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ABSTRACT

The topic of my thesis is an analysis of Hans
Hofmann's theoretical writings on art and their possible
influenée on his West-Coast Canadian students. 1 have
included a short biography of Hofmann in order that tﬂe
reader may become awére of the"events that led upt o his
theoretical development.

Through all available published material on and
by Hans‘Hofmann, I have endeavoured to analyze and to
expiain his theories which are often quoted but seldom
understood. Hofmann's art was inspired by nature.

This inspiration enaﬁled him toe create on the canvas
the perceivable movements of "push and pull"™ and
"expansion and contraction.™ These movements are caused
Aby form and color on a bare canvas which creates the
combined .effect of two and three dimensionality. How-
ever, the two dimensionality of the picture plane is
retained momentarily because visually it appears two
dimensional but past experience of the observer creates
the effect of three dimensionality. These movements of
"push and pull" and "expansion and éontraction," which
ére perpendicuiar; to each other, are created b& the

simultaneous development of form and color. If these

- movements are able to refflect the artist's mind,
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sensibility, temperament and past experience, a symphonic
painting, a category of the fine arts, or a work of art will
'~ have been created. The spirit which has been captured, emits
the artist's life for the physical duration of the painting.

| Although these theories were taught by Hofmann at his
schools, he did not expect his students to accept them with-
. out a second thought. He wanted his students to develop

from them as he had developed from others.

The effect of Hofmann's teachings on the contemporary
theories of individual studeﬁts was ascertained by means of
a series of interviews with Hofmann's West-Coast Canadian
students, Lionel Thomas, Takao Tanate and Donald Jarvis.,.
Lionel Thoﬁas was'greatly'influenced by Hofmann's role as
an educetor. Both Hofmann and Thomas stimulatea their
students and helped to raise the artistic level of their
individual environments, Takao Taﬁabe said he had rejected
Hofmann's theories. If Hofmann was influential on Tanabe,
the latter has constricted, denunciated or attempted to
forget that influence. Jarvis contrasts both Thomas and
Tanabe for he neither aceepts or rejects Hofmann's teach-
ings. Jarvis has, as Hofmann had fifty years eaflier in
Paris, developed from what he learnt from his teacher.

Hofmann's influence has not ended, for Thomas,

Tanabe and Jarﬁis are teachers and they, with art
historians influenced by Hofmann, still propagate his

theories,
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CHAPTER I

A SHORT BIOGRAPHICAL STUDY

This thesis concerns Hans demann's theories and
the possible influence of his theories on a selected
number of his West-Coast Canadian students. This thesis
has been divided into three chapters. The first presents
a brief biographical account. The second discusses his
theories. The third chapter presents interviews with
Lionel Thomas, Takao Tanabe, and Donald Jarvis, Hofmann's
West-Coast Canadian Students.

The career of Hans Hofmann has spanned at least
two generations, two continents and many international
borders. His place in the field of modern art has been
established as an artist, educator, and exponent of
modern art. Having taught for forty-five years, his many
students now disseminate throughout the world his
enthusiasm for modern art, his teachings and his methods
of teaching. ‘

Hofmann's untimely death in. February, 1966,
ended thirty-fi?e years on the American art scene. Often
thought of as being American-born, he was in fact born in
Weissenburg, Germany on March 21, 1880. He was the second

son of a government official. His youth was spent with his



four brothefs and sisters in the German countryside which
shone with the green grass and irridescent sparkle of
streams.  The young Hans loved the summers he spent at his
grandfather's farm. Hans was very attached to his grand-
father who ﬁook on the role of father substitute. By the
age of sixteen, Hans left home to work as an assistant to
the Director of Public Works of the State of Bavaria. There
he was able to pursue his interest in mathematics and
science by using its iibrary facilities} - Through science
he was able to survey nature broadly and objectivelyvand
ﬁo supply himself with the materials for further creative
speculation. During these youthful years, science took wup
most of his time but he was still able to continue his
interest in art and music, namely the vieolin, piano and organ.
Hofmann's creative bent lead him to the invention
of an electromagnetic comptometer, a machine similar to the
present day calculating machine; As he was still under age,
his mother had to sign the patent; His father, much pleased
with his son's success, sent the bey a thousand marks, and
‘with this sméll fortune, Hofmann embarked on his career in
‘ért by enrblling at art school; However, his scientific
career was not yet ended; his créétive curiosity lead him
"to develop a submarine signal device, an. electric bulb that
glowed independently of an electric source, and a portable
freezing unit, all of which produced no fimancial profits.

While at art school, Hofmann mastered the lessons
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from a succession of teachers; Michailow, Apse, Ferenzi and
Grimwald. He said that these teachers "had a humanizing
rather than a technical or conceptual influence on (him)."1
Later Hofmann re-emphasized their role in his develbpmeht“
when he said that "their lessons were to be the foundation-
stone of his later_teachings as well as his own work."2 His
teachers were unaware of what was happening in Paris,wthe
vital center for the development of modern art.3 Hofmann,
however, became thoroughly acquainted with the devélopment
of modern art. Because the lessons and methods of his
teachers has not been revealed, the statement that his Munich
teachers were influential in his development cannot be taken
as fact.

It was through an acquaintance, Willie Schwarz, that
Hofmann became aware of Paris. Willie talked of the
impressionists stating, "One must observe nature by means
of light reflected from 6bjects, rather than be concerned
with tangible existence of the objects themselves."L|L The se
ideas ‘greatly excited Hofmann who became increasinély |
involved with art. Willie then introduced him to a Berlin

collector who in turn introduced Hofmann to Philip Ffeudenberg,

lBen Wolf, "The Art Digest Interviews Hans Hofmann,"
The Art Digest, vol. 19, no. 13, April 1, 1945, p. 52.

| 2Hans Hofmann, Search for the Real and Other Essays,
Andover,. Mass., The Addison Gallery of American Art, 1948,
p. 10. '

31bid., p. 11.
o

Loc. cit.
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the collector's wealthy uncle and a department store owner.
This meeting must have been very encouraging, for Philip be-
came Hofmann's patron for the next ten years, a virtually
uniqué situaiion in view of the fact that most of the great
innovators of modern twentieth century art suffered many
years of poverty. |

Hofmann'svpatron sent him to Paris, the hub of the
art world duriﬁg this crucial period for modern art
(1904-1914). This was the nascent period of Cubism and
Fauvism, both important in the development of Hofmann's later
ért; At the Café duc DOme he associated with George Eraque,
Pablo Picasso, dJuan Gris, Munk, Karsten, Pascin, and Carles.
Hofmann was strongly influenced by his close friends Henri
Matisse and Robert Delaunay. Hofmann and Matisse attended
the evening classes'at>Coloroséi's and paihted<the same view
of the Seine from the same balcoﬁy at Hotel Bisson._ Delauany
lived nearby on la Rue des Grandes Augustins. Hofmann stated
recently that he introduced the work of George Seurat to

5

Robert Delaunay;” the latter's impact on Hofmann was his

Swilliam C. Seitz, Hans Hofmann, New York, Museum of
Modern Art, 1963, p. 7. ,

Dr. H.L.C. Jaffe, a friend and writer of Robert and
Sonia Delaunay. said .in an interview on February 25, 1966,
that he does not believe Hofmann brought George Seurat to
the eye's of Robert Delaunay, Neo-Impressionist's works were
in Paris and could have been seen by Delaunay before
Hofmann's arrival in Paris in 1904.



expressive potential in the use of pure color. K Delaunay’'s
application of color to the cubist space formulation was»
adapted undoubtedly by Hofmann, though he did not say so.

Art was not the only bond between these two painters.' Madame
Delaunay's knowledge of German made it possible for her to
translaté for Hofmann when his French failed him;' In spite
of the languagé barrier, Hofmann absorbed the color and free-
dom of the Fauves, the Cubist discipline of George Braque

and Pablo Picasso and the color and form of Delaunay's
Orphism.

In 1910 while Matisse was in Berlin for the show
given him by Cassirer, he saw Philip Freudenberg's collection
of Hofmann's work and encouraged the patron to céntinue
support: That same year, Hofmann was also given a one-man
show by Cassirer;. Support continued until the start of
World War I in 1914;‘ Hofmann had returned home to Munich
before the'outbreak of the war and remained there for the
next sixteen years; Because of a lung lesion,6 he was not
conscripted into the army;

During the war, he opened his famous School of
Modern Art. "I opened my school in Munich in the spring of

1915 --- to clarify the entirely new pictorial approach;"7

6During an interview, Lionel Thomas has said that Hans
Hofmann had tuberculosis and was quite sickly during this
period. Sam Hunter in his book on Hofmann has said that
Hofmann had a weak lung. ‘

"Hans Hofmann, Hans Hofmann, New York, Harry N.
Abrams, Inc., 1963, p.l12.
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The school provided Hofmann with financial stability and also
enabled him to digest and resolve the problems and solutions
which he had adopted during his Parisian sojourn.

At the end of the war, the fame of his school spread,
resulting in an influx of foreign students to 4O Georgen
Strassen in the suburb of Schwabing;

Throughout this post-war period, Hofmann made frequent
trips to Paris in order to keep up with new developments in
modern art; Hofmann also established his well known summer
schools successively at Yugoslavia, Capri and finally St.
Tropez; These summer schools were such a success that when he
came to America he re-established one at Provincetown,
Massachusetts;

Of the American students who attended his classes
in Europe, Worth Ryder was the most important because he
convinced the Regents of the University of California at
Berkeley to ask Hofmann to teach summer school on their
campus; Hofmann accepted the iﬁvitation and remained in
Ameriéa until his death. He did nét return to Germany because
hié wife had warned him of the impending war and the

uﬁappreciative attitude of the Nazis;8 She later joined him

in America.

8The lack of artworks previous to 1931 is due te his
escape from Nazi Germany. The works that had remained in
Germany were either destroyed in the Second World War or
have been lost. ;



In the spring of 1931, Hofmann taught at the
Chouinard in Los Angeles and that same year, the California
Legion of Honor gave him his first American one-man show.
From the time of his arrival in America, Hofmann was an
educator. After teaching at Chouinard, he taught in New
York at the Arts Students League for two years. Then he
opened his own well-known school in 1933. First located at
Lexington Avenue and Fifty-seventh Street, the school later
moved to Fifty-second Street amd Ninth Avenue and finally
to Eighth Street in his Greenwich Village location.

Hofmann's presence in New York has served to raise

up a climate of taste among at least fifty people in
Americay, that cannot be matched for vigour or correct-
- ness in Paris or London. No matter how puzzling and
ugly the new and original will appear--and it will in-
deed appear so--the people who inhabit this climate
will not fail to perceive it and hail it.9
”Hofmann's long residence in New York made him almost
a legend on the American art scene; for over a quarter of a
century he taught and supported young American artists.
His impact is still being felt, both by second-generation
students of his own students, and by those artists at first

unfamiliar with his theories who learned about the artist

through his quite extensive writings on the theory of art.

9Clement Greenberg, "The Present Pfospects of Ameri-
can Painting and Sculpture,” Horizon, No. 93-4, October,
1947, p. 29.



CHAPTER II
THE THEORIES OF HANS HOFMANN

The theorgtical)writings of Hans Hofmann extended
over a pefiod of a half é century. Although his ideas are
often quoted, no study has attempted to break through his
terminology for a thorough explanation of .his theories.

In this chapter, his writings will be discussed in relation
to the style of his writings and a chronological explanaﬁion
and elucidation of his theories.

If Hofmann wrote previous to 1931, those writings
as were his paintings were lost or destroyed by the Nazis
during the Second World War. Some of these writings could
havé found their way to ﬁrivaté collections, but their
_whereabouts have never been disclosed. Upon his arrival in
America in 1931, Hofmann published four articles; one for

a Berkeley Exhibition catalogue, two for Fortnightly and one

for the League. After the last of that series theré is
another gép of sixteen years., It is possible that Hofmann
wrote during this period, for there is a collection of
unpublished writings by Hofmann at the Museum of Modern Art
in New York and at the University of California at Berkeley.

In 1948 the Hofmann one-man retrospective saw the publica-
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tion of a monograph at the Addison Gallery of American Art.
This was the most comprehensive summation of Hofmann's
theories to that date and also included newly develobed
ideas. In the following years Hofmann published regularly,
either through exhibition catalogue explanations, magazine
interviews or writings for magazines. While éome of the
writings reiterated previously published material, three
significant articles appeared; "Space Pictorially Realized
through the Intrinsic Faculty of‘Color to Express Volume,"
(1951) "The Resurrection of the Plastic Arts and The
Mystery of Creative Relations," (1953) and "The Color

Problem of Pure Painting." (1955) The substantial bulk

of Hofmann's theories is culminated in these articles
although hé still published up to 1963, the date of the

last interview. There were also a large number of monographs
and articles on Hofmann after he had achieved renown in 194k,
This paper will include the published material up to the end
of January, 1966, when this thesis was being completed.

| | The style of Hofmann'sbtheoreti¢al writings is
typicaliy German, detailed énd exacting, with complicated
gramatical constructions. His earliest known writing was
translated ffom the German By William C. Seitz in the

Museum of Modern Art catalogue for his one-man show there

in 1963, The articles published after his arrival in
America were translated by_Glen Wessels and others at the

University of California at Berkeley. Wessels' understand-
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ing of Hofmann's ideas enabled him to translate Hofmann's
difficult Germénic usage into fairly easily read English.
It is when he does his own translations that the difficulty
of Hofmann's writings arises. In these later works,
Hofmann's éermanic use of the Ehglish language creates a
Qagueneés and incomprehensibility to the unaccustomed read-
er. In using "a cloudy metaphysical rhetoric,” his communica-
tion is 1imi£ed% This difficulty of Hofmann's writings
does not arise from his ideas but from the wéy he has
presented them., As will be seen later, Hofmann has con-
structed his thoughts on German syntax ahd-merely tran-
slated them literally into English, the end product being
anomalous to the English reader. This last statement is
not a ecriticism of Hofmann's writihgs for it is understood
that he is not a writer buﬁ a painter. He himself undoubted-
ly realized his ineptness in expressing himself in the
English language when he said that an idea has its own
peculiar medium through which it can be expressed? If the
idea happens to be non-literary the person trying‘to‘express
such an idea will be surmounting an overwhelming obstacle.
Hofmann's ideas partially fall into this category when he

discusses spiritual and metaphysical ideas, which are often

1
Harold Rosenberg, "Hans Hofmann's Llfe Class,"”
Portfolio and Art News Annual, no.6, Autumn, 1962, p. 1113,
” T .
Hans Hofmann, Search for the Real and Other Essays,
Andover, Mass., The > \ddTson Gallery .of American Art, 1948,
p.L46. . _
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associated with art. His problem is to define his terms
accurately and to stay within that definition while in fact
he. only vaguely defines terms and there is often change in
meéning? Hofmann's inability to express himself derives
from the fact that English is not his mother tongue and that
he is not gifted in a verbal sense. While his language is

 pictoria1 and visual, he has used the verbal medium to
express to other artists and his audience his theories and
ideas concerning a work of ért.

Hofmann's theoretical writings have been broadly
grouped, chronélogically, into three areas. Ideas from
year to year do not change radically but go through a process
of development and metamorphosis. The first group contains
the Prospectus of 1915 and the writings of 1931 and 1932
because of the similarity of ideas and the scarcity of .
material previous to his arrival to America. This section
‘is actually the basis of Héfmann's theories but the
language is not as refined and saphistocated as will be
seen in the later writings. The second group, or single

monograph discusses the Search for the Real of 1948. From

this publication a general summation of all of Hofmann's
theories is undertaken, relating his ideas to a few peftinent

paintings of the period. The third group of works contains

"3The'¢hange is due often to the development of ideas;
he has loosely defined the term at the offset and the
development of the idea is difficult to appreciate.
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the writings done éfxer 1948. These themselves fall into
categories of time and subject.‘ The dominant aspect of the
development of color as a formal element culminates in the
1955 article, "The Color Problem in Pure Painting."

Hofmann's written material will be discussed in reiation to
his eariier material to show their development. Again a
few chosen paintings will be used to illustrate Hofmann's
ideas in the actual realm of his paintings. Conéluding”the
detailed study of his Writingsvwill be a general discussion
and summarization of the theories elucidated by Hofmann in
his writings. Hofmann's first group of writings‘date from
1915 and 1931 -h32. Iﬁ these articles, Hofmann presented the
ideas he absorbed from his Paris stay anddefined his stand
on art for his new American audience;

The earliest existing published writiﬁg!by Hofmann is
a prospéctus for his Munich Scheool of Fine Arts in"l915.
This piece is significant for it reveéls at an early stage,
his theories and teachings which will vary only through
development during his entire career. His initial statement,
"Art does not’consist in the objectivized imitation of
feality,"h‘reveals at once his place in the field of modern
art. Already before him, Cézanne, Matisse, Picasso, Delaunay,
and the members of the painters of Paris previous to 19lh

were already working in this manner. Henri Matisse had

hHans Hofmann, "Prospectus for Munich School of
Modern Art,"™ 1915, cited in William C. Seitz, Hans Hofmann,
New York, Museum of Modern Art, 1963, p. 56. c
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painted the "Green Line," 1905, a;portrait of Madame Matisse.
Although his work exhibits an imitation of reality, Matisse
employed color for the creation of effects. While the
actual shape of the face is a likeness of Madame Matisse,
Henri Matisse painted the nose and the forehead green. His
use of color was "to serve expression as well as possible.m’
Color is expressiVe in the formation of mood and the qualiﬁy
of spatial recession and projection. The cubist derived
their theories from the paintings of Cézanne. The cubists'
inclusion of the conceptual approach of Tberian and Africaﬁ
sculpture canlbe seen in Picasso's "Les besmoiselles“
dtAvignon," 1907. Hofmann's cloge friend Robert Delaunay
héd alread§ painted his "Sﬁn Disks," 1912, where objective
real ity cannot be seen aﬁ all; Deléunay played with his
discoid shapes and pure colors to achieve a perceivably
luminous and vibrant surface animation. Hofmann's non-
| objective approach to art revealed a simiiarity ﬁo his close
Parisian‘friends Henri Matisse and Robert Delaunay. This
similarity suggests their possible influenée on Hofmann.

" Hofmannt's contact with the Parisian artistt's is

5Henr1 Maﬁlsse "Notes of a Painter.™ (1908)
cited in Alfred H. Barr Jr., Matisse: His Art and. Hls.Publlc,

New York, The Museum of Modern Art, 1951, p 121..




