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AN EXAMINATION OF THE APPROACH TO THE OBJECT AND ITS SURFACE:
America: Abstract Expreessionism in the Mid-twentieth
Century and Trompe-l'oeil in the Late Nineteenth end
Early Twentieth Centuries,

Thesis directed by Instructor Don Weygendt,

An examination of the approach ;o the object end its
aurfa?o uses as examples two forms of art which in surface
eppeerence are the antithesie of one another, Abstract
Expressioniem and Trompe-l'oeil, Abstract Expressionism is
a contemporary art movement, a virile movement, which is
l1ittle understood by the genersl public, Trompe-l'oeil ie
en art form which has always eppealed to the publie, The
"New York School" is used as an example of American Abstract
Expressionism and William Harnett is used as the example
of Americen Trompe-l'oeil, The difference in time between
the two (a difference of epproximately fifty years) is
actually small when one considers the whole of art, Since
Harnett no artist working with Trompe-l'oeil has contributed
anything of significance to this peinting form., The roots
for Abstract Expressionism lie in Europe in the period in
which Harnett wae working in Europe (1878-1885), Consider-
ing the painting of the "New York School" and Harnett, in
the light of the concept of the object and its surface, is
a means of re-examining by comparison and contrast some of
the basic principles of painting and the superficilel dif-
ferences in these two forms of painting. By using two forms



of art which in appearance are very different it has been
possible to avold certain similerities which in art forms
more closely related have been taken as sbsolutes, the
danger of the "academy," Also it hes been possible to take
a point of view toward these art forme which is new in its
approach,

This sbstract of A‘bou( 2579 mdq'u appm«a‘ as to form
and content, I recommend its publiecation,
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AN EXAMINATION OF THE APPROACH TO
THE OBJECT AND ITS SURFACE:
America: Abstract Exprtn:ion;nn in the
Mid-twentieth Century and Trompe-1'oeil in the
Late Nineteenth and Early Twentieth Centuries

In the art of today painting is placed by the average
person in generally one of two categories; the abstract or
realistiec, In popular usage realistic art is that art in
which the subject of the painting and the objects within the
painting are easily identified with natural objects. Into
the category of abstract is put ell art in which the subject
and objects cannot be easily identified, The point at
vhich a2 painting is called abstract or realistic is con-
stantly in flux and varies from person to person, depend-
ing on the person's imagination and knowledge of art. For
the purposes of study the distinetion between abstract and
realistic, though relative, is made, At the extremes of
the polarity of abstract and realistic art are abstract
expressionism and trompe-l'oeil, Abstract expressionism is
a term applied to contemporary art which makes use of
ebstract forms to express sensations of feeling or emotion.
Trompe-1'oeil is a French term applied to the visual arts
which by a depiction moving beyond the photographic dis-
plays objects as naturalistically as possible, The term



literally means "to fool the eye,"” While the cameras re-
corde exactly in two-dimensions on a two-dimensional sur-
face what it sees from & gingle point of view with a single
focus the painter in trompesl'oell is et liberty to change
his objects, his mmﬁ of view, and vary the focus upon the
ob jects a8 he wmn mn,y sott&ng a much larger area in
sharp toam M can b. achieved vﬁth the cemera. The
painter can enhance the m*.\bﬂmy ot his objects, height-
ening the ecolors, bmm out the three-dimensional quality
of an object more clearly through his use of light and
shade (which he has more control over then does the photoge-
repher), using built-up surface textures (the photogreph is
smooth or of even mﬂ’uu mm-), and arrenging and
changing the sizes, shapes, and/or placing of objects, The
average person does not understand how tvw forma of painte-
ing, sbstract expressioniem end trompe-l'ceil, can eppeer
visuslly so different and both be comsidered art.” In
this peper examples are teken of these two uueoﬂ.cg. ab-
strect expressionism and trompe-l'oeil, in Americe and by o
discussion of the approech to the object and its surface
point out the similarities and differences between the two,.

