world, s&ae Subject of Arthyy Paul Rodgers, Artlog USA Special
Issue, 1981, andhe prefaceto the catalogue accompanyin@000° an exhibiti on at Paul Roders/ 9W, 2002, catalogueavailable online at
www.paulrodgersOw.com.

13 Correspondancéy PaulCézanne edited byRewald,Grasset, 1978.



did not accept, nor acknowledge, modern art any more than did Am@&sctainly, | can affirm that the society out of whil

camé’, did not acknowledge modern art. It just did not exidadern art appears to affront the norm of social vatbeuld one say,

in aspirit of speculation, that there is an analogy between modern art and homosexuality, in so far as soeié censerned™

this connection, | read in the newspaper that finally American society, the military included, after how long, is rdathyntieadge
homosexualityl dondét see any comparabl e evi de nNewerthtldssadcceptadori s ready t
acknowledged, or not, modern art has existed and it is the great art of ouThiemquestion that we apparently have to answer today

is, does it still exist?

There seems to be a univer sal soagyandigvalie® o pt adaycehatiatty Shet
glamorous image that our contemporary consumer society would like to see inNtisethalism also reflects the industrial model on

which the modern economy is based. Modern art, on the othéy &salready stated, has constituted a proigudigsident culture.

ltdoesnd Or ef | e derliapsahe standaid todpe adopted, then, when considering our question of whether modern art is still a
vital force in the contemporary art world, sk to ask whether contemporary society acknowledges and accepts modern art and more

to answer whether there have been major practitioners of modern art at work in the decades following Abstract Expréisaienism.

canfind no such artist, then let jisst agree that modern art is ovéf. however, we can identify a major artist, equal in originality

and achievement to Poll ock, Rot hko and Newman, who caomes to
decades, then should thisthe accepted as proof that modern art has not been dead during all this time?

Al ready, in the 19506s, the word in the NehWweagumdntranthatitwor | d w

would be impossible to paint after Pollock.s t he 196006s got wunder way-setthatthogeaveo f ur t her

endorsed Pop, Minimalism and the succeeding movements of contemporary art since World War 11, continued to assert vehemently

that no such artist did exisBythe 199 6 s t he tMordne ronfé6 OhPaods teven been coined in orde

al. iModern arto had become an historical entity, Thedonlypgrablemect ed

is that artists have inddeontinued to practice modern attcould mention a number, but, of course, a limited numheok back

acros the history of modern art. ¥ true that modern art has never had many proponAntsrding to my criteria, it is enough to

mention jusbne: the European painter, Simon Hantai, who died in the night of 11th September, 2008, after a long career which
spanned the second half of the twentiethcentthge nt apds case explicitly refutes |

. A Modern Artist after Abstract Ex pressionism
The Hungariafborn artist, Simon Hantal lived and worked in Paris, an exile from Communism, where the force of

ko 7. his personality and art gained widespread resplue. Centre Georges Pompidou has the largest collection of his
—3 paintings, upwardsf thirty, and has long considered him to be a major protagonist of modern and contemporary art.

14 Dublin, Ireland, 1951-
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There is usually a room dedicated to his work in the permanent collection of the museum, in proximity to its holdingaadf Abst
Expressionism.Paintings o hang on walls in New York and Los Angeles, and doubtless elsewhere in the UnitedrRiateser,
his name remains obscure in the world of international contemporar egtent
study by the critic and ar tpehSinonHantai a%
has long been recognized as a major pairitethe United States, he is nearly
unknown. This is odd because he is one of the very few artists, European or
American, who responded to Jackson |
originalmannerPol | ock i nvented a new way t o %
dispensed with the traditional process of pictavaking as thoroughly as did Pollock,; 8
who exchanged his brush for a stick from which to drip and pour his pigments.  {\§ '
Keepinghis brush, Hantai redefined his art by redefining the cativas | i
Hantai demonstrated a very clear understanding of the stakes of modern art and || &4
specifically set himself the task of extending its reach into the\Wosid War 11 era. |
Arriving in Paris in1948, he quickly took a prominent position in the Surrealist
movement that Breton had-l@unched after his return from New YorBreton
curated the artistodos first exhibitio
every ten years, a greatméeginning.."*° However, Hantai quickly became aware ¢
Abstract Expressionism in America and approached both Breton and Duchamp ir
order to learn moreBoth had come into contact with the Abstract Expressionists ir ( L
New York during their wartime exile ¢ne, but Hantai was surprised to discover ho\/§¥ &¥
they were resolutely hostile to any mention of the American arfl$te.account, now R
|l egendary, goes that when Hantap pr-ef
maded, i n exas p eghtaftyoumnsist, talk &aorky,sbut abdve allfind
Pollock. If you follow him you will be lost'*’