14
significant for they gave him the basis of his ideals.
During his Munich period Hofmann presented to his students
a coherently formulated theory of art derived from his
Parisian friends. These theories were necessitated by the
mere fact of teaching. >Students were eager for an organized
system which he had developed over the years. Hofmann
stated in his Prospectus for the young artists, that he
himself tried to "detach from schools and directions, to
evolve a personality of his own."7

His Prospectus for the Munich School was his first
concrete formulation of what he had léarnt in Paris. In it
he discusses form and nature, creative expression, artists,
and a work of art. He believed that form in painting was
stimulated by nature, though it was not bound to nature in
objective imitation. Nature was the source of inspiration
for the sensitive artist. He would also be affected by the
medium employed, through which the inspiration was trans-
formed by him into the reality of the painting. "Creative
expression is thus the spiritual translation of inner con-

cepts into form, resulting from the fusion of these

6Who is actually influential and what were the basis
for these influences cannot be stated definitely for Hofmann
does not talk or write about his Paris years. When the un-
published paper held by the Museum of Modern Art, Glenn
Wessels and the University of Califernia at Berkeley are re-
vealed, it may be possible to ascertain the actual facts of
this period. Without these papers, it would be pure academic
heresay to list by whom and how Hofmann was actually influenced.

THofmann, "Prospectus for Munich School...,"1915,P.56.
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intuitions with artistic means of expression in a unity
of spirit and form, brought about by intuition which in
turn results from the functioning of the entire thought
and feeling complex accompanied by vigorous control of
spiritual means."8 The above sentence, characteristic
of Hofmann's writing style, means in essence that a
painting (ﬁhe creative expression§ is the combination of
nature and the medium. Nature inspires in the artist a
thdﬁght pattern which results in spirit and the form of
the painting. These two qualities are then combined with
the medium and the inspiration from the medium, all under
the control of the mental processes. There results a
fusion of a mental process with the physical means of
expression.

"A work of art is in spirit a self contained whole,
whose spiritual and structural relationship permit no
individual parts despite the multiplicity of depicted
objects."9 Hofmann's definition of art is a combination
of the two systems 6f organism; the first system being
an organic whole in which "every element within it, implies

every othe and the second being a system in which "an

8Loc.cit.
9 _

lOStephen C. Pepper, World Hypotheses, a Study in

Evidence, Berkeley, UniversITy oI california, 194%<,
p.300. ' .

Loc.cit.
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alteration or removal of any element would alter every other
element or even destroy the whole system."ll This organistic
structure of Hofmann's theory of art is, in part, one of the
determinates of Hofménn's long and complicated style of
writing. Once he has méntioned one aspect of the theory, it
implies another and cannot be thought of as complete until
it has the other facts added to it, -

In the series of articles written after Hofmann's
arrival in America in 1931, the organistic structure of his
theory can be seen well. While dealing with all aspects of
art such as laws, reality and appearance, spiritual projection,
medium of expresSion, formal and creative elements,depth and
movement , teaching, symphonic and decorative painting, he also
told of arts relation to culture.

Any art form or cultural'pursuit, he believed, "en-
riched and gave deeper content to life."lz Like a religious
feeling, art also searched "to understand the essence of all
things."l3 "Artistic expreésion and appreciation was
necessafy toucounter—balance life:."“P Art to him was an
essential to life as food is. It éives power and "satisfies

the soul.”

'llLoc.cit.

12Hans Hofmann, "Painting and Culture,"Fortnlghtly,
vol. 1, no. 1, September 11, 1931, p.6. :

13Loc.cit.

lhﬁéfmann, "Painting and Culture," p.7.
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Because of art's ability to energize the observer,
the aim of art is to r.'vi‘c,alize form by organic felationships
between the formal eléments, with color and light integrated
inteo the planes."15 In painting, the effect of the vitalized
form must take into account the Laws of Painting, namely:

1. The entity of the picturemplane must be preserved.

2. The essence of the picture plane is its two dimension-
ality which must achieve three dimensionality by means
of the creative process.

3. In coloring, the surface of the canvas should receive
the greatest possible richness in light emanation
effects, and at the ggme time should retain the trans-
parency of a jewel."

These laWs were founded on the basis of our perception of
\feality and appearances.  Hans Hofmann discussed his concept
of perception in an’Articlé, "Plastic Creation," published in
tHe League 1932. What one seés in the exteriorWWOrld,
"appéérance," is two dimensidnal while in actual fact, that
World, realiﬁy, is three dimensional. "We see reality only
through appearance which in turn has the effect upon us of

1
being a three dimensional reality.” 7 The difference between

"appearance" and "effect" is that the former is based on

15Ibid., P. 5.

16Hans Hofmann, "On the Aims of Art," Fortnlghtly,

vol. 1, no. 13, February 26, 1932, p. 10.

17Hans Hofmann, "Plastic Creation,"™ (1932), cited in
Hans Hofmann, New York .Harry N. Abrams, 1963 p. 35.
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seeing alone whereas "effect" is the result of the appearance
from a certain experiénce. ﬁEffects," then, that come from
an oil painting, are indepenéent of the oil paints themselves
but they produce these effects because "the paints are set

18

together in their spiritual relatibnshiﬁ." Their placement
creates what Hofmann calls a "super-realiétic effect,"19 being
in fact an emotional‘reaction; The super-realistic is con-
tained in the effect of a thing rather than in actuality.

"What in a two-dimensional fixation of appearance would perhaps

6nly be the difference of a fraction of a millimeter would as

effect under certain circumstances mean an infinity in a work

of art."% 1The combination of the senses affords in "our
spirituél prbjection the emotional experience (which) can be
gathered together as an inner perception by which wemcan com-
prehend the essence of things beyond mere bare sensory ex-
perience."21 This extended inward experience enables the
viewer toAget to the heart and crucial factors of the object
and té see it in all its relatiohs and connections. "The

. spiritual projection or contemplation develops the sense of

space because all of our sensory apparatus is required."22

180c.cit.
19 0c. cit.
20r0c.cit.
leofmén; "Plastic Creation," p.36.

22Loc.cit.m
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The experience of space which is disclosed to us by the sub-
jective spiritual projection of the impulses is a plastic and
living unity. This last statement reflects Hofmann's aim of
art--the vitalization of form. We experience space.in a paint-
ing by the activation of our senses. Therefore, if an artist
wishes to create a painting, he must strive to affect the
viewer with action and vitality from the form and coler paint-
ed on the canvas.

The process of creation is based upon the power to
present‘and to spiritually projegt. The spiritual interpreta-
tion of the medium of expression is the result of such power%3
In this way expression medium is a result of such powers. In
this way, the creativity of an artist depends on his general
ability to project spiritually and his specific ability to
empathize and to receive from the medium of expression. A more
encompassing statement of creation by Hofmann appeared a year
previous to the one sighted above. In the earlier one he said
that creation was dependent on naturé's law, the artist's
spiritual contéct with nature and the4medium of expression.
"The creative artist is to parallel nature's creativity by
éfanslating the impulse received from natufe into the medium

of expression and thus vitalize this medium."ZLP The apparent

23Loc.cit.
) .
hHofmann, "Painting and Culture,' 1931, p.6.
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differences with these two statements is the inclusion in the
earlier version of "nature's law" and "medium of expression."
While it is not staﬁed in %he 19§2 veréion, Hofmann does refer
to these two'qualities when he said that "creativity in the
creative process is based upon an exberieﬁce (knowledge of
nature's laws), which simultaneously also stimulated the
essencé of the medium through which the artistic expression
results."25 Therefore the apparént difference arises only
because 5f Hofmann's usage of the English language.

A slight vafiation in language is also seen in the
discussion of medium. This modificatioen can be related,as
in the previous case, probably to Glenn Wessels' more fluent
translation into the English language. 1In both; the nature
of the medium must be masﬁered. In the 1931 article, it
states that "the medium can be made to resonate and vibrate
when stimulated by the impulse coming directly from the
natural worid,"26while in the 1932 article, the medium of
expression can“be set into vibration and tension by mastery
of the principles and meaning of the nature of the medium,
"which has has its own laws, which are to be exclusively

ﬁastered intuitively out of the development of the creation."27

25Hofmann, "Plastic Creation,™ 1932p.36.
26

27

Hofmann, "On the Aims of Art," 1932, p.7.

Hofmann, "Plastic Creation," 1932, p.36.
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The earlfer article states that the impulse of nature
qthrough the artist's mind can stir him to creativity if he
has mastered the medium while the latter says that the
medium can be "mastered intuitively out of the development
of the creation." The later article shows that the artist
can still create a great work while searching the pos-
sibilities of the medium, for the "possibilities of the
medium are unlimited."28

In ﬁhe 1932 section Hofmann broadened the range of
possibilities of a medium while in the section concerning
the elements of a painting he tightened up and further def
fined. The two articles differentiate between formal and
creative elements. "The formal elements in painting are
line, plane, volume and the resulting complexes. These are
elements of construction for a vitalized art."29 The vita-
lization derives from "light and color integrated into
‘planes."BO Color and light are creative elements for they
vitalize the formal elements. The peculiarity within these
statements centers around the adjectival modifiers, "formal"
and "creétive." Within these two words there is a unifying
factor for the elements of painting. Planes are discuséed
in'both formal and creative elements, It appears as if

Hofmann has made an arbitrary differentiation when in fact

28Hofmann, "Painting and Culture," 1931, p. 6.

29Hans Hofmann, cited in Hans Hofmann Exhibition Cata-
logue, Aug. 5-22, Berkeley, University of California, 1931.

3016c. cit.
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the two afe related; one uses the formal elements for the
creative act in painting. It seems peculiar to differen-
tiate from creativé and formal aspects of a painting by
merely color and light, while the other qualities are in-
herent in both.  Are not these discrepencies possibly
‘caused.by Hofmann's ineptness with the English language
and'possibly his translators’ misinterpretation?

Hofmann's formal elements are similar to Paul Klee's
formative elements. Klee discussed the movement of the
poeint tolform a line and the line's movement to form a

31

plane. Hofmann and Klee incorpdrated the line and the
plane into their respective formal elements. Klee differed
from Hofmann by Stéting the origin of the line to the |
point whereas Hofmann further defined the plane. It joins
with other planes to form volumes and formal complexes. A
variation of their formal elements is seen because each has
developed either the point or the line. Both, however, in-
corporate the line and the plane. This similarity and
Hofmann's later development from the linear concept to the
planar éoncept suggests that Hofmann knew of Klee's writ-
ings{ Both writers also discussed movement, the subjective

theory of space and relationship of colors. No published

material has appeared concerning any contact between Hofmann

, 3ol Klee, "From Point to Line," cited in Jirg
Spiller, Paul Klee: The Thinking Eye, New York, George
Wittenborn, 1961, pp. 103-120,
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and Klee, but Hofmann did mention the Bauhaus with which
Klee was associated.

Hofmann used the formal and creative elements to
create forms in space. Unlike Renaissance painters he did
not create a space, a hole-in-the-wall with forms placed
within it. But rather he, as his Parisian friends had done,
solved the form problem in relation to the picture plane
because ﬁform exists through space and space through form."32
"Form must be balanced by space,"33 and vice versa. "What
exists in form must also exist in spac:e."Bl+ Space and form
are interrelated in that the "space in an object incor-
porates the objective world in its limits, and space in
front of.and behind the object, infinity."35 The further
relationship between form and space can be seen in Hofménn's
discussion of positive and negative space. "The conception
of the vacancy, the unfulfilled space' as a negative form
is necessary to reconcile the positive form, the fulfilled
space and is therefore an object."36 The unity of form
and space to the total space "exists in three dimensions
which cqrresponds to the two dimensional quality of the

picture plane.“37 "The object world and the sum of all

32Hofmann, "Plastic Creation,™ 1932, p. 37.

33Hofmann, "On the Aims of Art," 1932, p. 10.

341 ionel Thomas. Interview with writer, Jan. 16, 1966.
35Has_>fmann, "Plastic Creation," 1932, p. 37.

36Loc; cit.

37Hofmann, "On the Aims of Art," 1932, p. 1O.
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three dimensional elements gives us in the opitcal manifes-
tation, the two dimensienal space fulfillment in the ap-
pearance of nature, the form and space problem is identical
with the essence of the picture plane."38 "We see the two
diménsional (appearance by the quality of the picture plane)

n39

but we comprehend the three dimensional (effect). There-
fore the solution of a painting on the two dimensional pic-
ture plane is paralleled tooptical vision in which a two
dimensional appearance has the effect of a three dimensional
manifestation. In achieving the three dimensional effect,
one must remember not to destroy the inherent two dimension-
ality of the picture plane, as stated in Hofmann's Painting
Laws. "One can place three dimensional forms onvthe picture
plane without disturbing the two dimensional quality of the
picture plane since the appearance and the picture plane
(both two dimensional) are identical in their essence."b’O
In achieving a sense of the three dimensional, depth,
"a sense of movement develdps;"hl That movement is merely
illusory. The ability to create the illusion determines

the quality of the work for "Movement does not exist without

life [and] movement is the expression of life. . . .Enliven-

38Hofmann, "Plastic Creation,™ 1932, p. 37.
391pid., p. 38.
40

41

Loc. cit;

Loc. cit;
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ment depends on the facility for emotional experiencing
in the artist, which in its turn, determines the dégree of
spiritual projection into the medium of expression."l+2

These movements and depths can be achieved by the
psychological expression of color, not merely as a mood or
an emotional tone but by the juxtaposition of colors to
‘achieve the projection of one color area in relation to
the recession of another. This theory of the dynamic
quality of color is expanded in the 1951 article "Space
Pictorially Realized through the Intrinsic Faculty of the
Colors to Express Volumes," which will be discussed later.

In 1931, Hofmann set up two categories, the formal
elements and the creative elements. Color was attached to
form. Formal elements consisted of lines planes and: the
resulting formal complexes. Creative elements consisted
of light and color integrated into planes. These two
categories of elements were synthesized in 1932. Formal
and creative elements became one. Hofmann'stated, "Color
is only an effect of light on form in relation to form and
its inherent texture.. . . Form exists because of light and

light by means of form."l*3 Hofmann realized that color and

thoc. cit.

43Hofmann, "Plastic Creation,™ 1932, p;36.
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form had to coexist. They were mutually dependent on each
other. This dependence reflects Hofmann's organistic
theory in which each factor implies anotﬁer and no one fac-
tor can be left out; Formal elements imply creative ele-
ments, and vice versa. The two distinct classes of 1931
are combined to form one in 1932.

The further inclusiveness of his theory is seen in
the relationship between form and space in which form ex-
ists because of space and space exists because of form,
which in turn exists only by the means of light and vice
versa. He then continues the unified configuration by say-
ing that the effect of light in relation to its form and
its inherent texture is color. From this it can be seen
that he relates form with space, light and coler. All the
above interrelationships must be arranged so as to be based
on the concept of spatial unity, the relation between form
and space. Because light is related to form and form to
space, light unity is related to spatial unity. Light
unity is created by the understanding of the effect of
light complexes and by the "creation of a color unity"hh
achieved when the recession and projection of coler ié
understood and when tonal gradations are taken into

account.

be1pid., p. 37.
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This ineompassing outlook required by the artist's
total mental functioning is a facet of Hofmann's ideal.~
Through the complete occupation‘of the mind, abspiritual
realization can be attained by the sensitive artist. This
realization is the only way of eXternalizing the mental
function, or as Hofmann calls it, inner sensation. "When
the impulses which emotionalize the artist, are integrated
with the medium of expression, every motivation of the soul
can be translated into a spiritual motivaticm“‘t*5 as seen in
‘the entity of the painting.

"This work of art is the product of the artist's
power for conscious feeling and of his sensitivity to>life
in nature and life within the limits of his medium."l"’6
That work of art reflects the "sensorial and emotional world
for the artist.“h7 It is "sensory raw material blended to
a spiritual unity through the legitimate use of the medium.“L"8

Through exaggerated differentiation the painting
acquires the highest enrichment of its surface. It becomes
monumental "by the most exact and reflned relation between
the parts. nk9 This type of painting is known as Symphonic

for by, with and from color, form is intensified in sub-

45Hofmann, Exhibition Catalogue, Berkeley, 1931.

46Hofmann, "Painting and Culture,"™ 1931, p. 6.

“THofmann, "On the Aims of Painting," 1932, p. 7.
481pi4., p. 8.
b91pid., p. 9.
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ordination to spatial and spiritual unity in large present--
ational éreas of light and form. Color is the real building
medium in symphonic painting."50 Hofmann says that in this
way, color attains the greatest fullness and form the great-
est richnéss as Cezanne achieved in his work?l Colors are
made to project and to recede by th§ means of anm interval,
being "color planes standing in gréatest contrast as possible
to all its neighbours within the balance of the whole." 2?2

Hofmann's use of the musical term, Symphoniec, for a

certain class of paintings could imply his knowledge of

Wassily Kandinsky's Concerning the Spiritual in Art, in

53

which symphonic aﬁd melodic painting styles are diécussed.
Kandinsky and Hofmann also discussed Nature as the source of
inspiration,inner feelings and the psychological and
physiological effect of color to produce three dimensional
space and form. Although Kandinsky's book was.generally
read by the avant garde, after its bublication in 1912, by
that time Hofmann would have heard of the synesthetic idea
of relating painting to music. Synesthesia had.been for a

long time a Buropean tradition when Hofmann arrived in

50Loc.cit.
51Loc.cit.
52Lob.cit.

53Wa$sily Kandinsky, Concerning the Spiritual ‘in Art,
(1912), New York, Wittenborn, Schultz, Inc., 19L7.
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Paris in 1904. Possibly in Paris he heard of Kandinsky's

Concerning the Spiritual in Art though Hofmann.never

Kandinsky's book, it was probably after his return to
Munich inAl9lh. However Clement Greenberg believes that
Kandinsky had no influence on the theories of Hofmann be-
cause by the time Hofmann had returned to Germany in 1914,
his theories had already been formulated from the great
French masters of the twentieth century.

Hofmann was not consistentin using musical terms
to class paintings. His other category of paintings was
called decorative. Decorative painting employs some
aspects of symphonic painting but the former emphasizes
the greatest simplification. Intellect and emotion are
used for the common end of simplicity. Often this can
. lead to abstraction when "rhythmic relations conditioned
by space and musical contécts"55 are taken into account.
Always the problem of space mﬁst be perfect for "the wéll ,
must remain a wall and the picture must remain a'pictt,ure."56
One must not create a holé-in-the—wall as the painters of

the Renainssance had perfected. This does not mean that

Sk¢lement Greenberg, Hofmann, Paris, George Fall,
1961, p.l6. — .

55Hofmann, "On the Aims of Art," 1932, p.lO.