For the ebstract expressionists in Americe, I am
using the "New York School.," "New York School" is & loose
label given to e direction of abstract peinting whiech begen
in New York City during World War II sand received wide pub-
licity following the war, Some of the artiste who have
been ineluded in this group are: Robert Motherwell,



Jackson Pollock; Arshile Gorky, Adolpﬁ Gottliobf Williem .
Bazioten, James Brooku, Ad Reinhardt, William de Koonlng,
Hans Hoffman, and Eimmy Ernnt. All of these nen, with the
exception of Gorky,l took part in the "Artist's Seaslonu at
Studio 35" in 1950 as recorded by Motherwell in gﬁgg;n
Artists in Amgz;gg.a Thia was one of the acts on th;ié
part which has caused them ﬁo be labeled as & "school,"
Oiher acts were the original forming of "Studio 35" by
Motherwell in 1945; the forming of the "Club" in 1949;

and the 9th Street Show in 1951, In the discussion of the
"New York School" paintings in this paper I am not con-
cerned with the nubject and meaning of the palntings but
with the paintings ags objects,

Trompe-l'oeil in America is exemplified byywillian
Harnett, one of & group of painters active in the perlad dr
1870 to 1900 which have been called the “Philad.lphthSchaﬂ
of Still-life."” Some of the othor painters plneed in this
group are: Frederick Peto, John Haberle, Jd. D, Chalrant,
George i. Platt, Richard Labarre Goodwin, John ¥, Prancia.
George Cope, and Alexander Pope. Not all the members of

this group were interested like Harnett in the trompe-ihaﬂa

1. Gorky died in 1948,

2, Motherwell, Robert (Ed.). Modern Artists mfnzz;ga
gg Les Viitenborn, Schultz, Ine,, New York, 1947, g
c

ichardson, E, P,, 2513&1@2 in y Thomas Y,
Crowall Co:. New York, 1956, p. 321. ‘



Some of them like Frederick Peto moved out of trompe-l1‘'oeil
into a more atmospheric handling of light producing a
highly realistic art but not a work of trompe-l‘'oeil,

Among thoge interested in trompe-l'oeil Harnett was out-
standing, He attained an artistic expresesion that was
lacking in the paintings of many of the other members of
the group through the use of a skillful technic epplied to
trompe-l'oeil,

Historically trompe-l'oeil is an ancient art, The be-
ginmninge of optical illusion can be attributed to the
Greeks if accounts are true concerning Zeuxie' painting of
grepes which appeared so real thet the birds flew down to
peck at them, The widest use of trompe-l'oell has been its
use in Roman, Renaissance, and Bareque architecture to make
a small room appear larger or & large room appear even more
huge by penetrating the wall through the use of illusionis-
tic painting. The architectural illusion was & "functional
deception.,” In Roman wall peintings in the House of the
Gladiators at Ponpolll and such Renaissance paintings as
Botticelli's "Seint Augustine"? end Petrus Christus' "The
Netivity"® still-life objects were used as trompe-l‘oeil
to give the painting a greater 1llusion of reality. The
still-life or "nature morte" is more adaptable to trompe-
1'oceil because of its static or stopped-action quality.

1, Clerici, Fabrizio, "The Grand Illusion," News Annual
Vol. XXIII,, No, i1, 1984, p, 127, , oro AR

- ' p. 1542155,
3, %Z: p. 138,



while a figure does not lend itself to & realistic illusion
when the sction i1s stopped ﬁa it ie in peinting., Caravagglo
in Italy end Zurbaran in Spein were two of the first
artists to devote attention to the still-life as & subject
independent of the figure and attain the first complete
trompe-1'oeil paintings, Their followers, the Duteh still-
life painters in the seventeenth oonturyl and in America
Raphaelle Peale? in the early 1800's directly 1n:1u»néoﬂ
Harnett in his still-life and tnpnpcfl'ooil painting.,

 Harmett's peintings fall into two basic types; stille
life on a teble and still-life on a wall,