Simon Hantal, in his studo, 1973, BEoubat

It is interesting to note here that Hantai was entering modern art in exactly the same way as had the Abstract Expeasgainssts
earlier.I n an early essay O6Surrealism and the AMWWle 6mudcherioninthatltsed 5 , Ba
great contribution of surrealism was in its revival of subject matter, which had been deliberately avoided by the s&alsj anti

15 Hantai in Americaby Carter Ratcliff, published by Paul Rodgers / 9W, 2006.
16 Preface by Andre Breton, to Simon Hantas first exhibition "Peintures" at L'Etoile Scellé Gallery, Paris, 1953
17 This and further remarks bySimon Hantd, unless otherwise noted were recounted in numerous conversations with the present writer.
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program of modern arftVe cannow see much more: that the subject matter of Surrealism was the mogamhpbdour time and
definitely linked to our tim&*® So much for Greenberdd o we v e r | Newman al so stated that At he
arevalid.ltsuseofoldf ashi oned perspective, its high Itsheuwdlbe noted, thatthese pr e o c
were all aspects shortly to be embraced by Fapyou point out, Duchamp was entirely comfortable with Warhol, b, hexffirm,

not with Pollock.

The Abstract Expressionists were interested in Surrealism for theipdssibt i es opened up by the techni
associated with the Freudi alnhep raaicm iocfe tohfe svee rtbead h ndif g ueees avgasso ctic
0 u n ¢ o n sTheseodeas provoked virulent public hostilityls time. Has this hostility since diminishe&urely not, if anything,

it has continued to increase right up to the present day, becoming an ubiquitous, amorphous and implacable antipatime amongst

public. One mi ght wonder why sofoffeasvel?Breud Hintself eXplaimed ther skuatian withsthe concept of
6resi'Sltranacrey,. case, for the Abstract Expressionists, o6psychic
the figurative outline of classical compositiand opened up the inner experience of the body to cultural tholighhe casual

vi ewer, the pai nt i rrg thenpaigtér,tit was pepllg that thedegelnisconscaousness, preserved as fetish in

Surrealism, had been replaced with a megative force.

The Abstract Expressionists had to break with Surrealism in order to achieve their maturdiveaiy in the same essay of 1945,
guoted above, Newman had a Eatdhat te chake thessame dist@very aedaas helpedbythes dead o
example of the Abstract ExpressionisBuchamp had told him to eschew Pollo¢kowever, Hantéfelt that the key issue was posed

in Poll ockds i nnovRolockhha spolken farthar aof whatttoelkcplace ithgre fier. Hh a short piece, published in

the first and only issue éfossibilitess n 1947/ 48, he had stated: AWhen | alsi n my p
only after a sort of fAget acqu ailmieadféarspbeut makidg chahgast dedtroysmgetlee wh at
image etc., because the painting has a life of its dvny. to let it come throughlt is only when | lose contact with the painting that

the result is a mestherwise there is a pure harmony, an esgg and take, and the painting comes out #W&lThe Surrealists

sought an objective presentation of psychiclfeo | | ockdés technique sought to dissolve ¢t
to Breton, decl ari ngthetntnht gheai ntendeds¢qguenpeéoref faut omat i s m
making a definitive break with the Surrealist movement.

18 Barnett Newman, Selected Writings and Interviewlsy Barnett Newman, University of California Press, February 12, 1992.

19 For a definition of "resistance'; seele Dictionnaire de la pychanalysgElizabeth Roudinesco and Michel Plon, Fay@rl997, pg. 898.
20 Statement fromPossibilities Magazine] 948.
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Hantai, Warhol and Mechanical Production

As mentioned, Hant ap wadWhehwealookatH at B p Bt khor bokuégahk tpeaci hnntiignuges. i n t he

196062, we see that he experimented with dripping pdthb wever , Hantap was not i1 nterested 1|
painting technique as an end in itsétfe was interested in the samractice of automatism that had motivated Pollock and the other
Abstract Expressionist. he suspension of the artistédéds conscious mind in t

were at work in its composition were what compelled Hangai at t e n t i What intereste® luinh, peohapk above all, in