56Loc.cit.
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objective values cannot be used for it is in Decorative
painting that "objective values are made more effective
by rhythmic relations."57 These objective values are
not merely tastefully and fancifully arranged but require
the same procedure as those of Symphonic painting.

Decorative painting becomes a great design if the
artist is able "to simplify to the essentials and to
organize the ever present life essentials."58 "Great
pictorial creation is achieved by a highly developed
sensibility as regards the natural world and upon strong
pictorial feeling. It may carry additional burden of

the literary, dogmatic or political,"59

but it is not

necessary. Through art one is able to become immortal if

he is "able to pervade his work with his soul and spirit.

It is the spiritual and mental content of the work of

art that is the quality in a painting and not the allegory

or symbollic meaning."60 '
Besides the abéve material on the theory of art in

painting, Hofmann being a teacher discussed his other pro-

fessional field, teaching. Art can only be taught to one.

57Hofmann, "On the Aims of Art," 1932, p.9.
58 '

Loc.cit.v

59Hofmann, "On the Aims of Art," 1932, p.ll.
60

Loc.cit.
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who possesses a "highly developed sensitivity for quality.
The laymen who uﬁderstands art through a receptive ex-
perience shares passively what the artist out of product-

61

ive experience feels and creates." The teacher must
direct students toward the "enrichment of their 1life,
guide their personality and develop their sensibility to
tfeel into'62 animate or inanimate things with sympathy."63
ﬁBy enforcéd discipline, he shortens the road to understand-
ihg and develops the students natural endowments."6b The
teacher most of all must have "the power of quick sympathy
and understanding -~- to produée artists, comprehending
teachers, art understanding and art enjoyment in general."65
For the next fifteen years Hans Hofmann did not
publish but in the formative years of the "American-type
painting" or "Abstract Expréssionism" he fbllowed his
directioﬁs.for a teacher and helped direct the new genera-
tion of American artists to their form of art. Although

none of the members of the so-called New York School of

61Hofmann, "Paintiﬁg and Culture," 1931, p.5.

62"Feel into" could be also translated as empathy
because these two terms are translated into the same
. German word, die Einfuhlung. Hofmann's later 1952 de-
finition of word empathy includes artistic realization.

63Hofmann, "Painting and Culture," 1931, p.6.
Oh1bid., p.7.

651pid., p.6.
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Abstract Expressionism attended Hofmann's clasees, his
presence invigorated the New York art séene. He brought
over from Europe the ideas of the Fauves and the
Cubists which could be seen’in his work of this period.
His weekly criticisms of stﬁdent's work was often attend-
ed by members of the art circle.in the Greenwich Village
area.66 He belonged to the "Club" whose members included
the absﬁract expressionists. |

During the mid-forties the abstract expressionists
began to receive attention and recognition. It is in-
this period, 1944, that Hans Hofmann had his first one-
man show in New York at Peggy Guggenheim's "Art of this
Century Gallery." He held exhibitions yéarly»in New York,
mainly at the Sammuel Kootz Gallery.

Also during the mid;forties, Hofmann taught a number
of West-Coast Canadian artists who will be discussed later
in the paper.

The most importantvevent of this period for Hofmann
was perhaps his one-man retrospective show at the Addison
Gallery of American Art in Andover, Massachusetts. At that
show, a monograph—catalogue was published containing some
of his teachings, older essays, the new article "The Search

for the Real in the Visual Arts," and his well-known theory

6Donald Jarvis, Interview with writer, February 1,

1966.
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of "push and pull." As this publication was widely read
by értists and comprises the second period bf Hofmann's
writings, a detail discussion will now be considered with
reference to his earlier writings of 1931 and 1932.

Fundamentally; The Search for the Real does not

vary a great deal from Hofmann's earlier wfiﬁings. The
fifteen years in America has improved his wfiting style
and clarified his thought. This clarification was un-
doubtedly reinforced by the artistic community of New York
and his necessity of an organized concept which was present-
ed to his students. In this monograph Hofmann pfesented
in the now famous terms, "push and pull," "expansion and
contraction.” These move&ents, as seen in a painting, are
explained in relation to the problem of form and color and
their relationship to the fine and applied arts. These
theories of Hofmann were then applied to two of his better
known paintihgs, "Effervescence" and "Fantasia." The
final section of ﬁofmann's monoéraph are then discussed
in relation to quélity iﬁ a work of art.

The idea of "the significance of a work of art
being determined by'the quality of its growth,"67 reflects
the organic and organistic quality of his theofies as

published in the previously cited material. The work of

57Hans Hofmann, Search for the Real, 1948, p. 46.
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art, usually painting or sculpture, is the physical
carrier of something beyond physical reality, the surreal.
It is the task of the artist who receives the surreal
forces to transpose these forces into the physical
carrier, the medium of expression. In this way an artist-
ic creation is "the metamorphosis of the external physical
aspects of a thing into a self sustaining spiritual
reality."68 This"spiritual reality" is not organic in
the sensé of'poséessing an actual iife organism but does
have a life created in it perceivable to the viewer.
This life is incited by the artist's placement of form
and color in such a way as to create the effect of move-
ment and vitality. "Movement does not exist without life.
Movement is the expression of 1ife."69

The creation of spiritual reélity depends on .
“metaphysical perceptions, the search for the essential
nature of reality."7o One cannot simply change a physical
entity into the reélm of the spiritual by mere placement.
A fragment of thought in itself is meaningless until other

fragments are related so as to form an idea. In the same

68

Loc. cit.

'69Hofmann, "Plastic Creation," 1932, p. 38.

7"OHofmann, Search for the Real, 19L8, p. 46,
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way physical entities can be made meaningful by relation-
ships to other entities. The actual physical character-
istics of a medium of expression differentiate the various
arts for "a plastic idea must be expressed with plastic
means Jjust as a musical idea is expressed with musical

means, or a literary idea with verbal means."71

In each
case the expression of the idea is achieved by placing two
entities in an emotionally controlled situation which
creates a third entity of higher order. This higher order
is spiritual, a creation of the mind under those special
circumstances. In such a relation there is mutual re-
flection; each ehtity affects the other and vice versa.
The limits for the relations in painting is determined by
the extent of the canvas or the piece of paper.

Any act done to the canvas naturally creates a
contraction of the surface area but also that act is
always answered back in the opposite direction. In this
way the canvas appears to"contract and to expand in
simultaneous existence, a.characteristic of space."72
The picture plane appears to have depth and space.' This
Space is hot naturalistic for that is a "special case, a

portion of what is felt about three dimensional experience.

71

Loc. cit.

72Hofmann, Search for the Real, 1948, p.48.
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This expression of the artist's experience is thus

73 The depth and.space that appears on the

incomplete."
picture surface does not. destroy its two dimensionality
fof "it is the conceptual completeness of a plastic
experience --- (plasticcreation without destroying a
flat surface) --- that warrants the preservation of the

Tk

two dimensionality.”

The depth thét is created is not achieved by the
perspective'system of the Renaissance painters but rather
"by the creatien of forces in the sense of 'Push and
Pullﬂ”75 "Since one cannot create 'real deﬁth' by
carviﬁg a hole in the picture, and‘éince one should not
attempt to create the illusion of depth by tonal grada-
tion, depth as a plastic reality must be two dimensional
in a formal sense as well as in the sense of color."76
In this statement, Hofmann reveals that painting toﬁhim
entails both form and color, whereas in the 1932 article
he stated that art vitalized fdrm.

"To create the phenomena of push and pull on a
flat'sufface, one has to understand that by nature the

picture plane reacts automatically in the opposite

1pid., p.49.

75Loc. cit.

7% ofmann, Search for the Real, 1948, p.50.
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direction of the stimulus received.” When a square

area of color is placed on the bare“canvas an equal force
is directed off the canvas, perpendicular to the canvas.
Hofmann's statement, though similar to movement and
counter;movement of 1932, defines the direction more ex-
plicitly and the actual results of an application of

paint to the pidture plane. When two areas are painted,

a relationship is set up between them. Our eyes focus on
each and on both causing one to become more accentuated
and therefore project and the other to recede. When more
than two areas are involved, the eye and the mind try to
solve the multiple entities by pairing the areas to
create the spiritual higher third. This higher third then
can be further paired with another area until the whole
painting is stimulated by the action of pairing and creat-
ing higher thirds. In creating such thirds, the canvas is
expanded and contracted. The two areas are unified to
draw the edges of the canvas together or are separated to
affect an increase to the surface area. "Push and pull"®
and "expansion and contraction" can now be seen as being
forcés perpendicular to each oﬁher with push and pull,
perpendicular to the picture surface and expansion and

contraction, parallel to the picture surface.

77Loc. cit.
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Push and pull can be easily created by mere planes

of different colors. .Hofmann saw in Cézanne's later works
"an enormous sense of Volume, breathing, puléating, expand-

n78 Mood is

ing—contracting through his use of color.
created as is the action of push and pull; The projection
and recession of color is only attained if the artist is
sensitive to the creation of this surreal effect. He does
not use color alone, for painting is "forming with éolor."79
Color is ah integral part of form. ‘

This form is based on the planar coﬁcept as the
Cubists had done. They recognized the value of the picture
plane's two dimensibnality as did the impressionists al-
thougﬂ the latter were really "séarchihg for the entity of
light, expressed through color;"80

The use of form and color is found in the fine and
applied'arts, the latter being commercial or decorative
as stated in the 1931 article.gl The differenée between
the fine and applied arts lies in the way of regarding the
medium of expression. The applied artist arranges the

physical expressive elements mérely pleasingly and taste-

fully. The fine artist "empathizes and feels the intrinsic

78

Hofmann, Search for the Real, 1948, p; 51.
79LOC- Cito | |

8OHofmann, Search for the Real, 1948, p. 52.
81 '

Hofmann, "On the Aims of Art," 1932, p. 9-10.



39
qualities of the medium of expression."82 Hofmann believed
that the concept of the union of the fine and applied arts
at the Bauhaus to be a tragedy, for the fine arts "concern
man's relation to the world as a spiritual being,"83
whefeas applied arts have merely a utilitarian pufpose.
"The discoveries of the Bauhaus were mainly directed to-
wards a vital surface animation by abstract design."84
The decorative artist does not need to empathize, ahd the
result is merely two dimensional. For a decorative art
to become a fine art, that work of art must possess "the
phenomena of plastic movement (for that) determines %hether
or not a work belongs in the cétegory of fine arts or in

85 This last statement de-

the category of applied arts.m
fines perfectly how Hofmann differentiates between the

two and shows the de&elopment of the concept of movement
and vitality im the fine arts. 1In the earlier articles,
art was to have "vitalized form,*movement. While still
retaining this concept, he has defined the limits of his

movements, expansion and contraction, push and pull and

how to create them in a theoretical way.

82Hofmann, Search for the Real, 1948, p.52.
831pid., p.53. S

8l’Loc. cit.

85Loc. cite.
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The ability to create this spirit of movement in
the work of art will determine its quality. Once this
vitality is achieved, the work of art lives forever.
As stated in the 1931 article, "that one is immortal in
art who is able to pervade his work with his soul and
Spirit."86 The artist transfers the vitality and energy
of his inspired self to the medium and this energy retains
its momentum as long as the work remains in the same
physical state. "The real in art never dies because its
nature is predomiﬁéntly spiritual."87 Hofmann believes
that if one is able to vitalize a bainting until it be-
come; spiritual, thé artist will become immortal for the
spiritual is derived from the artist and his experience.

While the "Search for the Real" is only a portion
of the monograph,”the rest of the book is devoted to a
previously published andAdiscussed article, "Painting

n88

and Culture, and "Excerpts from the Teaching of Hans
Hofmann." This laStmarticle is also mainly derived from
the previously discussed material but new elements can be
found.

In the section dealing with the line and the plane,

he says‘that "the pictorial structure is based on the

plane concept; The line originates in the meeting of two

86Hofmann,-"0n the Aims of Art," 1932, p.ll.
87Hofmann,‘§8earch for the Real, 1948, p.5h.
88Hofmann, "Painting and Culture," 1931,p. 5-7.
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planes."89 In his article, "Plastic Creation"™ of 1932,
he saidﬁthat‘"the line was aﬂfurther developmént of the

plane--the smallest painting plane."go

‘The change is
probably due t o the increasing awareness of the use of
planes in relation to color. Works of this period,

1940 to 1950, show less use of line to further define
planes. In "Fantasia," 1943, and "Effervescence," 194,
line gradﬁaliy loses iés purpose aé a defining stfucture.
The white dribble of paint in "Fantasia" (plate I) over-
iays areas of heavily pigménted“surfaéeé.w The lihe, as
stated in the 1932 article, is the smallest'painting

plane. The spiral and calligraphic designs of paint drip
project from its beautifully mottled yellow, green, mauve
and blue background. Invthe lower left hand corner there
is still the trace of the line as a method of definition.
The sideways "C"-1like formation painted in blue-black,

is defined by a white dripped line. The white sharpens

the edge of the black against the mauvish receding area.

A cavern-like formation is created by the white definition.
This small area contrasts with his theories of expansion
and contraction and push and pull. For here a naturalistic

hole is created on the surface of the canvas as Renaissance

painters had done. The contrast of the "C"-like shape and

89Hofmann, Search for the Real, 1948, p.70.
0

Hofmann, "Plastic Creation," 1932, p.37.
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the dark downward directional device in the center lead
the eye to the base of the canvas. Hofmann manages to
excape from the hole-in-the-wall efféct by placing a small
area of the same blue-black and an area of green te the
left center. The eye is taken in a "U"-like route and
gradually lead into areas of increased color intensity.

A tramsitional passage can be seen in the upper left hand
corner green area where the green of the left center has-
been combined with the yellow of the upper area. The eye
is caught by the brightness of the upper yellow area and
directed down to the lower left hand corner. Black and
green areas work the eye up to the transitional green area
and the eye cycle begins again. The movement of the eye
is not continuously rotating, for the dripped linear white
areas detract the eye in an oscilating motion parallel to
the picture plane. This parallel oscillation is what
Hofmann meant by contracting and expaﬁaing forces. A
similar motion is also set up perpendicular to the
picture plane. The alternating projection and recession
from the canvas of the yellow and white drip areas is what
Hofmann meant by push and pull. Push and pull and expansion
and contraction differ because their direction of forces
are perpendicular .to each other.

The multi-directions of the forces set up tension.

The expanding and projecting forces of the yellow is
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contrasted and balanced in a dynamic equilibrium by the
more sombre and heavy lower areas. The overlays of white
drip tie thé composition together and also create a live-
liness of movement and direction. The drip areas then,
are used for both their linear and planar qualities.

In "Effervescence", 1944, (plate II)_there is an
absence of the linear elements. Each has been set or
dripped as a planar unit. Lines created are the meeting
of two planes of color. 1In the upper left hand corner,
the mauve is blended over the green to hide the actual
edges. Even the thin drip lines in the painting are not
linear for they are placed against a contrasting back-
ground in order for them to project. In the lower left
hand corner, the black drip oozing from the central area
contrasts with its red background. Though almost linear,
the red on the yellow background overlaid with the black
drip undulates and creates a push and pull effect. If the
yellow projects, the red recedes and the eye does not
focus on the black drip. If thé red projects, the black
projects further - it is the focus - and the yellow recedes.

This whole composition is basically formed by the
alte:ation of focus to create a vital painting. The paint-
ing is composed semi-symmetrically with a diagonal crossing
from the upper right to the lower left. The design on

either side of the so-called diagonal are not exact but
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similar shapes are represented in the contrasting color
in an obvious design for balance. The large central
white mass with its two horn-like dfippings is reflected
in a similar black area to the right. As was stated
earlier, the shapes are not exactly alike for there is
also a conscious attempt to achieve a dynamic equilibrium.
.The large central black area at the top of the canvas
bears little resemblance to the white area of the bottom
center. Here one can see that Hofmann has taken into
account the attraction to the tbp black area and the
basic left-right direction of the base caused by the
bright yellow. The large black area can be followed
through to form a vertical black blob. This appearance
causes a horizontal and vertical effect.‘ If the eye
shifts slightly to the top from the bottom; a different
focus is attained and the upper black blob expands off
the canvas as does the yellow-white bottom area.

The yellow and mauve areas around the corners
create movement in the push and pull realm., At once the
yellow projects and the mauve recedes and vice versa.
The motion is not vibrant or else the eye would be shaken
off the canvas. The area of green to the upper left
balances the blacker area of right center. Actually the
mass of the green attracts the eye to the mauve because
the contrast is so subtle and not blatant as in the

yellow and blaék area. By means of the color planes
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oriented to the direction of force ahd to balance, the
d&namic equilibrium of "Effervescence™ is achieved.

The total effect created in these paintings is
"a deep artistic expression, the product of a conscious
feeiing for reality. This concerns both reality of
nature and the reality of the intrinsic life of the
medium of expression."92 Consciousness is the main
factor that differentiates the work of an artist and the
work of a child. Undoubtedly ﬁhe work of Hans Hofmann
and other Abstract Expressionists have been compared to
the art of the kindergarten. The art of a child is free
from all conscious inhibitions. The work is the express-
ion of the child's subconscious and his emotion. The work
created by an adﬁlt artist is significant if there is "a
consciousness of experience as the work develops and is
emotionally enlarged through the greater command of the

expression mediu "The work of art goes through many
phases of development but in each phase it is always a
work of art."94 The adult is able to control and use the

medium of expression to express what he wants whereas the

91The student did not see enough of Hofmannt's work
to feel qualified to discuss any more works, other than
those seen by the student either in Toronto, New York,
San Francisco, Berkeley or Los Angeles.

92Hofmann, Search for the Real, 1948, p.67.
93

Loc. cit.

9b’Hof‘mann, Search for the Real, 1948, p.69.




L6
child lacks the technical contrbl and manual dexterity.
The adult inclusion of the consciousness is dual in that
sense that it is intellectual and spiritual. This spirit-
ual, derived from the unconscious, has been brought to
the conscious level and put under the control of the
intellect thereby making it an aspect of the intellect.
The resulting "idea can only be materialized with the
help of a medium of expréssion, the inherent qualities
of which must éurely be sensed and understood in order té
become the carrier of an idea."95

"The work of art is finished from the point of
view of'the artist when feeling and perception have re-

n96

sulted in a spiritual synthesis. The medium of ex-
pression and the artist's translation of his "accumulation
‘of experience gained frém nature as the source of his
inspiration"97 are combined to create the work of art, an.
entity above either of its two basis, a higher third.

The artist has so fully expressed his idea that he himself
is self-satisfied.