In the painting "Music and Litcruturc”3_(30ifrisuro 1)
Harnett has placed upon a table a pyrnnia of booke; two
flutes; two sheets of music, one rolled and one unrolled;
en open book with marker; a candlestick with candle; and an
inkwell with a quill pen in it. Hermett did not take an
accidental group of objects for hie still-life, Each ob-
Ject was consclously selected for ite shepe, color, and
texture with a careful consideration of how this object was
going to work within the composition es & whole, The table
in "Music and Literature” is placed so that it is parallel to
tﬁo surface of the painting and to the wall behind it, A

1, Some of these were Van Hulsdonek, Bosschaert, Van
Huysum, and Claesz,

2, "Still-life" by Rephaelle Peale, Frenkenstein, Alfred,
ézggfb&h*hs y University of California Press, Berkeley
an 8 eles, 1953, plate 22 and "After the Bath" by
Pﬂﬂ.l-' Riehard'on, Qg.o‘ o9 P 191,

3. Frankenstein, in m‘. ate 37.



diamond 1s formed by the pyramid of books and the unrolled
sheet of music placed dlagonally over the edge of the table
to form a reverse triangle and complete the diamond, The
pyramid of books is three-dimensional versus the two-
dimensional diemond form into which it works, Though there
is a use of three-dimensional forms Harnett does not strees
deep space nor do his forme penetrate the background wall,
The pages of the open book at the base of the pyramid of
books are fanned out accenting the diagonals of the pletorial
composition formed by the two flutes at left and the rolled
music and quill pen at right., There are diagonals also in
the angling of the books in thngpyrnmid besides the di-
agonals formed by the edges of the central diamond shape.
The diagonal movements of the composition are stabllized,
contrasted to, end played egainst the strong horizontal of
the front and back edges of the table and the vertical of
the cendlestick, These horizontals and single major
verticel are strengthened with smaller horizontal and
vertical movements in the placement and arrangement of the
books., The whole 1s so carefully composed that even the
unfolding of the bottom corner of the unrolled sheet of
music would destroy the feeling of complete rightness end
balance in the aonpoa;tion. Besides the contrast of hori-
zontals, verticals, and diagonals there is a contrast of
textures; the crispness of & pilece of paper to the limp
satin bookmirk, the polished metel of the candlegtick to
the rough crockery of the ink well, the contrast of ivory



to wood, snd all these contrssted to the worn lesther of
book bindings, Hermett's composition is definitely mot en
m&&‘amm srrengement, e had consciously selected end
orgenized his materiels, ‘ ‘
in one of Harnett's wall stillelifes, his ten by eight
foot peinting of "After the Hunt"} (see flgure 2), the stille
1ife objects are mqu. against the flst surfece of a wooden
eoor. Agein one finds the careful balance between hori-
zontel and verticel stabllizers ﬁa-aumh.w with the |
‘addition of cireular movements in the Freneh hern coils, the
hat and horseshoe sbove 1%, and 4in the scrolle of the docor
‘hinge, Here too 1s the contrast in texture with fur,
feather, felt, polished metel, rusted metal, leather, wood,
‘and horn, Laz peralle: —_——l »
. Hernett was interested in the object end its surface,
For Harnett the 1dee of the object was the natural object
‘a8 1t appeared to the eye, In order to reproduce thie
perceived object upon the painted surféace in the most reslise
tic mapner it was necessary to reproduce the actusl textures
of the surfsce of the objects, The techniciof hendling of
the peint was subordinsted to the objeéct and the nmatural
_ surface of the object wes emphasized, Technic becomes re-
‘Prédustion of the surface of the perceived object,
& In Hernmett's paintinge space 1s refuced to & shellow
plane in order to emphesize the reslity of the objects, The

o
’