Poll ockdés technique, was how it s hAdntestiohedtearler, itnay ke surnosadshati p b et
War hol saw an anal ogy b ¢he new mechafoallmeansokiddastrial preadecton that lyad @medto

dominate contemporary societifantai certainlydidl n any case, during the middle and | at
Pollock, both Hantai and Warhol were attentive to #tledut from mechanical productiorBoth could see its alienating effect, how it

Andy Warhol, Campbell's Soup Can, 1962



divorced the maker fromthe made, v t he human subject found itself somehow 06su:
6failure to conn eHantadand \Warha enaymat havecbaen awara bf each other during those years. Indeed,

Warhol may never have been awafdantai. He had accepted a leading role in the Vanity Fair of the emergingvaodew York

art world and this, no doubt, kept himbusgn t he ot her hand, very I|ittle escaped Han

Hantai led an increasinglgcluded life. He preferred to stand apart from the poat art world, given the terms on which it was

developing, and maintain independence of miichi s al | owed hi m t o c o nostentpearyaaithhol 6s co
detachment. To thiswriteh,e r emar ked years | ater : Y elMotthelPoptsubjedbatter,avhighisof War
local and incidentalT hat di dndét i nterest me. -séhderdng aslatechaignato éngade nveehanicdl i s U S €

production.Itint r o d u c e d Haweveryitisicrucyaldfar us to distinguish the critical difference of approach between the two
responses of Hantai and Warhol to this issue of mechanical produlctitire case of Warhol, the artist adopted the technique ef silk
saeening as an embrace of the mechanical mddelaccepted mechanical production on its terms and cultivated the alienation of
personality that it generates.t coul d be sai d t hat-dinasiohaity od mecharmpcal prodactididani,amd t he
the other hand, invented his own painting techni quexchange¢ he f o
between human experience and mechanical produciiba.difference of outcome in these two approaches is monam&a r h ol 6 s
embrace of mechanical production led him to abandon modern art in favor of Pop as a forabafpealism or a sort of vestigial
classici sm; Hantapg found that, via 6t he f ol ditangdhadesdquiredtied, he
ability to channel its insight and experience, aesthetic and philosophical, into contempor@f/ artc our se, War hol 6s ct
him fame and fortuneT he wul ti mate value of Hantapds position has yet to

SimonHath ap i nvented his painting technique of Asfsuh itpratated, known
War hol 6s sil kscreens and al s o .2tFrom thét gegriom until higdeathdnf2008)iaatolssraa | i s m  a
expansivebody of work, organized in series, he explored the surprisingly broad range of possibilities that this technique &féorded:
Cloaks theCatamuronstheBandagestheMeuns the Studies the Watercolors theWhites theTabulaseriesOne and Twpthe

Tabula Lilas theLeftOvers 6 The f ol di ng methodé took shape as the practical
issues contained in the history of modern art. Hantai maintained the firm conviction throughout his life that tleeseahigtues of

modern art had contemporary validity and that artisvwaedt oday
itself to be capable of achieving that ambitidhpresented a new and original way of exploringthepott i al of &éaut omat.i
inherited from Pollock and the Abstract Expressionists; it engaged the colossal cultural issue of mechanization; theevealed

i nadequacy of &6formalistdé criticism, withitpibneeredthanetioraob|l e not i

21 There is an ineresting parallel between Hantaiand Yves Klein Hantai was very aware of Kleiim the Parisian avantgarde circlesof the early 1960's.
There is also a cleadistinction to be established Klein, like Hantd, was processing the influence of PollockHowever, thetechnique of the
anthropometries enclosed him in a direct reference to an imprinbf the body. The anthropometries continued the tradition of naturalist representation.
Hantai's technigue, on the other hand, as we have just seen in his letter to Breton, sets out to reinvent the figure in abstract form.
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6processo6, which woul d be twakAmerican art, shch aslRebert Smithgon and Broce ldaurnan;st o f
opened up new access to the metaphysical dimension of space, finding its counterpart in nevaex;rfisaily, it gave modern

expression to one of the most fundamental and abiding philosophical questions of our culture, that was laid down hg Paul at t
beginning of the first millennium; was argued by Augustine and Pellagius; motivated the elabafr&aiholic theology across the

Middle Ages; and resurged again in the Reformation, the Enlightenment and the emergence of the Modern Age: namely that of the
relation of free will to fate.

| understand that such broad allusions will shock our assursmiloout contemporaryatVe don 6t expect, nor war
engage such issueblowever, no one can tell a modern artist what he, or she, can or cani8aaety abandoned artists at the

beginning of the modern erdhey awoke toihd themselve without patrons and in a world in which the old beliefs had been
shatteredModern artists, from that moment, have based themselves on a defense of the integrity of their intellectual Tiesdem.