The satisfaction that the observer feels is

aesthetic. "Aesthetic enjoyment is caused by the perception

95Ibid., p. 70.
96

Hofmann, Search for the Real, 1948, p.69.
97Loc. cit. |
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of hidden laws. The aim of art is always to provide such
joys for us in every form of expression. The faculty to
enjoy rests with the observexj.“98 An idea transformed by
the artist into the medium of expression is presented to
the observer. What is attained from the work solely de-~
pends on the observer.

Hofmann's third group of writings contains numerous
short articles from exhibitions at the Sammuel Kootz
Gallery and at the University of Illinois' Exhibition of.
Contemporary American Art. Also included are interviews
and published articles. In this last group of writings,
the role of color in painting is realized and the previous-
ly cited aspect of a work of art are further defined. The
writings have not been organized strictly chronologically
but grouped accdrding to subject and theory development.

In 1949, an interview for Arts and Architecture a

appeared and in 1951, an explanation for the Univefsiﬁy
of Illinois Exhibition of Contemporary American Art. 1In
both these articles, Hofmann replied to the question, what
makes an Artist? and discussed the limitations of his
senses and their effect on his perception of appearances.
Hofmann realized that when the artist is able to
affect the observer because the artist has an inherent

quality within himself. It has not been learnt but was

98ofmann, Search for the Real, 1948, p.7h.
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inborn. The artist has aereative instinct, a searching
mind --- and the highest exhaltation of the soul."?9
With these traits he is able to'"tfanSpose the deépest
and weightiest experience into a new dimension of the

£ n100

spirit. The work of art he creates is a new reality,

and also-feflécts "the whole behaviour of the man (artist),

ethical convictions, and his awareness of creative

responsibilities."lo1 Hofmann felt that the humanistic

quality of Paris allowed for his freedom of development.102
In that atmosphere he could create with "a free and
ﬁniversal interworking of all contemporafies with constant
reference to what he received and learnt from the past."103
Although he held a reverence for the past the only valié
ﬁse, in his opinien, of the past was the depiction of his
own vision.

What the artist sees around him has been affected

by one's past experience. One has "definite ideas about

thelobaect in spite of the fact that the object may or

99Hans Hofmann, "Reply to Questionaire and Comments on
a Recent Exhibition," Arts and Architecture, vol. 66, no. 11,
Nov., 1949, p. 27. . N

100

Loc. cit.
101 o

Hofmann, "Reply to Questionaire ...," 1949, p. 45.
102 Lo .
Loc. cit.

lOBﬁofmann, "Reply to Questionaire ...," 1949, p. 46,
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may not have multi-subordinate parts.” We see an

object at different times from different viewpoints and
these facts are all used in the perception of that object
at a later date. "All parts together are summarized in
the idea of the object and the idea of the category to
which the object belongs."105 As Hofmann said in a later
article, "When I paint a éunset, I'paint a thousand sun-.
sets of which I'was a papt."106 His accunulation of

past experiencé is brought forth ﬁhen he wishes to use
it. When brought to the consciousness, this accumulation
too often can be detrimental in that one may "act as
slaves to habit, unfree and automatic, like in a mental
Prison-"lo7 Hofmann believes that accumulated thought
should be incbrporated but should not rule the order of
thought and creation. The artists mind should be free

to experience nature coﬁtinually and still be ablé to

receive a new sensation from it each time.

hHans Hofmann, " "' cited in University of

Illinois Exhibition of Contemporary American Painting,

March 4 .- April 1, 1951 Urbana, Uniyersity of . IllanlS,
1951, p. 187.  ~ " .

lOSLOc. cit.

106Hans Hofmann, " ," cited in University of
Illinois Exhibition of Contemporary American Painting,
March 7 - Aprll 7, 1963 Urbana, University of Illinois,
1963, p. 86. , «
167
Hans Hofmann, Unlver51ty of Illinois Exhibition
ces, 1951, p. 187. P I . ,
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In a 1951 catalogue for his annual show at'the
Sammuel‘Kootz Gallery, Hofmann published his article,
"Space Pictorially Realized Through the Intrinsic Faculty
of Colors to Express Volume." Dealing méinly with'color,
he explained the properties of pure color and their effect
on the artist and the observer. Unbroken pure color cén
be used by the artist without any disturbing effects if he
translates a spatial experience of nature or the automatic
response of the picture plane into a plastic statement and
places it on the picture surface.lo8 In this way, color
from the start is a formal problem whiéh must be taken into
account as the other formal elements must. This statement
is a further development to the solution of the formal and
creative elements. 1In 1931, the formal elements were the
line, the plane, volumes and the resulting complexes. His
later list of creative elements included all the formal
elements with the addition of color and light. His state-~
ment of 1951 makes color and light a formal probiem and
part of the formal elements. In fact, formal and creative
elements have become one.

In creating the work of art, pure color should be

used. Pure color can be "any mixture of color as long as

108Hans Hofmann, "Space Pictorially Realized through
the Intrinsic Faculty of Colors to Express Volume,"cited in
Hans Hofmann Exhibition Catalogue, Nov. 13 - Dec. 1,
New York, Sammuel Kootz Gallery, 1951. ‘
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such a mixture is handled flat and unbroken. ~-- The
totality of its formal extension affects only one color

nl09

shade and with it one light meaning. When this area

of pure color is juxtaposed onto another pure color area,
"each color becomes translucent by depth penetrations,

110 The wvolume

and with it, volume of varied degrees."
created i1s proportional to the depth réquired to bring

the canvas back to two dimensionality and on its placement
on the canvas, both which are interrelated. "Any color
shade must be in the volume that it suggested, the exact
plastic equivalent of its formal placement within the

composition."lll

From this it can be seen that each
color shade must be so placed in the composition that it
reflects the volume that is to be depicted in that area.
Small color areas should not be used for they would be
blended by perception and be seen as a black and white
function, tonal. By using larger areas of seﬁarated
colors, this interval facility makes color a plastic
means. The contrasts between the colors will create a
lively and vibrant volume suggestion.

Also by the contrast of colors, a mystic express-

ion is created. Contrasts are handled not haphazardly,

109Loc. cit.
110,

Loc. cit.
111

Loc. cit.
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but "only in relation to a strict mastery of the colors
with“the composition through the placement of the
colors.m11?2 Depending on placement, color and centrasts,
the intér—relétionship between these qualities creates
a psychological effect. Therefore, if the composition
is altered slightly a new psychological rapport will
develop. "This explains fﬁe magic of painting."113

During 1952 two articles were published in
exhibition catalogues. As will be seen in the following
paragraphs their contents overlap. The fine and applied
arts are distinguished by their different approaches,
empathy being the differentiation between the two. Creat-
ions dependence on experience will in the end determine
what wdrk of art can and will represent. In creating such
a work of art, Hofmann would employ his dual capacity of
experiencing. The first is his reaction to time and the
material world around him. The second is that which makes
him an artist, "professional'consciousness." What this
quality actuallf is, Hofmann did not clearl§ define. It
entails "all the basic requirements of his profession _—

which makes pictorial realization of all the other re-

2
11 Loc. cite.

_1134_ |
Loc. cite.



| 53
quirements possible."lll“F In each experience there is
the presence of empaﬁhy, "ﬁhe capacity of finding and
giving of intrinsic values of the things in life as well
as an artistic realization."ll5 The artist must be able
to transpose himself into animate and inanimate objects.
It is necessary for the act of creation.

Creation is based on an initiating concept which
is derived from the experience of the world around,
nature. Hofmann had made a similar statement in the
1915 Prosbectus. To experience deeply requires the power
of empathy. Once a concept is formed it goes through a
series of changes when the artist is transposing it into
the physical entity of the medium. He must take into
account the qualities of the medium By empathizing into
it. "The execution of the concept asks from the artist
the péhetration of the inner life of the medium of ex-
preSsion."116
Thé work of art created is a new Reality for it
has a sblitary existence. It represents the personality

of the artist, his soul, mihd, sensibility and temperment.

1lhyans Hofmann, " ," cited in University of
Illinois Exhibition of Contemporary American Painting, .
March 2 - April 15, 1962, University of . IllanIS, Urbana,
1952, p.199.

116Hofmann University of Illinois Exhibitionm,..,
1952, p. 200. T

cite.
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It is the "glorificatioen of the human spirit," for it
holds that‘spirit in a state of etermnal rejuvénation in
answer to an everchanging world. By holding the spirit
of the artist, he becomes immortal. Art is also a
"cultural documentétion of the time in which it was pro- .

117

duced." (Harold Rosenberg has stated that "Hofmann

'separaéed art from social conflict"118 duringmfhe middle
thirties.) "Modern art is a symboi of our democracy ---
‘the artist through his art is the personification of
democracy's fundamental principle in being the higher ex-
ample of épiritual freedom in his performance of uncon-
ditional, unrestricted creativeness."119 Because of the
burdensomeness of everyday life in a democratic or other
society, art is a counter-balance to it.

The release achieved from art can be attained in
both the fine and the applied arts. The differencé be-
tween the fine and the applied arts is the "tquality
through which the image becomes self-évidenﬁ."lzo There

is no basic difference between this definitioh and éarlier

ones dealing with symphonic and decorative painting. Fine

117Hans Hofmann, "A Statement by Hans Hofmann,"
cited in Hans Hofmann Exhibition Catalogue, Oct. 26 -_.Nov.

22, New York, Sammuel Kootz Gallery, 1952, .

118Harold Rosenﬁefg, "Hans Hofmann's Life Class,"
Portfolio and Art News Annual, no.. 6, Autumn, 1962, p. 25.

- 119

‘ Hofménn,‘"Repiy to questionaire ese, 1949, p. 45,

120 .
Hofmann, "A Statement ...," 1952,
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arts or symphonic painting is "the end product of an in-
tense accumulation of intrinsié values which have pre-
conditioned each other aesthetically in a step-by-step
development to summarize finally in the creation of this
all dominant singular, luminous and translucent volume
that makes the spatial totality and monumentality of the
picture."lZl The flatness of the decorative arts is |
derived from the constant pictorial balance which "depends
oﬁ the formal placement of the colors within the cémposit-
ion and creatioﬁ of varied intervals that makes: color a
plastic meaﬁs of first order."122 In both, Hofmann has
placed a greater emphasis on iight and color. The length
of the definitions exhibits Hofmann's wordy styie of
writing but most importantly, shows:the inclusiveness and
development of "his theories up to this date.

The articles just cited, as has been seen, are
straight forward and do not appreciably change 6r add to
Hofmann's theory. In July of 1953, he publishedin New
Venturenhis articleA"The Resurrection of the Plastic Arts."
iﬁvfurﬁher defined Héfmann's stand for movement on the

picture plane. As Hofmann said, the Resurrection of the

2
1 lLoc. cit.

l22Loc..cit.
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Plastic Arts was the "rediscovery of the Life endowed

nl23 ppe picture surface automatically

ﬁicture surface.
responds to "any”plastic animation with an aesthetic
equivalent ih the opposite direction of the received
impulses."lzh When an area of paint is applied to the
canvas, ahproportional area and force puéhes away from
the canvas towards the observer. The difference between
the pushing into and pulling out of creates a feeling of
depth and space. "The entire depth problem in the visual
arts culminates in this way in an emotionally cdntrolled
aesthetic projection into the hidden laws of the picture
surface."125 -When one perceives as depth on a canvas
.painted Qith knowledge of the pictorial surface's hidden
laws, one is actually seeing the "shifting" back and
forth of planes. The depth créatéd has voiume for it is
negative épace or form. The combination of both positive
and negative space or form creates the whole entity of
space,

In creatihg such an illusory depth, one must take

into account formal placement (line, planes, volumes)

s

123Hans Hofmann, "The Resurrection of the Plastic
Arts,™ (1953), cited in Hans Hofmann, New York, Harry N.
Abrams, . 1963, p.hh. . e

12l’Loc. cit.

125Loc. cit.
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and cblor saturation on the formal elements, One does
not separate these two aspects but solves them
simultaneously with relation to the spatial problem for
the concept to be depicted. The artist is able to work
these two by realizing that the pictorial surface can
be experienced in a way similar to that of nature.
Nature is in actuality three dimensional but the appear-
ance to our eyes is two dimensional. Due to past learn-
ing and experience, the effect of the two dimensional
appearance on our perception is that of three dimension-
ality. In a similar way, the picture surface is two
dimensional but because of the combined effect of place-
ment and color saturation, the picture surface has the
effect of three dimensionality. Hofmann retained the
theory of effect and appearances as stated in the 1932
article, "Plastic Creation."” The illusory pictorial
space alternates between two dimensionality and three -
dimensionality creating the push and pull effect. The
pictorial space.is "an aesthetically created space,---
(and) an activated fluctuating space balanced within the
peribhery of the inherent laws of the picture surface in
relation to which all employed pictorial means must
fﬁnction plastically,."126 The picture plane has a

definite limit to which projection and recession can occur.

126Loc. cit.
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The amount depends on the surface's size, shape, ground and
the artist. |
Hofmann himself has not defined and explained any one
of his paintings in relation to these limits. In an article

for the Bennington Alumni Quarterly he was asked to do just

that, but instead he discussedlhis attitude when painting.
A painting to him "means the immense struggle through which
the picture has gone on its development to come to the
result which is finally offered to the public. --- Either
his pictures communicate or they communicate not."127 The
observer's message is a picture and that it was "éreated as
nature hés created a flower."128 This could appéar to be a
god-like approach to painting. Hofmann even implies it when
he suggested in an earlier article that art is a means to
immortality. Such may be the case but Hofmann is trying
undoubtedly to show the similarity of the growth factor of
both plants and paintings. He sees the bare canvas as the
seed, the artist's inspiration as its source of life, the
creative elementé such as line, plane, volumes, complexes

and color as the fertilizer and nourishment for the seed

1274ans Hofmann, "Hofmann Explaining his Paintlngs,
Bennington College Alumnae Quarterly, vol.7, no.l, Feb. 1,
1955, p.23. -

128
Loc. cit.
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and the completed painting as the culmination of the plant,
its flower. |

Hofmann does not try to make you like or dislike his
completed paintings, possibly one of the reasons why he does
not explain an individual painting. Each of his paintings,
he believes, "has a life of its own --~ created by pictor-
ial means. - If they are not understood today, they are
understood tomorrow, maybe in a hundred years, maybe in two
hundred years. But I know they will be understood."129

If Hofmann means his paintings will be underetood,_
he undoubtedly believes that his writings will facilitate
their understanding. As stated before, he does not discuss
his theories in relation to any of his paintings. As in
his 1955 article "The Color Problem in Pure Painting,™ a
theoretical discussion is undertaken. Color achieves
prominence over form because of its ability to form re-
lations and intervals. "Push and Pull" can also be
achieved by color but coior development depends on form
for which the colors exist; so it must develop simultan-
eously.

Color can be used in either of two ways in a paint-
ing. If color is used solely as a black and white function
for the creation of form and volume, it is a tonal paint-~

ing. In another approach, pure paiﬁting, color is used "for

129Loc. cite.
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a plastic and psychological purpose."l3O Hofmann's use of
the word plastic in connection with éolor shows his increas-
ed awareness of color's volume forming quality as stated
in "Space PictoriallyVRealized through the Intrinsic
Faculty of Color to Express Volumes," 1951. Pure painting
is a "rhythmic interweaving of the color scale,"131 which
results in simultaneous contrasts. These contrésts create
the light in a painting. Colors are;placed on the canvas
so that they relate to each other in a "color development"
upon which their formal grouping ultimately depends."132
Hofmann now says that "formal and color develepment éo on
simultaneously."133 Iﬁ the earlier arﬁicles Hofmann differ-
entiated betweeﬁ the two in hié definition of}formal and
creative elements.'3t The simultaneousness of these two
developments unite the formal and creative elements into

one and the same category. In this 1955 article he says

that color'!'s function is fOrmal.135 Color is therefore a

130Hans Hofmann, "The Color Problem in Pure Paint-
ing," (1955), cited in Frederick S. Wight, Hans Hofmann,
Berkeley, University of California Press, 1957, p.51

1311pi4., p.s52.
1321pid., p.5k.
1331pid., p.52.

' 13l"Hofinar-m, Exhibition Catalogue ..., Berkelky,
1931, Hofmann, "Plastic Creation,” IéB?, p.35 - 38.

135Hofmarin, "The Color Problem eas,” (1955), p.5kL.
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formal and creative element, further uniting the two
indistinguishable categories.

Color, as used by itself, is not creative. It must
be used as an integral part of forms. "Color becomes
creative by force, by sensing the innér life by which
colors respond to each other through the created creat-

136

ivity of intervals." These intervals are created by
two physical carriers on the canvas which cause the eye to
react to each and to both. These physical carriers form
within the observer a non—physical entity which governs the
observer's vision of the two objects. That non-physical
éntity, ﬁhyperphysical overtone,"137 is what Hofmann called
in previéus articles a higher third,138 which was used in
connection with a relative meaning. It can now be seen that
an interval and a relation are related to Hofmann's terms,
"Both are united to carry a meaning through their‘inter-
action.nt39 The variation of force between the two hyper-
physicai overtones is the relation. This relation is a

"simultaneous accelerated intensification or diminution"ll*’O

of two colors in am interval. An interval shows an inter-

1361pid., p.53.
137

138

de. cit.

Hofmann, Search for the Real, 1948, p..47.

139 ofmann, "The Color Problem ...," (1955), p.53.

140 . cit. - “
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connectedness between two areas of color which can be
joined to form a higher third. The force between the
color areas is governed by the relation. Hofmann's con-
cept of an interval had changed from the 1931 article in
which he said that "intervals were color planes standing
in gfeatest possiblé contrasts to its neighbours within
the balance of the whole."l4l This idea leads to the
theory of expansion and céntraction as discussed in 1948.
The definition of the interval of 1931 is however able
to bring a work of art together and unify it by the con-
trast creating a focus. The combination of the overall
contrasts can create a luﬁinosity on the canvas. As
stated in 1955, these intervals can also operate between
intervals themselves, "like sound in music." 42 Because
intervals amalgamaté aﬁd grow, that "makes éolor a plastic

means of first of order."lU

From the plasticiﬁY'which expands color monument-
ality and conversely contracts it in an counter-action,
color can work with the formal development of push and
pull. Hofmann said earlier that color itself projects
and recedes much in the same sense as "push and pull.”