1. Zbid., fromtieplece,



binocular phenomena underlying the use of shallow space are
explained in the theories of binocular accommodation and
binocular parsllax, In binocular accommodation the eyes
ad just for the depth in aetiuﬂlty.’ In observing a painting
the eyes focus only on & single plane, that of the picture
surface, Any depth, which is achieved, is achieved through
peychological associations, By making the suggested depth
of a picture shallow the changes necessary for the eye are
slight and the illusion of reality is heightened. 1In
binocular parallax the relationship of objects is constantly
changing as one moves from side to side toward or away from
the object. 1In & painting the relationship of objects to
one another is fixed, If the depth is reduced to that of a
shallow plane binocular parallax is reduced and the illusion
of reality 1s heightened., Harnett's most deceptive paintings
are those in which the picture plane lies as close as
possible to the picture surfaece, as in "Shinplaster."l 1In
this pqmung the depth of the picture is only the thick-
ness of a single plece of paper money. In "After the Hunt"
and Music and Literature” the space, although deeper, is
the most shallow amount possible in which to compose the
objects. In this way Harnett also set a limit on his
foreground,

In the wall peinting Harmett obviously stops the eye
from going back into space by setting up a solid background

1. Ibid., plate 38,



wall, Two devices for stopping the eye are used by Harnett
in his teble top still-lifes, In "A Study Teble"l Hernett
has used a wall as pert of the background, The rest of the
background is a grey-green atmospheric plane, the conven-
tional sign for empty space; which vhs.h suggesting space,
1s in mctuslity a flet plane stopping the eye s effectu~
ally as the wall, In a table top painting Harnett always
placed the table perallel to the pleture plane, If he
placed the table diagonally to the picture plane the eye
would be led into the plcture spsce, Even when Harnett
used a disgonal movement such &5 in the unrolled sheet of
music in "Mueic and Literature" (see figure 1) it wes pleced
or bent so that the movement is not & dlsgonal into space
but & disgonel perallel to the plcture surface. Harnett
confined most of the movement to the picture plane. He
never allowed & movement to lead the eye back of this plene
though he would often use a dlagonal leading out from the
plcture plene. Harnett built out of the picture plene, not
into it, Also Harnett made & clear distinction between an
object and ite beckground, It is elways clear to the ob-
server that these objects have been applied to the well;
thue Harnett meintained the solidity of his wall,

By his use of & shallow plane and building out from the
picture plane Harnmett deliberately conmected the actusl room

1, Ibid., plate 56.
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space with the imaginary picture space; thus the space of
the picture became &8 "real" as the space of the room,

I have already stressed that Harnett was interested
in perceived objects and their specific contrasting tex=
tures, He forces one into & greater awereness of the tex-
tures and ereates a greater illusion of reality by use of
contrasting texture, Harmett's interest in texture is beest
shown in the microscopic deteil he went into in order to
reproduce naturel texture. In paintings which Hernett
signed as if the signature were carved in wood "Often one
can see in them how the point of the ‘mife'! dug a little
deeper es 1t turned a cornmer, and how, occesionslly, the
"knife! slipped out of 1ts intended groeve."l An example
of the importence of texture over replica of the objeet 1is
seen in his handling of newspaper print, Hernett, as far
ae is Rnown, never reproduced newspaper print so it could be
read but made 1t by using & series of black verticels throgh
which he serateched with the end of his brush handle, The
- resulting texture reads to the eye as type yet the actual
letters or words cannot be discerned, Strangely enough .
Harnett's texture appears mope real than the nmﬁi,muu
used by other trompe-l'ceil painters. Often Harnett used
the devioe of bulllling up the texture of an object with his
paint; thet is, meking a nail head actually stand out from
the .wfuﬂ_n,m_ eanvae by building up the layers of