who they are and no one can take it away fromthem.t hko had made the monumental asserti
thinking. It causes thinkinglt, therefore, can certainly be a form, or means, of thinking, a means of philosophic tHéught

However, Rothkob6s vi eavsetagideHant apacvenbéeenedgnhotddevoehepf &b tdhkag
met hodéd, Hantapg di scovered that the material of hbsaefmakiaghvas,
his painting, became a vehicle for plsiighic thoughtt n o6t he f ol di nthinkmet hoddé the canvas

The Folding Method: Matter thinks

Il n i nventi ng 0 Hamtal hdd thé iddustrigl process ds bislréference mdbele is a crucial

exchange between artist and material thattpkesa c e i n 6t h eGivéndhe ttansfognatore df theo d 6 .
means of production in the modern world, Hantai had asked himself whether the artist could continue to maintain
y . the position of an independent creative mind, bringing his work into exidbgrae act of personal willPollock

had introduced a O6suspension of consciousness®6 int
fromthecanvasThe canvas | ay passively on t hlbecénvasemained as t
an inert surface, requiring the creative acthe of th
basic model omechanizationtransformiy 6 r awdé mat er i al i nto socially wus

0

he

e

R ef
TN d &' personal trace dheir makershad rendered human behaviistolerable. When Hantai considered Pollock, he

could see that the American artist had courageously undertaken one immense step in breaking this relationship of the human

exploitation of matterPollock had reinveted the human side of the creative equatMhat remained now, for Hantai, was to give
life to matter itself, to incorporate the canvas as an active element in the making of the painting.

22 Rothko, quotes inMark Rothko: A Biographyby James Breslin, University of Cbago Press, Aprill8, 1998, pg. 260.
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To make a painting using Oddhhé urfsteickicanvas outna tha grady@dyuch &t @aollockehad f i r st
done. Commentators have remarked that the gesture of taking the canvas off the vertofihexisalland placing it on the
horizontalof the studio floorsymbolically serves to overtuthe hierarchical organization of cultural thinkingn Hant apds cas
artist who believed that painting was an analogue for human action and thought in general, this was certainly inHantaiind.
then, specificall yngndenthtoadd hatshdthehiss gafidlidance of removin
pl acing i tThiins tbhreutdéarle aeljée.ct i on of painting from the &édsymbolic
most shocking consequencas,we shall now see in two photographs of ostensibly very different sébjdstst, | would
respectfully refer the reader to the accompanying tragic illustration of the
My-Lai massacre of 1968 during the Vietnam War and then compare it with
the contempraneous studio scene showing the artist surrounded by his
O0Meund series, slthiel 16 Merudhesrd pmea deu optaii onn
and this photograph is from 1968. The
the first photograph is perhaps one of thetrsoggular elements of modern
experience and must surely be linked to the culturally destabilizing impact
of modern technologgf which,of coursephotography and the mass media
are aspectdVe need, therefore, to take stock of what is happening to
modernculture, through technology, in this photogragte army
photographer has brusquely come upon this scene of horror, which has

happened moments beford/lh at we see i s an i mage t

and placed in the mass medlaooking now at theohotayraph of the

artistodéds studio, we see the o6folding
My Lai Massacre, March 16,1968 n al ogous tr ansf er O&frredne bonha codmaynothesd twoogldotographstish e
overwhelming. The image of the stlio intersects and fatally overlaps with the scene of massllcoewe ver , Hant apds pa
not &1 | I-Lais That wduld 6e olbégene and the artist would never have thought in that midan&i is working in the

medium of abstract paintingshich we have been told lmpntemporaryriticism is preoccupied with formal issuelde is domiciled

in a small village near Fontainebleau, perhaps the French equivalentladiMyut many thousands of miles away in a country at
peace.However,aswehae r emar ked, the | ogic of Hantapds folding method
of art in real time and space and this is the outcarfha.nt apés pai nting has endowed itself wi
experience even to a ipb of extreme horror. Two minor remarks are perhaps worth making Rest, it was mentioned that

Hantapuds painting has beenThisibhbetause,ds we shallnsipodly sae;, it willypoébroughttback intdh e o6 r
t he 0 s ytthéend af thedproeess so that it can become a work dbecondly, it was said that Hantai was working in a context

of peace.However, in 1968 he would have been acutely aythreugh modern mediaf the eventsaking place in Viet Nam and at

23 The categoriesof the 'symbolic’, 'real' and 'imaginary' are now familiar to all readers of Jacqsd.acan.
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