He now says that color combined with the formal develép—

i

lblHofmann, "On the Aims of Art," 1932, p.9.

lL’QHofmann, "The Color Problem ...," (1955), p.53.
143 ' :

Loc. cit.
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ments of the work is able to increase or decrease the
intensity of either the push .or pull. If.one large area
of red and a small area of yellow were placed on a
canvas, the large red area would project with a stronger
force than the yellow. The "pusH' forward would also be
faster, as the red afea catches the eye first. The eye
focuses on the red area .first but it also sees the
yellow. By altering the focus.to the yellow, the red
would "puil" back and the yellow would push forward.
This "bush""of the yellow is not as strong as that for
the red fof the yellow as compared to the white ground
does not contrast as sharply and has not an area as
large as the red. Depending on the distance of separa-
tion between the two colors, there is the interval
faculty which varies the interaction between the two,
affecting their expansion and contraction, push and pull.
If the colored areas were on a dark ground the suggestion
of depth would be greater. Black would tend to recede
creating a greater volume and also a darker canvas with
less luminosity.‘

It is the ability to synchronize the development
of both color and form in a painting which will lead to
a successful work. In each case, they affect the
picture plane similafly in that there is an automdtic

reaction from the picture plane whenever any of their
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developménts occur on the picture plane. It must be
realized that color development leads continually to ever-
changing multi-interpretations. Through color's self-
sustaining development, form is determined.lhh‘ Because
color exists on a form, such as a plane or volume, how
and where the color is placed on the canvas determines
in the end how the formal development will occur. This
attitude of Hofmann has developed since his first writ-
ings when he said that line, plane and formal complexes
were the most important factors for formal development}hS
Later in a discussion of formal and creati#e elements,
ﬁe see that form is a result of light and vice versa.lhé
Hofmann now has placed light and color as the determinants
of form.

Color, because of its dual role for its own develop~-
ment and formal development, creates the phenomena of push
and pull which is the basis for pictorial life. Color by
contrasts with neighbouring areas of color creates the
vibrant effect upon the vision of the eye first. The
simultaneous contrast is not tonal in the sense that the

colors merge together but that "their meeting (to form

contrasts) is the consequence of the color and form

Lbbyofmann, "The Color Problem ...," (1955), p.5k.

lh5Hofmann, Exhibition Catalogue ...,Berkeley,1931.
146 '

Hofmann, "Plastic Cfeétion," 1932.



65
development of the work. --- Form and color operate each
in its own sovereign r'hythm."lb(7 The last statement seems
to contradict Hofmann's othef statement in the same
article that "color deveiopment determines form.mLi48
What Hofmann brobably means is that although forﬁ is
determined by color placement, the placement of form has
its own set of laws which it must follow and obey. Both
form and color are, however, governed by the Painting
Laws, stated in "On the Aims of Art," 19525
| The grouping of colored areasmin their formal
development results in a unit called a complex. "In
.spite of a multiplicity of shaded differences,vtheir
synthesis presents itself as one color complex contrast-
eq with another and all the other complexes within the
pictorial tot,:—llity."ll+9 The intervalled relation between
the colors of that area react to form a solid projecting
and receding area. The relationship between all the
complexes with their balance of push and pull, expansion
and contraction presents the two dimensionality of the
canvas while the tensional forces create the depth and
volume. If one'force is greater than its counter-force

in the opposing direction, the painting will appear to

7y ofmann, "The Color Problem ...," (1955), p.5k.
148 -

Loc. cit.”‘

lLngoc. cit.
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have holes; areas of recession in which a projection is
not able to counteract it. In a good painting this is
not the case; the canvas is a unified whole.

Each complex is made up of several areas of color
but, "as a jewel, reflects one color in every change of

normai light condition."lso

It is through "the inter-
felationship of the individual colors to fofm one color
reflection and the total harmony between them (which)
emanates the aspired creative intention.mio1 in
-decorative painting the largeness of the“flat areas of
color does not permit such a close relationship between
the individual areas to form groupings with one light
reflection, but rather the large simplified area is a
single reflection in itself. The single reflection is
not as vibrant and lively as the complexes of pure
painting.

It is the life of a pure painting that allows
for picforial communication. A new reality comes into
existence, a created reality. The color gives aesthetic
enjoyment and a sense of emotional release which is
related to the form of the painting. When these facts

are taken into account and "awaken in us feelings to

l50Hofmann, "The Color Problem ...," (1955),p.56.
151Loc. cit.
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which the medium of expression responds analogically,
we attempt to realize our experience creatively."152
The finished creation wiil depehd on the inter-méshing
of ali these ideas and lacing them into the painting.
With the knowledge that the painting must fit together
the artist is free to use his imagination, inventiveness,
sensibility and the selective capability of his mind.

| Man's mind and its effect from nature are dealt
with in Hofmann's 1958 publication It l§.153 The affect
of naturé and tﬁe artist's awarenesé.will detefmine the
creation of the artist. AThe mind of the artist, surround-
ed by nature, has also been gfeatly influenced by it.
He sees with awareneés, for "seeing without awareness,
(is) --- short of blindness."l5h Althougﬁ there is this
infiuence, it is what the artist does with these
influences that'bfings out a great work of art. "The

interpretation of pictorial means of what we see is

tanother art!.m>? "Objectivity is also goose unless

l52Loc. cit.

153Hans Hofmann, "excerpt from It Is,"(Winter -
Spring, 1959), cited in Los Angeles County Art Museum,
New York School The First Generation, Los Angeles,
Members of the Board of the Los Engeles County Art
Museum, 1965, p.l7. : p .

154

Loc. cit. : \
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Loec. cit.
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we make something out of it."156 "Nature's purpose in
relation to the visual arts is to ﬁrovide~the stimulus
--- stimulus through its creative behavior."157 Nature
in its creative way of bringing life to theminanimate
objects, initiates in the artist a similar action. The
artist's mind is sensitive to the way in which nature
acts aﬁd reflects this in his paintings. "Man's
sensitive mind can think and feel; it enables him to
create --- that is to impregnate physical substance with
1ife."158 By use of his conscious and unconscious
facul%ies, fhe artist becomes aware of space in every
form of manifestation"l59 of nature. Through the realiza-
tion that the two dimensional surface of the picture

plane can be made to oscillate to the three dimensional,
the resulting vibrancy and dynamism brings the life to

the canvas. At each stage of the two dimensional and
three dimensional there is a static state but the change

to the contrasting dimension develops the sense of move-

ment. Movement is answered by a counter-movement and

156,

Hans Hofmann, "Nature and Art, Controversy and
Misconception,". cited in.New Paintings by Hans Hofmann,
Jan. 7 to 25, New York, Kootz .Gallery, 1958.

157Loc{
158 .
Loc. cit.

159"
59Hofmann,"excerpt from It Is," 1959, p.l7.

cit.
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consequently develops rhythm and counter-rhythm. The
pushing and pulling to both the two and three dimension-
al create the sense of forces which because of their
balance brings about tensions. These forces resulting
from the picture surface and the color and form that
have been applied, héve a life of £heir own. "Color aﬁd
light are to a great extent subjected to the form problem
of the picture surface."léo This statement contradicts
the 1955 article in which Hofmann said that color is the
basis for form and that the two developments, formal and
color, should be synchronized. Hofmann has appeared
to back down on his stand for the predominance of the
color development. |

| The last series of articles for the third greup
of Hofmann's published‘material covers a period of four
years and includes five separéte publications. These
“articles are generally quite short and repeat Hofmann's
previously stated theories. He stands firm on the noﬁ-
figurative philosophy which includes his total self. The
mood of the work then will represent his total being. |
Hofmann's general philosophy of art takes on his summatiocn

of the ideas he has presented over the years, His

160 .
Loc., cit.

lélHofmann, "The Color Problem ...," (1955),

p. 51-56. .
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attitude as a teacher is not forgotten for he has spent
. over half his life as one. Hofmann believes a teacher
should not tell the student éxactly which color or formal
development pattern to follow for it is the teacher's job
to "approach (his) students merely with the human désire
to free them 6f ail scholarly inhibitions."l62 This free-
dom will either bring out that real talent of all gifted
people or it will "kill all mediocrity and false mysti-
fication of one's real nature."lé?' In the latter case,
Hofmann says he‘has done just fhat mény times. He be-
1ieves that talentéd people take time to develop; They
must pass through stages of self-discipline and self-
enlightenment in order to become masters. Hofmann has
not varied his statement about an artist being born;
this inborn quality must be led along a certain path in
order to achieve success.

His senses govern an inner eye or inner vision.
The depéndency of each sense on every other sense creates
in the mind combinations and relationships of great
creative potential and facilitate the imagination. Creat-

ed relations create a higher spiritual third, and creative

162Hofmann, "excerpt from lg Is," 1959, p.l7.

163Hans Hofménn, " ,“'Ciﬁedmin University of
Illinois Exhibition of Contemporary American Painting,
March 1.~ April 5J 1959 University of Il]anIS, Urbana,
1959, p. 226.




71
combinations bring about life to the picture surface by
push and pull, expansion and contractibn in form and in
color, The medium itself is only a carrier of the
significant meaning derived from the relations and
combinations which is spiritual, hyperphysical. One can-
not discuss or criticize a work of art on mere physical
characteristics alone for it is the spiritual "which is
the only justificationof a work of au:"c."léLP Hofmann had

stated earlier in the 1948, The Search for the Real, "the

real in art never dies becauéé‘ité héturevis érédominéntly
spiritual."165 "A painting -- is inspired by the spirit
of its creétion énd its straight forward appeal to the
senses. --- The audience can identify the meaning and
the mood of its creatioh."l66 The thoughts and actions
that are experienced in céeating that painting can be' seen
by the observer.

Hofmann, when questioned, whether his paintihgs
reflect"his mood or emotion, replied that they reflect
his "whole psychié make-up --- and convey nothihg but

my own nature."167 His involvement with the painting

16l”Hans Hofmann n ," cited in Hans Hofmann,
Exhibition Catalogue, Jan. 5 23 1960, New York, Kootz
Gallery, 1960.

165y 0rmann, Search for the Real, 1948, p.5k.

166jofmann, Exhibition Catalogue ..., New York,1960.

167Hans Hofmann, "™  ," cited in Katherine Kuh
The Artist's Voice, New York, Harper and Row, 1962, p. Y19,
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‘makes him forget his own personal problems and leads
to a continual optimism. This mood is reflected in the
lighthearted titles which Hofmann says he chooses from
the feeling the painting suggests when it is completed.
This 1962 statement seems to be a development from the

one made in 1955 in the Bennington College Alumnae

Quarterly. He said thatvﬁe'féiﬁ—éaéh paintihg‘meént an
immense étruggle through which the picture has gone
through in the development."168 ‘Hofmann's change of
attitude reflected his groWing poﬁularity and the gréat-
er time he had for painting since he had closed his art
school.

The optimistic mood is not attained as soon as
one starts to paint. Often Hofmann drew "in order to
free himself so that he could understand the meaning of
the composi’cion."169 He becomes involved with formal
development and finally engrosses himself in the paint-
ing. He is continually aware of what is happening on
the canvas. Accidents, planned or unplanned, are
solved by the suggestion within the work itself. No
sketches are prepared for a painting, because each work
of art is developmental within itself. At each stage,

the painting or drawing is a work of art.

168Hofmann, "Hofmann Explains ...," 1955, p.23.

169Hofmann, cited in The Artist's Voice, 1962,p.125.
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The quality of the work is not dependent on
whether a real image can be seen for a "figurative
attempt is condemned wheﬁ made without consideration
of the underlying aesthetic principle of abstractions
because such mortal negligence will necessarily lead to
uninspired imitative and academic formation."L170 The
artist must let his mind be open to all formé of
creation so that his thoughts will be free to express
aesthetic principles which.are the basis of art.

Hofmann does not explain what is meant by "aesthetic
brinciples." "No one can give a correct‘eiplénation of
what art is:"l7l This last statement appears to be a
COntradictioﬁ to Hbfmann's writings. Has he not tried
to define creatioh and tﬁe prinqiples upon which it is
based?

| By analysis of his own creative process,
Hofmann'developed his theory of creativity. He realized
that art should not imitate physical life for "art must
have a life of its own. --- A spiritual 1ife."172 This
idea of the non-figurative and spiritual qualiéy of art

developed from his first writings. ™"A painter must

1704ans Hofmann, " ," cited in University of
Illinois Exhibition of Contemporary American Painting,
Feb. 20 - April 2, 1961, University of Illinois, Urbana,
1961, p. 116. , _

171

Hofmann, cited in The Artist's Voice, 1962,p.118.

l72Hans Hofmann "HanébHofmann 6n Aft " The Art
Journal, vol. 22, no. 3, Spring, 1963, p. 180. _
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create pictorial life with reference to the laws dictated
by the medium."173 Hofmann stated thesé laws after his
arrival in Amefica ih 1931.17LP Through the intuitive
faculty of his subconscious mind to stimulate his conscious
mind, the artist is able to use his senses so he can "dis-
cover the intrinsic faculty and inner life of everything."l75
He stated in 1931 that "the work of art is the product of
the aftist!§ power for feeliﬁg'and of his sensitivity to
life—in-naﬁuré and life within the limits of the medium."176
Hofmann's concept of empathy and spiritual projection did
not chaﬁge through the years. The mind of the artist is
able to perceive beyond the purely physical. His inner eye
sees into the inner life of everything; "therefore every-
thing can serve as an expression medium,ﬁl77 The quality
of the resulting work of art depends on the artist's
ability to create a spiritual reality with the phyéical
medium of expression.

Spirituality is derived from the "synthesis of all
178

relationships." As early as 1948, Hofmann had stated

173Hofmann, cited in The Artist's Voice, 1962, p.118.

Y74 yofmann; "On the Aims of Art," 1932, p. 9 - 10.
175Hofmann, "Hans Hofmann on Art," 1963, p.180.

176
177
178100. cit,

Hofmann, QFainting and Culture;" 1931, p.b.

Hofmann, "Hans Hofmann on Art," 1963, p. 180.
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that "two physical facts in an emotionally controlled
relationship always create the phenomenon of a third
fact of a higher order."179 The synthesizing of all
relationships is what Hofmann stated as "relations
under relations being the highest form of aesthetic
enjoyment."lso Pleasure from such a Work is obtained
by the peréeption of a unified work of art. As in an
organistic theory, all parts are tied together and each
part implies another. The concept of positive and
negative space illustrates this point. "Objects are
positive space"181 or form and empty spéce does not
exist for it is a negation of positive space or form.
These two entities do not exist singularly for in a
total space, both exist side by side. To experience
that space in a painting, one must feel the "forces and
counter-forces that make a vital force impelied dynamic
space,"182 i.e. the opposing tensions of three dimension- .
al and*two dimensional. "Space is all energy," for

"space has volume and volume has mass."183 Hofmann's

179 ofmann, Search for the Real, 1949, p.L7.

18OHans Hofmann, "The Mystery of Creative Relations,"
July, 1953, cited in Hans Hofmann, New York, Harry N.
Abrams, 1963, p.45. .. =

l81Hofmann, "Hans Hofmann on Art," 1963, p.182.
1821054, , p.181. m

1831pi4., p.182.
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scientific personality of his late teens led him to the
theories of Einstein who said, that energy is derived
from mass, therefore relating to space and energy. The
knowledge of the inherent vital forcés of space and life
that these forces can create, stirs the artistic mind to
greater imagination to create life on the pictorial
surface for the viewer. "Pictorial life is based on
tension. --~ Forces and”counter—forces, rhythm and
counter-rh‘ythms;"l84 Color is one of the easiest and
best means to'créate these forces for it is able to pro-
duce depth (pull) and light emanation (push)."185’ The
forces of pﬁsh ahd pull are mental in éhaﬁ Viéual sensa-
tions are related to past experience of tensions in
nature or that these tensions are felt as a reaction from
the picture surface. Rhythm, a time and intensity element
of "push and pull," is derived from the artist's temper-
ainerlt . 186 “ |

Paintings of the period after Hofmann's retrospect-
ive at the Addison Gallery of American Art fall into three

categories which reflect his theories at that time.

"Magenta and Blue," (1950) retains Hofmann's "cubist

18L’Loc. cit.

l86Hofmann, "Hans Hofmann on Art,"™ 1963, p. 180.
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traum&-"l / While the painting earlier cited reflects his
awareneés of the planar concept, this later‘work shows a
minimal persistence of the linear concept integrated with
the planar one as seen in "Fantasia"™ (1943). The flat
canvas of "Magenta and Blue" (plate"IiI) has been broken
up into foﬁr quadrangles wiﬁh'the lowéf'ones larger. Red,
blue, yellow, magenta and green have been used to further
divide the quadrangles into a semblance of a spatial area
depicting a still life. The brightness of the canvas re-
flects Hofmann's early contact with the Fauvist, Henri
Matisse as in his "Piano Lesson," (1916). While the same
general luminosity.of the canvas is achieved by both,
Matisse has used a more sombre red and a paler and less
vibrant blue. Each color that Hofmann has pléced on the
canvas vies with every other for the greatest projective
and dynamic power. If, as in the case of the blue, an
area of color does not match the dynamism of its neighbour-
ing color to form a stable relation, that area of color is
increased so that the size will in the end create the same
effect. The magenta to the right of the blue and on the
top left corner of the canvas have a small area for their
projective powers do not necessitate a large and dominant

area as does the blue. Even though they are at the side of

1 ,
87Clement Greenberg, Art and Culture, Boston,
Beacon Press, 1961, p. 192,
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the canvas, they have the force to combat the blue. The
use of color in these planar areas is further emphasiied

in Hofmann's later works of 1960, but lines and dynamic
planes’are»used here to achieve the effect of "push and
lpullﬂ expansion and contraction.

' As in the analytical cubist works of Picasso and
"Braqde, Hofmann has appeared to have taken different view-
points of the same still life. The blue area to the lower
right can be associated with the red, yellow and green
still life area to the upper left. While Braque and
Picasso took different views of the same object and tied
them together in their compositions, Hofmann here, seems
to have taken a front and back view and separated them on
the canvas. It must be realized that these two areas
most likely do not represent the same objects from differ-
ent sides but the relationships between their forms and
spatial displacement inherently cause the observer to
unify them. A relation is set up between them which
causes the two areas to contract together yet the
intensity of the yellow-red texture and the magenta cause
the two to expand off the canvas,

The plane of blue is projected off the canvas by
its forceful color but most of all by the dynamic planes.
The blue area of color, by being éngled, appears to come

out to the observer as the upper right yellow area recedes.
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This blue does not project flat out but is also angled for
the lower black areas projects the blue when the lower
portion of the canvas comes into focus. The whole bottom
area is also angled off by the slanted horizontal. The red
overlaying the blue and the red to the left center cause
the eye to follow a right-left direction and the contrasting
with the yellow-green result in an activated 1ift and push.
The yellow associates with the yellow-red texture to bring
the plane down only to be projected again by the blue area.
The yellow area to the upper right does not have the vigour
or energy of the other quadrangles. In relation to the
others, it appears unfinished, unsolved. The black and
green linear definition of the planar object raised above
it lack form and solidity as compared to the objects placed
above the blue.