1"- Ibid., p. 19.
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pigment and glaze, Also where the texture is rough, he
reproduced the actual teetile surfece with the paint seo 1t
would feel to touch as to eye. The use of bullding the
texture up from the surface is also a device to retain the
shallowness of the pieture depth by building out of the
picture plene rether than building baek into the plcture
plane., This building up of paint together with the ecereful
shading end plescing of shadows (so that one feele he could
messure exactly where the objecte are in reletionship to
one snother om the surface and in space) is probably what
has mede the peinting "After the Hunt™ (see figure 2) so
successful as trompe-~l'oeil, At Theodore Stewart's ves-
taurent in New York, "After the Hunt"? was dlieplayed with
epecial lighting, which, falling scross the surface of

the peinting, made the surface textures cast shadows which
were indistinguishable from the psinted shadows, The efe
fect was so perfect that customere would place bets as to
vhether it was a painting or real objects nailed upon the
wall, DNone of the viewers, however, seemed to notice that
the marlin spike, essential to the composition, was floate
ing in mid-alr (see figure 2), The add@ition of a support
would have destroyed Harnett's composition by spoiling the
simplieity and belance within the painting. Harnett filled
1. Ibid., frontisplece.

‘2. Now in the Mildred Anne Williams Collection, cnlirbrnia
Palace of the lLegion of Honor, San Francisco,
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every area of the plcture surface with texture, yet his
paintings are not over-textured, If one were to remove one
small textured aree such as rust spot from a painting it
would be as destructive to the composition as the removal
of a necessary dlagonsl, This is one of the means Harnett
uses for emphasizing both positive and negative space,
These textures are not always rough, Harnett contrasted
smooth textures such as polished metal to rough textures
such as crockery.

Hernett's selection of color was as exact as his
selection of texture., His painting are composed through
color and texture as well as shapes, The colors he used
were the natural colors of the objects, However, he would
often heighten the color of an object in order to force the
eye to see something more "real," By using the natural
color of an object it is necessary for Harnett to consider
in his selection of objJects t,hqu objects whose color would
produce & color unity throughout the painting.,

In composing his paintings Harnett paid close atten-
tion to the shape of the objects he used and to the negative
spece around them, He was interested in the abstract shape
of en object and composed the objects conselous of the two-
dimensional surface of the painting, If one tekes a
Harnett and reduces all the objects to their abstract forms
one has e perfect Analytical Cubist composition (see
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figures 1 and 2), From Harnett's sketches for "The 0ld
Cupboard Deor"l it is seen how Harnett has selected his
objects for their sbestract shapes while at the same time
Jotting down notes of their color and texture; all these
being of equal importence to his composition, Though
mmtt“- paintings have had no influence on twentieth
century abstract painting it is interesting to note that as
well a2 predating the Cubist composition Harnett in his
painting "The Artist's Card Rack"? produces the grid com-
position of Mondrien through the use of cloth strips
pleced in an abstract pattern on a flet surface, However,
Harnett used his cloth strips as a support for other ob-
Jects and as e means of uniting these objects, Mondrian's
grid is the painting itself, while Harnett's grid is a
compositional means,

By looking at Harmett's paintinge one finds that the
idea of the object was the natural object and the surface
was the natural surface of the object as depicted in
peint, The surface of the peinting and the surface of the
object are one and the same, In the "New York School" the
surface of the painting and the surface of the object are
alsc vne and the same, but as the ides of the object 1is

1. Frankenstein 2it., plate 80
2: &;g.,pl\ttm’&‘ m" !
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different from Harnett's idea of the object so the surface
becomes different in order to be consistent with the object.

The paintings of the American Abstract Expressionists
in the "New York School" are exemplified by Motherwell's
"The Poet,"’ Gorky's "The Betrothal II,"2 end Jackson
Pollock's "Number 5 (1950),"”

Motherwell's "The Poet" is painting and collage com-
bined, He has taken pleces of butcher paper painted
rusty orenge and pasted them upon the canvas with the
cagn overlapping but still visible., In some sress, such as
the central area, the edges are uuniod by & rim of black
paint. In places he has heightened the orange color with
the addition of a brighter orange paint, In the upper left
corner Motherwell has placed a light blue-green ares, The
blue-green i1s also in the vertical and horizontel accents in
the center of the canvas and in the vertical brush stroke
extending almost the length of the right side of the paint-
ing, Behind this vertical is a brown paper rectangle with
irregular edges., The blue-green vertical is balanced on
the left with a white rectangle from the left edge of which
has been cut a semicircle, The rectilinear quality of this
shape is accented by a brown rectangle within the white
rectangle, Along the central vertical axis of the painting

1, Hess, Thomas B, Painting, Viking Press, New
N 198 plil e " .