The contrast between the finished, overfinished and
unfinished aspects of the canvas illustrates Hofmann's cubist
trauma. The overworked area to the upper left shows‘Hofmann
~as a synthetic cubist with the vibrant texture of red and
yellow. The linear quality of the pineapple shape attains
only partial planar concept in the extreme right leaf. By
using the large area of color Hofmann has achieved the '
dynamism he called for but in depicting the smaller object
the contrast with the larger areas only made them linear.
The line is the smallest painting plane, but in contrast

to a large planar area, it becomes merely a line,
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Howevér in a work such as "Le Gilotin,"™ 1953, _
(plate iV), the width of a paint brush has been the basic
size of the plane.  Even the white area to the upper right
appears to be subdivided into three separate planes by the
texture of the actual pigment. While the lengﬁh of each
plane varies, the width remains constant so that each
brush stroke appears planar. Only seven lines are used
to define the figure but they are only superfluous: the
figure coﬁld be seen without them. Hofmann's ability to
use green in a frivolous mood detracts from‘green's usual
sombre feeling. The paint has been applied in a fich
creamy manner. The effect on the observer is pure delight.
(This canvas now hangs in the administration building of
the University of California at Berkeley. It creates a
lively and joyful mood for thevpésser-bys and the working
staff.) The lavish amount: of physical pigment and the
highly textured surface creates a uniquely lively area of
color which foretells the latest phase of Hofmann's paint-
ings in which he uses luxuriant oils in rectangulér plane
of vibrant color. |

This effect can be seen in "Above Deep Waters,"
1959, (plate V). The canvas has been divided into three
horizontal areés; the upper section red, the middle, yellow,
and the bottom, mottled black and green. Though each color
appears separate and distinct, all colors are seen in each

of the three areas. Transitional zones between each area
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are the most prominent place for the ineclusion of coelor »
from another area.‘ Between the red and the yellow there
are patches of green'andvblue which stand out and sink |
into the borderline. The main area color is also mottled
with a different shade. As can be seen on the upper
yellow edge, a darker less vibrant shade has been included
to facilitate the transition to the red. Spots of blue
are also seen above the red area. These transitional patch
planes project and recede to form the "push and pull”
effect. The darker shades at the borderlines separaée the
colors in an expanding direction while the brightness of
the red and yellow contract the surface area. This con-
traction is caused by the extreme brightness of both areas
which form a single bright area. This now single area
projects in relation to the black-blue area to the bottom.
With the alteration of focus to the red, the black appears
to project mainly because of the heaviness at the bottom
of the canvas. The three areas then oscillate perpendicular-
ly and parallel to the picture plane.

Each area has been applied in a planar method of
pure painting. The planes and areas of color each emit one
color sense. Even the lower black area where green is
mottled into the black has a single color and reflects not
pure in the sense of primary colors but pure in Hofmann's
sense of single color reflection. The color areas are ﬁot

re-defined by black lines as in "Magenta and Blue" but are
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defined by the edge of each plane of color againét another.
No linear definition is required for the colors are loud
and contrasting enough to define their own limité. In this
work the creative and formal development have been cbmbined
into a simultaneous development. The dark colors, blue over
the bright ones, red, show that the blue was placed on the
red as a formal element with full realization that it would
project and recede. Its formal role as a transitional and
unifying device were also understood. A balance is seen
in the two blue transitional patch planes and the two red
ones. This almost positive and negative juxtaposition is
clearly shown in the red and black areas. The areas that
jut out from the black are partially reflected in the red.
A complete traﬁsfer is not undertaken because the red would
overpower the yellow. To give the idea of semblance, the
minimum amount of repetition is able to suggest the
duplication of forms. This repetition of forms was seen
in earlier works such as "Magenta and-Blue," but here the
prominence of color is takén into accoﬁnt sé that area of
red is decreased to affoerd an easier balance with the rest
of the canvas. |

While "Above Deep Waters" retains a painterly and
lush application of éaint; later works delve into the
realm of hard edges. "Pre-Dawn," 1960, (plate VI) has a
combination of the hara edgé andmpainteriy approééh. The

upper areas which are modeled with heavy pigment appears
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to contrast with rigid rectangular areas. Actually the
rectangles, though their edges are hard, are also heavily
pigmented with ice pick points of projection. The relief
of paint creates added color and undulation of color to
that area. The butter-like feel of the upper portions does
not represent a single color reflection but a multitude in
spite of the mottled effect. Each color stroke is bright
enough to stand on its own and show its force. It is a
minature canvas in itself and reflects as well the entire
canvas.

Areas of pure color are juxtaposed to bring the
canvas to life by the vibration between these areas. The
fight for supremacy of color brightness is fought by each
and every coler. Blue, normally taken to be a recessive
and diminuative coior, is able to vie with red and yellow.
By its surrounding a special color in relation to the other
color it achieves a vibrancy seldom seen in blue. Yellow
areas are decreased in size for the overly vibrant reflect-
ion. Even though red is a resounding coler, the rectangles
of red at the bottom of the canvas do not appear overly
powerful. A dynamic equilibrium is set up between the red
rectangles on bottom and the red circle and rectangle and
yellow square at the top. The yellow has been so charged
that it continually re-echos its strength. The energetic
quality of the colors and the expressive application of

paint are a source of invigoration and appeal for the ob-

server.
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This discussion of a few of Hofmann's paintings
has shown the unity of his theory and pracﬁice. His paint-
ings reflect his theories and vice versa. This inter-
relationship does not suggest that painting'naturally leads
to theorizing or vice versa, but reflects their mutual
dependence for Hofmann's development.

| Hofmann's theorétical writings have extended over
a period of fifty years. His writings have explained
his approach to art. Though this theory changés from year
to year, these changes‘derive not from contradiction but
from his further explanation and clearer definitions. The
following paragraphs will summarize these theories and
their changes.

The artist has an inborn characteristic, an indescrib-
able sehsitivity for quality. With this characteristic
of hyper-awareness, his teacher is able to lead the young
artist to his natural gift, not by prodding, but by
sympathetic and understanding direction. The artist
learns to see in nature the intrinsiec values of animate
and inanimate objects. Hofmann felt that an artist must
have the ability to empathize, to spiritually project in
order to create. The artist feels into them and receives
from nature its creative quality. Nature, through the
artist's natural gift, inspires and stimulates him to
create‘as nature does. Nature's role as inspiration for

creating was dominant throughout Hofmann's writings.
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This creation is not an objective imitation of nature
for that would be photographic and shows nothing of the
artist's temperament. He must have an open mind for the
non—figurative because that receptiveness allows the
greatest possibility for the ﬁictorializabion of the
artist himself. As early as 1915, Hofmann had said that
he would not imitate nature, but let form evolve from
the M"artist's experiences evoked by objective reality
and the artist's command of the spiritual means of the
fine arts throﬁgh which this artistic experience is
transformed by him into reality in the painting."188

The artist realizes the workings of his mind and
senses. The actual physical limitation of his senses
leads him to perceptions which are unreal. In 1932,
Héfmann realized that objective reality, nétﬁre, had the
appearance of two dimensionality on the observers senses.
The effect of objective realiﬁy on the observer is not
two dimensional as in appearance but three dimensional
as in nature. Through the accumulation of the experience
of nature to that moment, the effect of objective nature's
appearance on the observer has the semblance of being |

three dimensional.

188Hofmann, "Prospectus for Munich School ...,"

1915, p.56.
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The perceptual reactien to a picture plane parallels
the peréeption of nature. The picture surface with
‘pigment applied is de facto; two'diménsional. The effect
on our perception is three dimensional because of the
inherent laws of the picture plane as stated in 1931189
and the volume forming quality of :color which was discuss-
ed in 1951. Thé picture plane reacts with an equal and
opposite force to that which is applied. The applied
and reaction force depends on the advancing and receding
quality of color and form. Luminous and contrasting
colors tend to advance as dowlarge and dominant forms.

The artiét is able to achieﬁe the qualities of
appearaﬁce and effect by empathizing into nature and into
the medium of expression. By empathizing into nature,-
he is stimulated'and‘inspiréd. By feeling into the nature
of the medium, its laws and its inherent qualities, the
artist is able to use the medium of e xpression to its
best ends. With an empathetic attitude, the artist is
able to feel into anything and to use it as a means of
expression.

How and where the medium of expression is applied
to the canvas will determine the form in a painting.

Hofmann said in 1931 that the formal elements consisted

189 ofmann, "On the Aims of Art," 1931, p. 7-1l.
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of lines, planes, volumes and the resulting formal
complexes.lgo. In 1948 he became more attached to the
planar concept énd said that the line was only the meeting
of two planes and that volumes were a regulated series of
planes. Hofmann's early writings do not consider color
as a formal elemént but a creative one. During 1951 he
developed the idea that because of color's volume form-
ing quality, color increasingly became a.formal element.
Hofmann went so far as to say that color was a formal
element but quickly realized that color existed because
of light on form. In the 1955 article, "The Color
Preblem in Pure Paihting," Hofmann resol%éd the question
of form and coler; they eiiét together. The development
of form and color must oeccur simultaneousiy.

Through the interworking of form and color,
"intervals" are set up in which tWo physical carriers
ére visualiy related to form a non-physical higher third.
This hyper-physical overtone governs the reaction between
the two separate carriers. The "relation" between them
is a simultaneous accelerated inﬁensificaﬁion or
diminution. The variation of such forces over the whole
surface of the canvas creates rhythms, a time and

intensity factor which the artist governs with his temper-

190Hofmann, Exhibition Catalogue ..., Berkeley,

1931.
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ament. The balance of the forces develops tensions and a
sense of dynamic equilibrium.

The alternation between an overall tension and
directed forces, incites within the observer the feeling
of movement. The observer perceives the change from two
dimensionality to three dimensionality and vice versa.

The balance of the "push" and the "pull" force in opposite
directions brings about stability, while a differentiation
between them develops the effect of movement and dynamism
within the observer. This dynamic quality is caused by

the observer's perception alternating between the two
dimensionaliﬁy and the three dimensionality. Push and pull
is the movement back and forth, perpendicular to the
‘picture surface. It is created by the volume forming
quality of color and the relationship of large, dominant
and contrasting forms. The movement parallel to the
pieture surface is "expansion and contraction." This move-
ment 1is cfeated witﬁin the observer by intervals and re-
lations between form and color. Intervals play a larger
vrole because of their ability to ﬁnify or to separate two
areas of the canvas.

The creation of "push and pull" and "expansion and
contraction'" is the meah to the creation of-art. Art is.
vitalized form. Movement is the essence of Life; Life
does not exist without movement. If these moveﬁents re-

flect the artist himself, a work of ‘art has been created.
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Hofmann used painting to distinguish betweeh the
two fields of art, the fine and the applied arts.
-Symphonic painting, a category of the fine arts, possesses
the movements of '"push and pull™ and "expansion and
contractioen.” It.incites withih the ébserver, vitality
and movement. In 1931, symphonic painting was distinguish-
ed by their sensory and emotional differentiation which
would bring about the effect of increased monumentality
upon the senses. "In Symphonic painting, color is the
real building mediﬁm;"lgl This 1948 statement by Hofmann
reflects the increased role color developed in his
theoretical writings. Symphonic paintings is also created
by the artist who becomes empathetically "aware of the
intrinsic qualities of the medium of expréssion."192 In
decorative painting, a category of the applied a;ts, the
artist can also empathize but he strives mainly for great-
er simplification. The decorative painting will lack the
effect of plastic movement because its simplification
results in a totally two dimensional pictorial space.
The effect of plastic movement differentiates symphonic
painting from decorative painting. Hofmann summarized

these differences in 1952. He said that symphonic paint-

191pofmann, Search for the Real, 1948, p.73.

1921434, , p. 52.
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ing and decorative painting differ "in the creation of
quality ﬁhrough which the image Creéted becomes self-
evident."193 By "quality" Hofmann incorporated the
creative act. The creative act entails Nature. An
empathetic attitude to Nature enables the artist to
sense Nature's creativity. Nature's creativity inspires
the artist té create the pictorial‘realization of
dynamic movements of oscillation between the two and
three dimensional planes. The two dimensionality of the
pilcture plane is retained because of the dynamic
equilibrium that results from a balance of the forces
of "push" and "pull" and those of "expansion" and "con-
traction." The resﬁlting symphonié paintingvhas an
intimacy,.a lyricism and a rich orchestration.lgh

 This painting is a cultural documentation of the
time in which it was created. It releases the
observer from the monotonous schedule of everyday life.
It has a new reality of its own because it is based on
the personality of the artist's soul, mind, sensibility
and temperament. It glorifieé the human spirit and keeps

it in a state of eternal rejuvenation. The humanistic and

l.,,
93Hofmann, "A Statement ...," 1952.

194

Loc. cite.

1957.

lLoc. cit.
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cultural spirit which this painting captures, are retained
in this work of art if it remains in the same physical
state, This spirit in the painting is above the natural
world. It endlessly emits the life experience of the
artist to the viewer. It is this spirit which Hofmann
tried to capture in his own work and tried to incite in

'his students.



CHAPTER III

THE WEST-COAST CANADIAN STUDENTS OF
' THE HANS HOFMANN SCHOOL OF ART

During the late forties and early fifties, many
Canadians attended the Hans Hofmann School of Art in New
York and Provincetown. Each attended at a different time
and each of their reactions is distinct. Although
Hortense Gordon, Alexander Luke, J.W.G. MacDonald and
Joe Plaskett attended the Hofmann School, only Lionel
Thomas, Takao Tanabe and Donald Jarvis are discussed here
because these Artist-teachers were available for inter-
view. This chapter will discuss the Hans Hofmann School
of Art in New York and the summer school in Provincetown
in respect to the physical surroundings, the educational
approach and the possible effect on the painters of that
period. This effect will be discussed im relation to
Hofmann's West-Coast Canadian students, Lionel Thomas,
Takao Ténabé and Donald Jarvis. Their cbntemporary
theories will be énalyzed in relation to Hofmann's
theories which were taught at his New York and Pfovince—
town schools.

Hofmann's arrival in America in 1931 marked the

start of a twenty-seven year teaching career in his



93
country of naturalization. Following two years of teach-
ing at Berkeley, Los Angeles'and New York, he started his
own New York school in 1933. In the following year he re-
established a summer school which had been such a success
in Burope. Hofmann's school in New York was first located
on Fifty-Sevénth Stfeet and Lexington Avenue. It was
moved to Fifty-Second'Street'and Ninth Avenue and finally
to Eighth Street in Greenwich Village. His school did not
have the typical art school atmosphere with set still lifes,
color reproductions of the old masters or color charts
hanging on the walls. In contrast to the vitality and
interesting facets of New York City, the Eighth Street
studio was stark and lacked atmosphere.l During the late
forties the fees averaged twenty to thirtyvdollars a week
for-a full-time student.

At his day and night classes in New York, Hofmann
attended each class at least two times a week either to

discuss and to criticize student work or to set up the

Associate Professor, University of British Columbia,
Vancouver, B.C., April 1k, 1966.

2Interview with Donald Jarvis, Vancouver, B.C.,
February 1, 1966, 1In the following footnotes for material
obtained from interviews only the name and date will be
given. The location of the interview were all in
Vancouver.
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figure model for the week. Hofmann was aloof to his
students and it was difficult-to become acquainted with
him.3 They however developed a vigorous interchange of
ideas amongst themselves. Hofmann's concept of education
entailed less work with the individual student so that a
group spirit would develop.h This "esprit de corps" was
"inspired by the teacher, whose preéence was requiréd only
intermittantly for ériticisms and supervision on a policy
making level."5

In the‘drawing class charcoal was largely used be-
cause of "its flexibility, changeability, transformability
and workaBility. The drawiﬁgs were like paintings for they
often took two or three days to complete."6

The students who attended the Hofmann school had
different training, background and enthusiasm for art.
Hofmann, however, was able to bring out the true artist
and the individual in each of his students.’ Hofmann
established a sympathetic climate to stimulate the lesser

talents. He "turned them on;"8 not by lecturing or

3Jarvis, Feb. 1, 1966.
hThomas B. Hess, Abstract Palntlng, New York,
The Viking Press, 1951, p.-131.

5Loc. cit.

6Jarvis, Feb. 1, 1966.

TJarvis, Feb. 1, 1966.
8Jarvis, Feb. 1, 1966,
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instructing but by demonstrations, criticisms and his
authorative personality and presence. Students were awe
inspired by him. They would all stand when he entered the
room; then, one student would take his hat while another
would take his coat.9 His ability "to come to the problem

n10 chabled him

in what was wrong with a painting or drawing
to criticize thoroughly a piece of work done‘by a student.
Hofmann would rework right on the student's work to the
extent of ripping it up and re-piecing it.in order to
reveal its new possibilities.ll

Criticisms such as the one just discussed were also
held monthly for the entire school. They were "an
importanf 'thing'.ﬁ Artists who did not attend Hofmann's
classes'wefe alsé present. At these "crits" Hofmann woﬁld
in his poor and broken English, "pick everything to
pieces"12 either through demonstfation or gesture. Only
a few ﬁorks were thoroughly commented upon with his "bold-
stroke criticisms"13 and vibrant personality.

Hofmann's summer school at Provincetown had much

the samé class situation and approach as his New York

9Takao Tanabe, March 26, 1966, Vancouver, B.C.
10jarvis, Feb. 8, 1966. '

lLionel’Thomas, Associate Professor, University of
British Columbia, Vancouver, B.C., January 25, 1966.

12
13

Jarvis, Feb. 1, 1966.
Jarvis, Feb. 1, 1966.
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school. In both, the students drew directly from the
figure model. In New York they were more diverse and
interesting.lh 'Provincetown models tended to be as full
and Germanic as Rubenesque figures.l5 At the summer school,
models were employed for the morning.session. Landscapes
and still lifes could be used by the student in“the after-
noon if he so desired. Landscapes were often chosen be-
cause of their natural d&namic quality and the enjoyment
derived from nature.

Nightly criticisms were held on the day's work.,
These criticisms, unlike those in New York, wefe more
intimate and less theatrical. The student could get to
know his teacher on a more persbnal basis and exchange
ideas with him. The art critic, Harold Roesenberg, has
said that many spinsters attended the summer school16 but
Lienel Thomas, one of the students, said there were only
é few "non-serious students."l7 In any case, Hofmann felt
that the school provided them with "an experience not other-

18

wise available to them."

b jarvis, Feb. 1, 1966.
lSThomas Jan. 18, 1966,

6Harold Rosenberg "Hans Hofmann's Life Class,
Portfolio and Art News Annual, no.6, Autumn, 1962, p. llO

17,

Thomas, Jan.,18, 1966.

8Rosenberg, "Hans Hofmann Life Class," p. 110.
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It is doubtful that Hofmann's students understood
his teaéhings on first atteﬁpt becéuse of his metaphysical
terminology and broken English. Donald Jarvis, for
example, said that he realized what Hofmann meant "by hind-
sight in his own paintings."19 The theories of Moﬁdrian,
Cézanne, Cubism, Fauvism ana Expressionism were not dis-
cussed as such, but they were included in Hofmann's new
pictorial approeach for "teaching modern art as a |
tradition." o

Harold Rosenmberg said in his 1962 article, "Hans
Hofmann's Life Class," that "neither financially nér as
an initiating force was the Hofmann school a success be-
cause of the‘adultefation of time, place and situatibn."zl
In spite 6f the fact that Hofmann's school did nbt
emphasize a cultural documéntatioﬁ of his time, --~ in the
sense of social realism of the thirties and forties ---
his school was able to build up an intellectual basis for
the development of abstract expressionism. While none of
the Abstract Expressionists attended his school,22 they

socialized with artists familiar with Hofmann's theories.

19Jarvis, Feb. 1, 1966.

2OR_osenberg, "Hans Hofmann's Life Class," p. 28.

“l1pid., p. 112.

22
Ibid., p. 110.
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The intellectual and academic basis for their work:
naturally affected the Abstract Expressionists. The
Abstract Expressionists would not necessarily accept or
reject Hofmann's theories but rather, they would develop
an intellectuai and academic attitude in critically
analyzing their own works. Hofmann's thinking "taught the
act of creation in painting by uplifting the stﬁdent's
spirit while enlightening his mind."23 |

During the late forties and éarly fifties, Canadian
students invaded Hofmann's classes in force. Hortense
Gordon of Hamilton, Alexénder Luke and Ronald Lambert of
Oshawa, Joe Plaskett of New Westminster and Liomel Thomas
of Vancouver came in 1947. J.W.G. MacDonald and Donald
Jarvis attended classes in 1948 and Takao Tanabe in 1951%4

Three West-Coast Canadians, Lionel Thomas, Takao
Tanabe and Donald Jarvis, all presehtly artists-teachers, .
have each reacted differently to his teachings. Although
they attended the school at different periods and at
different places, their individual personalities and
.divergent situations account for their varying responses.
Each individual artist's contemporary theories of art will

now be discussed in relation to Hofmann's teachings at the

New York and Provincetown schools.

231pid., p. 113.

2h7anabe, March 29, 1966.
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Lionel Thomas attended the Hofmann summer school
at Provincetowh, in 1947, for two and a half months there.
Part of this time was spent as a private student before
the regular summer school began. He became personally
acquainted with Hofmann in their many discussions in the
evenings after classes. During these conversations,
Thomas came to understandAmore clearly Hofmann's ideals
and his teachings. |

Hans Hofmann, the teacher, and Lionel Thomas, the
.student; both believe that Nature is the source of
inspiration for the creation of a work of art. Both their
classes employ the human model because of its "inherent
motion"25 to give the greatest stimulation in the direct-
ion of the energy endowed space, which is part of Nature.
Thomas said that this inspiration was not always present.
However, when he does have the inspiration, his whole
being comes alive and he has to express it. The
inspiration can be stored mentally and later summoned to
the conscious level. For example, when he painted "Rock
Form on a Bottom of a Pool," he had "an actual expefience,

26

and painted it subjectively“a week later in his studio.”

25Thomas Jan. 18, 1966.

26Llonel Thomas, cited in "Coast to Coast in Art:
Vancouver. Painter Wins International Award," Canadlan Art,
vol. 9, no. 4, Summer, 1952, p. 169. .
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Hofmann stated similarly that "everything comes from
hature; I toe am a part of natﬁre; my memory comes from
nature."27 Both received their inspiration from nature
and stofed it mentally for later use. The similarity of
these two statements does not necessarily imply that
Thomas adopted Hofmann's ideology. In this case, as in
btﬁers to folloﬁ, the Basic source of inspiration and the
idea of what a work of art is, could well have been
developed by the artist before his arrival at the Hofmann
school and reinforced there.A

Thomas believes that "the sources of art are
mysteribus."zg‘ Hofmann's metaphysical and nebulous style
of writing énd his attributed quality of a work of art
also exhibited this mysteriousness. Hofmann tried to
discuss and analyze this mysterious source but Thomas
believes it cannot be verbally expressed. Thomas is more

consistent, for Hofmann contradicted himself by writing

on that mysterious source. Hofmann wrote that an idea

27Hans Hofmann, cited in Elizabeth Pollet, "Hans
Hofmann," Arts, vol. 31, no. 8, May, 1957, p. 30,
28The problem of actual influence can only be in-
ferred except in cases where the artist actually uses
Hofmannt's terms and theories directly. Qualified
academic speculation must be used because an artist sel-
dom admits that he has been influenced by another artist.

29Thomas, Jan. 19, 1966.
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has a.certain specific medium through which it can be
expressed.BO His attempt to express the spiritual verbally,
forced him to write in a nebulous, metaphysical style.
Thomas does not attempt such a goal for he realizes its
unattainability.

Their basic concept of a work of art is similar but-
Hofmann had a more extensive definition. Thomas believes
that the finished work of art contains a single idea.

This idea, called ""bayaka“ by the Arabs,31 is timeless.
Tt includes the gréist's feeling for quality. While
Hofmann did not use thé term "baraka," he expressed a
similar idea concerning an artist's "ﬁighly develdped

w32 Hofmann's concept of a work

sensitivity for quality.
of art is further define& for}he saia that it must appear
to possess a dynamic energy to invigorate the viewer.
Hofmann's "single idea" has been well defined while Thomas
is morevvague and gene;al.

Both Hofmann and Thomas believe that adult artists
rely on their consciousness of experiences; that is their

senses. Thomas adds criticisms of the young artists who

often take drugs or alcohol in order to achieve unique and

30Hans Hofmann, Search for the Real, Ando#er,MaSé;;Tbe
Addison Gallery of American Art, 1948, p. 46.

3lrhomas, Jan. 19, 1966.

32Hans Hofmann, "Painting And Culture," Fortnightly,
vol. 1, no. 1, September 11, 1931, p. 5. ,
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unnatural experiences.33 Hofmann makes no references to
this method. |

Thomas personally feels that he does not need
artificial stimuli in order to have an experience. By
living naturally, he is able to use these experiences to
depict his images to the viewer. Although in 1949 he
studied under Mark Rothko, an iconoclast, Thomas still
believes that man naturally sees images. He gave the
example of Leonardo da Vinci who said that man saw images
in stone walls, and of Hamlet, who saw the image of his
father in the clouds,BA‘ Thomas explains his murals and
sculptures as symbols of certain aspects of life. His
mural outside the Brock Hall Extensioh exemplifies this
point clearly. Eaéh rectangular unit of the mural re-
presents one department of the university. These images,
as well as the rest of Thomas' images, are derived from
his knowledge of cubism and the other "isms" of the
twentieth century.

Thomas'! image making quality is his personal.
development. fHofmann never wrote about the possibilities
of images and Symbols. However, a few of his paintings
present images which he did not’consciously try to

achieve.

3Thomas, Jan. 19, 1966.

3L*Thomz:—m, Jan. 18, 1966.
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Another personal quality of Thomas that differs
from Hofmann is Thomas' habit of mehtioning names of well
known twentieth éentur§ artists. Hofmann who worked and
studied with these figures, rarely‘mentioned their names.
Thomas has read extensively on the subject and theory of
twentieth century artists but he has not used the know-
ledge to his advantage. He only retains a few outstand-
ing ideas and synthesizes}them poorly. Thomas feels an
academic attitude can destroy an artist by too much
intellectuality. Thomas is in agreement with Hofmann for
the latter said that there should be a blending together
of the rational and the irrational. Thomas attempts to
achieve this with his rational approach to modern
twentieth century art but he does not completely under-
stand these theories or has not made them a part of him-
self. He attaches himself to them and uses them when he
wishes, but they cannot do what he wants them to do.
This is apparent in Thomas'! teaching when he uses a
famous twentieth century aftist to explain a certain point
to his students. He starts off with an artist's theory
but his irrational personality takes over and ﬁe loses
the students in a contrast of terms, thoughts and actions.
Both Thomas and Hofmann believe that art cannot

be taught as such. VThe'artist has an "inborn sensitivity,"
as Hofmann would cali‘it, or "baraka,"MThomas' term. The

teacher does not tell the student formulas and design
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techniques for the solution of the bare canvas, but he must
lead and direct the student to the use and expression of
that inborn quality.

Thomas teaches in a similar manner as Hofmann did.
Both leave their students alone to solve their individual
problems. However, Thomas differs from Hofmann in that
Thomas lectﬁres on téchnique and theory.’ Theory is not
given at random but only to "receptive students."35
Thomas feels that if a desigﬁ formula is given té any hack-
heyed artist, the formula would be worked to the ground and
would also be affected detrimentally.

Thomas'! theaﬁrical presentation of ideas results in
the same atmoéphere as Hofmann achieved. Thomas, when in
the proper mood, is vibrant and authorative. He will
command attention with all means available, either by shock,
humour or awe. His ideas afe usually incomprehensible to
the unacquainted student but can be a means of expression
for the student when he has grasped the concept. Thomas,
also like Hofmann provides, an "experience to students not
otherwise available to them.“36

- In Thbmas' drawing classes he suggests starting with

the sphére; cone, cube and cylinder. Thomas differs from

35Thomas, Jan. 19, 1966,

36Rosenberg,,“Hans Hofmann's Life Class," 1962, p.1l10.
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Hofmann's approach in that Thomas has taken objects which
result from the planar concépt as Hofmann had taught.
Thomas has tb deal with students with little or no basic
drawing background. He starts with easier concepts and
gradually introduces the idea of planar depth by juxta-
position and shifting which are the same as those expound-
ed by Hofmann.

The above material does not appear to show strict
factual similarities between student and teacher. Having
received a course in "Basic Design" from Mr. Thomas, one
is able to see these similarities in better perspective.37
The most prominent aspect would be Thomas! teaching of the
concept of "push and pull" and "expansion’and contraction."
Thomas develops these concepts first in the terms of form.
and then color. He, much like Hofmann, brandishes these
terms around without explaining what he means. The students
are stunned by his terminology. If the student is percept-
ive enough to realize what Thomas means, he will apply it
correctly but the majority of students use the formula
directly and present nothing of their own. The result is
a classroom of the same poor solutions. When‘discussing
such forces as "push and pull" and "expansion and contract-

ion," Thomas himself has not fully grasped the meaning

37The writer studied with Mr.Lionel. Thomas in 1962-
63, at the University of British Columbia. The course taken
was Fine Arts 228, Basic Design.
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that Hofmanﬂ ascribed to each term. To Thomas, they are
one in the same term but in fact their forces are
perpendicular to each other.

Thomas also teaches the use of color to achieve a
spatial quality which he learnt from the Hofmann school.
Hofmann said that color has the intrinsic quality to
create volume. Thomas has taken a similar attitude, for
in his interior designs, color is "thought of as an element
of architecture and not 'decor'. It is three dimensional,
spatial and structural."BS‘ Thé spatial enhancement of
architecturai interiors-with color has enabled him to be-
come more aware of it in his other art forms, such as
sculpture.

Thomas' awareness of material, actually empathizing
into it, has madé him "unafraid to work in any medium;"39
Thomas believes the ability to project is creative.

Empathy is a quality inherent Within the artist. Not only
is the conscious mind involved but there is a backing from
the unconscious, which enables a "quiet love between the

40

artist and the medium." This empathetic attitude is not

taught or suggested by Thomas. This facet of the education

38Lionel"Thorr‘las, cited in René Boux, "An Artist Re-
lates his Skill to Architecture,”" (Canadian Art, vol. 13,
no. 1, Autumn, 1955, p. 203-205.

39i0ne1 Thomas, cited in Stephen Franklin, "Busy
Artist," Weekend Magazine, vol. 8, no. 2, 1958, p. 1li4.

4O0rhomas, Jan. 19, 1966.
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of the artist was however presented by Hofmann. He tried
to incite within his students the perception of the inner
quality of animate and inanimate objects.

What Thomas teaches should not to be accepted as
fact, although he can imply it. He presents the ideas of
"push and pull"” and "expansion and ¢ontration" from Hofmann,
the use of line from Klee, the purity of form and color
from Mondrian, the images from Picasso, the color from the
German Expressionists and the scientific and philosophic
attitudes of modern man. He has taken twentieth century
art and presented the best of its ideas to his pupils. He
has not developed a synthetic theory as Hofmann has, but
attempts to present the basis and the theory itself.

However, Thomas has been influenced by Hofmann's
teaching method. Both are not educators of set artisﬁic
viewpoints and problem solutions, but are educators in the
sense of stimulators of minds for the solution of problems
set up by the‘pupil himself. Guide posts and pointers are
available for the student, but what the student achieves
is dependent solely on his ability to use his inborn
artistic qualities.

Generally, Thomas, like Hofmann, has helped . to
stimulate his stﬁdents, to educate the public and‘to build
‘up an artistic climate within their individual environments.
While the scope of Hofmann's influence is internaﬁiénal,

Thomas' has tended to be pérochial.
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In contrast to the similarities of Lionel Thomas
énd Hofmann, another Weét-Coast Canadian gftist,-Takao
Tanabe, has reacted in the opposite direction. Having
stayed at thé Hofmann school for bnly six weeks and being
of a different racial extractien and personal outlook, the
divergence between Tanabe and Hofmann is easily discernable.
However, in spite of these differences, Tanabe may have been
influenced during his stay at the Hofmann school.

Takao Tanabe heard of the Hofmann school from Joe
Plaskett. When Tanabe arrived in New York in 1951, he en-
rolled in Hans Hofmann's night school drawing course while
at the same time attending the day school of the Brooklyn
Museum of Art. The contrast between the two schools must
have been too much to accept for Tanabe left the Hofmann
school after six weeks.

Tanabe's personality can be seen through a discussion
of the interview& During the first interview Tanabe stated
that he had disregarded Hofmann#s ideas even before he
started classes there. If such were the case, Tanabe's
attendance at the school would have been ludicrous. ﬁpon
requestioning, he said that he was not enthusiastic about
Hofmann's theories. By this retraction, Tanabe's personal-
ity can-be understood. He does not like to'ackﬁowledge his
" teachers and fellow artists who have helped him in his work.
In an interview he said that he is not the most jubilant and

boistrous person. He is almost always on an even keel. His
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introverted personality contrasts with Thbmas' extroverted
one. With the addition of an approach more iﬁ keeping with
Tanabe's own personality, at the day school in Brooklyn,
Hofmanh's ideas did not have a chance to jell. Hofmann's
influenée on Tanabe cahnot be stressed because of Tanabé's
opposing pefsonality and the short duration aﬁ the schooi.

It is, however, surprising to find that there are
similarities between their idea of paintingis inspiration
deriving from nature. As.was stated earlief; Hofmann be-
lieved that nature was the source of stimulatioen for the
artist. OSimilar to other West-Coast Canadian artists,
Tanabé has a "feeling for the country and for nature.m!
His representétions of landscape are natural, and are "not
of a specific time and place."l"2 In contrast to Hofmaﬁn's
metaphysical landscape in which the artist represents the
unseen portion of nature, (nature's creativity) Tanabe's
landscape canvases‘are'hot”landscépes of the soul or 'inner

nk3

eye'. The quoted "imner eye" is undoubtedly a reference

to Hofmann who Tanabe'says he réjected long ago.

AlJoe Plaskett, citted in Takao Tanabe. Paintings
and Drawings, 1954 - 1957. (Catalegue), Vancouver Art
Gallery. . :

AZRobert Fulford, "Tanabe". Canadian Art, vol. 18,
no. 1, Jan./Feb., 1961, p. 50. , — -

hBTakao Tanabe: Paintings and Draw1ngs cose
(Catalogué71 Vancouver Art Gallery. L
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Takao Tanabe's landscapes are the product of
conscioﬁs empéthiziﬁg into the landforms and nature of
British Columbia. This empathetic attitude could have been
inspired by Hofmann's classes where one is initiated into
seeing into the essénces of animate and inanimate objects.
However, empathy does not need to be taught. It can be
acquired by a perceptive and sensitive person such as
Tanabe. His racial background would also lead him to such
feelings of the natural world. (This latter fact should
not be emphasized for Tanabe was'brought up in a western
culture énd his contact with the orient was his Japanese
ancestory, parental tutelage at home and his recent trip
to Japan). Because it is not known what empathetic feel-
ings Tanabe had before his six weeks at the Hofmann school,
one cannot attribute his projective feelings to Hofmann.
The influential role of Hofmann on Tanabe is

tenuous. Joe Plaskett.quotes Tanabe concerning calligraphy,
"I have broken away from the definite plane extensions‘of
fbrm building and volume defining of Hofmann."hh When
Tanabe was attending the school, Hofmann had ﬁot solved the
problem of form and color. Later in his development, color

and form develop simultaneously. Tanabe in his own develop-

: thoe_Plaskett, "Some New Canadian Painters and their
Debt to Hans Hofmann." Canadian Art, vol. x, no. 2, Winter,

1953, p. 61.
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ment also achieves the same effect. "Landscape of an
Interior Space" (plate VII) exhibits é”planar control of
color. As in ﬁofmann's “Lé Gilotin", Tanabe has used each
stroke of the brush aé a~plane of pﬁre color. Different
colors stand against its neighbouring ones to define the
edges, not by lines, but by contrast of color. While
Tanabe's application of paint is not as lush as Hofmann's
"Gilotin" or "Pre-Dawn", Tanabe is able to create a ricﬁ
Aéreamy effect'by the contrast of yellow to the white
ground ahd juxtaposing black planar lines. The mottled
areas of the. ground reflect the colors which are laid on
top. The rhythmical flow of the staccato yellow and black
verticals undulate the canvas. This achieves the effect
of "push and pull" but Tanabe undoubtedly would not call
it By Hofmann's térms. The contrast of organic shapes
to the lower ieft and the vertical play of rhythms across
the canvas have a nature-like feel. There is a feeling
of growth. Tanabe has felt nature's creative quality and
pictorialized it in an interplay of vividly harmonizing
colors.