2. 'Ibld., plate A,
Se %ﬁ’ pll“ D,
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are two horizontally placed ovals, The larger ovel ies
almoet resting upon the lower edge of the canvas, The
smeller oval rests directly sbove the larger one and is
connected to it by a series of dark lines, BShooting upward
and to the left of the small oval are two shapes like
bursting reys in dark brown and dull blue-green,
Motherwell's "The Poet" is a cereful composition based on
ecircular and rectilinear shapes, In the composition one
senses the forces between the elements, The addition or
subtraction of one esingle element would destroy the right-
ness of the composition. In his color echeme he has used
gimple complementary colors, blue and orange, with subtle
veriations, His texture is aleo subtle, but en interest in
texture is definitely felt in his use of smooth paper,
sharp edges, torn edges, brushed paint, and paint which has
been scratched through.

Gorky's painting "The Betrothal II" is like Motherwell's
collage in thet 1t 18 & composition of rectilinear and
circular shapes, However, Gorky's shapes have been derived
from humen orgens and floral forms such as the stamen and
pietil, Gorky's background for these shapes is en ochre
paint brushed over a dark surface creating a painted tex-
‘ture upon which and from which the shapes emerge. Corky's
shapes sare oft&n accented by the use of a black line worked
around the edges and into the shapes bringing out forms
within these shapes, In the center and to the left is a
large shape, derived from animal form, of light ochre into
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which has been worked smaller organlc shapes of purple,
blue, and red., Above these two major shapes hover smaller
organic shapes of white, light ochre, blue, yellow, and
black in a horizontal band., Gorky's composition is more
organic than Motherwell's; that is, Gorky's paintings are
organized in a natural pattern using curves and irregu-
larities, being based on growth, Jotherwell's organization
is classical relying more on a geometric arrangement.

Jackeon Pollock's "Number 5 (1950)" is a typiecal
example of his drip paintings, "Number 5" is s mess of
swirling black paint into which has been worked, by drip-
ping and spattering, yellow and white irreguler curving
shepes, From beneath the swirls of black, yellow, and
vhite, and interwoven with it, are smeller areas of dull
greens, greys, dull pinke, and tans, Compositicnelly the
painting 1e held together by a gridwork of interweaving
curves and layers of thick paint, Pollock's texture inter-
est is obviously an interest in paint as it drips or is
flung from s stick or brush, He hes allewed it to become
very thick in some places by building it up leyer on layer
and in other places he has left the peint in s single thin
layer.,

The "New York School" as en art movement began during
the latter part of World Wer II and immediately following
the wer, It reached its height around 1950 with the
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"Artist's Sessiones in Studio 35"1 published ag a manifesto,
Historically the "New York School" is a development borrow-
ing from all the modern art movements since the Imbrnsaion-
ists, 1Its composition is based on the dlscoveries of the
Cubiste and Mondrian; 1ta,colér ie that 6r the Post .
Impreseionists and the Fauves; and 1ts expression that of
the Germsn Expressionists. Its forms owe much to all the
preceding movements and to such men interested in abstract
forms as a means of expression, as Kandinsky, the Construc-
tiviste, the Purists, the Dadalsts, and the Cubists, Its
theories have been based on the theories of the Surrealists,
To this the "New York School™ added its own individuality
and pergonalities to create an art form, historically sound,
yet different from all the preceding forms.

The "New York School™ is interested in the created
object and its surface, The objJect is the painting as a
whole, Since the object is the painting, the surface of
the painting is emphasized to create a greater sense of
the painting as a painting, Therefore the purpose of
the painting becomes the actual technic of ‘applying paint
to the painting surface with meaning,

The painters of the "New York School" use 2 shallow
space, or an atmospheric space similar to the space in
oriental paintings which gives the sensation of space with-
out actually breaking the two-dimensionel plane of the

1, Motherwell, Op. Cit.
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picture, Their paintings are wall-like in concept as well
as in size, Motherwell's "Wall Painting 111" 18 @ good
example of this, In concept the "New York School"” paint-

~ ings are a flat surface upon which forms and paint have
been placed, Their forms often merge with the wall, On the
whole the painters tend to build out from the surface of
the painting rather then back into the picture plane, Often
they use a line which gives the sensation of wandering in
end out of space., An equal emphasis is placed on positive
and negative space., The picture plane has become the pic-
ture surface, In these ways the imaginary picture space

is connected with the actusl space of the room making the
spece of the picture as "real" as the room space,

Since the picture plane of the painting is the surface
technic of the application of paint, their interest in tex-
ture lies in the discovery ar‘ the properties of paint and
how best to express these properties with meaning., The
texture 1s a texture created by the artist, Jackson
Pollock's experiments with dripping paint upon & surface are
examples of this., The texture is that of dripped paint,

The contrast in texture comes through allowing the paint to
fall in elow pools and flipping or stretching it taut, plus
the sddition of sand and other foreign matter,

1, Pousette-Dart,Nathaniel, : da;
Hastinge House, New Iori,%at%?m Tadars
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The "New York School" uses color es expression and also
as 1t 1s related to their spprosch to the object end its
surface. The color is the actual surface effect of colo¥;
a direct red rather than an atmospheriec red; a red creatsd
by the ertist, not dictated by the perceived object, The
color is color for its own sake, as texture is texture for
its own sake, in order to retain and emphasize the paint-
ing as the created object; the emphasis being on the
surface technioc,

The forms of the "New York School" are abstract
shapes, These shapes are created by the artist, They may
have been derived from a perceived object but have been
molded into the artist's own created shapes, No shapes
are as lmportant as the form of the painting as a whole,
All shepes ere subordinated to the idea of the peinting as
object., The shapes are two-dimensionsl in order to retain
the flat surface.

 Compositionally the "New York School" painters compose
within & shallow plane never allowing a movement to pene-
trate or project far into or from the picture plane. Yet,
these movements create a sensation of movement in and out
(a sensation of space in flux)., The composition is based
upon & horizontal and vertical grid through which and egainst
which movement plays. There is & careful selection of
:&p« and careful consideration for the placement of the
shapes in relation to one snother and to the picture plane,
An equal empheeis is placed on all areas of the pleture plane,
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By comparing and contrseting Harnett and the "New York
‘School” one sees thet both were interested in the object and
ite surface, Harnett wee interested in the percelved ob-
Ject 2nd 1ts surface. The "New York School” ies interested
in the created object and its surface, In order to accent
the perceived object Harnett accented the natural surface
and subordinated his technic to the naturel portraysl of
the sctusl surface texture of the mﬁalwd objeet, In
order to accent the created object the "lWew York School"”
painters paint the painting, as a creative act; by em-
phasizing the surface of the object, For the "New York
School” the technie i1s the actual technie of painting the
painting as en object,

In the handling of space both Harnett and the "New
York School"” place emphasis on & shallow space., Their
paintings are composed within the framework of e grid,

They both are interested in surfece texture and color, and
place emphasis upon the individusl shapes within the paint-
ing, Harnett places equal emphasis upon each shape while
the "New York School" subordinates all shapes to the form
of the painting as & whole, Harnett and the "New York
School"” are interested in the incidental and cepitalize
upon i1t, Harnett is interested in the seratch in wood or
the rust on a nail, The "New York School"” is interested in
the drip of paint or the serateh of s brush hendle, In
“thelr composition they both are wrun_a with surface tex-
ture, flat shapes, and color within a shallow plane, They
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work out from the pleture plane rather than back into it,
Thelr space is confined, They are interested in retaining
the flatness of the wall. Vhile the shapes of the "New
York School"” paintings often merge with the wall, Harmett
always keeps his shapes free from the wall maintaining the
difference between the well end the objects and always
making elear to the observer where an object is in space
in relation to the wall, Both place equal emphssis on
negative and positive space in the composition.