This organic feeling for nature could be related to
that of Hofmann, but Tanabe denies such affinities.
- Though similar ideas can be seen in Takao Tanabe and Hans
Hofmann, the teacher's influence on the student cannot be
substantiated. If Hofmann was in an influentijal position

that aspect has been constricted, denunciated and forgotten
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by Takao Tanabe.
| In contrast to Takao Tanabe, Donald Jarvis has
developéd from the ideas of Hans Hofmann's school and
formulated his own personal statement abéut art. These
theories do not radically differ from those of his
teacher but rather are a personal reaction to those .
developed by Hofmann.
Donald Jarvis who heard of the Hofmann school from.
Lionel Thomas attended the morning classes of Hofmann's
New York school in 1948. He had just graduated from the
Vancouver Art School, and was limited financially when he
applied for admission. He told Hofmann of his predicament
and Hofmann gave him a jdb‘as a night monitor to pay for
the tuition. Harold Rosenberg has said that "Hofmann and
his wife got caught up in the personal lives 6f his

nkb

students. Jarvis was such an involvement. His job as
night monitor consisted of posing the model each night and
making sure everything was in order after the class was
'over. Jarvis called himself a "glorified janitor."LP6
Through this janitorial bosition, Jarvis was able
to experience and recognize the ideas of a modern master
in'contrast to the overbearing attitude in the late 1940's

of the Vancouver Art School.47 Although Jarvis did not

tharold Rosenberg, The Anxious Object, New York,
Horizen Press, 1962, p. 1517 A ,

héJarvis, Feb. 8, 1966.
b73arvis, Feb. 1, 1966.
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comprehend immediately the ideas of "push and pull" and
"expansion and contraction," through"hindsight in ﬂis own
paintings he realized the directional difference between
them. His concepts of a "relation" and an "interval" are
still vague, while he undérstands "tension" to be a balance
of forces and an implied relationship. Hofmann used the
above devices to achieve a vibrant motion in his paintings.
Jarvis feelé that such an end in painting is narrow and
makes for a limited viewpoint. The idea of dynamism is
compelling and should be translated by the individual
artist. |

Jarvis himself has taken ideas of Hofmann and re-
worked them with his own persconality, exactly what Hofmann
had tried to instill in his students. A painting to
Jarvis affects the observer with an infectuous vitality,
an idea derived from Hofmann. Unlike Hofmann who emphasiz-
ed this point, Jarvis realizes that a work of art must
also be created with a "backlog of training."49 The
artist is presented with problems formerly sél#ed by older
artists. He solves these questions and develops his own
problems and solutions.

His solutions have to be worked on over a period of

time until the culminating idea is maturated. The artist

48 jarvis, Feb. 1, 1966.

tharvis, Feb. 1, 1966.
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can achieve the end result by trial and error or experiment-
ation. Jarvis finds that his young students use the trial
and error method much more often than he would. He himself,
approaches the problem much in the same way as Hofmann had

n50 Jarvis

by "letting it grow from what has preceded it.
does not continually work at the same problem ﬁntil he is
satisfied that it has been solved but pursues a problem
until he has felt he has produced something. Later he will
return to that same question. When he has come to a final
answer, he will present this to the public. Jarvis, at

this point, is so sure of his solution that he is able and
prepared to stand behind that work. It does not necessarily
have to exhibit a verbal statement, such as social realism,
but can be "painterly means to express painterly ideas."51
This statement by Jarvis, is practically a word for word
-recapitulation of Hofmann's statement formerly cited.

The sole act of using paihterly means is also a facet of a
painting.52 These means are used to express an accumula-
tion of past experience which will result in form.

Similar to Hofmann, Jarvis uses experience to differentiate

adult art from child art. Childrent's art lacks a back-

50Jarvis, Feb. 8, 1966.

51Jarvis, Feb. 1, 1966.

52Jarvis, Feb. 8, 1966.
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ground of experience and "gets boring after a while.“53 An
adult painting by being rélated to an artist's experience
can also reflect his mood at that time, and ﬁhus have more
depth. A work of art is related to living much in the same
way as Hofmann defined a canvas as a humanistic and cultural
statement.

In a reply to the question, "how should one approach
art?" Jarvis answers that one must.perceive that work of
'arﬁifor>"what it is. The observer must understand the
painterly qualities."sh In good and bad paintings of the
past, one can see objecti#e nature clearly so it is "easily

25

pegged to hang one's thought ." In contrast to pasi
anecdotal paintingé, abstract‘ones require an increasingly
prepared audience who will shed their prejudice in order to
fully experience that work. Modern art requires more of
the observer. Hofmann, in a similar statement said, "see-
ing with awareness is another art." The observer mﬁst

create his own vision from his perception of the artist's

pictorially realized vision. He does not need training

23 Jarvis, Feb. 1, 1966.

5L’Jar-vis, Feb. 8, 1966,

55Jarvis, Feb. 8, 1966,

56Hans Hofmann, exerpt from "It Is," 1959, cited in
Los Angeles County Art Museum, New York School, The First
Generation of Paintings of 1940's and 1950's.. Los Angeles,
%egbers.o§7fﬁe Board of the Los Angeles County Art Museum,
965, -p. .




but only a willingness to approach a painting with an open
mind. However, if training is given, "educate in seeing
what makes a painting 'tick'."57 )

If the observerAcan éeé how these mechanisms work,
he may be able to tell how the artist was inspired. What
inspires Jarvis may be bewilderment, an observation or an
insight into some aspect of objective reality. Jarvis
feels that this inspiration is something he'must‘express.
The most important aspect is, however, "the willingness of

the artist to let things grow out. of the canvas."58

Héfmann also believed in the_developmental proce;s of a .
painting. Jarvis has a general idea of what will happen
on his canvés but he will pursue any new idea that occurs
from a certain situation on the canvas. He does not stick
to-one conceptual approach like Hofmann's“planar one, but
employs all the tools of M"basic visual ianguage."59 In
contrast to Hofmann's sinéle approach, Jarvislhaé many
uses for color. Ithmay serve as an embéllishment, an
element, another dimension, a mood creator or a controll-
ing device. Unlike Hofmann, who went through different
stages of the‘relatibnship between form and color, Jarvis

realises the possibilities of both. Form can be "aﬁything not

to do with coler, as in Kline, or color is form and form is

57Jarvis, Feb. 8, 1966.
58Jarvis, Feb. 8, 1966.
9 jarvis, Feb. 8, 1966.
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color, as in Matisse. Total form is the summation of all
the relationships within a painting."éo This statement is
similar to Hofmann's simultaneous de%elopment of form and
color in which the‘parallel development of form and color
necessitates change when either one is extended.

Jarvis will not state definitely what the purpose
of a completed painting is, for he is not sure he knows.
It can be a form of communication; that is, an external-
ization of his experience into some form. Hofmann express-
ed a gimilar idea of aninner feeling physically pictorial-
ized but Jarvis goes further when he says that "if the
viewer is responsive to the painting, the function of the
painting will have been fulfilled."61 Hofmann inherently
knew his paintings would be acceptéd,‘if not now, then in
the near future. The difference between Hofmann and Jarvis
is that the teacher had achieved some degree of inter-
national fame while his pupilbis still in an inferior
position of being known in Vancouver and to a lesser degree
in Canada. Jarvis' other purpose of a painting is "social
in a sense but it does not have to express the pligﬁt of
humanity."62 Hofmann believed that a painting should be a

cultural statement. However, Harold Rosenberg said that

6OJarvis, Feb. &, 1966,

61Jarvis, Feb. 8;'1966.

62Jarvis, Feb. 8, 1966.
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Hofmann did not get involved with the social climate of
America during the late thirties. Hofmann's shool may not
have taught the expression of a cultural sﬁatement, but
upon Jarvis'return from the school, he painted social
realistic works. It is not until the late fifties that his
paintings depict the artist himself and the influence of
Hofmann.

The purpose of painting as the culmination of
experience to that moment was expressed by Hofmann and
Jarvis. This experience is pictorially communicated to
the observer by the painting. Like a radio-broadcaster,
the painter does not know to whom he will communicate.63
- Jarvis however differs slightly from Hofmann by saying
that the painting does not have to communicate to the
observer what the artist is expressing. Hofmann's
optimistic outlook felt that in time the audiencé would
perceive what he wished to communicate.

Both Dbnald Jarvis and Hans Hofmann are teachers.
They felt that painting cannot be taught to the person
;ﬁg.has not that certain gift'of sensitivity. Jarvis
further extends the limits of teaching. He said that
one can teach a student about painting; that is mixing

colors and priming. However, the teacher's greatest and

63Jarvis, Feb, 8, 1966.
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most important task is to "turn students on" much in
the same way as Hofmann stimulated his students to create
by his strong critical approach and vibrant personality.
Whereas Hofmann discussed teaching art to some extent in
many articles, Jarvis later felt that "the question of
teaching art is too general to warrant an answer,n°%

The actual task of teaching has taken time and
energy from both Hofmann and Jarvis. Jarvis feels that
student contact added to his own work in the sense of
stimulation and ideas. Hofmann, however, never said that
students ever aided the development of his own work; he
was a geparate entity in New York and was held in awe by
his pupils. In contrast, Jarvis is more down to earth and
converses more with his students,

Jarvis' conversability has enabled him to become
more personaliy acquainted with his students because of
the smaller classes and the highschool-like approach of
the Vancouver Art School. Through his teaching Jarvis
feels that his thought for certain problems have been
clarified. This statement is reflected in Hofmann's 1915
Prospectus where he said that the school wouldrclafify

the whole new pictorial approach to modern art. Hofmann

obtained the basis of his theories from his Paris stay

6l‘*Jarvis, Feb. 1, 1966.

65Jarvis, Feb. 1, 1966,
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(1904 - 1914) and resolved them from his own approach.
His teaching.necessitated organizing a coherent theory
for his students and discussing it with them. While
Hofmann never stated that his students aided his develop- '
ment, "teaching helps tovclafify; that is the virtue of

66

teaching.” The teacher must be willing to listen to
vhis students and aveid all dogmatism. Hofmann had such
a personality. Its results can be seen in his many
students. Each had an individual reaction to his teach;
ings. Jarvis also has a sympathetic attitude towards his
students. He leads them in their chosen direction. He
realizes that abstract expressionism means nothing to
his young students so he approaches them with hard edge,
Op and Pop art.
| Hofmann taught his students a certainAfinal end

in painting which the student was not forced to accept.
Jarvis as a true student of Hofmann reacted partially
for some éf those teachings. He feels that "Hofmann's
ideas are’valid for some (artists). Hofmann'got_people
rolling"67 to establish their own‘particular direction.

Hofmannt's affect on Canadian art is indirect because it

has been influenced by the whole New York School of

v

06Jarvis, Feb. 8, 1966,

67Jarvis, Feb. 8, 1966,
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v 68
Abstract Expressionism.

However, in Jarvis' work it is possible to see a
relationship between teacher and pﬁpil. Jarvis did not
take over Hofmann's ideas, but worked them out according
to his own personélity and from a reaction to his
environment.

Upon Jarvis' return from the Hofmann school, he
painted in a sociai realistic manner.v Solitary figures
were isolated in a crowd. The dark and muddy colors
take on a depressing atmosphere. Line is.used to define
planes. This early period of his-work does not show
Jarvié at his matufity of the ideas derived from
Hofmann. The subject expresses the plight of humanity
which he later disregards. His use of color shows
nothing of the vitality and excitement that Hofmann had
already exhibited. It is in the later works such as
"Winter Evening" that Jarvis uses his experience of
the Hofmannvschool to express his feeling and sentiments
about the natural landscape and flora? of the West
Coast, "Winter Evening", (plate VIiI) as in Hofmann's
works, does not depict a natural landécape, but a feél-
ing into nature pictorially realized. The effect of
nature on Jarvis is the real subject, therefore object-
ive reality cannot be seen clearly. One can however

pick qut a tree-like form, a man with his arms out-

68Jarvis, Feb. 1, 1966.
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stretched and a partial cityscape. What Jarvis feels
about the West Coast is suggested to the viewer. The
oranges and the browns create a warm and enchanting
feeling. Blue and white normally appear cool but here
Jarvis has juxtaposed it to the warm mauve and added
pink and mauve to the blue and white so that the result
is an overall warmness. 'The paint has been applied in
a planar concept with each brushstroke a planar unit.
Although one could say that there are short dark lines
to the lower left and right, these are in fact the
reflection of the base color coming through the linear
" planes of white. Because the ground has not been
totally concealed levels of pictorial depth have been
achieved. FEach brushstroke has been applied with a
verve and a virtuosity that is reminicent of oriental
calligraphy. The sﬁrokes are sweeping and are done with
an oriental assuredness. Because the brush is not
loaded with pigment, the color of the ground comes
through the white and the result takes on the appear-
ance of "flying white" in the negative. However, in
contrast to the oriental calligraphic brush, the equal
width of each brushstroke, as the planar unit,'is used
in combinatien to form larger units such as the skyline-
like shape to the upper left and the overlaid white

which creates the effect of snow.
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Upon first glance, the canvas is flat and lacks
any real depth except for a slight depression in the
top blue area. Focusing on the lower white area, the
mauve and blue upper area recedes while the orange and
brown-like figure projects. Reversing the focus to
the figure, the brown and orange tree-like shape pro-
jects and the white recedes, thereby creating a dynamic
effect of "push and pull." Equilibrium is attained,
however, by the overall lﬁminosity of the canvas.

The three sectioned composition can be compared
to Hofmann's "Above Deep Waters," but Jarvis has
created a moré overall effect of color instead of
Hofmann's segmented areas. The cruciform-like shape
to the éenter creates a breathing surface of contract-
ing and expanding forces. The lower portion of white
which is separated by the stem of the cruciform tends
to unify the base of the canvas and to contract it.

The stem however has the projective color of orange

and the warmth of the brown to separate the white

areas and expand perpendicularly and horizontallyjoff
the canvas. Jarvis, then, has created the simultaneous
effect of "push and pull" and expansion and contraction
as Hofmann would have.

These forces have been used to create a perceiv-
ably pulsating and living canvas. The areas of white

overlay the lush brown below like snow over freshly
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tilled soil. The snow breaks and life springs forth with
jubilant outstretched arms. Jarvis has captured the
effect of Nature on man in British Columbia. The contrast
of seasons is seén in the contrast of the warm white and
mellow tepidness of the orange and brown. Jarvis' empath-
izing into nature has enabled him to depict its cfeative
role. The sweep of the brush suggests the movement of
trees and the energy surrounding objective reality. 1In
"Winters Evening" Jarvis has been able to capture natﬁre
in rich full colors and to reflect growth and life by
suggestive shapes and forms. He has employed the means
taught by Hofmann and used them in his own personal way
to depict his experience of the natural landscape of

British Columbia.

The three West-Coast Canadian artists, Donald
Jaryis,‘Takao Tanabe, and Lionel Thomas, attended Hofmann's
School of Art and have beeﬁ affected by him. Thomas's |
two and a half month stay at the Provincetown summer-
schéol enabled him to understand Hofmann's theories and
teaching methods. Because of the similafities of their
personalities and the added fervour of Thomas?
enthusiasm for Hofmann's theories, preséntly iionel
Thomas teaches as Hofménn had taught befofe. Hofmann's
theories are employed as are other masters of the

twentieth century.
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Takao Tanabe's personality differs from both
Hofmann's and Thomaé'. His quiet and introverted
attitudé to life has-or appears to have no room for
Hofmann's theories. Tahabe feels that his art has been
self—de#eloped. He does not accord recognition to his
teachers which undoubtedly have affected him. His short
six week duration at the Hofmann school could account for
his lack of enthusiasm for Hofmann's theories.

Don Jarvis' reaction to thekHofmann school falls
neither into totai acceptance as Thomas or total reject-
ien as Tanabe. Uarvis, as a true student of the Hofmann
school, has understood Hofmann's theories and from them
worked and developed his own aﬁproach as Hofmann had done
fifty years earlier in Paris. Jarvis' six month stay
at the school allowed him to be"acquainted with Hofmann's
‘ideals and at the same time to develop his own theories;
:These theories were pot resolved to?ally by the time
Jarvis arrived home, but rather took yeérs of work and
development in his paintings to achieve the desired end.
Jarvis, as a teacher in his own right, now is in the
position to affect his students as Hofmann affected
Jarvis eighteen years earlier. His students are not
taught specific formulas and methods, but rather each
student is lead to the fulfillment of his own development.

Hans Hofmann's affect is not limited to artists

for such writers as Allan Leepa, Sheldon Cheney and Erle
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Loran have written books concerning certain aspects of
bodern art and all have acknowledged their debt to him
for his concept and approach to art., Direct influence
from Hofmann has now ended since the termination of his
teaching career in 1958 and his death only this year.
Indirect influence, however, is still being felt because
his students and second generation students are trans-
mitting his ideas to the new generation of young artists.
While abstract expressionism is no longer in the fore-
front of the art world, Hofmann's ideas are still valid.
He did not teach a certain unrefutable formula for the
creation of a work of art but rather the basis of a work
of art and the creative process. These ideas are not the
definitive writings on the creation of a work of art but
rather Hofmann expected each individual artist to develop
from such concepts as he himself had done. With this
backlog of information, and an inborn artistic sensitivity,
the artist is to evolve the canvas from a flat and life-
less surfaée to one in which the observer perceives the
artist's life, time and experience. The spirit that the
artist.captures is a non-physical entity, but yet a living
reality derived from the artist.

That spirit in a work of art is synenymous with

its quality. The real in art never digs because
its nature is predominantly spiritual. 9

69Hans Hofmann, Search for the Real, 1948, p. 54.
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PLATE I

"Fantasia," 1943, by Hans Hofmann,
University of California, Berkeley.

PLATE II

"Effervescence," 1944, by Hans Hofmann,
University of California, Berkeley.
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PLATE TIITI

"Magenta and Blue," 1950, by Hans Hofmann,
Whitney Museum of American Art, New York.

PLATE IV

"Le Gilotin,™ 1953, by Hans Hofmann,
University of California, Berkeley.
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PLATE V

"Above Deep Waters," 1959, by Hans Hofmann,
University of California, Berkeley.

PLATE VI

"Pre-Dawn," 1960, by Hans Hofmann,
Collection of Mr. Prentis C. Hale,
San Francisco.
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PLATE VII

"Landscape of an Interior Place," 1955, by Takao Tanabe,
National Gallery of Canada, Ottawa.

_ PLATE VIII

"Winter Evening,"™ 1958, by Donald Jarvis,
Unknown collection.
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