An interesting persllel between Hernett end the "New
York School"” is foumnd in the collage, Harmett finds an
objeet beautiful in itself and translates it in peint upen
the cenves, The "New York School painter meking & collage
takes the actusl object and pastes 1t directly upon the
peinting surface, By placing & sheet of glass over a "New
York School" collage one achieves the same effect as found
in e wall peinting by Hernett such @s his "Shinplester,"l
Moving outside of the "New York School" and Americen peint-
ing, the colleges of Kurt Schwitters, such as "Rubbish
Picture"® only differ from Harmett's wall paintings in that
he placed the actual object on the surface while Harnett
painted it on the surface.

Another common interest between Harnett and the "New
York School" is in the wall mmm. a2 result of their

2. ml, v.. w xaﬂenmcm
e g e T
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interest in shallow space, The "New York School" has placed
emphasis on the wall painting over the easel painting,
There are two factors which in contemporery thought dise
tinguish the wall painting from the easel painting, These
are: the large size of the canvas and the tht of
the painting as a flat plane or wall upon which forms have
been placed (a buillding out from the picture plane),  The
easel painting is relatively emall in size and its concept
is that of & window (2 building back into space). In the
peintings of the "New York School” the size is obviously
that of a wall painting and the concept that of the wall,
In the wall painting the spectator existe within the seme
plane as the painting, seeing the wall as an object. "By
connecting the space of the picture with the space of the
room in whiech the picture hangs, the space of the pilcture
is as 'real' as the space of the roome-the two flow
together, "l In the easel painting the spectator is ex-
cluded from the painting, The spectator end the painting
are not in the same plane, Part of the concept of framing
of contemporary paintings 1s concerned with the ineluding
of the spectator. The small frame on contemporary paint-
ings is more a means of defining the area rather than a
means af separating the spectator from the picture as is
done by a wide and/or ornate frame. The large frame is

g | Je "Fooling the L swg, Vol., 48
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like a window whieh separates the spectator from the image
by & transperent wall, Barogue paintings, both mursl and
easel, were unique in history in the bresking of this
trensparent wall between the spectator and the imege, in
the attempt to involve the spectator: But in the bresking
of the picture plane and deep recession into space the
Baroque ertiet penetrated the wall, which in contemporary
eyee is & violation of the truth to the materid; that 1s, a
violetion of the flatnese of the well as well, The "New
York Scheol"” painters attempt to involve the spectator
without the actusl destruction of the wall es such. All.
elements such as space, texture, color, and shapes are on
the wall and ere the wall, Hernett in his paintings, large
or smell, has besically been interested in the wall, Many
of his paintings sre of walle or docrs upon which have been
hung or placed various objects. He hae tried to dlesolve
the depth of the canvas by plecing emphasies on the objects
as perceived objects, Therefore the srea seen in & Harnett
peinting becomes the surface area and not the image seen
through a window, He also experimented with the large can-
ves or mursl eize canves in the elght by ten foot canvas of
"After the Humg,"

For the painting of the "New York School” and Harmett
it can be said, "The feelings of awe and absolute right-
ness which the spectator senses do not come from any recoge
- nition of the moral caliber or fidelity to historically
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ascertainable conditions but from the fact that these forms
and this paint are one and the same, from every point of
view, "

In this paper I have attempted to point out to the
reader that though these two forms of MM. Abstract
m-mum and Mo-l'un, are in appeersnce very
d&t!ircnt there are fundamentals common to both forms, One
of the elements of art which has slways been of great
interest to umta of art and art history has been the
variety of forms which Maa cen take within the limits
of its medium, The Mmh connecting links throughout
history seem to be those of expression, om, and unity;
end within these there is infinite variety., It 1s the unity
between form, expression, and technie (gh ides of the
object and 1ts surface) which produces the feeling of
complete rightness within a painting., It is the chenging
of art throvgh the imegination and individuality of the
ertist which mekes peinting "live" and great m always
appear "fresh,"

1, Hess, Op. m' Pe 15,
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